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—Statement

The publishers of RECORD RETAILING and
of LISTEN, the Guide to Good Music, take great
pleasure in presenting the 1946 Yearbook and
Directory of Manufacturers and Distributors,
The record and radio-phonograph industry has
made great strides sinee the publication of
the 1945 Yearbook. Hundreds of new record
companies have entered the picture and a great
many important developments have taken place
in the field of radio-phonograph manufacture.
All this bodes well for the record industry.  The
sale of phonograph records has heen mounting
steadily. The public has shown a great prefer-
ence for the phonograph.

Within the pages of this 1916 Yearhook will
he found the Record Retailing Institute contain-
ing pertinent material for a good store opera-
tion: various significant articles on inventory
control, a bhasic problem for the record dealer
for successful store operation. The Sets are on
Their Way section shows the significant devel-
opment of the radio-phonograph.  Mr. Kurt
List’s article 4 Preface to Music, should prove
of value to anyone selling records. Throughout
the Yearhook are numerous articles dealing with
store operation. pronmtiun. ete.

The Directory section in the back of the hook
will prove of great value to the dealer in
determining where he can buy specific mer-
chandise. The Distributor section will aid the
manufacturer in setting up national distribution
of his product.

On the whole, the publishers feel this Year-
book will he found to contain a great deal of
material for the established concerns in all
hranches of the industry, and material that will
prove helpful to new-comers as well.

Cordially,

Neil F. Harrison




PILOTONE introduces a revolutionary new idea in
records—a NEW SOURCE OF BUSINESS for you...

Deems Taylor, Commentator...Erich Leinsdorf,
Rudolph Ganz and other distinguished Conductors...

Opening up a new era of musical education and appreciation
for your customers. Now the whole family—regardless of musical
background—can enjoy good music immediately! At the beginning
of each selection Deems Taylor briefly tells the listener what he wants
to know. Choice symphonies with world-famous conductors leading
the Metropolitan Symphony Orchestra. And they’re all recorded on
miracle VINYLITE that not only means higher tone fidelity and
amazing absence of surface noise but is non-breakable. Indeed, these
are records for the Family—a new fulfillment of musical pleasure!

PILOTONE RECORDS
ALBUM OF 4 TEN-INCH RECORDS
Write for details

PILOT RADIO CORPORATION

37-06—36th Street * Long Island City 1, New York

Pioneers in Frequency Modulation & Television
PILOT RADIO-PHONOGRAPH COMBINATION o PILOT AM-FM RADIOS
PILOT PORTABLE RADIOS + PILOT RADIO TELEVISION RECEIVERS
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RECORDS |

Capitol cuts corners and dodges days to get the hits
in your hands while they're hot. And close behind
comes Merchandising with a Capitol “M" Dealer
aids, as fresh and attractive as the hits they plug
and the stars they boost. make sales really simple

The Capitol” brings "News
from Hollywood' erery month
to more than 500,000 record buy-
ers. Distributed through YOUR
store to promote YOUR sales.




MORE HITS, MORE SALES

wITR W./

Hits while they're hot, big names while they’re news. That's the
formula that will bring new Capitol record fans into your store
this year. It’s the same formula that boosted Capitol to its new
high spot among the Big 4 in a brief four years.

New high-speed pressing plants, new regional distribution
depots, and an ever-rising list of new talent... that’s how Capitol’s
expansion is bringing even greater benefits to you.

Right at Hollywood’s Sunset and Vine—
entertainment hub of the world—Capitol
brings together the stars your customers
like and the music they love to hear.
Hollywood’s the musical treasure chest,
and Capitol holds the key.

PITOL

A mighty sales-wise trio guides Capitol.
Johnny Mercer, Hit-Parader and top-
flight song writer ... Buddy DeSylva, mo-
tion picture producer and hit tune master
...Glenn Wallichs, expert in recording
technique and record merchandising.
Mercer, DeSylva and Wallichs know tal-
ent...where to find it, what to do with it,
how to make it sell.

*

SUNSET AND VINE
HOLLYWOOD 28



New Service, New Speed in Coast-to-Coast

oISCTRKIBUTION

from Capitol's 21 Branch Depots

® No matter where you are, Capitol’'s fast-flow distribution
network, speeds deliveries of every Capitol hit...only days
after pressing. No delay. Factory to you. The branch in your
area is company-owned and has only one important responsi-
bility—giving you prompt, efficient service on Capitol Records
and accessories.

The Capitol representative nearest you knows your business
needs—the sectional tastes of your customers, local merchan-
dising problems, and the best local means of expediting deliv-

ery. Call Capitol for service and help.

There is a Capitol Branch near you

&

BRANCHES: BRANCHES:
ATLANTA CINCINNATI

427 Peachtree St., N.E., Atlanta 3, Georgia 815 Sycomore Street, Cincinnati 2,
BOSTON CLEVELAND

1192 Commonwealth Ave., Boston 34, Mass. 104 St. Cloir Ave., N.W., Cleveland
BUFFALO DALLAS

1066 Main Street, Buffalo 9, New York 1505 Young Street, Dallas 1, Texas
CHARLOTTE DETROIT

614 West Morchecad St., Chorlotte, N.C 4456 Cass Ave., Detroit 1, Michigen
CHICAGO KANSAS CITY

1449 S. Michigan Avec., Chicago 5, Ilinois 1527 McGee Street, Konsos City 8, M
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e BUFFALOD ® BOSTON

o MINNEAPOLIS
® NEW YORK
e DETROIT
& NEWARK, N.)
o CHICAGO
e PITTSBURGH
e CLEVELAND
o ¢ WASHINGTON, D.C
@ CINCINNATY
o PHILADELPHIA
e KANSAS CITY

® ST. LOUIS
e

® CHARLOTTE

e MEMPHIS
e ATLANTA

e DALLAS

S ANGELES

SUNSET AND VINE

BRANCHES:

LOS ANGELES

318 West 15th Strecet, Los Angeles 15, Calit
MEMPHIS

1088 Union Ave., Memphis 3, Tennessee
MINNEAPOLIS

21 Henncepin St., Minnceapolis 1, Minn,
NEWARK, N.J.
NEW YORK

225 West 57th St, New York 19, N.Y.
PHILADELPHIA

825 Walnut Street, Philadelphia 7, Pcnna.

BRANCHES:

PITTSBURGH
1007 Forbes St., Pittsburgh, Penna.

ST. LOUIS
1407 Pine St., St. Louis 3, Mo.

SAN FRANCISCO
1355 Bush St., San Froncisco 9, Calif.

SEATTLE

2234 First Ave., Scattle 1, Washington
WASHINGTON D.C,

930 F Strcct, N.W. Woshington D.C. (4



. CAPITOL-IZE on a Great

. itha e of iy RECORD

When you carry a full line of Capitol record playing accessories,
extra profits are right at your fingertips. Needles, albums, record-
ing discs...these are just a few of the ever-growing list...all
sure sellers when linked with Capitol's reputation for technical
perfection.

Capitol is known as a leader in quality recording... and Capitol
accessories are produced by the same outstanding skill and ex-
perience that is available only in Hollywood—sound engineering

center of the world. °
It’s a story that makes sense to record-buyers—and dollars A
for you!
° °




Record

PLAYING ACCESSORIES . . .

SAPPHIRE NEEDLE

Genuine jewel tip al-
lows up to 10,000
tone-perfect plays.
Scientifically curved to
cushion against jar-
ring and bouncing.
Mirror-polished under the microscope.
An entirely new precision design, that
assures faithful reproduction of brilliant
top treble tones and rich low bases.

PRO DISC

Assures home record-
ing that actvally meets
exacting professional
standards. Unbreak-
able, permanent. Pre-
mium grade alumi-
num base. Tough, smooth, special formula
coating won’t warp, chip, crack, or peel.
Allows maximum tonal purity with mini-
mum surface noise. In 6'2, 8, and 10-
inch sizes.

PM NEEDLE*

A mirror-smooth self-
polishing needle
tipped with osmium
alloy to minimize fric-
tion and extend record
life. Gives up to 5,000
plays, all with life-like clarity and tonal
range. Cuts distortion and surface noise,

Flat upper shank for secure locking.
*Precious Metals

HOME RECORDING DISC

A flexible disc ideal
for home recording.
Resists peeling, crack-
ing, and softening.
Hypoid base with
fransparent coating
assures finer reproduction. Mail any-
where without breaking. Used by the
Armed Forces in every climate. In 6'2, 8,
and 10-inch sizes.

N*L, Y
® Reconos
YWOOD
oLl o *
SUNSET AND VINE-HOLLYWOOD 28



It's the NEW ZZ82z

with the COBRA TONE ARM-
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New Cobra Tone Arm 80% More Powerful Motor

Push-Pull Audio Amplifier Short Record Spindie
Records Stay New Longer No Needles To Change
Only 2 Operating Controls Sturdy Construction
8-inch Dynamic Speaker Stout Metal Speaker Grill

Drop-Proof, Scrape-Proof Incomparable Tone Quality

Not For Re-Sale To The Public



RECORD DEMONSTRATOR

for Record Dealers Exclusively!

When records sound better, they sell A tiny filament floats in the record

better—and the new Zenith Record grooves with less than 24-ounce
Demonstrator with the Cobra Tone pressure —needle noise and record
Arm gives tone quality you never wear are reduced to a minimum.
thought possible. In fact, the Cobra Records still sound like new after
reproduces records so beautifully hundreds of playings. The filament
that high fidelity FM stations use it cartridge lasts for thousands of

for broadcasting. And that’s only playings, is quickly renewable, yet
one of its features. The Cobra can is locked into the arm so that it

be dropped on a record —even pressed cannot be removed by unauthorized
down and scraped across the playing persons. Built for dependable
surface without harm! day-in-and-day-out service.

For
Additional
Information

Including Excise Tax g
5% Higher in Zone 2 , Write :
Advertising Dept.,

Zenith Radio Corporation ¢ Chicago 39, lllinois

13



" DUOTONE

REATEST NEEDLE LINE

THE G
IN THE WORLD

14 -

The Durpoint

The Filter Point

S

Filters surface noise and
reproduces with high fi-
delity. Plays longer. Pack-
age of 35—25¢ retail.

Fast-moving, high-profit
needle with excellenttonal
reproduction. Attractively
packaged. $1.00 retail.

The Duotone Diamond

The world's finest needle
for the world’s finest pho-
nographs. A jeweler’s
masterpiece. $50.00 retail.

The ''Star’ Sapphire
Completely handmade
with a sapphire point.
Cherished by record col-
lectors. $5.00 retail.

The Cuotone Ruby

Brilliant achievement of
the jeweler’'s art. A ruby
tipped needle that's
really new. $3.50 retail.

The Regent Sapphire

Qutstrips competition in
anydemonstration. Affords
the kind of profit margin
you like. $2.00 retail.

The New Lifetone

This superb osmium tip
needle surpasses any other
needle in its immediate
price range. $1.50 retail.
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ALADDIN Distributors

Major Dist. Co., Brooklyn, N. Y.

J. F. Bard, Chicago, Il

Crowe Martin, Houston, Texas
Record Sales Co., Birmingham, Ala.
Music Sales Co., Memphis, Tenn.

J. C. Boylan Co., Cleveland, Ohio
Davis Sales Co., Denver, Colo.

Taran Dist. Co., Miami, Fla.

O’'Rourke Agencies, Honolulu

Mesner & Mesner, Hollywood, Calif.
Pan-American Record Distributing, Detroit, Mich.
Blue Bonnet Music Co., Dallas, Texas.
Commercial Music Co., St. Louis, Mo.
Independent Record Sales, Los Angeles, Cal,

World Radio Histo
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YOUR NEEDLE-PROFIT
PICTURE AT A GLANCE!

Rubaiyat, Silver Sapphire, Sitver Meteor, Chrometip, Electropoint,

Breadcaster, Microtip, toranium Coin Mach ne Needle, Cutting Needle,

There are BONOT distributors everywhere—write,

wi‘e or phone for nome of one nearest you.

BONOT COMPANY « MANHATTAN PACIFIC BLDG. - STAMFORD, CONN.



“4-Point Quality

Beller 1-STYLE 2-TONE 3-PERFORMANCE 4-VALUE
BY THE Specialisls IN SMALL RADIO

N
L@4
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-
‘Emerson,
Redio and
Television

e

~ rr——— ' <=

FEmerson
Radio

and Phonoradio

“Indispensable
Line”

New, outstanding Phonoradios — Recorders — Portables — Compacts — Pocket
Receivers—with BETTIER Style, Tone, Performance and Value—that's the
Emerson Radio set-up for 1946-47.

Widespread advertising and sales promotion combine with constructive merchan-

dising policies to make this your “INDISPENSABLE T1.INEF.”
Ask your Emerson Radio distributor

EMERSON RADIO & PHONOGRAPH CORP. - NEW YORK 11
World's Largest Maker of Small Radio
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...in high fidelity reproduction
...in trade acceptance!
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from the new

" FARNSWORTH
\/// record changer!

‘/ /< It has an almost human
touch—so gently, careful-
ly and dependably does the

// new Farnsworth automatie

! record changer handle rec-

//,\ ords. Suspended at three

/ separate points, records

/ are held at the edges only

— no chipping or marring of
surface grooves.

“Trouble-free” is more than a eatch-

word when applied to this new Farns-

worth record changer. Even a child can

operate it.

To this mechanical perfection, add a

climatic tested crystal pick-up, a precious-

/ metal stylus and the superb quality of Farns-

worth tonal reproduction — and  you ecan

\\ \ See why Farnsworth design and engineer-

\ © ing “know how” reduces costly service

problems and pays off in customer good

will.  Farnsworth Television & Radio

Corporation, Fort Wayne 1, Indiana.

TELEVYISION o RADIO
FR PHONOGRAPH-RADIO

Farnsworth Television & Radio Receivers and Transmitters - Aircraft Radio Equipment - Farns-
worth Television Tubes - Halstead Mobile Communications and Traffic Control Systems for Rail
and Highway . the Farnsworth Phonograph-Radio . The Capehart . The Panamuse by Capehart

19



Keynote sets the record pace.’

distinctive music

Folk music, hot jazz, classical,
international selections . . . each a
masterpiece . . . euach
indicative of the best
in musical expression!

outstanding artists

Paul Robeson, Tom Glazer, Josh
W hite, Richard Dyer Bennett . . . America’s
jozz immortals . . . Bill Harris,
Lester Young, Cozy Cole,
Teddy Wilson, Red Norvo . . .
International ensembles of Russia,

Spain, China. ..

quality reproduclion

Carefully supervised from “biscuit”
to finished product to afford the utmost
in brilliant reproduction and
lusting enjoyment.

20

11
a name Lo sell!

a name O remember..

I( (3 y n 0 t 9 records inc.
522 Fifth Avenue, New York
1469 Vine Stree

t, Hollyu'ood. Calif.



Magnavox O . i
( on-competitive and profic-
oo found only in the rotecting, the Magnavox franchise
R assures fine stores everywhere good profits
finest stores and ample markets. Therefore, as a
Magnavox dealer you are able

to offer prospective customers the best in service — the finest in radio-phonographs.

Magnavox tone quality and performance are established as the highest standard in radio.
Every model is a masterpiece of furniture design and craftsmanship. Today Magnavox is

the most widely imitated instrument on the market— the most desired of all radio-phonograph

franchises. The Magnavox Company, Fort Wayne . Indiana.

Glie C/y'm&/ r/ ._-?(m\/('/y e Radior

—adtnee SIS

a nNavox

RADIO PHONOGRAPH
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IN PHONOGRAPH NEEDLES

Of fine, highly polished Swedish steel,
MERITONE needles are turned on Swiss serew
machines specially designed for this purpose

. . . not ground like ordinary needles -

which explains why their perfectly rounded
and uniform points reproduce sound so
brilliantly, why each plays 12 or more records
with maximum fidelity, minimum surface
noise, record wear and tear. You feature

the best when you feature Meritone!

Retail: 10 for 10¢ — 25 for 25¢.

Meritone Needles Are Nationally Advertised In

Leading Magazines, Sunday Newspaper Supplements

Meritone

AMERICA'S GREATEST PHONOGRAPH NEEDLE VALUE

INTERNATIONAL MERIT PRODUCYTS CORPORATION
254 West 54th Street, New York 19, N. V.




PLEDGED to bring you the
finest in record reproduction

. both acoustical and
amplified.

MODEL NO. 2

FINEST TONAL QUALITY YET ACHIEVED IN AN ACOUSTlCA!.
PHONOGRAPH

PLAYS 10” AND 12" RECORDS WITH LID CLOSED, ELIMINAT:
ING ALL SURFACE NOISE

TRULY DISTINCTIVE IN DESIGN

PATENTED REMOVABLE ALBUM IN LID AFFORDS GREATEST
POSSIBLE PROTECTION TO RECORDS

EXCLUSIVE COVERINGS, HANDSOME AND DURABLE

AVAILABLE WITH MATCHING RECORD CARRYING CASES’
LEADING TO DOUBLE SALES

Full Particulors Upon Request

PORTOFONIC MANUFACTURING CORP.

NEW YORK 13, N. Y.

23
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For the complete line of
portable phonographs...

get a line on

ACOUSTIC AND ELECTRONIC
PGRTABLE PHONOGRAPHS of

every popular description,

in every popular price line!

Exclusive distributors everywhere.
For jour distributor contact our
nearest Sales Office:

Eastern and Export Sales Offce
17 E. 42nd S1. % New York 17, VA. 6 2079

Midwestern ond Western Soles Office
224 5. Michigan Ave. % Chicage 4. HAIL. 1880

Factory and Engineering Laborctory
Rochester, Minnesota

25
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As Usual

Mg DEALER congs FIRNT
m CARL FISCHER

Our ONE STOP-ONE DAY JOBBING SERVICE offers

e Immense wholesale stock
e Immediate service
o Best prices

Now that the restrictions on the use of paper have been removed, we are
again able to supply a comprehensive assortment of standard classical
music in two famous editions.

THE CARL FISCHER LIBRARY EDITION

A modern and authoritative edition of standard classics. More than 1,000
separate volumes of studies and selected works for Piano, Violin, Voice,
Wind and Bow instruments and various ensembles. Here, in a very moderate
price range, are the foremost musical classics and studies in technique
edited by outstanding musicians. They are clearly printed and handsomely
bound with attractive title pages.

THE CARL FISCHER SUPERIOR EDITION

More than 3,000 titles from the finest music of all time for Piano, Violin,
Voice, Flute, Clarinet, Saxophone, Cornet and Trombone. A carefully
selected list of best-selling numbers edited and revised by musicians pre-
eminent in their fields. The Superior edition is the perfect edition for
teacher and student. It is attractively printed on fine, durable stock with
individually designed title pages.

ORDER THE
CARL FISCHER LIBRARY EDITION for Collections and Studies
CARL FISCHER SUPERIOR EDITION for the Best in Sheet Music
AT A LIBERAL TRADE DISCOUNT.

CARL FISCHER. ixe

62 Cooper Square, New York 3, N. Y.

Boston - Chicago» Dallas+ Los Angeles




Call on the one in your territory for information
and help. You'll find every distributor anxious to
assist you in every way possible.

ATLANTA, GA.
Southlond Distributors Co.
441 Edgewood Avenue, S. E.
Distributors for Georgia

BALTIMORE, MARYLAND
Barnett Distributing Co., Inc.
8 West 20th Street
Distributors for State of Maryland,
Washington, D. C. Trading Area,
Franklin and Adams Counties in
Pennsylvania

BOSTON, MASS.
Massachusetts Music Distributors Co.
619 Washington Street
Distributors for Eastern Massachu-
setts and Rhode Island

BUFFALO, N. Y.
Niagara Midlond Co., Inc.
881 Main Street
Distributors for Western New York

CHARLOTTE, N. C.
Willioms & Shelton Co., Inc.
Charlotte 1, N, C.
Distributors for States of North Car
olina and South Carolina

CHICAGO, ILL.
James H. Martin
1407 Diversey Boulevard
Distributors for Northern lllinois,
Northern Indiana; Southern
Counties of Wisconsin

CLEVELAND, OHIO
Allied Music Sales
740 Superior N. W,
Distributors for State of Obhio

DENVER, COLO.
Associated Distributors Co.
1823 California Street
Distributors for Colorado, Northern
Counties of New Mexico

DETROIT, MICH.
Allied Music Sales
3112 Woodward Avenue
Distributors for Michigan

EL PASO, TEXAS
Diehl and Lehman
1409 Texas Street
Distributors for New Mexico (excep!
northern counties) and Western
Texos

HARTFORD, CONN.
State Music Distributors Co.
1156 Main Street
Distributors for State of Connecticut
and Western Massachusetts

HAVANA, CUBA
Taran Distributing Inc.
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a preface
to music

This article deals with the back-
ground of music, its forms and
composers. Designed to aid the
dealer in any discussions with
his customers and to prepare
him for being a guide to the in-
telligent client, the article ex-
plains musical terminology
in non-technical lang uage.

BY KURT LIST

When you live in a house and you like
living in it, you are not much bothered by
the question of who built it, what material
it is made of and how old it is, unless
you want to sell your property. Yet when
you listen to music or are in some way
connected with it, your natural curiosity
will be aroused and you will ask yourself
all sorts of questions. First of all, you
will be baffled by the many strange words
which you may have heard repeatedly,
but which have never made much sense to
you. There is a lot of talk about sympho-
nies, and if you live in Boston you know
that Sympheny Hall is the place where
the Boston Orchestra gives its concerts.
Yet, you still don’t know what a sym-
phony actually is. If you go any deeper
into the subject, as for instance when you
have some connection with records of
<erious music, you will find such terms as
“chaconne,” “fugue,” “suite” and many
others which you never hear in any other
connection. Chances are that you are at
first surprised, then eager, to find out

what it is all about, only to arrive finally
at the conclusion that all the books ex-
plaining the fugue to you do so by using
a great deal of other technical terms <uch
as counterpoint, themes. ete.. which again
defy all understanding. By that time you
are completely defeated and shink it is
just as well to give the whole thing up.
You find that you can enjoy a piece of
music entitled “Passacaglia™ even if you

| Kurt List, who is shown above broad-
| casting a talk on American music to
Furope for the State Department, is
the editor of Listen and music critic
for Record Retailing. He writes regu-
larly on musical subjects for various
national magazines, including Atlantic
Vlonthly, Glamour, New Republic and
Commentary. His latest compogition
has had six successful performances
in New York, California an¢ Virginia
during the past two months. At pres-
ent Mr. List is writing a book on
| music, scheduled for publication in
‘1947 by Reynal & Hitchcock.
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have not the faintest idea what a passa-
caglia is. Or if you are a timid soul you
are so frightened by all these high sound-
ing terms which sound so forbidding that
you don’t even bother to listen to the
music although you might be quite aware
of what you may be missing. At any rate,
to learn something about music without
taking a course in composition seems to
be an insurmountable task.

To get back to our erstwhile house.
You live in it and you don’t bother about
its background. So why not do the same
about music? But is it really true that
you don’t know anything at all about
your house? You certainly know where
it is located. You know whether it is a
small house or a skyscraper, whether it
has this color or that, whether you pay
rent or taxes for it, and so on. You are
never quite aware of this knowledge be-
cause it is so much part of your life, such
an accepted fact that you don’t give it
another thought.

It is different with music. Although
the tones and the sound may be part and
parcel of our background, the details of
its making are not. Thus we often stand
bewildered at what seems to us an im-
penetrable mystery although we know
that many musicians, often of rather ques-
tionable intelligence, have mastered the
mumbo-jumbo of music.

The following brief notes are written
for the express purpose of giving the
average music lover an idea of what these
terms are all about. In outlining a few
high points—and brevity was of the es-
sence if we were not to fall into a learned
compendium of music history—I have
viewed music as the layman might view
it, emphasizing certain types of composi-
tion that are not necessarily the most im-
portant ones in the course of music’s his-
tory, but are extremely important to the
layman because of his preferences and
the frequent performances of these works
in the concert halls and the opera houses.

ORCHESTRAL MUSIC

Chances are that you like any music
played by an orchestra better than that
which is played by a solo instrument or

a small combination of several instru-
ments. One of the chief rules in music
is: the form of a composition and its
whole make-up are largely determined by
the performers. That is to say, an orches-
tral work will follow different rules than
i song or a string quartet. Among all the
orchestral compositions the symphony is
best known. Now the word symphony in
itself does not denote anything else but
a work that is made up of several move-
ments, mostly completely separated parts
like chapters in a book which follow a
certain preconceived design. It is self-
evident that the symphony underwent
several changes in the course of its de-
velopment, but basically it follows the
same design whether written by Mozart,
Brahms or Tchaikovsky.

Before 1 go into explaining what
the different movements of the symphony
leok like, 1 shall have to discuss two
terms that will creep into our discussion
again and again. These are homophonic
and polyphonic. There is no reason to be
scared of these rather strange sounding
words. In a minute you will see how
simple they actually are.

Polyphenic music, or polyphony, makes
up the bulk of the music that was com-
posed during the middle ages up to the
18th century. It is mainly intended for
choral music, that is to say, such compo-
sitions as are performed by male and
female singers who sing in separate
groups which combine into one whole
group at the final performance. Each
group, whether it is made up of tenors,
basses, contraltos or sopranos, sings the
same melody. The four or five or six
melodies, as the case may be, when put
together, are the polyphonic work. The
iraportant fact in this music is that the
melody of each group is as important as
that of the next ome. There is no su-
premacy of one melody over another,
and the melodies complement each other
in a skillfully contrived way which is
called counterpoint. Thus polyphonic, or
as it is sometimes also called, contra-
puntal music is music that derives its
existence from the democratic interplay
of various voices.



Sometimes polyphonic music is per-
formed by instrumental groups. Then
the procedure is very similar to that of
the choral composition. Only in this case
scveral instruments form one group as
against another group of different instru-
ments. If we had basses, tenors, contraltos
und sopranos as independent choral
groups before, we may now have bass
fiddles in place of the basses, cellos in
rlace of the tenors, violas in place of the
contraltos, and violins in place of the
sopranos. Instrumental polyphonic
nmusic, used much more seldom than
choral music, is just another variant of
vecal polyphonic music. The principle of
the interplay of various groups, however,
remains the same.

Homophonic music is different. There
one melody has supremacy and the other
instruments or voices perform an accom-
paniment that is designed to give a back-
ground to the one, supreme melody. This
style is also often called the harmonic
style because the accompanying instru-
ments form a harmony, that is they play
notes which are the support of the main
melody and important as such but not
important as independent tones.

Now if you want to see a practical
difference between the two styles all you
need remember is this: in polyphonic
music you can take each part and whistle
it separately and it will give you some
sort of a melodic line. But you can never
whistle the whole work because you
would be forced to leave out the other
melodies that are performed simultane-
ously and are also essential to an ade-
quate effect. In homophonic music you
can always whistle the melody and thus
can give a rather faithful, though sketchy,
impression of the whole work. If you
know a few musical works it is quite
clear what I mean. Take, for instance,
the homophonic “Piano Concerto” hy
Tchaikovsky and try to whistle it. You
will have no trouble with it, and every-
body will know what you are trying to
whistle.

But take a fugue by Bach and you will
be stumped right at the beginning. Be-
cause there are so many parts that belong

ORLANDUS LASSUS, 16th century com-
poser, is a master of polyphonic music.

to this composition you cannot relate
the work to anybody by whistling just
one of the many melodies. Or hetter still:
everybody is acquainted with a *“round”
like “Row, row, row your hoat.” Now if
you have two people one will sing the
words until he arrives at the words
“merrily, merrily.” At that time the other

o fellow will come in and sing from the

beginning “Row, row, row vour boat”
while the other continues singing “Mer-
rily, merrily, merrily, merrily, life is but
a dream.” Now this is really a fine exam-
ple of polyphonic music. You see, if the
one singer sang alone he would be per-
forming homophonic music. But if the
other singer comes in the music is poly-
phonic and no one man could ever per-
form it adequately alone.

Let me give you a graphie picture of
the polyphonic example:
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"

PETER ILYITSCH TCHAIKOVSKY is
probably the most popular composer in
the fin de siécle’s homophonic style.

(alone)
Singer 1: “Row, row, row your boat
gently down the stream,”

(together)
Singer 1: “merrily, merrily, merrily,
Singer 2: “row, row, row your

A fine example of homophonic music
is easy to find since most of the music
with which we are chiefly acquainted is
written in this style. Just think of the
“Ave Maria,” the “Star Spangled Ban-
ner,” the “Yankee Doodle” and so forth.
There is always one top melody which
is the fundamental factor in the music
plus some accompaniment. The melody
does not always have to he high up,
although this is the most usual practice.
Sometimes you will find it also in the
hass with the accompaniment higher but
it never loses its importance no matter
where it is.

Now we ean go back to the symphony.
The symphony is the best example of
homophonic writing. Its entire style is
dominated by a melody which is heard
in various different guises and played by
different instruments. But the melody re-
mains the essence of the symphony, and

that probably explains its great success
among musicians and laymen alike.

Of course, a symphony is only one type
of homophonic music. Just what makes a
symphony a symphony?

THE SYMPHONY

As we have said before, the symphony
consists of several chapters, called move-
ments, and most of the earlier works
have four of them. When [ 1alk of earlier
works I refer, of course, to the symphonies
of the three great composers who have
made symphonic writing an essential part
of Western music: Haydn, Mozart and
Beethoven. They are called the Viennese
classics, although none of them was
born in Vienna. But they all lived in
Vienna at the height of their careers and
they wrote symphonies in their purest,
most beautiful form. Later symphonists,
such as Schubert, Mendelssohn, Brahms,
Tchaikovsky, Mahler and Sibelius, were
also essentially symphonic composers and
their works show slight variants from the
classics, although none of them was
enough to give their compositions a new
name.

The principle of symphonic writing is
simple. The composer invents several
melodies called the themes, arranges them
in order of their importance, and has the
orchestra play them first in their original,
and then in some disguised form. The
disguised form employs various changes,
such as extensions or shortenings of the
original themes, slight alterations in the
melody or in the timing of it, some vari-
ants in regard to the instruments, and
a new application of the harmonies, that
is to say the underlying accompaniment.
To present a theme in its various shapes
is called to evaolve it and an evolution can
take place in numerous fashions. Some
composers take minute parts of the
themes, often called motifs, repeat them
by breaking up the original theme, and
endowing them with a great many curli-
cues. Others just take the ending of a
theme, repeat it, turn it around, and prac-
tically make a new melody out of it.
Whatever any composer may do, his at-
tempt to form a theme or parts of it in



such a manner that it will look different,
yet can be recognized as somewhat re-
lated to the original theme, is what is
called the evolution of the theme.

As stated before, the symphony is pre-
sented in four, rarely in five different
movements. As a rule the movements are
divided as follows:

(1) Sonata form. (2) Slow movement.
(3) Scherzo or dance form. (1) Rondo
form.

SONATA FORM

The sonata form must not be mistaken
for the word “sonata™ which usually con-
notates a separate type of composition
for one or several solo instruments. This
type will be discussed later. The sym-
phonic sonata form is a form that falls
into three distinctly different sections:
the exposition, the development, and the
recapitulation. These three sections go
over into each other without any distinct
markings, and it is sometimes not quite
casy to determine where one ends and
the other begins. The exposition serves
to acquaint the listener with the melodies
that are going to he used throughout the
movement. Sometimes it is preceded by
a slow introduction which serves to estah-
lish a general, mostly solemn mood (see
the recording of Haydn’s “Symphony 98,”
Victor DM-1025). The general tempo of
the exposition is usually fast, regardless
of the tempo of the introduction. With
Mozart and Haydn it is mostly serene or
stormy; with Beethoven, dramatic.

At first the most important melody is
played, the main theme.  Then it s
evolved and leads into some transitory
passage which serves to take you into the
next important melody, the secondary
theme. The secondary theme usually con-
trasts the main theme; if the former is
lieroic, then it is lyric. and vice versa.
The secondary theme again is evolved.
played through several times either to
lead back to some variant of the main
theme or to lead directly into the codetta,
a short ending of the exposition which
usually employs some minute segments of
the main theme and turns it into all kinds
of sectional variants. So far nothing has
happened except that the listener has

become acquainted with the principal
melodies of the work. (Some works even
have a tertiary theme. This, however, is
seldom.)

At this moment the development be-
gins. The development as a rule uses
the main theme and turns it into all kinds
of different shapes, sometimes shortened,
sometimes  transferred to a higher or
lower region. In other words, the develop-
ment serves the purpose of running the
theme through all possible paces and of
employing all its possibilities,

Most composers only use the main
theme for this purpose but others also
employ the secondary theme to the same
end. It is only rarely that a symphony
introduces a new melody into the develop-
ment, but it happens sometimes (see the
recording of the first movement of Bee-
thoven’s  “Froica,” Columbia M-285).
Once the development is finished the re-
capitulation begins.

The recapitulation is actually nothing
but the repetition of the exposition,
changed in some ways and often extended,
but never varying in its principles from
the first section. When the imilation of
the exposition has reached its close, the

WOLFGANG AMADEUS MOZART, pro-
ficient in every type, represents the acme
of the purest form of symphonic writing.
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coda follows. Coda is an Italian word
meaning tail, or in a wider sense the
end. The coda finishes the entire move-
ment by using the main theme again and
by leading it unmistakably to its end, as
marked by some firm statements usually
in a loud sonority. but sometimes, as in
the case of Tchaikovsky’s “Sixth Sym-
phony” (Vietor DM-553) with a very
soft passage. yet clearly indicating that
the end of the movement is reached.

THE SLOW MOVEMENT

Here we have then the sonata form,
une compact movement representing the
first chapter of the symphony. The see-
ond movement is, as a rule, slow al-
though even here there are exceptions.
Thus Beethoven's “Ninth  Symphony™
(Columbia M-227) exchanges the usual
fast third for the slow second move-
ment so that we have a scherzo as the
second and a slow movement as the third
chapter. We, however, will stick to the
rule and consider the second movement
a slow one.

The slow movements can have all sorts
of forms. Most usual are the three-part
“Lied” form and the variation form. The
word “Lied” is German and means song.
liike a strophic song of three verses it
has three parts. The first part states a
simple theme and its evolution and repe-
tition ; the second part evolves the theme
some more, at times even in the manner
of the development which we have dis-
cussed in the first movement. and leads
us back to the third part, which restates
the original theme, and like a recapitula-
tion, only somewhat shortened. picks up
the first part again, As always it is fol-
lowed by a coda, incorporating the slow
theme,

If the slow movement is a variation
movement then the matter looks different.
First a lengthy theme is stated. Then
in separate sections, which imitate ex-
actly the original structure of the thematic
statement, the theme appears somewhat
altered. Each of these sections is called
a variation and there are sometimes as
many as twelve. Don’t be worried that

this may get too monotonous. The varia-
tions are of such a quality that they
make the theme appear each time in a
new and interesting light. The main dif-
ference between a variation and a devel-
opment is the fact that in a development
the theme can be shortened. extended.
stood upon its head. just be reminisced
about. lead into further implications de-
rived from several of its notes, etc., while
the variation clearly follows the outline
of the theme even imitating its original
number of bars and never cutting loose
from it. The variation is the highest art
of composition and masters such as Bee-
thoven, have reached an absolute apex
in employing it.

Naturally there are also other formal
possibilities for the slow movement, such
as two contrasting sections pitted against
each other as in the slow movement of
Beethoven’s “Ninth Symphony” or a three
part “Lied” form in which two themes
appear in the first part. But such forms
are comparatively rare.

THE SCHERZO

The third movement is usually a scherzo
or a minuet. The diflerence is mostly
that of tempo and mood, the scherzo
being fast and furious, the minuet more
stately and strictly indoor music. The
scherzo consists of three main parts. the

scherzo, the trio, and a restatement of

the scherzo again. The scherzo proper
and it is all quite confusing, because
the first and the last parts of the move-
ment are called scherzo, while the whole
movement again is called a scherzo—is a
three part “Lied” form. only this time
faster and gayer, in a % beat, just like
a very fast waltz. After this comes the
trio, which has completely new melodies,
contrast with the scherzo proper through
it= mildness and greater melodiousness.
The trio is again a very short three part
“Lied” form which leads back into the
original scherzo. After this is repeated
it is followed again by the inevitable coda
which finishes the movement.



LUDWIG VAN BEETHOVEN used the
sonata form for his symphonies in a clear,
unequivocal, almost pedantic manner.

THE RONDO

As a fourth movement we are safe to
aceept the rondo, which is the typical
fourth movement. The rondo changes in
it= forms more than all other movements,
Basically. it consists of several independ-
ent sections which have their own melo-
dies, and which are in contrast to each
other. One or two sections have the
preponderance over others and are re-
peated several times. As a rule the rondo
ends with the same section with which
it hegan. lLet us take a large rondo for
an example. First you have section 1,

ROBERT SCHUMANN, eminent romanti-
cist, clung to the classical form despite the
effusiveness and disintegration of his eru.

followed by section 2, then section 1
might be repeated only to lead over into
section 3. At this point the rondo re-
turns to section 1, again followed by
section 2 which now leads into section 4,
only to close with a restatement of sec-
tion 1. In this form we see that section 1
is really the leader, being at the begin-
ning and the end of the movement and
cxperiencing a four time repetition. In
second place is section 2. which is re-
peated twice, and then follow sections 3
and 4 as two minor equals. I: is quite
clear that the melodies of sections 1 and
2 will attract your attention to a much
greater degree than those of sections 3
and 4.

HECTOR BERLIOZ, most important of all

F'rench svmphonists, evolved the romantic

type of symphony with completz success.

This finishes our schematic outline of
the symphony, a work that is always per-
formed by a large orchestra made up of
varions groupings of instruments which
will be a subject of further discussion.
If you want to listen to a typical example
of a symphony turn your attention to the
recording of Beethoven’s “Fifth” (Victor
DM-640). Here you have a sonata form
in the first movement (the exposition fol-
lows immediately after the so-called vic-
tory motif has sounded twice as introduc-
tion). The second movement is a varia-
tion form, the third a typical scherzo and
the fourth a rondo. Note how strongly the
symphony is dominated by the idea of

39



40

a three part symmetry. The sonata form
consists of three sections—exposition, de-
velopment, recapitulation; the “Lied”
form has three parts; and the scherzo has
the three parts twice—once as scherzo
proper, a three part “Lied” form, and
once as a whole movement, divided into
scherzo, trio, scherzo. Even the variation
form and the rondo are often divided in-
to groups in such a manner that you can
clearly discern their three part structure.

It seems that the symphony adheres
to the classic ideal of symmetry: the
clear statements at the opposite ends,
with the climax (development in the
sonata form, and trio in the scherzo form)
in the middle. At any rate, music seems
to have a tendency always to return in
its melody to the very beginning of its
departure as can be witnessed best in
the three part form where a movement
always ends with tones reminiscent of
its start. In this manner, the symphony
is the incarnation of music’s purest and
highest ideals, which are hard to attain
for the composer, yet most revealing and
fascinating for the listener.

THE CONCERTO

The orchestral symphony is the most
important and purest representation of
the previously outlined forms. This, how-
ever, does not mean that other types of
composition have not adopted or bor-
rowed extensively from the symphonic
form. An almost exact replica is the
concerto as written by such masters as
Mozart, Ilaydn, Beethoven, Brahms,
Tchaikovsky and Rachmaninoff.

The concerto is a composition which
features a solo instrument, most com-
monly the piano or the violin, which car-
ries the main melodies over an accom-
panying background of the orchestra. An
additional device is the featured contrast
between passages played by the solo in-
strument and the answers by the orches-
tra. In order to allow the solo instrument
a free display of all its musical and%ech-
nical potentialities and to give the vir-
tuoso the opportunity to show off his
technical prowess, the melodies are

usually conceived in an extremely ele-
gant, extensive and more technically than
musically exciting manner. This is the
chief difference between the concerto and
the symphony. Even the greatest con-
certos have never (uite gotten away from
this brilliance and they stand the biggest
chance of arousing wide public enthusi-
asm, an  enthusiasm  which is further
kindled by the great attraction of the
contrasting sounds between two sonorous
bodies: that of the solo instrument and
that of the orchestra.

Since the concerto follows closely the
symphony in form, it consists of the
same types of movements although these
are slightly modified. Thus the first move-
ment is usually a very extended sonata
form in which the exposition is first
played by the orchestra and then repeated
hy the solo instrument which is accom-
paniced by the orchestra. After this repe-
tition follows the development. Then the
movement goes on in the usual way until
it reaches the final section. At this point
the orchestra pauses and allows the solo
instrument to carry on alone in a general,
rather loosely knit fantasy over the chief
melodies of the movement in a form which
is full of technical brilliance and very
little influenced by formal considerations.
As a matter of fact, this part used to be
the highpoint in every virtuoso’s per-
formance and composers such as Mozart
and Becthoven never bothered to com-
pose thix solo section, known as cadenza,
themselves but left it to the fantasy and
free improvisation of each virtuoso who
happened to perform the concerto.

Since the first movement is of such
larger scope than that of a symphony,
composers usually desisted from writing
a slow introduction to it. And more
often than not they also gave up writing
four movements, leaving the scherzo
movement out entirely. Thus the average
concerto consists of three movements.
sonata form, slow movement and final
movement, usually a rondo. The latter
two movements are formally very much
like the corresponding movements of an
orchestral symphony. Brahms, however.
often felt called upon to imitate the sym-



phony completely and his “Piano Con-
certo in B flat” contains all four sym-
phonic movements (see Victor recording
DM-470).

I have said before that the concerto
was mostly written for either the piano
or the violin as solo instrument. Natu-
rally. occasionally concertos were also
written for other instruments, Thus we
have oboe concertos. flute concertos. harp-
sichord concertos, and many others. Then
there were composers who wrote concertos
for two or mere instruments as solo in-
struments.  Well known are the Bach
“Double Concerto” for two solo vialins
(see Victor recording 7732/3) and the
six “Brandenburg Concertos” by Bach
(Columbia M-249/50) where different
instrumental groups take over the solo
part in each concerto. The Handel “Con-
certo Grosso” (Nos. 1 and 5 in Victor
DM-808) is an example of a composition
which features a large instrumental group
as contrasting part {like a solo instru-
ment) against the whole orchestra. And
in our days composers have appropriated
the name Concerto for works that have
very little in common with the original
connotation of the term. Thus Bela Bar-
tok has written a “Concerto for Or-
chestra” in which no solo part by either
one or more instruments as pitted against
the orchestra is discernible at all.

THE TONE POEM

The purity of the symphony was not
preserved forever. The romantic move-
ment of the 19th century, an increasing
preoccupation with literary themes and
the desire to cut loose from any shackles
that may be imposed upon the composer
by the comparatively strict requirements
of the symphonic form, led to the evo-
fution, or as some have called it the
degeneration, of the symphony into the
tone poem. The tone poem is usually
written in a free form which allows the
composer to follow a literary program,
any plot or story of his choosing. Thus
its form is guided more by the step by
step development of the underlying
drama’s evolution than by any considera-
tions that center around the evolution of

themes as we have seen it in the sym-
phony.  And. of course, the direct imita-
tion of sounds of nature, like the bleat-
ing of sheep in Strauss’ “Don Quixote,”
or the crying of the infant in the same
composer’s “Symphonia Domestica,” be-
comes an integral part of the tone poem.

The first feeble attempts at tone poems
llad been made as early as the late 17th
century  when  the composer  Johann
Kuhnau wrote “Biblical Histories” for
the clavier. a predecessor of the piano,
of which one bears the following sub-
titles:  “Hiskia’s lament over the an-
nonnced death and his deep prayers.”
“His confidence in the Lord,” “The joy
of the recovered patient,” “He reminisces
over the past hard luck,” “He forgets
about it.” This reads almost like the
headings of Strauss’ “Death and Trans-
figuration,” a work written two hundred
years later. Even Beethoven, absolute
master of the symphony, tried at times
to approach the tone poem. In his “Sixth
Symphony,” which he called the “Pas-
teral Symphony” (Victor DM-417) he
departs from the usual four movement
setting by inserting a movement which
ix a strict imitation of the noises created
by a furious thunderstorm.

But those earlier examples remain iso-
lated. Tt is not until Richard Strauss and
Debussy enter the scene that the tone
poem reaches its fullest height. Strauss,
trained in the classical tradition, often
prefers to fit his tone poems into the
classical mold. Although the work fol-
lows clearly a literary program it is more
often than not presented in the outer
form of a conventional structure. Thus
we see his "Till Eulenspiegel” (Victor
DV-1) as a rondo and his “Don Quixote”
(Columbia M-506) as a theme and varia-
tions, Debussy, who has no conerete pro-
gram with a plot and a lot of dramatic
things happening. was satisfied to paint
scenes of nature (see his “La Mer”
Victor DM-613). Thus his form is quite
free, and what is more important, he
works mostly in colors, using the orches-
tral instruments as his palette without
employing any melodies that aie strictly
definable in the classical sense of the
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RICHARD STRAUSS, master of the tone

poem, symphony’s coup de grace.

symphony. lis works are homophonic,
vet if you try to whistle any of his or-
chestral works you will probably not be
able to shape any musical idea through
the efforts of your whistle. You see that
music has now reached a stage where the
one-time differentiation between homo-
pheny and polyphony does not make much
sense any more. A new quality, that of
tone color, has entered the picture, and
modern music has driven this new con-
cept to the limit.

The modern tone poem is a work
which, in order to be understood fully,
must communicate at least its title, hut
preferably even its entire program, to the
listener.

OVERTURES

We now go back to a form of orchestral
composition that is much older than the
tone poem and even the symphony. Origi-
nally the “Overture” was written as a
prelude to an opera, using either the
chief themes of the stage work in order
to acquaint the listener with the future
dramatic plot, or introducing entirely new
themes never to be used in the opera in
order to effect a certain mood in which

the listener should become acquainted
with the intricacies of the drama. Be-
cause so many overtures have been writ-
ten with such great skill they later were
accepted as independent compositions
which had a decisive place in the concert
repertory.

Earlier overtures, as those by Lully,
were three part forms, with the first part
repeated as last part, while the middle
part represented an entirely new and
mostly contrasting section. Later over-
tures, for instance those by Mozart, used
also other forms, such as the sonata form.
Thus many overtures are actually nothing
hut the first movement of a symphony
that uses some melodies of the opera for
its themes.

Finally we have the type of opera over-
ture that, not unlike the tone poem, ar-
ranges the opera’s characteristic themes
in a medley fashion, giving the listener
a bird’s eye-view of what he can expect
later once the opera is under way. Into
this category fall most of Verdi’s over-
tures and all of the overtures to the light
operas of Gilbert and Sullivan.

Sometimes an overture was written as
prelude to a spoken drama. Again it
followed similar principles. Beethoven’s
“Egmont” overture (Victor 7291), writ-
ten to the play by Goethe of the same
name, is one of the most famous dramatic
preludes.

Another type of overture is the concert
overture which is actually nothing but a
tone poem written in a more conservative
form. Again all kinds of imitations of
natural sounds are admissible and a gen-
cral program determines the progress of
the music. Tehaikovsky’s “1812 Overture”
(Columbia MX.-205) is a typical concert
overture.

THE SUITE

The classical suite was the actual
predecessor of the symphony. A suite
was usually a series of dance movements,
anything from three to six or eight would
do, which were related to each other only
vaguely, but never through a similarity
in melodies. While all previously dis-



cussed musical forms were clearly homo-
phionic the style of the suite is not easily
determined. Very frequently it combines
both the homophonic and polvphenic
style quite successfully. In its tendency it
clearly represents an attempt of orches-
tral music to free itself from the ancient
polyphony and to strive towards the mod-
ern form of symphonic homophony.
The individual dance movements of the
suite can include practically all dances
in use at the time when it was composed.
Thus we see in the older suites the em-
ployment of dances whose names are not
even familiar to us. There are the alle-
mande. courante, sarabande. gigue. ga-
volte, musette, minuet, and many more.
It is <afe to say that most of these dance
forms consist of three parts. in a manner
similar to the “Lied” form which we have
discussed previously. A special case of
the suite is the “Divertimento” which was
a suite used as music for the supper fes-
tivitics of the 18th century aristocracy.
The more modern type of classical
suite includes, of course, more modern
forms of the dance, such as waltzes,
marches, polkas, mazurkas, and polo-
naises, forms which vary in their struc-
ture greatly but which do net defy imme-
diate acceptance on the part of the
listener because of their appealing melo-
dies and their lack of any profounder
musical problems. This type of suite is
definitely homophonic and was in use
simultaneously with the symphony which
it outlived for quite a perind of years.
Another type of suite is an innovation
of the nineteenth century. At that time
arrangements  of compositions  became
very popular and many composers took
excerpts from their ballets. operas and
even symphonies and combined them into
loosely knit together movements which
they called suites. The form of these
suites depends largely upon the form of
the original composition from which they
are taken. Sometimes they are but ac-
casional makeshifts designed for specific
occasions. and sometimes they are valid
musical compositions. Practically all of
Stravinsky’s hallet suites, for example,
have survived in this form so far and

IGOR STRAVINSKY, best known for his
ballet music, managed to salvage his stage
works in the more objective suite form.

stand more of a chance of being pre-
served for posterity as suites than in their
original ballet versions.

With symphony, cancerto, tone pocm,
overture and suite we have exhausted the
chief forms of orchestra music as it is
presented today in the regular concert
repertory.  Needless to say, there are
also other forms, some of which we shall
encounter in our discussion of ather types
of music. Most of these, when used for
orchestra, are merely transcriptions;
some of them are actually borrowed for
orchestra from another field of music;
and quite a few are just momentary fig-
ments of certain composers, valid as
compositions, nevertheless impossible to
classify for their isolated anpearance.
Most orchestral music is a comparatively
recent event in the history of music, but
it is without doubt the bulk of our daily
musical fare.

THE INSTRUMENTS
OF THE ORCHESTRA

Now that we have talked a great deal
about orchestral music we might as well
ask ourselves the vital question: “What
is the orchestra?” Of course, everybody
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knows what an orchestra is. You have
pussibly seen it in Carnegie Hall, or at
the NBC studios or even at some small
cafe. There are always a great many
musicians sitting around. sometimes more
and at other times not quite $0 Imany,
who play their instruments. At certain
times some of them pause while the others
go on playing. and at other times every-
body blows, bows or beats like mad.

Essentially what you have read in the
above paragraph is exactly what the or-
chestra is: a conglomeration of instru-
ments that are used simultaneously. in
separate groups or as a whole, and in a
make-up that varies with each composi-
tion or rather with each period of music.
Quite obviously, not the whole orchestra
plays all the time. That would be rather
boring and would defeat its one purpose:
contrasting color. The orchestra is really
designed to lend new interest to the same
melody which can be repeated in its
exact form several times, yet still be in-
teresting because it is played by different
orchestral instruments or groups of in-
struments. If you know Ravel’s “Bolero”
(Vietor DM-352) you will recall that
one and the same melody is played over
and over again, and although this melody
only lasts a few seconds the whole com-
position  (always repeating the same
melody) lasts about eleven minutes. This
sounds rather boring. but actually it is a
most fascinating tour de force hecause the
composer. understanding this, has the
melody played by different orchestral
groups cach time it is repeated. The
“Bolero™ is an extreme case but it illus-
trates well the principles of orchestration,
that is 1o say the way of alloting music
to the different instruments. Basically,
all orchestrations follow this one princi-
ple. namely to provide contrasts by dis-
tributing different sections of music
among different instruments.

The instruments are not treated as solo
instruments. With an average modern
symphony orchestra of about 80 players
you would get quite a turmoil if each
player would play some different solo part.
Rather the composer combines them into
different groups which play against or
with each other. Theoretically, it is left

entirely to the composer which instru-
ments he likes to combine into any one
group. But since each instrument is
somewhat limited technically in its sonor-
ity he will have to choose those for one
eroup which blend well. The classics had
it easy in this respect. Their orchestra
was small and their groups were pre-
determined by tradition and the coherence
of acoustically related instruments. But
the modern orchestra is much more com-
plex, contains so many more instruments
-—quite a few have only been invented in
the 19th century—that the composer has
to be very careful in his choice of groups.

For our purposes it will be best to
follow the classical grouping and to reg-
ister all new instruments in those groups
into which they would fall according to
their acoustical characteristics.

The four basic groups of orchestral in-
struments are the woodwinds, brass,
strings and percussion instruments. The
woodwinds play a comparatively small
role in the classical symphony. Mozart,
for instance, uses clarinets only rarely
and the variants of each family of the
woodwinds are hardly ever used. Mostly
the woodwinds serve to enforce the string
instruments and to add some color to them.
But the romantics use the woodwinds in
a more independent fashion and modern
composers have discovered that their
sonority is not only sweet and lyrical,
what it seemed to be mostly for the
classics. but that it can be quite wild and
ferocious if exploited in the upper ranges.

The lyricist among the woodwinds is
the flute whose sweetness of tone is rather
touching. The flute has an even tone
which is not too flexible and it is paired
especially well with the violin. On rec-
ords with poor fidelities it even sounds
very often like the violin. Another mem-
her of the flute family is the piccolo,
which is higher than the flute and often
doubles its tones in an upper register.
If played in a very high range it sounds
rather shrill and gives the impression of
some hysterical tones. Orchestras use
from one to five flutes. (For exact sound
of individual instruments listen to Co-
Jumbia’s album of “Instruments of the
Orchestra” X-250.)




The next family is that of the oboe.
The oboe is usually described as a pas-
toral instrument. In its upper regions it
sounds nasal and can bhe employed to
satirize certain emotions in a grotesque
manner. But in its usual range it is
solemn and, if played well, of a strange
and expressive beauty. There are several
ancient versions of the oboe, such as the
oboe d’amore, but they have disappeared
from the orchestra for all practical pur-
poses. The English horn, however, which
is neither English nor a horn, is still an
important and sought after member
among the obves. Lower than the oboe
proper it serves to emphasize the solemn
appeal of the former. Slightly less mov-
able in regard to swiftness it is the pas-
toral instrument par excellence. You can
often find two oboes and one English
horn in the orchestra.

The clarinet family is an important
asset to the modern score. With a tre-
mendously wide range whose tone char-
acter changes in each register (section of
several notes), it is a most expressive
insttument, being at once lyrical, wild,
heroic and grotesque. It comes in all
kinds of forms, from the low bass clarinet
which can give you the most somber ef-
fects, to the high e-flat clarinet, whose
penetrating sound is most conducive to
the sharp expressiveness of bands. Being
su useful, it is employed extensively and
in numbers that go as high as 8 indi-
vidual clarinets.

The saxophone family is considered an
appendage to the clarinet family and an
important standby of modern woodwinds,
although saxophones are not made of
wood. lowever, they are blown in a
fashion similar to the clarinet technique,
while their fingering approximates that
of the oboe. They too have a tremendous
range that is further expanded through
the various variants of the family which
is manufactured from the high soprano
saxophone down to the deep bass saxo-
phone. Their big disadvantage is a rather
rigid, unexpressive tone that lacks any
intrinsic beauty. A comparative newcomer
to the woodwinds (the saxophone was in-
vented around the middle of the 19th

century) it is not used extensively in the
symphony orchestra. Its main employ is
in popular and jazz music, and in band
work. However, such composers as Ber-
lioz and Richard Strauss have made re-
peated use of its penetrating tone
qualities.

The comedian among the woodwinds is
the bassoon which sounds extremely gro-
tesque in the upper registers. However,
in its middle and lower range it has a
certain tonal profoundity which makes it
the highly estimated lower support of all
the woodwinds. The bassoon comes in
two variants: the bassoon proper, and its
lower relative the contrabassoon. The
latter is used but rarely in the classical
orchestra but is a frequent guest in mod-
ern times. The bassoon usually appears
in pairs.

MAURICE RAVEL'’S “Bolero” is an object

usage of

lesson for the instruments.
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All the woodwinds have two qualities
in common, that of pastoral expressive-
ness and the potentiality to caricature.
As one compact group they can be used
to perform chorales in the style of Bach
or grolesque marches in the style of Pro-
kofieff. Having all the possibilities be-
tween these two extremes they are a
valuable and frequently employed device
for the composer who could never quite
get along without some of them no mat-
ter in what period he lived.

You may be surprised to hear that the
organ (pipe organ) is also considered a
woodwind because its tone production is
similar to that of the woodwinds. The
organ is rarely employed in the orchestra.
Only when a composer wants to create
a very compact tonal or sacred eflect,
such as in a religious or operatic compo-
sition, does he take recourse to the organ.

The brass instruments are essentially
festive instruments. Whenever we hear a
brass instrument we are reminded of
some occasion like a procession, a fanfare
or some other event that signals some-
thing out of the ordinary to us. The
classic composers used mostly the French
horn and the trumpet, seldom the trom-
bone and were not acquainted with the
tuba.

The French horn with its wide range,
warm tone and comparative flexibility
resembles strongly the woodwinds. As a
matter of fact its sonority is so closely
related to them that it is often used as
an intensification of their expressive
tones. Furthermore, it has at its disposal
a certain grotesque and clumsy tone es-
pecially when muted through the player’s
hand held into the bell mouth from which
the sound emanates. This enhances the
resemblance even more. Some composers
use as many as 12 French horns.

The trumpet is a clear and loud instru-
ment that is well suited for heroic and
marchlike themes, or to signal danger or
any important dramatic event. Some
composers, like Mahler, have used the
trumpet to indicate the approach of the
last judgment and others, like Verdi, to
accentuate rhythms. As an accompany-
ing instrument it adds vigor to musical

sections and in its highest ranges it is
¢lear and of amazingly cool beauty. The
cornet, used very seldom in the orchestra,
i- a trumpet variant that differs little
fiom the original.  When unsed with a
metal mute the trumpet can sound either
sweetly balladesque or grotesque to the
point where it actually imitates a carica-
ture version of the human voice. Orches-
tras usually use from two to four
trumpets,

The trombone, which comes in higher
versions under the names of alto and
tenor trombone and in lower versions
such as the trombone proper and the
rarely used bass-trombone, is a full and
festive instrument. It lends definite body
and profundity to the brasses and it is
the mainstay of any sacred music. The
classics use it but rarely, and then only
to signify festive occasions such as Mozart
in his “Magic Flute” when the priests
are characterized by trombone sounds.
Being both stately and flexible in its
tonal expression the trombone is a color-
ful instrument of the modern orchestra.
As such it is used in numbers from two
to four.

The tuba is an instrument that is un-
known to the classics but from Richard
Wagner, who used it as a characterizing
instrument, on it has become a frequent
visitor in the modern symphony orchestra.
Being low, dull sounding and slow mov-
ing it lends special character to such
figures as giants, but it also caricatures
anything clumsy very well. Several tubas
together can give quite a solemn sound
and their usage as the groundwork for
a woodwind group is quite solid. Due to
the heaviness of their tone one bass tuba
usually suffices, but the higher tenor tubas
come in pairs of two and four.

Bands also use the susaphone, a vari-
ant of the tuba, but symphony orchestras
keep away from its rather heavy, unwieldy
sound.

The string instruments are the main-
stay of the classical orchestra. They carry
the melody and the greatest part of the
accompaniment and the woodwind groups
often double with them only for the pur-
pose of additional color while the brasses



are used in order to outline the harmonic
implements of the accompaniment. Thus
we see that each group has a different
function. But the string instruments lose
their importance somewhat in the modern
orchestra because all wind instruments
assume greater individual responsibility,
and it is not uncommon to hear the
strings as the harmonic background to
a brass or woodwind choral in a modern
work.

It is not difficult to see why the strings
are so popular with the classical com-
posers. They have a wide range, are ex-
tremely flexible, can be bowed, plucked
or beaten with a bow, and can even play
two or three notes at the same time, a
feat of which any wind instrument is in-
capable. Their tone quality can change
from harshness to extreme sweetness and
they can hold their tones much longer
than the wind instruments which are
handicapped by the breath of the player.

The string instruments, as used in the
classical orchestra, follow all the same
principles. Their differences are mainly
those of tonal height. Thus the lowest of
them, the bass fiddle, is actually nothing
but a very low violin, while the others
are higher variants of the same instru-
ments. Beginning at the highest point the
string instruments are, in going down
order: the violin (and the orchestra uses
two groups of them in order to get more
simultaneous melodies in), the viola, the
violoncello and the bass fiddle. Most
modern orchestras use as many as over
forty strings, with the higher groups con-
siderably stronger represented than the
lower ones.

A more modern string instrument is
the harp, whose sweetness adds a great
deal of color to any orchestration al-
though it is not very usable for solo
effects unless one wants strange, eerie or
celestial sounds. The piano is also a
string instrument which is quite often
employed in the modern orchestra. As
an orchestra instrument it is largely used
for percussive eflects. Its tone has not
too many possibilities but since as many
tones can be played at the same time as
the performer has fingers, it can often
imitate the whole orchestra gamut and

is almost an instrument equivalent to the
rest of the orchestral organization. Its
percussive effects are not too loud but
due to a sonority that differs greatly from
that of any other instrument quite start-
ling and effective. String instruments like
lute, guitar and mandolin are rarely used
in orchestras and do not have to be dis-
cussed here.

The final group of orchestra instru-
ments is that of the percussion instru-
ments. Here one must differentiate be-
tween those which have definite pitch,
that is to say can play the exact tones
prescribed by the composer, and those
that have no pitch, in other words only
play one general sound that reminds the
listener more of a pleasant noise than a
melodic tone,

Among the percussion instruments with
dehinite pitch are the tympani or kettle
drums which have a hollow, rather low
sound. They are used to mark the beat-
ings of the march or to indicate certain
accentuations in the score. It is note-
worthy that each kettle drum can only
play one definite tone, and requires addi-
tional tuning if it has to change its pitch.

Another percussion instrument of defi-
nite pitch is the celesta, which sounds
bell-like and has a piano keylkoard, the
glockenspiel, several high and small
bells, the big chimes that range from a
profound deep sonority to high clarity,
the xylophone, which is made up of wood-
blocks and reminds one of chinese music,
and the vibraphone, whose halting sound
quivers through the employ of electrical
machinery.

Percussion instruments of indefinite
pitch are the big bass drum, with a deep
and hollow, sometimes quite shocking,
sound, reminiscent of thunder; the snare
drum, used for the rattling rhythm in
marches and if beaten regularly and con-
tinuously an excellent medium to indicate
tension; the triangle, a metal iastrument
with a high sudden brassy scund; the
gong, a deep and solemn instrument; the
cymbals, which produce the loud and
sudden crashes of two metal plates; and
the tambourin and castagnettes, prefer-
ably used for Latin rhythms and quite
noisy if employed continuously. There
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CHRISTOPH WILLIBALD GLUCK’S or-
chestra was less concerned with color
and frills, more with musical substance.

are many more pereussion instruments
which are used occasionally, but none of
them represents a definite part of the
symphony orchestra.

Classical composers used percussion
rather sparingly, because their music
was devoid of the rhythmic and coloristic
suspense and surprises of which they
alone are capable. But the modern orches-
tra considers them a substantial part of
its inventory, and they add a great deal
of fascination, ranging from the electri-
fying shock effect of a Prokofief march
to the hollow and sombre mood of a
lerlioz in their sonority.

We have seen then that the orchestra
undergoes quite a transformation in its
development.  This transformation  is
mainly one of emphasis, which shifts
from the strings to the wind instruments,
New instruments are added but no new
group has come into existence since the
classical period. The wind instruments
Lave gained independence since the time
when they were only supporters of the
all powerful strings, and the percussion
instruments seem to come into their own
more and more. Orchestral color really
reached its climax under Debussy and the
latest trend points again toward a greater
color economy in the sense of the classical
composers although the days of the string
supremacy seem to be over for good.

INSTRUMENTAL MUSIC

It may seem quite arbitrary to separate
orchestra and  instrumental music into
two distinet calegories especially when
we shall find out that the forms of the
latter resemble so closely those of the
lormer.  After all. in the last analysis
the orchestra itself is nothing but one
large, compact instrument which, not un-
like the organ. can change its tone col-
ors, yet presents itself to the listener as
one, supercolossal instrument.

On the other hand, instrumental music,
that is to say such music which is played
by one or several instruments, naturally
requires a thinner texture and has a few
features that are different from orchestra
music although the borderline is some-
times not quite clear. Take, for instance,
the suite or the divertimento which is
often played just by a few instruments
and you will see that it comes much closer
to instrumental than orchestra music.

In instrumental music we have two
definite types: music which is written
for the solo instrument, sometimes with
piano accompaniment, and music written
for a group of several instruments, also
frequently referred 1o as chamber musie.
The chief difference between this music
and orchestra music lies in the fact that
liere cach instrument plays its own part
while in the orchestra certain types of
instruments, such as the violins for ex-
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ARNOLD SCHOENBERG, best known

modernist, has returned in his orchestra-
tions to the economic style of music.



ample, play the same melody all the way
through. This latter kind of playing is
called playing in unison, and it almost
never appears in instrumental music.
Music for the solo instrument has been
written for practically every instrument.
In carlier times pieces for lutes were
very fashionable. but for our purposes it
is enough to be acquainted with the music
that still represents the bulk of contem-
porary concert repertory. Here we have
at first the various instrumental pieces
from the time of Bach and Handel. This
period is often referred 1o as baroque, a
name which is borrowed from the vocabu-
lary of the then prevailing architecture.
Among the compositions of this period
we find many for organ solo. The organ
is the outstanding instrument for poly-
phonic music, and we shall get acquainted
with the polyphonic forms as played by
the organ when we discuss vocal music,
because vocal music gave polyphony its
most genuine impetus. But because the
instrumental texture is thin and each in-
strument has to carry an individual me-
lodic load, we find a strong polyphonic
influence in all instrumental music, even
in that written at a time when the homo-
phonic style was almost exclusively pre-
valent for orchestra and stage works.
Besides the organ, baroque composers
chose the violin and cello as solo instru-
ments, or in combinations with the harp-

RICHARD W AGNER’S heroic operas are

full of the most splendid orchestra sound.

CLAUDE DEBUSSY uses the modern or-
chestra in the same deliberate manner as
the late impressionist painter his palette.

sichord, the most prominent forerunner
of our modern piano. And, of course,
there was always a great deal of key-
hoard music as composed by the pre-Bach
and the baroque composers.

In the classical period the violin-piano
combination and the cello-piano combina-
tion was most popular, as witnessed by
the many violin and cello sonatas written
by Beethoven. And here we meet for the
fust time a new term—sonata. We had
discussed the sonata form before, but
then it was only a name indicating the
structure of the symphony’s first move-
ment. Now we see that the word sonata
signifies an entirely new composition.
Actually, the sonata is a work consisting
of several movements written for one or
two solo instruments. These movements
correspond in their form closely to those
of the symphony, although they are
smaller in their scope and often much
more tightly knit. In general, however,
it is safe to say that the sonata is formally
the symphony written for solo instru-
ments. And. of course, ever since the
classics piano solo music has occupied a
great deal of the composers’ creative
thinking. The piano used the sonata
quite extensively. But the piano also in-
spired new forms which were essentially
derived from the three part form of the
“Lied.” Romantic composers such as
Chopin and Schumann, wrote a great
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JOHANN SEBASTIAN BACH’S name is
always associated with the typical contra-
puntal forms, such as fugue and cancn.

deal of these three part forms for the
piano, and according to individual tex-
ture and atmosphere, called them pre-
lndes, etudes, nocturnes, and so on.
Among the chamber music the string
quartet occupies a most important place.
Usually written in the same form as the
sonata or symphony, it is the most poly-
phonic of all group music. Often the suite
form is also employed for this type of
music, and, of course, there are many
other combinations of instruments that
can play chamber music, such as the wind
quartet, the mixed string and wind en-
semble, and so forth. The forms are
almost always the same, derived either
from the sonata or the suite. The 20th
century has seen a closer rapprochement
hetween the chamber group and the or-
chestra when some composers wrote
chamber symphonies, that were built in
the manner of symphonies, yet no two
instruments played in unison. Theo-
retically there is no limit to the number
of instruments for which chamber music
can be written. But for all practical pur-
poses you will not find more than nine

instruments with the possible exception
of the chamber symphony, in which each
of the principal orchestra instruments is
represented as solo part. But most popu-
lar, in addition to the string quartet, have
remained the piano trio (violin, cello,
piano), the string trio (violin, viola,
cello) and the quintet which appears in
many variants such as two violins, two
violas, cello, or string quartet (two vio-
lins, viola, cello) and piano, or two
violins, viola, cello and bass fiddle.

VOCAL FORMS

Vocal music has been the backbone of
Western music. Although it is now rele-
gated to a secondary position by the
orchestra it has given the most vital im-
pulse to almost all polyphonic forms,
which were at first generated by vocal
music but later taken over by instru-
mental groups and the orchestra. Thus
we must discuss the polyphonic form
principles in the abstract, that is to say
simply as forms, while we shall be aware
continuously that they have been em-
ployed by almost any group of perform-
ers, such as singers, instrumentalists,
orchestras, and have even found entrance
into some sections of the symphony (see
the last movement of Mozart’s “Jupiter
Symphony” Columbia M-565).

THE CANON

The canon symbolizes the most intri-
cate, but also the most genuine of all
polyphonic forms. It is what is popularly
known as a “round” and we have dis-
cussed it before. Let us recapitulate
briefly how it works. Instrument A plays
a melody; after several, let us say two,
measures instrument B comes in and
plays the same melody while A con-
tinues; then after several measures again
instrument C comes in and begins with
the original melody while A and B con-
tinue their melodies. This can be con-
tinued indefinitely, but it is naturally
limited by the receptive capacity of our
ear. The principle is quite clear. Each
instrument imitates a preceding one or
several preceding ones at a distance. Let
us say the melody played consists of the
measures 1, 2, 3, 4, 5, 6, etc. Then the



thing looks graphically like this:
Instrument A: 1,2, 3, 4,5, 6, etc.
Instrument B:silent, 1. 2, 3, 4, 5, 6, etc.
Instrument C: silent— 1, 2, 3, 4, 5. 6,
and etc. Thus what we have is: measures
1 and 2 are played alone at first, then to-
gether with measures 3 and 4 and finally
at the same time as two more instruments
play simultaneously measures 3 and 4,
and 5 and 6 respectively.

This principle of imitation can be one
independent form or it can be injected
into any larger form for a few measures.
In the latter case it is called a canonic
tmitation,

THE FUGUE

The principle of the fugue, or of its
earlier, smaller predecessor the ricercare,
is that of imitation. The fugue theme,
a definite preconceived melody, is first
played by one instrument, then taken up
by a second one, finally by a third and
fourth one, etc. while the other instru-
ments go on playing. However, they
don’t play the same melodies after hav-
ing finished the theme as happened in the
canon but they go on to different and
new melodies, which vary in each instru-
ment. After each instrument has played
the theme once the first section is closed.
Then follows an interlude leading over
into the second section which repeats in
some varied manner the principles of the
first section. There are sometimes as
many as four or five sections, all based
on the same principles and all connected
with interludes. The last section is usu-
ally a so-called stretta in which the fugue
theme is played in canonic imitation, that
is to say the second and third instruments
start playing the theme before the first
instrument is quite finished with it.

There are two, three and more part
fugues according to how many singers
or instruments execute independent melo-
dies. In a two part fugue the theme
appears twice in each section, three times
in a three part fugue, four times in a
four part fugue, etc. There are also other
types of fugues such as the double fugue
which has two contrasting themes, the
triple  fugue with three contrasting

themes, etc. Needless to say that the
number of parts and themes is restricted
again by the capacity of the human ear
which can absorb just so much and not
more. For a fine example of a fugue
listen to Bach's “Organ Fugue in C
minor” (Columbia 70087-D).

THE PASSACAGLIA AND
THE CHACONNE

These two forms are so similar to each
other that it is not necessary to distin-
guish them especially. As a matter of
fuct, most theoreticians are in doubt
whether there is any definite distinction
between them. The form principle is
simple. A theme of several measures is
continuously repeated throughout the
whole composition by one instrument, or
as in the organ by one part of the instru-
ment, very often the bass. At the same
time the other instruments, or the other
registers of the organ, play different mel-
odies simultaneously with the theme.
These melodies change in the manner of
variations every time the theme recurs
(see Bach-Busoni “Chaconne Violin Par-
tita No. 2,” Columbia X-91).

THE TOCCATA

Toccata originally only meant a com-
position for a keyboard instrument. Later
on. by accepting strongly the mechanical
characteristics of the keyboard instru-
ment, it became a musical form which
was characterized by the coatinuous
rhythmic flow of fast notes. Its most out-
standing feature is its virtuoso character,
giving ample room for the perfermer to
show off his technical prowess, and a
rather free, unconventional character
which defies any formal schematization.
Composers of the 19th century have
often used the name toccata to indicate
any composition that did not fit into any
traditional or conservative formal scheme
(see Bach’s “Toccata and Fugue in D
minor,” Victor 18058).

THE CHORAL PRELUDE

The choral prelude originated at the
church service when the organist used
to improvise on the organ before the com.
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nwnity singing in order to get the wor-
shippers into the right mood. For this
purpose he used snatches of the choral
melody which was to be sung later by
the community. Thus the form of the
choral prelude is largely determined by
the choral which it uses as its basis. The
melody of the choral is divided into sepa-
rate sections. Each of these sections is
accompanied by other instruments that
play variants of the choral melody simul-
tancously with it, ornamenting it and
enlarging its scope in a manner that is
reminiscent of free and fanciful improvi-
sation. All sections are connected with
cach other by short interludes. The
choral prelude is actually a very elaborate
fantasy in strict form over a given choral
melody. (Sce Bach’s Prelude on “Eine
feste Burg,” Columbia 11758-D.)
THE MOTETTE AND
THE MADRIGAL

Both these forms are strictly vocal
compositions, the motette mostly to a
sacred text while the madrigal uses secu-
lar poetry for its lyrical basis. The two
forms have undergone so many changes

FRANZ LISZT'S attempts at symphonic
resurrection also led him into the field
of the mass and the oratorio.

during the course of history that no one
definition could do justice to them. Their
form is mostly governed by the poetry
they use as text. They are definitely
polyphonic in their style. The later
motette consists of several independent
sections that follow each other without
interruption. These sections are all taken
from the well known polyvphonic forms.
Thus a motette may look like this: Sec-
tion one: chorale. Section two: a set
ol vocal imitations in the manner of the
canon but nolt canons proper. Section
three: a canon proper. Section four:
variant of the erstwhile chorale. Section
five: chorale prelude over the melody
of the erstwhile chorale. Section six:
free introduction and double-fugue.

THE CANTATA

In its further development the motette
finally leads into the cantata which, if
sacred, takes a biblical incident or idea
and elaborates it dramatically. The can-
tata is an opera in miniature although
it is not staged scenically. But the dis-
cussions of the soloists, the exhortations
of the chorus and the dramatic impact
are so clearly exciting and dramatic that
there can be no doubt as to the immediate
effectiveness and the emotional interest
they contain. In regard to form, the
cantata is not restricted in any sense,
but it makes ample use of the various
polyphonic forms in its different sections
(see Bach’s “Cantata No. 78,” Victor
DM-1045).

LARGE CHORAL WORKS

Among the large choral works the
oratorio is most important. It is a tre-
mendously  enlarged  cantata, lasting
sometimes as long as four hours, and
uses all the dramatic devices which were
apparent in a smaller way in the cantata.
In its development it has moved from
the extremely polyphonic oratorios of
Baeh and Handel (Handel's *Messiah,”
Columbia 271) to the more homophonic
conception that approaches opera con-
siderably in the oratorios of Haydn and
some lesser church composers.

Another important choral composition
is the mass which again follows in its



styles the prevalent styles of the periods
in which it has been composed. Its forms
are combinations of the prevalent musical
forms and those prescribed by the litur-
gical service and the sacred text. (Bee-
thoven’s “Missa Solemnis,” Victor DM-
758.)

From the above we sce rather clearly
that the realm of choral music is the
cliurch. But, of course, there have been
quite a few secular oratorios too, such
as Haydn’s “The Seasons” or Schumann’s
“Paridies and Peri.” In addition, quite
a few symphonic composers have worked
the last movements of their symphonics
into choral movements 10 sccular texts.
(Last movement of Beecthoven’s “Ninth
Symphony,” Columbia MM.227)

STAGE WORKS

From the oratorio there is only one
step to the opera. Actually many theo-
reticians consider the madrigal a fore-
runner of early opera. In a sense opera
actually belongs more in the orchestral
category because the bulk of the well-
known operatic output from Mozart to
Strauss and Puccini is hased upon a
prevalent homephony. with the singer
doing the most important job against an
instrumental background.

Opera has undergone many changes in
its development but two different types
are clearly discernible: that of the
“number” opera and that of the music
drama. The number opera, written by
stich composers as Gluck, Mozart, Rossini,
Verdi and Puccini, consists of separate
musical items in which a soloist or sev-
eral singers perform a musically closed
form which is a unit in itself. These
“numbers” are connected by recitatives,
dramatic recitations accompanied by the
harpsichord in the case of Mozart, or by
the orchestra in the case of Verdi. Some-
times the recitatives are neglected and a
spoken dialogue connects the individual
numbers as in Mozart’s “Magic Flute.”
The numbers follow closely well known
forms, most of all the three part “Lied”
form,

The music drama is constructed in the
opposite way. The whole drama is set to

FREDERIC CHOPIN, although never in-
terested in the ballet, has furnished a great
deal of music later used for this purpose.

music throughout and the music follows
the plot rather faithfully. There are
motifs which characterize personalities,
moods, events, etc. and these determine
the form. The orchestra has a much more
important place here hecause it is the
essential factor that describes the dra-
matic plot. There are no recitatives in
the traditional sense and hardly any arias
or musically self-sufficient scenes. Richard
Wagner was the real instigator of this
operatic form and he was followed in his
principles by many German composers
such as Richard Stranss and his contem-
poraries. For a difference in approaches
hetween the two types it is best to com-
pare the recording of Mozart’s “Don Gio-
vanni” (Victor M 423/4/5) with that of
Wagner’s third act from the “Meister-
singer” (Victor DM-537).

Another very popular stage work is the
hallet. Tt goes without saying that it
does not fall into the category of vocal
music. But since it is so closely related
in its formal principles to the opera it
might as well find a place here. The
hallet is practically the orchestral version

[World Radio History]
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of the “number” opera. Its numbers are
various dances that are often connected
by orchestral recitatives which are loosely
knit orchestral paraphrases and dramatic
outcries. Music lovers are less acquainted
with the ballet as a compact stage work—
as a rule when seen on the stage the
music plays second fiddle to the dancers—
Lut rather with the suites and excerpts
taken from the complete ballet scores
which we have discussed under the head-
ing of “suite.”

Modern ballets have turned away more
or less from the idea of the “number”
ballet and are approaching more and
more the dramatic concept of Wagner’s
music drama.

THE SONG

Singing is almost as old as man. In
our Western civilization the early Chris-
tians sang sacred songs, known as the
collection of Gregorian and Ambrosian
Chants. Later on the troubadors sang
their highly personalized love songs and
folk music was largely made up of num-
erous songs, that vary in form and texture
according to each ethnic group, yet are
always clearly discernible and easily
understood as songs.

It is not difficult to see that songs have
determined many of our musical forms.
Only recall that one very important form
of orchestral music is called “Lied” form
(Lied being the German word for song).
Then again, the song is largely influenced
hy the words the vocalist sings. Thus,
poetry has had a tremendous and direct
influence upon music. The song is almost
always strophic, that is to say it is di-
vided into different sections which are
related to each other and of which one
or the other section may even be repeated
in the course of the song. Thus we arrive
at a form of the song which is divided
into several parts, two, three or more,
with some of the parts repeated in the
middle, at the end or wherever tradition
may have required it.

Yet, although the song has been so
influential in the evolution of all music
it is only in the late 18th century that
the composition which we know today as

art song comes into being. Previously
there had been folksongs, minnesongs,
songs by the Meistersingers, the German
Protestant song and many more. They
all were strophic repetitions of poetic
stanzas set to music. (The choral, inci-
dentally, was such a song performed by
four voices and represents one of the
essential bridges from polyphony to
homophony.) But the new art song,
started by Mozart and led to its height
first by Schubert and Schumann and
later on by Hugo Wolf and Richard
Strauss, was much more a symphonic
poem in miniature than a mere strophic
song in the traditional sense. This art
song, in its outer form still determined
by the sectionalized structure of the un-
derlying poem, can be lyric, dramatic.
narrative or explosive, descriptive of a
mood or a landscape or involved in emo-
tions as any larger form. Its style is a
variant of homophony with the singer
still carrying the supreme melody; but
the accompanying piano does not serve
exclusively to fill in the missing har-
monies. It has a life of its own, some-
times aiding the singer in his expressions.
sometimes fummishing the atmospheric
background or the entire setting of the
scene, and very often lending its own,
personalized characterization to the song.

The art song has become a substantial
part of the repertory of great singers
and of home music. It is to opera what
the piano sonata is to symphony. In its
condensed form, with appealing lyrics
and an enticing melodic line, it is the
type of music that finds most understand-
ing with the musical novice.

With the song we have exhausted the
variants of musical form. It will serve
well to remember that the secret of ar-
tistic success does not lie in the stubborn
following of preconceived ideas and pat-
terns but in the capability of each com-
poser to transcend the formal blueprint
stage and to endow each and every one
of his works not only with his own flavor
but also with his own, private conception
of design. Consequently, our enumeration
and definition of musical forms can be
at best only an approximation to musical



reality. A good definition is the best
known common denominator of all ex-
istent forms; but you may not find the
exact outlines given above in each sym-
phony or song. With that in mind you
will have a faint idea of each com-
poser’s aim. The rest you can only get
through listening. Now, as always, the
old principle still stands: music should
be heard and not read about.

THE GREAT MUSICAL EPOCHS
AND THEIR PRINCIPAL
COMPOSERS

The origin of Western music lies far
back in ancient times. The background
of our music stems from all kinds of
foreign countries and strange times which
were cultural highspots while Western
and Northern Europe were still barren
lands. The first composition which we
can really call our own as an immediate
point of departure for Western music is
the singing of the early Christians. Many
of their songs have been collected, for
instance in the collection known as the
“Gregorian Chants.” While these were
the basis of music’s further development
they are by no means the only great
music written before the times of Bach,
although what we hear in the concert
hall may often give this impression.

If we are to treat this perind rather
summarily it is not because its music
lacks the beauty or importance of later
compositions. But unfortunately, the ex-
pression of this music is so removed from
our contemporary feeling and under-
standing that very little interest is found
in music lovers for any of the pre-Bach
periods, unless they happen to he pro-
fessional musicians. What went on be-
tween the Gregorian chants and the Bach
period, a time span that covers roughly
twelve hundred years. was more varie-
gated and fascinating than the music
development afterwards. Yet, it is a time
span whose music we have neglected and
are probably going to neglect for a long
time to come.

To mention its landmarks briefly: the
Catholic Church, which had been the only
sponsor of music in the early days, soon

found a competitor in the courts and the
aristocracy which were equally interested
in music. In addition, folk music gained
increasing importance. The struggle be-
tween secular and sacred music lasted
through all this time. Yet for many years
sacred music was still most important.
The three Netherland schools with such
composers as Dunstable and Dufay in
the first, Ockeghem in the second and
Obrecht in the third period mark a defi-
nite highspot in sacred polyphonyv. Their
work was overshadowed only by Josquin
des Prés who summed up all the con-
flicting results of his predecessors in a
most magnificent way.

The Renaissance, of course, introduced
new forms in music just as sweepingly
and violently as it had done in the other
arts, Among many types of lesser impor-
tance the opera was born at the beginning
of the 17th century. If des Prés was the
synthesis of the pre-Renaissance period,
so Claudio Monteverdi became the giant
of the Renaissance days.

In the meantime the protestant move-
ments of Germany had gained a tremen-
dous momentum and they developed a
music that was at once simpler and more
introspective than the earlier polyphony.
Of course, sacred music was continued
in Italy at the same high standard
throughout the 16th century when such
men as Palestrina and Vittoria wrote
their great church works. Yet, there are
many conflicting styles in this period—on
the one side the desperate clinging to
polyphony in the church style, on the
other the homophony introduced and fur-
thered by the opera and finally culminat-
ing in the fashionable “thorcughbass
period” of the rococo when homophony
was reduced to its structural essentials.

Gradually, however, we see a shift of
the important musical scene towards the
North where such masters as the German
Heinrich Schuetz write some of the most
profound Protestant music. This profun-
dity plus rapprochement between homo-
phonic and polyphonic styles is the chief
characteristic of the baroque period of
which Bach and Handel are the undis-
puted masters.
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FRANZ SCHUBERT is the one composer
who represents a strong connecting link
between late classicism and romanticism.

BACH AND HANDEL

Both Bach and Handel were true rep-
resentatives of their era. But Bach, who
had been born in Germany and had
never left the country, was much more
provincial than Handel. When he was
employed at the court of Weimar, he
wrote instrumental music and when he
finally got his position as organist in
Leipzig he wrote church music exclu-
sively. Bach was a musician who wrote
whatever the opportunity bade him. Yet
his emotions were so deep, his whole
existence so artistic that whatever he
wrote bore not only the mark of the great
composer hut also that of the deeply
sensitive, introspective, devout believer.

Handel was a man of the world. He
had left Germany, the country of his
birth, at an early age and settled in
England where he had his ups and downs
which were as far apart as extreme pov-
erty and highest recognition by the king.
His musie, although beautiful and of per-
fect symmetry in its structure, has many
more superficial aspects than that of
Bach. If the old struggle between secular
and sacred music would still have heen
continued then Bach could very well have
represented the one side with Handel as
antagonist in the mundane field. But

those times were long gone, and it is only
in the feeling of the two composers that
we recognize these differences, certainly
not in the types of works they did.
True, Handel wrote numerous operas, and
Bach wrote none. But Bach wrote many
secular cantatas in addition to his purely
instrumental music which has little to do
with the church service. On the other
hand, Handel wrote a great many sacred
oratorios, true in a more colorful and
gay fashion than Bach, but sacred music
it remained. Thus the two composers to-
gether sum up the spirit of the age splen-
didly: pietism with the as yet hardly
visible portents of the rococo’s care-
freeness.

THE VIENNESE CLASSICS

The period between Bach and Haydn
was one of beginning innovations. What-
ever there had been of polyphony in
Bach, and this was a great deal in the
attempt to unite both poly- and homo-
phonic styles, gradually disappeared and
the so-called classics of Mannheim cre-
ated the predecessor of the symphony
together with some of Bach’s sons. The
one overtowering composer of this period,
Gluck, had devoted his life to opera, a
field which he rescued from the triteness
and shallowness of some of hi§ prede-
cessors in France.

A new era had begun. The ideas that
led eventually to the French Revolution
find their ways into the salons and cer-
tainly into the heads of composers. Operas
are written to modern texts; the orchestra
becomes an integral part of concert life;
new types of compositions are created;
the art song begins to come into its own.
This is the time when the three Viennese
classics, Haydn, Mozart and Beethoven
appear on the scene. Haydn, twenty-four
years Mozart’s and by thirty-eight years
Beethoven’s senior, was by no means the
most timid of the three. On the contrary,
Lis music is most incisive in that it es-
tablishes the new orchestral style beyond
the rather timid attempts of the Mann-
heim classics who still wrote very much
along the lines of the dance suite. It is
exaggerated to call Papa Haydn the one



and only creator of the symphony. But if
any one man could have created this form
it would have been Haydn. Even as it
were, his evolution of the symphonic form
was a decisive influence towards the defi-
nite establishment of this music.

During his long life, which was even-
tually crowned with success and venera-
tion by all his contemporaries, Haydn
stayed always close to Vienna. With
never tiring industry he wrate his greatest
works, which encompass all possible
forms of music.

It has often been pointed out that no
other composers were as prolific and uni-
versal as the Viennese classics. And this
holds certainly true of Mozart who, when
lie died at the age of 36, had left to
posterity some of the greatest symphonies
(e.g., “Jupiter,” “Haffner”), operas (e.g.,
“Don  Giovanni,” “The Marriage of
Figaro,” “Magic Flute”), chamber music,
keyboard music, church music (e.g.,
“Requiem”), in short. his output cannot
be evaluated with the narrow scale of
human considerations. Mozart, although
more conservative in his formal aspects
than Haydn, was the greater revolutionary
spirit in all other fields of thought, a fact
probably conditioned by his materially
miserable life. He is one of the few truly
great and the apex of his period.

With Beethoven we meet the modern
composer for the first time. While IHaydn
and Mozart were still partially dependent
upon the financial support of the aris-
tocracy, Beethoven addressed himself al-
ready to an additional and new public.
the up and coming richer merchants.
students and professionals. A revolution-
ary even in his outward appearance, the
German-born composer was the sensation
of Vienna in which he spent the greatest
part of his life. His revolutionary ap-
proach was not only restricted to his
personal life. Writing his early works ax
a true pupil of Haydn, he soon freed
himself from this style. Expanding his
forms and injecting a very individualized
and personal feeling into them, he is the
strongest romantic among the classies,
and the later romantics have taken his
music as a point of departure. His svin-

phonies certainly are the greatest roman-
tic masterpieces, while his string quartets
are the absolute height of quartet writing
in any period so far.

ROMANTICISM

The 19th century is the century of
romanticism, that is to say an art move-
ment which evolves its style and pattern
from the personal experience of the artist
and which deifics this experience 1o an
unprecedented degree. Franz Schubert,
contemporary of Beethoven, was the first
great composer to translate consisiently
his personal feelings into music in a
more intimate fashion. While Schubert,
a tragic figure in 19th century Vienna
which virtually let him starve to death,
still wrote the large symphonic forms
somewhat in the style of the classics, he
hecame completely original in the crea-
tion of a miniature, namely the art song.
That does not mean that his symphonics
are not equally great and original. But
in the art song the form was entirely his.

The miniature form remained one of
the chief forms of romanticism. The
later triumvirate of romantics, Chopin,
Schumann and Mendelssohn, used it ex-
tensively although each of them went his
own way: Chopin that of the virtuoso

GIUSEPPE VERDI and his operas are
Italy's substitute for the emotionai roman-
tic movement and its mystic heroism.
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ANTON BRUCKNER, strongly influenced
by Wagner, was late romanticism’s strong-
est gift to the slowly dying symphony.

preoccupicd with the piano; Mendelssohn
that of the dreamer who wishes to re-
create the great oratorio style of the
baroque; and  Schumann that of the
classicist whao. in a desperate attempt to
use his lyrical faculties for the sym-
phony. tries to become the most immedi-
ate successor of Schubert.

But there was also another art form
that was typical of romanticism, namely
the musie drama. Carl Maria von Weber
was the first composer to employ some of
its technique which reached its height in
Richard Wagner, the one great operatice
composcr whose talent and temperament
overshadowed so many of his sometimes
even hetter contemporaries. Wagner was
a fighter. in words and in deeds. Not
only did he take part in the 1848 revolu-
tion in Dresden, but he also attacked
everything in music that stood for prin-
ciples which were not his own. His great
counterpart in the operatic field was
Verdi who followed more the Italian tra-
ditional conception of opera; his great
adversary in the symphonic field was

Brahms, whose romantic symphonies tried
to establish the classical symphonic struc-
ture once more without necessarily giving
up the personalized melodies and har-
monies of romanticism.

The antagonisms, with Wagner having
Bruckner as symphonist and Wolf as
song composer for his direct followers,
took on some rather ugly forms, but his-
torically they were eventually ironed out
by such compaosers as Mahler and Richard
Strauss who represented somewhat of a
synthesis hetween the two romantic styles.

ROMANTIC SIDELINES

Of course. no music development ae-
tually ever happens as smoothly as it can
he read in a book, While the above ont-
lined tendencies came to a climax in
Central Europe other countries created
their own romantic movements. Thus
Russian composers, at first violently na-
tional in a reaction against the West,
hecame later some of the flaghearers of
romanticism. We sce Russia’s music de-
velop from the first break with the West
in Glinka to the excitedly national com-
posers Moussorgsky, Balakirefl. Borodin,
to end finally with such typical roman-
tics as Rimsky-Korsakoff and Tchai-
kovsky.

In France the romantic movement took
on different aspects. Partly influenced by
Russia some French composers broke
loose from the academic tradition and the
romantic heritage as handed over to a
younger generation first by Berlioz, then
by IY’Indy, Cesar Franck and others.
These young Frenchimen conceived ro-
manticism not so much as the personal
expression of one’s private problems, but
rather as personal impression which the
outside world had made on the com-
posers, Thus the descriptive movement
of impressionism, clearly romantic yet
quite different from its German edition,
took its start and found its most perfect
creator in Debussy. Simultaneously, a
certain fresh and new approach in re-
action to the pompousness of Wagner and
Meverbeer gained foothold in this music
whose humor is often undeniable. Thus
the new musical France started out as



the heir to gaiety and tone painting.

Germany, France and Russia remain
the musically most important countries
during the 19th century. Italy only fol-
luows its old course of opera. its climax
is the “verismo” which choovses without
much taste from whatever style direction
it finds acceptable. Thus we find many
Wagnerisms in leoncavallo’s operas,
while Puccini, doubtless the greatest mas-
ter of “verismo,” collects preferably from
Debussy.

In Bohemia we find a patiern resem-
bling that of Russia, namely the resur-
gence of a consciously national movement.
The more provincial, hut musically more
gifted, Smetana and his younger and
more popular colleagne. Antonin Dvorak.
are the most significant representatives
of this epoch.

The 19th century. despite its compara-
tive decline in musicianship, has produced
more music played today in the concert
hall than any other century. What new
roads will emerge from this music no-
body can know. But the 20th century has
given an indication of the reactions of
many composers which are as variegated
as the epoch in which they live.

TODAY

Basically, all music written in this cen-
tury is the direct outgrowth of some
former school, be it immediately preced-
ing or centuries removed from it. We
have seen the national school of compos-
ers as the mainstay of Russian 19th
century music. This school lasts into our
day, not only in Russia with Pro-
kofieff and Shestakovitch, but also in
countries that are comparative newcomers
to the stream of music. Thus America
has many national composers who have
made quite a name for themselves, as for
instance Aaron Copland, Roy Harris, etc.
Other countries follow suit. Hungary has
Bela  Bartok, Czechoslovakia, Jaromir
Weinberger and Finland, Sibelius, with
Bartok being the most interesting and
- advanced composer of the three.

Influenced not only by the ideas of
romanticism but actually by its style are
many of the so-called academic compos-
ers, such as Deems Taylor and Howard

JOHANNES BRAHMS is the last of the
great composers who dreamed of a renais-
sance of the symphony in classic terms.

Hauson in America. Florent Schmitt in
France, Max Schillings in Germany,
Serge Rachmaninoff of Russia and so on.
But men like Stravinsky have consciously
gone back to pre-Gluck sources in order
to revitalize music. They turn away from
romanticism by being no less romartic
than Mendelssohn when he wanted to
bring the baroque oratorio to life again.
This trend, called neco-classicism, has
found numerous adherents in addition to
Stravinsky, but especially Italian compos-
ers such as Casella and Malipiero. did
their best work in this style.

Only two romantic schools have found
direct followers who continued and ex-
panded the ideas of their predeccessors.
One is the school of impressionisin which
so influenced all French composers that
at least one work of each French com-
poser is in the impressionist style. But the
greatest impressionists after Debussy re-
main Ravel and de Falla, while others
such as Honegger and Milhaud adhered

59



60

more 1o the humorous, satirical side of
the French esthetic movement.

The other school is that of the Brahms-
Wagner synthesis which found its con-
tinuation in the expressionists of whom
Arnold  Schoenberg is most important.
Other expressionists, although often devi-
ating from Schoenberg’s ideas are Alban
Berg. the Austrian, and the American,
Roger Sessions,

If we look at music today it seems like
a confused knot that cannot be disen-
tangled. But let us not forget, that while
everything looks clear and precise at a
distance  the  contemporaries of  Bach
probably did not know any better which
way music would turn. And although we
may be in the dark about the future
there is enough in the past and present
to make us want to enjoy it while waiting
what future times may bring.

SUGGESTED READING LIST

If you want to enlarge your knowledge
about music, musicians and specific
works, the following hooks are recom-
mended.  They are selected with con-
sideration for the layman who does not
possess any technical knowledge.
About Musical Forms: Aaron Copland:

“What to Listen for in Music,” Whit-

tiesey House.

About Music History: {concise) Alfred
Finstein: “\ Short History of Music,”
Alfred A. Knopf.

— (extensive) Paul H. Lang: “Music
in Western Civilization,” W, W. Norton
& Co.

About Composers: A. L. Bacharach, ed.:
“Lives of the Great Composers,” E. P.
Dutton & Co.
fn cach of these books you will find

further reading material.

SUGGESTED RECORDINGS:

Key: (V) indicates Victor, (C) indicates
Columbia.

ORCHESTRA MUSIC

Haydn: Symphony No. 98.  Arturo Tos-
canini and the NBC Symphony. (V)
DM-1025.

Beethoven: Symphony No. 3 (Eroica).
Felix Weingartner and the Vienna

Philharmonic. (C) M-285.

Franck: Symphony in D minor. Sir
Thomas Beecham and the London
Philharmonic. (C) M-479.

I'chaikowsky: Symphony No. 6 (Pathe-
tique). Wilhelm Furtwangler and the
Berlin Philharmonic. (V) DM-553.

Mahler: Symphony No. 9. Bruno Walter
and the Vienna Philharmonic. (V)
DM-726.

CONCERTOS

Bach: Double Concerto for Two Vielins
and Orchestra. Yehudi Menuhin and
Georges Enesco with orchestra under
Pierre Monteux. (V) DM-932.

Mozart: Concerto for Violin and Orches-
tra No. 4. K. 218. Joseph Szigeti and
the London Philharmonic under Sir
Thomas Beecham. (C) M-224.

Beethoven: Piano Concerto No. 4. Artur
Schnabel and the Chicago Symphony
under Frederick Stock. (V) DM-930.

Schumann: Concerto in A Minor for
P’iano and Orchestra. Claudio Arrau
and the Detroit Symphony under Karl
Krueger. (V) DM-1009.

Brahms: Double Concerto for Violin and
"Cello. Jascha lleifetz and Emanuel
Feuermann with the Philadelphia Or-
chestra under Fugene Ormandy. (V)
DM-815.

TONE POEMS

Liszt: Todtentanz (Dance of Death).
Edward Kilenyi and the Orchestre
Symphonique de Paris under Meyro-
witz. (C) X-122.

Strauss: Til Fulenspiegel’s Merry
Pranks. Serge Koussevitzky and the
Boston Symphony. (V) DV-1.

Debussy: La Mer.  Serge Koussevitzky
and the Boston Symphony. (V) DM-
013.

OVERTURES

\lnzart: Overture to the Magic Flute.
Arturo  Toscanini and the British
Broadeasting Company Orchestra. (V)
No. 15190.

Beethoven: Fidelio Overture.  Felix
Weingartner and the London Phil-
harmonic. (C) 69545-D.

Verdi: Overture to La Forza del Destino.



Arturo Toscanini and the NBC Sym-
phony. (V) No. 11-9010.

Rossini: Rossini Overtures. Arturo Tos-
canini and the NBC Symphony. (V)
DV-2,

Tchaikowsky: 1812 Overture. Artur Rod-
zinski and the Cleveland Orchestra.

(C) X-205.

SUITES

Bach: Suites 1-4.  Adolph Busch Players.
(V) DM-332 and DM-339.

Gluck: Ballet Suite arranged by Felix
Mottl. Arthur Fiedler and the Boston
“Pops.” (V) DM-787.

Tchaikowsky: Nutcracker Suite. Fred-
erick Stock and the Chicago Sym-
phony. (C) M-395.

Stravinsky: Petrouchka. Igor Stravinsky
and the New York Philharmonic. (C)
X-177.

INSTRUMENTAL MUSIC

Bach: Goldberg Variations.
Landowska, harpsichord.
1022,

Beethoven: Sonata No. 9 (Kreutzer) for
Violin and Piano. Adolph Busch and

Wanda
(V) DM-

Rudolf Serkin. (C) M-496.
Haydn: Quartet in G Major. Budapest
String Quartet. (V) DM-869.
Brahms: Quintet in B Minor. Adolph

Busch and the Busch Quartet with
Reginald Kell, Clarinetist. (V) DM-
491.
Hindemith:
Hindemith Trio.

Trio for Strings No. 2.
(C) M-209.

CONTRAPUNTAIL MUSIC

Bach: Organ Fugue in C Minor. Ed-
ouard Commette (organist). (C)
70087-D.

Bach: Chaconne in D Minor—Unaccom-
panied Violin Partita No. 2. Ernst
Wolff (pianist). (C) X-91.

Bach: Toccata and Fugue in D Minor. E.
Power Biggs (organist). (C) 18058.
Bach: Cantata No. 78. Lucius Metz
(tenor), Mack Harrell (bass), Bach
Choir of Bethlehem, and Orchestra

under Ifor Jones. (V) DM-1045.

LARGE CHORAL WORKS
Verdi: Requiem Mass. Maria Caniglia,

(soprano), Ebe Stignani
soprano), Benjamino Gigli (tenor),
Ezio Pinza (bass), and the Rome
Royal Opera and Chorus under Tullio
Serafin. (V) DM-731.

Handel: The Messiah. Labetie (s0-
prano), Brunskill (contralio), Eisdell
(tenor), Williams (bass), BBC Chorus
and the London Philharmonic under
Sir Thomas Beecham. (C) M-271.

Beethoven:  Missa  Solemnis.  Harvard
Glee Club, Radcliffe Choral Soeiety,
Jeanette  Vreeland  (soprano)  Anna
Kaskas  (contralto), John Priebe
(tenor), Norman Cordon (bass), with
the Boston Symphony under Serge
Koussevitzky. (V) DM-758 and DM.-
759.

(mezzo-

STAGE WORKS

Mozart: Don Giovanni. Glyndebourne
Festival Opera Company under Fritz

. Busch. (V) DM-423, DM-424, and
DM-425,

Verdi: Aida. Artists, Chorus and Or-
chestra of La Scala Opera Company,
Milan. (V) DM-54.

Wagner: Die Meistersinger—Act 1IL
Margarete Teschemacher and Lene
Jung (sopranos), Torsten Ralf and
Martin Kremer (tenors), Eugen Fuchs,
Sven Nilsson, Arno Schellenberg and
Hans Nissen (basses), and the Choir
of the Dresden State Opera with the
Saxon State Orchestra under Karl
Bohm. (V) DM-537 and DM.-538.

Strauss: Der Rosenkavalier. Lotte Leh-
man, Anne Nichalsky and FElisabeth
Schumann (sopranos). Maria Olizews-
ka and Bella Paalen (contraltos), Her-
man  Gallos and William Wernigk
(tenors), Victor Madin (baritone),
Karl Ettl and Richard Mayr (basses),
with the Vienna Philharmonic under

Robert Heger. (V) DM-196.

SONGS

Schubert: Die Winterreise. Lotte Leh-
mann (soprano) with Paul Ulanowsky
(pianist). (V) M-692.

Schumann: Dichterliebe. Lotte Lehmann
(soprano) with Bruno Walter (pian-

ist). (C) M-486.
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CHRONOLOGICAL LIST OF COMPOSERS

I-1th CENTURY
Dunstaste, Jonun (13702-1453)

15th CENTURY

Bincuois, GiLLes (14007-1460)
OKEGHEM, JEAN (14307-1495)

Des Pres, JosQuin (1450-1521)
WILLAERT, AbriaN (14802-1562)

J6th CENTURY

AlcHINGER, GrEGOR (1564-1628)
AxErio, FELICE (1560-1614)
ARCADELT, Jacos (1514-1575)
Byrp, WiLLiam (1542-1623)
CaLvisius, SErnus (1546-1615)
GesuaLpo, Carto (1560-1613)
JanNEQUIN, CLEMENT (16th Century)
l.assus, OrLaNDUS (1532-1594)
Mavupurr, JacQues (1557-1627)
Morrey, Tuomas (1557-1603)
PALESTRINA, GlOvANNI (1515-1594)
TaLLys, Tuomas (1510-1585)
ViTroria, Tommasso (1540-1611)
WiLBE, Joun (1574-1638)

17th CENTURY

Caccini, Guirio (1546-1615)
CALDARA, ANTONIO (1678-1763)
Carissimi, Giacomo (1604-1674)
Cesti, Marc ANTONIO (1620-1669
FrescoBaLpi, GiroLamo (1583-1641)
GisBons, OrLanpo (1583-1625)
Lor11, ANTONIO (1667-1704)
LuLLy, JEAN-BaptisTE (1633-1687
AMox~TEVERDI, CLauDlO (1567-1643)
Mouret, JEAN JosErn (1682-1738)
Prr1, Jacoro (1561-after 1609)
PraeTorius, MicHAEL (1571-1621)
PurceLL, Hexry (1658-1696)
SCARLATTI, ALEsSANDRO (1659-1725)
Scuuerz, Hewricn (1585-1672)
VivaLpl, ANToNto (c. 1675-1743)

18th CENTURY

Bacu, Jouann Curistian (1735-1782)
Bacu, JounanN Sepasmian (1685-1750)
Bacn, K. Pu. E. (1714-1788)

Boccuering, Luiet (1743-1805)

Daouin, Craune (1694-1772)

Gruck. Caristornt W, (1714-1787)

Hanpes, Geore Friepricn (1685-1759)

HAYDN, FraANzZ Joseprn (1732-1809)

Lecramk, Jean-Marie (1697-1764)

MaRrcELLO, BENEDETTO (1696-1739)

MozarT, WOLFCANG AMADEUS
(1756-1791)

Parapies, Pietro DoMEesico (1710-1792)

RaMEeAvu, JEaAN PuiLLipee (1683-1764)

SACCHINI, ANTONIO GAsPara (1734-1788)

Scarcatri, DoMexico (1685-1757)

19th CENTURY

Aueniz, Do~ Isaac (1861-1909)
APENSKY, Axton (1861-1906)
AuBer, Danien +(1782-1871)
Bavakigww, Mt (1837-1910)
BeetHovEN, Lupwic Van (1770-1827)
BeLLing, Vincenzo (1801-1835)
Bervioz, Hecror (1803-1869)
Bizet, Georces (1838-1875)
BoropiN, ALEXANDER (1834-1887)
Brauvs, Jouannes (1833-1897)
Bruch, Max (1838-1920)

Bruck NER, ANTON (1824-1696)
CHABRIER, EMMANUEL (1841-1894)
CHARPENTIER, GUSTAVE (1860-
CuaussoN, ErNest (1855-1899)
Cuerusint, Luier (1760-1842)
Cuorin, Freperic FrRancois (1809-1848)
Cui, Cesar (1835-1918)
Desussy, CLaupeE (1862-1918)
DeLises, Leo (1836-1891)
Derius, Freperick (1863-1935)
DonizetTi, GAETANO (1797-1848)
Dukas, Paur (1865-1935)
Duparc, Henrr (1848-1933)
Dvorak, ANTON (1841-1904)
ELcar, Epwarp (1857-1935)
FAURE, GaBriEL (1845-1924)
Frotow, FriepricH (1812-1883)
FosTeR, STEPHEN (1826-1864)
Franck, Cesar (1822-1890)
Franz, Roserr (1815-1892)
Grornano, Umserto (1863-
CLAzZoUNOW, ALEXANDER (1865-



Grinka, Miciae [vanovicr (1804-1857)

Gonaro, BEnjamin (1849-1895)
Gorpmark, Kare (1830-1915)

Govxon, Cnanes Frascors (1818-1893)

GCranapos, Exwigue (1867-1916)
GRETCHANINOFF, ALEXANDER (1804-
Guake, Evvarn Hacerue (1843-1907)
Herserr, Vicror (1859-1924)
Hummer, Jonany (1778-1837)
Humrerpinek, Enceserr (1854-1921)
pInpy. Vincent (1851-1931)

Ierorirow-lvanow, Miciaee (1859-193) )

[.aLo, Epouarn (1823-1892)
LeoNcavaLLo, Rucclero (1858-1919)
Lispow, AnNaror (1855-1914)
liszt, Franz (1811-1886)
MacDoweir, Ebwaro (1861-1908)
Manver, Gustav (1860-1911)
Mascacst, PiETRO (1863-1946)
Massener, JuLes (1812-1912)
MenpeLssons, FeLix (1809-1847)
MeyErBEER, Glacoymo (1791-1864)
Mosczkowski, Monirz (1854-1925)
Moussorcsky, MobesTE (1839-1881)
NeviN, Ervnieeserr (1862-1901)
Orrexsach, JacQues (1819-1880)
Pacanini, Niccoro (1784-1840)
PiernE, Gasrikn (1863-1937)
PONCHIELLL, AMILCARE (1834-1886)
Puccist, Giacoso (1858-1924)
RacHMANINOFF, SERGEI (1873-1943)
REGER, Max (1873-1916)
Rimsky-Korsakorr, N. (1814-1908)
Rossing, GloaccHino (1792.1868)
RUBINSTEIN, ANTON (1830-1894)
SAINT-SAENS, CAMILLE (1835-1921)
SARASATE, Panro pr (1814-1908)
Samik, Erik (1866-1925)
Scuusert, Fraxz Prren (1797-1828)
SCHUMANN, Rosert (1810-1856)
SCRIABIN, ALEXANDER (1872-1915)
SIELIUS, JAN (1865.

SMETANA, Friepkicu (1824-1884)
SPoHR, Louis (1784-1859)

StRAUSS, Jonass (1825-1899)
Srrauss, Riciiarp (1861-

SULLIVAN, Sik ARTHUR (1841-1900)
Von Surpg, Fravz (1819-1895)

Tscuatkowsky, Peter ILicy (1840-1893)

Trnomas, AMBROISE (1811-1896)
Verol, Giuskrre (1813-1900)
Vieuxtemres, Henk (1820-1881)
Waener, Richarp (1813-1883)

von Wenkr. Carr Maria (1786-1826)
Wieviawskr, Hearr (1835-1880)
Worr, Huco (1860-1903)

20th CENTURY

Barseg, Samuven (1911.

Barrok, BeLa (1881-1945)
Bax, ArNoLD (1883-

Berc, ALpan (1885-1935)
Brocu, Ernst (1880-

Brince, Frank (1879-

Capman, CuarLes WAKerlELD (1881-
CarPENTER, Jous ALpEN (1876-
CasteLNvuovo-Tepesco, Mario (1895-
Coates, Eric (1886-

CorrLanp, Aaron (1900-
Donnaxyi, Ernst voN (1877-
DuseNsky, Arcapy (1890-
Enksco, Grorces (1881-
GERSHWIN. GEORGE (1898-1937)
GLIERE, REIN1HOLD (1874-
GraiNcer, Percy (1882-
Grivres, CIIARLES (1884-1920)
Gruneere, Lous (1883-

Cuton, Davip (1895.

Hanson, Howarp (1896-

Harris, Roy (1898-

Howrst, GusTtav von (1874-1935)
HoNEGGER, ARTHUR (1892-

Ives, Cuaries (1874-

Janssen, WERNER (1900-
Kopary, ZoLtan (1882-
KueisLer, Frirz (1875-
Mavieikro, G. Francesco (1882-
McDonarn, Hare (1889-
MiLnavp, Danws (1892-
Prokorikrr, Serce (1891-
QuiLrer, Rocer (1877-

Raver, Maurice (1875-1937)
Resricin, Orrorizo (1879-1936)
SCHONBERG, ARNoLp (1874-
Sesstons, Rocer (1896-
Sowersy, Leo (1895-
STRAWINSKY, lcok (1882-
SzosTakowicz, Daitii (1906-
TayLor, Deens (1885.

TuriNa, Joagurin (1882-
ViLLa-Losos, Hector (1886-
WEBERN, ANTON vON (1883-
WEINBERGER. JAROMIR (1896-
Worr-Frrkari, Fryanso (1876
ZEMACHSON, ArNoLn (1892
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Serious music—

what next?

In the following article, Mr. List discusses the contribution

of recordings 1o the musical scene, the large body of

musie that is. as yet, unrecorded, and the future of records.

BY KURT LIST

Tln- serious music which forms the
hackbone of our Western music was writ-
ten over a period of more than a thousand
Within this period thousands of
works have been composed, many of
which are now lost and many more, al-
though valuable. are completely unknown
or have to be unearthed by musicologists
for public performance. Some of these
works are significant only for histori-
cal reasons; others are significant as beau-
tiful works. Nevertheless, only a very
small percentage of all these works is ever
performed publicly. The regular sym-

vedars,

phony orchestras, opera houses, and the

chamber music associations and choral
groups devote their energy mainly to that
music which has been composed since
Bach and Handel, roughly a period of
about two hundred out of the thousand
years of Western music.  Within this
period there are composers who wrote
scores of deep beauty. yet are completely
forgotten today. Who remembers even
the names of such one time famous mu-
sicians as Stamitz, Monn and Ditters-
dorf?

Of those composers whose names and
works have remained alive in the reper-
tory only a few compaositions are regular-

VLADIMIR
GOLSCHMANN'S
glamorous conductor

personality has been a
substantial  factor in
the sale of Indianapo-
lis Symphony records.



ly performed. How many of Mozart's
numerous symphonies can you recall hav-
ing heard in the concert hall?  How
many symphonies of Haydn's one hun-
dred and four are played publicly? Of
Verdi's thirty operas hardly a dozen arve
performed at the Met. Of Wagner's thir-
teen operas only about half are per-
formed regularly not to mention the sig-
nificant operas of Gluck. Mozart, Weher,
Strauss and others.

Yet when we compare what has been
recorded to what is heing performed in
live performanees, the scales ineline defi-
nitely and very strongly in favor of the
recorded performance. It is almost com-
monplace today to say that people who
do not live in metropolitan areas get their
music  exclusively by  way  of
records.  But the people who live near
New York, Chicago or San Francisco get
a great deal of serious music also only

Serions

through records even if they attend con-
certs regularly. After all. where can one
hear all the “Piano Sonatas™ of Bee-
thoven, the major “String Quartets” of
Mozart, some of the “Cantatas”™ by Bach.
ete. in one season? The works that could
be mentioned are legion, This, of course,
does not mean that every important work
ever composed is recorded; but it means
that the number of recorded works s
grcater and more varied than the number
of works in the regular concert repertory.
This holds true with one possible ex-
ception. that of contemporary music. But
even here we see a tendency o remedy
the situation on the part of the record
companies which, during the last year.
have embarked on a rather ambitious
program of recording the best known
works of today’s musical literature.
Doubtless, the record companies are
faced with one serious problem in the
future. If all major works of the concert
repertory are already recorded, and some
in duplicate or triplicate. then what are
the companies to record in the future?
The obvious answer is: works that are
not in the concert repertory. But there
is a catch to this. Rarely heard and un-
known works find only a limited market,
People want to possess the recordings of

KURT APPELBAUM, outstanding piunist of
the vounger generation, will record all of
Reethorven's piano sonatas for Musicraft,

those works which they have heard pre-
viously on the radio or at concert per-
formances. Usually they prefer two dif
ferent performances of one and the same
work to one performance of an unknown
work. Naturally, the market can always
stand a certain number of rare works.
works which can easily become collee-
tor’s items, but the possibilities and the
number ol such recordings arve limited.
Thus the natural tendeney is. and will re-
main. to re-record the old standbvs in
new performances,

die-hard  collectors
who are already in the possession of the
~tandard  works naturally
such practices. | have a letter in my pos-

The serious and

frown  upon
session, written by a prominent music
manager who wishes to remain unnamed,
in which he writes: “It oceurred to me
that we are badly in need of an article
from your hands on the eternal duplica-
tions of solo works, Of course. you know
many more than | do. hut while so many
essentials are missing or unavailable we
still find two Max Brueh Coneertoy
(G minor) in the Columbia catalog
(Campoli and Milsteiny; two "Raapso-
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(Levant, Templeton, on
Columbia) [and, 1 may add, a San Roma

dies in Blue’

version on Vietory—K.L.] two  Bach
double concertos  (Szigeti—Flesch and
Busch-Magnes) [and again, Menuhin-
Enesco—K.1..], two Mendelssohn ‘Con-
certos’ (Szigeti and Milstein)—and you
could no doubt go on. Why no Glazou-
now “Concerto,” or Chaunsson "Poeme,” no
Saint-Saens  ‘Concerto  for Violin  or
Cello,” no Mozart ‘A Major Vielin Con-
certe,” no MacDowell ‘Piano Concerto,’
nothing of Vaughan Williams for violin
in the Columbia catalog? 1s it because
of a complicated interlocking system of
utilizing a special performance in order
to record next day and save on the re-
hearsal? This means that the repertory
and sales departments, the symphony
conductor and the manager, and some-
times the executive board and the soloist
must by some miracle want the same
work by the same artist, at the same
place, and at same time (not to speak of
the ambulant recording equipment which
must be available on just that date!)”

OF course. the gentleman is perfectly
right from a mere esthetic and cultural
viewpoint. although even here I must
make certain reservations.  First of all,
not all of the recordings mentioned in
the letter are available at present. 1f
they are, there is a question of whether
a ten-year old recording measures up
technically to the newly discovered and
applied techniques that vield a much
higher fidelity. However, this does not

SYLVIA MARLOWE is an-
other star rwhose unusual
pluxing of the harpsichord
enhances the value of
the independent company
for which she records.

mean that all old recordings should be
cut out of the catalog. On the contrary,
=ome of them possess great value in the
style and playing of artists who may now
be dead or past their prime.  What would
we not give today for recordings of
Paganini's or Liszt’s playing!  And fu-
ture generations may feel the same way
about Schnabel or Szigeti, although by
then the recording techniques may be so
far advanced that a high fidelity record-
ing of today will seem to them as in-
adequate as the early Caruso recordings
scem 1o us today. Even more than that,
it is important to hear different interpre-
tations of the same work, that is, interpre-
tations which throw a new light upon it.
Of course, this is not always the case with
duplications many of which are, for this
purpose, worthless. But wherever it is
the case, it is almost imperative that
another artist be heard as well as the one
who did the original recording. Further-
more, our young artists who are now com-
ing into their own should be given a
chance at showing their musicianship in
~tandard works that have been reserved
previously for interpretation by the gods
of an almost forgotten era.

Another reason for re-recording may
come up for musicological reasons. Re-
cently, in a discussion with Joseph Szi-
geti, the well-known violinist pointed out
to me that all Beethoven “Violin Con-
certo” recordings, including his own were
wrong in following the score of the pub-
lisher Breitkopf.  In this edition several




passages were noled down wrongly, that
i~, not in the way Beethoven had them in
the original manuseript.  Szigeti, who
was made aware of this through the re-
cent researches of the conductor Klem-
perer. rectified the mistakes in his latest
concert performances. But the mistakes
are made permanent in the previous re-
cordings.  Consequently. a new record-
ing of this work seems imperative.

These things happen all the time. Re-
search proves that a great many of our
past performance practices and actual
readings are based upon mistakes; thus
a new reading is ealled for that should be
incorporated in a new recording.

But aside from these points our cor-
respondent is certainly wrong from the
merchandising point of view. The works
he mentions should certainly be recorded
hut they can only be recorded in addition
to the standard works. Otherwise, sales
would drop considerably and the entire
industry, which after all is governed by
commercial rules, would collapse very
soon. Consequently, it is up to the rec-
ord companies to find the middle road
Letween recording the standard works
and those that are neglected in the con-
cert repertory.

T dwell in such detail on this point be-

cause it will be erucial in the next few
years. As a matter of fact. as it stands
now, it seems to be the key 1o the future
recorded music. The formula is pat and
simple: a great number of new artists.
who will gradually record all the stand-
ard works; a smaller number of rarely
heard works thrown in mainly for cul-
tural reasons; a certain amount of con-
temporary music, mainly that which has
already found public recognition through
live performances; and a very modest
measure of experimental recording,

Another reservation that must be made
to our correspondent’s letter conecerns
availability. Naturally, during the war
years. with production facilities seriously
curtailed, many recordings became un-
available. although they remained listed
in the catalog. The companies are at
present trying to repress as many of their
catalogued items as possible. It is hard
to say what is available at a certain date
because the production situation is con-
stantly fluctuating. Eventually, every-
thing now listed in the present catalogs
will be on the market. How long it will
take is hard to foretell, but the policy of
all the major companies is certainly to
restore the catalogs completely.

The problem of “cut-outs” is not less

The BUDAPEST STRING QUARTET has been one of the chief reasons for the
wide appeal chamber music has had in recent years throughout the country.
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involved.  “Cut-outs” are these record-
ings which are definitely deleted from the
catalog and which will not he reinstated.
It is a “mystery wrapped in an enigma”
for the outsider to ascertain why the
companics decide that certain. sometimes
very worthwhile, or at least historically
interesting. recordings should be cut-outs
while others hardly deserve a repressing.
Sales considerations partly influence the
executives in their decisions but if one
comsiders that a cut-out item hecomes a
“collector’s tem™ and as such commands
a price which is often five or eight times
as high as the original. one wonders
whether this record. if available in quan-
lity. would not command at least a mod-
ext market, At any rate. if a certain
work becomes a “cut-out.” its recording
in a new version is imperative,

In a quick glance at the repertory re-
corded so far, we discover the following
trends: all musie before Bach and Han-
del is largely neglected. with such com-
posers as DPalestrina, Lassus, and des
Pres almost non-existent in the catalog.
However. the carliest example of Western

music. the Gregorian Chants. are fairly
well represented. partly in recordings of
the major companies. and partly in re-
cordings of such specialized companies
as the Gregorian Institute of America.
The market for these dises is not so lim-
ited as one might assume at first. Seri-
aus collectors and devout Catholies, plus
church institutions. are always cager to
get them., :

The contemporaries of Bach and Han-
del are also neglected to a great extent,
Onee in a while you may find an album
by Secarlatti or another contemporary.
but by and large such albums are rare.

Bach. of course. is copiously repre-
sented on records, but not with anything
approaching completeness,  Of his sev-
eral hundred cantatas only about twenty
are on dises: a very small percentage of
the choral preludes for organ is re-
corded: of the passions only that accord-
ing to St. Matthew is available complete;
and similar situations exist in regard to
all different types of Bach’s many-faceted
output. Recording companies would find
in this composer much that could give
them material for extending their rep-
ertory.  The recent tremendous suceess
of Wanda Landowska’s rendition of the
“Goldberg Variations™ proves the great
merchandising  potentialities of  Bach's
music,

Handel is represented with even fewer
works in comparison to his output than
his great contemporary.  His oratorios
and operas are missing in complete edi-
tions and the repertory could well stand
some more recordings of his  chamber
works.

I we come 1o the so-called Viennese
classies we find a much better represen-
tation of their music on records.  Take
Mozart. for instance. Natarally, it would
he asking too much 10 have all of his
more than eight hundred works recorded
(some of them are hardly worth the trou-
bled. but with four operas complete on
dises ("Magic Flute.” “Marriage of Fi-

HELEN TRAUBEL'S M agnerian perform-
ances replace some of the older “cut-out”
discings  of FEuropean operatic stars.



garo,” “Cosi fan tutte,” and “Don Gio-
vanni”), thirteen of his symphonies, and
a host of concertos, operatic excerpts
and chamber music scores on records.
the collector can get an adequate picture
of his creative efforts. As far as the
string quartets go, the repertory is not
very complete, but if all the recorded
items were available they should suffice
to satisfy the demand.

Haydn is less lucky. His quartets
especially have been neglected, being re-
corded in a very hard to get Society edi-
tion at present, with the exception of
about half a dozen separate albums.
Neither are his oratorios represented in
any complete edition, and even the ex-
cerpts are spotty. The recent discovery of
some additional Haydn symphonies
should have led to an extension of his
symphonic recordings. an extension
which, unfortunately, did not take place.
As to church music, neither he nor Mo-
zart have as many representative works
on discs as would be desirable.

The works of Haydn and Mozart are
at least recorded to the extent that the
collector can get an adequate idea of
their work, and often a better one than
is available in the concert repertory. But
the contemporaries of the two masters
are largely unknown to the public and
have a very slim representation on rec-
ords, Their works should prove to be an
inexhaustible source for those companies
that want to reach the collector’s market
with more than the standard works.

Beethoven again comes in for a fairly
complete representation.  Beethoven ix
essentially a symphonic composer, and
his symphonies and chamberworks are
his most important outputs. They are
recorded in abundance. some, like the
“Fifth Symphony.”™ in as many as nine
versions, with a Koussevitzky rendition
already in the Victor vault to await re-
lease in the future. The piano sonatas.
available only on expensive imported
records, are to be recorded by Kurt
Appelbaum on Musicraft in the near
[uture.

The one Beethoven work which is still
waiting to be recorded and which is cer-

WANDA LANDOWSKA and YEHUDI MENU-
HIN team up in an unusual series of
harpsichord-violin recordings which will
give chamber music a new boost.

tainly important enough to be in the col-
lector’s home is the opera “Fidelio,” of
which so far only excerpts have come 10
the market,

Again, lesser contemporarics are miss-
ing from the catalogs. The best known
of them is Rossini, whose overtures are
well recorded but whose complete operas
have not found their way into the record
repertory with the exception of the “Bar-
her of Seville.,”  Another significant com-
poser of that time may be Mercadante,
whose slightly superficial and Tialianate
chiureh music has found more favor with
the European public than with that of
this hemisphere.

Schubert is a diflerent case. His most
popular works are available not only in
their original versions but also in numer-
ons transcriptions.  (Just remember the
“Serenade,” “Ave Maria” the F Minor
“Moment Musical” etc.) But only a
small  percentage of his entire song-
output is on discs with the church music
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and operas lacking. although neither of
these categorics of his works seem im-
portant enough to warrant extensive re-
cording. But some of his chamber music
could certainly stand resurrection, and it
would be important to have all of his
piano sonatas made available again.

His symphonies, with the exception of
the first one, are all available, although
the sixth appeared only several months
ago on Victor records for the first time.

The climax of the romantic movement
is preserved in near completeness. Schu-
mann and Chopin are present with more
than just their important works, but few
of them are available at present. Simi-
larly, Mendelssohn has a great many
works recorded, but some of his piano
music and the oratorios would warrant
a more detailed attention.

Of the Russian composers, Tchaikov-
sky is treated by far the best. His stand-
ard works are being recorded over and
over again (“Swan Lake,” “Nutcracker
Suite,” the “First Piano Concerto”) and
his lesser known compositions are fairly
well represented. Rimsky-Korsakoff has
numerous recordings of his most popular
works, and the others hardly warrant any

ALLAN JONES' balladeering of semi-clas-
sical and popular music has enjoyed
undiminished success through many vears.

ROBERT MERRILL, most re-
cently discovered Ameri-
can baritone, is equally
at home in the popular
and  operatic repertory.

special attention today. But Moussorg-
sky, who is well represented with his
opera “Boris Godounov,” does not fare
too well with his important songs, which
are very significant and could command
a larger market (if issued in a compre-
hensive album) than the record compa-
nies seem to bhelieve.

It is hardly possible within this limited
space to go into details about every com-
poser of the nineteenth century. By and
large two tendencies can be noted which,
though seemingly contradictory, have




PATRICE MUNSEL, young-
est Met star, is a pleas-
ant addition 10 Vietor's
repertoire of highly suec-
cessful  operatic  singles.

proved 1o be complementary, One is the
duplication of the standard works, like,
for instance, the famous “I) Minor Sym-
phony” by Cesar Franck. The other is
the desire to explore the neglected major
works of such composers as Berlioz and
Mahler, whose symphonic works are
gradually entering the catalog as is wit-
nessed by the recent Victor recording of
Berlioz’s “Harold in Ttaly” and the Co-
lumbia recording of Mahler’s “Fourth
Symphony.”  Both composers are im-
portant enough to warrant such enter-
prises as is also proved in the sales fig-
ures of these albums.  One can only hope

that complete recordings  of Berlioz's
“Dammation of Faust.” (already recorded
in France) and Mahler's “Third.”
“Fifth,” “Sixth,” and “Seventh” Sym-
phonies and some of his songs, will
appear soomn.

Two German composers are neglected
without any apparent reason. Collectors
have been asking repeatedly for the nu-
merous exquisite songs nf Hugo Wolf and
for the symphonies of Anton Bruckner.
Only twenty-seven songs of Wolf have
ever been recorded of which only two or
three are available at przsent, while
Bruckner’s symphonies, of which num-
bers four, five. seven and nine have ap-
prared under domestic labeis. are out of
print at present.

The French impressionisis.  Debussy
and Ravel. on the other hand. are rep-
resented  with an adequate number of
works.  However, their forerunner and
acsthetic god. Eric Satie. has not found
much favor with the record companies
although his music may be perfectly
suited to recording purposes. Later im-
pressionists such as de Falla and Ibert
have their chief compositions recorded

LAURITZ MELCHIOR'S perennial popular-
ity has increased a thousand fold since he
appeared in the movies where he sings
both  serious and semi-popular music.
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and their availability is only a matter of
production facilities.

As to opera, Verdi is probably the
luckiest.  There are numerous operatic
excerpts of his works, (and operatic
sions: “Aida.” “Falstaff,” “Otello,” “Ri-
cently assumed sales proportions that
almost rival the success of the early Ca-
ruso renditions) ; but also many of his
operas can he heard in complete ver-
sions: “Aida.” “Falsaff,” “Otello,” “Ri-
goletton.” ete.  But Wagner has only the
third act of Meistersinger recorded com-
pletely. while the “Walkuere” was only
recently  completed in its three acts
through the new Columbia third act re-
lease.  All other operas are either avail-
able in nearly complete versions such as
“Tannhacuser.” or in numerous excerpts.
True enough, a complete Wagner opera
on records would not sell too well at once
due to the high price necessary to cover
production costs; but on a long range

program such  works as a complete
“Tristan and Isolde,” or a complete
“Meistersinger,” should prove to be good
sellers,  Qutside of these two  works,
however, there is no need to record Wag-
ner in any more detail than is given
through the numerous, often very ex-
haustive, excerpts now available,

Puccini, the third in the operatic tri-
wavirate of popular composers, is rep-
resented with “Bohéme,” **Madame But-
terfly,” and “Tosca,” which are recorded
complete and with numerous arias, duets,
and ensemble scenes waxed repeatedly.
Other composers of the Italian and
Freneh sehool have a great many ex-
cerpts on records  but  Tchaikovsky’s
“Pique Dame” is sadly waiting for a
complete rendition, an enterprise surely
warranted in view of the tremendous
popularity of the composer and the excel-
lence of the work.

So far, music has had a better fate on

The PHILADELPHIA ORCHESTRA'S symphonic recordings belong to the

best seller class in the serious category.

FEugene Ormandy conducts.
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JOSEPH SZIGETI, is known not only for his fine musicianship but also for his
thoughtfulness and serious application to the most intricate problems of music.
Here he is shown making a recording under the conductorship of the composer.

reeords than in die concert hall, despite
the fact that some important works are
missing from the catalog. But when we
come to contemporary music the situa-
lion seems to be reversed to some extent.
Naturally, the traditional contemporary
composers who have reached great popu-
larity. such as Sibelius and Rachmani-
noff, have no complaints.  Their works
have been recorded in abundance. and
are being re-recorded repeatedly. Neither
can some of the more radical moderns
argue that contemporary music is nol
well represented.  Stravinsky's  works
are copiously recorded and so are those
of Prokofiefl and Shostakovitch,  But the
radical composers of Central Europe, the
more modern composers of the United
States, and some of the important voung-
er musicians of France are neglected.
Only recently have the two major com-
panies decided to go in for an ambitious
program of contemporary music which
already has resulted in the recording of
works by Copland. Barber, Thomson and
others. Eventually, however, it will

prove to be important to record not only
those contemporary works that have al-
ready met with popular approval, bu
also those which are respected, but not
vet universally known. Here tha com-
panies could perform a singular service.
and, incidengally, one that would pay not
ax immediate best selling material, but
eventually when the compositions had ex-
perienced more and more concert per-
formances, as the present trend already
indicates. I have in mind the works of
Bartok, (some of which were recorded
=everal years back. yet have never heen
released), Schoenberg, Ives, Sessions and
others.

But as said before. the crux of the
present situation is not so much the lack
of material which is recorded, but rather
the question of availability, a problem
that can and will onk be solved if our
cconomy returns to normal.

As far as the recording artists are con-
cerned the situation looks quite different.
It must not be forgotten that at least half
of all classical records are sold mainly
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SERGE KOUSSEVITZKY and the BOSTON SYMPHONY represent an all time high in serious
music making. Probably the best orchestra in the world, it has done more to spread

the gospel of symphonic music than any other organization.

by virtue of the artist’s and net the com-
position’s appeal. This holds especially
true of discs that feature semi-classical
music, vocal compositions, and “war
horses.” And it is also true of most
duplications. Thus the artist plays a big
role both for the public and the dealer,
and especially with the narrowing down
of possible new repertory he gains added
importance.

The trend has changed here during
the past decade. While in the early days
of recordings only the top singers had
any appeal. an appeal that outlasted far
the zeniths of their carcers and which is
still demonstrated by the high prices
such collector’s items as discs of Scotti
and Caruso command nowadavs, the pub-
lic has come to understand that not only
the top artists. hut also the substantial
and good musicians have their values.
This development was partly due to the

Their discs are best sellers.

spreading out of recorded music from the
single operatic aria to the complete re-
cordings of symphonies and chamber
music. And the preference for young
American artists over some of the faded
stars of yesterday is also salutary and
owes its existence to a growing awareness
of national cultural values and the neces-
sity to add a new kind of glamour to re-
cent releases. For no matter how great
the demand for old dises and reissues
may be. cach new release creates new
interest provided that it has an angle
which makes it appealing. Thus each
new release is of utmost importance to
the dealer.

As to the artists themselves, we notice
that the public develops as much love
for large orchestral organizations as for
individual stars. Of course. whether
preference is given to a conductor over
an orchestra, or vice versa. depends on




the individual case. Stokowski, who has
not been at the helm of a permanent
organization for several years. appeals
solely on the strength of his individuality.
Whether he conducts  the  Hollywood
Bowl Symphony or the New York City
Symphony does not matter so long as he
conducts. In the case of the New York
I’hilharmonic and the Philadelphia Or-
chiestras, it is probably safe to say that
the organizations hold as much appeal
as their respective conductors, Rodzin-
ski and Ormandy. In the case of Bruno
Walter and Koussevitzky, the appeal lies
probably more in the conductor, although
the Boston Symphony has established a
reputation of its own separate from that
of its leader.

As it stands now. the major American
symphony orchestras are all under con-
tract to the large companies. There are
the Boston, NBC. San Francisco, Cin-
cinnati, Chicago, St. Louis. Minneapolis
and Indianapolis orchestras (to name
only a few) which record for Victor.
The New York Philharmonic, Philadel-
phia, Cleveland and others are under
contract to Columbia. The l.os Angeles
records now for Decca. These contracts,
of course, take care also of our leading
conductors, who are usually the perma-
nent directors of the respective orches-
tras. Thus we see men like Koussevitzky,
Mitropoulos, Ormandy, Monteux, Defauw

Golshmann and others busily engaged in
making records. Other prominent con-
ductors not permanently attached to any
orchestra, such as Bruno Walter and
Stokowski, usually appear as guest lead-
ers and receive their substantial share
in being recorded.

As far as the foreign orchestras are
concerned the war has effected consider-
able changes. The European orchestras.
and especially those of Germany. which
previously  under  Furtwaengler, now
banned as a Nazi, and the late Felix
Weingartner were one of the greatest
attractions of the repertory, are hardly
in a state today to deserve a representa-
tion on dises. This again enhances the
value of our native organizations. al-
though the demand for their older issues
is still great and will probahly continue
to be so. With the decline of continental
orchestras, inereased attention has been
focused upon British orchestras.  Above
all, Sir Thomas Beecham has had great
success with the American public, a suc-
cess which interestingly enough was not
duplicated in his personal appearance
tours here although it continued on discs.
Sir Thomas, whose recordings are avail-
able on both Victor and Columbia labels,
will make his future recordings with a
British orchestra for Victor.

Victor has also instigated a trend to
sign the less prominent American organi-

"SHOWBOAT" by JEROME KERN is not only a successful Broad-
way production but also a most appealing record album. Columbia
has enlisted the original cast of the 1946 production for the waxing.
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zations with its new contract with the
Dallas Symphony under” Antal Dorati.
This trend, incidentally, will increase the
more the smaller companies attempt to
enter the serious symphonic field.

As far as chamber music is concerned
there is also an increase noticeable ever
since the stigma has been taken off this
type of music. Previously, many learned
experts have in their writings and lec-
turing actually scared away the public
from chamber music by continuously
harping on its difliculties, The inereasing
fame of individual chamber organiza-
tions, like the Budapest Quartet, and of
individual players, has made chamber
music today an integral part of the rep-
ertory.

The big advance in chamber music
came with the new policy of accenting
the artist and presenting the albums in a
colorful, much advertised display. Thus
it was not surprising that even such a
seldom heard work as the “Goldberg
Variations” by Bach could command a
wider market than the very successful
first post-ban release of Berlioz’s “Harold
in ltaly.” And this despite the fact that
not only was the work rather intricate,
but also that it was played on a very
unusual and little known instrument, the
harpsichord.

[n line with the policy of accenting the
artist. Vietor features photographs of its
outstanding musicians in its LIFE ads,
and both Victor and Columbia go in for
chamber recordings that are based more
upon the fame of the individual musician
than upon the reputation of a chamber
organization.  Thus smaller combina-
tion works, like violin-piano, cello-piano,
violin-viola sonatas, scem to stand a
better chance than string quartets or
larger combination works. Both Victor
and Columbia have already released such
works as Beethoven violin and cello
sonatas. Bach violin-harpsichord sonatas,
etc., and the trend moves definitely in
this direction. However, each company
will retain one larger group for works
of bigger scope. Thus Victor will fea-
ture a string ensemble of the Boston
Svinphony  under  Koussevitzky as  a

chamber group, and  i1s first  release
(Bach’s “Brandenburg Concertos Nos.
3 and +47) has already reached the
market.  Columbia has under contract
the one organization that cannot be sur-
passed in the chamber field, the Budapest
String Quartet.

With the emphasis on the artists goes
hand in hand an emphasis upon the solo-
ist in concertos. Thus we shall see an
increase in this field too, although the
public has always been very partial to
concertos.

It goes without saying that this same
trend also contributes to the growth of
interest in singers, although none of the
new artists commands qguite the same
response as the [talian stars of the Met
of about forty years ago. But the amaz-
ing quality of young American singers
has found many friends not only for the
Met and the vocal network programs,
but also for the innumerable, mostly very
good, operatic singles and albums and
some of the vocal renditions in the light-
er vein, The movies, with their new pol-
icy of half serious, half entertaining.
musicals, have contributed to the growth
of interest, and we should not be sur-
prised to see such young artists as Pa-
trice Munsel and Robert Merrill oceupy
a place right next to Helen Traubel and
Lauritz  Melchior.

Interest in opera. whether in excerpts
or complete, is always strong, and now
the successes of the various hallets have
brought about an increased interest in
ballet music as well. A great deal of
this music has heen in existence before.
but was never pointed up as ballet music.
Recently. however, almost all music that
scrves as background to the ballet has
heen advertised as such. For instance,
Schoenberg’s “Verklaerte Nacht,” exist-
ing in a rendition under this title, was
recorded in a new version and brought
out as “Pillar of Fire,” the name of the
ballet to which it served as accompani-
ment.  Such practices prove to be well
received by the public which is much
more likely to accept the music on the
basis of the association with the ballet
than as an ahsolute work.



There is hardly any need to go into all
the details of semi-classical recordings.
They, of course, are of great appeal and
can be divided into several categories.
First of all, there are the direct and
genuine recordings of semi-classical
music such as Herbert, Friml, Johann
Strauss, ete. In this category there may
be vocal renditions, such as comprehen-
sive discings of shows. Decca has done
a great deal of excellent work in record-
ing the original casts of such shows as
“Song of Norway,” “On the Town,” “Ca-
rousel,” etc. and Columbia has followed
suit with several recordings of similar
shows either with the company’s own
artists or with the original Broadway
cast, such as “Showboat” by Jerome
Kern. And Victor has also done a cer-
tain amount of show recordings, mainly
featuring the individual star, instead of
the compact show, e.g. Allan Jones in an
album of “Cole Porter Songs.” lLauritz
Melchior in the songs of his movie,
“Thrill of a Romance.”

Another way of presenting this music
is in the symphonic arrangement of
which André Kostelanetz scems to he
the undisputed master. At least he, at
the helm of his own organization or lead-
ing the Robin Hood Dell Orchestra or
accompanying his wife Lily Pons. has
acquired a very large reputation.

Then, of course, there are the numer-
ous transcriptions of classical music,
presented in a lush and exciting semi-
classical way, and the numerous movie
scores which have come into prominence
ever since the British-made picture “Sui-
cide Squadron” scored a big hit with the
original composition “Warsaw Concerto”
by Richard Addinsell. It is difficult, and
probably irrelevant, to determine where
serious music ends and popular music
begins in all these recordings. The fact
remains that the recorded repertory is
extremely diversified, and aims to reach
both the serious collector and the oc-
casional or rather, not-too-occasional, hut
musically unbiased, customer.

With Victor and Columbia firmly en-

trenched in the classical field, Deecca

doing only a minute amount of serions
recording, and the rest of the large com-
panies concentrating upon popular mu-
sic, any newcomer may find it easy or
difficult to record serious music, depend-
ing on the course he takes. Obviously he
cannot compete with the large outfits.
On the other hand, he can supplement
their catalogs by recording those works
which have not found entrance into the
big league catalogs and by signing those
artists who. though not of national repute
at present, are excellent and seem to
have a great future.

Musicraft has given one example. By
signing pianists Jacques Abrams and
Kurt Appelbaum, and assigning to the
latter the recording of all the Beethoven
Piano Sonatas, and by having harpsi-
chordist Sylvia Marlowe make several
recordings of pre-Bach musie, the com-
pany will definitely fill a gap in the cata-
lugs without having to compete with the
excellent qualities of Victor and Colum-
bia recordings directly. Another smaller
outfit, the Symphony Record Company,
has signed an unknown. but «qualitatively
very good symphony orchestra, the Santa
Monica Civic Symphony, which records
seldom-heard works of very well known
composers, such as the “Second Sym-
phony” by Tchaikovsky. And Disc spe-
cializes in the importation of masters
from other countries, especially Soviet
Russia. In this manner the smaller com-
panies can perform a definite service by
rounding out the general repertory, giv-
ing a chance to lesser known or foreign
organizations and enlarging the general
musical picture,

There is no doubt that the interest in
music, which sky-rocketed in the past
few years. will remain on the same level.
might even increase and will probably
improve largely in taste once all the
older recordings are made available
again. Even if we are conservative and
say that the interest will remain the
same during the next few years, it can-
not be denied that music has become an
important part of American life. And
records have certainly contributed more
than their share to this development.
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Miniature orchestra makes witractive display for window of
Monroe Record Shop. Tiny musicians are made from odds and ends.

world's smallest orchestra

CIaimcd to be one of the world’s most
remarkable orchestras, the symphony
orchestra of the Monroe Record Shop
in Rochester, New York, is certainly the
smallest. Made of pipe-cleaners, card-
board and buttons, the small figures are
the work of Leo J. Goldman. manager
of the record shop, and have proved to
be of great customer interest in the
short time they have been used for dis-
play.

Inspired by the matchless Thorne col-
lection of miniature rooms and furni-
ture and aided by his family and
friends, Mr. Goldman has produced a
full symphony orchestra, complete to
the piccolo player. Despite the odds
and ends out of which the men are
made, the orchestra is remarkably life-
like. Each has his own chair and music
stand.  The general effeet is that the

onlooker has come upon a full orchestra
in  mid-performance, but is looking
through the wrong end of a telescope.

Bringing the project closer to life, Mr.
Goldman’s  family donated their own
hair 1o give the musicians an added
touch of authenticity. A friend gave
a few strands of red hair to make a
red-haired musician or two,

The orchestra has its own stage, com-
plete with curtains. There’s a podium
for the conductor and the larger instru-
ments such as the piano and tympani
are there, too, true to life in reduced
fashion,

The Goldman orchestra is on display
at the Monroe Record Shop, where it
makes an excellent attention catcher for
any display of symphonic records. Mr.
Goldman’s  hobby thus  provided him
with a lot of fun and a business asset,



a review of popular music

1 general summing up of the booming field of popular
and folk music and a few prophecies based on past
performances are featured in this informative article.

BY MARK GILBERT

The season 1945-16. anxiously expected
by manufacturers, dealers and jukebox
operators alike, was an exciting period
for the disinterested observer. Those
who had expected immediate and revo-
lutionary changes in the record business
with the ending of the war were sorely
disappointed. The prophets of doom,
who had warned of a sudden slump in
the market as soon as civilian reconver-
sion began, did not see their prophecies
fulfilled. Neither did those soothsayers
who had predicted a sudden hocuspocus
that would clear all production bottle-
necks overnight find too much satisfac-
tion. The truth was that record produc-
tion advanced, the market expanded,
many new companies entered the field,
and public interest was maintained on an
increasing level.

BING CROSBY symbal- Q; -
izes the height of pop- |
ular success any single
artist can  ever reach.

Thus the season was full of signs and
portents for the future, yel was not a
period of change in itself. The indica-
tions, however, promised a great deal of
excitement in the future. First of all,
the expansion of the field, conditioned
by the many new small independents,
promised practically a total coverage of
the popular field on records. Even as it
stands today. with record companies
hitting the hundred mark, there is hardly
a popular singer or band who hasn’t got
a contract. If the predicted two hundred
companies should be a reality by the
end of next year, they may be faced
with a serious shortage of artists. It re.
mains to be seen whether the amusement
field, outside of records, will develop
enough good entertainers to furnish the
new record demands, provided that the
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GENE KRUPA leads one of those good
bands which, without ever reaching the top,
has delivered numerous fine performances.

demands for live entertainment will keep
in step with those for dises. Obviously,
a band or a singer can’t live just by their
recordings alone. And if they do not
find a satisfactory field in nightclubs,
radio or on the screen, it is doubtful
whether they’ll go in for entertaining
only on the basis of discs.

Another question is whether the popu-
lar market will absorb the six hundred
million predicted dises. And even more
importznt is the problem of music. Tin
Pan Alley can turn out a tremendous
number of songs cach year, but the last
vear ias already shown that the number
of real hits is constant and not in pro-
portion to the total output. The increase
of written music has shortened the life
of the big hit. but it has not produced
substantially better songs or a greater
number of top tunes.

Naturally, there is always room for
duplicate performances of tunes. The
endless speculations of what sells a song
—arrangement, tune or performer—never
lead very far. It is safest to assume
that a combination of the three does the
trick. Certain people will go only for
the performer, no matter what he plays.
Only a few insist upon a special song

without giving a hoot who plays it. And
the public is hardly aware of arrange-
ments—that is, aware of them con-
sciously. But the past has proved that
certain bands or singers become identified
with one song (not necessarily their
theme song). This happens for only two
reasons: the quality of the tune and the
arrangement. Cole Porter’s “Begin the
Beguine™ became a hit when it was
several years old. Then Artie Shaw
picked it up, and there it was—a great
=cnsation. “Beguine,” of course, sold in
all kinds of versions, the Andrews Sisters
making prohably the biggest success with
it. But Artie Shaw remained identified
with it, and the tune made his band as
much as the band had made the tune.
Examples like that could be counted by
the hundreds, from Louis Jordan's rendi-
tion “Is You Is,” which swept this small
combo into national focus, to Hampton's
> which has not been surpassed
in any other rendition.

"l‘t)i)gi(:,’

This situation has one very grave con-
sequence for the lesser known combina-
tions. They have to find a tune which
becomes theirs, if they are to stay in the
race.  Sometimes an arrangement with
ereat originality will do; but the music
is still the thing. The present situation
is hardly indicative of this development.
kvery band, from big to small, famous
to unknown, plays the same tune in
arrangements that vary from excellent to
poor. And they all sell. But the poor
ones only sell because there is still a
shortage of materials which limits the
production of top band records. Once
this problem is solved it seems doubtful
that a poor XYZ rendition of “Love in
Spring” will be able to compete seriously
with a good rendition by Tommy Dorsey.
or will even sell at all.

There are two fields in which this
thing does not quite hold true: hot jazz
and folk music. Hot jazz records usually
sell for the individual star performance
of a solo entertainer or a small combina-
tion. It doesn’t matter what he plays.
as long as he plays it in his inimitable
style. But the hot jazz field is limited
to zealous collectors, with only an occa-



sional disc sold to the average “pop”
buyer. Folk music, on the other hand,
depends upon the song not less strongly
than the pop field, but the simplicity of
the music and lyrics and their definite
clichés require less of an effort on the
part of the song writer, and we have
seen folktune composers and lyricists
turn out as many as sixty tunes in two
days with a heavy percentage of hit
material among them.

Another noteworthy phenomenon of
the great record boom is the shortened
life span of hits. It is extremely seldom
that a hit occupies the number one spot
on the best seller list for four weeks.
Usually there is a week by week change.
Interestingly enough, sheet music sales

and juke box favorites do not necessarily
coincide with record sales. And the
longevity of the performer’s fame depends
upon many things completely beyond the
control of the record manufacturer and
dealer.

The small companies may have a ter-
rific star on their hands, yet because of
failure to promote him properly or to
have him promoted adequately outside
the field of recordings, he does not go so
far as he might. After all, the record
seldom sells for itself, but rather because
of some entertainment event which has
made a star or a song famous in the
public’s eye. For instance, Musicraft
has what we consider a first class crooner
in Gordon MacRae. He has done quite

ARTIE SHAW, here shown in a glamorized version in a moving picture, has made so
many come backs in so many original ways that he has held the limelight almost constantly.

[World Radio Histo
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FREDDY MARTIN, once famous for making Tchaikovsky and

Grieg famous, noic records sweet and refined salon dance music.

a few planers for this company, and all
of them have been well received by the
1eviewers. Yet the public is still largely
unaware of Mr. MacRae, and unless he
gels a movie contract or is pushed into
the national spotlight by some other
world-shaking event, chances are that
record sales will not mateh his qualities.

One result of the dearth of songs and
performers is the return of the popular
“oldie”, the hit song of yesteryear which
is still good, and which very often shows
up the poor quality of present day hits.
Another is the entry into the recording
field of musicians whose quality would
hardly have warranted their being made
eternal on shellac several years back.
With that alo goes a certain type of
song that ‘s poor in its musical, and
frequently questionable in its lyric. taste.
Chances are that these songs and per-
tormers will disappear as fast as they
mushroomed during the elephantine days
of post-war prosperity and shortages.

*Oldies™ will probably always remain
on the market to a certain degree, if for
no other than nostalgic reasons. But in
general, it is safe to assume that the
popular field will continue to be charac-
terized by a tremendous and rapid turn-
over. The popular hit of today is the
white elephant of tomorrow, and the
dealer will have to use all his skill,
sensitivity to  momentary trends, and
salesmanship to  keep those platters
moving,.

But if it is important to take the short
life of each hit into consideration, one
need not worry too much about the popu-
larity of the individual entertainers. The
public may grow weary of a song in a
short time, but it remains faithful to a
performer once it has singled him out
as its favorite. Neither are the expert
reviewers fickle in their selection of top
performers.  “Esquire’s” annual choice
of an all-American Jazz band, one of
the most indicative compilations of popu-



larity and quality in the eyes of hot jazz
reviewers, has named the same top per-
formers as favorites for several seasons
in a row. Cootie Williams (trumpet)
made the grade twice. Coleman Hawkins
(saxophone) three times. Benny Good-
man (clarinet) three times. Duke Elling-
ton (arranger and orchestra) twice, Louis
Armstrong (vocal) twice. and Mildred
Bailey (female vocal) twice.

A= to general popularity. the big name
bands and the popular vocalists still hold
the center of the stage. In hoth fields
a few former stars have just returned
from the services.  Although their per-
formances lack the polish they had before
the war. they will doubtless make a
faultless comeback once they have had
the chance to acclimatize themselves to
civilian life. Tt was a special pleasure
to weleome the bands of Bob Croshy and
Glenn Miller, the latter unfortunately
without its leader. who died in an air-
plane crash while embarking on a tour
of the continent. Jack Leonard. inter-
rupted in what then seemed to be a
brilliant and ascending career, is back as
heart-throb crooner and his recent re-
leases prove that he will continue just
where he left off several years ago. And
(uite a few more returning veterans are
to be expected in the coming season.
There is Larry Clinton of “Dinsy Doodle”
fame, and Claude Thornhill. who had
really only come into his own just hefore
he enlisted in the Navy.

The big name bands are legion, with
Woody Herman. Benny Goodman, Tommy
Dorsey, Harry James still in the top
hrackets.  But the bands which never
quite made the top, yet are still in ex-
cellent shape got also their well-deserved
breaks, and found for the first time a
wide opportunity beyond their previous
fields that were usually limited by the
inflated popularity of the headliners. Les
Brown and Gene Krupa, Vaughn Monroe
and Charlie Spivak are excellent ex-
amples of this trend. although we could
casily add scores of names that well de-
serve to be in this category.

As to song styles. it was still either
sweel and low-down, or hot and fast,

with the latter coming up strong. But
the increase of novelty numbers like “I'm
a Big Girl Now” and “One-zy, Two-zy”
gave salontype  bands like Freddy
Martin’s and Sammy Kaye's plenty of
opportunity to renew their popularity.
And speaking of Freddy Martin, we
noticed that the fad of jazzing the classics
has died away to some extent. This is
mainly due to the new movie trend of
rendering appealing classical melodies
in their original form or in a manner
which fits more into the semi-classical
Kostelanetz-Rose-Gould treatment which
has proved 1o have successful appeal.

The salon orchestra has also received
it= hoosts.  René Musette. specializing
in_international dises hut also delivering
some extremely smooth melodies in the
salon department. and the always de-
pendable André Kostelanetz, have cer-
tainly had their field days in the past
season and are most likely to continue
to do so.

Somewhere in this category are also

MARK WARNOW'S lush orchestrations
borrow material from both the popular
and the classical field. Not having waxed

anything for a long while. he is now
making a big come back on Sonora discs.
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BETTY HUTTON, best

known for her
movie activities, is also a remarkable song-
stress. Her vivacious singing is quite special.

the Latin rhythm dises which range from
smoothly sweet to torrid and terrific.
Carmen Cavallaro, for instance, still a
top favorite. is in most of his perform-
ances more the sweet type, while Cugat
and some of the lesser known outfits can
change their style at the drop of a som-
brero from mere atmosphere to rhyth-
mical exeitement.  In this department
several of the smaller companies have
been much luckier than they have been
with the hands which. if good and known,
are usually tied up with the big names.
The smaller latin combinations, how-
ever, sounded good on many records the
labels of which were still unknown only
a year ago. And their popularity goes
on undiminished, promising a bumper
crop for the coming season,

The crooners are another perennial
mainstay that has brought m cold cash
for the dealers. The trend is now to
divert attention  from  one exclusive
crooner to an array of vocalists who can
all hold their own. This tendency has
worked well with both the public and
dealer, especially since there are some
outstanding names in the field.

Leader, of course, is always Bing

Crosby. But “Der Bingle,” whose quali-
ties as a balladeer plus home-spun hu-
morist are hardly to be topped, has found
strong competition in some of the more
lyrically-inclined baritones. It is safe to
say by now that the Sinatra rage, flaring
up so suddenly and impetuously two
years ago, was not just a sudden fad.
Frankie boy has held his own pretty well
during the past three years, despite his
championing of the cause of liberalism
—which has made him probably more
friends than enemies.

But coming up also are several others
who, after plodding along for several
years, made the top grade. Andy Russell
and Dick Haymes enhance their record
appeal mainly by way of the movies. The
movies try hard to groom Dick to be the
future Crosby although he hardly ap-
proximates the *“Bingle” histrionically.
With the only average success of the
“voice,” Hollywood is still waiting for a
reasonable Crosby substitute. As far as
discs are concerned, Perry Como seems
to be the fellow to come close to Bing’s
success.

Sven without the aid of the movies
such crooners as Perry Como and the re-
cently discharged Jack Leonard have ad-
vanced comparatively fast. Jackie, of

DINAH SHORE, Basin Street alumna, is
Americd’s best known diseuse. Her smooth
and blues vocalizing is still sensational.




course, has his biggest suceess yet to
come, but it will not wait long if vou con-
sider his smooth singing style and his
exceptional looks,

Female vocalists have held great attrac-
tion for the public. although they have
never quite reached the popularity of the
boys. This may point up one aspect of
popular music- that the girls are more
interested in singing than the male audi.
ence. Furthermore. recent tendencies, as
horne out by a number of surveys, seem
to indicate that the public shows a de-
cided  preference  for  sweet  music,
whether sung or played. Hot music is
largely patronized by men. Thus all
angles of investigation seem to give the
female customer the lead as far as popu-
lar music is concerned. a fact which de-
serves to be kept in mind.

Among the female vocal stars Dinah
Shore has reccived a terrific build-up
since she changed her  contract  from
Victor to Columbia. Dinah’s discs may
have heen a trifle disappointing at first on
the new label, but her recent output
justifies again the assumption that she
will stay in the limelight of popular
singers for quite a while.

ANDY RUSSELL is one of many young
crooners who rvie for Croshy's laurels.
Andy’s nice voice and personality may easily
push him even beyond present heights.
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GINNY SIMMS, who once sang with Kay
Kyser's band, has also proven her talents
as a soloist, although lately she was rather
unfortunate in the choice of material.

None of the other gals has quite been
able to match Dinal’s popularity. Ella
Mae Morse and Peggy Lec have given
some  dependable performances without
adding anvthing startling to the reper-
torv.  Ginny Simms. idol of only two
vears ago. has decidedly fallen off al-
though Ginny’s singing is still good and
sentimental. Her decline is decidedly due
to the chotee of tunes which were far from
outstanding, Thiz s a thing with which
most female balladeers have 1o struggle,
Most of the sweet hallads are written
today for men of the Sinatra type. and
cannot easily he adapted 1o the female
styles especially on acconnt of the lvries
that usually worship a girl. Thus many
female singers have concentrated on the
humorous. novelty-type or boogie-woogie
ballad.  1lere Betty Hutton., of movie
fame. has done a more than outstanding
ioh. expecially in those dises that featured
the music from her movie “Stork Club.™
Betty is most likely to remiin an attrac-
tion for the next scason. although the
public has not taken to her in the same
enthusiastic way as this writer.

\ name definitely to he waiched is
Pearl Bailey. who jumped into sudden
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BARRY WOOD, one-time star of the it
Parade, has a smooth voice and a pleasing
personality which makes him the target

of many autograph hunters aud fans.

recognition through the Johnny Mercer-
Harold Arlen show “St. Louis Woman.”
P’earl Bailey, whose specialty is sophis-
ticated blues singing, may not reach the
popularity of any male crooner—this ob-
viously requires the rendition of singable,
sentimental ballads. But as a diseuse of
songs of the cabaret type, she has hardly
her equal today, especially since her
name-sake, Mildred Bailey, has heen dis-
appointing on her last few discs, which,
of course, may only be temporary.

The trend goes definitely towards the
I’car] Bailey type of singing in the female
department, and a few recent discoveries
hear out this fact. Among the most pub-
licized and important is Stella Brooks,
who suddenly sees herself as one of the
major singing stars. At any rate, the
general emphasts among singers will still
be upon the men, with the girls doing a
reliable, but not too close second.

There is also a tendency to employ big
operatic stars in the rendition of pop or
at least semi-classical songs. This is not
always too successful because it is neither
the real thing for the pop fan nor is it
appealing to the serious music lover.

BURL IVES is probably the best known
among the American folk singers. His
“Wayfuring Stranger” album has found
friends among all types of music lovers.

But one must not forget that there is a
wide stratum of musically neutral listen-
ers who enjoy this sort of thing, and it
is for them that such discs as Lauritz
Melchior’s movie songs or Rise Stevens’
“Jerome Kern Songs” hold the strongest
attraction.

As we said before, the hot jazz business
is hot always in quantity, often in quality,
and not quite so hot in public response.
The small combinations are still only
for a very limited public, people who
frequent out-of-the-way nightclubs or
really and truly enraged fans. It is one
of the characteristics of the hot jazz fan
that he will swear by one aud only one
style, often even by only one band. Ob-
viously, he does not constitute a very
rewarding public although he will be
all-out in enthusiasm,

The small companies do their best in
cashing in on these combinations which
they picked up while they were still un-
knowns, yet in the course of time have
reached national reputation. But unless
the small independent has such a combo
tied to his company for an appreciably
long time. he is not going to profit greatly



XAVIER CUGAT may not be the most orig-
inal interpreter of Latin-American rhythms.
but his performances have reached the great-
est popularity for their danceable qualities.

from them. No sooner has a combination
reached a certain reputation than it is
picked up by one of the major companies
and hecomes a successful seller for the
biggies. :

Both Victor and Capitol have done
splendidly with the recorded “Hot Jazz
Series”, historically arranged, during the
past year. Columbia had cashed in on
the hot jazz vogue even earlier. Now
Victor has picked up Bunk Johnson, ace
trumpeter. and has featured him exten-
sively. There is no doubt that these
combinations have appeal. Whether they
will continue to do so. and whether they
will do so in quantities unheard of in
the past and on completely unknown
labels. is a different matter.

Those bands that horder in their hot
jazz playing on the commercial side. in
other words, those who not only feature
improvisations but a recognizable tune
itself. always fare best. Louis Jordan
and his Tympani Five, a small combo
which adheres to such a practice. has
done extremely well, as has also the Cozy
Cole Trio. Larger bands, or the deriva-
tives of them, such as Duke Ellington
and the Benny Goodman Trio, Sextet

DANNY O'NEIL, Irish tenor, sings smooth
melodies, whether they be modern ballads
or the “Eastside, Westside” type. He is
shown autographing his Al Smith Album.

and what-have-you. are also prominent.
But here the question arises whether the
real and true hot jazz experts would ac-
cept them as the real thing. No matter
what their judgment might be, the fact
remains that they find more faver with
the public than the obscure smaller
combinations.

Individual soloists, however. are doing
quite well, almost as well as the big
hot jazz bands. (Ellington’s contract,
for instance. has changed hands from
Victor to Musicraft, an indication that
the hig Victor company does not consider
him a sufficiently big drawing card for its
elephantine outputs. althcugh he will
doubtless do very well with the new
company.) Among soloists who have
made the grade in a wider measure are
Johnny Guarnieri and Maurice Rocco
and, of course, such old standbys as Art
Tatum and Pete Johnson.

There are some people who think that
hot jazz is the only true expression of
American music. That may be the case.
However, as far as the dealer is con-
cerned the hot jazz appeal is limited. and
while it may roar skvhigh in the sophis-
ticated neighborhoods of bhig tewns, it
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dwindles away rapidly in the small town
shops.

A species of unlimited appeal is the
music  which features salon, cocktail
lounge, international folk and Latin
American music.  Designed partly as
mood, partly as dance music, it does not
attract the collector but yvields its profits
as the single dise picked up for various
occasions, such as parties or for the en-
hancement of the individual library.
Latin-American music especially appears
in all guises from boleros to rumbas
and tangos. and is always good for one
additional record. Naturally, outfits like
those of Enrique Madriguera and Xavier
Cugat are almost always sure-fire. But
for people who just want to dance and
be gay to the strains of a Spanish-tinged
tune, the name of the band matters little.
Consequently, chances are that com-
pletely unknown organizations will sell
a great deal provided that they have
snappy rhythms and adequate arrange-
ments.

Among the international folk records
there has been a tremendous upsurge as
well.  More and more we have hecome
interested in the music of all lands and it
seems that no one nation is limited 1o
specific neighborhoods.  Swedish records
have sold in Texas and Russian dises in
the state of Washington,

A\« 10 our own native folk music, we
must differentiate between  two  types;
that which is genuine and that which is
slickly commercialized and often dressed
up as a dance tune. The first category is
recorded comparatively rarely. with ap-
peal mostly to so-called “highbrows.”
Even here there are arguments going on
constantly as to who is authentic and who
is not. The balladeers have carried off the
palm with such singers as Josh White.
Burl Ives. Richard Dyer-Bennett leading.
Every year there appear new authorities
and performers. Among the latter Susan
Reed seems to be a gradually-arriving
<tar with a =small and attractive voice and
a quaint zither accompaniment.

But in the category of slightly com-
mercialized tunes, there is appeal which
is hardly equalled by any other popular
record.  Cowboy songs of. for instance,
Gene Autry, not only remind one fre-
quently of the slow ballad of the Sinatra
type, but they also approach the Voice's
records in their popular appeal. As a
matter of fact, it is often dificult in some
of the crooners, such as Bing Croshy, to
decide whether he is singing a ballad or
a cowboy song.

There are numerous small combina-
tions that perform hoth vocally and in-
~trumentally. in a style that. utilizing the
cowhoy type ol song. speeds it up and

BUNK JOHNSON lhas
met with success at a
late age, but then to «
great degree. His New
Orleans trumpet is espe-
cially loved by dancers.

[ Radio Historyl
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DUKE ELLINGTON, who can play “hot”
and commercial, has weathered the severe
scrutiny of KEsquire magazine’s experts
repeatedly by carrying away the top award
in the class of orchestras and arrangers.

makes it rhythmically acceptable for
dancing.  Outfits like those of Roy Acuff
and the Smoky Mountain Boys are half-
way between hillbilly music and dance
type.  More on the satirical side are the
Korn Kobblers and certain discs of Spike
Jones.  But no matter what it is, this
music is always received with great en-
thusiasm hoth in the West and East.
American music has found entrance
into the pop field also over another way.
It is American music tailor-made and ex-
tremely successful.  We are talking
about the music of the various Broadway
musicals which, in the past few years.
again have come to the fore with even
greater success than at the time of the
great Ziegfeld. Show music proved to be
extremely successful, consequently it ap-
peared on discs in various forms; first of
all as the hit song which could he picked
up by either a band or a singer, in any
arrangement from hot to sweet, simple or
lush. But then there are also the numer-
ous albums which try to recreate the
show by giving a condensed musical ver-
sion of it. It was Decca which started
this approach with great success, utiliz-
ing the original cast of the show when-
ever possible.  The audience is delighted
with this.  First of all, they like the show
and like 1o have its music on records.
Then they want to remember the per-
formance they have seen. or if they live
which  are not  fortunate
enough to be favored with Broadway
productions. at least they want to get a
glimpse of what goes on in New York.
Thus we have on dises almost any of the
successful shows, sometimes with prom-
inent actors. sometimes only with those
who were starred in the show and
who are not necessarily big names. But
big names don’t play such a great role
in this case. If the liveliness of the show
is preserved, that is all that counts. And
there are many successful recordings.

erer) 5
in  regions

1

ranging from “Song of Norway” and
“Up in Central I'ark” to “On the Town”
and “Carousel.”

A similar development can be noticed
with movie music which has been utilized
cither as hit song, or in albums which
feature even background music such as
in the case of “Spellbound.”

And. of course, there are the numerous
orchestras of the symphony-salon type,
like Kaostelanetz’s, Al Goodman’s, and
Mark Warnow's. which pick up all of
thi= music, and a great deal of tran-
seribed elassical works. and present them
in a lu<h style of large scope. It is note-
worthy that all show, movie and semi-
classical music appeals mostly to the neu-
tral collector. the one whose mind is not
definitely made up on whether he should
g0 in for one type of music or another,
Thus the symphony-salon type of music
i= often the casiest means with which 10
approach a new customer.

This seems to sum up the field of popu-
lar music pretty generally.  No doubt.
what has been good in the past will also
prove to be good in the future. and what-
ever new experiments may  conie about
will. in one way or another, bear the
~tamp of past success. True, the field is
unpredictable: hut it is a safe guess that
no major changes will affect the public
taste in the season to come.
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the role of the independents
in today’s record picture

The editor of Recorn RETAILING examines the
problems for the dealer and manufacturer of

the many new independent record companies

that have sprung up during and since the ar.

BY NEILF. HARRISON

Th(- mflux of so many new record com-
panies to the field of popular music has
put a great many additional records into
the market. Quite understandably, some
of these companies, inspired by an ex-
panding market (until the present sea-
sonal slump) are seeking a permanent
niche in the popular field. Some, it
would appear, are being influenced by a
false sense of security in assuming that
a boom is coming when the radio-phono-
graph manufacturers get into full pro-
duction and millions of new combina-
tions are sold. In this assumption they
are only partially correct,

There will be a boom. no doubt, in all
ficlds of recorded music, and from all
indications it will surpass anything en-
joyed at any period of the industry’s his-
tory. But it does not necessarily follow
that all phases of the boom will be open
to everyone, Even in the most prosper-
ous times, concerns that do not know
the fundamentals of their own business
go bankrupt. Mismanagement, lack of
knowledge of the market, lack of knowl-
cdge of distribution. ete., can bankrupt
a company whether it makes shoes.
underwear. furniture or records, even in
prosperous times,

Powerful forces that were held back

by limitations on labor and materials
during the war period are now free to
unleash a flood of records, classical.
popular, hillbilly, race and other kinds.

All Records Sold

Until quite recently it was true that
any and every popular record easily
achieved wide sales. Just as long as a
record company could produce records.
the retailer could sell them. During the
war years, the magical sales appeal of a
particular record label disappeared, just
as it had in every other line of merchan-
dise. Can you even remember now the
names of some of the little-known brands
of cigarettes that sold well during the
shortage? During the war years, peo-
ple were not concerned with the make of
a refrigerator as long as they could get
their hands on one. The same sales
phenomenon occurred in radios, wash-
ing machines, electric irons-—and rec-
ords. A great many record manufac-
turers were like the fly that stood on the
axle of the chariot as it raced along an:!
said, “Look at the dust I'm raising!” The
buying public cared little if the color of
the label was pink. yellow or blue, and
it did not care if the recording was by
a nondescript like Joe Doakes or a name
like Tommy Dorsey, or whether the



vocalist was Lizzic Tish or Dinah Shore.
During days, the record
dealer said to the manufacturer. “You
make them and we'll sell them.” Ac-
cordingly, the small and independent
record firm found little or no sales re-
sistance to disposing of everything and
anvthing it could make. and that held
true for the distributor, retailer and the
ultimate buyer, The independent record
manufacturer made headway in a field
which wauld not give him a hearing be-
fore the war. He saw his salesmen wel-
comed with open arms, distributors cur-
ricd his favor, his label was displayed
on the counter — why, he even got a
prominent place in the window trim. le
had arrived. so it scemed. But the nub
ol the question is: Has he?

those  lush

Competition Keener

While we hold no brief for any par-
ticular recording company, large or
small, we fail to sce a place for the
small independent firms on the basis of
permanence and institutionality in the
coming period unless they follow tested
marketing and merchandising methods.
No longer will the juke box operator
come in with a fist-full of greenbacks
and pay spot cash for hundreds and
thousands of records. Those days are
over. Now, the independent record
manufacturer must sit down seriously
and consider the questions of product,
distribution, the record retailer, displays,
ete. Most certainly, the public will con-
tinue to buy phonograph records, and
more and more of them. But this is of
cardinal importance—they will not buy
on the basis of scarcity. Discrimination
will be a major conditioning factor in
all record purchases.

We muost not lose sight of the fact
that the independent companies of today
will find the competition keener and
sharper tomorrow and the day after. Vie-
tor. Columbia. Capitol and Decca are
stepping up their production consider-
ably. They all intend to fight for the
market. and this requires that the inde-
pendent record manufacturer sit down
and give serious consideration to what he

intends to do and how he intends to do it.

Already, motion picture companies
view popular recordings as an excellent
ficld for the exploitation of their prod-
ucts.  Metro-Goldwyn-Mayer expects to
release its first records by January lst of
1947, and there are persistent rumors
that other motion picture concerns will
enter the field. At one time, it was
thought that the radio stations would
enter the field, but to date there have
been no indications of this, WOR with
its record label has turned out to be an
unimportant factor to date, but there are
rumors that they intend to push their
label (WOR) seriously in the future.
Recently, book publishers and advertis-
ing agency executives have been looking
upon the record field with a great deal
of interest. Mr. H. Paul Warwick of
Warwick and Legler is entering the field
with Audience Records.

On the surface, such heavy competi-
tion may be viewed by many as signifi-
cant portents of prosperity for all. On
the other hand, such a scramble for a
potentially rich market may very well
result in confusion. Regardless of how
high a level of sales records will reach,
the fact remains that there is only so
much cream in any bottle of good milk.

Production Important

It may well be borne in mind that be-
fore the war there were approximately
100 different record labels, of which
hardly a baker’s dozen were able to sur-
vive the war. Now, from latest reports,
there are approximately 210 listed re-
cording companies. In fact, Musicians
l.ocal 47 of the American Federation of
Labor has licensed 20 new firms to make
recordings in Los Angeles in one month,
How many will be able to survive when
new and even greater problems present
themselves is indeed a moot question;
but the answers can hardly be numer-
ous. Just as the ability to produce dur-
ing war time was an all-important factor,
production will be an increasingly im-
portant matter which the independents
will have to face in the future. In a
highly competitive market with possible
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shifts in the retail price, the pressings
will have to be obtained quickly at the
lowest possible price. Unless the inde-
pendent can control his production fa-
cilities, chances of survival are mighty
small, unless he makes something for
which time is not a factor.

With  production reaching
levels for the major concerns, the in-
dependent cannot afford to wait in line
until his order is filled. Under these
conditions it is difficult to compete in
the open market. Even today, when an
independent firm strikes a hit record, it
cannot take advantage of the sales value
of the recording for two reasons, the
lack of production and lack of adequate
distribution.  We are at the moment
thinking of “Cement Mixer.” If a major
company had “Cement Mixer” with Slim
Gaillard. it wonld have sold a million
copies of it.

normal

Distribution Major Factor

Still another major problem facing the
independent record company is  distri-
bution of its product. During the war.
the distributor, whose many lines had
been frozen because of priorities, was
more than glad to handle any line of
phonograph records. Some of them even
handled erossword puzzles, kitchen stools
and toys. In faet, they were glad to be
able to get any line to keep them in
husiness.

Where an independent record firm s
unable to offer the distributor quantity.
which is the only basis upon which the
record distributor can survive, the in-
terest in a record label ean never hope
to survive. Where the record firm plans
on setting up its own distributing
branches, the cost of such distribution
is prohibitive unless the company is able
to produce in adequate quantities. This
has been the case with ARA, which was
compelled to shelve its idea of having
its own branch offices and turn over its
distribution to independent distributors,
Those without proper distribution can
hardly hope to attract the attention of
the retailer.

It is our firm opinion that distribution

is one of the cardinal questions in the
record business. Emerson’s famous re-
mark that if you build a better mouse-
trap, people will beat a path to your
door, may hold for the mousetrap indus-
try, but from where we sit, it doesn’t
seem to hold for the record industry.
Ninety per cent of all record com-
panies have poor and spotty distribution
and unless they correct this situation,
Most of
know the

they cannot hope to survive.
the independents do  not
market, and they do not know the key
states that sell records. They do noet
know the percentage of sales in these
states. They do not know which states
need one distributor and which  states
need three distributors. They do not
know where the concentration of phono-
graphs is (after all, you can’t sell a ree-
ord unless a person has a  phono-
graph). They have no adequate dealer
lists, They do not know how many dealers
there are in ecach territory and conse-
quently cannot check whether their dis-
tributors  are covering the territory
properly. In other words, they make a
product and then they sit down and hope
that by some miracle it will sell.

In the same light, there i= the matter
of promotion.  The willingness  and
ability of the major recording companies
to promote both the label and the re-
cording artists has been well demon-
strated in the past. The independent
firms cannot hope to approximate the ad-
vertising, promotion and exploitation
programs of the major companies, From
all indications, these expenditures on the
part of the major firms will be far
greater and more generous in the days
ahead.

This will unquestionably
great demand for records, upon which
record manufacturer,

create a

the independent
who cannot afford consumer campaigns,
can trade.

Another problem that the independent



manufacturer will have 10 give serious
consideration to is possible lowering of
prices somewhere along the line. Al-
though there have bheen rumors  thai
some of the majors might increase the
price of their records, the general policy
of the major companies has been to sell
as many popular records as possible at
the lowest possible price, so that they
can reach the great mass of people,

While it is certainly true that the sales
of popular records will continue to soar
1o unprecedented levels, it must be borne
in mind that the retailer will be restrict-
ed in the number of record labels his
store will be able to absorb. At the pres-
ent time, there are approximately 210
record companies in existence. and new
ones are being ereated at the rate of
about 10 a month., Only utter confus.
ion and a storeroom packed with records
gathering dust will result for a retailer
who takes all the record labels offered
him in the field of popular musie,

As a result, the retailer, as the ulti-
mate consumer, will have to be most
discriminating in the popular records
purchased. He can hardly hope to handle
100 labels, or even 60, or even 40, The
retailer will have to think more than
iwice  before  burdening  his store and
stack,

However, that  does not  necessarily
mean all independent firms will have to
o out of business, \s a matter of fact.
the independent firm can enjoy a healthy
share of the record business, but not
until it is prepared to seek for itself
a proper place in the record picture,
The major record companies, as past
experience has shown. are not prepared
and are not in a position 1o give special-
ized treatment to all musical 1astes. One
need only listen to the radio to ap-

preciate the diversity of musical taste in
the popular field. Tt is only where the
independent  record  manufacturer  en
deavors to embrace the entive field of
popular  music  that he encounters a
foreeful competition that makes survival
hoth hazardous and problematical.

We can picture a record market in
which one label specializes in hoogie-
woogie music; another is devoted 1o hill-
billy music; another reaches out in the
race field; another concerns itself with
folk songs; some specialize in party rec-
ords; several others feature the musie
of various national groups: some are
devoted to pure hot jazz; and a great
many others specialize in children’s ree-
ords, sacred music, and so on and so on.

True. the sales field for such special-
ized recordings is rvestricted, bul the fae
considerable

temains  that  there  are

markets  for  specialized  recordings 1o
meet the special musical tastes of our
vast and diverse public. Tt is a field
in which speed of production and vasi
national distribution does not figure as
prominently as in the all-embracing field
of popular music. Nor does the priee
of the record hgure so much. Moreover,
there is nothing 1o stop the independent
company from further cultivating and
expanding the field favoring the par-
ticular brand of music with which it
might become identified.

In the next issue of Recorn ReraiLiNg,
we will take up in detail: distribution:
the importance of the record sales elerk;
the disc jockey; the exaggerated impor-
tance of the juke box (which uses only
15 of all

against the 85

popular records sold as
sold by the dealer. Of
course, all albums and elassical singles
are sold by dealers); and the independ-

ent and the dealer,

95



CONTINENTAL RECORD COMPANY, INC.
265 WEST 54th STREET NEW YORK, 19, N. Y.




2 ey e

We take pridc in the exclusive production of the ﬂnc*

type of radio-phonograph with FM. This expert speciali-
zation, and a traditional leadership in quality radio, have
carned recognition for the Freed-Eisemann as owe of the
world’s great radio-phonographs—famous for extraordinary
performance, magnificent musical tone and authoritative
cabinet design.
Distribution of the new Freed-Eisemann line will be on
a selective basis, to quality stores noted for their prestige
and finer clientele. Your inquiry is invited concerning the
direct-to-dealer Freed-Eisemann franchise.

Freed Radio Corporation, 200 Hudson
Street, New York 13, N.Y.

ONE OF THE WORLD’S GREAT RADIO-PHONOGRAPHS




98

high finance enters
the record husiness

Anew and important development i~
taking place in the record industry.
Wall Street money to the tune of many
millions of dollars is being invested in
record companies. The results for the
record business promise 1o be almost
revolutionary.

Until only a few years ago the in-
dustry grew chiefly through the develop-
ment of independent companies which
achieved a volume of business that was
by no means small. The Vietor Com-
pany, doing at that time more than half
of the industry’s total business, grossed
fifty million dollars in 1920 and 1921;
in 1929 record sales by all companies
reached about 65 million dollars. After
a slump caused by competition from
radio, neglect by the record companies
and the general business depression, the
industry started a steady return to high
volume sales which has continued at an
accelerating pace until today. The
figures are impressive: From a record
production of only ten million in 1932,
the record companies increased their
output to 33 million in 1938, 75 million
in 1940, 127 million in 1942, 148 mil-
lion in 1944, and 156 million last year.
The spurt in production—and sales—in
the last four years has been achieved
despite  severely hampering war-time
shortages and other difficulties. The
most carefully determined opinions to-
day indicate that sales will literally sky-
rocket when production difficulties are
overcome and new phonographs make
their appearance,

Wall Street has carefully observed
this growth, has noted the volume of
sales. and has begun to act. Convinced
that the industry is capable of a high
and stable volume of activity on a con-
siderably larger scale than at present.
Wall Street bankers and investment
houses are investing millions of dollars
into existing companies to enable them
to compete successfully with RCA Vie-
tor and Columbia. Decca Records was
the first company to feel the effect of
infusion with Wall Street dollars, and
the results have been an impressive
jump in sales and Decca’s present im-
portant position among the top record-
ing companies. Within the past year
Capitol has grown mightily as a result
of big financing, and with its recent
purchase of the Scranton Record Com-
pany plant has consolidated its position
as one of the Big Four. Other big deals.
involving mergers of existing companies
and flotation of stock issues, are being
negotiated now,

The chief result for the record dealer
will be to increase the stability and po-
tentialities of his business. No longer
can the record department be confined
to a corner of the music merchant’s
store and regarded as a minor part of
his business. Records and phonographs
are now the biggest part of the music
business. but they will only be so for
the dealer who realizes this fact and
acts upon it.

The immediate results of this new
development are being felt already. New



record companies are being formed and
new plants are being built across the
country. Greatly increased sums are
being spent for advertising particular-
ly in consumer publications. Hitherto
nationwide advertising was carried out
only by Victor and Columbia; now
Decca  is  advertising  nationally, and
<oon other companies will follow suit.
The eflect in the form of increased de-
mand for records will grow steadily.
Capitol Records has broken new ground
by advertising in such magazines as
Seventeen. thus going aggressively after
the important and lucrative teen-age
business, Competition  has never been
stronger in the record business; the ef-
feets can only be healthy for the dealer.

Significant. too, is the  purchase of
Musicraft by Jefferson-Travis Com-
pany, which. though it manufactures
sound-on-tape recording  equipment, is
sufficiently confident of the future of the

record to invest money in it.  The
development of the plastic non-break-
able record will undoubtedly strengthen
the record business and open up new
markets. Research is already well ad-
vanced on a cheaper source of plastie
for records. It is pretty certain that
the shellac record will be replaced by
plastic within a few years, perhaps even
before many months have passed.

All these  developments  augur  well
for the industry and for the dealer con-
nected with it. The knowledge that con-
servative Wall Street money is being
invested in records will give the dealer
the assurance of stability he needs 1o
plan and carry out expansion of his
business,  He can be reasonably con-
fident that records are going to be an
even bigger business than they are now.,
and that they will have the financial as-
sets 1o weather all but the severest
cconomic storms that may lie ahead.

Progress
with
TOP TALENT

HIGH FIDELITY RECORDING

Mary Lou Williams

John Kirby TOMORROW'S HEADLINERS TODAY!
Meade Lux Lewis TOMORROW'S REPERTORY TODAY!

Sidney Bechet
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Woody Guthrie
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Dyer Bennet

Loed Invader DISC coMmPANY OF AMERICA

Erno Balogh 117 WEST 46th STREET « NEW YORK 19, N.Y.
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WE'VE GOT THE BIGGEST

~ BLUE BONNET MUSIC CO.
@ 3235 Ross Ave.
Dallas, Texas

THERE ARE

DISTRIBUTORS
J THROUGHOUT
THE WORLD!
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ITS THIS SIDE OF THE RIVER! . ..

~DAVIS SALES CO. “M. S. WOLF DIST. cO.
¥ 1010 17th St. ® 275 W. 13t Ave.
Denver, Col. Portland, Oregon
;FREDERICK LEE CO. “M. S. WOLF DIST. CO. “M. S. WOLF DIST. CO.
325 Second Ave. South o 1348 Venice Blvd. o 2313 3rd Ave.
Minneapolis, Minn. Los Angeles, Calif. Seattle, Wash.
“FREDERICK LEE CO. “M. §. WOLF DIST. cO0. “ROBERTS NICHOLSON CO.
¥ 304 W. 10th St. ® 1175 Folsom St. @ 1201 Commerce St.
Kansas City, Mo. San Francisco, Calif. Houston, Texas
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....IN THE EAST. .. LOOK TO US

“ALLIED MUSIC SALES CO. “ A. CONNORS DIST. CO
“ALLIED MUSIC SALES CO. 314 Monroe St. 265 E. North St.

¢ 3112 Woodward Ave. Toledo, Ohio Buffalo, New York
Detroit, Michigan “AMERICAN COIN-A-MATIC d“COSMO RECORDS, INC
N 1435-37 5th Ave. 745 5th Ave.
o géwgngmlg'c LBl Pittshurgh, Pa. New York City
Cleveland, Ohio d\APPLIANCE DIST. CO. M. S. DIST. CO., INC.
106 S. Gallatin 1429 N. Clark St.
Jackson, Miss. Chicago, 1Il.
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RECORDS!

' MUSIC MANAGEMENT, INC. > TARAN DIST. 0.
2823 The Plza 102 Cain SL. N.W.
Charlote, North Carfig Atianta, Ga. Wt RE:

“RUNYON SALES CO. “ TARAN DIST. CO. Boston, Mass.
¥ 595 10th Ave. © 90 Riverside Ave. “ THE ORIOLE CORP
New York City Jacksonvile, Fla. 512 Pennsylvania Ave.

» SCOTT-CROSSE Co. * TARAN DIST. CO. Baltimore, Md.
1423 Spring Garden St. @ 170NW. 23rd St.
Philadelphia, Pa. Miami, Fla.

World Radio Histol
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america’s

symphony orchestras

The follomwing tico lists show the proportion
of orchestras now under contract to record
companies and those cithout contracts.

BY RICHARD LEWIS

Tlu- erowtli of music in America has not
ended with the expansion of the record
field and radio. On the contrary, the in-
creased mechanical reproduction of mu-
<i¢c has given impetus 1o the development
of numerous new musical organizations
which have done their substantial share
in arousing more interest in music.
Thus it is not surprising that this
country, which only fifty years ago had
a total of about one dozen symphony
orchestras, now nearly two
hundred orchestral organizations which
in most instances do some splendid work.
\mong them there are at least seventy-
two of such high standing that their
work should be known bevond the small
local sphere of their activities.  Of these
sevenly-lwo orchestras only  twenty-two
are at present under contract to record
companies. These twenty-two orchestras
are the top organizations in the country,
<ome of them the tap orchestras in the
whole world. That their recordings sell.
and sell especially because their condue-
tors are first rate. is a matter of course.
What about the small orchestras, then.
which have. so far. not found a per-
manent  place in the recording  field?
Doubtless, with the increase of small in-
dependent record companies these orches-
tras will. sooner or later, receive their
chanece at recording dates. There seem
to be no dificulties for newcomers to find
adequate orchestral organizations to re-
cord. The question of what music to re-
cord may be more difficult, because most
of the symphonic repertory exists alrcady

possesses

in countless. often very excellent. versions,
<o that an addition of the same work
by an orchestra which does not command
top quality. may not be of great interest
10 the record eolleeting public.

The decision will rest with those execu-
lives who seleet the recorded repertory.
Their opinion will decide whether the
record market can stand any more orches-
tral recordings by organizations that, so

{ar. have been innocents in the field.
Without doubt there are a number of
orzanizations whose past work proves

that they have something definitely new
1o add to the musical scene. Among the
lifty orchestras which are not under con-
tract to any r(‘('ording company, there
are a few which have avoided the heaten
track of regular symphonic music.

For instance, two New York organiza-
tion=, the New York Little Symphony
and  the Saidenherg Little  Symphony,
have specialized in rare musie, featuring
vither preclassical or modern works for
the chamber orchestra. Others. like the
Columbus Phillharmonic Orchestra, have
specialized in music  appreciation {or
children with  practical demonstrations
of instruments. musical segments. ete.
This might be another clue to future
recordings,

Some of the smaller organizations can
hoast  of conductors  who have
reached a certain measure of national
reputation. For instance, Saul Caston.
known for his activities with the Phila-
delphia Orchestra, is now conductor of
the Denver Symphony; Reginald Stewart,

i'ls‘ll



of NBC fame, is with the Baltimore
Symphony; Efrem Kurtz, once heard on
Columbia  recordings. now heads the
Kansas City Phitharmonic. which is not
under  contract;  lzler  Solomon, well-
known asx conductor. is in Columbus:
and Leon Barzin, who possesses national
renown, conducts the National Orchestral
Association,

Some of the smaller orchestras have
gained reputations for themselves through

their hroadeasting activities over several
of the networks, In other words. there
i= no reason why one or more of these
organizations, such as the New Orleans
Orchestra or any of those alreadv men-
tioned, should not find its place among
recording orchestras under centract either
to one of the larger record companies, or,
more probably., to one of the smaller
independents.

The following orchestras are listed by name, address,

wermanent  conductor
I )

and  recording

company.

RECORDING ORCHESTRAS

Boston Symphony Orchestra

Symphony Hall, Bosten 15, Mass.

Serge Koussevitzky

RCA-Victor

Boston Sinfonietta

Symphony Hall, Boston 15, Mass.

Arthur Fiedler

RCA-Victor

Chicago Symphony Orchestra

220 S. Michigan Ave., Chicago 4, 1l

Désiré Defauw

RCA-Victor

Cincinnati Symphony Orchestra

1106 First National Bank Bldg., Cincin-
nati 2, Ohio

lngene Goossens

RCA-Victor

Cleveland Orchestra

11001 Euclid Ave., Cleveland, Ohio

George Szell

Columbia

Dallas Symphony Orchestra

1321 Kirby Bldg., Dallas, Texas

Antal Dorati

RCA-Victor

Detroit Symphony Orchestra

350 Madison Ave.. Detroit, Mich.

Karl Krueger

RCA-Victor

Indianapolis Symphony Orchestra

Murat Theater, Indianapolis 4, Ind.

IFabian Sevitzky

RCA-Victor

Philharmonic Orchestra of Los Angeles

I’hilharmonic Auditorium, 427 W. Fifth
Sk. Los Angeles 13, Cal.

Alfred Wallenstein

Decca

Janssen Symphony of Los Angeles

Paramount Studios. 53451 Marathon,
Hullywood 38, Cal.

Werner Janssen

RCA-Vietor

Minneapolis Symphony Orchestra

110 Northrop Auditorium, Minneapolis
11, Minn.

Dimitri Mitropoulos

Columbia

Philharmonic Symphony Society of
New York

113 W. 57 St., New York 19, N, Y.

Artur Rodzinski

Columbia

NBC Symphony Orchestra
Rockefeller Center. New York, N Y.
Arturo Toscanini

RCA-Victor

New York City Symphony

City Center, 130 W. 56 S8 .. New York.
AR

Leonard Bernstein

RCA-Victor

Busch Little Symphony

113 W, 57 St.. New York, N Y.
Adolf Busch

Columbia
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Philadelphia Orchestra

1910 Girard Trust Co. Bldg.. Philadel-
phia 2, Pa.

Eugene Ormandy

Columbia

Pittsburgh Symphony Orchestra

1305 Farmers Bank Bldg., Pittsburgh 22.
Pa.

Iritz Reiner

Columbia

Rochester Philharmonic Orchestra

26 Gibbs St.. Rochester. N. Y,

Guy Fraser Harrison

RCA-Victor

St. Louis Symphony Orchestra

1607 Arcade Bldg.. St. Louis 1, Mo,

Vladimir Golschmann

RCA-Victor

San Francisco Symphony Orchestra

War Memorial Opera House. San Fran-
cisco 2, Cal.

I’terre Monteux

RCA-Victor

Senta Monica Symphony Orchestra

608 Santa Monica Blvd., Santa Monica,
Cal.

Jacques Rachmilovieh

ARA

National Symphony Orchestra

1113 Woodward Bldg..
. C.

Hans Kindler

RCA-Victor

Washinglon 5,

NON-RECORDING ORCHESTRAS

Altoona Civic Symphony

914 28th Ave., Altoona., Pa.

Russell Gerhart

Austin Symphony Orchestra

City Hall, Austin, Texas

H. J. Buytendorp

*Baltimore Symphony Orchestra

1112 Fidelity Bldg., Baltimore 1, Md.

Reginald Stewart

*Buffalo Philharmonic Orchestra!

Kleinhans Music Hall, The Cirele.
Buffalo 1, N. Y.

William Steinberg

Cedar Rapids Symphony Ochestra

331 14th St S. E.. Cedar Rapids, lowa

Joseph H. Kitchen

Charleston Symphony Orchestra

305 Chamber of Commerce Bldg.,
Charleston. W, Va,

Antonio Modarelli

Charlotte Symphony Orchestra

East Third St., Charlotte, N. C.

Guy Hutchins

Colorado Springs Symphony Orchestra
Association

118 E. Washington, Colorado Springs.
Colo.

Frederick Boothroyd

*Indicates specially high artistic standing
of orchestra and conductor.

' At presstime we are informed that the Buf-
falo Orchestra under Mr, Steinberg has
been signed by Musicraft,

Southern Symphony Orchestra
13 Arcade, Columbia, S. C.
Carl Bamberger

*Columbus Philharmonic Orchestra
114 E. Broad St., Columbus, Ohjo
Izler Solomon

Tii-City Symphony Orchestra
2915 Middle Road, Davenport, lowa
Oscar W. Anderson

Dayton Philharmonic Orchestra
Hotel Biltmore, Dayton. Ohio
Paul Katz

*Denver Symphony Orchestra
1302 Williams St.. Denver, Colo.
Saul  Caston

*Duluth Symphony Orchestra
12 Alworth Bldg.. Duluth, Minn.
Tauno Hannikainen

El Paso Symphony Orchestra
Hilton Hotel, El Paso. Texas
1. Arthur Brown

Cvansville Philharmonic Orchestra
Fvansville College, Evansville, Ind.
(Ceorge Dasch

*Fort Wayne Philharmonic Orchestra
209 W. Berry St.. Fort Wayne, Ind
Hans Schwieger



*Grand Rapids Symphony Orchestra

224 Scribner Ave., N.W., Grand Rapids,
Mich.

Nicolai Malko

Harrisburg Symphony Orchestra

310 Patriot-News Bldg., Harrisburg, Pa.

George King Raudenbush

Houston Symphony Orchestra

Houston Symphony Society, City Audi-
torium, Houston 4, Texas

Iirnst Hoflmann

Huntington Symphony Orchestra

1712 Crestmont Drive, Huntington, W, Va.

Raymon A, Schoewe

Jersey City Symphony Orchestra

Jersey City, N, ).

J. Randolph Jones

Kalamazoo Symphony Society

113 Allen Blvd., Kalamazoo, Micl.

Herman Felber

*Kansas City Philharmonic Orchestra

918 Scarritt Bldg., Kansas City 6, Mo.

Efrem Kurtz

Louisville Philharmonic Orchestra

313 W. Walnut. Louisville 2, Ky.

Rebert Whitney

Miami Symphony Otrchestra

University of Miami, Miami, Fla,

Modeste Atloo

Milwaukee Symphony Orchestra

0622 N. Water St., Milwaukee, Wis.

Julius Ehrlich

New Haven Symphony Orchestra

39 Church St.. New Haven, Conn.

David Stanley Smith

New Orleans Symphony Orchestra

605 Canal St.. New Orleans, lLa.

Massimo Freccia

American Youth Orchestra

302 Convent Ave.. New York, N Y,

Dean Dixon

New York Little Symphony

New York, N. Y.

Joseph Barone

*National Orchestral Association

119 W. 57 St,, New York 19, N, Y,

I.eon Barzin

*Saidenberg Little Symphony

119 W. 57th St., New York, N. Y.

Daniel Saidenberg

*New Jersey Symphony Orchestra

4 Central Ave., Orange, N. J.

Frieder Weissman

Oklahoma Symphony Orchestra

Municipal Auditorium, Oklahoma City 2,
Okla.

Victor Alessandro

Vermont State Symphony Orchestra

Center St., Rutland, Vt.

Alan Carter

Saginaw Civic Symphony

1918 Newton Ave., Saginaw, Mich.

William A. Boos

*St. Louis Little Symphony

6926 Delmar Blvd., St Louis, Mo,

Stanley Chapple

Utah State Symphony Orchestra

19 W. South Temple St., Salt Lake City 1,
Utah

Hans .. Heniot

*Symphony Society of San Antonio

209 Travis Bldg.. San Antonio, Texas

Max Reiter

Scranton Philharmonic Orchestra

Chamber of Commerce Bldg.. Scranton.
Pa.

Frieder Weissman

Seattle Symphony Orchestra

620 Seaboard Bldg., Seaule 1, Wash,

Carl Bricken

The Springfield Symphony

Springfield Orchestra  Association. 49
Chestnut St.. Springfield 5, Mass.

Alexander Leslie

Tacoma Philharmonic Orchestra

‘Tacoma, Wash.

Eugene Linden

Tuscaloosa Symphony Orchestra

University of Alabama, Tuscaloosa, Ala.

Ottokar Cadek

Utica Civic Orchestra

Utiea, N. Y. 107

Edgar J. Alderwick

Waco Symphony Orchestra

510 Austin Ave.. Waco, Texas

Max Reiter

U. S. Navy Symphony

Washington, D. C.

l.t. Charles Brendler

Wheeling Symphony Orchestra

2227 Chapline St., Wheeling, W. Va.

Antonio Modarelli

Youngstown Symphony Orchestra

Youngstown Symphony Society, Youngs-
town, Ohio

Michael Ficocelli. Carmine Fieocelli
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rumpus-room is

solution for
teen-agers

Here's how an alert Mid-WWest dealer kept the
bobby-sox element happy. vet out of their elder’s
way, all by smart use of excess basement space.

BY GRIER LOWRY

Whilt can be done with turbulent teen-
agers who clutter up record shops, oc-
cupy listening booths for interminable
periods and in general get in the hair
of dealers, clerks and the staid adult
clientele? How can the slick chicks and
the loud lads be gotten out of the way
of their elders and yet kept happy so
that the important teen-age palronage
will not be last?

A urnique solution to this problem
that has perplexed many a dealer and
al the same time is an effective use of
what is ordinarily waste space has heen
cvolved at Barnard’s, Kkansas City,
Missouri. To the satisfaction alike of
the younger set and more sedate grown-
ups, a “Rumpus Room™ has been in-
stalled in the basement of the two year
old firm’s new shop for the sole con-
venience of the bobby-soxers. Here, the
kids may cavort to their hearts’ and
lungs’ content and yet give vent to their
exhaustive emotions without distracting
older patrons.

With keen cognizance of the prob-
lem of what to do with the young fry,
dealer Elliot Barnard declares, “It is a
recognized fact among merchants that

any husiness with an appeal to juveniles
has a problem in keeping this age group
from taking over the entire store. There
i= no complete solution for teen-age-itus,
but installation of a room for their ex-
clusive use has proved our most con-
structive move.”

A by-line in the weekly Barnard ad-
vertisements in the Kansas City Star
reads “A program of fun to sell.” That
ideal is actuated for the adolescents in
the “Rumpus Room.” Apportioned 300
square feet in the basement, the room
can handle twenty-five young people
without strain or pain to customers up-
stairs who want quiet. Attended by a
record clerk chosen for her ability 1o
talk the bobby-sox language, the room
is equipped with a record cabinet, a
Coca-Cola machine and benches for the
inevitable lounge lizards, junior grade.
I’s a smart Jooking room, with high
school pennants adorning the walls.
There’s plenty of appeal to the kids in
its appearance, which is just as brisk
and refreshing as those for whom it
was designed. As the lads and lasses
would say, it’s super, but super.

“By including the ‘Rumpus Room’



in the drafts of the new store, 1 was
looking to the future,” savs Mr. Bar-
nard. “Parents of these boys and girls
are our customers of the present, but
the youngsters themselves are our cus-
tomers of the future. Their good will
is an essential in the development of
our business.”

Not only does the “Rumpus Room”
settle the teen-age problem for Bar-
nard’s, but it also brings in a very sat-
isfactory added revenue to the firm from
the increased juvenile traffic. The room
is open during the regular store hours,
but the peak of its popularity is natural-
ly reached on weckends.

Barnard’s, however, has more than
one good idea on how to use a basement
to fullest advantage. Adjoining the
“Rumpus Room” is a clubroom that
can accommaodate 100 people. This club-
room is designed primarily for the con-
venience of the buyers of photographic
supplies, a sideline carried by the store.
But Mr. Barnard plans to use it for
lectures and chalk-talks for the ever-
increasing number of record cultists
who want to hear more about music
from leading authoritics. The club-
room is tasteful, informal and comfort-
able. Between it and the lectures.
Barnard’s has another powerful appeal
to draw potential customers to the
store.

Rounding off the basement into an
excellently  coordinated sales establish-
ment for patrons of all ages are two
sales demonstration rooms, furnished in
the best of taste with fireplaces, rugs,
books, pictures and all the accouter-
ments of an attractive living room in an
above-average American  home. In
these appropriate surroundings, Bar-
nard’s demonstrates its line of expen-
sive radio-phonograph combinations, in
a sales setting that gives prospective
buyers a fine, homelike atmosphere in
which to make their selections.

The firm is well-situated to catch the
expensive trade. It is located on the
Country Club Plaza, in a neighborhood
where Kansas City’s well-to-do citizens
live. A great potential market for the

very best phonographic equipment exists
in the district and the alert Mr. Bar-
nard is ready to utilize the market to
the utmost.

The main floor of the store is a nice

blending of the artistic with the ef-
ficient. 85 by 15 feet, the main store
boasts eleven listening  booths  with

built-in players and upholstered  seats.
Outside each booth is a record display
that is constantly changed to spotlight
the latest favorites, both classical and
popular. Behind the fixtures, there is
stock space for 3.000 albums and 6,000
singles. Self-sclection is encouraged by
a 30-foot record display which is set
offl by a number of smaller displays.
Barnard’s, however, prefers to give its
customers  personalized attention, since
so many of them approach music from

a studious viewpoint and want alert,
informed service from the staff.
Backing up the services that Bar-

nard’s offers is a widespread advertising
campaign that sells the store in news-
papers and other publications, in insti-
tutions. and ties in artists’ local appear-
ances with records in stock. Full page
advertisements in the program of con-
certs by the Kansas City Philharmonic
Orchestra focus attention on recordings
of symphonic or solo numbers heard in
the concerts. Soon to appear is a pic-
torial brochure emphasizing Barnard’s
most attractive features and specially
treating the basement combination of
“Rumpus  Room,”  radio - phonograph
sales  demonstration rooms  and  the
clubroom.  This ten-page brochure will
go as direct mail to the twelve thousand
names on the mailing list of ). C.
Nichols,  realtor who developed  1he
Country Club district.

Unusual in the Middle West is a ree-
ord mart with the good taste, efficiency
and the unique basement installations of
Barnard’s.  The  combination  should
augment the growth of a firm that has
grown steadily since its inception.

And its growth will not be hampered
by the cut-ups and capers of the hobby-
soxers. The “Rumpus Room” will take
care of that.
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Photos show how Barnard’s in
Kansas City utilizes waste space in
basement. Above, Rumpus-Room



a new idea
for record
collections

B. Altman’s in

New York had Christmas

promotion of record library which sug-
gested this treatment for the average dealer.

Tlu- record department of B. Altman.
one of New York City’s larger depart-
ment stores, had a Christmas surprise
for New York’s record buying public
that netted the store a great deal of
publicity in the local and national press
and initiated what may prove of value
1o dealers all over the country.

Altman’s prepared a two shelf rec-
ord cabinet, priced at $214.00 and con-
taining forty-two albums which, more
or less, were designed to represent a
comprehensive  record  collection,  The
general idea was not so much to sell
the whole package which retailed at
$197.20, cabinet plus albums, but
rather to incite an interest in the public
for the start of a record collection and
to boost unit sales, The cabinet was
displayed as a floor model and the in-
quiries about it were numerous, actual-
ly out of proportion to the sales of the
actual unit which, however. was quite
successful in itself.

The inquiries were the most valuable
asset, because they attracted many new
customers who left their addresses at
the store and who, even if they did not

purchase anything at the moment, con-
stitute, as the management feels, valu-
able contacts for the future. These con-
tacts can be exploited through mailing
pieces, phone calls and other possible
follow-ups.

The Altman  management  believes
that two factors are important in the
presentation of the unit: first, the pub-
lic has to be given the impression that
the selection of albums has been pre-
pared by people of musical authority
and that it constitutes a representative
and popularly known cross-section of
the best in music. Second, substitutions
must be possible, and if the customer
so desires, he can acquire less than
the suggested total of forty-two albums.

The selections, made according to the
above two viewpoints, had o be some-
what modified since not all records, that
may have been desirable for the unit.
were available. Thus the selection was
divided between popular (mainly Decca
~how albums) and classical records.
Among the classical albums there were
mostly the popular classical orchestral
works, such as  Tchaikovsky’s 1812

1M
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Overture,”  Saint-Saéns’  “Carnival  of
the Animals.” Franck’s “D Minor Sym-
phony” and Tchaikovsky’s “Mozartiana.”
There were also some lesser known
symphoniec works which held their main
appeal simply by the fact that the com-
posers enjoyed great popularity. In this
category fell Rachmaninoff’s  “Second
Symphony” among other works. The con-
certo always finds many adherents. Con-
sequently, Altman’s selected some of the
best and most appealing works of this
type.  There we find Tchaikovsky’s fa-
mous “Piano Concerto.” and Mendels-
sohn’s “Violin Concerto” as the most
representative works.  In the chamber
music department the solo instrument
was preferred over combinations, thus
killing two birds with one stone in doing
right by the general category. yet at the
same time featuring an instrument that
is always well liked. Here the choice was
Beethoven’s  “Appassionata” as played
en the piano by Artur Rubinstein. Op-
eratic music was represented by a less
popular work, but because this recording
had found a great deal of favor with
the critics and was actually one of the
hest of its kind it stood to reason that
it would appeal even to a less sophis-
ticated crowd. This album was Alexan-
der Kipnis’ rendition of excerpts from
Moussorgsky’s “Boris Godounoff.”

As stated before, the popular depart-
ment was heavily represented and here
we find a good balance between show
and movie music, popular classics and
symphonic arrangements. Thus we sce
in the first category such albums as the
music from “Up In Central Park.”
“Merry Widow,” “On the Town” and
the Bing Crosby movie “Going My
Way.,” In the second department we
find Andre Kostelanetz’s rendition of
“Music by George Gershwin” and in
the third the symphonic scenario from
Jerome Kern’s “Showboat.”

There was also a certain measure of
folk music represented by an album of
(TN 1 N .

Songs” sung by Josh White,

Returning to the classics we found
only a few less known items altogether,

Ad announcing the Altman library which
brought better than expected results.

The least known classical work was
Brahms’ “Variations on a Theme by
Haydn” in the two-piano version. As
the management explains, the selection
did not appeal to the sophisticated
clientele, but the idea proved of inter-
est even to the lover of serious and more
involved music.

From these experiences of Altman’s
it seems clear that the propaganda for
a complete unit of recorded music is of
advantage to the dealer because it
stimulates interest in collections. Doubt-
less, the unit attracts great attention
and will do so more in the smaller com-
munities where the selections may easily
become a subject for discussion among
the music-conscious public. However,
the dithiculty lies in the right selection
and in this respect Altman’s choice was
not ideal, although it must be granted
that it was impeded by the lack of suf-
ficient stock.

First of all, it seems that a too heavy



mixture of popular and classical music
falls flat because it does not appeal to
the buyer in either category. As far
as regular colleetors are concerned, these
two departments are still strongly sep-
arated. But even in the eyes of the
general public a collection that com-
prises both Broadway shows and sym-
phonic music loses somewhat in value
and musical authoritativeness.

Since the idea is too good to go to
waste, the staff of Recorp RervaiLine
has compiled a list, mainly aimed at
the consumer interested in good music,
that will initiate him into the art of
collecting records sensibly and with a
view to the best possible comprehensive-
ness. Needless to say. the items in this
list can be substituted by other items
more available at present, or more to
the taste of the consumer or dealer. But
the present list may serve as a definite
model. To use it as such, it will be
wise to examine the principles that
guided its compilation,

There are three lists altogether. The
first one is basic; the second, intended
to be sold as a unit and as an addendum
to the first, aims at the further exten-
ston of musical appreciation; the third
list, added to the first two, will com-
prise almost all of important music. The
units can be sold under the following
slogans. List I “for the novice col-
lector as start and basis for future ex-
pansion.” It will retail at $100. List
I, which when added to List I, retails
at 8150, “first steps of expansion,” and
List I1I, including the first two and
retailing at - $200, “the comprehensive
home library of recorded music.”

The classical items  selected  repre-
sent  a  salutary  mixture of  popular
classics, whose titles will attract the

customer and which should be played
up for the beginner, and of more un-
known classics which will introduce new
or rarely heard music to the novice. All
important periods of music are repre-
sented through their most outstanding
composers, although the stress is
laid upon symphonic music in the first
place and operatic music to a smaller

degree.  Other  categories, such  as
chamber and choral musie, are included
as well,

Each composer is reprezented  with
not more than one work. The purpose
of these principles is obvious.  Aside
from the fact that they are the only
ones giving the listener a comprehen-
sive bird’s-eye view of music and, con-
sequently, the best possible material for
appreciation, they will result in the fol-
lowing merchandising advantages. On
the basis of the selection’s variety, the
collector will later be able to decide
which category of music he prefers and
what composer he would like to see bet-
ter represented in his library. e may
not like one or another of the items on
the list, but then there will be so many
other discs which may delight him, that
lie will use them as a point of departure
for future purchases. Thus the ground-
work is laid for a steady potential
customer,

As stated before, in selling or ad-
vertising the units stress should be laid
upon the best known items and es-
pecially those in the orchesira field,
since their titles are familiar and the
compositions are well liked. Advertise
the Beethoven “Fifth  Symphony,” the
Dvorak “New World Symphony,” the
Gershwin  “Rhapsody in  Blue,” the
Grieg “Peer Gynt Suite,” the Mendels-
sohn  “Violin Concerto,” the Johann
Strauss “Waltzes” and the Tchaikovsky
“Nutcracker Suite” from List 1. In List
Il you may point out the Franck “D
Minor Symphony,” the Offenbach “Gaité
Purisienne,” the Puccini “Bohéme” and
the “Wagner Concert.” But since this
list is aimed at the more advanced col-
lector it may be advantageous to high-
light the lesser known items, such as
the  Handel  “Concerto Grosso,” the
Sibelius “Symphony No. 7.” ete. The
latter approach can definitely be used
in List 11l which stresses contemporary
and some lesser known classical works.

Following is the detailed list. The
abbreviations V and C refer to Victor
and Columbia records, respectively,

n3
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A SUGGESTED LIBRARY FOR COLLECTORS

List 1
Bach : Brandenburg Concertos,

Vol. 1. (C) M-250 & 8.50
Beethoven: Symphony No. 5.

(C) M-198 4.50
Bizet: Carmen Suite. (V)

DM-1002 4.50
Brahms: Violin Sonata No. 1.

(V) DM.987 4.50
Chopin: Mazurkas, Vol. L

(V) M-020 5.50
Debussy: Two Nocturnes, (C)

X-247 . 2,50
Donizetti: Daughter of the

Regiment. Excerpts.  (C)

X-206 2.50
Dvorak: New World Sym-

phony. (V) DM-109 5.50)
Gershwin: Rhapsody in Blue,

(V) Sp-3 2.00
Gluck: Ballet Suite. (V) DM-

787 2.50
Grieg: Peer Gynt Suite No. 1.

(C) X-180 2.50
Herbert: Medley. (C) M-415 150
Mendelssohn:  Violin - Con-

certo. (V) DM-531 1.00
Mozart: Quintet K. 516. ((0)

M-520 4.50
Prokofieff:  Classical  Sym-

phony. (V) 7196/7 2.00
Rachmaninoff: Piano  Con-

certo No. 2. (V) DM-666 450
Rimsky-Korsalov: Schehera-

zade. (V) DM-920 5.50
Rossini: Overtures. (V) DV-2  8.50
Schubert: Selected Songs. (C)

M-89 8.50
Shostakovieh: Symphony No.

1. (V) DM-192 5.00
Johann Strauss: Waltzes, Vol.

1. (C) M-364 4.50
Tchaikovsky: Nutcracker

Suite. (V) DM-1020 3.50

$100.00

List 11
List |
Berlioz: Harold in Ttaly. (V)

$100.00

DM-989 5.50
Franck: D-Minor Symphony.
(C) M-479 5.50
Gabrieli: Processional and Cer-
emonial Music. (V) DM-928  4.50
Handel: Concerto Grosso No.
6. (C) X-151 2.50
Haydn: Symphony No. 98.
(V) DM-1025 4.50
Moussorgsky: Boris Godoun-
ofl. Excerpts. (V) DM-100 5.50
Offenbach: Gaite Parisienne.
(C) \-115 2.50
Puccini: Heart of “La Bo-
heme.” (V) DM-980 5.75
Ravel: Daphnis and Chloe
Suite No. 2. (V) SP-1 2.25
Sibelius: Symphony No. 7.
(C) M-524 3.50
Stravinsky: Petrouchka. (C)
M-109 3.50
IWagner: A Wagner Concert.
(C)y M-519 4.50
$150.00
List 11
List | ann 1l $150.00
Copland: El Salon Mexico.
(V) DM-540 2.50
Mahler: Lied von der Erde.
(C) M-300 7.50
Monteverdi: Madrigals. (V)
DM-190 5.50
Schoenberg: Transfigured
Night. (V) DM-1005 4.50
Schumann: Dichterliebe. (C)
M- 180 4.00
Richard Strauss: 'Till Fulen-
spiegel. (V) DV-] 4.50
Perdi: Aida. (C) OP-3 19.00
Villa-Lobos: Serestas. (C) \-
219 2.50

$200.00



RICH-ART ENTERPRISES, INC.

— Announces —

Three new lines of living, virile records

RECORDS

RECORDED IN
) HOLLY WOOD

I-—Richtone: Classic and Standard
“Music of the Muses”

To Retail for $1.10 Tax included
2 —Rich-Art: Popular Recordings
“The Ultimate in Art—FEvery Mood in Music”

Rich Records: Western and Hillbillie
“Songs of the Wide Horizons”

4 Race Tunes:

“Jive, Tears, or Laughter—Melodies of a Melodic Race™

To Retail for 79¢. Tax ine.
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Write 2638 South Gladys Avenue

Garvey, California
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Fidelitone MASTER

SEE PACKAGE provides all these: (1} Fioating point construction. {2} Horizontal
BELOW ‘

and verticcl shock absorption. (3) Permium T metals tip (four times
more costly than gold) assures maximum needle life. (4) Finest re-
production. (5} Increased kindness to records. (6) Filtered record-

scratch. {7) Patented self-locking insertion design.

‘idelitone DELUXE

vith the Permometal® Tip. Gives smooth, scratch-free reproduction
. Months of satisfactory service . . . Floating point construction
lind to records . . . Patented self-locking design. The best needle a

lollar can buy.

FLOATING

Fidelitone POINT

worth more than the price. lts Floating point construction filters

record scratch, and ifs precious-metals tip assures up to 1000 or

more perfect plavs with kindness to records.

DE LUXE

Fldelltone ReCORBING

1 professional stylus of true Fidelitone quality for home recording.
he platinum metals {(Permium?) tip is accurately shaped and pre-

ision-ground to scientific specifications. The finest stylus available

or home recordings.

tREG. U. S PAT. OFF,

s PERMO incorporated

packaged in a use-

ful record brush. 6415 Ravenswood Ave., Chicago 26

w The original and world’'s largest manufacturer
of longlife phonograph needles
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TRUMPS!

MUSIC FOR EVERY MOOD!
FOR EVERY TYPE OF * \“ e Juse

OPERATOR and DEALER - P

A BALANCED LIST OF SELECTIONS /
CAREFULLY CHOSEN AND
BRILLIANTLY RECORDED

gearwing ="\ for LONG-TIME SELLING
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‘L/)e/‘:i,/’ IN ALL PRINCIPAL CITIES g .
MANUFACTURED BY DELUXE RECORD CO ok Juxe
LINDEN.N.J e sla, ~
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VICTOR
R E c 0 R D S Distributor

Ohio, Northern Kentucky and Southeastern

Indiana

Also distributor for:

Bluebird Records
Pfanstiehl Needles
Rubaiyat Needles
Peerless Albums
Gem Needles
Permo Needles
Fidelitone Needles
Lyric Racks
Recoton Needles
Recording Discs
Victor Needles
Victor Albums
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Ohio Appliunces, lnc. Sixth & Court Sts., Cincinnati, Ohio
Ohio Appliances, Inc. 243 N. Fourth St Columbus, Ohio
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"HIS MASTER'S VOICE™

DISTRIBUTORS IN STATE OF OKL4HOM A and
TEXAS PANHANDLE

RCA Victor Records

Record Accessories

RCA Victor Radio and Television
RCA Victor Victrolas

Coleman Floor Furnace

Coleman Hot Water Heater
Grand Gas Ranges

Black Stone Home Laundry Equipment
Carrier Air Conditioning
Vornadofans

Elgin Steel Kitchens

Furniture

DULANEY’S

MANUFACTURERS - DISTRIBUTORS

834 N. W. SECOND, OKLAHOMA CITY 2, OKLAHOMA

19



120

—t
Sy

e —

SELF SELLING
the "ONE-SPOT" way, is a
companion service to the
"ONE-SPOT" Record Find-
er. These features and other
"ONE-SPOT" services have
been standard equipment
in the record trade for the
past six years. For full de-
scription of all "ONE-
SPOT" speed systems send
coupon.

D COUPON TODAY -
COMPLETE INFORMATION! ,

]
all “"ONE-SPOT" services

City Zone State

—
N

:ﬁ?' Vi 07 f/
O?a ZOLA| _S&fz ALLII

[UNNIS....

‘ONE-SPOT PUBLISHERS
J OAK PARK, ILL.
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K%is is the colorful, sales-inviting display of twelve's

yﬂw F Jensen Genuine Sapphire Needles beautifully pack-" "¢ "
) aged in gold foil trays. ‘‘Must be seen 10 be appreciated” =

< is an age-old truism that describes this up-to-the-
,@ @ minute selling aid. It's a fitting complemert to the in-
@ —’“ creasingly popular Royal Jewel Needle at $2.50. Ger
% in touch with your distributor and see for yours?ﬂ.
e ‘ . Display and needles available for prompt shipment.:

Available also is the
Jensen 12 - unit display

f Col Ph h w
R g oy 7.7 INDUSTRIES, INC.
ular £ 1 needle ever offer-

ed to the music world. 329 S. w00d S'., (hi(ngo ]2, I”.
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It took the western spirit of pioneer-
ing, and its love of leisure living, to
create the West's own favorite, the
new Hoffman Radio.

Each smart compact table model,
each luxurious console radio-phono-
graph, reflects this western charm
and originality by imaginative styl-
ing, the finest of woods and the

" Hoffman-SHASTA MODEL A 500,
radio - phonograph — true Cali-
fornia styling offering listening
pleasure on both broadcast pro-
grams and records.

latest in plastics.

InHoffmanRadiothere’smore than
meets the eye: Built-in craftsmanship
... New standards of listening en-
joyment . . . True life reproduction
of your favorite recordings.

Know why Hoffman radios are
style leaders —why western music
lovers prefer a Hoffman.

LOS ANGELES,

 CALIFORNIA



PILOTONE

1O é'l(’(l[‘(lé/(’

RECORDS

At last! The postwar recording perfection

oA

your customers have been waiting for! The SIT ON THEMI

sensational new PILOTONE RECORDS, another s

“first” by Pilot Radio, manufacturers of AL

fine radios, who produced non-breakable records 131" {' '

during the war exclusively for the Armed [ /

Forces. For incredible high fidelity, amazing

absence of surface noise and permanent ’; 123
satisfaction, these new PILOTONE RECORDS can't

be beat. You can feature them, sure of sales and DROP THEMI

sure of performance, because they’re a Pilot Radio
product, engineered with seasoned skill to bring ;,‘,
a new treat in listening pleasure. For 4

informali[(-)nn,\\'rite: ., | ;47 ‘
POLOTT e RaAnin B

long Island City 1, N. Y,

Pioneers in Frequency Modulatr’on and Television STACK THEMI

Pilot Rodio-Phonograph Combinations * Pilot AM.FM Rodios * Pilot Portable Rodios * Pilot Radio Telerision Receivers
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WATCH FOR THE
LITTLE MERCURY MAN
“THE LIVING TRADEMARK"
JUST A LITTLE FELLOW
3 FEET 7 INCHES TALL
BUT WHAT A PERSONALITY!
NOW TOURING THE COUNTRY,

L]
ARRANGE FOR HIS APPEARANCE
WITH YOUR MERCURY DISTRISUTOR

BAERCURY



IF IT'S NEW IN RECORD MERCHANDISING MERCURY WILL HAVE IT FIRST!

-~

‘QUI"I({.L RY
MODERN! DIFFERENT!

DISTLAYED IN THE MERCURY RACK
YOU WILL HAVE A FAST MOVING
SELF SERVICE UNIT THAT Wwill
MEAN BIGGER PROFITS TO You!

THESE
FAMOUS NAMES
MAKE MUSIC /
MEAN SALES
FOR YOU

Mercury has established a reputation for IMMEDIATE DELIVERY.
WHY OVERSTOCK? BUY WHAT YOU NEED WHEN YOU NEED IT!




For exquisite reproduction of records and in reception of
broadcasts. there is nothing finer than a Stromberg-Carlson.

STROMBERG-CARLSON

ROCHESTIER 3, NEW YORK

' RADIOS, RADIO-PHONOGRAPHS, TELEVISION « SOUND EQUIPMENT AND INDUSTRIAL *
SYSTEMS « TELEPHONES SWITCHBOARDS, AND INTERCOMMUNICATION SYSTEMS



In the manufacture of United Phonograph Record Albums
there never has been a campromise with quality and heauty.

When materials are again available our two enlarged modern

factories in New York and Ohio will he proud to serve you.

AUniled e

ED ALBUM COMPANY, INC., 233 SPRING STREET, NEW YORK, NEW YORK
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PHONOGRAPHS AND RECORDS
FOR CHILDREN

The Merry-Go-Sound electronic child’s phonograph is no toy—it’s a high-
fidelity electrically amplified record player, superior in tone quality to more
expensive adult phonographs. 1t will play 77, 10" or 12” records nursery
rhymes, dance music or symphonies with concert hall clarity. The turntable
revolves in carousel fashion, giving animation to the fanciful storyland char-
acters astride horses. The colorful “carousel” is scratch-proof and washable.
Merry-Go-Sound Records are different! Embodying radio technique, each
album is a complete educational story with music and sound effects.

6 KIDDI-KLASSIC ALBUMS

RUMPELSTILTSKIN—TP |
A musical fantasy with song and sound
effects—2 records.

SEVEN AT A BLOW—TP 2
Set to music and enacted by the Merry-
Go-Sound Players—2 records.

MOTHER GOOSE PARTY—TP 3
A "must" for all toddlers—starring
Dick Brown—2 records.

ADVYENTURES OF TOM THUMB—
TP 5

Children love this story. Set to music,

dramatically enacted—2 records.

CHILDREN'S OPRY HOUSE—TP & .

Imaginative portrayals in music. Edu-

cational—2 records.

AESOP'S FABLES—TP 7

Stories with morals, set to music. Char-

acter builders—2 records.

TONE PRODUCTS CORPORATION OF AMERICA

351 FOURTH AVENUE

NEW YORK 10, N. Y.
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BIG MACEO

that you can get from

YOUR RCA VICTOR DISTRIBUTOR




RCA VICTOR DISTRIBUTORS

ATLANTA REGION

Atlanta, Ga. ... The Yancey Co., Inc.
310 West Peachtree St., N. W. Phone Main 7337

Birmingham, Ala. ... R. P. McDavid & Co., Inc.
1630 Second Avenue Phones 4-7720 and 7-7166

Charlotte, N. C. ... Southern Radio Corp.
1201 West Morehead Street [Phone 3-3785

Jacksonville, Fla. . .. Major Appliances, Inc.
474 Riverside Avenue [Phone 5-3.280

Knoxville, Tenn. . .. C. M. McClung & Co., Inc.
501 W. Jackson Ave. [DPhone 2-1161

Richmond, Va. ... Wyatt-Cornick, Inc.
Grace at 14th Street  Phones 3-1945 and 3-1946

CHICAGO REGION

Chicago, Ill. ... RCA Victor Distributing Corp,
445 North Lake Shore Drive Phone Whitehall ,600

Denver, Colo. ... Hendrie & Bolthoff Mfg. and
Supply Co.
1635 Seventeenth Street  *howe Keystone 4111

Des Moines, lowa . .. ;. W, Onthank Co.
11th and Cherry Streets  Phone }-8924

Indianapolis,Ind., Associated Distributors, Inc.
15 West Georgia Street Phones Lincoln 2593-2594

KansasCity,Mo.,RCAVictor DistributingCorp.
1422 Grand Avenue [’hone Harrison 0300

Milwaukee, Wis. . .. Taylor Electric Co.
112 North Broadway [Phone Marquelte 6979

Minneapolis, Minn. . .. F. C. Hayer Co.

300 Washington Avenue N. Phones Main 2501
and Mudway 9090

Peoria, I, . .. Klaus Radio & Electric Co.
707 Muain Street  Phone 4-8274

St. Louis, Mo. . .. Interstate Supply Co.
26 South Tenth Street hone Chestnut 23235
CLEVELAND REGION

Cincinnati, Ohio . . . Ohio Appliances, Inc.

Daylight Building, 659 E. Sixth Street
Phone Main 1910

Cleveland, Ohio, Cleveland Radiolectric, Inc.
2905 Chester Avenue [Phone Prospect 1654

Columbus, Ohio . .. Ohio Appliances, Inc.
243 N. Fourth Sireet  Phone Main 5118

Detroit, Mich., RCA Victor Distributing Corp.
1930 East Jefferson Ave. Phone Melrose 0400

Huntington, W. Va. . .. Van Zandt Supply Co.
1123 Fourth Avenue Phone 5193

Louisville, Ry. ... Ewald Distributing Co., Inc.
1538 8. Brook Street  Phone Magnolia 7668

Pittsburgh, Pa. . .. Hamburg Brothers
305 Penn Avenue Phone Grant 1925
DALLAS REGION

Dallas, Tex. ... . Adleta Company
Cedar Spring & N. Agard  Phone Central 414}

El Paso, Tex. ... Midland Specialty Co.
427 W, San Antonio St.  Phones Main 3261 & 3262

Houston, Tex. . . . Straus-Frank Co.
1000 Leeland

Memphis, Tenn. . .. McGregor's, Inc.
1071 Union Avenue [hone 2-1195

New Orleans, La. . . . Electrical Supply Co.
201-207 Magazine Str2et  Phone Ruymond 7272




RCA V]CTOR DISTRIBUTORS

DALLAS REGION (Continued)

Oklahoma City, Okla. . . . Dulaney Distribu-
ting Co. 834 N. W. 2nd Street Phone 3-9461

San Antonio, Tex. . . . Straus-Frank Co.
301 South Flores Street Phone Fannin 0101

LOS ANGELES REGION

Billings, Mont., Northwestern Auto Supply Co.
5th & Broadway FPhone 3146

Los Angeles, Cal. . .. Leo J. Meyberg Co., Inc.
2027 So. Figueroa Street [hone Prospect 6011

Portland, Ore. . .. Harper-Meggee, Inc.
1506 N. W. Irving Street FPnone Atwaler 1133

Salt Lake City, Utah . .. The Salt Lake Hard-
ware Co. 105 North 3rd West Phone 3-5771

San Francisco, Cal. ... Leo J. Meyberg Co., Inc.
70 Tenth Street  PPhone Unuerhill 1212

Seattle, Wash. . .. Harper-Meggee, Inc.
960 Republican St. Proae Elliolt 8092

NEW YORK REGION

Albany, N. Y....R.T. A. Distributors, Inc.
36 Broadway-Menands [Phone Albuny 5-0616

Baltimore, Md....D & H Distributing Co., Inc.
31-37 Lee Street Phone Saratoga 4506

Buffalo, N. Y.... Bickford Brothers Co.
1209 Broadway [Phone Humboldt 7738

Cambridge, Mass. . .. The Eastern Company
620 Memorial Drive [Phone Trowbridge 4720

East Hartford, Conn. . . . Radio & Appliance
Distributors, Inc.
643 Connecticut Boulevard Phone Harlford 8-4121

Harrisburg, Pa., D & H Distributing Co., Inc.
311 South Cameron Street [Phone 73:7

Newark, N. J. ... Krich-Radisco, Inc.
422 Elizabeth Ave. [Phone Bigelow 8-3000

New York, N. Y....Bruno-New York, Inc.
460 West 34th Street Phone Medallion 3-5716

Philadelphia, Pa. ... Raymond Rosen & Co.
32nd & Walnut Streets Phone Baring 2-2600

Portland, Me. . . . Cressey & Allen
35 Commercial Street  [Phone 3-,982

Providence, R. 1. ... Eddy & Company, Inc.
143 Hospital Street  Phones Gaspee 2045-2046

Syracuse, N. Y., Morris Distributing Co., Inc.
412 8. Clinton St. Phone 3-7912

Washington, D. C., Southern Wholesalers, Inc.
1519 L St.,, N. W,  Phone District 3422

CANADIAN REGION

Calgary ... RCA Victor Company Ltd.
523 8th Avenue, West

Halifax ... RCA Victor Company Ltd.
99 brunswick Street

Montreal ... RCA Victor Company Ltd.
1050 Lacasse Street

Toronto ... RCA Victor Company Ltd.
1040 Yonge Street

Vancouver ... RCA Victor Company Ltd.
1206 Homer Street

Winnipeg . .. RCA Victor Company Ltd.
168 Market Street

Ottawa ... RCA Victor Company Ltd.
18 Rideau Street




Low self-selection racks by The Gorton Company, Elmira, N. Y.,
do not obstruct a view of the counter.

self-selection enjoys
continued popularity

Svlf—selectiun, originally a wartime ex-
pedient born of shortages of merchan-
dixe and sales help, enters the first post-
war year with its reputation established
as the biggest new wrinkle in display.
Reports coming in from all over the
country indicate that dealers old and
new  are converting to it in whele or
in part, having found. in almost every
case, that it makes for a brighter, more
eyeappealing  store and  bigger  sales.
Opinion on this score is so unanimous
that there can be no doubt that self-
selection is here to stay.

While it is apparent that self-selection

War-time expedient. accept-
ed by dealer and customer
alike, is now reeognized
as best way to boost sales.
does not permit any real reduction in
sales personnel, it is of great assistance
to the new clerk, who would otherwise
have to familiarize himself with all the
peculiarities involved in storing merchan-
dise in a record store, besides gaining
a working knowledge of the music he is
trying to sell.  Morcover, it has been
found that the customer can be of assist-
ance to him while he is still learning
when records are displayed within easy
reach.
Self-selection has made it possible for
many dealers to sell items which very
often brought no response at all when
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advertised in a conventional manner. The
temptation to browse through an album
of Mozart lying within ecasy reach is
greal,  even  for  the teen-age
primary interest lies in the popular field.
Customers entering the store 1o make
only one purchase are much easier to
sell when the stock is laid out in such
a manner that inspection is easy. and
latent appetites may very often be whet-
ted to the point of making additional
purchases, There is a psychological ad-
vantage in holding an attractive album
in one’s hand that no amount of sales
promation conducted over a4 counter can
equal.

The attraction perhaps is greatest for
the traditional  browser.  The  person
walking into a store with the settled
intention of making a purchase can only
be improved on. but the large potential
mass of buyers who are often kept from
approaching a clerk because of inde-
cision or shyness are suddenly trans-
formed into a large market.  The princi-

whose

ple is very simple. but effective: simply
permit this large number of prospeets
1o walk around and examine to its heart’s
content.  Nothing i lost by this. but the
desire to own favorite pieces of music
is immediately awakened. and a market
which would otherwise come alive only
in fits and starts. i easilv made into
recular customers.,

Despite some  oceasional hedging by
a few dealers, self-selection displays con-
tremendous  popularity.
The theory is that in many cases lovers

tinue to enjoy

of the classics. who enjoy strolling about
in understocked stores which have plenty
of available room. will objeet when that
space is no longer available. foreing the
retailer to go back to more conventional
displays.  Whatever the outcome of this
theory the present trend to SS displays
continues. and. if anything, appears to
be stronger than ever,

Displays are generally bhroken down
into two main categories, popular and
classic.  Popular displays usually feature

Plenty of SS is evident in this newlv-opened record section
of Riclh’s Department Store, Atlanta. Ga.

v _—
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he Record Shop. Kansas Citv. Mo.. uses self-service album racks
abaelod to aid customers in making selections.

he Cochran Music Company. Kansas Citv. pavs particular attention
o single record displays in racks and on the counter.
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Intimate atmosphere and person-
alized service are featured by
Miss Helen Gunnis’ Record

Shop. Milwaukee.

{tiractive display in the children’s Corner
{tlanta.

of Riclh’s Department Store.
popular 1eith adilts as well as with

the yvounger ceneration

ﬂ Victory Radio and
Records shoep. Chicago.
makes good use of flat

space between two doors.
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current hit tunes, often emphasizing Hit
Farade ballads and =wing
tunes are often separated. as are the
better known artists and orchestras. Dis-
plays alzo take advantage of current
crazes and buying sprees like that started
by the movie Rhapsody in Blue. Further
classification results in counters contain-
ing Latin American numbers. piano, and
voeal specialties. ete,

The classicz are divided into many
classification, individual counters often
bheing for symphonies. coneertos,
operd. sonatas. overlures, organ music.
piano music, ete. Within each classifi-
cation numbers are listed alphabetically
by composer.  Hereo then a customer is
provided with a library whic<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>