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INTRODUCTION

the labels have contributed to the problem by failing
to adapt to the new technologies as well as adhering
to unnecessarily exorbitant pricing policies.

The first edition of the Encyclopedia of Recorded
Sound in the United States (Garland, 1993) attempt-
ed to document the rich breadth of record sound his-
tory by means of alphabetically arranged topics
encompassing the key individuals, entities, and con-
cepts of the field. Despite positive feedback from
many quarters—scholars, librarians, reviewers, and
recorded sound enthusiasts—the work was not
without its weaknesses: most notably, a coverage
bias for the pre-World War II period. For instance,
the inclusion of entries for virtually all known
recording artists for U.S. companies during the
acoustic era (roughly 1890-1925) set a precedent
that was virtually impossible to maintain given the
proliferation of recording activity and grassroots
independent labels following World War IL
Furthermore, the first edition tended to focus on
classical or European-derived art music, supple-
mented by a somewhat uneven coverage of jazz and
other pop styles.

This second edition has attempted to redress
these imbalances, presenting—in an objective
mode—important information from all time periods
and recorded sound genres and formats. New entries
comprise more than sixty percent of the text; in
addition, all entries retained from the first edition
have been revised in some manner. including cor-
recting and updating data. The second edition also
includes illustrations: although not exhaustive in
scope (i.e., supplementing each entry), they have

been selected to provide a representative cross-sec-
tion of images (e.g., record label art, album cover
art, photographs of key industry figures and artists,
etc.) pertinent to recorded sound history. Another
reflection of technological developments since the
mid-1990s has been the inclusion of web site
addresses for record companies and manufacturers;
however, URLs (both official and fan-based) for
performers have been omitted due both to the large
numbers (easily located via web browsers) and
rapid turnover of such sites.

The entries in this work are tied together by one
feature: they all relate, in some manner, to recorded
sound history in the United States. They include
industry figures and scientists, record companies,
manufacturers of audio equipment and software, rel-
evant terms and issues, and notable recording artists
spanning all genres, not only art music and the full
spectrum of popular and ethnic styles, but spoken
word, novelty, and documentary material. While the
emphasis is on the recordings produced by these
artists, key biographical details and summaries of
their performing careers are also provided.

The time frame ranges from the earliest techno-
logical developments of the medium—including the
experiments of Edison, Berliner, and other nine-
teenth-century inventors—to recent recording
industry concerns such as the online transfer of
music files, digital piracy, censorship, and the
decline of brick-and-mortar retail outlets. Although
the focus is on the United States, the impact of inter-
national personalities, organizations, and trends
upon the domestic scene is also covered.



The rich legacy of the recorded sound medium
belies the fact that it has only been a little more than
a century since Thomas Edison’s famous recital of
“Mary Had a Little Lamb” onto a primitive tinfoil
cylinder in late 1877. Until Edison began utilizing
solid-wax cylinders—which enabled recordings to
survive multiple playbacks—their commercial
potential remained severely limited. As a result, the
first phonograph parlors—the earliest manifestation
of the modern-day jukebox—opened in San
Francisco in mid-1889. In early 1892, commercial
recordings—produced by Edison’s North American
Phonograph Company and its regional affiliates, the
Columbia, New Jersey, and Ohio Phonograph
Companies—would be available for sale to the gen-
eral public. Home sales picked up appreciably when
Columbia introduced the first modestly priced
phonograph, a spring-motored unit retailing for
forty dollars in 1894.

The next quarter century would witness the
recording industry developing into a major force
within the entertainment business against the back-
drop of constant technological changes (e.g., the
appearance of the first commercial disc recordings
in 1895, the production of two-sided records begin-
ning in 1908) and the shifting fortunes of both the
major record companies—Victor, Edison, and
Columbia—and smaller competitors such as
Brunswick, Emerson, Okeh, Pathé, and Vocalion,
which entered the fray once the exclusive patent
rights held by the “Big Three” expired in 1917. The
rise of radio in the early 1920s, however, would
cause a significant drop-off in record sales. The
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implementation of electrical recording—made pos-
sible via the condenser microphone, the vacuum
tube amplifier, and the electromagnetically-powered
cutting stylus—revived the industry, with total
record sales peaking at 140 million in 1927.
However, the sensation created by “talking pic-
tures,” followed by the Great Depression, would
send the industry into another tailspin.

The repeal of Prohibition in December 1933
would lead to the establishment of countless bars
and lounges; these venues would feature jukeboxes,
thereby providing a major market for the financial-
ly strapped record companies. The spectacular
growth of the American economy during World War
Il and the post-war years—combined with the
breakthroughs of rhythm and blues (and, by the
mid-1950s, rock ‘n’ roll) into the pop market-
place—enabled the industry to achieve new levels
of prosperity by the 1960s. Following another
downturn in record company fortunes beginning in
the late 1970s—the result of a nationwide recession
and imprudent business practices (e.g., overproduc-
tion of marquee releases, issuing extravagant con-
tracts to over-the-hill “prestige” artists)—the
adoption of the compact disc, assisted by the pro-
motional video phenomenon, revived the industry
once again. With the onset of the twenty-first centu-
ry, the industry faces perhaps its greatest threat: the
appearance of computer-based applications making
it possible to circumvent payment for the copy-
righted material produced and distributed by record
companies either by online file downloading or the
duplication of discs. Many experts have argued that



AACM (ASSOCIATION FOR THE
ADVANCEMENT OF CREATIVE
MUSICIANS)ART ENSEMBLE OF
CHICAGO

Long-lived, Chicago-based jazz collective specializing
in avant-garde music written by its members. The
group was founded as a musician’s cooperative in
1965 by pianist Muhal Richard Abrams (b. 19 Sep
1930), who envisioned it as an outgrowth of the local
Black community: Abrams had previously spearhead-
ed a rehearsal group to explore new music nicknamed
“The Experimental Band” that formed the core of the
original AACM ensembles. Open to a wide variety of
nontraditional sounds, Abrams introduced into the
group unusual musical instruments from toy whistles
to clattering kitchen utensils.

The AACM was more of a school than a specific
group; individuals who were influenced by Abrams
quickly took his ideas to their own recordings. The
AACM’s first notable product was Roscoe Mitchell’s
1966 album Sound, released by the Chicago jazz-blues
label Delmark (408). The album is a rich exploration
of sonic possibilities, created with very few precon-
ceived ideas of what the individual musicians would
do. Several of the players on this record went on to
form the most famous group to grow out of the collec-
tive, the Art Ensemble of Chicago, initially featuring
reeds players Mitchell and Joseph Jarman, trumpeter
Lester Bowie, and bassist Mitch Favors; percussionist
Don Moye joined in 1970. The group performed and
recorded out of Paris from 1970 to 1972, and then
returned home to Chicago. They formed their own
label, AECO, in 1978, and also signed with the

European jazz label, ECM. In the mid-1980s, they
signed with Disk Union (DIW), a Japanese progres-
sive-music label. The group used avant-garde compo-
sition techniques, including silence, dissonance, and
nontraditional sounds in both their live performances
and on record. They remained together until 1993,
when Jarman left to pursue an interest in Buddhism.
The group soldiered on through Bowie’s death due
to liver cancer in 1999, and then performed as a
trio. |Websites: http://aacmchicago.org/;artensemble-
ofchicago.com.]

CARL BENSON

A/B COMPARISON

Typically done between audio components as a way to
ascertain if one is superior to the other or if they are
both essentially identical or different sounding. A
refinement is the ABX testing device. The latter works
by allowing known A and B components to be com-
pared to an unknown X, which may be either A or B;
depending on which listening trial is taking place, it
allows for an easy-to-enforce, double-blind protocol to
minimize participant prejudices.

See also Clark, David

HOWARD FERSTLER

A&B SWITCH
A control in a stereo amplifier that is used to channel
the signal from a monaural record into both speakers



A&M RECORDS

for greater sound spread. It also removes one cause of
rumble and noise in the playback by cancelling the
vertical response of the cartridge.

A&M RECORDS

A firm established in 1962 by Herb Alpert, leader and
trumpeter of the Tijuana Brass, with promoter Jerry
Moss. The debut Tijuana Brass release, “The Lonely
Bull,” was the label’s first notable hit, selling 700,000
copies. The group would go on to sell 13 million
records in 1966 (a total exceeded only by the Beatles
that year), thereby providing the needed capital to
expanded A&M'’s roster of artists.

Sergio Mendes was another prominent A&M artist,
beginning in 1966 with the album Sergio Mendes and
Brasil ‘66 (A&M 116 and #SP-4116). The label
remained a middle-of-the-road company until the
Monterey Pop Festival (1967), after which it signed
Joe Cocker, The Move, Procol Harum, and other rock

Herb Alpert and Jerry Moss, founders of A&M Records,
at the gates of the Chaplin Studios shortly after they
purchased them for their corporate headquarters, July 15,
1970. © Bettmann/CORBIS

i

stars. During the 1970s, the label’s major successes
included a combination of middle-of-the-road pop
acts, most notably the Carpenters and the Captain and
Tennille, and soft-rock singer/songwriters like Cat
Stevens. A&M also distributed Lou Adler’s Ode label,
which enjoyed great success in the early 1970s with
Carole King, and Leon Russell’s and Denny Cordell’s
short-lived Shelter imprint. Pop rocker Bryan Adams
and British new-wavers the Police were the label’s
biggest stars of the 1980s, while Sheryl Crow was its
major new signing of the mid-1990s. In 1989, Adler
and Moss sold out to Polygram. In 1998, Polygram
was purchased by Seagram, and its labels became part
of the Universal Music Group. In 1999, during a con-
solidation of Universal’s businesses, the A&M label
was closed and its artists assigned to other labels with-
in the group.

In 1995, Adler and Moss formed AlMo Sound to
once again pursue an independent course. Key sign-
ings for the new label included the alt-rock band
Garbage and alt-country singer/songwriter Gillian
Welch. However, in 2000, the firm had also been sold
to Universal Music Group, and Moss announced his
retirement. [Denisoff 1986.]

See also Alpert, Herb

CARL BENSON

A&R (ARTISTS AND REPERTOIRE)

A major unit in contemporary record companies,
reaching greatest significance in the large popular
music firms of the 1950s. The A&R director is a talent
scout and also the person who determines what will be
recorded. In a small firm, this may be the label’s
owner; in modern large corporations, the A&R depart-
ment is extensive, with many junior staff members
assigned to cover different developing artists. Unlike
an independent producer, the A&R man works direct-
ly for the label, oversees contracting, establishes budg-
ets, and often pairs a producer with an artist (and
sometimes produces the sessions).

As the record industry grew — and particularly as
labels began to record popular music in addition to
classical performers — certain executives in each firm
would become known for their work as talent scouts or
for supervising recording sessions. Ralph Peer was a
famous executive at Victor in the later 1920s and
1930s, responsible for its country and blues record-
ings; he also maintained an independent business as a
music publisher, and so worked in a quasi-independent
manner from the company itself. John Hammond, a
well-to-do jazz fan, worked as a semi-independent
A&R man for a number of labels through the 1930s,
primarily supervising sessions. After World War II,

.



this informal system was codified into the develop-
ment of A&R departments usually based on different
musical genres. For example, when RCA opened a
Nashville studio and office to record country artists,
company executive Steve Sholes was put in charge of
the operation.

The power of the A&R men grew during the 1950s.
Mitch Miller of Columbia may have been the most
successful, discovering and producing Frankie Laine,
Johnnie Ray, Tony Bennett, Jill Corey, and Rosemary
Clooney; Columbia sold 80,000,000 records by his
stars between 1950 and 1956. After working for a
series of smaller labels, John Hammond joined
Columbia in the late 1950s, and began a nearly two-
decade run discovering and nurturing talent, including
Aretha Franklin, Bob Dylan, and Bruce Springsteen.
From the mid-1950s in Nashville, Chet Atkins was
instrumental in molding the so-called “Nashville
Sound,” a more modern, pop-influenced style; this led
in turn to the development of countrypolitan under the
lead of A&R men like Billy Sherrill.

As the recording industry began to consolidate in
the 1970s, the A&R departments grew. In many cases
this led to a less hands-on approach to the recording
process, with more attention paid to bottom-line issues.
Often, independent producers served as talent scouts
for the companies, bringing new acts to the attention of
the A&R staff. Nonetheless, a number of labels have
continued to have a strong signing personality based on
the thrust of their A&R departments.

Clive Davis, originally at Columbia in the mid-
1960s and then at Arista from the early 1970s through
1999, and Mo Ostin, at Warner Bros. Records, were
other label heads who played a strong role in shaping
A&R policies, serving as de facto heads of new artist
development. Artists like the Beatles and the Rolling
Stones formed their own labels, primarily to manage
their own recorded output, but also (at least initially)
to help promote new artists who they felt were not
adequately presented by the major labels.

By the century’s end, the strongest A&R depart-
ments were those associated with specific musical
genres beyond the general pop market. In country
music, label executives like Tony Brown and Scott
Hendricks; in rap, Sean “Puffy — Puff Daddy — P
Diddy” Combs; in pop, Kenny “Babyface” Edmonds;
and in jazz, Michael Cuscuna, to name just a few,
played key roles in developing A&R in their areas
within the context of working for much larger music
conglomerates. [Denisoff 1986.]

A&R CAMBRIDGE

SEE ARCAM

ABBA

A SIDE

The two sides of a double-sided disc are usually iden-
tified as A and B, with the A side being the featured
selection. This term was applied to 78s, 45s, and LPs,
but is no longer appropriate for CDs, which feature
digitally programmable selections on what is, in
essence, one playable side.

ABBA

Parlaying catchy melodies, richly-textured four-part
harmonies, and slick production values to achieve
worldwide chart success, the group epitomized the
Euro-pop movement of the 1970s. Although widely
reviled by the rock press at the time, they achieved leg-
endary status in the 1990s, fueled by countless reis-
sues of their classic recordings.

The earlier configuration of Abba arose in
Stockholm, Sweden, when Bjorn Ulvaeus (guitar/
vocals), Benny Andersson (keyboards/synthesizers/
vocals), Agnetha Faltskog (vocals), and Norwegian
native Anni-Frid Lyngstad-Fredriksson (vocals) began
recording as Bjorn, Benny, Agnetha + Frida in 1971.
Following a string of Swedish hits, the foursome —
known as Abba by 1973 — set their sights on interna-
tional stardom. “Waterloo” (Atlantic 3035; 1974; #6
US, #1 UK), winner of the prestigious Eurovision
Song Contest, provided the initial breakthrough.
Although the first two LPs, Waterloo (Atlantic 18101;
1974; #28 UK) and Abba (Atlantic 18146; #13 UK),
were limited to marginal sales, the group gradually
established momentum as a hit singles machine built
around the songwriting and production talents of
Ulvaeus and Andersson. Effervescent studio confec-
tions such as “S.0.S.” (Atlantic 3265; 1975; #15 US,
#6 UK), “I Do I Do I Do I Do I Do” (Atlantic 3310;
1976; #15), “Fernando” (Atlantic 3346; 1976; #13),
“Dancing Queen” (Atlantic 3372; 1976; #1 US, #1
UK), “Knowing Me Knowing You” (Atlantic 3387;
1977; #14 US, #1 UK), “The Name of the Game”
(Atlantic 3449; 1977; #12 US, #1 UK), and “Take a
Chance on Me” (Atlantic 3457; 1978; #3 US, #1 UK)
— while somewhat formulaic and cloying in nature —
proved irresistible to a large contingency of pop music
enthusiasts. Beginning with Greatest Hits (Atlantic
18189; 1976; #48 US, #1 UK), album releases also
enjoyed greater commercial success, albeit to a con-
siderably greater extent in Europe than in the United
States.

By the late 1970s, Abba had become such a bank-
able commodity that they were listed on the Swedish
stock exchange. While changing musical trends (first
disco, then the punk revolution) diminished sales
somewhat, the hits — albeit in a sadder, more reflec-
tive mode, apparently the result of the breakdown of




ABBADO, CLAUDIO

the Ulvaeus-Faltskog (1979) and Andersson-Lyngstad
(1981) marriages — continued up to the dissolution of
the group in late 1982, most notably “Does Your
Mother Know” (Atlantic 3574; 1979; #19), “The
Winner Takes It All” (Atlantic 3776; 1980; #8 US,
#1 UK), and “When All Is Said and Done” (Atlantic
3889; 1982; #27). All members remained active with-
in the music industry; Faltskog and Lyngstad
embarked on solo careers, while Ulvaeus and
Andersson went on to cowrite (with lyricist Tim Rice)
the 1980s musical, Chess.

Even long after the group’s heyday, Abba’s music
has fans, both for its kitsch value as well as those who
sincerely continue to enjoy it. In 1999, a new musical
called Mamma Mia opened in Britain, constructed
around Abba’s classic songs. It subsequently moved to
Broadway, where it has had a long run.

FRANK HOFFMANN

ABBADO, CLAUDIO (26 JUNE 1933-)
Italian symphony and opera conductor, born in Milan.
He studied in Milan and Vienna, and conducted in sev-
eral Italian cities. In 1965 he conducted the Vienna
Philharmonic Orchestra and became its principal con-
ductor. He was also appointed artistic director at La
Scala, and principal conductor of the London
Philharmonic Orchestra from 1979 to 1983, and then
its music director through 1988. In 1981, he organized
the Chamber Orchestra of Europe, and a year later
founded the La Filarmonica della Scala in Milan to
present concerts at La Scala. Other major appointments
included principal guest conductor for the Chicago
Symphony from 1982-1986 and chief conductor of the
Vienna State Opera from 1986—1991. On 8 Oct 1989
he succeeded Herbert von Karajan as music director of
the Berlin Philharmonic Orchestra, where he remained
through the 2001/2002 season. Abbado began to record
in 1967. Among his outstanding recordings are the
Mahler symphonies with the Chicago Symphony
Orchestra and the Vienna Philharmonic.

ABBAS RECORDS (LABEL)

Founded in 1995 by Simon Eadon in anticipation of
the demise of the recording department of the Decca
Record Co., Abbas was created in order to provide
continuing location recording facilities to people inter-
ested in maintaining the survival of the “Decca
Sound.” No recording artists are contracted, but the
company’s technical facilities are used by Decca,
EMI, BBC, Hyperion, Warner, Philips, Arte Nova,
Somm, Quilisma, and Classic FM. The company
boasts the only two currently working ex-Decca

recording engineers who can trace their history back to
the original Decca studios at Broadhurst Gardens,
West Hampstead, where they were trained by the leg-
endary Kenneth Wilkinson and James Lock.

HowARD FERSTLER

ABBEY ROAD STUDIOS

An EMI, Ltd., recording complex in London, inaugu-
rated 12 November 1931 with Edward Elgar conduct-
ing the London Symphony Orchestra in a performance
of his Falstaff. Although Fred Gaisberg was opposed
to the construction of the new facility, preferring to
remain at the Hayes studios, Alfred C. Clark prevailed.
That first studio (475 square meters) is still in use for
the recording of orchestras and other large groups. It
once held a Compton organ that was used by Fats
Waller and other distinguished artists. As in many
other older studios, it is constantly being updated and
remodeled; the latest remodel occurred in the late
1990s to bring it up to date, particularly in terms of
digital equipment. The remodeled studio was opened
in June 2001. Studio 2 is a smaller hall (200 square
meters) used for about 50 performers or fewer (it was
here that the Beatles made their 1969 Abbey Road
album; its control room was rebuilt in 1996). Studio 3
was for many years the smallest hall (105 square
meters), used for chamber music and soloists as well
as pop artists. Extensive upgrading of equipment in
Studio 3 was completed in 1988, offering state-of-the-
art technology for pop music; this studio was also used
in 1990 for small-scale classical recordings. The stu-
dio features a kitchen and lounge area for relaxing
between takes. In 2001, a new mixing console was
added to the studio, particularly for surround-sound
work, with 96 channels; it was the largest such console
in a London studio. A small penthouse studio was
added to the complex in 1980; it is currently used pri-
marily as a control room, although it does have a small
studio for recording. The studio complex also features
two self-contained apartments for long-term stays by
recording artists, as well as a garden restaurant and
bar. [Southall 1982; technical details for the renovated
Studio 3 are in Gramophone, May 1989, p. 1817,
Website: www.abbeyroad.co.uk.]

CARL BENSON

ABC-PARAMOUNT/ABC RECORDS

(LABEL)

An important pop/rock label of the 1950s and early
1960s, issued by the Am-Par Record Company. The
American Broadcasting Co. and Paramount Theaters,
Inc., were the parent firms. The label was founded in




ABDUL, PAULA

The Beatles rehearsing in Abbey Road Studios, c. 1964. © Norman Parkinson Limited/Fiona
Cowan/CORBIS

1955, and originally distributed children’s recordings
under the Mickey Mouse Club label. Other smaller
labels were added to the mix, and finally, in 1958, the
ABC-Paramount name was launched as a teen-pop
label. The company’s first major stars were teen pop-
sters like Danny and the Juniors and Paul Anka, who
were heavily promoted through ABC TV’s popular
“American Bandstand” show.

In 1960, the label introduced a jazz subsidiary,
Impulse!, which became known for recording young,
progressive players. By the mid-1960s, the label had
become simply ABC Records, and featured major acts
including Ray Charles and B.B. King. Other smaller
labels were added to the firm, beginning in 1966 with
the purchase of Dunhill Records from producer Lou
Adler, which had popular acts like the Mamas and the
Papas. Later 1960s acts included rock performers like
Steppenwolf and, in the early 1970s, Three Dog Night.
In 1974, the Gulf & Western family of labels —
including Dot and Blue Thumb — were purchased and
added to the ABC list. However, this last purchase
proved to be too much for the company to absorb, and
in 1978 ABC’s record operation was sold to MCA
(now part of the Universal Music Group).

ABDUL, PAULA (19 JUNE 1962-)

Paula Abdul’s career success had everything to do with
timing — and the MTV phenomenon. She studied
dance throughout her childhood, and — after attend-
ing college at California State, Northridge — became
a Los Angeles Lakers cheerleader. Jackie Jackson
noticed Abdul’s skills in planning dance routines, and
hired her to choreograph the Jacksons’ “Torture”
video. She went on to work in television and films as
well as assisting many other artists in video produc-
tion, most notably Janet Jackson, Duran Duran, the
Pointer Sisters, and ZZ Top.

Abdul joined the roster of Virgin Records artists in
the late 1980s. Her first album, Forever Your Girl
(Virgin 90943; 1988), became one of the decade’s best-
sellers — seven million copies in the U.S., topping the
Billboard Top 200 chart and producing four number one
singles: “Straight Up” (Virgin 7-98256; 1988), “Forever
Your Girl” (Virgin 7-98238; 1989), “Cold Hearted”
(Virgin 7-99196; 1989), and “Opposites Attract” (Virgin
7-99158; 1989). Despite widespread criticism of her
singing, the LP succeeded due to catchy funk arrange-
ments and flashy videos that effectively captured her
stylish, energetic dance moves and girlish charm.




ABENDROTH, IRENE

To capitalize on Abdul’s success, Virgin released an
album of dance remixes of her hit recordings entitled
Shut Up and Dance (Virgin 91362; 1990). The next
album, Spellbound (Virgin 91611; 1991), maintained
her upward career trajectory, reaching number one and
spawning five hit singles. Subsequent releases have
been less successful, but Abdul remains active both
as a performer and choreographer. [Romanowski and
George-Warren 1995.]

FRANK HOFFMANN

ABENDROTH, IRENE
(14 JUNE 1872-1 SEP 1932)

Polish soprano, of Austrian parentage, born in
Wiedling (near Vienna). Her debut was in Vienna, in
1889. She recorded in Dresden (1902) for G & T
(black label), singing arias from Trovatore, Semiramis,
Mignon, Nozze di Figaro, and Barbiere di Siviglia (all
in German), as well as Mendelssohn’s “Auf Fliigeln
des Gesanges.” The Trovatore aria, “Tacea la notte”
(sung as “Ein unnennbares Sehnen”), is a favorite with
collectors. [Riemens 1951.]

ABKCO RECORDS (LABEL)

SEE KLEIN, ALAN

ABOTT, BESSIE (1878-7 FEB 1919)
American soprano, born Bessie Pickens in Riverside,
New York. Her debut was in Paris, 1901. Her first
recordings were three duets with J. Abott made for
Bettini in 1897; the first of which was “I Want You My
Honey.” She cut three Edison cylinders, beginning in
August 1906 with the “Jewel Song” from Faust
(#B23), followed by “The Last Rose of Summer”
(#B56), and “Caro nome” (#B37). She began record-
ing for Victor in December 1906, with “Qui sola ver-
gin rosa” from Martha (#87003), and made a number
of important Victor recordings, including the Rigoletto
Qquartet with Enrico Caruso, Louise Homer, and
Antonio Scotti (#96000; 1907), and the “Queen of the
Night Aria” from Die Zauberflote (#88051; 1906). She
died in New York.

ABRAMSON, HERB
(16 NOV 1920-9 NOV 1999)

Brooklyn native Herb Abramson, along with Ahmet
and Nesuhi Ertegun, founded Atlantic Records in
1947. Their partnership was fueled by a shared love of
jazz, blues, and gospel recordings.

In the early 1940s, Abramson started promoting
jazz concerts in New York and Washington, D.C. In
addition to financing the short-lived Jubilee and
Quality labels with Ahmet Ertegun and record retailer
Max Silverman. Between 1944-1947, he produced the
likes of Billy Eckstine, Joe Turner, and the Ravens for
National Records.

In 1947, Abramson and the Erteguns founded
Atlantic to record contemporary jazz. Although
Atlantic’s initial releases focused on jazz, it soon
found commercial success with rhythm and blues
artists such as Ruth Brown, LaVern Baker, Clyde
McPhatter and the Drifters, and Ray Charles. After a
military stint from 1953-1955, Abramson adminis-
tered Atlantic’s subsidiary label Atco, whose early ros-
ter included Wynonie Harris, the Coasters, and Bobby
Darin.

In 1957, he sold his Atlantic holdings for $300,000
and concentrated on developing his own record com-
panies — Blaze, Festival, and Triumph — with limit-
ed success. He then worked as an independent
producer for Elmore James, Don Covey, Gene Pitney,
Louisiana Red, Titus Turner, and other pop/R&B per-
formers. His biggest hit as a producer came with
Tommy Tucker’s “Hi-Heel Sneakers” (Checker 1067;
1964; #11). The Rhythm and Blues Foundation gave
him its Pioneer Award in 1998 in recognition of his
achievements. He died in Henderson, Nevada.

FRANK HOFFMANN

ABSORPTION

In an acoustic system, the process through which all or
part of the signal energy is transferred to an element of
the system that comes into contact with the signal.
Absorption is measured in “sabins”; one sabin repre-
sents one square foot of a perfectly absorptive surface.

AC-3

SEE DoLBY DIGITAL

ACADEMY CURVE

Formalized in 1938, it is the name of the standard
motionpicture optical-audio track that has been around
since sound first appeared in film. Not exactly high in
fidelity by modern standards, the response is only flat
between 100 Hz and 1,600 Hz. In the bass range the
response is down 7 dB at 40 Hz (making it utterly use-
less for killer-sound action movies), and in the treble
it is down 10 dB at 5 kHz and 18 dB at 8 kHz. The
extreme attenuation of the higher frequencies was



designed to hide the high-frequency artifacts in early
film sound production.

HOWARD FERSTLER

ACADEMY SOUND AND VISION
SEE ASV GrouP

ACCORDION RECORDINGS

Early recordings of the instrument were made by John
J. Kimmel on Zonophone (1904) and Edison (1906)
cylinders. Victor recorded Kimmel in August 1907,
and later engaged several other accordionists; in their
1917 catalog there were about 70 accordion items, by
Guido Deiro, Pietro Deiro (“Pietro”), and Pietro
Frosini, as well as Kimmel. Many of the early accor-
dion recordings were made either by Italian or Irish
immigrants; Kimmel, who was actually of German
extraction, was famous for his performances of Irish
dance music.

In the later 78-rpm era the accordion was heard pri-
marily in dance orchestras, particularly in tango and
polka numbers. It was also a typical member of
ensembles playing French popular music. Charles
Magnante was a soloist who recorded for Columbia
in the 1940s (set #C-53), performing arrangements
of pieces like the “Blue Danube Waltz” and “Two
Guitars.” Anthony Galla-Rini was a Victor artist of the
time who performed a similar repertoire. Dick Contino
was a well-known soloist in the 1940s.
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Novelty accordion LP from the late '50s/early '60s. Courtesy
Frank Hoffmann

ACE (LABEL)

In the post-World War II era, the accordion fell into
somewhat of an eclipse, associated with the kitschy
music of Lawrence Welk and other older-styled bands.
However, with the emergence of world music in the
1980s and 1990s, the accordion returned both in tradi-
tional settings and in more experimental bands. As in
earlier decades, Irish musicians have led the way,
including noted players like Joe Burke (recording for
Shanachie and Green Linnet labels). Scottish revival-
ist Phil Cunningham has helped repopularize the piano
accordion both in the folk-rock group Silly Wizard and
on his own. Eclectic performing groups like Brave
Combo include accordion in their mix of instruments
performing Mideastern, Eastern European, and other
musical styles.

The limited classical repertoire for the instrument
has been explored by a few artists, such as Yuri
Kazakov, Robert Young McMahana, Julia Haines, and
William Schimmel. Pauline Oliveros has composed
and performed several works for accordion. Her com-
position, ‘“The Wanderer,” was recorded for the Lovely
Music label (#1902) by the Springfield Accordion
Orchestra. [rev. Carl Benson; Walsh 1971/5.]

ACE (LABEL)

Jackson, Mississippi-based label founded in August
1955 by former record sales representative Johnny
Vincent, which did most of its recording in New
Orleans. The label is best-known for its mid-to-late
1950s hits, including Huey ‘“Piano” Smith’s “Rockin’
Pneumonia & Boogie Woogie Flu” and “Don’t You
Just Know It” (#9, 1958; Ace 545), and Frankie Ford’s
“Sea Cruise” (#14, 1959; Ace 554). The later song was
actually recorded by Smith’s band with his vocal, but
then Vincent recut the vocal with the (white) singer
Ford, in a successful bid to get airplay for it on main-
stream radio. Perhaps the label’s biggest star was
Jimmy Clanton, who had Top 10 hits in 1958 with the
#4 pop/#1 R&B “Just A Dream” (Ace 546), 1959’s
“Go, Jimmy, Go” (Ace 585), and his last major hit,
1962’s #7 “Venus in Blue Jeans” (Ace 8001). In 1962,
finding it difficult to get its product to market, the label
signed a distribution deal with the larger Vee-Jay label,
but beset by its own problems, Vee-Jay was soon going
under and the deal fell apart by 1965. Vincent got out
of the record business until he revived it in 1971 to
reissue his earlier hits, licensing many of his masters
(and his label name) to Ace Records UK. He contin-
ued to issue reissues in the U.S. through the 1980s. In
1997, an ailing Vincent sold the label to the British
company Music Collection International. Vincent also
operated the Teem label for budget LP reissues during
the late 1950s through the early 1960s.

CARL BENSON




ACE RECORDS UK (LABEL)

ACE RECORDS UK (LABEL)

Named for the legendary U.S. R&B/pop label of the
1950s and early 1960s, Ace was founded by ex-music
promoters/managers Roger Armstrong and Ted Carroll
in 1975 as a business selling records out of a street stall
in London’s SoHo neighborhood. The label began by
licensing 1950s and 1960s rock, surf music, swamp
pop, and related styles for reissue on LP. It has grown
to be one of the biggest reissue companies in the world,
with several related labels, beginning in 1982 with the
opening of the subsidiary Kent label for R&B reissues,
as well as a distributor for Fantasy Records’s group of
labels in the UK. {Website: www.acerecords.co.uk.]

CARL BENSON

ACERBI, GIUSEPPE (1871-?)

Italian tenor, born in Codogno. He studied in Milan
with Marziani, Blasco and Rossi. He made his debut in
1899 at the Gaffurio in Lodi in Rigoletto and Traviata.
He was not satisfied with his performances and decid-
ed to resume his studies. In 1901, he made his new
debut at the Municipale in Piacenza in Lucia di
Lammermoor with Isabella Svicher and Giuseppe
Pacini. This time the result was remarkable; in spite of
the presence of famous singers he was object of true
fanatismo. In 1905, he signed his first important con-
tract with the Comunale in Bologna where he sang in
Madama Butterfly with Salomea Krusceninski. He
recorded many operatic records of roles he never sang
on stage. He made 30 records for G & T in Milan dur-
ing 1905 and 1906. They were arias from the popular
Italian repertoire of the time.

FrRANCOIS NOUVION AND GUY MARCO

ACETATE DISC

SEE LACQUER Disc

ACID JAZZ

Acid jazz represents a synthesis of jazz fusion, funk,
hip-hop, and urban dance music. Its improvisational,
percussion-heavy, and predominantly live orientation
came largely from jazz, whereas its dedication to an
ongoing rhythmic groove was derived from funk, hip-
hop, and other popular genres.

The term entered the vernacular in 1988 when
adopted as the name of a U.S.-based independent
record company, and, at the same time, employed as
the title of an English-compilation series consisting of
reissued 1970s jazz-funk material. The evolution of

the form is closely aligned with the continuing cross-
fertilization of a wide range of related styles, most
notably alternative dance, ambient house, bass and
drums, club/dance music, house, jazz-rap, soul-jazz,
trip-hop, and trip jazz.

Due to this ongoing cross-pollenization, acid jazz
artists bring many differing perspectives to their
recorded work. One of the most popular bands within
the genre, the Stereo MC’s, moved from the British
hip-hop style in the late 1980s to a more organic, jazz-
inflected amalgam of hip-hop and soul-funk with the
release of their most popular LP, Connected (4" &
Broadway 514061; 1992; #2 UK, #92 US). Courtney
Pine came from the opposite side of the fence, bring-
ing his hardcore jazz sensibilities directly into African-
American dance culture; his Underground (Talkin’
Loud; 1997) melded steamy live grooves with a bat-
tery of technological effects.

FRANK HOFFMANN

ACKERMAN, WILLIAM (16 NOV 1949-)
Acoustic guitarist and founder of Windham Hill
Records; pioneer of “new age” music. Although an
accomplished acoustic guitarist whose solo albums
incorporate elements of folk, jazz, and European clas-
sicism, Ackerman’s greatest impact has come from
founding Windham Hill Productions. The company —
which includes Lost Lake Arts Records, Magenta
Records, Open Air Records, Rabbit Ears Productions,
and Windham Wind Records — has dominated the
new age genre since the late 1970s.

Born in Germany, Ackerman started out as a car-
penter, forming Windham Hill Builders in the early
1970s in Palo Alto, California. He also found time to
compose guitar music for theatrical productions at
nearby Stanford University. As a result, friends
encouraged him to record his material. The resulting
album, The Search for the Turtle’s Navel (Windham
Hill 1001; 1976), was originally distributed privately
in the Palo Alto area as a cassette. Anne Robinson,
then Ackerman’s girlfriend and later his wife, was his
partner in the venture. After the couple divorced,
Robinson remained active with the label.

Ackerman soon expanded his base of operations,
handling business matters as well as producing other
artists, including Alex de Grassi, Liz Story, and
George Winston, whose Winter (Windham Hill 1025;
1983; #54) was the label’s first big seller, spending
178 weeks on the Billboard album charts through
1990. Although Ackerman would relinquish CEO
duties in 1986, he has remained active with the com-
pany as artist and repertoire head. In 1992, he sold his
share of the company to the Bertelsmann Music Group




(BMG) conglomerate. Shortly thereafter, BMG pur-
chased the remaining shares in the label, and closed its
separate offices in 1996.

Although Ackerman’s own LPs have not hit the
mainstream pop charts, they have continued to sell
moderately well over the years. His work often fea-
tures only subdued steel-string guitar instrumentals;
however, it is sometimes accompanied by spare violin,
cello, piano, and English horn parts.

FRANK HOFFMANN

ACKTE, AINO (23 APR 1876-8 AUG 1944)

Finnish soprano, born in Helsinki. She studied at the
Paris Conservatory, and made her debut with the Paris
Opéra as Marguerite on 8 Oct 1897. Her Metropolitan
Opera debut was also in Faust, on 20 Feb 1904. She
had a great success in Covent Garden as Salomé — in
the first English performance of the opera (1910) —
attracting praise from the composer. Her other major
roles were as Gilda, Nedda, and the Wagnerian hero-
ines. Ackté recorded first for Zonophone in Paris in
1902, singing “Le baiser” (#1998) and the “Jewel
Song” from Faust (#1999). A year later she made five
discs for G & T, and in 1904—1905 she did four others
for the same label. She also recorded for Fonotipia in
1905, and made an Edison Diamond Disc in London,
“Salce, salce” (#83014; 1913, reissued by IRCC), but
did not work for any other American labels. Most of
her later career was spent in Finland, where she helped
to found the national opera company in 1911. She died
in Nummela, Finland.

ACME CABINET CO.

A New York firm, maker of the Eufonola disc player.

ACO (LABEL)

One of the labels issued by the Vocalion Gramophone
Co., Ltd., of London, between November 1922 and
August 1927. The material was dance, comedy, and
popular songs. Many of the early matrices came from
the Guardsman label. [Badrock 1965 (label list); Rust
1978.]

ACOUSTIC

The name given to a recording made without electrical
technology. As extensive electrical recording began in
1925, the period up to that time is usually identified as
the acoustic era.

See also Acoustic Recording

ACOUSTIC RECORDING

ACOUSTIC COMPENSATOR
A device in a binaural sound system that adjusts the
signal path lengths so that they are properly matched.

ACOUSTIC FEEDBACK

A recording situation where the sound from a speaker
system is picked up by the microphone feeding it, re-
amplified to the same loudspeaker, picked up by the
microphone again, and so forth. With each complete
cycle, the signal becomes larger until the loop rapidly
runs wild and produces the squeal often accidentally
heard during programs that feature sound reinforce-
ment.

HowaRD FERSTLER

ACOUSTIC GENERATOR
A transducer that converts electrical, mechanical, or
other energy into sound.

ACOUSTIC HORN

SEE HORN

ACOUSTIC RECORDING (ALSO
KNOWN AS MECHANICAL
RECORDING)

The method of recording in which all energy comes
from the sound waves themselves; it was used from
the earliest days of Edison and Berliner until the onset
of electrical recording in 1925. Sounds to be recorded
were sung, played, or spoken into a horn, which acti-
vated a diaphragm attached to a stylus. The stylus
transferred the vibration patterns to the surface of a
cylinder or a disc. To concentrate this acoustic energy
sufficiently for the stylus to etch a usable pattern it was
necessary for singers and performers to direct their
vibrations into a large collecting horn; this require-
ment favored strong sound producers, and worked
against inclusion of weaker vessels like string instru-
ments. Great ingenuity was applied in the acoustic
recording studio to overcome these inherent obstacles.
Horns were varied in diameter for different sound
sources; they were wrapped with tapes to counter their
own resonance; they might be used in clusters, running
to a single tube which moved the diaphragm. For a few
recordings, Edison used one brass recording horn 125
feet long and five feet in diameter at the bell. Different
thicknesses of diaphragm were used depending on the
volume of sound being handled — thinner for weak
sounds, thicker for heavy sounds.




ACOUSTIC RESEARCH (AR)

As there was no volume control device to regulate
acoustic recording, artists had to be positioned in the
studio in ways that would bring their contributions to
the diaphragm in proper balance. Brasses were placed
at some distance from the recording horns, and French
hornists had to play with their backs to the conductor
to put their tones on the right track to the horn. Bass
drums did not record well, and were usually omitted;
tubas typically played the parts written for double
basses. (However the string bass can be heard on early
jazz recordings, such as Victors of 1917, and dance
band discs.

A recording orchestra in the acoustic studio had to
squeeze into a tight formation around one or more
horns, a requirement that mitigated against large
ensembles; thus an orchestra of 60 musicians might be
reduced to 30 for the recording session. Military bands
often recorded with a group of about 15 of their mem-
bership. Problems of blend and balance were dealt
with by moving the musicians here and there, now
closer and now farther from the sound collector. Cellos
were mounted on movable platforms.

For an experienced musical listener, the resulting
reproduction of a familiar work could be embellished
by memory and imagination — techniques used even
in later sophisticated eras of recording to achieve
“concert hall realism.” For the many persons who lis-
tened to orchestras only on cylinder or disc, the
impression gained of the symphonic world of music
must have been as imprecise as that of Queen
Victoria’s appearance derived from a pioneer postage
stamp.

ACOUSTIC RESEARCH (AR)
Founded in 1954, in Cambridge, Massachusetts, by
Edgar Villchur and Henry Kloss. The company’s first
product was the AR-1, the first acoustic suspension
loudspeaker. It was followed shortly later by the
AR-2, a lower-priced version. These relatively small,
“bookshelf” loudspeakers helped to make stereo a
popular reality by the late 1950s. They had superb
bass-frequency performance at a time when other
speakers with deep-bass capability were refrigerator-
sized behemoths. AR also developed and patented the
dome direct-radiator tweeter, and the highly acclaimed
AR turntable appeared a bit later on. AR products
became extremely popular, and by 1966 AR held a 32
percent market share in the domestic loudspeaker mar-
ket. By the 1970s AR products were incorporated into
well over a million hi-fi systems, recording studios,
opera houses, and concert halls the world over.

In 1967 the company was sold to Teledyne, Inc., a
Fortune-500 aerospace company headquartered in
California. AR subsequently opened manufacturing

10

sites in Bedfordshire, England, and in Amorsfort,
Holland. In the early 1990s AR was sold to
International Jensen, Inc., of Chicago, and finally to
Recoton, Inc., of Florida.

See also Loudspeaker

HowARD FERSTLER

ACOUSTIC SUSPENSION

The principle was developed by Edgar Villchur in
1953 (patented in 1956) in his effort to reduce the
most common problem with speakers of the day:
excessive bass distortion. The first commercial prod-
uct to use this system was the Acoustic Research
model AR-1, introduced in October 1954. In
simplest terms, the acoustic-suspension speaker uses
the elastic body of air in a'sealed speaker enclosure
as the primary “restoring force” for the speaker
cone, rather than the mechanical suspension of the
speaker itself. It resembles the principle of a vacu-
um, where the outward movement of the cone
reduces pressure and the inward movement increas-
es pressure against the speaker cone. The entrapped
air is linear for this small change in pressure, and the
result is greatly improved linearity and reduced
harmonic distortion. A secondary dividend is that the
enclosure must be relatively small to work properly,
and this made the small acoustic-suspension book-
shelf speaker commercially acceptable for most
households.

See also Bass Reflex System; Loudspeaker

HoOwARD FERSTLER

ACOUSTICAL ELEMENTS
Parameters in an acoustical system that are analogous
to electrical elements.

See also Mechanical Electrical Analogies

ACOUSTICAL LABYRINTH

A kind of loudspeaker enclosure in which a maze-like
folded passage is added behind the speaker to improve
its bass response without promoting unwanted reso-
nance of the enclosure.

ACOUSTICS

The science or physics of sound. Often the term is
used in a narrow sense, to describe the sound qualities
of a room or auditorium.

See also Acoustic; Audio Frequency; Hearing; Pitch



ACTUELLE (LABEL)

A lateral-cut disc marketed in Britain and the U.S.
from 1921 to 1930 by the Pathé Fréres Compagnie
(London) and the Pathé Fréres Phonograph Co., Inc.
(New York). Material was classical, dance music, race,
and jazz. Among the New York recordings were num-
bers by Red Nichols, Duke Ellington, and the Original
Memphis Five. The California Ramblers appeared
under the pseudonym of Golden Gate Orchestra.
Maurice Chevalier was heard on masters cut in Paris.
The disc label itself was hexagonally shaped, brown
and tan, with the red Pathé rooster. Much of the
Actuelle list was issued also on the Perfect label.

ACUFF, ROY (15 SEP 1903-23 NOV 1992)
American country music singer, fiddler, songwriter, and
publisher; born in Maynardsville, Tennessee. Originally
planning to be a professional baseball player, he was
obstructed by a tendency to sunstroke, and turned to
music. He was fiddler in a touring group during 1932,
then in 1933 appeared on Knoxville (Tennessee) radio
and in 1936 made his first records, for the Conqueror
label: “Weary River” (Conqueror #9434) and his com-
position “The Precious Jewel” coupled with “Broken
Heart” (Conqueror #9741). He moved to the major
labels, Vocalion, Okeh — “Great Speckle Bird” (his
composition; Okeh #04252), “Wreck on the Highway”
(Okeh #06685), and “Night Train to Memphis” (Okeh
#06693) — and Columbia. “Wabash Cannon Ball” was
probably his greatest hit. Acuff’s total record sales have
been estimated at over 30 million discs.

Roy Acuff reissue aibum. Courtesy Frank Hoffmann

ADAMI (CORRADETTI), BICE

After 1940 he was a regular artist on Grand Ole
Opry, helping to make that program the principal
country music forum. He went into publishing in
1942, with Fred Rose, forming Acuff-Rose, which
became one of the largest music publishers in the U.S.
Acuff was also part owner of Hickory Records, which
issued many of his own performances. Columbia,
Capitol, Hilltop, and Hickory issued LP albums of his
songs in the 1960s.

Acuff and his group remained a traditional moun-
tain string band until the end of the 1950s, when he
began to use some electronic instruments. But he kept
his country style of singing. In 1962 he was elected to
the Country Music Hall of Fame, and in 1991 he was
a recipient of the National Medal of Arts. He died in
Nashville.

ACZEL, PETER (30 MAY 1926-)

Born in Budapest, Hungary, and immigrating to the
United States in 1939, Aczel is a graduate of Columbia
College of Columbia University, where he studied
physics and mathematics as well as the liberal arts. He
also did some postgraduate work at Middlebury
College in Vermont and the Sorbonne in Paris. He
came to the world of audio via Madison Avenue,
where he had been a copywriter and creative director
for two decades, with at least 25 percent of his
accounts in audio at all times (Fisher, Garrard,
Pioneer, among others). At the end of 1976 he left the
advertising business to start The Audio Critic, a strict-
ly objectivist audio journal devoted to measurements
in depth and blind listening tests. Between 1981 and
1987 he put The Audi Critic on a back burner to start
Fourier Systems, the first loudspeaker manufacturing
operation to use fully computerized protocols for the
design of crossover networks and bass enclosures. The
company was ahead of its time in many ways, but still
went out of business after 52 years. Having resumed
publication of The Audio Critic at the end of 1987,
Aczel continues to publish it to this day, albeit some-
what irregularly. He is a life member of the Audio
Engineering Society.

HoOWwWARD FERSTLER

ADAMI (CORRADETTI), BICE
(16 MAR 1875-1969)

Italian soprano who made records for the Gramophone
Co. in 1899-01, and for G & T in Milan in 1901.
Recent research shows that she made the first record-
ing for the Gramophone Company’s Italian subsidiary,
which opened in 1899, a record of “Voi lo sapete.”
Bauer 1947 lists 23 arias from the Italian repertoire.
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ADAMINI, ARTURO B.

Her husband was the noted tenor, Ferruccio Corradetti
(1864-1934), and their daughter, (Iris) Adami
Corradetti (1903-June 26, 1998), became, in turn, a
well-known opera star.

ADAMINI, ARTURO B.

Tenor, one of the first to record operatic material; he
made Edison cylinder #4276 in 1898, “La donna ¢&
mobile.” His other Edisons were Spanish and Italian
songs. They are listed in Koenigsberg 1987.

ADAMS, SUZANNE
(28 NOV 1872-5 FEB 1953)

American soprano, born in Cambridge, Massachusetts.
She studied in Paris and made her debut at the Opéra as
Juliette on 9 Jan 1895, staying with the company for
three seasons. She was Juliette again for her first
appearance at Covent Garden in 1898, and also in her
Metropolitan Opera debut on 4 Jan 1899. Her other
famous roles were Marguerite, Nedda, Gilda, and
Micaela. She gave two command performances for
King Edward VII. 111 health forced an early retirement
in 1904. Her death came in London.

Adams made five Bettini cylinders in 1898, four
solos (the first being the “Jewel Song”) and a Traviata
duet with Giuseppe Campanari. She then recorded for
G & T Red Label in London, 1902 (the discs were
issued a year later in the U.S. on Victor Red Seal),
doing the “Jewel Song” (#3291), the “Waltz” from
Romeo et Juliette (#3293), and three songs. She per-
formed the same numbers plus two others for
Columbia in 1903.

ADAPTEC

A California-based computer software company,
Adaptec is best known for its compact disc burning
programs, most notably Easy CD Creator. Due to its
user friendly features and the decision of leading CD-
RW drive manufacturers such as Hewlett Packard and
Ricoh to bundle OEM versions of Easy CD Creator
with their various models, Adaptec enjoyed consider-
able success from the mid-1990s into the first decade
of the 21* century.

ADD-A-PART RECORDS

A type of recording in which a vocal or instrumental
part of the score is omitted, to enable the listener to
participate in the ensemble. It seems that the earliest
specimens were practice discs issued by the
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Tilophane Co. in Austria in 1935. Parlophone made
aria records without the voice parts in 1938.
Columbia issued such records under the name Add-a-
Part, covering an extensive repertoire in the mid-
1940s. The missing parts were graded as easy,
medium, or difficult to play. Add-A-Parts were no
longer carried in the 1947 catalog. In the LP era, a
label named Music Minus One offered a series of
rhythm accompaniments for singers or soloists to
complete. There was a similar German series, Spiel
Mit (DGG, 1948). Recent practice discs concentrate
on the popular music field, providing rhythm backups
in various genres (e.g., releases by the Ventures in the
1960s on the Dolton label). The Music Minus One
label is perhaps the leader in the field of this type of
recording.

ADLER, LOU (13 DEC 1933-)

As a talent manager, concert promoter, songwriter,
producer, record-label executive, and motion-picture
entrepreneur, Lou Adler was a notable tastemaker in
popular music during the 1960s and 1970s. He
remains best known as a major instigator of the West
Coast Sound, a soft-rock style that cuts across folk-
rock, surf, and car songs, and the singer/songwriter
tradition.

Born in Chicago, Adler grew up in the hard-scrab-
ble Boyle Heights District of East Los Angeles. He
broke into the music business as comanager (with
trumpeter Herb Alpert) of the surf-pop duo, Jan and
Dean. He and Alpert formed a songwriting/studio pro-
duction team, working for such labels as Colpix and
Dimension. Their compositions included “Only
Sixteen,” a hit for Sam Cooke in 1961 (Keen 2022;
1959; #28).

On his own, Adler formed Dunhill Records in 1964.
The controversial protest song, Barry McGuire's “Eve
of Destruction™ (Dunhill 4009; 1965; #1) — penned
by in-house songwriters P.F. Sloan and Steve Barri —
was the label’s first hit. Dunhill’s long-term success
was assured when the Mamas and the Papas placed a
string of singles high on the charts, including
“California Dreamin™ (Dunhill 4020; 1966; #4).
“Monday Monday™ (Dunhill 4026: 1966: #1), “1 Saw
Her Again” (Dunhill 4031: 1966: #5), “Words of
Love™ (Dunhill 4057: 1966; #5). “Dedicated to the
One 1 Love” (Dunhill 4077; 1967; #2), and “Creeque
Alley™ (Dunhill 4083: 1967; #5). He also continued
work as an independent producer: his biggest success
in the mid-1960s was with Johnny Rivers. Adler
cowrote the number one hit, “Poor Side of Town”
(Imperial 66205: 1966) with Rivers.

Selling the Dunhill label to ABC-Paramount for a
substantial profit in 1966, Adler was a prime mover in



arranging the Monterey Pop Festival. Considered per-
haps the greatest rock festival ever, from the musical
standpoint, it launched the careers of Jimi Hendrix,
Janis Joplin, and the Who stateside, and spurred plan-
ning for future extravaganzas. Adler showed consid-
erable business acumen in securing film and
recording rights for the event: the profits derived from
these avenues exceeded all expectations.

In the meantime, Adler founded Ode Records,
which clicked immediately with Scott McKenzie’s
“San Francisco (Be Sure to Wear Flowers in Your
Hair)” (Ode 103: 1967; #4). Later successes included
progressive rock group Spirit and Brill Building
songwriter Carole King. King's Tapestry (Ode
77009: 1971: #1 15 weeks), produced by Adler,
became one of the top-selling albums of all time,
while elevating the singer/songwriter trend to a major
genre.

Beginning in the 1970s, Adler shifted his emphasis
to filmmaking, helping the British production, Rocky
Horror Picture Show, become an American cult staple
in the mid-1970s. He also signed Cheech and Chong
to a series of comedy films. As with the Monterey Pop
Festival, he placed considerable emphasis on the pro-
duction of soundtrack LPs.

Adler’s activities in the pop music world have been
limited since the mid-1970s, although he has contin-
ued to work with children’s and gospel music artists.

FRANK HOFFMANN

ADLER (MAX) PHONOGRAPH CO.

A German manufacturer of cylinder and disc players
in the early 20™ century, located in Berlin. Its cylin-
ders were on the market as early as June 1901. The
firm was still active until 1916, after which no infor-
mation is available. Among the model names were
Adler, Baby, Monarch, and Luxus. The Exhibition
soundbox was used. One portable was in folding box-
camera style: the tone arm fit into an opening in the
cover, and there was a drawer in the cover that
opened out on one side to form a horn; the turntable
was composed of three spokes that opened out to
hold the record. This odd model was only seven inch-
es by four inches by seven inches in size. TMR #27
and #28 (1974) reprinted some of the Adler 1905/06
catalog.

ADULT CONTEMPORARY

A term developed by radio consultants in the 1970s to
describe a playlist format that consists of “softer’” rock
and pop music to appeal to an older, largely female lis-
tening audience. Artists in this category would include

AEOLIAN CO.

James Taylor, Carole King, Celine Dion, Faith Hill,
Barry White, and others who specialize in ballads and
midtempo rock songs. Specialized charts were devel-
oped to track sales for this genre. Radio stations in the
1990s began to promote this format using call letters
featuring “EZ” (such as “EZ 101” in the New York
area), a play on the earlier term, “easy listening” orig-
inally used to refer to recordings of pop tunes by
instrumental ensembles in lush arrangements. So-
called “lite” stations also tend to feature this style of
music.

CARL BENSON

ADT

SEE AUTOMATIC DOUBLE TRACKING (ADT)

AEOLIAN CO.

A firm established in 1878 in New York by William B.
Tremaine, originally known as the Mechanical
Orguinette Co. From this company there developed the
Orchestrelle Co. of Westfield, New Jersey (also head-
ed by Tremaine), and then the Aeolian Organ and
Music Co, in New York, ca. 1888. The company adver-
tised itself at one time as the “largest manufacturer of
musical instruments in the world.” A London branch
opened on Regent Street in 1899; the Aeolian Co.,
Ltd., was registered in November 1903, which became
the Orchestrelle Co., Ltd., on 1 July 1912.

After a period of making automatic organs and
piano rolls, the Aeolian Co. moved into the player
piano market, specializing in the Duo-Art instrument,
an inner player and reproducing piano. Mergers and
acquisitions were numerous after 1903, when the
Aeolian Weber Piano and Pianola Co. was founded.
Among the other firms controlled by Aeolian were
Chilton Piano Co., Mason and Hamlin, George Steck
and Co., Stroud Piano Co., Technola Piano Co., Votey
Organ Co., Weber Piano Co., and Wheelock Piano Co.
in the U.S.; in addition there were the Aeolian Co.,
Ltd., in Britain and Aeolian Co., Ltd., in Australia. The
Pianola player was among the most popular of its time,
lending its name in generic fashion to other makes of
player piano. It was used in Steinway pianos, as well
as in the instruments of other makers cited in this arti-
cle. Piano rolls were sold under the name of Melodee.
There were 15,308 selections available on these rolls
in 1905.

A gramophone was produced in 1912 under the
name of Aeolian-Vocalion; it played both vertical-cut
and lateral-cut discs. It had a “tone control” system
called the Graduola invented by an Australian, F.J
Empson. Discs were made as well, from 1918, under
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AEOLIAN CO.

several names: Aeolian, Aeolian Vocalion, Broadcast,
and Aco.

Aeolian Hall, located at 29 W. 42nd St., New. York,
was a famous concert hall, venue of the premiere (by
Paul Whiteman) of “Rhapsody in Blue” on 12 Feb
1924.

There were factories in Worcester, Massachusetts;
Meriden, Connecticut; New York City; and Garwood,
New Jersey. In 1932 a merger with American Piano
Co. resulted in the Aeolian American Corp.; this
became the Aeolian Corp. in 1964, [Andrews 1980/10;
Cole 1970; Hoover 1980.]

AEOLIAN CO.,, LTD.

The London branch of the Orchestrelle Co., of New
Jersey (later the Aeolian Co. of New York), registered
in November 1903. Aeolian organs were the principal
product offered. Concerts were staged at Aeolian Hall,
131-137 New Bond Street. Aeolian Co., Ltd. was
taken over by the newly registered Orchestrelle Co.,
Ltd. in July 1912, but the Aeolian firm continued to
trade under its own name. In October 1915 the
Vocalion gramophone with its novel Graduola “tone
control” was put on the market in six different models,
and a special salon was installed in Aeolian Hall to
demonstrate it. In 1917 the Aeolian Co., Ltd.,
absorbed the Orchestrelle Co., Ltd. The Aeolian
Vocalion record was introduced in Britain in 1920; and
the Guardsman record, formerly pressed by Aeolian
for the Invicta Record Co., Ltd., was acquired from
Invicta and marketed in 1922. Another label issued
from 1922 was Aco, a low-cost record.

With the purchase by Brunswick-Balke-Collender
Co. of American Vocalion records from the Aeolian
Co. in November 1924, the British firm sold its record
business to a newly established entity, the Vocalion
Gramophone Co., Ltd. The new firm continued to sell
records — Vocalion label and Aco label — into 1927.
[Andrews 1980/10.]

AEOLIAN VOCALION (LABEL)

This was the name given by the Aeolian Co. to its ver-
tical-cut discs, first announced in the U.S. in May 1918,
and in U.K. in December 1920. Aeolian was dropped
from the title in 1920, and Vocalion was sold to
Brunswick in 1924. After March 1920 all production
was lateral cut. Because Aeolian entered late
into the disc field, the firm had difficulty signing classi-
cal artists and produced much dance music and popular
instrumental items. There were many series, identified
by brown, pink, red, green, and red disc labels.

See also ACO (label); Broadcast (label)

14

N
"“\\\c /

Aeolian-Vocalion label issued c. mid-teens by the Aeolian
Company. Courtesy Kurt Nauck/Nauck's Vintage Records

AEROPHONE DISQUE (LABEL)

A French record, also sold in Britain from September
1911. It was a 10-inch double-sided disc, vertical cut.

"AF

SEE AUDIO FREQUENCY

AFRICAN-AMERICAN OWNED LABELS
Although African-American artists have contributed
immeasurably to the history of sound recording, few
were actually able to participate in the business them-
selves as label owners. Nonetheless, a few pioneering
executives were able to establish unique labels that
came to define entire genres of music, and since the
rap explosion of the 1980s, more Black-owned labels
(or at least labels managed by Blacks that are market-
ed through the major media companies) have arisen
than were previously known.

The market for Black music was discovered in the
early 1920s with Mamie Smith’s recording of “Crazy
Blues,” released in August 1920 on the Okeh label.
Soon, Victor, Columbia, and smaller competitors like
Paramount established “‘race” divisions to record Black
entertainers for the Black record-buying market. Many
middle-class Blacks who could afford record players
were dismayed that their people were being represented
by this often bawdy popular musical form. So a group
of investors (including Black composers and writers)



gathered behind music publisher Harry Pace — who
had partnered with famed blues songwriter W.?. Handy
to form one of the first Black music publishers, Pace &
Handy — in January 1921 to found a record label,
Black Swan. It was named for the 19" century Black
opera singer, Elizabeth Taylor Greenfield. Fletcher
Henderson was the label’s first A&R man, and compos-
er William Grant Still its music director.

Although originally formed with the high-minded
idea of recording classical music, Black Swan soon
discovered that it had to enter the blues market to sur-
vive. Henderson brought a young nightclub singer to
the label named Ethel Waters, and she became a cash
cow for the label from her first recording, “Down
Home Blues” in 1921. Henderson led her backup band
“The Black Swan Troubadours,” on a successful tour
that fall. The label took the motto “The Only Genuine
Colored Record — Others Only Passing for Colored.”
However, while Pace enjoyed some success with
Waters and other blues singers like Alberta Hunter, he
could not compete with the major labels who were
also focusing on the blues market, and he sold his mas-
ters to Paramount in 1924.

Black musicians continued to work as A&R men in
the recording industry through the 1920s, 1930s,
1940s, and 1950s. After World War II, with the advent
of the LP and independent pressing plants, it was pos-
sible once again for smaller labels to proliferate, and
thus for Black-owned labels to come to the fore. One
of the first was the Chicago-based Vee-Jay Records,
founded in 1953 by deejay Vivian Carter and her hus-
band, Jimmy Bracken. The label became known for its
roster of R&B vocal groups and blues musicians, and
by 1960 had its own lavish headquarters and a well-
known studio band. However, the great success of
their white vocal act the Four Seasons in the early
through mid-1960s led to the label’s downfall when
the group sued over nonpayment of royalties.

Perhaps the most famous Black-owned label is
Motown. Founded by ex-boxing promoter/sometime
songwriter Berry Gordy, the little label from Detroit
was founded in 1959. Gordy developed a strong house
band, a stable of songwriters, and nurtured his acts,
teaching them how to perform, selecting their material,
and grooming them for pop acceptability. Motown’s
sound was so identifiable during the 1960s that it gave
its name to an entire musical style, combining upbeat
rhythms, catching songs, and vocal group harmonies
with just enough of a funky edge to give the music a
presence on both R&B and pop charts.

The other major purveyor of 1960s soul was Stax
Records out of Memphis, Tennessee. Although found-
ed by a white business woman, Estelle Axton, and her
brother, Jim Stewart, the label was coowned from the
mid-1960s by ex-deejay Al Bell, who did much to

AFRIKA BAMBAATAA

broaden its base as a Black-owned business. Key pro-
ducer/songwriter Isaac Hayes, and many members of
the label’s house band, were also Black, as were most
of its hit-making artists.

In the mid-1950s, New York R&B singer Sylvia
Robinson founded a string of labels with her
entrepreneur-husband, Joe, under the “All Platinum”
corporate umbrella. Their most famous label, however,
came in the early 1970s, named for the Sugar Hill
neighborhood of Harlem. Clued in to the success of rap
by their son, they recorded the song “Rapper’s Delight”
in 1979, which helped launch the new style. They would
later add hip-hop to the label’s offerings, and even pur-
chase the Chess catalog, but by the mid-1980s the small
label was overextended, and it went bust in 1985.

In 1983, Black rap entrepreneur Russell Simmons
founded Def Jam Records with white producer Rick
Rubin. The company quickly became very successful,
with a roster of key mid-1980s rap stars, notably
“gangsta” rappers Public Enemy. Rubin and Simmons
split by the early 1990s, and Def Jam eventually
became part of the Polygram conglomerate (now
Universal Music Group).

While it was common for small entrepreneurs to
found their own labels in the past, nowadays it is more
likely for producers to have production deals with
major labels that enable them to have their own “label-
within-a-label.” For example, In 1989, popular pro-
ducer Kenny “Babyface” Edmonds formed a
production company called LaFace Records with his
partner, L.A. Reid (Mark Rooney). The duo produced
popular artists like Janet Jackson through their compa-
ny, and the recordings were then released on a major
label. Similarly, Sean “Puffy/Puff Daddy” Combs
founded Bad Boy Entertainment in 1993 in a partner-
ship with Clive Davis’s Arista label. This trend contin-
ues to today, with other major Black producers
forming their own production companies and then
marketing their output through either their own
“labels” or directly to the majors.

CARL BENSON

AFRIKA BAMBAATAA (10 APR 1960-)

Pioneer hip-hop artist, born Kevin Donovan in the
Bronx, New York. He took the name of a 19"-century
Zulu chief meaning “affectionate leader”” While the
deejay Kool Herc is widely credited with creating
hip-hop, Afrika Bambaataa led the way in disseminat-
ing it worldwide. His vision incorporated deejays, rap-
pers, singers, studio producers, break-dancers, and
graffiti artists into one youth culture movement.
Known as the “Master of Records,” due to his unrivaled
disc collection, he experimented with recorded musical
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AGUILERA, CHRISTINA

elements such as Latin rock, European disco, funk,
punk, and the German electro bands such as Kraftwerk
in order to create the ultimate dance environment.
Although his primary creative medium was the club
and street dances, he produced many important 12-inch
singles and albums during the 1980s, most notably
“Planet Rock” with Soulsonic Force (Tommy Boy 823;
1982), “Renegades of Funk” with Soulsonic Force
(Tommy Boy 839, 1983), “Unity” with James Brown
(Tommy Boy 847; 1984), Planet Rock: The Album
(Tommy Boy; 1986), and Warlock and Witches,
Computer Chips, Microchips and You (Profile; 1996).
While no longer in hip-hop’s innovative vanguard, he
has remained in high demand as an elder statesman of
the genre, working parties and raves and often making
radio station appearances.

FRANK HOFFMANN

AGUILERA, CHRISTINA (18 DEC 1980-)
Christina Aguilera came along at the perfect time in
pop music history; with preteens possessing more dis-
posable income than ever before, teen-idol recording
stars became a hot commodity in the 1990s.
Furthermore, Hispanic performers captured an
increasing share of music industry revenue during this
decade. Add Aguilera’s striking good looks, exuberant
singing style, accomplished stage skills, and a major-
label promotional budget, and chart success would
seem to have been a foregone conclusion.

Although born in Staten Island, New York, due
largely to her father’s military career, Aguilera trav-
eled widely as a youth until the family settled in
Wexford, Pennsylvania. After starting out in
Pittsburgh area talent shows, she appeared on the TV
series Star Search at age eight and garnered a cast slot
on The New Mickey Mouse Club four years later. Her
recording career commenced with a hit single in
Japan, “All I Wanna Do,” a duet with Keizo Nakanishi.
She next recorded “Reflection” for inclusion on the
soundtrack of the animated feature, Mulan (1998).

Signing a recording contract with RCA in 1998, her
debut album — Christina Aguilera (RCA 67690;
1999; #1) — would sell more than 10 million copies
over the next year, propelled by two number one sin-

‘gles, “Genie in a Bottle” (RCA 65692; 1999) and

“What a Girl Wants” (RCA 65960; 1999). Aguilera’s
superstar status was affirmed by an invitation to
perform at the Super Bowl XXXIII Halftime Show
and a 1999 Grammy award for best new artist.
Aguilera was widely compared to Brittany Spears,
another Mickey Mouse Club alumnus and teen-pop
phenomenon. Aguilera’s vocal skills were generally
conceded to be far superior to Spears, but many found
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her reliance on tricks (such as extended melismas and
full-throated belting) to mar her style. The two ran
neck-and-neck in the sex-symbol contest, both project-
ing a combination of adolescenct innocence packaged
in eye-grabbing, revealing costumes. While insisting
on wholesome values, both persistently sold sex as the
main ingredient of their stage (and video) image.

With import singles and albums flooding the mar-
ket, two more albums were issued domestically in
2000, Mi Reflejo (RCA), a Spanish-language collec-
tion geared to her huge Hispanic following, and My
Kind of Christmas (RCA). The following year she col-
laborated with Lil’ Kim, Mya, and Pink in the chart-
topping single, “Lady Marmalade” (Twentieth
Century-Fox 497 561-2; 2001; from the film sound-
track to Moulin Rouge), formerly a number one hit for
Labelle in 1975. In fall 2002, Aguilera continued to
change her image from adolescent seductress with the
release of her album, Stripped (RCA 68037), featuring
a topless cover shot emphasizing her new body pierc-
ings. A sensitive ballad, “Beauitful” (RCA 60687),
was a major hit from the record in early 2003.

FRANK HOFFMANN

AIR SUSPENSION

SEE ACOUSTIC SUSPENSION

AIRPLANE RECORDINGS

SEE AVIATION RECORDINGS

AIX RECORDS (LABEL)

A division of the AIX Media group and located in West
Hollywood, California, AIX Records specializes in
recording and mastering high-resolution digital, and
mixing in both 2-channel stereo and 5. 1-surround sound
for DVD-Audio. Begun by Mark Waldrep in 1987,
primarily as an authoring, mastering, and production
facility, and expanded into a full-service record compa-
ny in 2000, AIX pioneered the release of DVD-Video
titles produced and released in the USA. The current
AIX catalog includes jazz, blues, folk, bluegrass, and
classical artists. [Website: www. aixrecords.com.]

HOWARD FERSTLER

AJAX (LABEL)
A record produced by the Compo Co., Ltd., a Berliner
office in Lachine, Quebec, from about 1923. The




headquarters office for Ajax was in Chicago; recording
was done in New York. Masters and files of Compo
were later in New York, then in Montreal. Material
recorded was jazz, country, blues, and “race,” and the
roster included some important artists such as Mamie
Smith, Rosa Henderson, and Fletcher Henderson.
Masters from various Plaza labels were used for some
issues. There was no recording after July 1925.
[Kendziora 1966 gives a complete label list; Rust
1978; Rust 1980.] '

AKG ACOUSTICS

In business for over five decades, and part of Harman
International since 1993, AKG is one of the world’s
leading manufacturers of high-quality microphones,
headphones, and accessories as well as of OEM and
telecom products. With over 1,400 international
patents to its credit, the company has accumulated
special know-how in designing electroacoustic trans-
ducers. Products for the optimum recording and repro-
duction of sound, both of the human voice and musical
instruments, are designed and manufactured in close
cooperation with professional users.

HOWARD FERSTLER

ALABAMA PHONOGRAPH CO.

One of the affiliated firms of the North American
Phonograph Co., located in Anniston, Alabama, oper-
ating in 1890. Charles A. Cheever was president.

ALADDIN RECORDS (LABEL)

Aladdin Records was established in late 1944 by the
Mesner brothers, Eddie and Leo. The Los Angeles-
based label was initially named Philo; however, a law-
suit forced a name change in 1946.

Although releases spanned jazz (on the Jazz West
and Intro subsidiaries), gospel, and classical (on
Orefeo), Aladdin focused on rhythm and blues. Its
artist roster included Amos Milburn, Charles Brown,
Joe Turner, Shirley & Lee, and the Five Keys. The
label’s album and singles releases are among some of
the most highly valued with record collectors.

The scarcity of many Aladdin, Jazz West, and Intro
LPs is due in part to the Mesner’s formation of budget
subsidiary Score in 1957. Many jazz and R&B record-
ings remained in print for a relatively short time prior
to being deleted and reissued on Score with a retail
price of $1.98. It is likely that a number of albums
intended for Aladdin instead debuted on Score.

Although the Aladdin name has remained in use,
the company ceased to exist as a business entity when

ALBANI, EMMA, DAME

the Mesners sold their catalog to Imperial in 1962. The
rights to these recordings now belong to the EMI
Records Group; in fact, many LP compilations have
featured material culled from Aladdin, Imperial, and
Capitol.

FRANK HOFFMANN

ALBANESE, LICIA (22 JULY 1913-)

Italian soprano, born in Bari. She made her debut as a
last-minute substitute in Milan’s Teatro Lirico, then
made a formal debut in Parma on 10 Dec 1935. In both
appearances she sang Cio-Cio-San, a role that she made
her own throughout her career at the San Carlo Opera,
La Scala, and the Metropolitan Opera (where she sang
first on 9 Feb 1940, and remained for 26 years). Her
other great roles were Mimi, Violetta, Marguerite,
Desdemona, and Tosca. She last appeared at a Town
Hall (New York) benefit concert on 5 Feb 1975.

Her Mimi was recorded in Victor’s complete
Boheme (#VM-518-519) with Beniamino Gigli (“O
soave fanciulla” receives a particularly brilliant per-
formance, with both singers holding high Cs at the
end); she sang another complete Boheme with Jan
Peerce, under Toscanini, on LP (Victor #LM6006).
“Un bel di” from Madama Busterfly was recorded on
Victor #11-9254, and on LP she recorded excerpts
from the opera with Jan Peerce; but she did not take
part in a complete recording of the work. Tosca was not
recorded complete with Albanese, but her “Vissi
d’arte” is on Victor #11-9115. “Ave Maria” and “Salce”
from Otello represent her Desdemona role (Victor #11-
9957). Albanese recorded the complete Traviata with
Jan Peerce and Toscanini (Victor LP #6003), and the
“Sempre libera” aria (Victor #11-9331).

ALBANI, EMMA, DAME
(1 NOV 1847-3 APR 1930)

Canadian soprano, born Marie Louise Cécile Emma
Lajeunesse near Montreal. She studied in Italy and
took an Italian stage name, making her debut in
Messina in 1870 as Amina in Sonnambula. In the same
role she had debuts in Covent Garden (1872) and the
New York Academy of Music (1874); then she was
heard at the Metropolitan Opera on 23 Dec 1891 as
Gilda. She sang opera only until 1896, thereafter
devoting herself to concertizing. She was named
Dame of the British Empire in 1925. Albani died in
London.

Among her special roles were Elsa and Elisabeth,
which she was first to sing for London performances; as
well as Lucia, Desdemona, and Elvira in Puritani.
Unfortunately, she made only a few recordings. Her
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ALBANY (LABEL)

first, probably lost, was an attempt by Edison’s repre-
sentative, Colonel George Gouraud, to record at the
1888 Handel Festival at the Crystal Palace. (Some white
wax cylinders from the Handel Festival survive, at the
Edison National Historical Site; they are not yet fully
identified.) Her extant material — only seven titles —
was made for G & T (1904) and Pathé (1907). “Ombra
mai fu” from Serse was the earliest and perhaps the
finest of these (G & T #53325; reissued on IRCC #182,
1941; and HRS LP #3008, 1950). [Ridley 1959.]

ALBANY (LABEL)

Albany Records was formed in the 1990s with a par-
ticular emphasis on direct marketing via the Internet.
The label’s catalog — which consists exclusively of
compact disc titles — focuses on classical music, par-
ticularly in these genres: chamber, choral, instrumen-
tal, opera, orchestral, organ, and vocal. Albany
specializes in American art music composers, includ-
ing titles featuring the works of Amy Beach, William
Bolcom, Stephen Foster, Morton Gould, Roy Harris,
Charles Ives, George Perle, Tobias Picker, and Walter
Piston. [Website: www.albanyrecords.com.]

FRANK HOFFMANN

ALBUM

Originally the name of the holder for two or more 78s,
or by extension for the discs themselves. Later the
term was applied to a single 45 rpm or 33 1/3 rpm LP
in a sleeve, or to a disc with more than one piece on a
side. The modern compact disc, DVD-A disc, DVD
music disc, and SACD disc, as installed in a jewel or
snap case, would not normally be called an album, and
multi-disc compendiums are usually called “sets,” so
the term is rapidly becoming archaic. It has not been
established when the earliest albums appeared on the
market. In April 1909 English Odeon marketed an
album with four double-sided records, for 16 shillings.
The content was a performance of the Nutcracker
Suite by the London Palace Orchestra under Hermann
Finck. In 1910 Odeon offered another four-disc album,
Midsummer Night’s Dream. The Bubble Books (copy-
righted 1917) may have been the earliest U.S. albums.
Victor issued boxed language sets during World War 1.
Classical music album sets were sold widely after the
war. There were numerous albums on the American
market by 1924, nearly all of them European imports.
It appears that the Roycroft Album, by the English
Singers, was the first nonclassical multi-disc issue;
this was a 12-record set sold in 1928.

REV. HOWARD FERSTLER
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ALBUM COVER

A term loosely applied to all packaging for discs,
whether singles or parts of album sets, with particular
reference to the graphic art involved. Most 78 rpm sin-
gles were offered in plain wrappers, possibly with
advertising of the label’s other records; 78 rpm albums
often had portraits of the performers or composers, or
reproductions of art works. LP popular and jazz albums
began to show livelier scenes, including psychedelic art
on rock covers, and eventually there emerged the notion
of the cover as an “artistic statement.” With the Sgr.
Pepper’s Lonely Hearts Club Band album by the
Beatles (1967) the cover was said to be “as important as
the recorded material itself. The Beatles extended the
theme of the album to the cover, and the ‘total-package’
idea was born.” [Denisoff 1986, p.189] On popular
albums this idea often led to controversy, with nudity or
representations of violence bringing organized opposi-
tion. In the 1980s offensive graphics became scarcer. In
the classical field, album art has remained limited to
artist portraits, evocative photographs, pictures of the
instruments, and representations of paintings. An exhi-
bition of the album cover as art, said to be the first of its
kind, was presented at the Galerie Beaumont,
Luxembourg, in 1989. [Denisoff 1986; Garlick 1977.]

ALBUM NUMBER

The number assigned to an album (set) of discs by the
manufacturer. In the 78 rpm era individual disc numbers
bore no relation to the album numbers (e.g., Decca’s
1946 Ink Spots album is #A-477, while the discs them-
selves are numbered 23632 to 23635). Closer relation-
ship between album and disc numbers can be found in
LP issues (e.g., Columbia’s Dave Brubeck Quartet —
Jazz Impressions of New York has album number CS
9075, and the disc within has the same number; a mono-
phonic version, however, carried the album number CL
2275.) Album numbers can vary with the country of
issue: for example, CBS #D2 37852, Rondine, was
made in Holland and issued in Europe in 1983; the
USA—Canadian release has a different prefix, #12M
37852. The single disc carries the same number as the
album. Angel’s three-disc album of the Mozart string
quartets, issued under their Seraphim label, is #SIC
6028, while the discs are numbered consecutively by
side: #YRX-X-1405 to #YRX-X-1410.

See also Automatic Sequence; Manual Sequence

ALBUM ORIENTED ROCK (RADIO)AOR
AOR arose in the early 1970s as part of a concerted
effort by radio executives — in collusion with the
major record labels — to standardize FM playlists.




Taking the Top 40 format dominating AM radio, AOR
consisted of tight, scaled-down song rotations, usually
one or two selections preferred by the artists them-
selves (or the listening audience, if the street-level ver-
dict was unanimous in nature) from the best-selling
rock albums of the day: It was geared to album, rather
than 45 rpm single, sales; many of the playlist selec-
tions were never released as singles.

AOR has never constituted a stylistic grouping;
playlist inclusions have always been defined by radio
programmer decisions. The artists enjoying heavy
AOR rotation representing a wide range of musical
genres. Nevertheless, some general characteristics of
AOR have been discerned by industry observers. J.D.
Considine termed it “hard pop”; that is, “hard, because
its sound derives from the contours of hard rock and
heavy metal; pop, because its formal structure is ori-
ented toward popsong melodicism, not the sprawling,
riff-based jamming of traditional heavy metal.” He
adds that critics of the category dismiss it as entertain-
ment (as opposed to “music”), whereas supporters
have pointed to its propensity for selling records. AOR
was also widely criticized for its tendency to bar Black
artists from playlists.

The genre peaked in popularity during the mid-
1970s. The emergence of other commercially viable
radio formats in the late 1970s and early 1980s — most
notably disco, country pop, rock ‘n’ roll oldies, adult
contemporary, and college radio/alternative — severely
compromised its front-running status. AOR’s appeal
was also diminished by the decline of mainstream rock
acts such as Bad Company and the Doobie Brothers.
The format remains a radio fixture, albeit in a second-
ary role — both within radio and in relation to other
media broadcast outlets — as a hit-making entity.

FRANK HOFFMANN

ALC

SEE AUTOMATIC LEVEL CONTROL

ALDA, FRANCES (31 MAY 1883 [SOME
SOURCES GIVE 1879]-18 SEP 1952)

New Zealand soprano, born Frances Davies in
Christchurch. Alda played both piano and violin as a
child, and in her teens was singing with a light opera
company. Taken to England to study, she sang for King
Edward VII. Her debut was at the Opéra Comique,
Paris, in Manon on 15 Apr 1904, under her new stage
name, Frances Alda. Jules Massenet, composer of
Manon, taught her the role. She went on to perform in
Brussels and then made her Covent Garden debut with

ALIASING (DIGITAL)

Enrico Caruso in Rigoletto. At La Scala in 1908 she
sang the premiere of Louise. She began with the
Metropolitan Opera in the 1908/1909 season, and
remained with company to 1929, missing only one
season. Alda married the Metropolitan’s director,
Giulio Gatti-Casazza, in 1910 (divorced 1929). She
died in Venice.

Her recording career began in 1910 with Victor; she
made all her records for that label. By 1917 there were
35 solo items by Alda in the Victor catalog, plus a
notable duet with Enrico Caruso (“Miserere” from
Trovatore, #89030, #8042), a trio and four quartets.
Among her finest recordings are “O mio babbino
caro” from Gianni Schicchi; “Ah! dunque ei m’amera”
from Loreley; “L’altra notte in fondo al mare” from
Mefistofele; “Sul fil d’un soffio etesio” from Fulstaff,
and “Un bel di” from Madama Butterfly. These were
included in LP transfer issued by Court Opera Classics
(CO 383) in 1979. [Favia-Artsay 1951.]

ALDRIDGE, SALMON & CO., LTD.

A firm registered in Britain in 1902, but originally estab-
lished in Bombay, India, in the 1840s as general mer-
chants. The U.K. offices were in London. In July and
August 1907 agreements with E.?. Sabine and Thomas
Frederick Bragg led to the opening of a record depart-
ment which they named the Universal Talking Machine
Co. It sold Columbia, Pathé, and Favorite labels.

ALEXANDER, GEORGE
(9 JULY 1867-2 MAR 1913)

American baritone, born Clifford Alexander Wiley in
Baltimore. His repertoire was primarily light opera and
concert songs. He made his first recordings for
Zonophone in 1902, and then made his first Columbia
record 1903; the song was “Three Roses Red”
(Columbia 1098). Although he made a few Victor discs
in 1903 (all out of the catalog by 1908), he worked
almost exclusively for Columbia, making more than 50
cylinders and 75 discs by 1907; some of his records were
still marketed in 1927. Alexander died in New York.

ALIASING (DIGITAL)

In digital-audio recording systems, this phenomenon
involves the problem of unwanted frequencies creat-
ed when sampling a signal of a frequency higher
than half the sampling rate. When the sample inter-
val is too large, the spectrum copies overlap, the
signals are mis-recognized, and a low-pass filter
cannot recover the signal exactly. In other words,
aliasing will occur when the sample rate is smaller
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ALIGNMENT

than twice the signal bandwidth. Consequently,
aliasing is a form of distortion.

See also Oversampling

HOWARD FERSTLER

ALIGNMENT

In a tape recorder, the position of the tape head with
respect to the tape. If alignment is imprecise there will
be distortion and/or reduced output; this is more critical
with cassette decks than with reel-to-reel recorders
because of the cassette tape’s narrow recording tracks.
Some cassette decks have built-in alignment equipment.
Test tapes are used to check accuracy of alignment.

ALL-AMERICAN MOHAWK CORP.

A Chicago manufacturer of radios and phonographs,
selling combination radio-phonographs from $245 to
$425. The product trade name was Mohawk-
American. The company was active in the later 1920s.

ALLEN, WALTER C.
(2 NOV 1920-23 DEC 1974)

Ceramic engineer, member of the engineering faculty
at Rutgers University, New Jersey; also a jazz
researcher, discographer, and member of the executive
committee of the Rutgers Institute of Jazz Studies. He
was the author of books on King Joe Oliver (written
with Brian Rust) and Fletcher Henderson. At the time
of his death in Point Pleasant, New Jersey, he was
preparing a revised edition of the Oliver book. Allen
was a tireless advocate of high standards in biograph-
ical and discographical research in the jazz field.

ALLGEMEINE ELEKTRIZITATS
GESELLSCHAFT (AEG)

A German firm responsible for early work on tape
recorders. In 1931, pursuing an interest in Pfleumer’s
tape machine, AEG developed the Magnetophon,
which solved the old problems of slip-free constant
speed tape transport and of recording head design.
Among researchers at the firm were Erwin Meyer,
Emil Mechau, Richard Keller, Theo Volk, and
Veronika Oexmann.

ALLIGATOR RECORDS

Urban blues label based in Chicago founded by Bruce
Iglauer in 1971, then just 23 years old. Iglauer was a
rabid blues fan who moved to Chicago after finishing
college to pursue his favorite band, Hound Dog Taylor
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Alligator Records's logo. Courtesy Alligator Records

and the House Rockers. He worked briefly as a ship-
ping clerk at Delmark Records, and tried to convince
label owner Bob Koester to record the band. Koester
declined, so Alligator released its first album, a live
album recorded for $900. He continued to release about
an album a year, promoting and selling the records out
of his car. In 1975, the label signed Koko Taylor, one of
the great female blues singers, and her first record gar-
nered the company its first Grammy nomination. Three
years later, guitarist Albert Collins, who had previous-
ly recorded for ABC/Bluesville and other major labels,
was signed. His first Alligator album was reviewed in
Rolling Stone, greatly enhancing the label’s visibility
as a major player in the blues scene. The 1980s saw the
label branch out into Cajun music, signing Clifton
Chenier, and, in 1984, blues rock, with the signing of
Johnny Winter and Roy Buchanan. The label continued
to grow, celebrating its 20" anniversary in 1991 with an
all-star tour headlined by Taylor that was the subject of
a documentary film and 2-CD set; a 25" anniversary
record set followed in 1996. By the turn of the century,
Alligator boasted of being “the largest independent
contemporary blues label in the world,” with a back
catalog of over 170 releases. It continues to sign young
rising players as well as working with its stable of leg-
endary performers. [Website: www.alligator.com.]

CARL BENSON

ALLISON, ROY (6 MAY 1927-)

Noted speaker designer, writer, and researcher. He
became involved with electronic matters during U.S.
Navy service and later at the University of Connecticut’s
school of electrical engineering. Early in his audio
career, Allison was editor of Radio Communication,
TV and Radio Engineering, and Communication
Engineering magazines, audio editor of High Fidelity
magazine and editor of Audiocraft magazine.



In 1959 he joined Acoustic Research, Inc. He
became chief engineer in 1962 and became plant man-
ager in 1964. In 1967 he became vice president in
charge of research and development. In 1974, after
leaving AR, he helped to found Allison Acoustics,
RDL, and RA Labs. He has published numerous pro-
fessional-level and hobby-related articles and wrote a
book, High Fidelity Systems. He has been a fellow of
the Audio Engineering Society since 1973.

His most important later articles, published in both
technical and consumer-oriented journals, deal with
speaker/room interactions. He is responsible for defin-
ing the “Allison Effect,” which involves mid-bass can-
cellation artifacts between loudspeaker systems and
room boundaries, and is also responsible for some
highly regarded speaker driver and loudspeaker sys-
tem designs.

See also Boundary Effects; Loudspeaker; Room
Acoustics

HowARD FERSTLER

THE ALLMAN BROTHERS (BAND)

Built around a twin lead guitar framework featuring
Duane Allman’s bluesy slide work and Dicky Betts’s
lyrical country-inflected stylings, as well as a double-
drummer lineup — both relatively new to rock at the
time — the Allman Brothers Band, along with San
Francisco groups such as the Grateful Dead and
Quicksilver Messenger Service, helped create the jam-
band phenomenon. Formed in Macon, Georgia, the
Allmans also anticipated the 1970s southern rock genre.

Comprised of veteran group and session players
(Duane Allman was particularly in demand, making
substantial contributions to Derek and the Dominoes’s
Layla in addition to many hits by Muscle Shoals artists
such as Wilson Pickett and Aretha Franklin), the
band — also consisting of keyboardist/guitarist Gregg
Allman (considered to be a premier soul singer),
bassist Berry Oakley, and drummers Butch Trucks and
Jai Johanny Johanson — steadily built up a following
through recordings. Early LPs included The Allman
Brothers Band (Atco 308; 1969; #188), Idlewild South
(Atco 342; 1970; #38), At Fillmore East (Capricorn
802; 1971; 13), Eat a Peach (Capricorn 0102; 1972;
#4,), and Brothers and Sisters (Capricorn 0156; 1972;
#1), featuring virtuoso performing and a deft blend of
country and blues-based material.

Despite the motorcycle deaths of Duane Allman
(1971) and Oakley (1972) and internal disagreements
between Betts and Gregg Allman (which resulted in
several breakups during the 1970s and 1980s in which
members pursued side projects), the band has survived
into the 21* century, primarily on the strength of live

ALPERT, HERB

performances. Their shows have been documented on
many recordings, both official releases — Wipe the
Windows — Check the Oil — Dollar Gas (Capricorn
0177; 1976: #75), Live at Ludlow Garage 1970
(Polydor 843260, 1990), An Evening With the Allman
Brothers Band (Epic 48998:; 1992; #80), 2" Set (Epic
66795; 1995; #88), Fillmore East 2/70 (Grateful Dead;
1997), and Peakin’ at the Beacon (Epic; 2000) — and
countless bootlegs.

By the 1990s the band had caught on with alterna-
tive rock fans who were aware of their influence on
modern-day improvisational groups such as the Phish,
Bela Fleck and the Flecktones, Widespread Panic, and
the Dave Matthews Band. Although no longer an inno-
vative force on recordings, the Allmans have received
many industry awards in recent years, including induc-
tion into the Rock and Roll Hall of Fame (1995)
and their first Grammy award (1996 Best Rock
Instrumental Performance) for “Jessica.”

FRANK HOFFMANN

ALPERT, HERB (31 MAR 1935-)

For a time in the mid-1960s, Herb Alpert’s records
were outselling those of the Beatles; during the week
of May 21, 1966, he had five albums in the Top 20 of
the Billboard Top LP’s chart (including three of the top
eight positions). However, he also made a significant
impact with the record industry as a businessman,
writing and producing many hits as well as forming
A&M Records — one of the most successful artist-
owned labels ever established — with Jerry Moss.

Born in Los Angeles, Alpert began his recording
career with RCA as Dore Alpert shortly after a stint in
the army. He would then sign with Dot Records in 1959,
again with no real success. Teaming up with future
music business mogul Lou Adler, he help write such
best-selling recordings as Sam Cooke’s “Only Sixteen”
(1959) “Wonderful World” (1960). The duo adopted the
moniker Dante and the Evergreens to record a cover of
the Hollywood Argyles’s “Alley Oop” (1960). He
would produce tracks for the likes of Jan and Dean.

In 1962, Alpert combined with Moss to found A&M
Records; his group, the Tijuana Brass, recorded the
firm’s first hit for only $65, “The Lonely Bull” (A&M
703; 1962). A&M would go on to be recognized as the
largest independent label worldwide. By the early 1970s
its roster would include such artists as Joe Cocker, the
Carpenters, Free, Spooky Tooth, and Sergio Mendes.

It took a few years for Alpert’s own recordings with
the TJB to peak commercially. His debut release, The
Lonely Bull (A&M 101; 1962; #24), established the
group’s trademark sound, a light, punchy blend of
mariachi music, mainstream easy listening pop, and
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Herb Alpert and the Tijuana Brass's album with typical mid-
'60s cover art. Courtesy Frank Hoffmann

pre-smooth jazz. Follow-up albums — Herb Alpert’s
Tiajuna Brass, Volume 2 (A&M 103; 1963; #17),
South of the Border (A&M 108; 1965; #6), and
Whipped Cream & Other Delights (A&M 110; 1965;
#1) — garnered increasingly greater sales. The latter
LP, on the strength of the hit single, “A Taste of
Honey” (A&M 775; 1965; #7), and an eye-catching
cover featuring model Dolores Erickson covered only
with shaving cream, elevated Alpert to the top of the
pop scene. “A Taste of Honey” — with its catchy stop-
and-start bass drum figure — would go on to win 1995
Grammy awards for record of the year, best non-jazz
instrumental performance, best instrumental arrange-
ment, and best-engineered record.

For the remainder of the 1960s, the TJB remained a
hot commercial property, doing well with Going
Places (A&M 112; 1966; #1), What Now My Love
(A&M 4114; 1966; #1), S.R.O. (A&M 4119; 1966;
#2), Sounds Like (A&M 4124; 1967; #1), Herb
Alpert’s Ninth (A&M 4134; 1967; #4), and The Beat
of the Brass (A&M 4146; 1968; #1). Although public
expectations limited the extent of his musical explo-
rations, Alpert attempted some incremental variations
on the group’s formula, most notably the vocal ballad,
“This Guy’s in Love with You” (A&M 929; 1969; #1).
By the late 1960s, however, his music was deemed out
of step with the more serious tone of the times, and
TJB albums gradually fell out of favor.

During the 1970s Alpert attempted a number of
approaches to retool his sound, including an Afro-jazz
fusion collaboration with Hugh Masekela (Herb
Alpert/Hugh Masekela; Horizon 728; 1978; #65).
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After aborting a try at recording TJB hits disco style,
he used the remaining studio time to explore a jazz-
pop mode more suited to his personal tastes. One of
these takes, a slow-down dance song cowritten by his
cousin, “Rise” (A&M 2151; 1979), reached number
one on the Billboard Hot 100.

Alpert’s subsequent releases have met with mixed
success, his biggest success coming with “Diamonds”
(A&M 2929; 1987; #5), which featured a guest vocal by
then-emerging star Janet Jackson. Since selling A&M to
PolyGram in 1990 for more than $500 million, he has
turned his attention to a wide range of projects. In addi-
tion to forming a new label with Moss, Almo Sounds, in
1994, he has exhibited his expressionist paintings,
coproduced Broadway musicals such as Angels in
America and Jelly’s Last Jam, and established a philan-
thropic organization, the Herb Alpert Foundation.

See also A&M Records

FRANK HOFFMANN, JAMES B. LANSING
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SEE LANSING, JAMES B.

ALTERNATIVE ROCK
Alternative rock encompassed a wide array of styles;
the prime unifying feature consisted of an aversion
to the pretentions of 1960s art rock. This alienation
was initially expressed through the punk explosion.
The movement was reconfigured during the postpunk
era of the 1980s as an autonomous independent
subculture centered around college radio and urban
community clubs and mass media. The Athens,
Georgia-based band, R.E.M., emerged in the mid-
1980s as the most commercially successful exponent
of indie musical values. The grunge sound, centered in
Seattle in the late 1980s, proved seminal in convincing
major record labels to again promote loud rock played
by youth sans glitter or spandex. While grunge’s lead-
ing band, Nirvana, disbanded prematurely as a result
of leader Kurt Cobain’s 1994 suicide, the scene con-
tinued to flourish on the strength of other talented area
bands such as Pearl Jam, Soundgarden, Screaming
Trees, Alice in Chains, and Sunny Day Real Estate.

The alternative sound changed the essential nature
of rock from a mass youth music to a particularized,
anti-commercial music of bohemia, social marginals
of various kinds, and the avant-garde. Not since the
days of bebop jazz had pop music been so inclined to
anti-pop statements. :

By the mid-1990s, however, alternative rock as a
whole had become increasingly mainstream in nature.




Now referred to as “modern rock” on the radio and in
trade publications, the genre was heavily pervaded by
power pop (e.g., Teenage Fanclub, the Rembrandts),
AOR hard rock (e.g., Foo Fighters, Stone Temple
Pilots), and hip-hop (e.g., Faith No More, Red Hot
Chili Peppers).

FRANK HOFFMANN

ALTHOUSE, PAUL
(2 DEC 1889-6 FEB 1954)

American tenor, born in Reading, Pennsylvania. He
made his debut at the Metropolitan Opera as Dmitri on
19 Mar 1913, and sang there (with some interruptions)
until 1940. His roles were from the Italian and
Wagnerian repertoires, as well as his debut role in Boris
Godunov. Althouse was a well-known teacher, whose
pupils included Eleanor Steber and Richard Tucker.

He made five Edison cylinders in 1913-1914,
the first being “All Hail Thou Dwelling” (“Salut
demeure”) from Faust (#28195). That aria, and two
other numbers, were also on Edison Diamond Discs.
He then recorded for Victor; there were eight arias by
him in the 1917 Victor catalog. In 1917-1918 he
recorded patriotic and concert numbers for Pathé.
Althouse died in New York.

ALTO SALES CO.

A San Francisco firm thatwas manufacturing, in 1912,
the “Alto Brake,” a self adjusting automatic-stop for
disc players.

AMATO, PASQUALE
(21 MAR 1878-12 AUG 1942)

Italian baritone, born in Naples. His debut was in
Naples in 1900; he sang first at the Metropolitan
Opera on 20 Nov 1908 as Germont and remained with
the company until 1921. He recorded first for Fonotipia
in Italy, making 60 sides in 1907-1910. His first Victor
recordings were made in 1911; within five years he
had made 16 opera solos, plus duets with Enrico
Caruso, Geraldine Farrar, Johanna Gadski, Frieda
Hempel, Marcel Journet, and Margarete Matzenhauer.
He took part in the Lucia Sextette recording (Victor
#96201) with Caruso, Luisa Tetrazzini, Journet,
Josephine Jacoby, and Angelo Bada; this disc sold for
$7, the highest price in Victor’s catalog. Amato’s voice
was shown at its best in recordings of the “Toreador
Song” (Victor #88327), “Di provenza il mar” (Victor
#88-474), and “O vecchio cor che batti” from Due
Foscari (Victor #88438, #V-15-1005; 1913). He
recorded for Columbia in 1916.

AMBEROL

Pasquale Amato in the 1917 Victor catalog. Courtesy Jerald
Kalstein

Although he left the Metropolitan because of ill
health in 1921, Amato continued singing in Europe,
South America, and in the U.S. In 1924 he was in
Berlin, and made records for Homochord; these were
also issued by the Italian label Phonotype. All the LP
reissue labels carried his acoustic recordings.

In 1928 he appeared in a Vitaphone film entitled A
Neapolitan Romance, singing “Torna a Surriento” and
the “Toreador Song”; unfortunately only the video
segment of the film has survived. Amato died in
Jackson Heights, New York. [Kenyon 1973.]

AMBASSADORS

An American dance band of the 1920s, known by many
names on various record labels. Leaders included Louis
Katzman and Willie Creager; among the vocalists were
Ernest Hare, Irving Kaufman, and Gene Austin. They
began to record with “Tell Me a Story” (Vocalion
#14620; 1923). The last known record was “Song of
Siberia” (Vocalion #15832; 1929). [Rust 1989.]

AMBEROL
A new cylinder material, and label of the same name,
introduced in the U.S. by Thomas Edison in November
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1908. With 200 threads per inch instead of 100/inch, it
- could play four minutes (the Crystol, a British coun-
terpart manufactured by Edison Bell, was said to play
five or six minutes). The material was a waxlike metal-
lic soap compound, fragile and quick to wear. A spe-
cial sapphire point reproducer was used to play the
records; this was incorporated in the Amberola phono-
graph. In 1912 Edison improved on the formula and
offered the much more effective Blue Amberol. The
name Amberol was selected from several alternatives,
despite the lack of amber in the record, because it was
thought to suggest the popular amber products of the
day — notable for their beauty and quality.

“William Tell Overture,” played by the Edison
Concert Band, was the first Amberol number issued. A
total of 1,157 items were released in the popular series
through November 1912; there were also 40 concert
records and 121 grand opera records. Among the
artists represented were Albert Spalding, Riccardo
Martin, Anna Case, Blanche Arral, Leo Slezak, Sarah
Bernhardt, Maria Galvany, and Lucrezia Bori.
{Koenigsberg 1987; Petersen 1975.]

AMBEROLA

SEE EDISON RECORD PLAYERS

AMBIANCE (ALSO AMBIENCE)

In sound recording, the environment in the recording
studio or hall, and likewise the acoustic conditions in
the playback room. Ambiance, in contrast to ambient
sounds, may be incorporated (intentionally or not) in
the recorded program.

See also Reverberation; Surround Sound

HOWARD FERSTLER

AMBIANCE EXTRACTION

Used in some home-based surround-sound processors,
it basically involves removing out-of-phase information
from a two-channel soundtrack and converting it for use
in the surround channels. In the early 1960s, David
Hafler developed one of the original extraction systems,
a passive, unamplified hookup for a group of four loud-
speakers hooked up to a two-channel amplifier, which
steered out-of-phase components in a stereo recording
to a set of rear loudspeakers, which were themselves
wired to deliver a kind of ersatz stereo effect. This
process, called Dynaquad, was marketed as a product
by Hafler’s Dynaco company. In the late 1960s, Peter
Scheiber, at that time a professional bassoonist, filed a
U.S. patent for an encoder/decoder matrix system that
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would turn out to be a major competing format for
quadraphonic sound in the early 1970s. Later, Dolby
Laboratories cited many of Scheiber’s patents in the
creation of the Dolby surround system.

See also Hafler Circuit

HowARD FERSTLER

AMBIANCE SYNTHESIS

Used in some home-based surround-sound processors,
particularly those that employ digital circuitry, it basi-
cally involves synthesizing new ambiance from the in-
phase information on a two-channel soundtrack and
sending it to the surround channels. It differs from
ambiance extraction by not making primary use of the
recorded ambiance on a recording, except in the front
speakers.

HowaRD FERSTLER

AMBIENT SOUND

A term first coined by U.K. experimental pop musi-
cian and producer Brian Eno. In a 1978 essay he
described a new form of music in which the listener
might “swim in...float in...get lost inside.” The essay
appeared on the sleeve of Music for Airports, the first
ever ambient album (although Eno had refined his
style on the preceding Discreet Music). The arrival of
the synthesizer fuelled ambient music further most
notably on recordings by Kraftwek and Jean Michel
Jarre. The acid house, rave and techno scenes which
ignited in the late 1980s and early 1990s developed
ambient music further. ‘Ambient house’ was pioneered
in groundbreaking music by The Orb, Youth, The KLF
and 808 State who fused ambient ideas with mellow
dance beats. Now almost unrecognizable form the
tones and drones found on Music for Airports, ambient
became a mainstream phenomena post-millennium in
the form of ‘chill out’. An updated version of ambient
house for the Ibiza generation, chill out unwittingly
got sucked into the mainstream via a public saturation
of compilation albums. By it’s very nature ambient
music will evolve further. Eno himself describes its
offshoots and developments as “like Chinese Whispers
— unrecognizable but intriguing.”

IAN PEEL

AMBIOPHONICS

An effective, but primarily sweet-spot-oriented, sur-
round-sound technique developed by Ralph Glasgal
that involves a highly refined degree of two-channel



crosstalk cancellation, coupled with surround-channel
ambiance synthesis.

HowARD FERSTLER

AMCO (LABEL)

An American label of the mid-1920s, that “derived its
meager catalog from Grey Gull” (Rust). Examples are
rare, but the material was not distinguished. [Rust
1978.]

AMERICAN (LABEL)

SEE AMERICAN RECORD Co.

AMERICAN ENGINEERING
STANDARDS COMMITTEE

SEE AMERICAN NATIONAL STANDARDS INSTITUTE (ANSI)

AMERICAN FEDERATION OF
MUSICIANS OF THE UNITED STATES
AND CANADA (AFM)

A trade union founded in 1896 under the name
American Federation of Musicians (the current name
was adopted in 1965). The union engages in collective
bargaining with firms in the recording, radio, televi-
sion, and film industries. Its most historic action in the
recording field was a strike called by federation presi-
dent James C. Petrillo in August 1942, effecting a ban
on record making by all instrumentalists (except har-
monica performers). The dispute, inspired by Petrillo’s
concern that jukeboxes were putting live musicians out
of work, brought most American record production to
a quick halt, so that hit songs from Broadway and
Hollywood went unrecorded except for curious
arrangements by all-vocal groups trying to sound like
orchestras.

In September 1943 Decca reached agreement with
Petrillo, attracting artists away from Columbia and
Victor; these companies reached agreement with the
union in November 1944. As part of the agreement, a
percent of the sales of every record sold went to the
AFM for the benefit of unemployed musicians.

AMERICAN FOLKLIFE CENTER

In 1928 the Archive of Folk-Song (from 1981 the
Archive of Folk Culture) was established in the
Library of Congress to collect recordings, printed and
manuscript materials on folksong, folk music, folk

AMERICAN GRAPHOPHONE CO. (AGC)

tales and related materials. With the passage of the
American Folklife Preservation Act, Public
Law 94-201 (1976), the U.S. Congress established the
American Folklife Center, which incorporated
the Archive in 1978, in the Library of Congress.
Although the center is located in the library and it is
under the general supervision of the Librarian of
Congress, it is fiscally and administratively a separate
institution of the federal government. Alan Jabbour
was named the first director; in 2000, he was replaced
by Margaret Bulger. The combined unit has multiple
functions and diverse collections: “preserving and pre-
senting American folklife” is a central goal, met
through research, documentation, preservation, exhi-
bitions, publications, etc. A reading room in the
Library of Congress is the focus of communication
with researchers.

A recording laboratory was established in the
library in 1941, and folk recordings have been issued
periodically. Special attention is devoted to the archive
of field cylinders, one of the largest of its kind in the
world. Publications of the center include a quarterly
newsletter, Folklife Center News, and Folklife Annual.
The Archive of Folk Culture issues a series of Finding
Aids (descriptions of the collections in the archive’s
library), and Reference Aids (bibliographies, discogra-
phies, and directories). An active reference service is
maintained, as well as a fieldwork program. [Website:
www.loc.gov/folklife/.]

See also Federal Cylinder Project

AMERICAN GRAMAPHONE (LABEL)

SEE MANNHEIM STEAMROLLER

AMERICAN GRAMOPHONE CO.

Emile Berliner’s early firm, established on 20 Apr 1891
in Washington, D.C. It engaged only in research and
development, with no sales reported. A coin-op was
one of the devices patented. The company was replaced
by the United States Gramophone Co. in April 1893.

AMERICAN GRAPHOPHONE CO. (AGC)
A firm established in Washington, D.C., on 28 Mar
1887 (incorporated 15 May 1887) through an agree-
ment arranged by James O. Clephane, Andrew Devine,
and John H. White with Volta Graphophone Co. AGC
made business machines as a licensee for the Volta Co.,
which was holder of the Bell and Tainter patents. The
general manager, and later president, was Edward D.
Easton, and manager of the Bridgeport plant (opened
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AMERICAN HOME RECORDER CO.

Using a cylinder machine, Frances Densmore records a
Blackfoot Indian singing, 1916. © Corbis

1888) was Thomas Hood Macdonald. In 1888 Jesse
Lippincott, who paid $200,000 for AGC stock, became
the personal licensee of the company, with rights to sell
instruments and supplies, but he had to pay royalties to
the company on his sales. A favorable contract with
North American Phonograph Co. required North
American to buy 5,000 cylinder machines per year
from AGC, but this arrangement proved to be impracti-
cal since by 1891 the graphophone was losing out to
the Edison phonograph in the marketplace. North
American, forced by American Graphophone to meet
its purchase obligation, collapsed in 1894. In the fol-
lowing year a group headed by Easton took control of
American Graphophone and merged it with Columbia
Phonograph Co., which had been a licensee of North
American. Thereafter AGC concentrated on research
and manufacturing, while Columbia handled sales and
distribution. Showrooms were opened in Boston,
Chicago, Philadelphia, and St. Louis.

A long patent litigation with Edison ended in a cross-
licensing agreement on 7 Dec 1896. Market success
was achieved with the Graphophone Grand player,
developed by Macdonald, in 1898. The important
industry figure Frederick M. Prescott was an officer in
the company in 1899-1900. AGC had a legal master-
mind, Philip Mauro, who brought patent actions against
various parties in the recording industry; he won injunc-
tions against Hawthorne & Sheble (to stop them from
unauthorized conversions of Edison machines into
Graphophone Grands), Frank Seaman, and Emile
Berliner. An early attempt to enter the disc field was
stopped (1899) by a Berliner suit; but AGC was able to
produce discs 1902-1906, using the patents of Joseph
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Jones. They also sold (1905) the “Twentieth-Century”
graphophone, with a six-inch mandrel. At that time
there was a general reorganization of the Easton inter-
ests, and AGC was absorbed into the Columbia
Graphophone Co. [Klinger; Wile 1974; Wile 1990.]

See also American Talking Machine Co.; Colum-
bia; Vitaphone

AMERICAN HOME RECORDER CO.
A New York firm, which made the first U.S. home disc
recorder, marketed in August 1920.

AMERICAN MULTINOLA CO.

SEE MULTINOLA

AMERICAN NATIONAL STANDARDS
INSTITUTE (ANSI)

A private, nonprofit organization with offices located
in New York City and Washington, D.C., ANSI was
first established in 1918 as the American Engineering
Standards Committee. Later it was called the
American Standards Association (1928), and still later
the United States of America Standards Institute
(1966). It took its present name in 1969. One of its
purposes is to act as clearinghouse for norms and spec-
ifications developed voluntarily by organizations in
the safety, engineering, and industrial fields. Another
is to enhance both the global competitiveness of U.S.
business and the U.S. quality of life by promoting and
facilitating voluntary consensus standards and con-
formity assessment systems, and safeguarding their
integrity. It also represents the U.S. in international
standardization work. There were over 1,000 members
in 2000, with an annual operating budget of approxi-
mately $16 million. [Website: www.ansi.org.]

REV. HOWARD FERSTLER

AMERICAN ODEON CORP.

European Odeon Record discs were first sold in the
U.S. during 1908-1911, on the Fonotipia label, dis-
tributed by Columbia. In 1921 the American Odeon
Co., which had been set up after World War I in New
York, arranged with Okeh to distribute European
recordings on the American Odeon Record label, and
also to record in New York. There were popular discs
and “red label” classics (reissues of recordings made
in 1906-1909) by stars like Emmy Destinn and John
McCormack. Columbia purchased Odeon in 1926, and
used the label name for some issues in 1930-1931.

FRANK ANDREWS




AMERICAN PHONOGRAPH CO.

The original name of the North American Phonograph
Co., for a short period only: 28 June 1888 to 14 July
1888.

AMERICAN PHONOGRAPH CO.
(DETROIT)

A firm operating in 1908, it was an Edison distributor
with a sales territory of Michigan plus sections of
Ohio and Indiana.

AMERICAN PHONOGRAPH CO.
(NEW YORK CITY)

A firm incorporated in 1910; five years later it
announced its Autophone, which could play 12 cylin-
ders consecutively.

AMERICAN PHONOGRAPH RECORD CO.
A short-lived cylinder maker, operated by several
prominent recording artists at the turn of the century.
One of the singers was Harry Macdonough; others
were Steve Porter, William F. Hooley, and S.H.
Dudley. They produced a brown wax cylinder named
Perfection, and offered to record songs on demand.
[Walsh 1943/11.]

AMERICAN PIANO CO.

A conglomerate established in June 1908 in New York,
bringing together Chickering & Sons, William Knabe,
and the various interests of Foster-Armstrong. In 1922
the company also acquired Mason & Hamlin. A play-
er piano department opened in 1909, selling the
Ampico mechanism, and in 1913 the American
Electric player piano, which operated from a mains
circuit or storage battery, could transpose, and had
expression controls. American Piano was maker of the
Rythmodik [sic] music rolls, which included perform-
ances by Harold Bauer, Leopold Godowsky, and
Ferruccio Busoni. The name was changed to American
Piano Corporation in 1930, marking some adjustments
in retail operations. In 1932 the firm merged with the
Aceolian Co. to form the Aeolian American Corp.

AMERICAN QUARTET

SEE PREMIER QUARTET

AMERICAN RECORD CO.
A firm set up in 1904 by Odeon, through Hawthorne &
Sheble, with Frederick Marion Prescott; the plant was

AMERICAN RECORD CORP. (ARC)

in Springfield, Massachusetts.?.0. Prescott, brother of
Frederick Prescott, was manager. In October 1904 the
first records were announced, in two sizes: 10 5/8 inch-
es (the same size as the German Odeons) and seven
inches. They were double-sided discs.

Reciprocal arrangements were made with the
International Talking Machine Co. mbH, the Berlin
producer of Odeon records, so that each firm could use
the other’s material. The U.S. discs came to be referred
to as “Indian Records” because of the depiction of an
American Indian on the label, although the word
“Indian” never appeared on the record, which was
styled “American Record Co.” The discs themselves
were made of a blue material. In March 1905 the 10
5/8 inch-discs were available both single-and double-
faced, selling for $1 and $1.50, respectively. The gen-
eral offices moved to Springfield in 1905, leaving the
recording laboratory and the foreign sales department
in New York, managed by J.O. Prescott. A Chicago
office opened at 189 La Salle St. in Septembér 1905.
A phonograph was marketed by Chicago’s Rudolph
Wurlitzer Co., a machine named the “American
Indian.”

The first exports to Europe arrived in Britain in
September 1905, styled “American Odeon Record,”
and the shipments continued until January 1906. The
records were all of the 10 5/8 inch size. By October
1905 there were worldwide sales. The 10 5/8-size was
dropped in favor of a 10-inch size.

Although business was good, the firm was in legal
trouble. Columbia claimed infringements of its Jones
patents in the recording and manufacturing processes.
After a setback in a lower court, Columbia won a
decree of injunction in the U.S. Court of Appeals on
14 Jan 1907, and American Record Co. ceased pro-
duction of records. The company’s recording labora-
tories in New York were leased to Sonora Phonograph
Co. A British entrepreneur purchased the matrices,
and pressings therefrom appeared in U.K. on such
diverse labels as Britannic, Burlington, Defiance, The
Leader, Pelican, Pioneer, and probably others. J.O.
Prescott went on to a career in Japan, and later in
Turkey.

FRANK ANDREWS

AMERICAN RECORD CORP. (ARC)

A firm established in August 1929 in New York, result-
ing from a merger of interests. The companies
involved, each of which retained its own corporate
identity, were Scranton Button Works, Regal Record
Co. (New York), and Cameo Record Corp. A British
firm, Crystalate Gramophone Record Manufacturing
Co., Ltd., was involved because it held a controlling
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AMERICAN RECORDING LABORATORIES

interest in Cameo. ARC was capitalized at $9 million.
Louis G. Silver was the first president, and representa-
tives of Scranton, Crystalate, and Cameo were board
members.

Under the agreement, Regal and Cameo undertook
recording and sales, while Scranton did the manufac-
turing and pressing. The main office of ARC was at
1776 Broadway, New York. Its plants were in
Scranton, Auburn (New York), Framingham
(Massachusetts), and Glendale (California). Its labels
were Regal Records, Cameo Records, and Perfect. In
1931 ARC purchased the Brunswick recording enter-
prise from Warner Brothers, and named it Brunswick
Record Corp. (Brunswick’s interests in Britain were
sold to Decca.) ARC thus owned the Brunswick label
and Brunswick’s associated labels Melotone and
Vocalion. Later, as the Depression crushed the record
industry, ARC also acquired the Banner, Lincoln,
Paramount, American Pathé, and Romeo labels. Its
principal purchase was the Columbia assets from
Grigsby-Grunow, Inc., in 1933.

ARC maintained market momentum through chain
store sales of low-priced discs, by providing a series of
intermission music records to theatres, and by supply-
ing jukebox operators. The firm sold 17 million discs
of all types in 1931. In late 1938 the Columbia
Broadcasting System bought ARC, with some rights
going to EMI, Ltd. [Andrews 1981/2.]

AMERICAN RECORDING

LABORATORIES

A firm incorporated in May 1918 in Passaic, New
Jersey. It engaged in personal recording services. In
February 1921 it was acquired by Phonograph
Recording Laboratories. Hartwick W. Walt was man-
aging director. The firm issued a set of five exercise
records in October 1922, sold at $7.50.

FRANK ANDREWS

AMERICAN RECORDING STUDIOS

A recording studio founded in 1965 by Chips Moman
and Tommy Cogbill in Memphis, Tennessee. It rose to
prominence as one of the shapers of the “Memphis
Sound.” Moman was a leading producer, working on
sessions for Stax and Atlantic Records; an argument
with Stax’s owner led him to strike out on his own in
1965. He formed his own band to work at American
Recording Studios, and recorded there many leading
pop and R&B singers, including Dusty Springfield
(the famous Dusty in Memphis sessions), Elvis
Presley’s 1969 “comeback” sessions, Wilson Pickett,
the Box Tops, and Neil Diamond, to name just a few.
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In 1972 he left Memphis and relocated his studio to
Atlanta. He subsequently moved to Nashville, return-
ing to his hometown in 1985. His new studio, 3 Alarm,
was first used for the “Class of ‘55" session that
reunited Johnny Cash, Roy Orbison, Carl Perkins, and
Jerry Lee Lewis; Moman released it on his own
American Recording label after all the major labels
rejected it. The studio was closed by the end of the
decade, and Moman had returned to Nashville to work
as an independent producer.

CARL BENSON

AMERICAN SINGERS

A male quartet, active from ca. 1927 into the 1930s.
Charles Harrison organized the group and sang first
tenor. Other members were Redferne Hollinshead,
second tenor (later replaced by Lambert Murphy);
Vernon Archibald, baritone; and Frank Croxton, bass.
Their earliest recording was an Edison Diamond Disc
of January 1928, consisting of “Why Adam Sinned”
and “When the Little Ones Say ‘Good-Night.”
(#52179). They made three other Edison Diamond
Discs, and later recorded for Victor, making a notable
disc of “On the Banks of the Wabash,” and “Dear Old
Girl” (#22387; 1930). The quartet made a Victor
record with Rudy Vallee and his orchestra of “To the
Legion” and “Songs of the Navy” (#24075; 1930). In
the 1930s the group was more active on the radio and
on stage than in the studio. [Walsh 1962/10; Walsh
1972/5.]

AMERICAN SOCIETY OF COMPOSERS,

AUTHORS AND PUBLISHERS (ASCAP)

A performing rights association founded in 1914 that
gradually assumed strong control over the emerging
radio industry with respect to copyrighted works.
Today, the society may negotiate and sue in the name
of members, and it makes royalty distributions as well.
Agreements are enforced in part through a complex
system of program sampling. Licensing terms intro-
duced in 1940, demanding large fees for playing
records on the air, led to resistance by the broadcasters,
and the formation of the rival Broadcast Music, Inc.
(BMI). However, ASCAP is the only U.S. performing
rights organization created and controlled by com-
posers, songwriters, and music publishers, with a board
of directors elected by and from the membership.
ASCAP protects the rights of its members by licensing
and distributing royalties for the nondramatic public
performances of their copyrighted works. ASCAP’s
licensees encompass all who want to perform copy-
righted music publicly, although the organization



makes giving and obtaining permission to perform
music simple for both creators and users of music. The
ASCAP board of directors, consisting of writers and
publishers, votes on the admission of new members.
Today, ASCAP has a membership of more than
120,000 U.S. composers, songwriters, and publishers
of every kind of music, and hundreds of thousands
worldwide. [Website: www.ascap.com.]

HOWARD FERSTLER

AMERICAN STANDARDS ASSOCIATION

SEE AMERICAN NATIONAL STANDARDS INSTITUTE (ANSI)

AMERICAN TALKING MACHINE CO.

A firm established in 1898 by Albert T. Armstrong,
licensed by the American Graphophone Co. It
achieved prominence as maker of the Vitaphone disc
player and its red discs. Having lost a patent case
brought by Berliner it ceased operations in 1900.

AMERICAN TALKING MACHINE CO.

(LONDON)

A firm operated by John Nottingham, active ca. 1903.
It was an unlicensed outlet for Edison products,
Columbia, and other imports.

AMERICAN TALKING MACHINE CO.
(NEW YORK CITY)

A firm in operation in Manhattan in 1896, selling
cylinder records. Henry C. Spencer was manager.

AMET, EDWARD H. (1860-1948)

Inventor of a spring motor for Edison’s phonograph
(Class M) in 1894; he was the first to receive any patent
(U.S. #462,228; filed 28 Jan 1891; granted 3 Nov
1891) for a spring-driven phonograph motor. Later he
introduced double-mainspring models, and portable
two- or four-mainspring coin-ops. He also developed
the Metaphone (“Meta” being an anagram for Amet’s
name; it was later called the Echophone) in 1895; it
was the first cylinder phonograph with a distinct tone
arm. It sold for only $5 (Edison and Columbia
machines were then sold for $30-$40). However, Amet
had to suspend manufacture of his player after only a
few months because of court action taken by American
Graphophone Co. He was also a pioneer in early sound
motion pictures, using Lambert cylinders synchronized

AMOS, TORI

with the film. He received 11 U.S. patents in the sound
recording field. [Koenigsberg 1990; Paul 1985.]

AMMONS, ALBERT
(23 SEP 1907-2 DEC 1949)

Chicago-born jazz pianist, famous for his 1936 record-
ing of Pinetop Smith’s “Boogie Woogie” (Salabert
#12001; reissued in Columbia set C-44: Boogie
Woogie), “Shout for Joy” (Columbia #35961; 1939),
and “Bass Goin’ Crazy” (1942) were later hits.
Ammons was one of the three boogie woogie pianists
featured by John Hammond in his famous “From
Spirituals to Swing” concert held at Carnegie Hall in
1938. In 1941 he made an important series of duets
with Pete Johnson. He died in his hometown eight
years later.

AMOS, TORI (22 AUG 1963-)

Born Myra Ellen Amos, she was admitted to the world
renown Peabody Conservatory in Baltimore as a five-
year-old. Disinclined to conform to the school’s clas-
sical piano study regimen, the North Carolina native
was expelled at age eleven.

Adopting the name Tori in her late teens and
migrating to Los Angeles, she was signed by Atlantic
Records in 1987. An eponymous album (Atlantic;
1988), featuring her hard-rock backing band, was a
commercial and critical failure.

Amos reemerged as an idiosyncratic singer-song-
writer on Little Earthquakes (Atlantic 82358-2;
1993). Its international success, with sales of more
than 2 million, cemented her persona as a socially
conscious rock poetess. Follow-ups — including the
EP Crucify (Atlantic; 1993) — her slowed-down ver-
sion of the Nirvana hit, “Smells Like Teen Spirit,”
revealed a talent for radically reworking outside
material; Under the Pink (Atlantic 82587-2; 1994;
#12; platinum), which entered the British charts at
number two; the ambitious Boys for Pele (Atlantic
82662-2; 1996; #2; platinum); Sons From the
Choirgirl Hotel (Atlantic 83095-2; 1998; #5); the
two-disc (one live) To Venus and Back (Atlantic;
1999; #12); and Strange Little Girls (Atlantic 83486-
2; 2001) — enabled her to develop one of the most
loyal followings within the music business. During
the 1990s, bootleg copies of her concerts circulated
widely on a scale equaled only by the likes of Pearl
Jam, Phish, and the Grateful Dead.

Amos has also contributed much time to social
causes, helping found the Rape, Abuse, and Incest
National Network in 1994. She continues to chair
RAINN’s board and helps raise money through
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AMPEX CORP.

pay-per-view downloads on the Web, ticket auctions,
and benefit concerts.

FrRANK HOFFMANN

AMPEX CORP.

An American electronics firm, located in Redwood
City, California. Established in 1944 by Alexander M.
Poniatoff in San Carlos, California, it pioneered high-
quality tape recorders and related equipment in the
U.S. in the late 1940s and early 1950s, and maintained
its preeminence for several decades. The Ampex 300
series was widely found in recording and broadcast stu-
dios, and the ATR-102 tape deck became recognized as
the state of the art in analog magnetic recording tech-
nology. Among the company’s many firsts include the
first multitrack audio recorder, introduced in 1954, the
first videotape recorder in 1956, and a broadcast-qual-
ity color video recorder in 1964. Ampex was also a pio-
neer producer of magnetic tape. Since the mid-1960s,
the company has increasingly focused on high-end
products for broadcasters, recording, and more recent-
ly digital storage. [Website: www.ampex.com.]

AMPHION QUARTET

SEE HARMONIZERS QUARTET

AMPICO

An electrically operated inner-player that was built
into various makes of piano, manufactured by the
American Piano Co. The Marque-Ampico was foot
operated. Sergei Rachmaninoff was an exclusive
recording artist on the Ampico reproducing piano,
which was a major competitor to Duo-Art and Welte-
Mignon.

AMPLIFICATION

The process or mechanism that increases signal mag-
nitude. The effectiveness of amplification is a dimen-
sionless ratio known as gain. In electrical systems, it is
the ratio of the output voltage or power to the input
voltage or power. Nonelectrical amplification is possi-
ble in playback machines. Edison achieved this with a
type of mechanical advantage device, using a lever and
a floating weight principle in his phonograph repro-
ducers. The idea was to increase the pressure of the
stylus on the record and thus to increase diaphragm
movement amplitude.

See also Amplifier; Higham Amplifier; Open Loop
Gain
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AMPLIFIER

An electronic device that increases the strength of a
signal input, drawing the necessary power from a
source other than the signal itself. The signal may be
received from a tuner (in a radio), a cartridge (in a
phonograph), a tape deck, a microphone, a digital
source, or a preamplifier. Signal strength may be
increased hundreds or even thousands of times. Since
a standard audio amplifier provides the necessary
power to operate the loudspeaker, it is also called a
power amplifier. Where there is a separate preamplifi-
er, or voltage amplifier, its function is to magnify the
signal voltage from the source and pass it to the ampli-
fier for further enhancement as needed to drive the
loudspeaker. The more recent commercial amplifiers
incorporate the preamplifier function into one unit, the
integrated amplifier. Modern amplifiers are often com-
bined with input devices into receivers, which are basi-
cally integrated amplifiers with tuners.

Lee De Forest invented the electronic amplifier in
1907. His device was a three-electrode vacuum tube,
which he named the “audion.” Later amplifiers used
triodes, pentodes, or beam-power tubes; the design
effort has been directed toward high efficiency and low
distortion. Distortion could be practically eliminated
by use of beam-power tubes in a push-pull circuit and
the application of negative feedback.

Most modern amplifiers are tubeless, solid-state
(transistor) devices. When they appeared in the
1960s, these newer designs demonstrated superiority
over tube amplifiers, and over the next few decades
they eclipsed what tubes had to offer. Solid state
offered low measured distortion in combination with
much higher power output, greater reliability, and
cooler operation. While typical tube amplifiers at the
beginning of the solid-state era had 20-75 watt per
channel output norms, solid-state devices of the mid-
dle 1970s had already surpassed 200 watts per chan-
nel. Manufacturers such as CM Labs, Dynaco,
Kenwood, Marantz, and McIntosh competed in the
power race, which peaked around 1971 with the
Carver 350 watt/channel Phase Linear Model 700. In
the last two decades the number of companies mak-
ing amps of even greater power, including some with
as many as five 200-watt channels for home theater
use, has proliferated. From the mid-1990s on, A/V
receivers with power outputs of more than 100 watts
in each of five channels were available in medium
price ranges.

Another advantage of solid state was in its use of
differential circuits. These had been found in tube
amplifiers also, but they functioned better in the stable
thermal environment of solid state. By converting dif-
ferential output to a single output, with the so-called
current mirror, extra gain was achieved and thus more




feedback was possible. Concerns over the type of feed-
back that offered the most pleasing result developed in
the 1970s and continued through the 1980s: for the
issues. Recent systems have operated successfully to
reduce distortion further, among them cascoding and
Class A. The cascode is a pair of transistors acting
together. one provides high voltage gain while shield-
ing the other from voltage changes; the second pro-
vides voltage and current gain. Giving high gain, high
linearity, and broad bandwidth, the cascode system has
found a place in contemporary amplifiers.

Class A operation originated in tube systems, and
was carried into solid-state systems around 1968, and
still can be found in some designs. It removes switch-
ing distortion in transistors, while keeping the transis-
tors thermally stable; it leads to a strong output power.
High cost has kept Class A devices out of the mass
market.

Pulse-width modulation amplifiers, known also as
digital amplifiers or Class D amplifiers, were mar-
keted by Sony and others in the late 1970s, with mod-
erate success, and some subwoofer systems also use
amps of this kind. “Current dumping” designs have
been more widely accepted; they have been made by
Nakamichi, Quad, Technics, and Threshold. In the late
1980s, “high current” amplifier design became a topic
of discussion and experiment, beginning with the work
of Finnish audio engineer Matti Otala. This design
orientation is most useful in connection with electro-
static, rather than dynamic, loudspeakers; most con-
temporary amplifiers have enough current to drive
common speaker loads to high volume levels in nor-
mal sized rooms.

Many amplifiers have no controls at all, other than
maybe an on/off switch. Controls on an integrated
amplifier or receiver may include: balance control, fil-
ter switch. input selector, loudness compensation.
mode selector, monitor, phase reverse control (phasing
switch), tone control, and volume control. Receivers
designed for home theater use will have even more
controls. Amplifiers are compared with respect to their
channel separation, frequency response, hum, distor-
tion, bandwidth power output (in watts), and signal-to-
noise ratio. Distortion is specified as a percent at given
power output, frequency, and load impedance (e.g., 0.1
percent at 100 watts, at 1 kHz., and driving an 8-ohm
load), and comparisons must be made at equal power
outputs, frequency range, and load impedance to be
meaningful. A 30-watt power output per channel is
sufficient for most musical purposes with typical
speaker systems (particularly if we are talking about
five-channel surround-sound systems), but more
power is desirable for playback at very high volume
levels (definitely possible with home theater use), or in
unusually large rooms, or if the speakers are unusual-

AMPLITUDE

ly inefficient. The effect of the amplifier’s power out-
put is related to the impedance of the loudspeaker(s)
attached to it. In general, the lower impedance, the
more current it draws from the amplifier. Under some
conditions, low-impedance loads may cause some
solid-state amplifiers to run too hot or generate exces-
sive distortion.

The most common measurement of amplifiers
involves the continuous output into a given load, over
a given bandwidth, at a specific impedance. The
amount of extra power delivered by an amplifier on
musical peaks is its dynamic headroom, and the
importance of this with musical playback will depend
upon just how much power an amp can deliver at a
steady state. If steady-state power is already ade-
quate, the headroom issue is academic. A proper
audio amplifier will exhibit a frequency response of
20 Hz-20,000 Hz, with only a fraction of a dB (deci-
bel) variation over that range. although some units
have a considerably wider bandwidth. Channel sepa-
ration will typically be in excess of 50 dB, which,
since 30 dB is more than adequate for musical or
home theater situations, means that most amps are
subjectively perfect in this area. A good amp will
have intermodulation distortion levels of less than 0.5
percent, and will have a signal-to-noise ratio of at
least 65 dB, and probably considerably more than
that. [Rosenberg 1983; Sweeney 1988 (includes
extensive technical data and diagrams of solid state
systems). |

See also Feedback

GuUY MARCO, REV. HOWARD FERSTLER

AMPLIPHONE (I)

A kind of Muzak for homes, advertised in TMW, 1906.
Subscribers were wired into a central playback point;
they could hear continuous music at the touch of a but-
ton, apparently with nonmusical entertainment inter-
spersed.

AMPLIPHONE (II)

A coin-op offering 10 disc selections, marketed in
1932 by the Mid-West Automatic Phonograph Co.

AMPLITUDE

In a vibratory movement, the distance from the equi-
librium position to either point of maximum displace-
ment is called the amplitude of the vibration. One
cycle includes movements to both displacement points
and back. The amplitude determines the intensity of a
sound.
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AMPLITUDE/FREQUENCY DISTORTION

AMPLITUDE/FREQUENCY
DISTORTION

SEE DISTORTION

ANALOG RECORDING

The process using an electronic signal whose continu-
ously varying waveform resembles that of the original
sound. An analog recording pattern may be the cuts in
the groove of a disc, or the arrangement of magnetized
particles on a tape.

See also Digital Recording; Disc; Electrical Record-
ing; Magnetic Recording; Recording Practice

ANCONA, MARIO
(28 FEB 1860-23 FEB 1931)

Italian baritone, born in Livorno. His debut was in
Trieste in 1889. In 1893 he gave his first performanc-
es at Covent Garden and at the Metropolitan Opera,
singing Tonio in Pagliacci. Later he appeared with the
Chicago Civic Opera, the Manhattan Opera, and on
stages around the world. Ancona made 23 Bettini
cylinders during 1897-1899, singing the standard
baritone parts. In 1904 he made 12 records for G & T,
in Milan and London. Later he went to Pathé
(1905-06) and Victor, where he made 19 Red Seals in
1906-1909; only three remained in the 1917 Victor
catalog. His most popular recording was “A tanto
amor” from Favorita (Victor #88063; 1907); this was
reissued as IRCC #130. He died in Florence.

ANDANTE (LABEL)

Web-based classical music label founded in 2001.
Founded by French lawyer/classical music fan Alain
Coblence, Andante is an ambitious project including a
website, streamed audio of radio broadcasts, reference
sources, and a CD company specializing in lavishly
packaged reissues of archival recordings. The label
works in partnership with major orchestras, drawing on
their archives; the orchestras share the costs but earn
much higher royalty on sales than in a traditional
arrangement. The website has attracted much critical
attention and Coblence has grand plans to issue 1,000
CDs over the next decade. [Website: www.andante.com. ]

ANDEM, JAMES L.

American record industry executive. He was president of
the Ohio Phonograph Co. ca. 1890-1896, and general
manager of its successor firm, the Edison Phonograph
Co. (Ohio) from May 1897 to 1899. At the 1891 con-
vention of the National Phonograph Association he was
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elected treasurer. Andem’s Ohio company was active in
pursuing the entertainment uses of the new phonograph,
particularly through coin-op rentals.

ANDERSON, LAURIE (5 JUNE 1947-)
Laurie Anderson was one of the most visible avant-
garde artists of the 1980s. Despite her association with
the experimental rock scene, Anderson’s greatest con-
tributions have fallen within the realm of performance
art, particularly the integration of a wide range of
media, including film and video, computer technology,
dance, the fine arts, visual projections, the spoken
word, and written language as well as music.

Born in Chicago, Anderson started out teaching art
history and Egyptian architecture at the City College of
New York in the early 1970s. Within a year, she had
begun mounting multimedia performances in museums,
concert halls, and art festivals. In 1977, she recorded
“It’s Not the Bullet That Kills You-It’s the Hole” (Holly
Solomon Gallery 004), a seven-inch single with an
extremely limited circulation. “O, Superman” followed
(One-Ten 005; 1981), an eleven-minute piece incorpo-
rating oscillating synthesizer chords and a wry com-
mentary half-spoken/half-sung in an oftentimes
electronically treated voice. Picked up by Warner Bros.
(#49876) it reached number two on the U.K. charts,
generating support for work on a full-length album.

Anderson’s resulting LP, Big Science (Warner Bros.
3674; 1982; #29 UK)), was adapted from her eight-
hour-long multimedia work, United States. It
displayed her minimalist credo in full flower, with par-
ticular attention focused on her intelligent lyrics and
Anderson’s hypnotic violin playing. The follow-up,
Mister Heartbreak (Warner Bros. 25077; 1984; #93
UK, #60 US), was her most commercially accessible
album, featuring collaborations with high-profile pro-
gressive rock musicians such as Peter Gabriel and
Adrian Belew. The release of United States Live
(Warner Bros. 25192; 1985) — a complete, albeit
somewhat edited, performance of the by-then leg-
endary project filling five long-playing discs — served
to blunt her commercial momentum.

Seemingly oblivious to the dictates of the market-
place, Anderson continued to issue provocative
recordings at regular intervals while also engaged in
sco/ring films, writing, producing videos, and various
other activities. Her LPs have included the satirical
concert film, Home of the Brave (Warner Bros.
25400; 1986), the more melodic (including more nat-
ural singing by Anderson) Strange Angels (Warner
Bros. 25900; 1989), Bright Red (Warner Bros. 45534;
1994; featuring production work by Eno and musical
contributions from Lou Reed), The Ugly One with the
Jewels & Other Stories from the Nerve Bible (Warner



Bros. 45347; 1995), and Life on a String (Nonesuch
79539; 2001).

FRANK HOFFMANN

ANDERSON, MARIAN
(27 FEB 1902-8 APR 1993)

American contralto, among the first African-American
artists to achieve world distinction on the concert stage.
She was born to poor parents in Philadelphia. After
singing in church, she won a contest in 1923, which
enabled her to compete in another contest in 1925.
Victorious in the second contest, she was given an
appearance with the New York Philharmonic. In 1929
she made her Carnegie Hall debut, and then made an
acclaimed European tour, singing concert numbers and
Negro spirituals. When she was refused the use of
Constitution Hall in Washington, D.C., by the Daughters
of the American Revolution, Eleanor Roosevelt arranged
for her to sing at the Lincoln Memorial; her concert there
on Easter Sunday 1939 essentially broke the racial bar-
rier in the U.S. against Black performers. She was the
first of her race to sing at the Metropolitan Opera (albeit
only one time), as Ulrica in Ballo in maschera on 7 Jan
1955. Among her Victor recordings, the most durable
have been her spirituals, especially “Go Down, Moses”
(Victor #1799; 1924), and the Brahms Alto Rhapsody
with the San Francisco Symphony Orchestra (Victor
#11-8983/4; 1945). Victor released a CD of Anderson
performances in 1990 (#GD87911). In 1991 Anderson
received a Grammy lifetime achievement award.
Anderson died in Portland, Oregon.

ANDERSON (W.R.) CO.

A New York firm that initiated distribution of the
Domino label in 1916. (This label had no connection
with the Domino produced by Plaza in the 1920s.)

ANDO, YOICHI (1939-)

A noted audio researcher and expert on acoustics, pro-
fessor Ando is currently a member of the department
of global and human environmental science, graduate
school of science and technology, Kobe University,
Japan. At Kobe, he has been studying room acoustics,
in particular the forecasting of subjective impressions
based upon binaural acoustic measurements, and the
relationship with evoked potentials of the brain stem
and the acoustic planning of buildings. Among other
publications, Dr. Ando authored the book, Concert
Hall Acoustics.

HOWARD FERSTLER

ANDREWS SISTERS

ANDREA, INC.

A firm located in Long Island City, New York. It man-
ufactured radios, phonographs, and audio equipment
during the 1920s.

ANDREWS SISTERS

Three sisters, born in Minneapolis: LaVerne on 6 July
1915, Maxine on 3 Jan 1918, Patti on 16 Feb 1920.
They were the most celebrated popular ensemble of the
late 1930s and 1940s, starting in vaudeville and night-
clubs and then going into radio work in 1937. A hit
record, “Bei mir bist du schoen” (Decca #1562;
Brunswick #23605; 1937) led a long list of best sellers.
Other outstanding discs were “Beer Barrel Polka”
(Decca #2462; 1939), “Pennsylvania 6-5000” (Decca
#3375; 1940), “Boogie Woogie Bugle Boy” (Decca
#3598; 1941), and “Strip Polka” (Decca #18470; 1942).
Discs made with Bing Crosby were notably successful;
“Ciribiribin”/”Yodelin’ Jive” was the first and one of the
best (Decca #2800; 1939); the favorite was “Pistol
Packin’ Mama” (Decca #23277, coupled with “Victory
Polka.” The sisters appeared in 17 motion pictures from
1940 to 1948. The team broke up in 1953, got together
again briefly in 1956, then went into semiretirement

| HATE TO LOSE YOU

Lyric by GRANT CLARKE ® Music by ARCHIE GOTTLER

The Andrews Sisters, ¢. 1940. Courtesy David A. Jasen
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ANDREWS, W.D.

with occasional appearances until the death of LaVerne
on 8 May 1967. Maxine died on 23 Oct 1995.

ANDREWS, W.D. (CA. 1858-1929)

American record industry executive. He was presi-
dent of the Eastern Talking Machine Jobbers
Association on its organization in 1906; and reelect-
ed in 1907. He was first vice president of the Talking
Machine Jobbers National Association when it was

formed in 1907, and was elected to that post again in
1909.

ANECHOIC ENVIRONMENT

Literally, without echo. An anechoic situation exists
with acoustic signals produced by a source are not
reflected back to it. Because the ground is reflective,
true anechoic conditions would only exist outdoors
and at a fairly high altitude. Anechoic chambers that
have special acoustic materials on the walls to absorb
reflections, are only that way down to lower-midrange
frequencies.

HOWARD FERSTLER

ANGEL (LABEL)

A subsidiary of EMI/Capitol Records founded in 1953
when the firm purchased the Cetra-Soria label from
Dario Soria. Soria continued to work for the firm
through 1961. EMI continues to use the Angel name

Angel Records label, c. mid-'60s. Courtesy Frank Hoffmann
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for its classical recordings. [Website: www.angel-
records.com.]

ANGEL (TRADEMARK)

An angel writing with a quill on a disc was designed
and registered as a trademark in U.K. in 1898 (and in
U.S. in 1901) by Theodore B. Birnbaum. The
Gramophone Co., established in 1898, used the Angel
trademark until 1909, when Nipper replaced it. Angel
Records revived it in 1953, It is seen today on EMI
advertising, the little angel seated on a gleaming com-
pact disc. Aside from Nipper, the canine RCA symbol,
it was perhaps the best known record industry trade-
mark worldwide, with variants in many countries.
[Petts 1973 illustrates 22 angelic manifestations.]

See also Deutsche Grammophone Gesellschaft
(DGG)

ANGELICA
A German phonograph marketed in England in 1906.
[Chew 1981 (illus.).]

ANGELOPHONE (LABEL)

A disc record made by Angelico, a firm with offices in
New York and London, ca. 1919. It was seven inches
in diameter, and vertical cut. Nothing is known about
the items issued. [Rust 1978.]

ANGELUS
A German phonograph marketed in England in 1906.

[Chew 1981 (illus.).]

ANGLO-ITALIAN COMMERCE CO.

An Italian agency for Frederick Marion Prescott. It
was associated with the International Zonophone Co.
after that firm was acquired by G & T in July 1903. In
most other countries the Zonophone agents were loyal
to Prescott and switched to his Odeon records. The
company was located at 6 Via Dante, in Milan. It was
for this firm that Enrico Caruso made seven
Zonophone discs and three cylinders in 1903.

FRANK ANDREWS

ANIMAL IMITATIONS

There was considerable novelty interest in this genre
in the early cylinder days, primarily in whistlers
doing bird calls. As late as 1917 Victor carried 12



animal numbers in its catalog, including “Barnyard
Serenade,” by Len Spencer (#4596;1905 — reissued
as #16779); “Dog Fight,” #16107; and “Morning in
Noah’s Ark,” by Pryor’s Band (#4499; 1907 — reis-
sued as #16022 and #16955). In “Donkey and
Driver,” violinist Charles D’ Almaine made appropri-
ate sounds on a Stroh violin (#2770; 1904 — reissued
as #16169).

See also Whistling Recordings; Wildlife Sounds on
Records

ANIMAL SOUNDS

SEE WILDLIFE SOUNDS ON RECORDS

ANIMALS, THE (ERIC BURDON AND)

The Animals, thanks in large part to Eric Burdon’s
powerful, gritty vocals, were one of the most authen-
tic-sounding rhythm and blues revival groups of the
British Invasion. The band was also one of the few
First Wave acts to make a successful transition from
mainstream pop to progressive rock in the late 1960s.

All members of the Animals’ original lineup —
Burdon, organist Alan Price, lead guitarist Hilton
Valentine, bass guitarist Bryan “Chas” Chandler, and
drummer John Steel — came from working-class fam-
ilies in the Newcastle, England, area. After becoming
the top pop band in their home town in 1962—1963, the
group — feeling that a more dramatic name would
increase their chances for a commercial breakthrough
— dropped the Alan Price Combo moniker in favor of
“the Animals” (taken from audience remarks that they
played like a bunch of wild animals). The Animals
relocated to London in late 1963, where club dates and
television appearances (beginning with BBC’s
“Saturday Club,” 27 Dec 1963) led to a record contract
with British Columbia. (Their recordings in the U.S.
were released on MGM.)

The band’s second single, “House of the Rising
Sun” (MGM 13264; 1964), a Price arrangement of an
African-American folksong, reached number one in
both England and the United States. Although Price’s
fear of flying and loss of the spotlight to Burdon led to
his departure (he was replaced by a classically-trained
organist, Dave Rowberry), the Animals remained a
top-selling singles act through the mid-1960s with hits
such as “I'm Crying” (MGM 13274; 1964; #19),
“Don’t Let Me Be Misunderstood” (MGM 13311,
1965; #15), “We Gotta Get Out of This Place” (MGM
13382; 1965; #13), “It’s My Lfe” (MGM 13414; 1965;
#23), and “Don’t Bring Me Down” (MGM 13514,
1966; #12).

ANNOUNCEMENTS

By mid-1966, with competing artists such as the
Beatles and the Beach Boys releasing increasingly
sophisticated material, Burdon opted to reorganize the
band around more talented musicians such as gui-
tarist/violinist John Weider, guitarist Vic Briggs, bass
guitarist Danny McCulloch, and drummer Barry
Jenkins. Although now focusing on album releases —
including Winds of Change (MGM 4484; 1967, #42),
The Twain Shall Meet (MGM 4537; 1968; #79), Every
One of Us (MGM 4553; 1968; #152), and Love Is
(MGM 4591; 1969; #123) — complete with socially
relevant lyrics and extended instrumental jams, Eric
Burdon and the Animals (as they were now billed)
continued to produce best-selling singles, most
notably “See See Rider” (MGM 13582; 1966; #10),
“When I Was Young” (MGM 13721; 1967; #15), “San
Franciscan Nights” (MGM 13769; #9), “Monterey”
(MGM 13868; 1967; #15), and “Sky Pilot” (MGM
13939; 1968; #14).

Ever conscious of prevailing trends, Burdon broke
up the group with psychedelia on the wane and
formed the funk-oriented War. After the top-selling
recording, “Spill the Wine” (MGM 14118; 1970; #3),
War left Burdon to pursue mainstream funk success.
Burdon pursued a solo career. The original members
of the Animals reformed in 1976 to record Before We
Were So Rudely Interrupted (United Artists 790;
1977). A later reunion resulted in Ark (I.R.S.70037,
1983) and the live Rip It to Shreds (1.R.S.70043;
1984). From the mid-1980s onward, the group per-
formed largely in various rock revival tours. In 1994,
the Animals were inducted into the Rock and Roll
Hall of Fame.

FRANK HOFFMANN

ANKER (LABEL)

Records issued by a German company, the Anker
Phonogram GmbH, from about 1908. Originally the
firm was Richter and Co., Berlin; it also traded as the
National Phonogram Co. Among its artists were Felix
Senius (tenor) and Julia Culp (contralto). The label
was successful in Britain, its name anglicized to
Anchor. The Anker firm merged with Kalliope
Musikwerke AG in March 1913. [Andrews 1988.]

ANNOUNCEMENTS B

Spoken introductions on cylinders or discs, common
in the 19" and early 20" centuries. For example [from
Brooks, 1978] “The following record taken for the
Columbia Phonograph Company of Washington,
D.C., entitled ‘The National Fencibles March,’ as
played by the United States Marine Band.” Edison’s
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ANSELMI, GIUSEPPE

announcers included Arthur Collins and Edward
Warren Meeker. Len Spencer did many announce-
ments for Columbia. The identification function of
the announcement was displaced by the arrival of disc
labels and molded cylinder markings, and few are
found after 1908 (on the earliest Edison Amberols).
[Brooks 1978.]

In the modern era, announcements have occasion-
ally been added as a humorous touch to recordings.
For example, Moby Grape’s Wow (Columbia; 1968)
included directions to change the turntable speed
from 33 1/3 to 78 rpm between tracks, and the Jim
Kweskin Jug Band included — at the end of side 1 of
See Reverse Side for Title (Vanguard) — the follow-
ing brief phrase, sung in 4-part harmony: “Now is the
time to turn the record over” (it was even credited as
a composition on the album’s sleeve). When CDs
replaced LPs, many people missed the ritual of
turning over the record. Tom Petty on his first solo
album, Full Moon Fever, featured a spoken announce-
ment on the CD only, after the 6™ song, that this
would be the point where the LP would need to be
turned over.

ANSELMI, GIUSEPPE
(6 OCT 1876-27 MAY 1929)

Italian tenor, born Antonio Giuseppe Anselmi in
Catania. After his operatic debut in Athens, 1896, he
sang throughout Europe. During 1907-1910 he made
139 records for Fonotipia in Milan, beginning with
“Sogno soave e casto” from Don Pasquale (#62183;
1907). The outstanding effort was “Quando le sere”
from Louisa Miller (#62166). In 1913—-1915 he sang
six numbers for Edison Diamond Discs, the first being
“Cielo e mar” (#83004). Anselmi retired in 1917, and
died twelve years later in Zoagli, having bequeathed
his heart to the Madrid Conservatory in gratitude for
the reception given him by Spanish audiences. His
complete Edison recordings are available on CD on
Three Edison Tenors (Marston 1621).

ANSERMET, ERNEST
(11 NOV 1883-20 FEB 1969)

Swiss conductor, born in Vevey. While teaching math-
ematics in Lausanne, in 1906-1910, he studied music
and then became a conducting student of Felix Mottl
and Artur Nikisch. In 1918 he organized the Orchestre
de 1a Suisse Romande in Geneva, and conducted it for
50 years. He was a guest conductor with most of the
major world orchestras, concentrating on works by
Russian and French composers. He made recordings
as early as 1929, but did not become an important
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recording artist until 1946 when he contracted with
Decca. His acclaimed rendition of The Fire Bird was
made with the London Philharmonic on 78 rpm
(Decca #ED30) and on LP with his own Suisse
Romande (London #LL-889). More than 100 of his
recordings subsequently appeared on LPs issued by
the London label. He died in Geneva.

ANSI

SEE AMERICAN NATIONAL STANDARDS INSTITUTE (ANSI)

ANSONIA (LABEL)
A record made by the Ansonia Phonograph and
Record Co., Inc.,, of New York, in 1920-1921. It
appeared to be overpriced compared to Victor and
Columbia releases of the day, which may explain its
early demise. [Rust 1978.]

ANTHES, GEORG (1863-1923)

Tenor, known to record collectors for his appearance
on a Mapleson cylinder; the performance (Lohengrin)
from which the extract was recorded took place on 19
Jan 1903. Anthes had made his Metropolitan Opera
debut in the role on 28 Nov 1902.

ANTHOLOGIE SONORE (LABEL)

An important series initiated in 1933, pressed in Paris
by Pathé-Marconi; interrupted by World War II, then
resumned and continued into the 1950s. Musicologist
Curt Sachs was the first artistic director and author of
the program notes. Most of the repertoire recorded was
from the Middle Ages and Renaissance. in many cases
they were the first recordings of the early dances,
chansons, ballades, madrigals, and church music.
Works of the 18" century also appeared. A particular-
ly notable issue was the Mass of Guillaume de
Machaut (records 31 and 32).

ANTHOLOGIES

Early efforts to compile sets of 78-rpm albums on
educational and historical themes date from the
1930s, when Parlophone issued 200 Years of Music,
consisting of 12 10-inch records that covered music
history to the time of J.S. Bach. Curt Sachs, the dis-
tinguished musicologist, was editor; he also directed
the most important of the historical sets, Anthologie
sonore. The Columbia History of Music, edited by




Percy Scholes, was issued in Britain 40 10-inch discs
from 1930 to 1939. Two Thousand Years of Music was
a similar set by Parlophone, issued in 1931-1938. The
Carnegie Set was a major venture of the Carnegie
Foundation. On LP, the publisher W.W. Norton and
the Haydn Society (label) joined to issue sets that
accompanied  Norton’s  printed anthologies:
Masterpieces of Music before 1750 (Haydn #9038-
39-40) and A Treasury of Earlyv Music. Victor’s
History of Music in Sound (18 LPs, issued
1958-1960) was designed to accompany the New
Oxford History of Music. With the flowering of the LP
record, historical anthologies proliferated. Active
labels included Telefunken. Deutsche Grammophon,
Nonesuch. and L’Oiseau Lyre. [Miller 1972; Rust
1980.]

ANTHONY, HARRY (1870-1954)

American tenor, born John Young in New York City.
He specialized in gospel songs, primarily in duets with
Charles William Harrison. Their first recorded duet
was for Edison in May 1905: Longfellow’s
“Excelsior,” set by the composer Michael Balfe
(#8935). They began gospel singing in October 1905
with cylinder #9109, “When the Mists Have Rolled
Away.” In 1910 they made “See the Pale Moon” for
Victor (#5780); they also made Columbia cylinders
from December 1906, and U-S Everlasting cylinders
in 1910 and 1912. Anthony and Agnes Kimball record-
ed the “Miserere” in 1912 for Edison Diamond Discs
(#80002). After 1912 Anthony and Harrison did little
work together, except for some Edison talking pictures
that were shown in 1913-1914.

Anthony made tone tests for Edison with the
Criterion Quartet, and sang also with other groups. In
1918 he took the place of John Bieling with the
American Quartet. Anthony and Harrison were
brought together again by Columbia in 1926 to make
an electric recording of “Almost Persuaded” and
“Softly and Tenderly” (#611D). Anthony died in New
York City in 1954. [Walsh 1945/7-8-9.]

AOL/TIME WARNER INC.

Large media and entertainment conglomerate, created
by the merger of Time Warner (itself created in 1990
through the merger of Time, Inc. and Warner
Communications) and the America Online (AOL)
internet service in 2000. Time, Inc. was a major pub-
lisher of magazines (Time, Life, People, Money,
Fortune) and had entered the cable television market in
1972 with its Home Box Office. Warner originated
with Warner Brothers studios, one of the principal

APEX (LABEL)

Hollywood enterprises of the 1930s. Among its many
music holdings are a number of major labels, includ-
ing Warner Bros., Atlantic, Elektra, Nonesuch, and
many more, as well as the electronic music service
MusicNet, which it co-owns with the BMG label
group. In 2003, the company was renamed Tim
Warner, Inc., although the online service of America
on Line (AOL) remained part of its holdings. Late in
2003, the company’s recording labels were sold to an
independent investor group led by Edgar Bronfman,
the Seagrams heir who had previously owned
Universal (and its music holdings). Warner Bros. pub-
lishing remained part of Time Warner in this deal.

AOR

SEE ALBUM ORIENTED Rock (RADIO)

APEX (LABEL)

One of the records issued by the Compo Co., Lid.,
Lachine, Montreal; Compo was the Berliner establish-
ment in Canada. The Apex trademark, covering talking
machines and records, was in use from 21 June 1921,
and the earliest Apex records appeared in 1921 or
1922. Some of the material was original with Compo,
such as the series of French language items. Other
series came from Gennett masters, from Plaza, Pathé,
and Okeh. The label had a long life, until at least 1954,
{Kendziora 1962/1.]

Apex label. Courtesy David A. Jasen
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APGA (LABEL)

APGA (LABEL)

A French company whose full name was
L’ Association Phonique des Grands Artistes, estab-
lished in Paris in 1906. It made discs of 27 centimeters
in diameter, larger than the usual 10-inch size. Artists
were French, Belgian, and Italian; several, such as
Lucien Muratore and Léon Melchissedec, were promi-
nent. The company went out of business in 1913. [A
label list and other details appeared in Record
Collector, March 1954.]

APOLLO (I)

A line of disc players marketed in London in 1909 by
Craies and Stavridi. Models included hornless porta-
bles (the Dulcephone), advertised as “shut up entirely
and require no carrying case.” The Dulcephone was
eight inches high, 13 1/4 inches long, and 10 3/8 inch-
es wide. It evolved into the Dwarf model two years
later. There were also consoles and table models.
Some models used a hot air motor.

APOLLO (II)

A push-up player made by Melville Clark Piano Co.,
capable of handling any size piano roll. It featured a
“transposing mouthpiece” that apparently adjusted the
speed of the roll to sound in different keys.

APOLLO (LABEL) (I)
A British label, actually a stencil of Edison Bell discs
or Kalliope Musikwerke discs.

APOLLO (LABEL) (II)
An American label of the early 1920s, issuing material
from the Rialto masters.

APOLLO (LABEL) (III)
An American label of the late 1920s, releasing Pathé
material.

APOLLO (LABEL) (IV)

A New York label established 1943 in Harlem’s
Rainbow Music Shop, specializing in race and jazz
material. “Rainbow Mist” with Coleman Hawkins
was an early hit. By 1946 the firm had expanded
nationwide, with several subsidiary labels. Apollo
continued well into the LP era, but is not a CD label.
[Rust 1978.]
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Apollo label from the mid-"20s. Courtesy Kurt Nauck/Nauck's
Vintage Records

APPLE RECORDS

In seeking to get greater control over their recordings
and careers, the Beatles formed Apple Corps in 1967.
The company was originally envisioned to have sev-
eral divisions, including a record label and recording
studio; a film arm; and a clothing store. The Beatles
themselves took the rather utopian view that artists, if
left in control of their own work, would be happier
and more productive than working for a gigantic cor-
poration. The Beatles’s own recorded output, begin-
ning with the famous White Album of 1968, was
released on Apple; individual band members also
issued their own experimental recordings, including
John Lennon/Yoko Ono’s Two Virgins and Life With
the Lions and George Harrison’s Wonderwall Music
and Electronic Sounds. Some of these records were
issued on a shortlived subsidiary label, the playfully
named Zapple Records. Apple recordings were
pressed and distributed by EMI/Parlophone in the
U.K. and by Capitol in the U.S. Both had previously
issued the Beatles’s recordings on their own labels.
Artists initially signed to Apple included the Modern
Jazz Quartet and singer/songwriter James Taylor.
However, the label and business in general quickly
fell into disarray; none of the Beatles were interested
in running the business, and the group itself was
beginning to break up. The London boutique was
closed and all the clothing given away. The label itself
survived in name at least for the initial solo projects
of the Beatles, but was more or less inactive there-
after. After a sweeping settlement with EMI and
Capitol over past royalty abuses — as well as several



A and B side labels for the Beatles's Apple Records. Courtesy
BenCar Archives

lawsuits among themselves — the surviving Beatles
and Yoko Ono revived Apple Corps in the mid-1990s
to oversee the issuing of the Beatles 3-part Anthology
CD set, TV series, and book.

CARL BENSON

ARANGI LOMBARDI, GIANNINA
(20 JUNE 1891-9 JULY 1951)

Italian soprano and mezzo-soprano, born near Naples
(Marigliano). She made her debut as Lola in

ARCHIBALD, VERNON

Cavalleria rusticana in Rome (1920), then appeared at
La Scala from 1924 to 1930 and in other European
cities. She sang with Nellie Melba on an Australian
tour in 1928, and toured South America, but did not
visit America. Singing in an age of dramatic sopranos,
she retained an affinity for the bel canto style. Her
major roles were the Verdi and Puccini heroines, but
she excelled also in Gioconda and Norma. Retiring
from the stage in 1938, she devoted herself to teach-
ing, with posts in Milan and Ankara. Her death came
in Milan.

Most of her records were made for Columbia in
Milan, from 1927 to 1933. “Tacea la notte” from
Trovatore is perhaps her finest disc (Columbia 18028;
1932), but “Vissi d’arte” (10508; 1932) is outstanding
as well. She participated in the complete La Scala
recordings of Aida, Cavalleria rusticana, Gioconda,
and Mefistofele. A CD reissue of her principal
Columbia arias appeared in 1990 (Harmonia Mundi
89013); another in 1991 (Preiser 89013).

ARCAM

A British electronics firm established in 1972 by John
Dawson, who was then still an engineering student at
Cambridge University. First known as A&R
Cambridge, the firm began as a custom-builder of
audio equipment. Within four years, it began making
its first mass-produced product, the A60 integrated
amplifier. Its simple design and durability won it a
large following, with eventually over 30,000 units
sold. The company followed with the equally success-
ful T21 tuner, leading it to move to a larger site in 1979
(Waterbeach, north of Cambridge), where it began to
produce loudspeakers of international quality (Arcam
One, Two, Three). In 1985 A&R began to manufacture
CD and DAT products. The company has continued to
innovate during the 1990s in the areas of digital radio
and TV. Its high quality line of CD players have been
voted best in class by several leading British electron-
ics journals during the later ‘90s. [Humphreys 1990;
Website: www.arcam.co.uk.]

ARCHIBALD, VERNON
(30 JUNE 1886-24 MAY 1964)

American concert baritone and pianist, born in
Morocco, Indiana. He began recording in 1910 for
Columbia, moved to Edison in 1913 and apparently
worked for no other label, except to make one Victor
and one Operaphone. His first Columbia was
“Juanita”/"The Two Roses” (October 1910), made
with his own Archibald Quartet. With Edison he
became one of the most popular recording artists, on
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ARCHIV/ARCHIVE (LABEL)

both cylinder and Diamond Disc. “Somewhere a Voice
is Calling” — a duet with Elizabeth Spencer — was a
great success (Diamond Disc 80125; 1914). Many of
his later recordings were as the baritone of the
American Singers, which recorded until 1930. He died
in Los Angeles. [Walsh 1972/4-5.]

ARCHIV/ARCHIVE (LABEL)

An imprint issued by Deutsche Grammophon, using
the Archiv spelling in Germany and (from November
1954)the Archive spelling for Britain and America. It
is now a CD series.

See also Deutsche Grammophon; Gesellschaft
(DGG)

ARCHIVE OF FOLK CULTURE

SEE AMERICAN FOLKLIFE CENTER

ARCHIVE OF FOLK SONG

SEE AMERICAN FoLkLIFE CENTER

ARCHIVE OF RECORDED POETRY
AND LITERATURE, LIBRARY OF

CONGRESS

The Archive of Recorded Poetry and Literature began
in 1943 when Allen Tate was consultant in poetry to
the Library of Congress. It contains recordings of
over 2,000 poets reading their own work; recordings
of poetry readings and other literary events held at the
Library; tapes of poets reading their poems in the
library’s recording laboratory or elsewhere for the
archive; and recordings received through occasional
gifts, exchanges, or purchases. — Manning
[Published guide: Literary Recordings: A Checklist of
the Archive of Recorded Poetry and Literature in the
Library of Congress (1981) is cataloged: PS
306.5.Z9U53 1979. It supersedes the earlier 1966 edi-
tion and Archive of Recorded Poetry and Literature:
A Checklist (1961). Website: http://Ilcweb.loc.gov/
poetry/archive.html.]

ARCHIVES OF TRADITIONAL MUSIC

A unit of the college of arts and sciences at Indiana
University, Bloomington, Indiana, established in 1949.
It was formerly known as the Archives of Folk and
Primitive Music. The collection, consisting of some
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350,000 musical and textual items, covers folk music
and folklore of all regions. There are two audio labo-
ratories and a video laboratory for dubbing archival
materials. A quarterly periodical, Resound, is pub-
lished, and also catalogs of the sound recordings.
[Website: www.indiana.edu/~libarchny/.]

ARETINO CO., INC.

A Chicago firm established on 3 June 1907, marketing
a disc player made by Hawthorne & Sheble. The
machine had a three-inch spindle, requiring a disc with
a center hole of comparable diameter: this was provid-
ed by the company under the Aretino label. Most of
the discs were 10-inch single or double, (with a few
12-inch, single faced), relabelled from Columbia or
Leeds & Catlin matrices. It may be that the label name
was drawn from that of the founder, Arthur O’Neill, in
some anagramatic fashion, but Fabrizio suggests the
name of the renaissance satirist Pietro Aretino as the
source. After injunction difficulties with Victor in
1909, Aretino had to switch from Hawthorne & Sheble
machines to one made by Columbia. The firm did not
recover from the financial loss involved, though it con-
tinued to sell machines (later with adapters to accom-
modate normal discs) and records into 1913. In 1910
it was merged with the O’Neill-James Co., which was
succeeded in 1918 by the Consolidated Talking
Machine Co. [Fabrizio 1973; Fabrizio 1977; Fabrizio
1980; Rust 1978.]

FRANK ANDREWS

ARGO (LABEL) (I)

A specialist company, registered in U.K. in 1952, with
the intention of issuing performances by Britons. In
1954 there was a notable success with the BBC pro-
duction of Under Milk Wood. Decca acquired the firm
in 1957 but retained use of the label name. An
acclaimed set of 137 LP records, covering the com-
plete works of Shakespeare, was completed in 1964. It
is believed to be the longest set of records ever issued.
In 1991 the label was revived for Decca compact discs.
[Usill 1980.]

ARGO (LABEL) (II)

An important pop label of the 1950s and 1960s, spe-
cializing in rhythm and blues and jazz. It was issued
by the Argo Record Co., Chicago, a subsidiary of
Chess Records, from 1956. Its roster of artists includ-
ed New Orleans vocalist Clarence “Frogman” Henry
and a moderately successful doo-wop group, the
Pastels.



ARHOOLIE RECORDS

Founded in 1960 by Chris Strachwitz, a German immi-
grant who was raised in California, the label has spe-
cialized in blues, Tex-Mex, and Cajun/Zydeco music.
The label was named after the traditional African-
American field holler, known as an “Arwhoolie” or
simply “Hoolie.” Strachwitz is a jazz and blues enthu-
siast who began his career collecting 78s in the 1950s.
He made his first field trip to Texas in 1960, where he
recorded Mance Lipscomb, a blues guitarist. Soon
after, Strachwitz also recorded Lightnin® Hopkins,
another Texas-area blues performer.

Hopkins introduced Strachwitz to Clifton Chenier
in 1964, a Black accordion player who was among the
pioneers of the Zydeco style. Interest in Zydeco led
naturally to Cajun music, which Strachwitz issued in
both reissues of 78s from the 1920s and in new record-
ings. Through Alan Lomax, he located the
Mississippi-based guitarist Fred MacDowell, who he
recorded over a series of albums from the late 1960s
through the 1970s. From the mid-1970s, Strachwitz
became interested in Tex-Mex music, again recording
new artists (notably Flaco Jiminez) and also reissuing
78s of past performances.

In the mid-1970s, he purchased the Folk Lyric label
from folklorist Harry Oster; although the label had
been inactive for many years, Strachwitz reissued
many of its albums recorded originally in the early-to-
mid 1960s. In addition to running the Arhoolie label,
Strachwitz formed his own distribution company (Bay
Side Distribution) and also a mail order and record
store (Down Home Music); eventually, both the distri-
bution company and the mail order businesses were
sold. In 1995 he formed the Arhoolie Foundation as a
means of supporting traditional music. Strachwitz also
coproduced a series of films on traditional music made
by Les Blank. (Website: www.arhoolie.com.]

CARL BENSON

ARIAL (LABEL)
A British record of the 1920s, pressed from Duophone
masters.

ARIEL (LABEL)

A group of British labels (Ariel Celebrity Records,
Ariel Concert Records, and Ariel Grand Records)
issued from about 1910 to 1938 by J.G. Graves, Ltd., of
Sheffield. Material was from masters of Beka Grand,
Beka Meister, Favorite, Grammavox, Jumbo, Odeon,
Parlophone, Polyphon, Popular, Winner, and
Zonophone. Graves sold records and gramophones by
mail order, primarily to rural areas of England. He had

ARKANSAS TRIO

4,000 selections available in 1912, and was selling some
600,000 discs per year. Among the artists to appear on
Ariel were Billy Williams, Peter Dawson, and John
McCormack. There were also several major jazz stars,
including the Dorsey brothers and Louis Armstrong.
But much of the repertoire was made up of band music,
comedy turns, and sentimental songs. There were a
number of series and number blocks, which are detailed
by Badrock. [Badrock 1988; Rust 1978.]

ARIOLA (LABEL)

Ariola was most active in the late 1970s and early
1980s, releasing primarily disco material as well as
R&B and soul.

ARISTA (LABEL)

A company founded in New York by Clive Davis, fol-
lowing his removal from Columbia in 1973. Davis
took over the old Bell label, which was owned by
Columbia Pictures Industries (not to be confused with
CBS/Columbia), although he quickly changed its
name and direction. Among his first big signings was
Barry Manilow, whose “Mandy,” released in 1974,
was both the new label’s first single and its first num-
ber one. Arista acquired Savoy in 1975. As one of the
principal American independents, Arista divided a 30
percent share of the independent market with Ariola in
the early 1980s; both labels would merge with RCA in
1983 (eventually becoming part of the Bertelsmann
Music Group [BMG]). As he had at Columbia, Davis
was actively involved in developing Arista’s roster of
artists; he helped revive the careers of earlier hitmak-
ers like Aretha Franklin. His most successful new dis-
covery was Whitney Houston, a major seller during
the late 1980s and 1990s. Davis continued to run the
label until he was forcibly retired at the end of 2000.
He was replaced by Antonio “L.A.” Reid, previously
co-owner of LaFace Records with Kenny “Babyface”
Edmonds. [Website: www.arista.com.]

ARISTON ACOUSTICS LTD.

A Scottish equipment firm located in Prestwick. It had
specialized in turntables, but has diversified into
amplifiers and most recently into complete systems for
both vinyl discs and CDs, priced in midrange.

ARKANSAS TRIO

An Edison recording ensemble of 1924, consisting of
Vernon Dalhart, Ed Smalle, and banjoist John Cali.
Their “Boll Weevil Blues” (Diamond Disc #51373;
1924) was in the catalog for three years.
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ARMATURE

ARMATURE
The movable part in an electronic device; the vibrating
element in a magnetic cartridge.

ARMSTRONG, EDWIN HOWARD
(18 DEC 1890-1 FEB 1954)

One of the pioneers of wireless transmissions,
Armstrong started his career by building an amateur
radio station when only 15 years old. Later, while at
Columbia University, he studied under physicist
Michael Pupin, and he was eventually appointed to the
same teaching and research position that had been
occupied by the great physicist. During his career he
earned three different doctor of science degrees, and
received more than a dozen awards for outstanding
achievement. During his career, Armstrong developed
the superheterodyne circuit that is the basis of almost
all modern radio receiving and radar equipment, and
went on to formulate the principles of radio frequency
modulation in the 1930s. This contribution resulted in
the development of FM radio.

FRANK HOFFMANN

ARMSTRONG, LOUIS
(4 AUG 1901-6 JUNE 1971)

American jazz trumpeter, singer, and bandleader
(nicknamed “‘Satchmo”), born in a New Orleans slum,
brought up fatherless in abject poverty. In a juvenile
detention home he learned the cornet and played in the
band. From there he went on to perform in local bars
and brothels, eventually gaining the sponsorship of
cornetist King Oliver who invited him to Chicago in
1922 to play in his Creole Jazz Band at Lincoln
Gardens. Oliver’s group was focused on the blues, for
which there was a national craze in progress. In 1923
the band made its first records on the Gennett label
(6 Apr 1923 and 5 Oct 1923; issued in the album King
Oliver’s Creole Jazz Band, Rhapsody 6032). Shortly
thereafter the group recorded for Okeh (22-23 June
1923 — issued in the album King Oliver’s Jazz Band
(Parlophone 7032) — Columbia (15-16 Oct 1923) and
Paramount (probably 24 Dec 1923; later appearing in
the album Louis Armstrong and King Oliver, along
with all but one of the Gennetts, Milestone 47017).
Armstrong’s cornet is a keynote on all of these discs.
His first recorded solo was “Chimes Blues”; his first
significant jazz solo was “Froggie Moore.” Personnel
on Okeh 4918, “Dippermouth Blues,” included Johnny
Dodds, clarinet, and Armstrong’s wife Lil Hardin at the
piano. He left Oliver in 1924 to join Fletcher
Henderson’s band in New York (a selection of his work
with Henderson was issued as Fletcher Henderson's
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Louis Armstrong reissue album from the early '60s. Courtesy
Frank Hoffmann

Orchestra, Biograph BLP-C12; and in Louis
Armstrong 1924-25 with Fletcher Henderson’s
Orchestra, Archive of Jazz BYG 529086). From 1924
to 1929 Armstrong recorded as accompanist for great
jazz and blues singers like Bessie Smith (“St. Louis
Blues,” 1925; available in The Bessie Smith Story,
Columbia 855, Vol. I) and Ma Rainey (available in the
album Ma Rainey, Milestone 47021).

In late 1925 he established his Hot Five group, and
made records of more than 60 innovative performanc-
es with them. The members were Kid Ory, trombone;
Johnny Deodds, clarinet; Lil (Hardin) Armstrong,
piano; Johnny St. Cyr, banjo; and Armstrong, cornet
and vocals. He then changed from cornet to trumpet,
and also began to sing in the scat style. The Hot Five
made 26 recordings in 1925-1926 that display a New
Orleans style. In May 1927 the group, with drums and
tuba added, became the Hot Seven, made another set
of records in which Armstrong moved away from New
Orleans to his own rich style of improvisation. Then in
fall of 1927, the original Hot Five made five records of
great brilliance, notably “Hotter than That” (Okeh
8535). Joined by pianist Earl Hines, the group went on
to record in 1928, displaying Armstrong in ever more
expressive and creative performances. He developed a
unique swinging style that was much admired and imi-
tated, and created improvisations that were structured
as well as imaginative. Volumes 1-5 of the French
Columbia album Louis Armstrong V.S.0.P, 88001-4,
has all the Hot Five recordings.

During the 1930s and 1940s he performed and
recorded with numerous star orchestras and singers




(e.g., Decca 15027: “Pennies from Heaven” with
Jimmy Dorsey, trumpet and vocal by Armstrong) and
he appeared in motion pictures (e.g., High Society,
1956, with Bing Crosby and Frank Sinatra). He was
the first Black artist to have his own radio show and to
appear regularly in feature films. His scat style of
singing and his ability to blend smoothly with another
artist are both exhibited to perfection in his album with
Ella Fitzgerald, Ella and Louis (MGM 2-V6S-8811).

Armstrong recorded for Decca from 1935, and in
1957 the label issued an LP album, “Sarchmo™ — A
Musical Autobiography of Louis Armstrong (DXM
155), featuring new recordings of Armstrong’s classics
of the 1920s. All the Armstrong Deccas were issued in
the album Louis Armstrong and His Orchestra
(Swaggie 701-07). A retrospective set of four LPs, The
Louis Armstrong Legend (World Records 404-07;
1982) presented many of the great performances.
Curiously, Armstrong won only one Grammy, that for
his singing of “Hello, Dolly!” (Kapp 573; 1964).

When Louis Armstrong died in New York in 1971,
he was one of the best known and beloved entertainers
in the world, credited with shaping the vocabulary of
jazz. In 1991 the Louis Armstrong Archive, consisting
of 20,000 recordings and memorabilia, was opened at
Queens College, New York City. [Bergreen 1997;
Giddins 2001; Record Changer, July 1950, is an issue
devoted to Armstrong, with a discography by Albert
McCarthy.]

ARNHEIM, GUS (11 SEP 1897-19 JAN 1955)
American popular pianist, composer, and bandleader,
born in Philadelphia. He played with Abe Lyman’s band
in Los Angeles during 1921-1923, and composed the
hit “I Cried for You” in 1923. Forming his own band, he
toured the U.S. and Europe. He began to record in 1928
with “I Can’t Do Without You” (Okeh 41057). In
1929-1931 he made records with Russ Columbo, then
in 1930-1931 with Bing Crosby. He made a hit record
of his composition “Sweet and Lovely” in 1931 (Victor
#22770), made radio appearances, and gained national
popularity. Among his star players were Woody Herman
and Earl Hines. The final recording was made in 1937
for Brunswick, just as Stan Kenton joined the group as
pianist and arranger. Arnheim retired in the mid-1940s,
then returned to lead a small ensemble on television
shows in 1954. He died in Los Angeles.

ARNOLD, EDDY (15 MAY 1918-)

American country singer and guitarist, born in
Henderson, Tennessee. He started out as guitarist in a
band in Jackson, Tennessee, then performed on vari-
ous radio stations from 1936. As vocalist with Pee Wee
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ARRAU, CLAUDIO

King’s Golden West Cowboys he attracted much atten-
tion, and began to record for Victor in 1943. His first
hit record was “That’s How Much I Love You” (Victor
20-1948; 1946). His “Cattle Call” (Victor 20-2128;
1947) was used as the theme song on his daily radio
show in 1947.

Soon he dominated the country music field, starring
on Grand Ole Opry and making a long series of hit
records; often he had two or three records on the charts
at one time during the peak years 1948-1952. In 1952,
as a summer replacement for Perry Como, he was the
first country artist to host a television program. Arnold’s
singing style changed from plain rural to a more main-
stream crooning sound; and in the 1960s he had become
a nightclub and television performer quite removed
from his origins. He continued to make the charts, e.g.,
with “Make the World Go Away” (Victor 8879; 1965),
“What’s He Doing in My World” (Victor 8516; 1965),
and “I Want to Go with You” (Victor 8749; 1966). He
was elected to the Country Music Hall of Fame in 1966.

ARRAL, BLANCHE
(10 OCT 1864-3 MAR 1945)

Belgian soprano, born Clara Lardinois, performer of
both lyric and coloratura roles. She began singing at the
Paris Opéra Comique at age 15, and became the pro-
tegée of Marie van Zandt, the original Lakme; Arral
sang that role and much of the other French repertoire.
She made 48 cylinders for Bettini in 1898-1899, and in
1908 she recorded nine cylinders for Edison, the first
being the “Polonaise” from Mignon (Edison B166).
Thomas Edison is said to have stated that hers was
organically the most perfect voice he knew. She record-
ed for Victor in May 1909, singing eight numbers; per-
haps the finest were “Polonaise” from Lombardi
(Victor 74146; reissued IRCC 19A), and “The Jewel
Song” from Faust (Victor 74147). Arral died in a sana-
torium near Cliffside, New Jersey, on 3 Mar 1945.

ARRAU, CLAUDIO

(6 FEB 1903-9 JUNE 1991)

Chilean pianist, born in Chillan. A child prodigy, he
studied in Germany and gave recitals there and in
Scandinavia in 1914-1915. His teacher was Martin
Krause, a student of Franz Liszt. In 1924 he was heard
in the U.S., with the Boston and Chicago orchestras; he
eventually settled in New York. Arrau played the com-
plete keyboard works of J.S. Bach in 12 Berlin recitals,
in 1935-1936; and the complete Mozart works in five
recitals there in 1936. During 1938-1939 he did the
complete Beethoven piano works in various cities. He
remained active in concerts and recitals throughout his
life. Arrau died in Miirzzuschlag, Austria.
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ARROW (LABEL)

The pianist’s virtuoso capabilities were demonstrat-
ed in 1927 with “Islamey” by Mili Balakirev (Polydor
95112) — at one time considered to be the most diffi-
cult concert piece to play — and in 1928 with the fifth
“Elegie” by Ferrucio Busoni (Polydor 90025). In 1928
he also recorded the Transcendental Ensdes of Franz
Liszt. On LP he did the Beethoven concertos with the
Concertgebouw Orchestra (Philips SC71 AX501; five
discs) and the Beethoven sonatas (Philips 6747035; 13
discs).

ARROW (LABEL)

A short-lived lateral-cut record issued by the Liberty
Phonograph Co. (as of March 1920 the Arrow
Phonograph Co.), of Cleveland, Ohio. In 1919 the firm
had issued discs under the Liberty label name.
Eighteen releases are known, perhaps taken from mas-
ters by other companies. Material is primarily jazz and
blues, although #512 is Wilfred Glenn’s “Rocked in
the Cradle of the Deep” (originally done for Victor).
[Kendziora 1985.]

ART ENSEMBLE OF CHICAGO, THE
SEE AACM

ARTHUR FIELDS MELODY RECORD

(LABEL)

A disc issued by the Arthur Fields Record Co., New
York, in 1923. Baritone Arthur Fields was featured on
the few items issued. The label was one of the Olympic
group of records, sharing at least some of its material
with the label named Melody. [Kendziora 1961/1.]

ARTIA (LABEL)

Discs made in the U.S. from Russian masters, released
in Britain by Associated Recordings, in the 1960s. The
material was exclusively devoted to the classical reper-
toire.

ARTO (LABEL)

A record issued by the Arto Co., Inc., a subsidiary of the
Standard Music Roll Co. of Orange, New Jersey.
Advertising began in April 1919, announcing that G.
Howlett Davis was president (he was also president of
Standard Music Roll Co.). The new records were to be
made at recording laboratories in New York, using a
new process that would allow them to be played lateral-
ly or vertically. In June 1920 the first selection of discs
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talking machine

‘ OPRANO SOLO

RIA RUSTICANA

Arto label. Courtesy Kurt Nauck/Nauck's Vintage Records

appeared, offering dance, blues, jazz, and popular vocal
material. The price was $1 for a 10-inch disc in January
1921; an $.85 disc was marketed in February 1921. Arto
also pressed records for the Globe and Bell labels, and
some Cleartones, Hy Tones, Ansonias, and Nordskogs.
When the company went bankrupt in January 1922, it
continued to press Bell and Globe issues for a time but
ceased production of Arto records. Plant fittings and
masters were up for public sale on 3 May 1923.

FRANK ANDREWS

ARTOFOLA CO.

An American firm, located in Springfield, Illinois. It
was the manufacturer of the Artofola disc player,
advertised in TMW, 1916. There were seven models.

The company also made vertical-cut discs: a 10-inch
sold for $.75, and a 12-inch sold for $1.00.

ARTOPHONE CORP.

A firm established in St. Louis 1915; maker of the
Artophone disc players. Later the firm issued records
under the Herwin label. In 1926 it was located in
Kansas City, Missouri, distributing Paramount
records, and selling both phonographs and radios.
Edwin Schiele was president at that time.

ASCH (LABEL)
A record issued by Moses Asch (5 Dec 1905-19
Oct 1986) in New York from 1939 to 1945. Asch



began his career repairing radios and installing sound
systems in New York theaters. He began making radio
transcriptions for the progressive station WEVD in the
late 1930s, leading him to begin recording material for
the station’s Yiddish-language programming. Asch’s
initial releases were of Yiddish performers and cantor-
ial records, but he then expanded into recording folk
and jazz material in his small studio. Asch partnered
during the war with Stinson because of the shellac
rationing then underway; the labels separated in late
1945 and Asch started anew under the DISC name
through late 1947, when the firm went bankrupt. The
Norman Granz series “Jazz at the Philharmonic”
appeared on that label in 1946. Following the bank-
ruptcy of DISC, Asch formed his longest-lasting label,
Folkways Records and Service Corporation, which he
operated through his death in 1986. [Olmsted 2003.]

ASH, SAM (28 AUG 1884-21 OCT 1951)

American vaudeville performer and singer of popular
songs, born in Kentucky. He made numerous appear-
ances in Broadway musicals from 1915-1931. His
first recording was “I’m Not Ashamed of You, Molly,”
accompanied by Prince’s Orchestra, made in
December 1914 (Columbia A-1701). He began record-
ing also for the Little Wonder label in 1914 with
“Chinatown, My Chinatown” (Little Wonder #98). His
next Columbia was “Goodbye, Virginia” (Columbia
A1697; 1915), made with the Peerless Quartet. He
remained with Columbia until 1916, while recording
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Asch label, early '40s. Courtesy Kurt Nauck/Nauck's Vintage
Records

ASHKENAZY, VLADIMIR

also for Little Wonder, doing solos, duets, and num-
bers with quartets. From 1917 he worked also for
Emerson, Gennett, Okeh, and others. “When I Found
You, Poor Little Ritz Gir]” was made for Edison
Diamond Discs in 1921 (#50721). In the 1930s he
gave up recording to go into motion pictures. Ash died
in Hollywood. [Walsh 1971/3.]

ASHER, PETER (22 JUNE 1944-)

British popular music producer. Asher was born in
London, and formed the folk-pop duo Peter & Gordon
with Gordon Waller in the early 1960s. The duo had
some international hits, most notably the number one
“A World without Love” (Capitol 5175), written by the
duo’s friends John Lennon and Paul McCartney
(McCartney dated Asher’s sister through much of the
1960s); they continued to record through 1967. In
1968, Asher was invited to join the Beatles’s fledgling
Apple label, serving as an A&R man. He signed
singer/songwriter James Taylor, and produced Taylor’s
first album. When Apple fell apart, Taylor went to
Warner Bros., and Asher followed him there. He also
produced Linda Ronstandt’s 1970s-era recordings, and
several albums by the folk-rock group 10,000
Maniacs. Asher has been less successful as a producer
since the early 1990s. In 1997, he took a position with
Sony Music as a senior vice president to produce acts
and work with the various Sony labels.

CARL BENSON

ASHKENAZY, VLADIMIR (6 JULY 1937-)
Pianist and conductor. The chasm between instrumen-
tal expertise and mastery of orchestral conducting is
rarely bridged as successfully as in the case of Russian
virtuoso Vladimir Ashkenazy, whose piano career was
launched by a string of international competition vic-
tories. After taking second prize in the Chopin
Competition (1955), and first prizes in the Queen
Elizabeth Competition (1956), and Tchaikovsky
Competition (1962), the pianist toured for three
decades and recorded many seminal discs.
Ashkenazy’s 1960 recording of Chopin’s Etudes set
his reputation as the virtuoso of his generation.
Defecting from the Soviet Union in 1963, and settling
first London, then in Iceland (1969), the pianist began
his catalog of conducted recordings in 1974 with
Prokofiev’s Classical Symphony. He has recorded all
the Prokofiev symphonies, the entire orchestral output
of Sibelius, the three Rachmaninoff symphonies, and
large portions of the Beethoven repertoire. Ashkenazy
returned to Russia in 1989.

BraD HiLL
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ASHLAND MANUFACTURING CO.

ASHLAND MANUFACTURING CO.

A Chicago firm that made the Ashland disc player,
advertised in TMW in 1916.

ASPIR (LABEL)

The name used in the British market in 1909 for
Disque Aspir, made by the Compagnie Général
d’Electricité. A label of the same name marketed
in Britain in 1910 was attributed (in a TMW advertise-
ment in March) to Establissements Phanographiques
d’Ivry. The records were double sided, vertical cut,
11 1/2-inch and 12 1/3-inch; the repertoire was predom-
inantly French, inclusive of opera, orchestral works,
and songs. Epiphone talking machines were sold by the
same London firm.

ASSOCIATED AUDIO ARCHIVES

SEE ASSOCIATION FOR RECORDED SOUND COLLECTIONS
INc. (ARSC)

ASSOCIATION FOR RECORDED
SOUND COLLECTIONS INC. (ARSC)

An organization made up of record collectors, librari-
an/curators, and researchers, established in 1966 in
Silver Spring, Maryland. About 90 percent of the
1,000 members (including institutions and individu-
als) are American. Aims of the association include
enhancement of communication among sound
archivists and the encouragement of research. The
ARSC Journal (two per year) was issued first in 1968;
it presents research articles and continuing lists of
discographies and writings about recordings. A quar-
terly Newsletter is also published, in addition to occa-
sional monographs. One of the association’s most
significant projects is the Rigler-Deutsch Index, a
microfilmed collection of 78-rpm record labels, car-
ried out by the Associated Audio Archives (estab-
lished 1974; an ad hoc subcommittee of the ARSC
Bibliographic Access Committee since 1976).

Grants are awarded annually by ARSC to individuals
pursuing research in any field of recording. Annual
awards for excellence are given for the best publications
on recording artists or recording history. [Website:
www.arsc-audio.org; Brooks 1983; McKee 1989/1.]

ASY GROUP

A small British conglomerate, Academy Sound and
Vision was founded by Harley Usill and Jack Boyce in
1981 and is based in London. The initial ASV launch
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release consisted of 30 titles, many of them drawn from
the Enigma catalog purchased from WEA. It currently
controls these labels: ASV, COE, Living Era, Quicksilva,
Gaudeamus, and RPO, with distribution in the USA han-
dled by Koch. For a while, before Warner bought out the
company, they also controlled Teldec. Artists and ensem-
bles who have produced material on these labels include
the Lindsays (regarded as one of the world’s finest string
quartets), the London Mozart Players, the Clerks’
Group, Emma Johnson, the London Festival Orchestra,
the Scottish Chamber Orchestra, the Mexican maestro
Enrique Bétiz, Andre Previn, and Vlademir Ashkenazy,
among many others. ASV remains a small company,
now a team often people working in recently acquired
offices in Hammersmith, England.

HOWARD FERSTLER

ASYLUM RECORDS

David Geffen founded Asylum Records in 1972 as a
haven for his management clients, its initial releases
including the debuts of Jackson Browne and the Eagles.
Asylum was successful immediately, and Geffen quick-
ly sold it to Warner Bros. Records, which merged it with
Elektra Records and put him in charge of the combined
division. But he stepped away from the music industry
in 1976 due to illness, and Asylum subsided into being
one subsidiary among many at Warner.

WILLIAM RUHLMANN

ATOMIC POP (LABEL)

SEE TELLER, AL[BERT]

ATCO RECORDS

The Atlantic Records subsidiary Atco Records was set
up in 1955 as the niche of Atlantic cofounder Herb
Abramson, who had returned from military service
that year. ATCO opened the white pop market for
Atlantic through the success of Bobby Darin
(1958-1962) and Sonny and Cher (1965-1968). In the
late 1960s, Atlantic placed a number of American rock
groups, notably Buffalo Springfield, on the label, as
well as British bands such as the Bee Gees and Cream.

WILLIAM RUHLMANN

ATKINS, CHET
(20 JUNE 1924-10 JUNE 2001)

American guitarist, country singer, composer, and
record industry executive, born Chester Burton Atkins in



Luttrell, Tennessee. As a child he taught himself to play
the guitar, and was playing on local radio in his teens.
From there he went on to radio shows in Cincinnati,
Raleigh (North Carolina), Richmond (Virginia), and
Denver. He began to record for Victor, singing and play-
ing guitar, achieving success in 1949 with “Gallopin’
Guitar” “Main St. Breakdown.” and “Country
Gentleman.” In 1946 he appeared for the first time at the
Grand Ole Opry. Atkins toured Europe, Asia, and Africa,
achieving international status. From 1957 he worked for
RCA in Nashville, as production manager and A&R
director; he helped to develop the “Nashville Sound”
and to make that city the center of country music.

Some of his hits in this period were “Boo Boo Stick
Beat” (Victor 7589; 1959; #49) and “Teensville”
(Victor 7684; 1960; #73). He was invited to play for
President John F. Kennedy in 1961, and performed as
a soloist with several symphony orchestras. In 1973 he
was elected to the Country Music Hall of Fame.
Recordings by Atkins have won nine Grammy awards
in the country instrumental category: Chet Atkins
Picks the Best (RCA; 1967), Me and Jerry (RCA
4396; 1970), Snowbird (RCA: 1971), Atkins-Travis
Traveling Show (with Merle Travis; RCA 0479; 1974);
The Entertainer (RCA; 1975), Chester and Lester
(with Les Paul; RCA 1167; 1976, #172), Country —
After All These Years (1981), and Neck and Neck (with
Mark Knopfler; Columbia 45307; 1990; #127; featur-
ing the song “So Soft, Your Goodbye”).

ATKINSON, JOHN (12 JUNE 1948-)

Born in Hitchin, Herts, England, Atkinson was edu-
cated in the sciences (B.S Hons, London, 1972) and
trained as a teacher He worked for a while as a
research scientist and as a professional musician (bass
guitar), before joining Hi-Fi News & Record Review
magazine (U.K.) in 1976 as news editor. He became
the editor of Hi-Fi News in October 1982 before emi-
grating to the U.S. in May 1986 to become editor of
Stereophile, a position he still occupies. In addition to
editing the magazine and writing reviews and articles,
he has produced, engineered, and played instruments
on more than 40 commercial recordings. Atkinson is a
member of the Audio Engineering Society, National
Academy of the Recording Arts and Sciences, and
Associate Member of the Institute of Electrical and
Electronics Engineers.

HowARD FERSTLER

ATLANTIC (LABEL)
A New York label, Atlantic was one of the principal
independent labels of the post-World War II era, with

ATLEE. JOHN YORKE

first issues in summer of 1947. Founders of Atlantic
Records were Ahmet Ertegun and Herb Abramson.
Abramson was drafted into the army, and in 1953 Jerry
Wexler was brought in to assist with producing pop
acts, and Neshui Ertegun, Ahmet’s brother, took over
managing the jazz list. In 1955, when Abramson
returned to the label, he was put in charge of the fledg-
ling Atco subsidiary. The company leaped forward
after signing Ray Charles in 1952; it also scored big in
the mid-1950s with R&B vocal groups like the
Clovers and the Drifters. Meanwhile, it built a distin-
guished jazz line, with artists like the Modern Jazz
Quartet. Abramson sold out his share of the company
to the other three in the later 1950s, and Wexler
became more prominent in producing soul and pop
acts.

During the early 1960s, Wexler made a deal with
the Memphis-based Stax label to distribute their prod-
uct, and he often used Stax’s studios to record his acts.
The deal ended acrimoniously in 1968, and Wexler
moved to the Muscle Shoals-based Fame studios,
where he produced hits for Aretha Franklin and Percy
Sledge, among others. Meanwhile, Atco became the
home for white pop and rock acts, beginning in the late
1950s with Bobby Darin, and then continuing through
the 1960s with acts as diverse as Sonny and Cher and
Buffalo Springfield. Atco also became the U.S. home
for British groups like Cream.

In 1967, Atlantic was purchased by Warner
Brothers Records; two years later, Warners’s then par-
ent, the Kinney Corporation, combined Atlantic,
Warner Bros., and Elektra Records into the new WEA
group. Ertegun remained active with Atlantic, howev-
er. In 1969, he signed a distribution deal with Rolling
Stones Records; other big-name acts during this peri-
od were Crosby, Stills, Nash and Young, heavy metal
acts Iron Butterfly and Led Zeppelin, and art-rockers
Yes. Prominent R&B signings of the 1970s included
Roberta Flack and the Detroit Spinners. Atlantic
ceased to be active in new jazz signings after the
1960s, but their back catalog remained available.

Although still active over the last two decades,
Atlantic has had less of a distinct personality as a label
than it did previously. Atlantic has continued to release
pop, country, R&B, and rock recordings as might be
heard on any other mainstream label. [Ruppli 1979.]

See also Abramson, Herb; Ertegun, Ahmet M.

CARL BENSON

ATLEE, JOHN YORKE
(28 JAN 1842-1 APR 1910)

American whistler, born in Detroit, who made very
popular cylinders for Columbia from 1889 to 1897
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ATMOSPHERE MICROPHONE

(there were 21 numbers by him in the Navember 1890
Columbia catalog). He also made some discs for
Berliner and a few cylinders for Edison. The material
included “Mocking Bird,” “Anvil Charus,” “Annie
Laurie.,” and *“Marching through Georgia.” “His
whistling was loud, clear and piercing” (Brooks) as
required by the early recording equipment, but he
lacked the talent to survive in an a time of improved
taste and technology. The January 1899 Phonoscope
reported that he was managing the phonograph depart-
ment of the Duston-Smith Piano Co., in Charleston,
South Carolina. He did make a few more records, and
was mentioned in the June 1900 Phonoscope as a
supervisor of language instruction records. Atlee died
in Washington, D.C. The spelling of his name is vari-
ously offered in the literature: Fred Gaisberg (who was
his accompanist on some of the records) spells it
“Atlee,” and so does an 1893 issue of Phonogram; his
death certificate, however, has “At Lee” [Brooks;
Brooks 1978.]

ATMOSPHERE MICROPHONE

A microphone placed at some distance from the per-
formers in order to include environmental ambience in
the recording.

ATTENUATION
A reduction of voltage, intensity, amplitude, or loud-
ness; the opposite of amplification.

ATTENUATION DISTORTION

SEE DISTORTION

ATWOOD, HARRIET
(23 MAR 1865-CA. 1970)

American pianist, born Harriet Haddon (or Hadden).
She was probably the first pianist to record, having
been called on by Thomas Edison to play for his
experimental tinfoil phonograph on 6 Dec 1887 while
he recited “Mary Has A Little Lamb.” Her husband,
George Atwood (1864-1933), was an engincer for
Edison: when a piano player was needed in the labo-
ratory, Atwood sent for his wife. [Walsh 1970/4-5.]

AUDAK CO.

A firm based in New York City. It advertised in TMW
1924 as a maker of listening stations for record shops,
intended to replace enclosed booths. Earphones were
used.
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AUDIBLE FREQUENCY RANGE

SEE AUDIO FREQUENCY

AUDIO (I)

A general term pertaining to hearing or sound, from
the Latin audire, to hear; often used as a modifier to
identify a system designed to record and/or reproduce
sound, or an element of such a system.

AUDIO (II)

The sound portion of a film or television program.

AUDIBLE FREQUENCY RANGE

SEE AUDIO FREQUENCY

AUDIO BANDWIDTH

Typically stated as being from 20 Hz to 20 kHz, these
are the acoustic signals that normal humans supposed-
ly can be said to “hear” reasonably well. In older indi-
viduals, the low end may still be 20 Hz, or even a bit
lower, but the high end often drops to 15 kHz, 10 kHz,
or even lower, depending on both heredity and lifetime
environmental factors. The musical significance of
signals above about 15 kHz or even sometimes above
12 kHz is debatable.

HOWARD FERSTLER

AUDIO CABLES, WIRES,

AND HARDWARE

CONNECTORS. These are what allow cables to be
connected to inputs and outputs. In consumer audio,
they vary from balanced and more common RCA
types, which are used on line-level inputs, to banana,
spade, and pin connectors, which are used on typical
speaker-level inputs.

FIBER OPTIC. Cables that are used for digital con-
nections between players and digital processors. They
have the advantage of being immune to RF or electri-
cal interference.

AUDIO INTERCONNECT. The shielded cables that
are used to connect disc players and recording devices to
preamplifiers or receivers and preamplifiers to power
amps. Premium versions (some of which are very expen-
sive) are often more durable than cheaper designs, but
rarely sound better than anything but defective items.

MICROPHONE. The shielded cables that connect
microphones to mixers or measuring equipment.



SPEAKER. The typical unshielded leads that are
used between power amplifiers and loudspeaker sys-
tems. Even lamp cord is sometimes adequate for this
use, provided the run is not extremely long. Some
speaker wires are outrageously expensive, but those
esoteric designs have no proven advantage over more
mundane versions, provided the latter are large enough
to keep signal losses to a minimum.

HowARD FERSTLER

AUDIO CARTRIDGE

SEE CARTRIDGE

AUDIO CASSETTE

SEE CASSETTE

AUDIO CONCEPTS

SEE LOUDSPEAKER

AUDIOCONTROL

Founded in 1977, and headquartered in Mountlake
Terrace, Washington, with some production facilities
also in Spokane, AudioControl is a privately held com-
pany that currently designs and manufactures signal
processors, amplifiers, and real-time spectrum analyz-
ers for the automotive sound, home theater, profession-
al audio, and recording industry markets. The company
has more than 600 retail outlets, as well as distribution
through over 300 residential contractors who sell,
install and calibrate products in high-end home theater
and audio systems applications. Products are also sold
through distributors in approximately 35 countries.
During its history, the company has received over 50
industry awards for its home audio, car audio, and pro
audio creations. [Website: www.audiocontrol.com.]

HowARD FERSTLER

AUDIODISC

SEE Disc

AUDIO ENGINEERING SOCIETY

Begun in 1948 in New York, it is the only profession-
al society devoted exclusively to audio technology.
Among its 10,000-plusmembers are specialists in most
branches of recorded sound: designers of equipment,

AUDIO FREQUENCY

installers and operators, journalists, teachers, salesper-
sons, and technicians. In recent years, its membership
of leading engineers, scientists and other authorities
has increased dramatically throughout the world,
greatly boosting the society’s stature and that of its
members in a truly symbiotic relationship. The techni-
cal council and its technical committees respond to the
interests of the membership by providing technical
information at an appropriate level via conferences,
conventions, workshops, and publications. They work
on developing tutorial information of practical use to
the members and concentrate on tracking and report-
ing the very latest advances in technology and appli-
cations. This activity is under the direction of the AES
technical touncil and its committees.

AES sections serve members in 47 concentrated geo-
graphic areas throughout the world. Sections in
Australia, Canada, Europe, Japan, Mexico, South
America, and the United States hold local meetings reg-
ularly for the dissemination of the most current audio
information. The organization publishes the Journal of
the Audio Engineering Society, which is the only peer-
reviewed journal devoted exclusively to audio technolo-
gy. The society also publishes a variety of anthologies,
conference proceedings, standards, drafts, convention
preprints, and other information documents.

HowARD FERSTLER

AUDIO FIDELITY (LABEL)

An American record, issued by Audio Fidelity
Records, New York, from May 1955. Classical, jazz,
and gospel material was offered. The label was a pio-
neer in stereo, with first releases in November 1957.
“The masters were cut with an automatic Scully
Record Lathe mounting a Westrex 45—45 stereo cutter
head system with special feedback electronic circuitry
driven by custom 200 watt amplifiers. The frequency
range...exceeded the range of previous high fidelity
records...”” [Case, source of the quote.]

AUDIO FREQUENCY

One of the frequencies within the range of sound fre-
quencies audible to humans, from ca. 15 to 20,000
cycles per second (or Hz). Acoustic recording achieved
coverage of about 1,000 to 2,000 or 3,000 Hz. With the
emergence of electrical recording in 1925, manufactur-
ers could claim coverage of 100 to 8,000 Hz. The fre-
quency range of notes playable on certain instruments
is encompassed by the capabilities of early electrical
recording; e.g., all the high brasses and winds, the vio-
lin, and the viola. Female voices and higher male voic-
es could also be reproduced with all fundamental
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AUDIOGRAPHIC ROLLS

frequencies. One reason that realistic reproduction did
not occur was that a sounding note produces not only a
fundamental frequency but also an entire series of over-
tones, or harmonics, and it is these elements that give
color and distinctiveness to the sound of an instrument
or a voice. Some instruments, especially the percus-
sions, also produce “transient tones,” heard on initial-
ization of a tone and then subject to quick fading. The
audio experience of record listeners in the 1920s is
often suggested today when loudspeakers of limited
range are heard — for example, in elevators or in small
portable radios. The effect is one of blurred identity for
instruments and voices. Outside the audio frequency
range humans perceive vibrations as feelings, not
sounds: “There is thus a ‘threshold of feeling, and
between these two lies the audibility area. At very high
and very low frequencies these thresholds intersect: the
sensations of hearing and feeling become merged, and
it is difficult to distinguish between them” [Wilson
1957, source of the quotation.]

See also Hearing

AUDIOGRAPHIC ROLLS

Player piano rolls marketed by the Aeolian Co. in
1927, with a special feature: the printed music was
inscribed on the roll, visible to the operator. However,
the rolls moved vertically, and it would not have been
possible to read the music as it went byor to sing along
with the piano sound or to try duplicating the per-
formance on the roll with one’s own fingers on the
keyboard. The concept seems to have originated in
1912 with Audiscript rolls.

AUDION
The three-element vacuum tube invented by Lee De
Forest.

See also Amplifier

AUDIOPHILE

An individual who is extremely interested in high-
fidelity sound reproduction, particularly as it relates to
equipment designed for home-listening situations.

HOWARD FERSTLER

AUDIOPHILE RECORDING

A concept begun in 1960s to produce recordings of
exceptional quality, using very careful techniques and
equipment. Production techniques included half-speed
mastering, improved vinyl, and even direct-to-disc
methods, whereby the LP record was cut directly during
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the musical session, rather than by a tape feed later on.
(Sheffield Records was one of the pioneers in direct-
disc LP recording.) The idea was to achieve better
instrumental definition, better soundstaging, improved
channel separation, and greater frequency range.

The technique originated with smaller, idealistic
record companies, who were attempting to correct
production-and engineering-related deficiencies found
in mass-produced LPs. On a more practical level,
those smaller companies needed a way to set them-
selves apart from bigger companies that could afford
top musical talent. Later on, when it was discovered
that audio buffs were a significant market segment, the
concept was adopted by several of the major labels.

In the digital era, both small and large companies
have endeavored to capitalize on the love some audio-
philes have for ultra-high-quality recordings, and
assorted systems have been devised to enhance the
performance of the compact disc. The most recent
audiophile recordings have made use of SACD and
DVD-A technologies, with many of those involving
more than the usual two channels.

HowARD FERSTLER

AUDIO SPECTRUM

SEE AUDIO FREQUENCY

AUDIO TAPE

SEE TAPE

AUDIO TECHNICA

A major producer of professional-use microphones,
mixers, and related products, as well as phonograph
cartridges, Audio-Technica has been dedicated to
advancing the art and technology of electro-acoustic
design and manufacturing since 1962. From a begin-
ning in phono cartridges, the company has expanded
into high-performance headphones, microphones, mix-
ers, and electronic products for home and professional
use. The results of these engineering and production
efforts can be seen in the effective use of the company’s
products in a broad spectrum of applications.

HOWARD FERSTLER

AUDISCRIPT ROLLS

Player piano rolls patented by Carrol Brent Chilton, of
Washington, D.C., in 1912. They had two innovative
aspects: they moved right to left, instead of vertically;




AUSTRALASIAN PERFORMING RIGHT ASSOCIATION LTD.

and they contained the printed score, visible to the per-
former. They did not find a market, nor did the later
audiographic rolls of 1927.

AUGER, ROBERT (1928-12 DEC 1998)

An important recording engineer, Auger proved that
an independent artist could succeed in major recording
projects, and that leading performers would prefer to
work with him, because of his skills. Working with
Robert Fine, Auger’s first recording at Mercury
Records was Barbirolli conducting Vaughan Williams
Symphony Number 8, in 1956. He worked for Pye
Records when they were exploring stereo, and in 1959
he made historic recordings of Handel’s Fireworks and
later Jandcek’s Sinfonietta, both with Charles
Mackerras. In 1969 he set up Granada Recordings and
in 1974 he became a freelance engineer. In later years,
he made historic CBS and RCA recordings with artists
such as Bernstein, Maazel, Stokowski, Leinsdorf, and
Boulez. Clients included Unicorn and later CRD.

HowARD FERSTLER

AUGSPURGER, GEORGE (9 JULY 1929-)
George Augspurger is currently best known in the audio
industry as an expert in studio design through his con-
sulting firm, Perception Inc. Many of North America’s
most prestigious studios proudly boast of having
“Augspurger designed” rooms and monitors. Before
striking out as an independent consultant, Augspurger
spent over a decade with JBL starting in 1958. He began
as JBL’s technical service manager and was later
responsible for establishing and managing the profes-
sional products division. In 1968 he became technical
director for JBL, a position he held for two years before
deciding to move on to independent consulting.

HOWARD FERSTLER

AURAL EXCITER

A device used by radio stations to improve the broad-
cast signal, and in record production for the enhance-
ment of clarity and presence.

AURORA (LABEL)

A Canadian record issued from 1926 to 1932. Material
came from Brunswick, Melotone, and Victor masters.
Content was popular songs and dance numbers. Artists
included Gene Autry (under pseudonyms), Henry
Burr, and the Peerless Quartet. [Robertson 1986 lists
the known items.]

AUSTIN, GENE
(24 JUNE 1900-24 JAN 1972)

American singer and composer, born in Gainesville,
Texas. After serving with U.S. forces in France dur-
ing World War 1 as a bugler, he formed a dance band
(playing piano), worked in vaudeville, and then
became a successful crooner and radio personality.
He began recording for Vocalion in 1924, but his first
great success did not come until 1927, when he wrote
and recorded “My Blue Heaven” (Victor 20964); a
copy of which was placed in the Smithsonian
Institution as an exemplar of the fine music of the
day. A second hit came in the following year, “Voice
of the Southland” (Victor 21714). Another best seller
was “Ramona,” a vocal solo with pipe organ and
instrumental backup (Victor 21334; 1928). Austin
also composed (with Roy Bergere) the successful
songs “How Come You Do Me Like You Do?” and
“When My Sugar Walks Down the Street.” In 1948
Universal Records acquired the rights to the Austin
masters and reissued many of the favorites. “Too
Late” (Victor 6880; 1957) was his final chart appear-
ance. He died in Palm Springs, California.
[Magnusson 1983 is a complete discography; Walsh
1957/2-3.]

AUSTRAL, FLORENCE
(26 APR 1892-15 MAY 1968)

Australian soprano, born Florence Wilson in
Richmond. After study in Melbourne, she went to
England for a debut at Covent Garden as Briinnhilde
— arole she sang without peers — on 16 May 1922;
her later roles there were Isolde and Aida. Her Victor
records include “Yo-ho-he!” from Fliegende
Holldnder (#7117), an aria from the Brahms Requiem
(#9395) and the part of Briinnhilde in the
Gotterdammerung set (#M-60). For the Gramophone
Co. she recorded the church scene from Faust with
Feodor Chaliapin (#DB899), and “O terra addio” with
Miguel Fleta (#DB580). Austral made a total of 102
recordings, encompassing lieder, oratorio, Wagnerian
roles, and both dramatic and lyric roles from the
Italian/French repertoire. Fred Gaisberg of the
Gramophone Co. said that “in the early twenties,
Florence Austral was the most important recording
soprano we had.” [White 1962.]

AUSTRALASIAN PERFORMING RIGHT
ASSOCIATION LTD.

An organization established in 1926 to monitor the
performing rights of its members, who are from
Australia and New Zealand.
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AUSTRALIA

AUSTRALIA

During the 19" and early 20" centuries mechanical
music played a significant part in Australian musical
life. Such music had many forms: the music box, the
barrel organ, the symphonion, the orchestrion, the band
organ, etc. Most of these were devices that replicated
the sound of instruments by responding to encoded
instructions in a perforated paper or cardboard roll.
Player pianos and piano rolls were imported from the
U.S. prior to 1919. The QRS Co. set up an Australian
branch office; it was purchased by G.H. Horton of
Sydney, who made rolls under the trade name
Mastertouch. Horton’s firm continued through the
Depression and in the face of competing media, albeit at
a lower production level. In 1959 the company was
acquired by its present owner, Barclay Wright. It is now
the only active piano roll manufacturer in the Southern
Hemisphere. Nellie Melba offered a “Complete Singing
Course” on a Mastertouch piano roll.

The earliest reference to a phonograph in Australia
appeared in the Sydney Morning Herald dated 7 June
1879: announcing an entertainment that would feature
“Edison’s World-Renowned Phonograph or Talking
Machine.” In 1890-1892 an English educator and
showman, Douglas Archibald, exhibited the Edison
Improved Phonograph in Australia, New Zealand,
India, and Ceylon. He also made recordings of such
individuals as the governor-general of Australia, the
earl of Hopetoun; and actress Nellie Stewart.

By the late 1890s the cylinder phonograph was
commercially established in the country, the market
being dominated by the Edison, Columbia, and Pathé
interests. One notable use of the phonograph was
made by anthropologist Charles Baldwin Spencer,
who set out for central Australia on camels in 1901 to
record Aboriginal music and dialect.

Disc players, with their single-sided seven-inch flat
“plates,” appeared at the turn of the century, but they
did not have great impact at first; indeed, the Australia
Phono Record Co. was established in 1907 in Sydney,
to produce cylinder records, and a similar venture
existed in Melbourne. However the Gramophone Co.
and Columbia set up offices in Sydney in 1904 for the
distribution of disc records, primarily imports from
U.K. and the U.S. Between 1924 and 1926 four manu-
facturing plants were built — three in Sydney and one
in Melbourne — for local disc production. The first, in
Darlinghurst, was operated by music publisher D.
Davis and Co.; in 1925 it was pressing Brunswick
records from American metal masters. In the same year
the Gramophone Co. built a stamping plant at
Erskineville, using English and American masters, for
release on the HMV and Zonophone labels. Columbia
built a factory at Homebush; and the World Record Co.
opened one in Melbourne, also setting up a facility at
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North Brighton, Victoria, for making local recordings
(1924). World’s pioneer effort at issuing Australian
artists was, however, short-lived.

Brunswick was forced to close during the
Depression, but Columbia’s Homebush plant became
the headquarters of the new EMI conglomerate and it
was there that the recording of local performers final-
ly began on a steady footing. Commencing in June
1936, discs were made by Jack Lumsdaine, Gladys
Moncrieff, Tex Morton, Smoky Dawson, Dick
Bentley, Rex Shaw’s orchestra, and others — among
them Jacko, the broadcasting kookaburra (a laughing
jackass). Radio drama, musicals, and variety shows
were also recorded, including 16-inch transcriptions of
programs that were part of the way of life, such as Dad
and Dave of Snake Gully.

In about 1936 the Australian Record Co. com-
menced operations, later becoming a subsidiary of the
American CBS. An insurance company, Mainguard,
started up a record company in the early 1950s, issu-
ing the Manhattan label. In 1952 it became Festival
Records, and then finally a subsidiary of News
Limited, Australia.

Other major companies opened Australian branches:
Philips in 1954; RCA in 1956, and Phonogram in 1968.
There are also a number of smaller independent compa-
nies active in recording national artists, but only a few
have their own studios and all have their records pressed
by other firms. Locally pressed Australian labels estab-
lished from ca. 1928 included Angelus, Broadcast,
Kismet, Lyric, Melotone, Polydor, Summit, and
Vocalion; none were still active after the Depression,
Swaggie was a later label, successful in the jazz field.

Among the best-known Australian performers to
record were Ada Crossley, Peter Dawson, Florrie
Forde, Percy Grainger, Nellie Melba, Albert Whelan,
and Billy Williams. Others who were internationally
active included Dan Agar, Irene Ainsley, Harry
Atkinson, Catherine Aulsebrook, Humphrey Bishop,
Eileen Boyd, Doris Carter, Ella Caspers, Amy Castles,
Hope Charteris, Violet Elliot, A.?. Gee, Elsie Hall,
Hamilton Hill, Alice Hollander, Carrie Lancelley,
Marsh Little, Lalla Miranda, Marie Narelle, Lempriere
Pringle, Harry Reynolds, Frances Saville, and Harry
Taylor. Rock era pop artists to gain international
recognition include the British-born Bee Gees, the
Easybeats, AC/DC, the Little River Band, INXS,
Midnight Oil, the Church, and Kylie Minogue.

Of the earliest Australian-made gramophones, the
Salonola of Home Recreations, Ltd., Sydney, appears
to have been the most successful. Others were the
Homophone, the Concordia Gramophone, and the
Concertrola — the motor of which was made by the
Russell Gear and Machine Co., Ltd., of Toronto,
Canada.




A special part in the history of sound recording in
Australia has been played by the Australian
Broadcasting Commission (ABC), which came into
being in 1932, though regular broadcasts had been
transmitted well before this time. Under terms of the
Broadcasting Act, all stations are required to devote
2 1/2 percent of musical programming to Australian
works, though in actual fact ABC’s percentage far
exceeds this minimum. Recording and transcription
services have always been prominent among the
ABC’s activities. Until the introduction of tape
recording, acetate discs were used. From its compre-
hensive collection of native compositions, the ABC
has issued a series of 10 discs entitled Australian
Composers. Percy Grainger’s works have had special
attention. Another great native was honored in
1981-1982 with the issue of Melba — the American
Recordings, 1907-1916. The first digitally mastered
symphonic recording, by the ABC Permanent
Recordings Unit was Eugene Goossens’s monumental
choral work The Apocalypse, made in 1982. ABC has
an Enterprises Unit for the production of commercial
recordings by Australian composers. It also produces
a series of jazz compact discs and LPs, digitally
remastered. The ABC sound libraries hold enormous
collections of Australian discs, all registered in an
online database. The Canberra School of Music pro-
duced a 15-CD set called Anthology of Australian
Music on Disc in 1989.

The music moard of the Australia Music Council
released an important report in 1987 entitled “The
Australian Music Industry; An Economic Evaluation.”
It covered funding, numbers of musicians and other
workers, ethnic musicians, studios, radio broadcasting,
and television. According to the Australian Record
Industry Association, a trade association for
Australia’s record labels, the total sales of audio mate-
rial (excluding music videos and DVDs) in Australia at
the end of 2002 was $579 million, a 8.9 percent drop
from the previous year, reflecting global trends in
record sales. Local performers accounted for 15.6 per-
cent of these sales, although many performed in an
International pop style, such as Kylie Minogue. New
rap albums by U.S. based artists like Eminem were the
strongest sellers, reflecting the worldwide popularity
of this musical style. Total CD sales topped 46 million
units, and CD singles accounted for 11 million units.

Local manufacture of CDs began in 1987 when the
U.K.-based firm Disctronics opened an Australian
plant in Melbourne, expecting to produce 25 million
discs a year. However, financial problems plagued the
company from the outset, and it changed hands sever-
al times through the 1990s, eventually becoming part
of a major Australian printing company/magazine
distribution firm.

AUTOGRAPH (LABEL) (II)

The National Library of Australia has accepted the
role of establishing a national sound archive covering
the full spectrum of sound history. The Library has
gathered more than 300,000 discs and tapes, including
many rare and historical items. The Australian Music
Center, founded in 1974, is an agency in Sydney that
promotes Australian music. Its journal, Sounds
Australian, publishes varied material on the record-
ing industry [Australian 1987; Directory 1985;
Mulholland 1980; Music Recording 1978.]

GERALD R. SEAMAN

AUTO PNEUMATIC ACTION CO.

A New York City firm. Auto Pneumatic made the Auto
Deluxe Reproducing Action (as a Welte-Mignon
licensee), used in 64 makes of reproducing piano.

AUTOGRAPH (LABEL) (I)

A British record of the period before World War I,
pressed for issue of material by comedian Billy
Whitlock.

AUTOGRAPH (LABEL) (II)

Records issued by the Marsh Laboratories of Chicago,
ca. 1923-1925. Orlando Marsh, a sound engineer and
owner of Autograph, is credited with the earliest com-
mercial electrical recordings, in 1924; survivors are so
scarce that Autograph has been called “second if not
on a par with Black Patti as the rarest of recording
labels” (Henriksen). The repertoire included jazz and
dance music. Jelly Roll Morton and Jesse Crawford
were among the artists — they were the first persons
to make commercial electric records.

The earliest known matrix numbers of the label are
#30 and #35, a pair of test pressings (apparently not
released) from ca. 1922; they feature Bennie Moten’s
Kansas City Orchestra playing “Muscle Shoal Blues”
and “Oh Baby Dear.” It seems that the first item issued
was a piano solo by Clarence M. Jones, “Modulation”
(matrix #202). Organ music was a specialty; Crawford
performed acoustically and electrically on the Chicago
Theatre organ, beginning with “Until Tomorrow”
(#4004; matrix #581), and Milton Charles recorded
electrically on the organ of the Tivoli Theatre (also in
Chicago). Morton’s jazz material is also of great inter-
est, and rarity. He recorded with various jazz ensem-
bles, beginning with “Fish Tail Blues” (#606; matrix
#635) in September 1924. He and King Oliver per-
formed jazz duets in December 1924: “King Porter
Stomp” and “Tom Cat Blues” (#617; matrices #685
and 687).
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AUTO-LOCATE

Autograph label, c. 1923-25. Courtesy Kurt Nauck/Nauck's
Vintage Records

In a departure from the typical repertoire of the
label, classical pianist Moissaye Boguslawski played
“Dizzy Fingers” and “Prelude in C-Sharp Minor” (pre-
sumably Rachmaninoff’s) on #500 (matrices #981 and
#980). [Bryan 1990; Henriksen 1978 has a label list;
Rust 1978; Rust 1980; TMR #52-53, p. 1376.]

AUTO-LOCATE
The feature in a tape recorder or tape deck that allows
rapid location of a chosen point on the tape.

See also Automatic Search

AUTOMATIC DIALOG REPLACEMENT
(ADR)

A motion-picture film postproduction term used to
indicate the process whereby dialogue that is not taped
during production or that needs to be redone is record-
ed and synchronized to the picture. It is commonly
used with music videos, as well as in film.

HOWARD FERSTLER

AUTOMATIC DOUBLE TRACKING
(ADT)

SEE DoUBLE TRACKING

AUTOMATIC ENTERTAINER

SEE JOHN GABEL'S AUTOMATIC ENTERTAINER
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AUTOMATIC LEVEL CONTROL (ALC)
A circuit used to maintain a recording level despite
changes in the amplitude of the signal. In playback,
extremes of volume are evened out to a middle ground
(e.g., presenting ffff as ff).

AUTOMATIC MACHINE AND TOOL CO.
A Chicago firm, established in 1898 by John Gabel.
The company was maker of the popular John Gabel’s
Automatic Entertainer in 1906, an early jukebox. In
1916 the firm was making a home version under the
name of Gabelola (or Gabel-ola); it handled 24 discs in
sequence or could play any one (one side only) select-
ed. David C. Rockola acquired the company in 1949.

See also John Gabel's Automatic Entertainer

AUTOMATIC MICROPHONE MIXER

First patented by Dan Dugan, this is a specialized,
multifeed mixer that is optimized for solving the prob-
lems of multiple inputs operating together as a system.
Voice activated, the device controls the live-feed
microphones by temporarily turning the proper unit up
when someone is talking, and turning down any that
are not used. At the same time, the arrangement must
adapt to changing background noise conditions. A
good automatic mixer must be able to make rapid and
dramatic changes in the levels of the various inputs
while giving the impression that nothing unusual is
happening at all. This is especially important when
such systems are used in recording and broadcasting.

HOWARD FERSTLER

AUTOMATIC MUSICAL CO.

A firm located in Binghampton, New York, making
coin-ops, including a self-playing xylophone. Bankrupt
in 1912, it was revived as the Link Piano Co.

AUTOMATIC MUSICAL

INSTRUMENT CO.

A firm located in Grand Rapids, Michigan, established
in 1909 as the National Piano Manufacturing Co. It
made a player that allowed automatic selection of
player piano rolls from a magazine. A division of the
firm, National Automatic Music Co., was independent
for some time, but rejoined the parent company in
1925; in 1927 it was making a jukebox that could play
either side of 10 discs. Operation of that jukebox was
fully electrical, employing the first electrostatic speak-
er. About 12,000 of those machines were on location



by 1930. The company became incorporated in 1946,
as AMI, Inc.; president was John W. Haddock. A 1951
model jukebox for 45 rpm discs could handle up to
120 selections, and a 1955 model 200 selections. The
firm also made phonographs for home use.

AUTOMATIC MUSICAL INSTRUMENT
COLLECTORS ASSOCIATION (AMICA)

Founded in San Francisco in 1963, this organization is
Non-profit organization is dedicated to “player pianos,
reproducing pianos, music boxes, nickelodeons, circus
organs and many other types of organs, orchestrions
and more.” It has local chapters throughout the United
States and Canada. It holds an annual convention and
publishes a newsletter. [www.amica.org.]

AUTOMATIC PHONOGRAPH

EXHIBITION CO.

A New York firm established by Felix Gottschalk in
February 1890. It made, operated, and leased coin-op
cylinder players. The machines, in glass-topped cabi-
nets and run by storage batteries, were exhibited at the
first convention of the National Phonograph Association
in May 1890. Records were changed daily. Selections
were comic songs, monologs, whistling, bands, and
hymns. In 1891, 16 of the North American Phonograph
Co. affiliated firms were leasing coin-ops from the
Automatic Phonograph Exhibition Co. Contract dis-
putes resulted in abandonment of the lease plan.

AUTOMATIC RECORD CHANGER

SEE RECORD CHANGER

AUTOMATIC REGINAPHONE

SEE REGINA Music Box Co.

AUTOMATIC REPLAY

A system that allows repeated playbacks of a recorded
program without user intervention. It operates on a
signal within the recording, or can be activated by a
preset mechanical device.

See also Automatic Reverse; Talking Doll

AUTOMATIC REVERSE

In a magnetic tape recorder, a system that begins play-
back of the second tape track upon completion of the
first track. The reversal is achieved by a foil sensing tape

AUTOMOBILE SOUND SYSTEMS

at the proper point on the magnetic tape, or by means of
a signal on the tape. In earlier cassette devices there was
a mechanism to turn the cassette over for playback of
the second track. The foil sensing or signal systems
require two playback heads, one for each direction.

See also Automatic Replay

AUTOMATIC SEARCH
A system in a tape recorder for rapid movement of the
tape to a desired point, for playback of selected material.

AUTOMATIC SEQUENCE

SEE MANUAL SEQUENCE

AUTOMATIC SHUTOFF

A device that turns off the motor of all or part of an
audio system when playback of a recording has con-
cluded.

AUTOMATIC STOP

Beginning around 1911 or earlier many inventions were
introduced for the purpose of bringing a turntable to a
stop at the end of a disc; the reason was to avoid the
noise made by the needle as it reached the tail groove.
Earliest advertisers in TMW were Sonora and Condon-
Autostop Co. The latter’s autostop device required
adjustment for each disc, but in 1912 Condon offered
the Altobrake, which was self-adjusting. Simplex was
the name of a 1912 device by Standard Gramophone
Appliance Co.; it could stop the turntable and restart it
for a repeat of the record. Edison’s Diamond Disc
Phonograph had a Duncan Automatic Stop in models
offered from April 1917 to mid-1918 (described and
illustrated in Paul 1988). Several similar devices
appeared in the next few years, and the Columbia
Grafonola player of 1920 had one built in. [Paul 1988.]

AUTOMATIC TURNTABLE

SEE TURNTABLE

AUTOMOBILE SOUND SYSTEMS

The first generally marketed cars to be radio equipped
appeared in the U.S. in 1930. Equipment was rudi-
mentary and results were poor. No serious attention to
the problem of overcoming the auto’s hostile environ-
ment was given until the hi-fi revolution of the 1950s.
Then audio manufacturers began to deal with the need
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AUTOPHONE

for miniaturization (to fit into the relatively small
space available), for amplification to counter road and
engine noise, and for physical toughness of compo-
nents to withstand vibration and extremes of tempera-
ture. Those problems notwithstanding, there are
favorable factors present in the automobile that are not
usually found in a home audio environment. The lis-
teners are located in fixed positions; reverberation
time is short; and there is greater discrimination
against ambient sounds because the loudspeaker(s)
and the listeners are so close to each other.

FM radio was the first major breakthrough; it
became available in American cars in the 1950s. The
four-track and eight-track tape cartridge appeared in
the mid-1960s, gradually giving way to the cassette in
the late 1970s. Noise reduction systems were added,
and electronic tuning, followed by computerized con-
trols in certain “high-end” installations like the
Blaupunkt TQR-07 Berlin, or the Polk 12-speaker, 160
watt, H700 system; these were selling for around
$1,500 in 1990. While these complexities have tended
to take more and more of the space in the driver area
— at a time when other gadgetry was also crowding
into the dashboard — some success has been achieved
in space saving. Cassette/receivers with built-in multi-
channel amplifiers can power all the speakers; and CD
changers can be mounted in the trunk.

Compact disc changers for automobiles became
available in the U.S. in 1988, made by Alpine, Pioneer,
Sony, and Technics. Ten- and 12-disc models by
Clarion, Concord, and Kenwood, were brought out in
1989. DAT players for automobiles were marketed in
1988, by Alpine, Clarion, JVC, and Kenwood. Lincoln
Continental and Cadillac Fleetwood offered DAT as a
factory-installed option. Single-band parametric
equalizers came into use in these players to improve
fidelity of the bass frequencies in both front and rear
speakers. Optical fiber technology is applied to the
elimination of interference by removing the analog
signals from long cables. In fall 2001, Mazda intro-
duced a limited-edition MP-3 Protégé that featured a
built-in MP3 player in the dash. GM has announced
plans for satellite radio technology to be installed in
select models as part of their OnStar communication
system.

AUTOPHONE

A cylinder player made by the American Phonograph
Co., New York, from about 1913 to 1919. It was also
marketed, and perhaps assembled, in Canada by the
Dominion Autophone Co., Vancouver. The machine
could play 12 cylinders in succession without stopping
and without the need to rewind its three-spring motor.
Julius Roever filed for the patent in 1907, and received
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U.S. patent #883,971 on 7 Apr 1908. (Koenigsberg
notes also the patent granted to Allison A. Pratt on 27
Aug 1907, #864,686, for a 30-cylinder coin-op.)
Operation was based on a Ferris wheel housing of the
cylinders, each of which had its own adjustable man-
drel. Adjustment was needed to set the first groove of
each cylinder in line with the diamond point reproduc-
er. By rotation of the wheel, any cylinder could be
brought to the first playing position. A coin-op version
was also patented and manufactured. Advertisements
and photos appear in TMR #14. [Koenigsberg 1990;
Stephenson 1983.]

AUTOPIANO CO.

Maker of a quality player piano that was purchased by
European royal families and by the Vatican. Its presi-
dent in 1926 was Corley Gibson. The deluxe
Autopiano player action was used in more than 100
Welte-Mignon licensee brands of piano, appearing in
grands, uprights, and reproducing pianos. The
Pianista Player-Piano was another brand name for the
product.

AUTOSTOP

SEE Automatic Stor; CONDON-AuTtosTor Co.

AUTRY, GENE (29 SEP 1907-2 OCT 1998)
American country singer and guitarist, actor, song-
writer, and business executive; born Orvon Autry in
Tioga, Texas. His style of cowboy song became the
mode of a more sophisticated country music, super-
seding the simpler hillbilly style. He taught himself
guitar while working as a telegraph operator in
Oklahoma, and was lucky enough to be heard by a
customer named Will Rogers. Rogers told him to go
into radio, and Autry found a job with an Oklahoma
station. By 1929 he was well known in the region. He
was the first person to record cowboy songs, one of
the first being his own composition “That Silver
Haired Daddy of Mine,” which was a great best sell-
er in the early 1930s. He wrote more that 250 songs.
The singer was highly popular on the Chicago radio
show National Barn Dance, and in 1934 he had a
small singing role in a western film, In Old Santa Fe;
eventually he made more than 100 feature pictures.
He had a radio show, too, Melody Ranch, from 1939
to 1956.

Autry served as a flight officer in World War II, then
returned to make dozens of all-time hit records. He left
Okeh, which had recorded such chart songs as “Back in
the Saddle Again™ (his own composition; #05080) and




“When the Swallows Come Back to Capistrano”
(#05780), for Columbia and had great success with
such numbers as “Rudolph the Red-Nosed Reindeer”
(Columbia 38610; 1949). His last single to appear on
the charts was “Peter Cottontail” (Columbia 38750;
1950). There were various LP reissues, including his
Greatest Hits (Columbia, 1961).

While continuing to perform in film and on televi-
sion during the 1950s, Autry went into the business
world, establishing his own record label, Challenge,
and acquiring two others, Champion and Republic. He
also bought several radio stations, and became part
owner of the California Angels major league baseball
club. In 1969 he was elected to the Country Music Hall
of Fame. He died in Los Angeles.

AUXETOPHONE

A disc player with a compressed air device used to

amplify the output. The inventor is usually thought to-

have been Charles A. Parsons of London (inventor of
the steam turbine), who received for it British patents
#10,468 and #10,469 in 1903, plus #20,892 in 1904;
and he did exhibit a working model of the
Auxetophone to the Royal Society in 1904. However,
Horace Short, who had been associated with Thomas
Edison in Menlo Park, held an earlier British patent:
#22.768, of 1898. Horace’s device was named the
Gouraudophone, after its financial backer George
Gouraud. Following some controversy, Short assigned
his patent to Parsons in 1904. Later the patent was
acquired by G & T for use in Britain; in the U.S. the
license was held by Victor. Various demonstrations in
London during 1905-1912 proved that great amplifi-
cation could be achieved. In a concert arranged by the
Gramophone Co. in Finsbury Park, London, it was
reported (by TMN, September 1912) that 3,000 per-
sons were present, and that the music “was distinctly
heard at a distance of a quarter of a mile.”

The principle was that of a soundbox with a modi-
fied diaphragm incorporating an air valve mechanism.
As compressed air, supplied by a small electrically
driven unit, passes the valve and is suddenly expanded
— due to the effect of sound waves from the recording
or other source — this expansion carries the sound
with it. One application of the concept was in the
megaphonic Aerophone and the later Stentorphone,
both used to amplify outdoor voices. Despite the utili-
ty of the Auxetophone for various purposes, just a few
were sold; one estimate says only about 500 were
manufactured. Cost (ca. $500) was one problem for
the salesman, but more serious was the nuisance of the
hissing sound created by the air movement. [TMR #12
and #19 have photos; Carter 1977 has details of oper-
ation and a drawing.]

AVALON, FRANKIE

AUXILIARY INPUT

An audio device, usually found on a tuner or amplifier,
that allows receipt of a signal from an outside source.
For example, a turntable or a radio tuner may be
attached, via a cable, plug, and jack, to an amplifier.
Connecting components should be matched in imped-
ance and voltage level, for optimum performance.

AVAKIAN, GEORGE (1919)

Legendary jazz record producer Avakian was born in
Armavir, Russia; his parents were Armenian. Avakian
was raised in the U.S., and attended Yale University,
where, in 1937, he met a fellow jazz enthusiast and
future jazz scholar, Marshall Stearns. In 1939, while
still attending Yale, he produced sessions for Decca
Records featuring Pee Wee Russell and Eddie Condon
for what is generally credited as the first jazz album,
Chicago Jazz (Decca 121). In 1940, he was hired by
Columbia to research their back catalog of jazz record-
ings to reissue as 78-rpm albums in a series that was
called “Hot Jazz Classics.” In 1951, many of these
reissues were themselves reissued on early LPs,
including the famous Louis Armstrong Story series of
albums, which remained in print through the CD era.
Avakian joined Columbia’s production staff in 1946,
and remained there for 11 years, overseeing many of
the firm’s classic jazz recordings of the 1950s, and
signed new artists including Dave Brubeck and Miles
Davis. He also pioneered live recordings of jazz per-
formances, including Duke Ellington’s famous 1956
appearance at the Newport Jazz Festival. In 1957,
Avakian moved to Pacific Jazz Records (later renamed
World Pacific), and then moved to the new Warner
Bros. label in 1959, where he signed comedian Bob
Newhart. Three years later, he moved to RCA, where
he signed Sonny Rollins. However, he decided in 1963
to strike out on his own, continuing to produce inde-
pendently, as well as manage a few jazz artists. When
Sony developed the Legacy label to reissue earlier
Columbia recordings, it hired Avakian to oversee reis-
sues of many of the albums that he produced during
the 1950s.

CARL BENSON

AVALON, FRANKIE (18 SEP 1939-)

A child prodigy of the trumpet, Frankie Avalon
starred on Paul Whiteman’s radio and TV programs,
both of which were based in the Philadelphia area in
the early 1950s. By 1957, he signed with Chancellor
Records as a vocalist. The label’s owners, Bob
Marcucci and Peter de Angelis, also took on the man-
agement of his career.
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AVIATION RECORDINGS

Avalon scored his first national hit in early 1958
with a Marcucci-de Angelis composition, “Dede
Dinah” (Chancellor 1011). A prime exponent of the
teen idol school, he enjoyed five Top 10 hits the fol-
lowing year, including three million sellers —
“Venus” (Chancellor 1031), “Just Ask Your Heart”
(Chancellor 1040), and “Why” (Chancellor 1045).

Although his recordings were less successful in the
early 1960s, Avalon became a major Hollywood film
star. His acting credits included Guns of the Timberland
(1960), The Carpetbaggers (1962), and a string of
beach party movies produced by American
International Pictures. From the 1960s to the 1990s, he
divided his time between television and film acting —
most notably, Grease (1978) and Back to the Beach
(1987), club appearances, and occasional recording ses-
sions. A disco version of his number one hit, “Venus”
(De-Lite 1578), was his last charting single. By the late
1970s, he became increasingly active performing on the
rock and roll revival circuit. [Stambler, 1989.]

FRANK HOFFMANN

AVIATION RECORDINGS

The actual sounds of aircraft have been recorded for
diverse reasons, from technical interest (e.g.,
“Aeroplane: Starting; Steady Flight; Stopping,”
Columbia #YB-5) to a desire for historical documen-
tation (air battles, the Hindenburg Zeppelin disaster
{Romeo 70876; 1937], etc.).

Songs about airships were popular in early days of
recording. The first was “My Sweetheart’s the Man in
the Moon” (Edison cylinder 484; 1892), which tells of
a spaceship voyage. The earliest record about an air-
plane — made just after the Wright Brothers experi-
ments at Kitty Hawk — was “Come Take a Trip in My
Airship” (Victor 2986; October 1904), sung by Billy
Murray, “Come Josephine in My Flying Machine,”
sung by Blanche Ring, was the greatest aviation hit
(Victor 60032; 1911). Victor made another version of it
later in the year, by Ada Jones and the American
Quartet, with Billy Murray (#16844). Charles
Lindbergh’s solo crossing of the Atlantic in 1927 pro-
duced a number of songs; one hit record was Vernon
Dalhart’s rendition of “Lucky Lindy” and “Lindbergh,
Eagle of the U.S.A” (Columbia 1000-D). During
World War II there were songs about the U.S. Air Force
and its pilots, of which the best was probably “He
Wears a Pair of Silver Wings” (by the Gordon Jenkins
band, Capitol 106; 1942). Later airplane songs have
been few. “Leaving on a Jet Plane” was a hit record by
Peter, Paul & Mary in 1969 (Warner 7340). “Jet” by
Wings (Paul and Linda McCartney) was on the charts
in 1974 (Apple 1871). [Mason 1984; Walsh 1974/1.]
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AVON COMEDY FOUR
An American vaudeville singing comedy team, greatly
popular from 1916 to 1924. The original members were
Irving Kaufman, Harry Goodwin, Charles Dale, and Joe
Smith. Eddie Miller replaced Kaufmann and Frank
Corbett replaced Goodwin in 1919; Arthur Fields was a
member for a brief period. Their first recording was
“Yaaka Hula Hickey Dula (Hawaiian Love Song)”
(Victor #18081; 1916). In the 1917 Victor catalog they
were represented by 13 discs. The last Avon record was
“Clancy’s Minstrels”/"The New School Teacher”
(Victor 35750; 1924). [Walsh 1962/10.]

AYLER, ALBERT
(13 JULY 1936-5 NOV(?) 1970)

Ayler, born in Cleveland, Ohio, became one of the
most radical practitioners of the free jazz movement of
the 1960s. His father, a tenor saxophonist, began giv-
ing him lessons on the alto sax when he was seven. He
played the alto in R&B groups while in his teens and
switched to tenor during his service with an army band
from 1958 to 1961. Ayler spent his most productive
years from 1962 to 1968 travelling back and forth
from Europe to New York.

Ayler’s playing was unorthodox and incendiary, and
it challenged the very definition of jazz itself. The
recordings, Wirches and Devils (Freedom/Arista AL
1018; 1964), and Spiritual Unity (ESP CD 1002;
1964), both find him at the peak of his improvisatory
powers. Ayler’s experimentation with marching-band
techniques is well-represented on Ar Slug’s Saloon,
Volume 1 (Base 3031; 1966) with the compositions,
“Truth is Marching In” and “Bells.” Live At Lorrach:
Paris (Hat Art 2009; 1966) finds him continuing to
merge free jazz and pre-jazz marching band techniques
into a compelling mix. Ayler’s final recordings,
Foundation Maeght Nights, Volume 1 (Jazz View 004;
1970), and Volume 2, (Jazz View 005; 1970) feature
him in a duo setting with piano accompaniment.
Ayler’s body was found in New York’s East River in
early November 1970; how he came to die is unknown.

GARTH ALPERS

AYLSWORTH, JONAS WALTER
(CA. 1868-1916)

A chemist with Thomas Edison from ca. 1890; after
his retirement in 1903 he remained as a consultant in
the West Orange laboratories. His inventions included
the commercial nickel-iron alkaline storage battery
and various cylinder molding processes. He was
known particularly for the Edison gold molded cylin-
der. He also improved the cast solid-wax cylinder that




could be shaved and re-used. The brittleness of the
1908 black-wax Amberol led him into research on
materials for disc records. Aylsworth held, alone or
jointly, 38 patents for audio-related inventions, the last
of which was filed in June 1911.

See also Edison Diamond Disc

AZIMUTH

In a tape recorder, the angle between the gap in the
tape head and the longitudinal axis of the tape. It
should be 90 degrees.

See also Gap Alignment

AZOFF, IRVING
One of the prime movers within the entertainment
industry, Irving Azoff started out running a music book-
ing agency in Champaign, Illinois. After helping both
REO Speedwagon and Dan Fogelberg secure recording
contracts with Columbia, Azoff formed his own pro-
duction company, Full Moon. The firm quickly evolved
into a subsidiary label within the Columbia family.

He established Front Line Management in the mid-
1970s, whose client roster went on to include Jackson

AZOFF, IRVING

Browne, the Eagles, Heart, Stevie Nicks, Boz Skaggs,
and Steely Dan. He also branched out into film pro-
duction; his hit projects included Fast Times at
Ridgemont High and Urban Cowboy.

Azoff became chairman of the then-floundering
MCA Music Entertainment Group in 1983. He helped
the company return to profitable status via a distribu-
tion deal with Motown and the signing of artists such
as teen star Tiffany.

Azoff left MCA in 1989 to establish Giant Records,
which experienced success with the New Jack City
soundtrack and the pop act, Color Me Bad. The fol-
lowing year he joined forces with Time Wamner to
form the Azoff Entertainment Company, which includ-
ed joint ownership of the Giant and Revolution labels.
In April 2001 the Warner Music Group purchased the
remaining 50 percent stake in Azoff’s Giant label for
an estimated $15 to $25 million, with the latter’s
artists — most notably, Steely Dan and Disturbed —
shifting to the Reprise imprint.

Azoff also organized the lucrative “Hell Freezes
Over” Tour in 1993, which featured the Eagles’s late
period line-up. Both a best-selling compact disc and
video documenting these concerts appeared the
following year.

FRANK HOFFMANN
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B&H FIBRE MANUFACTURING CO.

A Chicago firm established in 1907. The initials stood
for Barry and Hall. B&H made bamboo needles under
a U.S. patent (#870,723) issued to Frederick Durive
Hall on 12 Nov 1907. Reduced hiss was the selling
point of bamboo, quick deterioration its problem. The
claim, in TMW (September 1916), of “perfect tonal
reproduction, reliability, and durability,” was typical of
the sales presentations for the product. Sometime
before 1923 the company — under the leadership of
president Lester C. Wiswell — took the name of Hall
Manufacturing Co., having become associated with
the inventor.

B&W [BOWERS & WILKINS]

LOUDSPEAKERS

Founded in 1966 in Britain by John Bowers and Peter
Hayward, the company specializes in the production
of both mainstream and upscale loudspeaker sys-
tems. The first models produced were called the P1
and P2, and somewhat later the company came out
with the DM70, which had a large, curved bass
chamber, above which was mounted an 11-module,
curved electrostatic treble radiator. These innovations
resulted in some very favorable magazine product
reviews, leading to an upsurge in exports. In 1972,
riding on the wave of success, the company opened a
réfurbished factory that included several anechoic
chambers, a vast array of B&K measurement equip-
ment, and excellent facilities for an expanded
research team. Among the team members were
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Dennis Ward, a former technical manager of EMI,
Ray Greenwood, formerly with Rank, and Kenneth
Grange, an industrial designer who offered advice on
cabinet finishes and styles.

By 1973, exports were 60 percent of sales, and by
1978, they were 90 percent, making the company a
major exporter of British goods. Throughout his
career, Bowers enjoyed a close relationship with
recording engineers who provided vital feedback on
how loudspeakers could be improved. As a result, in
1979, B&W released the now legendary 801 model,
which has become a mainstay monitoring system in
many recording studios around the world. In 1982
Bowers created a dedicated research and development
facility for his team of engineers at Steyning in West
Sussex, some 10 miles from the production facilities at
Worthing. The facility included the latest in high-tech
hardware, including laser interferometry for determin-
ing phase linearity. These days, the facility houses
some 20 graduate engineers and support staff with
expertise in a wide range of disciplines. [Website:
www.bwspeakers.com. ]

See also Loudspeaker

HOWARD FERSTLER

B SIDE
The reverse side of a double-sided disc, the side with
the less featured material. It is also known as the The
flip side.

See also A Side




BABBITT, MILTON

BABBITT, MILTON (10 MAY 1916-)
Influential American composer of classical music,
born in Philadelphia. He first studied mathematics at
the University of Pennsylvania (1931) and then earned
degrees in music at New York University (music, B.A.
1932-1935) and Princeton University (music, M.FA.,
1942). He was on the music faculty at Princeton
University from 1938 to 1942, and was later named
Conant professor of pusic there in 1960. He is cur-
rently professor emeritus at Princeton and also on the
composition faculty of the Juilliard School of Music.
Among his many achievements and honors, he was
awarded a Pulitzer Prize special citation for lifetime
achievement in 1982.

Babbitt is best known as a 12-tone or serialist com-
poser. Beginning in 1955, he joined music professors
Vladimir Ussachevsky and Otto Luening to become a
driving force behind the operation of the Columbia-
Princeton Electronic Music Center, home of the analog
RCA Music Synthesizer. Babbitt extended the princi-
ples of 12-tone composition to electronic music, com-
posing several influential works in this field including
Ensembles for Synthesizer (1961-1963), and Philomel
(for soprano, recorded soprano, and synthesized accom-
paniment, 1963—-1964). His electronic works sometimes
combined live musicians accompanied by electronical-
ly generated sounds on tape. The original RCA Music
Synthesizer (1955) did not have a tape recorder attached
to it. Music was recorded using a cumbersome disc
lathe. Milton Babbitt worked closely with RCA to
attach a tape-recording system to the synthesizer by
1959 and became one of the first to apply multitracking
recording techniques to synthesizer music. The Library
of Congress held a symposium in honor of Milton
Babbitt on 2 May 1998 to commemorate his work as a
leading composer and music theorist.

THOM HOLMES

BABY

A one-minute disc made in Germany, sold in 1905 as
Baby-Platten for 1 mark (two sides) and 0.75 mark
(single side). It was distributed under the Baby name
by the Compagnie Frangaise du Gramophone in Paris,
selling for 1 franc. The first repertoire consisted of
marches, while later issues included waltzes and other
instrumental modes. Baby discs, with a diameter
12.5 cm, could be played on any gramophone without
the-need for extra gadgetry.

BABYFACE (EDMONDS, KENNY)
(10 APR 1959-)

American recording artist, songwriter, producer,
record company executive, born in Indianapolis. After
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stints in the bands Manchild and the Deele, Babyface
teamed with L.A. Reid (Mark Rooney) to found a pro-
duction company and LaFace Records in 1989.
Babyface also launched a solo recording career with
the Top 10 hit “It’s No Crime” in 1989, initially on
Solar Records, later on Epic. After Reid became pres-
ident of Arista Records in 2000, Babyface moved to
that company, running his own label, NuAmerica.
However, by 2002, he had signed a new deal for the
label with the Universal Music Group.

WILLIAM RUHLMANN

BABY GRAND GRAPHOPHONE

One of the first spring motor cylinder players, market-
ed in early 1895 by Columbia. It weighed 15 pounds
and cost $75, or $100 with all accessories. [Chew 1981
(illus.).]

See also Graphophone

BABY ODEON (LABEL)

A small disc (six inches in diameter) sold by Carl
Lindstrim in London, in August 1914. It featured patri-
otic titles played by the Band of the Grenadier Guards.

BABY TOURNAPHONE
A German disc player introduced in England in 1906.
[Chew 1981 (illus.).]

BACCALONI, SALVATORE
(4 APR 1900- 31 DEC 1969)

Italian basso, born in Rome. As a child he sang with the
Sistine Chapel choir. In 1922 he made his operatic
debut in Rome; he was at La Scala in 1926, and with
the Chicago Civic Opera from 1930 to 1931. From 7
Dec 1940 (as Bartolo in Nozze di Figaro) to 14 Feb
1962 he sang with the Metropolitan Opera. His reper-
toire covered 150 roles, most of them basso buffo parts,
but including Wotan in Siegfried. Among Baccaloni’s
greatest recordings were those made for Columbia
from 1926 to 1932. These included two fine solos and
a duet from Elisir d’amore (#CQ75; #CQX16451, later
#71383D), and the role of Bartolo in the complete
recording of Barbiere di Siviglia (#D14564-79). In
1936 he was Leporello in the outstanding recording of
Don Giovanni made at the Glyndebourne Festival
(Victor VM 423-425). Baccaloni was heard as
Alcindoro in complete recordings of Boheme made at
La Scala (Columbia D14515-14527) and at the
Metropolitan (Columbia OP27). He died in New York.



BACHARACH, BURT (12 MAY 1929-)

One of popular music’s most enduring melodists,
Bacharach wrote an amazing 52 Top 40 hits in the
1960s and 1970s. Probably because his songs became
extraordinarily familiar, Bacharach’s songs often draw
a knee-jerk reaction of “elevator music,” but this
ignores the sophistication of his tunes, with their strik-
ing chord changes, and elements of jazz, bossa nova,
pop, and rock. Bacharach was influenced by bebop as
a youth, and became vocalist Vic Damone’s piano
accompanist after being discharged from the army in
the early 1950s. In 1957, he collaborated for the first
time with lyricist Hal David, whom he met while
working in New York’s legendary Brill Building. Early
Bacharach-David hits were “The Man Who Shot
Liberty Valance” (1962), by Gene Pitney, and “Make
It Easy on Yourself” (also 1960), by Jerry Butler. The
third corner of a powerful hit-making triumvirate fell
into place when Bacharach met singer Dionne
Warwick. Bacharach and David worked closely with
Warwick on her recordings, and the result was some of
the best pop on record of the era. The trio had 20 Top
40 and seven Top 10 hits, including “Do You Know the
Way to San Jose” (1968). Later, Bacharach released
several albums of his hits, accompanying himself on
piano, although his singing abilities were somewhat
limited. An unlikely collaboration with vocalist Elvis
Costello brought Bacharach back into the limelight in
1995; the duo collaborated on the well-received 1998
album, Painted from Memory (Mercury 538002).

BoOB SILLERY

BACK COATING

The addition of a conductive material to the back of a
magnetic tape to eliminate static buildup and improve
winding characteristics.

BACK CUEING

A means of starting a disc so that the music begins
exactly on cue. The stylus is placed at the point of the
first recorded sound, then the disc is backed up slightly
with the stylus left in the groove. The idea is for the first
note to encounter the stylus as the turntable reaches
proper speed. This technique is commonly used by disc
jockeys. Experts are divided on the question of damage
to cartridge or disc that may result from frequent back
cueing, such as would take place at a radio station.

BACK SPINNING
A technique used by hip-hop deejays. By rapidly and
rhythmically reversing directions of the turntable

BACKMASKING

while a record is being played, a skilled deejay can
create a stuttering sound, or rapidly repeat a key vocal,
melodic, or rhythmic phrase so as to emphasize it.

BACK TRACKING

The technique of composite recording in which a new
live sound is combined with a previously recorded
track (the backing track). In this process the performer
listens through headphones to the backing track and
adds a new solo part to it. The resulting composite track
may be used as the backing track for other new parts.

BACKHAUS, WILHELM
(26 MAR 1884-5 JULY 1969)

German pianist, born in Leipzig. He made his debut at
the age of eight, and concertized for 70 years. As a
recording artist, he spanned the formats from cylinder
to stereo disc. His specialties were the works of
Beethoven and Brahms (he had met Brahms and
played for him in 1894; and he had heard him conduct
the two concertos). He was the earliest famous pianist
to make records, for G&T in 1908. Backhaus was the
first pianist to record a composition by J.S. Bach, the
“Prelude in C-Sharp Major” from Wohltemperierte
Klavier; it was on an HMYV issue of 1909. In January
1910 Backhaus, at age 26, made the earliest concerto
recording; it was a part of the Grieg work, an abbrevi-
ated version of the first movement, filling two single-
faced HMV discs. The orchestra was the New
Symphony Orchestra, formed three years earlier by
Thomas Beecham. It was conducted — in its record-
ing debut — by Landon Ronald. Later Backhaus and
the same orchestra recorded the entire concerto, under
John Barbirolli, on HMV DB2074-06. Fred Gaisberg
invited Backhaus to record many of the Brahms piano
works during the mid-1930s for HMV; a CD reissue of
that series appeared in 1990 (Pearl GEMM CD 9385).
Backhaus died in Villach, Austria.

BACKING

SEE BASE

BACKMASKING

Also called backward masking, the term is used to
describe reversal of recorded sound or speech. Such .
sounds were used in musique concréte compositions
of the 1950s; later the Beatles, beginning with the sin-
gle “Rain” (April 1966), used backmasking as an
expressive tool (see, for example, the guitar in the
Beatles’ “I’m Only Sleeping,” 1966). As a result of the
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BACKSTREET BOYS

“Paul is dead” rumors of 1969—-1970, however, some
fans believed that the Beatles deliberately concealed
secret backward messages in their songs (e.g., the
repeated “number nine” from “Revolution 9 [1968]
became “Turn me on, dead man” when reversed).

In the 1970s and 1980s, religious fundamentalists
claimed that backward messages (usually of an occult
nature) were encoded in rock lyrics, either by simple
tape reversal or by carefully constructed lyrics that
would yield different statements when played in
reverse (see Aranza 1984). Led Zeppelin’s “Stairway
to Heaven” (1971), for example, was widely alleged to
contain Satanic references, speculation fueled largely
by guitarist Jimmy Page’s interest in the occult,
According to Evan Olcott (see references), such coin-
cidental (and anecdotal) instances are examples of
“phonetic reversal.” Outcomes of reversible messages
are hard to predict, and there is little evidence that they
are understood when played forward.

Nevertheless, in response to this controversy, some
musicians have “planted” backward messages in some
of their songs. For example, the Electric Light
Orchestra’s “Fire on High” (1976) contained a reversed
spoken message: “The music is reversible, but time is
not. Turn back! Turn back!” Pink Floyd added a barely
audible reversed message to the beginning of “Empty
Spaces” (1979) that begins, “Congratulations! You’ve
just discovered the secret message.” Prince’s salacious
“Darling Nikki” (1984) concludes with a backmasked
Christian message. Olcott has labeled such deliberate
instances “engineered reversal.” {Poundstone 1983.]

KEVIN HOLM-HUDSON

BACKSTREET BOYS

Popular boy-pop band of the late 1990s, who took
R&B/hip-hop styled music into the (white, popular)
mainstream. The group was formed around two
cousins from Lexington, Kentucky, Kevin Richardson
and Brian Littrell, and three commercial/professional
singers, Howie Doran, A.J. Doran, and Nick Carter.
The band was “assembled” by entrepreneur Lou
Pearlman, who had previously worked in the commer-
cial aviation business. After leasing a plane to the
group New Kids on the Block, Pearlman decided to
form his own boy band. Through his efforts, the group
was signed to Jive Records in 1995, releasing their
first album only in Europe. They had hits in Europe
and Canada through 1996, but failed to make much
impression in the U.S. until the album was finally
released there in 1997. They finally broke through in
America with the platinum-selling “Quit Playing
Games (With My Heart)” (Jive 42453). Management
problems and lawsuits ensued after this success, plus
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Littrell was sidelined by health problems, which
delayed their next album, Millenium (Jive 41672),
until 1999. Working with teen-pop Svengali-producer
Max Martin, the album hit number one on its week of
release, and eventually sold over 12 million copies. It
spawned several major hits even though no songs were
officially released as singles. Most notable was the
pop-ballad “I Want It That Way” (Jive 0550502).
However, in the fickle world of teen pop, success can
change overnight into obscurity, and the Boys’s next
album, Black & Blue (Jive 41743), marked the begin-
ning of the end for them. By 2002, the group was suing
Jive, claiming the label was promoting singer Nick
Carter (who released a solo album that year) at their
expense. '

CARL BENSON

BADISCHE ANILIN UND SODA FABRIK
SEE BasF AG.

BAEZ, JOAN (9 JAN 1941-)

American popular and folksinger, Baez was born in
Staten Island, New York. The family relocated to the
Boston area when she was young, and it is there that
she made her first appearances in local folk clubs at
the age of 17. She attracted attention at the Newport
Folk Festival of 1959 and was signed to make records
for Vanguard. Her first LP, Joan Baez (Vanguard 2077,
1962; #15) remained on the charts 140 weeks, and her
third, Joan Baez in Concert (Vanguard VRS 2122;
1962; #10) became her all-time best seller. A year later
Joan Baez in Concert, Part 2 (Vanguard 2123; 1963;
#7) became her highest charting album. Baez was an
early supporter of Bob Dylan, inviting him to perform
at her concerts and recording his songs.

She appeared in Boston coffeehouses, then at the
Gate of Horn in Chicago, singing protest songs against
the Vietnam War. Baez remained popular through the
1970s; an album of original material called Diamonds
and Rust (A&M 4527; 1975; #11) became her biggest
hit during that decade. She has made *“‘comebacks”
from time to time since, and continues to record and
perform. 1992’s Play Me Backwards, featuring Mary
Chapin-Carpenter’s song “Stones in the Road,” was a
minor hit for Baez, primarily in Europe.

BAFFLE

A loudspeaker enclosure, or a rigid surface encircling
the loudspeaker rim, or a board on which a speaker is
mounted, intended to prevent interference between the



sound waves created simultancously on both sides of
the speaker’s diaphragm.

See also Infinite Baffle

BAGSHAW (W.H.) CO.

A Massachusetts firm, established in Lowell in 1870;
it became the earliest manufacturer of needles for disc
talking machines. The firm may have made the needles
used by Emile Berliner. In 1911 it claimed to be pro-
ducing 6 million needles a day. One of the brand
names was Petmecky. They also produced the
Brilliantone Steel Needle, advertised in 1918.

BAILEY, A.R.

SEE LOUDSPEAKER

BAILEY, MILDRED
(9 FEB 1907-12 FEB 1951)

American vocalist, born in Tekoa, Washington. At an
early age she played piano in movie theaters, then
performed on the radio in Los Angeles. Through her
brother, Al Rinker (Bing Crosby’s first partner), she
auditioned for Paul Whiteman and sang with his
orchestra from 1929 to 1933. Her popular record of
“Rockin’ Chair” (Victor 24117; 1932) earned her the
nickname of “Rockin’ Chair Lady.” Then she teamed
with Red Norvo (she also was married to him from
1933 to 1945), and did some of her best work with his
swing band in 1936-1939. A good example of her style
at that time is “I’ve Got My Love to Keep Me Warm”
(Brunswick 7813; 1937). During 1939-1940 she sang
with Benny Goodman; one of her best records with his
band was “Darn That Dream” (Columbia 3533; 1940).
Serious illness in the 1940s kept her mostly inactive
until her death in 1951 in Poughkeepsie, New York.
Columbia issued a three-disc LP album, Her Greatest
Performances (#C3L.22). Rockin’ Chair, a VIC label
CD, includes material made with Goodman, Teddy
Wilson, and Roy Eldridge.

BAKER, ANITA (1958-)

An exponent of traditional rhythm and blues vocalizing,
Baker’s restrained intensity and subtle coloring attract-
ed widespread media attention and pop mainstream
success in the mid-1980s. Born in Toledo and raised in
Detroit, she began her professional career as lead singer
for the R&B group, Chapter 8, from 1976 to 1984. Her
moderately successful debut album, The Songstress
(Beverly Glen 10002; 1983), was followed by the

BAKER, CHET

commercial breakthrough release, Rapture (Elektra
60444; 1986), which included the Top 10 single, “Sweet
Love” (Elektra 7-69557; 1986), reputed to have sold
more than 4 million copies. Her subsequent albums,
most notably the chart-topping Give You the Best That
I've Got (Elektra 60827; 1988), and Compositions
(Elektra 60922; 1990), have all been bestsellers.
[Romanowski and George-Warren 1995.]

FRANK HOFFMANN

BAKER, CHET
(23 DEC 1929-13 MAY 1988)

Charismatic trumpeter whose drug addiction and erratic
lifestyle undermined a style that featured an inventive,
moody tone. He also played the flugelhorn and sang,
though his voice was limited and is considered an
acquired taste. Born Chesney Henry Baker in Yale,
Oklahoma, Baker was the son a semiprofessional gui-
tarist. Sometime after Baker’s 10th birthday, the family
relocated to Glendale, California, and Baker’s father
bought him his first instrument, a trombone. He soon
switched to trumpet. He dropped out of high school to
join the army in 1946; he remained in the service for two
years, briefly attended junior college, and then returned
to the army, completing his service in 1952. On his dis-
charge, Baker started out on top, gigging with Charlie
Parker in 1952 and then joining the Gerry Mulligan
Quintet, recording for Pacific Jazz Records. With
Mulligan, Baker helped make “My Funny Valentine” a
1952 hit. A year later, Baker went solo, continuing to
record for Pacific Jazz. In 1954, he released the album
Chet Baker Sings (PJP 11; CD reissue Pacific Jazz
1222), which introduced his idiosyncratic vocal style.
By 1959, Baker was hooked on heroin and had been
arrested several times on a European tour. His play was
often uninspiring during the 1960s, and he reached his
nadir in 1966 when he was severely beaten in San
Francisco in a drug-related fight. But in 1974, on
methadone, he started a comeback that featured more
authoritative and passionate playing. The comeback led
to an engagement at a prominent New York club in
November 1973 and a reunion concert with Mulligan at
Carnegie Hall in November 1974. On 13 May 1988,
after taking heroin and cocaine, Baker fell or was
pushed out of a hotel window in Amsterdam to his
death. The following September, Bruce Weber’s docu-
mentary film, Let’s Get Lost, on Baker’s life intro-
duced his playing — and legend — to a new
generation. All of Baker’s recorded legacy is available
on CD in various formats, from original album reis-
sues, compilations, and previously unissued sessions.

BoB SILLERY
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BAKER, ELSIE

BAKER, ELSIE
(27 SEP 1886-28 APR 1958)

American contralto, born in Philadelphia. She was
“probably the most popular contralto who ever recorded
for the Victor black and blue labels” (Walsh). Her “Silent
Night” (Victor 19823; 1925) remained in the catalog into
the 1940s. She also appeared on Red Seal, one popular
number being “He Shall Feed His Flock™ from Messiah
(Victor 4026); and made Edison cylinders in 1913-1914.
On U-S Everlasting cylinders she was identified as Elsie
West Baker. She was Edna Brown on one Edison Blue
Amberol and on one Indestructible cylinder. She died in
New York. [Walsh 1950/10.]

BAKER, GEORGE
(10 FEB 1885-8 JAN 1976)

British baritone, born in Birkenhead; also known as
Arthur George. He began recording for Pathé in
London in 1909, and made records for one company or
another for over 50 years, primarily in the light concert
and operetta repertoire, including HMV recordings of
Gilbert and Sullivan. He appeared as Ko-Ko on the
first complete recording of their Mikado in 1916, and
recorded the entire cycle of their works over his long
career twice, with his final record appearance coming
in 1962 as Robin Oakapple in Ruddigore. Although he
was famous for these Gilbert and Sullivan recordings,
he never appeared in any of their works on stage. He
also recorded hundreds of art and popular songs, and
even early children’s recordings, issued under the
nom-de-disc of “Uncle George.” Many of his other
records were issued under a variety of pseudonyms,
including Arthur George, Walter Jefferies, George
Portland, Victor Conway, Victor Norbury, Leslie
Milton, George Barnes, and Walter Duncan.

BAKER, LAVERN
(11 NOV 1929-10 MAR 1997)

One of the finest female rhythm and blues singers of
the post-World War II era, LaVern Baker’s greatest
commercial success came from teen novelty record-
ings, most notably “Tweedlee Dee” (Atlantic 1047,
1955; #14, #4 R&B) and “Jim Dandy”/“Tra La La”
(Atlantic 1116; 1956; #17, #1 R&B). Unable to make
the transition to the adult market with any degree of
lasting impact, she finally achieved widespread public
acclaim in the 1990s following a 20-year hiatus in the
Philippines for health reasons.

Born Delores Williams, Baker first sang profession-
ally in the nightclubs of her native Chicago billed as
“Little Miss Sharecropper.” Her early recordings for
National, RCA, Columbia/Okeh, and King attracted
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little attention; she became an R&B chart fixture after
signing with Atlantic in 1953. Her hits included “Bop-
Ting-A-Ling” (Atlantic 1057; 1955; #3), “Play It Fair”
(Atlantic 1075; 1955; #2 R&B), the soulful ballad “I
Cried a Tear” (Atlantic 2007; 1958; #6, #2 R&B), the
gospel rave-up “Saved” (Atlantic 2099; #34, #17
R&B), and a searing update of the Chuck Willis bal-
lad, “See See Rider” (Atlantic 2167; 1962; #34, #9
R&B). Well aware of Baker’s protean talent, the label
backed the ambitious project, LaVern Baker Sings
Bessie Smith (Atlantic 1281; 1958). Although her
gospel-inflected treatment of classic blues material
was every bit as effective artistically as Ella
Fitzgerald’s songbook series devoted to notable Tin
Pan Alley composers, the album sold poorly. Once the
hits stopped coming in the early 1960s, she faded into
obscurity.

Baker’s revival was spurred by her selection in
1990 to replace Ruth Brown in the acclaimed
Broadway revue, Black & Blue. Later that year she
was voted into the Rock ‘n’ Roll Hall of Fame and
received a career achievement award from the Rhythm
& Blues Foundation. A flurry of recordings for Sire,
DRG, and Rhino followed, complemented by numer-
ous reissues of her classic R&B tracks.

FRANK HOFFMANN

BALANCE

The characteristic of a stereo sound system that
describes the relative volume of playback signal ema-
nating from the several loudspeakers.

BALANCE CONTROL

A device in a stereo sound system that adjusts the rel-
ative loudness of the channels to obtain an accurate
reproduction of the input sound.

BALDWIN (LABEL) (I)

A record issued by the Bridgeport Die and Machine
Co., Bridgeport, Connecticut, ca. 1922, apparently
sold in chain stores and/or by mail order; Paramount
masters were used. [Rust 1978.]

BALDWIN (LABEL) (II)

A label available before 1942 in the U.S., named for
the New York recording engineer who manufactured
it. One known area of interest was Haitian music.
There was a likely connection with the Varsity label.
[Blacker 1981/7.]



BALDWIN PIANO CO.
A firm established in Cincinnati as D.H. Baldwin & Co.
in 1873 by Dwight Hamilton Baldwin (1821-1899) and
his partner Lucien Wulsin (1845-1912). It became one
of the great international piano makers, winner of
numerous prizes at expositions. During the player-piano
era, Baldwin was active and successful in the manufac-
ture of players and reproducing pianos. Among the
brands and models listed in a 1926 directory were the
Manualo (winner of the grand prize at the London
Exposition of 1914 as *‘the player-piano with the human
touch”), which appeared as the Baldwin Manualo,
Ellington Manualo, Hamilton Manualo, and Howard
Manualo; the Monarch, the St. Regis, and the Modello.
Waulsin and George W. Armstrong, Jr. (1857-1932),
bought the company in 1903, and Wulsin was presi-
dent until his death in 1912. Armstrong was president
from 1912 to 1926, succeeded by Lucien Wulsin, Jr.,
who held office until 1964. His son Lucien (b.1916),
grandson of the cofounder, was chief executive after
him. General offices were in Cincinnati, with other
offices in Chicago, New York, St. Louis, Louisville
(Kentucky), Indianapolis, Dallas, Denver, and San
Francisco. In its various divisions Baldwin was pro-
ducing 20,000 pianos and 15,000 player pianos annu-
ally in the mid-1920s. In 1946, the firm introduced its
electronic organ. Piano manufacture continued along
with various electronic keyboards during the post-
World War II period through the end of the century.
The company was purchased in 2001 by the Gibson
Guitar Company. [Website: www.baldwinpiano.com.]

BALLARD, GEORGE WILTON
(24 NOV 1877-6 APR 1950)

American concert tenor, born in Syracuse, New York.
He was also known as George Winton, on
Indestructible records. He had a sweet, clear voice,
well suited to his frequent church work. His first
recordings were on U-S Everlasting cylinders between
1910 and 1913, beginning with “A Dream” (#1043).
He started his 15-year association with Edison singing
“Carissima” (two-minute cylinder #213). His most
popular offering was “When the Twilight Comes to
Kiss the Rose Goodnight” (Edison Blue Amberol
2150). In December 1914 he went to Victor; his most
notable recording for the label was “You’re More than
the World to Me” (#17654). Ballard’s voice seemed to
record best on vertical-cut discs, so it was on Edison
Diamond Discs that he achieved his greatest successes,
during 1915-1922. In addition to his solo work, he was
a member of the Moonlight Trio on Edison records.
When he quit performing and recording he returned to
earlier work as a salesman in a jewelry store. Ballard
died in Syracuse, New York. [Walsh 1960/4.]

BAND, THE

BALLEW, SMITH
(31 JAN 1902-2 MAY 1984)

American popular vocalist, born in Palestine, Texas.
From 1929 to 1936, he made records with numerous
jazz and dance bands, primarily in New York. He also
had his own band in the early 1930s, with many
distinguished artists among the personnel at one time
or another, including Glenn Miller, Bunny Berrigan,
and Ray McKinley. In 1935, he sang on Glenn
Miller’s first recording as a bandleader, “A Blues
Serenade”/*“Moonlight on the Ganges.” Ballew had a
radio show in the mid-1930s, and appeared in motion
pictures through the 1940s, primarily in B-grade
cowboy pictures. By the 1950s, he had returned to
Fort Worth, Texas, after retiring from show business.
He died there in 1984.

BAND (ALSO KNOWN AS A CUT)

The portion of the recorded surface of a disc that is
separated from adjacent bands by a marker space or
scroll. It usually contains one song, or one movement
of a larger work.

BAND, THE

The Band was a key force behind the back-to-the-roots
trend in late 1960s rock music. Their sound represent-
ed a populist amalgam of country, folk, and rhythm
and blues; its most notable feature, however, consisted
of compassionate, blue-collar poetry — often evoking
historical themes from the standpoint of the common
man — communicated by a loose vocal interplay that
often had one singer begin a line of a verse and anoth-
er chiming in to finish it.

The Band — consisting of Arkansas native Levon
Helm on drums, and four Canadians: lead guitarist
Robbie Robertson, pianist Richard Manuel, key-
boardist Garth Hudson, and bassist Rick Danko —
came together in the early 1960s as Ronnie Hawkins’s
rockabilly-oriented backing group, the Hawks. They

. eventually drifted to the eastern seaboard, attracting

attention as Bob Dylan’s support band in 1965. Their
work with Dylan — most notably the 1966 Royal
Albert Hall concert and the legendary Basement Tapes
recorded in Woodstock, New York, while the folk-rock
pioneer recuperated from a motorcycle accident — is
available on countless bootlegs and official Dylan ret-
rospectives released by Sony/Columbia.

The unadorned evocations of rural Americana in the
Band’s debut LP, Music from Big Pink (Capitol 2955;
1968; #30), recorded in 1967-1968 during the
Woodstock period, drew rave reviews. Although the
album was recorded in studios New York and Los
Angeles, an attempt was made to duplicate the
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BAND MUSIC

“homemade” feeling of the earlier Basement Tapes.
Robertson was particularly interested in creating a
funky sound for these sessions, damping Helm'’s
drums with rags and other materials to give them an
earthy “thud.” They repeated this successful formula
in the highly influential The Band (Capitol 132; 1969;
#9), in which band members moved en masse to Los
Angeles, living together to create and rehearse the
songs, in an attempt to revive the group comraderie
developed in the Woodstock years. The reflective
Stage Fright (Capitol 425; 1970; #5), and uneven
Cahoots (Capitol 651; 1971; #21) followed.

From late 1971 until their official breakup at a gala
San Francisco concert, Thanksgiving Day, 1976, the
Band recorded only two more albums of original
compositions, the uneven Northern Lights/Southern
Cross (Capitol 11440; 1975; #26), and Islands (Capitol
11602; 1977; #64). A reunion with Dylan also led to a
lackluster studio album, Planet Waves (Asylum 1003;
1974; #1), and a competent live outing, Before the
Flood (Asylum 201; 1974; #3), both of which sold
largely on the basis of reputation. While Capitol contin-
ued to repackage older material by the group, the indi-
vidual members pursued a wide range of artistic
activities (including film acting and writing). They
began performing again as a unit (without Robertson) in
1983, eventually releasing three LPs of new material —
Jericho (Pyramid; 1993), High on the Hog (Pyramid;
1996), and Jubilation (River North; 1998) — which
lacked the innovative spark of their early work.

FRANK HOFFMANN

BAND MUSIC

SEE BIG BAND; MILITARY BAND RECORDINGS

BAND OF THE COLDSTREAM GUARDS
One of the early recording military bands, with a series
of excellent recordings for HMV from 1904 to 1935,
including military music and arrangements like the
“Mikado Selections” (#2602). An LP reissue was mar-
keted in 1986 by the International Military Band
Society of Wellingborough, England (#IMMS 104).

BANDA ROSSA
One of the earliest military bands to record, for
Berliner. Among their 1895 offerings was “William
Tell Overture” (#7y).

BANDWIDTH
The characteristic of an amplifier or receiver that
expresses its frequency range; e.g., 20 Hz-20,000 Hz.
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It is stated for given output levels and distortion
percentages.

BANDY, MOE (12 FEB 1944-)
Born in Meridian, Mississippi, Marion Bandy grew up in
San Antonio dividing his time between bronco-busting
and playing guitar in his father’s band, the Mission City
Playboys. A string of injuries convinced him to switch
from a rodeo career to performing. He signed his first
recording contract with a San Antonio-based label,
Satin, as leader of the group Moe Bandy and the
Mavericks. A shift to the Shannon label brought him into
contact with record producer Ray Baker (who would
become a longtime associate), but resulted in no hits.
Signing with GRC brought a change in Bandy’s
fortunes; he enjoyed five Top 25 country hits in
1974-1975. When GRC folded, Bandy joined the
Columbia roster. Assisted by Columbia’s marketing
muscle, he enjoyed a long run of honky-tonk flavored
hits, most notably the Top 5 singles, “Hank Williams,
You Wrote My Life” (Columbia 10265; 1975-1976),
“It’'s a Cheating Situation” (Columbia 10889; 1979),
“I Cheated Me Righted Out of You” (Columbia 11090;
1979), and “She’s Not Really Cheatin’ (She’s Just
Gettin’ Even)” (Columbia 02966; 1982). He was
found recording success as part of the duo, Moe and
Joe (Stampley), including the number one hit, “Just
Good OI’ Boys” (Columbia 11027; 1979), “Holding
the Bag” (Columbia 11147; 1979-1980), and the Boy
George parody, “Where’s the Dress” (Columbia
04477; 1984). Although less active as a recording
artist since the mid-1980s, Bandy remains popular,
performing at his own theater in Branson, Missouri.

FRANK HOFFMANN

BANG RECORDS

Bankrolled in part by Atlantic Records head Ahmet
Ertegun, the New York-based Bang label was run by
Bert Berns, whose songwriting credits included “Twist
and Shout,” “Piece of My Heart,” and “I Want Candy.”
Established in 1964, Bang’s success owed much to
Berns’s ability to attract Richard Gottehrer, Jeff Berry,
Ellie Greenwich, Neil Diamond, and other talented
young producers/songwriters and producers formerly
affiliated with Brill Building music publishers such as
Don Kirshner’s Aldon Music.

Concentrating on mainstream Top 40 fare, the
label’s hits included Derek’s “Cinnamon” (Bang 558;
1968; #11); the Strangeloves’ “I Want Candy” (Bang
501; 1965; #11), “Cara-Lin” (Bang 508; 1965; #39),
and “Night Time” (Bang 514; 1966; #30); the
McCoys’s “Hang On Sloopy” (Bang 506; 1965; #1),
and “Fever” (Bang 511; 1965; #7); Van Morrison’s




“Brown Eyed Girl” (Bang 545; 1967; #10); and
Diamond’s “Cherry Cherry” (Bang 528; 1966; #6),
“Girl, You’ll Be A Woman Soon” (Bang 542; 1967;
#10), and “I Thank the World For the Night Time”
(Bang 547; 1967; #13). Other artists enjoying margin-
al success on Bang and its subsidiary, Shout, included
Erma Franklin, Jackie Moore, Freddie Scott, and
Donald Height.

Bang’s bubblegum sensibilities during the height-
ened social consciousness of the late 1960s would help
bring on its demise. Furthermore, the loss of Morrison
and Diamond to major labels left the company without
any name artists capable of making the transition to
the newly emerging album market.

FRANK HOFFMANN

THE BANGLES

The Bangles emerged in the early 1980s as part of Los
Angeles’s “paisley underground,” a brand of soft psy-
chedelia also performed by the Rain Parade and
Dream Syndicate. Following a self-released single (as
the “Bangs,” a name owned by another group), and an
EP with [.R.S., the Bangles signed with Columbia in
1983. When the original bass player left and was
replaced by former Runaway Michael Steele, the
band’s lineup was set, including Susanna Hoffs and
Debbi Peterson, both on guitar and vocals, along with
drummer/vocalist Vicki Peterson.

David Kahne, a producer specializing in power
pop, was recruited to assist in recording Bangles’s
debut album, All Over the Place (Columbia 39220;
1984). The critically acclaimed LP attracted the atten-
tion of funk star Prince, who gave the band the song,
“Manic Monday’ (Columbia 38-05765; 1986).
Thanks in large part to MTV, which placed the pro-
motional video of the highly photogenic girls into
heavy rotation, the single reached number two on the
pop charts, paving the way for the breakthrough
album, Different Light (Columbia 40039; 1986). A
string of hit recordings followed, most notably the
number one singles “Walk Like An Egyptian
(Columbia 38-06257; 1986), “Hazy Shade of Winter”
(Def Jam/Columbia 38-07630; 1987), and “Eternal
Flame” (Columbia 38-68533; 1989). The media’s
increasing fascination with Hoffs fomented dissention
within the group, leading to a breakup in late 1989.
Hoffs has enjoyed the greatest success among the
former band members; however, poor sales for her
solo album and a number of undistinguished film
appearances in the early 1990s led to a disappearance
from public view. The group reunited to record a
song for the second Austin Powers film in 1999,
and subsequently toured and recorded a new album.
Like many other once-popular bands, they were also

BANJO RECORDINGS

featured as part of the VH-1 Behind the Music series.
[Romanowski and George-Warren 1995.]

FRANK HOFFMANN

BANJO RECORDINGS

The five-string “American” banjo was the most popu-
lar instrument on early records; its acoustic qualities
were well suited to the possibilities of recording
equipment, and there were a number of outstanding
artists available. The first banjo music to be heard was
on Edison North American cylinders in 1889, per-
formed by Will Lyle; “Banjo Jingles” was the earliest
noted in the Edison “Musical Cylinder Accounts” —
the date was 30 Sep 1889. Lyle performed in a total of
nine sessions that year. W.S. Grinsted made Edison
cylinders on 22 Oct 1891.

Columbia cylinders initiated their banjo catalog ca.
1893, with the “Banjo King” Vess Ossman and two
lesser known players named Cullen and Collins. Steph
Clement made a seven-inch Berliner disc, “Mittoam
Gallop,” on 18 Oct 1896. Ossman made 11 records for
Bettini in 1898. Ruby Brooks made Edison cylinders
from before 1900 (e.g., “Belle of Columbia,” #2636)
until he died in 1906. Fred Van Eps was the star per-
former later on; he began with Edison in 1901 and
recorded until 1922. Van Eps, Ossman, and F.J. Bacon
were the artists listed in the Victor 1917 catalog, which
carried 40 banjo titles. Popular performers on the four-
string or tenor banjo during the 1920s were
“Blackface” Eddie Ross and fleet-fingered guitarist
Roy Smeck. British banjoists included Alfred
Cammeyer, Emile Grimshaw, Joe Morley, Olly
Oakley, John Pidoux, and Charlie Rogers.

The first women to make banjo records were also
British: Bessie and Rose Skinner, in 1903 for
Zonophone in London. Helen Sealy was the first
woman on HMV (“Kettledrums,” #B648). Shirley
Spaulding was the first American woman to make a
banjo record: it was “Royal Tourist — March
Novelette” (Edison Diamond Disc #80625; 1921).

The five-string banjo declined in popularity during
the 1930s and 1940s. Jazz and ragtime groups pre-
ferred the four-string tenor banjo, and only a few
artists remained with the five-string instrument,
notably Uncle Dave Macon and Grandpa Jones, and
Bill Monroe's Bluegrass Boys. Pete Seeger — who
played a major role in popularizing the instrument as
part of the post-World War Il folk revival — also used
the banjo in much of his recorded work.

Bluegrass music also enjoyed a boom in the 1950s
and 1960s, led by Earl Scruggs (one of the Bluegrass
Boys), and Lester Flatt. A popular American television
show, Beverly Hillbillies, premiered in 1962 with
a bluegrass themesong played by Scruggs. On the
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BANNER (LABEL)

four-string or tenor banjo, Eddie Peabody made sever-
al hit LP albums on the Dot label in 1958. The Banjo
Kings, John Cali (who had recorded for Grey Gull in
the 1920s), Joe Maphis, and Jad Paul were among the
other successful tenor banjo artists of the 1950s. Five-
string banjo music received a boost with the filming of
Bonnie and Clyde (1966); it had a Grammy-winning
bluegrass score by Charles Strouse. Dueling Banjos,
from the soundtrack of Deliverance, was a popular
album in 1973 (Warner #7659).

Since the 1970s, the five-string banjo has continued
to appear on country music recordings, with a resur-
gence of bluegrass styles since the 1980s “new country”
movement began. Bela Fleck has been the most popular
solo artist on the instrument, expanding its use into jazz,
funk, and electronica styles. With the new country
revival movement of the mid-1980s, the banjo returned
to a prominent place on many country recordings. The
tenor banjo has been most prominent in the hands of tra-
ditional Irish music revivalists, such as Mick Moloney.

BANNER (LABEL)

A record issued by the Plaza Music Co. beginning in
1922 with Paramount and Emerson reissues. Plaza
produced its own masters by the end of 1922, and the
label survived into the LP era under various corporate
arrangements. Dance music and popular vocals were
featured in the 1920s. Under parent company
American Record Corp., beginning in 1938, famous
bands joined the roster (e.g., Vincent Lopez, Duke
Ellington), and some notable artists from Brunswick

Banner label. Courtesy David A. Jasen
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(also taken over by American Record Corp.), appeared
on Banner: Bing Crosby, the Mills Brothers, Guy
Lombardo, and the Boswell Sisters. [A full matrix list
appeared in RR, beginning in July 1961; Rust 1978.]

BANTA, FRANK E. (1897-1969)

American pianist, son of Frank P. Banta, born in New
York. He was studio pianist for Victor, participating in
all sorts of recordings as soloist, accompanist, and
ensemble player. He was one of the Eight Famous
Victor Artists and he played with the Van Eps Trio.
Rust has noted two jazz solos by Banta: “Wild Cherry
Rag” (Gennett #4735; 1921), and “Sweet Man”
(Victor 19839; 1925). [Rust 1969.]

BANTA, FRANK P. (1870-1903)

American pianist, father of Frank E. Banta. He was
accompanist for many record companies, assisting
singers and other instrumentalists. His “Violets”
seems to have been his first piano solo record on
Edison wax cylinders (#8394; May 1903). A photo of
Banta making a record in 1900, with violinist Charles
D’ Almaine, appears in Moogk 1975, p. 35, and in
Hoover 1971, p. 75.

BAR AUTOMATICO
The name given to phonograph parlors in Italy, around
the turn of the century. Customers could listen to
cylinder recordings of opera or popular music for 10
centesimi (1/10™ of a lire).

BARBIROLLI, JOHN, SIR
(2 DEC 1899-29 JULY 1970)

English conductor and cellist, born Giovanni Battista
Barbirolli (of French-Italian parents) in London. He
made his debut at age 12, playing the cello in Queen’s
Hall. After army service he toured with a quartet, then
conducted the British National Opera (1926-1929),
and Covent Garden Opera (1929-1933). In 1933 he
became conductor of the Scottish Orchestra
(Glasgow), and the Leeds Symphony. From 1937 to
1943 he was conductor of the New York Philharmonic,
from 1943 to 1961 of the Hallé Orchestra, and from
1961 to 1968 of the Houston Symphony. He was
knighted in 1949. His death came in London in 1970.

Barbirolli’s first records (for Edison Bell) were as a
child cellist, accompanied by his sister, and as a string
quartet player. His recording career as a conductor,
spanning 1911-1970, featured distinguished perform-
ances of Brahms, Bruckner, Mahler, Sibelius, and the



British composers of his time. He also made a notable
early record of the Grieg Piano Concerto with
Wilhelm Backhaus and the New Symphony Orchestra
(HMV DB2074/76).

BARDINI
A console record player made by Sonora Phonograph
Co., selling for $5,000 in 1921.

BARENBOIM, DANIEL (15 NOV 1942-)
Pianist and conductor, born in Buenos Aires. His first
public appearance was at age seven. His family moved
to Israel in 1952. Barenboim studied at the Academy
of Santa Cecilia in Rome, gaining a diploma in 1956.
He gave recitals in Paris and London, then made his
Carnegie Hall debut in 1957. He conducted many
orchestras before being appointed director of the
Orchestre de Paris in 1975. In 1989 he was selected to
succeed George Solti as conductor of the Chicago
Symphony Orchestra. He published his autobiography,
A Life in Music, in 1991, and then was named the
musical director of the Berlin State Opera in 1993,
Barenboim’s recording career began at age 13 with
Philips. Between 1967 and 1970 he recorded the com-
plete Beethoven piano sonatas for EMI, released on 14
Angel LPs (#S3755), and then all the Mozart piano
concertos while conducting the English Chamber
Orchestra from the keyboard. An Angel album set
(#3752) offered all the Beethoven concertos on four
LPs with the New Philharmonia Orchestra. The
recording of Brahms’s three violin sonatas, with
Itzhak Perlman, won a Grammy (Sony SK-45819;
1990). And Barenboim’s 1990 recording of the First
Symphony by John Corigliano, with the Chicago
Symphony (Erato 2292-45601-2), won a Grammy as
best classical disc. During the 1990s, he recorded both
popular material — the successful albums, Tangos
Among Friends (1996; Teldec 13474), and 1999’s
Tribute To Ellington (Elektra/Asylum 25252) — and
contemporary classical and repertoire material.

BARKING PUMPKIN RECORDS

Following earlier labels such as Bizarre/Straight and
DiscReet, Frank Zappa formed Barking Pumpkin
Records as an outlet for his prolific recordings, initiat-
ing the label with the simultaneous release of four
albums on 11 May 1981. Three were solo guitar LPs
available by mail order — now released as Shut Up ‘N
Play Yer Guitar (Rykodisc 1028/29; 1986), Joe’s
Garage (Rykodisc 1060/61; 1987), and Guitar
(Rykodisc 1079/80; 1988) — while the double-LP

BARRAUD, FRANCIS

Tinsel Town Rebellion (#37336) went to retail. Zappa
continued to release his music on Barking Pumpkin —
most notably reissues of his out-of-print albums in a
series of box sets — until his death in 1993, after
which his catalog was sold to Rykodisc.

WILLIAM RUHLMANN

BARNET, CHARLIE
(26 OCT 1913-4 SEP 1991)

American tenor saxophone player and big band leader,
born in New York. After working with various bands
across the U.S. he formed his own group in 1933, per-
forming mostly in New York hotels. A second band,
organized in 1936, featured the Modernaires, a vocal
swing group. Another band, formed in 1938, was his
best ensemble. It had fine arrangements by Billy May,
one being Barnet’s great hit, “Cherokee” (Bluebird
10373). Lena Horne and Kay Starr were among his
vocalists in the 1940s, when the band was at its peak,
appearing in several motion pictures. With the decline
of the big band era, Barnet became much less active,
although he continued to record sporadically for Verve,
Capitol, and other labels, making his last recording in
1966. He died in San Diego, California. In the mid-
1970s, RCA reissued Barnet’s complete Bluebird
recordings on six two-LP sets. In 1996, the French
label EPM Musique began a similar reissue series on
CD in its Jazz Archives series.

BARNETT, SAMUEL

SEE SAMUEL (BARNETT) AND SONS LTD.

BARRAUD, FRANCIS (1856-29 AUG 1924)
English painter of French descent, famous in recording
history for his rendition of Nipper, the Victor and
Gramophone Co. trademark dog. He went into the
Maiden Lane office of the Gramophone Co. in
September 1899 to borrow a horn for use as a model,
and there met William Barry Owen, managing director
of the new firm. Owen asked him to paint a dog listen-
ing to a gramophone, similar to Barraud’s earlier dog
listening to an Edison cylinder phonograph. A month
later Barraud returned with a palimpsest: he had erased
the cylinder phonograph from his first painting and
substituted the Improved Gramophone. Owen gave him
£100 for it. (In the original work, which now hangs in
the EMI boardroom, a ghostly image of the Edison
machine can still be seen.) Berliner began to use the
painting, and its name, “His Master’s Voice,” in adver-
tising in 1900, despite the fact that Nipper could not be
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BARRAUD, WILLIAM ANDREW

hearing what he might have heard in the first version of
the painting; home recording was possible on cylinders
from the beginning, but not on discs until 1905. (Allen
Koenigsberg has also noted that the machine’s brake is
in position, so its turntable could not be moving.) In
1924 Barraud painted a miniature of his masterwork
for the queen’s dollhouse. It is curious that no record
was made of Barraud’s voice.

BARRAUD, WILLIAM ANDREW
(1851-1937)

Recording industry executive, brother of Francis
Barraud; the trademark dog Nipper was also one of the
family. He worked in South Africa as an explorer and
miner, then returned to London in 1900. In 1908 he
was active in the talking machine business in India and
Britain as an agent of Aldridge, Salmon & Co. Barraud
was London representative for the German Dacapo
record in 1910-1912. When Dacapo reorganized in
1912, he became an agent for another German label,
Invicta, issued by the Berolina Schallplatten GmbH,
trading under the name W.A. Barraud, Ltd. When dis-
putes with Berolina resulted in the liquidation of his
company, Barraud established (1913) the Invicta
Record Co., Ltd. He went into semiretirement ca.
1915, but Invicta remained in business until the late
1920s. [Andrews 1990/8.]

BARRETTO, RAY (29 APR 1929-)
Bandleader and percussionist Ray Barretto has been
one of the most influential recording artists in Latin
jazz history, having collaborated with the likes of sax-
ophonists Gene Ammons, Lou Donaldson, Sonny
Stitt, and Stanley Turrentine, trumpeters Dizzy
Gillespie, Wes Garland, and Clark Terry, guitarists
Kenny Burrell and Wes Montgomery, and vibraphon-
ist Cal Tjader. The first American musician to integrate
the African-based conga drum into jazz, he played a
key role in the fusion movement, combining his Latin
heritage with orthodox bebop techniques.

Born in Brooklyn of Puerto Rican ancestry,
Barretto developed his reputation performing in Tito
Puente’s orchestra beginning in 1957 in addition to
working as a studio musician. In 1962 he formed his
own ensemble, Charanga La Moderna, best known for
the pachanga-styled novelty single, “El Watusi” (Tico
419; 1963; 317). Utilizing both his own compositions
and covers, he issued a series of Latin fusion LPs for
Riverside, Tico, and United Artists throughout the
1960s. In mid-1960s, he also began working closely
with Fania, the New York-based record company spe-
cializing in Latin music. Both Acid (Fania 346; 1967),
and Hard Hands (Fania 362; 1968) — featuring
punchy Stax-like horns, sinuously hypnotic bass lines,

72

and fiery percussive displays — are considered classic
albums that anticipated the Afro-Latin funk revolution
of the 1970s. He would become the music director of
the label’s house band, the Fania All-Stars, which
included vocalists Ruben Blades and Hector Lavoe,
trombonist Willie Colon, and pianist Larry Harlow.

In addition to his work as a featured performer,
Barretto did session work for a wide range of
artists, including the Average White Band (Cut the
Cake; Atlantic 18140; 1975), the Bee Gees (Main
Course; RSO 4807; 1975), Sabu Martinez (Safari with
Sabu; RCA 1122; 1957); and Babatunde Oltunji (High
Life; Columbia 8796; 1963). Tiring of the stylistic limi-
tations of salsa, he formed New World Spirit in 1992,
which focused on the bebop style. He was inducted into
the International Latin Music Hall of Fame in 1999.

FRANK HOFFMANN

BARRIENTOS, MARIA
(10 MAR 1884-8 AUG 1946)

Spanish coloratura soprano, born in Barcelona. She
made her debut at age 15 in Barcelona, and then toured
Europe. On 31 Jan 1916 she sang at the Metropolitan
Opera, as Lucia, and remained with the company until
1920. Then she returned to Europe, where she made
her last stage appearance in 1922. Barrientos was one
of the first artists to record for Fonotipia, beginning
with “Son vergine vezzosa” from Puritani (#39010;
1903), a flawless “’Ah non giunge” from Sonnambula
(#39011; 1903), and 21 other numbers through 1906.
In the 1906 Fonotipia catalog she had two outstanding
renditions from Fra diavolo: “Or son sola” (#39538),
and “Gi6 per la danza” (#39539), both of which were
later issued by IRCC. For Columbia she made 34 discs,
the first being the Lucia mad scene (#48627; 1916),
and the last Handel’s “Sweet Bird” (#49805; 1920). In
1927-1928 she made eight discs for French Columbia,
all of them Spanish songs. She died in Ciboure, France.

BARRON, MICHAEL (6 SEP 1945-)

Born in England and a noted researcher in large-room
acoustics, Barron attended the University of
Cambridge from 1964 through 1967, taking a B.A. at
the end of his studies. He went on to receive a Ph.D.
from the University of Southampton, in 1974. Since
1987 he has been a partner in Fleming & Barron
(acoustic consultants) and has since 1989 been senior
lecturer (now part-time) at the University of Bath
department of architecture and civil engineering. In
1988, he was awarded the Tyndall Medal by the
British Institute of Acoustics. Dr. Barron has published
papers in the Journal of the Acoustical Society of
America, Acustica/Acta Acustica, Journal of Sound
and Vibration, and Applied Acoustics, and in 1993 he



published Auditorium Acoustics and Architectural
Design (Routledge and Spon Press).

HOWARD FERSTLER

BARTHLOMEW, DAVE (24 DEC 1920-)

Born in Edgard, Louisiana, Barthlomew is best-known
for producing and performing on Fats Domino’s seminal
1950s-era sessions. His father was a barber and amateur
musician, and Barthlomew studied trumpet as a young-
ster. He played in various New Orleans bands through
his teen years and then in 1941 was drafted into the air
force. When he returned from the war, he began leading
his own jazz band, and in 1949 had a minor hit with the
song “Country Boy” issued on Deluxe. This brought
him to the attention of Imperial Records’s owner Lew
Chudd, who signed him to his new label. Chudd also
signed at about the same time a local singer named Fats
Domino, and asked Barthlomew to accompany him on
his first (December 1949) session, which produced the
hit “The Fat Man.” This led to a string of hits through the

BARTOK, BELA

1950s for Domino, including “I’m Walkin’,” and the
much-covered “Blueberry Hill,” always accompanied by
Barthlomew, who cowrote, produced, and arranged most
of these sessions. He also worked with other Imperial
signings, including Smiley Lewis, James Booker, Lloyd
Price (“Lawdy Miss Clawdy” from 1949), and Roy
Brown. However, Barthlomew’s career pretty much
ended when Domino’s popularity waned in the face of
the British Invasion and teen pop of the early 1960s. In
1991, he was inducted as a nonperformer into the Rock
and Roll Hall of Fame, and seven years later, he was
inducted into the Songwriters Hall of Fame for his
classic compositions.

CARL BENSON

BARTOK, BELA

(25 MAR 1881-26 SEP 1945)

Hungarian composer and scholar of folk song, born in
Nagyszentmiklés. He began writing down peasant
songs in 1904, and two years later issued Magyar

Béla Bart6k recording folksingers in Transylvania on a cylinder recorder. © Archivo Iconografico, S. A./Corbis
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nCpdalok, a collection of songs arranged for voice and
piano in collaboration with Zoltan Kodaly. His work is
of interest in the history of sound recording because
his later field studies (from 1906) involved an Edison
phonograph, which he took to various regions in
present-day Hungary, Czechoslovakia, and Romania.
This was the earliest use of the phonograph for field
recordings on the continent, contemporary with Percy
Grainger’s work in Britain. Barték donated about
1,000 cylinders to the Ethnographic Museum in
Budapest. As a pianist, Barték recorded a number of
his own works, and also made a notable disc of the
Beethoven “Kreutzer” sonata and the Debussy Violin
Sonata with Joseph Szigeti (Vanguard 304-05E, 2
LPs). He wrote Contrasts on commission from Benny
Goodman, and recorded it with Goodman and Szigeti
(1939). Bart6k died in New York City, where he had
settled in 1940.

See also Field Recordings

BASE (ALSO KNOWN AS BACKING)

The material of which a magnetic tape is made; that is,
the carrier of the magnetizable coating that holds the
pattern representing the signal. Acetate (lacquer) and
polyester bases have predominated, with a thickness of
1/2 mil, 1 mil, or 1-1/2 mil. Tapes of greater thickness
are less liable to print-through.

BASEBALL RECORDINGS

The rise of the phonograph coincided with the emer-
gence of professional baseball as the American
“national pastime.” Many recordings about the game,
in song and story, appeared on early Edison,
Columbia, and Victor labels. The earliest known is
“Slide, Kelly, Slide” by George J. Gaskin, on a North
American brown wax cylinder (#146; 1893). Cal
Stewart did some Uncle Josh episodes involving base-
ball on Edison from 1897, and later many more for
Columbia cylinders and Victor discs. Other noted
artists were also heard on the two-minute wax Edison
cylinders up to 1909 (among them Edward M. Favor;
Arthur Collins; and accordionist John J. Kimmel,
playing “The Fans’ March,” #10172).

The perennial hit, “Take Me Out to the Ball Game”
was recorded first by the Hayden Quartet (Victor 5510;
1908), and Edward Meeker (Edison #9926; 1908).
“Casey at the Bat” first appeared in 1906 (Victor
31559), read by William De Wolf Hopper — it
remained in the catalog until the late 1920s. “Cubs on
Parade” seems to have been the first song with the name
of a specific team (Zonophone #1099; 1908). Babe
Ruth was the first player to be honored by a phonograph
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record, and to speak on it: “Babe Ruth’s Home Run
Story” (Perfect 022443; 1920). But the most catchy of
the player tunes was “Joltin’ Joe DiMaggio” (recorded
by Les Brown on Okeh 6377; 1941).

The Baseball Hall of Fame in Cooperstown, New
York, has thousands of taped interviews with baseball
players, and many novelty items, including songs by a
quartet of professional baseball players. In 1982 a
series of records named “Talkin’ Baseball” was
released on the Lifesong label; it included separate
discs about each major league club except two. [Walsh
1971/12; 1972/17.]

BASF AG.
A German firm, presently located in Ludwigshafen. It
is one of the world’s largest chemical manufacturers,
with over 90,000 employees worldwide and sales (in
2001) of 32.5 billion Euroes (approx. $29 billion).
Among its many products are audio and videotapes.
The firm was founded in 1865 as the Badische Anilin
und Soda Fabrik by Friedrich Engelhorn. It was suc-
cessful in producing synthetic dyes, and diversified into
various petrochemical products. Experiments with mag-
netic tape in the 1930s led to the cellulose acetate tape,
coated with ferric oxide, used in the Magnetophon.
Easy breakage and brittleness with age were its defects.
In 1976 the firm introduced the Unisette cassette, with
tape 1/4 inch wide; it was similar to the Elcaset.
[Website: www.basf.de/basf/html/ rampe/home_e.htm.]

BASIC AMPLIFIER

SEE POWER AMPLIFIER

BASIE, COUNT
(21 AUG 1904-26 APR 1984)

American jazz pianist and big band leader, born
William Basie in Red Bank, New Jersey. His early
experience included vaudeville and performing on a
theater organ in Kansas City. He played with Bennie
Moten’s band from 1932, and made his first records
when Moten died in 1935 and Basie took over direc-
tion of the group. He came to prominence in Kansas
City after forming a band of his own in 1935; it includ-
ed drummer Joe Jones and tenor saxophonist Lester
Young. Basie signed a Decca contract, moving in 1939
to Vocalion and other companies. His international hit
records included “One O’Clock Jump” (Decca 1363;
1937), “Jumpin’ at the Woodside” (Decca 2212;
1938), and “Taxi War Dance” (Vocalion 4748; 1939).
His uncluttered, energetic improvisations influenced
the cool jazz pianists of the 1950s.




Basie’s popularity spanned a half-century. He won
three Grammy awards for LP albums, including 1958
and 1960 Roulette releases as well as Sinatra-Basie
(Reprise 1008; 1963; #5). He was also recognized in
1976, 1977, 1980, and 1982 with Grammys for solo
and band releases on the Pablo label. He and Ella
Fitzgerald won a Grammy in 1980 for their Pablo
album, A Perfect Match. A posthumous Grammy was
awarded in 1984, the year of his death. In 1960 and
1961 his band was ranked number one on the Down
Beat poll.

Basie’s recordings have been reissued on LP and
CD in various forms, on both the “original” labels and
on various American and European jazz reissue labels.
All of his original Decca Recordings are available on
The Complete Count Basie (GRP 36112; 1996).
Columbia reissued some of his classic 1939-1942
recordings for the label, originally on three LPs and
later on CD, as The Definitive... 1, 2, 3 (40608; 40835;
44150), and has also issued other compilations in vari-
ous forms. French RCA reissued his complete Bluebird
recordings from 1947 to 1950, while the U.S. branch
issued only a one-CD sampler drawn from the 1947
sessions (Bluebird 2292). Mosaic has reissued the
complete 1957-1962 Roulette live and studio record-
ings in two boxed sets (Mosaic 8-135 and 10-149,
respectively). There are many, many other compila-
tions and reissues that document Basie’s entire career.

BASS

The lower range of the audible musical spectrum, usu-
ally considered to be from 18-20 Hz on up to about
300400 Hz. The driver element in a loudspeaker
system that is designed to reproduce bass sounds is
called a woofer.

See also Subwoofer

HOwWARD FERSTLER

BASS REFLEX SYSTEM

A speaker-box design that makes use of a port or drone
(unpowered) cone, in addition to a powered woofer
driver, that, according to parameters outlined by
Neville Thiele and Richard Small more than 20 years
ago, allows the rear radiation of a woofer cone to rein-
force the output of the front, extending and smoothing
low-range response. At frequencies below the rein-
forcement range, there will be a sharp attenuation of
the system output, as the port signal goes back out of
phase with the radiation from the front of the cone.

See also Acoustic Suspension; Loudspeaker

HOWARD FERSTLER

BASTIANINI, ETTORE

BASS TRAP

An acoustical device used in multitrack recording to
minimize the reflection of sound from one instrument
to the microphone of an adjacent instrument. It is built
into the floor beneath each performer, and by means of
its absorbent surface it draws much of the sound down
into its interior, which is filled with spaced fiberglass
panels. The same principle can be applied to walls and
ceilings to avoid reflected signals.

BASS, RALPH (1 MAY 1911-5 MAR 1997)

Half-Jewish, half-Italian, Ralph Basso was born in
the Bronx where he developed a childhood love for
jazz. He settled in Los Angeles in 1944, which had a
vibrant bebop scene, and oversaw sessions by Charlie
Parker and Dizzy Gillespie, among others, for vari-
ous small labels. By 1946, he turned to local R&B
performers, producing T-Bone Walker’s classic “Call
It Stormy Monday” (his first top pop and R&B hit),
and the novelty hit “Open the Door, Richard” by the
Jack McVea Band from 1947. In 1948 Bass joined
Savoy Records, where he worked with legendary
bandleader Johnny Otis. In 1951 Syd Nathan of King
Records hired Bass to run his new Federal label,
where he produced Little Esther and the doo-wop
groups Billy Ward and the Dominos (“Sixty Minute
Man”), and Hank Ballard and the Midnighter’s noto-
rious “Work with Me, Annie” and its many spinoffs.
In the mid-1950s, Bass oversaw James Brown’s big
hits recordings, beginning with “Please, Please,
Please.” In 1960 he was hired by Chess, where he
remained through 1976, where he worked with their
stable of artists, including Etta James, Muddy
Waters, and Howlin’ Wolf. In 1977, he oversaw ses-
sions for the T.K. label which were eventually issued
by Delmark in the early 1990s. He was inducted into
the Rock and Roll Hall of Fame in 1991. He died of
a heart attack in 1997.

CARL BENSON

BASTIANINI, ETTORE
(24 SEP 1922-25 JAN 1967)

Italian baritone, born in Siena. His debut was as a bass,
in Ravenna, in 1945. He was with the Metropolitan
Opera from 15 Dec 1953 (debut as Germont), to 1965.
Verdi roles were special strengths: he was heard in the
complete recordings of Ballo in maschera (DGG
38680-82), Forza del destino (Decca LXT 5131-34),
Rigoletto (Mercury 436-38), and Traviata (DGG
138832-34). He was also a distinguished Figaro in
Barbiere di Siviglia (Decca LXT 5283-85). Bastianini
died in Sirmione, Italy.
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BATCHELOR, CHARLES
(21 DEC 1845-1 JAN 1910)

British/American inventor, born in Dalston, near
London. He went to the U.S. around 1870 as a repre-
sentative of J.P. Coates, the Manchester thread manu-
facturer. He decided to remain in America, working for
Thomas Edison from 1871 as a machinist and laborato-
ry associate. He and Edison worked closely in telegra-
phy experiments during 1874—1875, then in developing
the “electric pen” (mimeograph machine). The Edison
establishment at Menlo Park, New Jersey, was planned
by Batchelor and Edison, and he became the ‘“keeper of
notes and designer of prototypes” there. In 1877 the first
project was the telephone, which was greatly improved
beyond the stage reached by Alexander Graham Bell —
the Menlo Park work made the modern Bell System
possible, and created the mode for long distance calling.

Batchelor’s connection with the phonograph began
with the first working model; he and John Kruesi made
it together on Edison’s plan in November 1877.
Probably Batchelor was responsible for “constructing
the phonets [reproducer] and provided the mecha-
nisms for the fine adjustments necessary for success-
ful operation.”

Later he and Edison made thousands of experi-
ments with filaments and carbonization methods to
perfect the incandescent lamp — succeeding finally in
October 1879. Batchelor extended the electrical work
to the design of dynamos for the Pearl Street station in
New York, where operations began in May 1882. At
the same time he planned the Edison exhibit for the
Paris Electrical Exposition of 1881, displaying a com-
plete lighting system that won the highest awards.
Remaining most of four years in Europe, he organized
electrical installations in France and elsewhere.

The great Edison establishment in Schenectady,
New York, was built by Kruesi and Batchelor. In 1889,
when the Edison interests were sold and a new firm,
Edison General Electric Co., was formed, Batchelor
was named to the board of directors. He was able to
work on a small scale as well, inventing the talking doll
in 1888; this was based on a tiny phonograph with an
automatic return motion (U.S. patent #400,629; filed
30 Oct 1888, granted 2 Apr 1889). The Edison Toy
Phonograph Co. was formed, and by February 1889,
425 dolls had been shipped to New York City for sale.

Batchelor produced artificial sapphire for use in
recording styli, and filed a patent application for it in
May 1890. It was this sapphire that was used by
Eldridge Johnson in making disc masters and which
remained in use through the LP era for cutting lacquer
masters. After 1890 he spent little time on the phono-
graph or other key inventions, having been detoured
by Edison into iron ore research, one of the master’s
less inspired projects. He did develop a “belt-type ore
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concentrator” in late 1889, but this area of experiment
proved unsatisfying and exhausting. The ore business
failed, and the effort was converted in time to the pro-
duction of Portland cement. Batchelor left regular
employment with Edison in 1893, and after 1899 he
devoted himself to travel with his family. He died in
New York. He is regarded as “next to Edison...the
second man in the phonograph development.” [Welch
1972, from which the above quotes are taken.]

BATTELLE MEMORIAL INSTITUTE

A research and development firm located in
Columbus, Ohio, said to be the world’s largest non-
profit scientific institute. It was founded in 1929 by
George Battelle, whose family made its fortune in the
steel business. Xerography was developed there, and
titanium for aerospace applications. In audio history
Battelle is noted for participation in wire recorder
development during World War II. The institute also
did key early research in digitial sound recording dur-
ing the 1970s that lead to the development of the com-
pact disc, or CD. The organization has research
establishments in the state of Washington, Geneva,
Switzerland, and Frankfurt, Germany, and also oper-
ates several other scientific research centers, including
the Brook Haven and Oak Ridge National
Laboratories. [Website: www.battelle.org.]

BATTEN, JOE (1885-1956)

British pianist and record producer, with 50 years of
service in at least 30 companies. His first work in
recording was as a piano accompanist for Musiphone,
a cylinder maker. He was a producer with Edison Bell
from 1920 to 1927, then with Columbia Graphophone.
As a ragtime pianist he recorded under the name Joe
Bolton as early as 1912. His autobiography, Joe
Batten’s Book, carries interesting anecdotes about the
pioneer days of the industry in Britain.

BATTISTINI, MATTIA
(27 FEB 1856-7 NOV 1928)

“The most wonderful baritone of our Golden Age”
(Hurst 1963, p. 115), born in Rome. His debut was at
the Teatro Argentino in Rome on 11 Dec 1878 in
Favorita. In 1883 he was at Covent Garden, and from
1888 at La Scala; he then sang throughout the world
except for North America. In a Covent Garden Traviata
of 1905, his Germont “was of overwhelming splendour,
actually overshadowing Melba and Caruso” (Hurst).
Praise for his singing was universal: Richard Wagner
said he was the greatest Wolfram; Verdi named him
perfect in Ernani and Ballo in maschera, and wrote the




role of Falstaff for him (though Battistini declined the
honor, claiming he could not sing clownish parts). He
gave up opera in 1924, but concertized to 1927. He died
of emphysema a year later in Collebaccaro, Italy, just as
he was preparing a return to opera.

Between December 1902 and February 1924,
Battistini recorded for HMV, making 120 discs: he also
made two for Fonografia Nazionale, Zurich. Of the 1902
recordings, made in Warsaw, the most notable is “O tu
bel astro” (“Evening Star™) from TannhNuser (#52664).
Most of these first recordings were below the artist’s
standard and made with technical carelessness. The
1906 group of discs — issued with an orange label at 15
shillings — are far superior. They were recorded in
Milan with the La Scala Orchestra and Chorus. Among
the best were “O dei verd’anm™ from Ernani (HMV
#052141), “Il mio Lionel” from Martha (#052143),
“Perchi tremar” from Zampa (#052148), and “Eri tu”
from Ballo in maschera (#052146). In June 1911, also in
Milan, Battistini sang Traviata and Tannhauser, as well
as the new verismo repertoire. In his later sessions signs
of vocal deterioration were evident, but there were gems
also, such as “Ai miei rivali cedere” from Ruy blas by
Marchetti (Victor 88650; 1921). His last records were
made in February 1924, when he was already suffering
from emphysema. Seraphim issued a set of seven LPs in
1986, remastered at the original speeds. [Dennis 1953;
Phillips 1947, Stroff 1987/1.]

BATTLE, KATHLEEN (13 AUG 1948-)
Battle is a celebrated American soprano, born in
Portsmouth, Ohio. She studied at the Cincinnatti College
Conservatory of Music, and made her professional debut
in 1972, followed three years later by her operatic debut
in Detroit, Michigan. Her first appearance at New York’s
Metropolitan Opera came in late 1977; she quickly
became an international star. A falling out with the Met’s
administration led her to be fired in 1994, but by then her
career was secure both on the operatic and concert stage.
Battle has appeared on many complete opera recordings,
and has also recorded more popular-oriented material on
theme albums; her 1986 album Sings Mozart (Capital
38297), won her first Grammy Awards (she has won a
total of three to date), and she has also recorded holiday
albums and other selections of popular material, includ-
ing 1996’s So Many Stars (Sony Classical 068473), fea-
turing duets with pop singers like Grover Washington, Jr.
She has recorded exclusively for Sony Classical since
the early 1990s.

BAUER, BEN (26 JUNE 1913-31 MAR 1979)
An important figure in the history of audio and record-
ing, Bauer did notable research in microphone and

BAXANDALL, PETER J.

other audio technologies, including quadraphonic tech-
nologies. One of his more notable achievements
occurred in 1938, when, while working for Shure
Brothers, he engineered a single microphone element
to produce a cardioid pickup pattern. The resulting
product was called the Unidyne Model 55, and the
basic design later became the basis for the well-known
SM57 and SM58 microphones that were used by per-
formers to good effect for many years. Bauer later went
to work for CBS, and in the late 1960s he was influ-
enced by Peter Scheiber’s four-channel research. He
worked on his own variant of the matrix encode/decode
(record/playback) technique, and the result was called
“SQ” for Stereo-Quad. This matrix rejected the specif-
ic phase and amplitude parameters of the Scheiber pro-
posal (which would only yield 3dB adjacent channel
separation) and was claimed to be fully stereo and
mono compatible. Bauer was president of the Audio
Engineering Society in 1969, having received the soci-
ety’s John H. Potts award in 1963, and was made a life
member in 1972. In 1978, he received the Acoustical
Society of America’s silver medal.

See also Ambiance Extraction; Microphone; Tone
Arm

HowARD FERSTLER

BAUR, FRANKLIN
(CA. 1904-24 FEB 1950)

Popular American tenor, born in Brooklyn; his first
name is sometimes spelled “Franklyn.” He was one of
the most acclaimed recording artists of the 1920s,
recording for Victor from March 1924 to March 1929,
with an interval of freelancing. In addition to solo work,
he sang many duets with Gladys Rice and was one of
the Shannon Four (later the Revelers). Baur sang in the
Ziegfeld Follies of 1927 and 1928, and was the original
“Yoice of Firestone” on the radio program of that name
from 1929 to 1931. A typical disc was “When Day Is
Done” (Victor 38795-3; 1927). Baur died in Brooklyn.

BAXANDALL, PETER J. (1921-1995)

Known primarily for his analog circuit designs, after
attending King’s College School, in England, Baxandall
went on to study electrical engineering at Cardiff
Technical College, receiving a degree in 1942. After
helping with research in radar during the war, he joined
Royal Signals and Radar Establishment, where he
remained until his retirement in 1971. At that time, he
became a freelance -electroacoustical consultant.
Baxandall had already published a description of his
widely used tone-control circuit in 1952, but after 1971,
he also researched and helped to further develop other
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technologies, including audio-frequency transformers,
radio-frequency carrier microphones, powered loud-
speakers, dipole and electrostatic loudspeakers, motion-
al-feedback circuits for loudspeakers, bandbass
loudspeakers, line-source loudspeakers, oscillators,
high-speed tape-duplicating equipment, and micro-
phone-calibration methods. He also published numerous
papers on amplifier design and electrostatic loudspeaker
systems, and was known for his guarded antipathy
toward members of audio’s lunatic fringe. In 1980,
Baxandall became a fellow of the Audio Engineering
Society, and in 1993 he won the society’s silver medal.

HOWARD FERSTLER

BAY (H.C.) CO.

An American piano manufacturer established in 1909.
Maker of the H.C. Bay reproducing grand piano
action, and an upright action, used in many brands of
inexpensive pianos. The apparatus would slide under
the keyboard when not in use. Its offices were located
in Chicago, with a factory in Bluffton, Indiana. The
president was Harry C. Bay. The firm made as many as
4,000 reproducing pianos, 8,000 grands, and 18,000
upright and player pianos annually.

BBC

SEE BRITISH BROADCASTING CORP. (BBC)

BEACH BOYS

A rock group formed in California in 1961. The group
was originally formed around the three Wilson broth-
ers, Brian (songwriter, lead vocalist, pianist, and bass
guitarist), Carl (vocals, guitarist), Dennis (vocals,
drummer), their cousin Mike Love (lead vocals), and
friend Al Jardine (vocals, guitarist). Signing with
Capitol Records in 1962, the group scored top hits
through the 1960s. Beginning with their second
album, Brian Wilson took over the producer’s role,
and, influenced by wall-of-sound producer Phil
Spector, began experimenting with elaborate instru-
mental productions, using top studio musicians, as
backups for the group’s vocals. Early hits included
“Surfin’” (Candix 331; 1962), “Surfer Girl” (Capitol
5009; 1963), “I Get Around” (Capitol #5174; 1964),
“Help Me, Rhonda” (Capitol #395; 1965), and
“California Girls” (Capitol #5465, 1965), with its
unusual, brief orchestral introduction.

Brian’s widely acknowledged masterpiece was the
album Pet Sounds (Capitol T2458; 1966), created
while the rest of the group was touring Japan (Brian
had abandoned touring in the mid-1960s due to the
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Beach Boys CD label, showing '60s-era Capitol "swirl label"
design. Courtesy BenCar Archives

stress of creating the group’s music). The record’s
breathtaking instrumental and vocal arrangements,
created in mono (Brian was deaf in one ear and there-
fore did not work in stereo) was highly influential;
Paul McCartney of the Beatles cited it as a direct influ-
ence on their studio work of the later 1960s, as did
many others. He followed it with the complexly
orchestrated “Good Vibrations™ (Capitol 5676; 1966),
a masterpiece of tape collage assembled through vari-
ous recording sessions.

However, while working on a followup to Pet
Sounds to be called Smile, Brian suffered a major
breakdown. The unfinished album has appeared over
the years in bootlegs and fragments issued officially on
boxed sets, but remains one of the most famous albums
that in fact can never be heard. After that, Brian with-
drew from the group, and his brothers and Love
attempted to make up for his loss, with mixed results.
Also, the group’s sunny harimonies and beach-oriented
material went out of fashion, although beginning in the
mid-1970s Capitol ceaselessly mined the group’s back
catalog to great success. Continuing to tour primarily
as a nostalgia band, the group worked the road while
occasionally issuing albums through the 1980s. After
12 years without a hit record, the Beach Boys scored a
surprise hit with “Kokomo” (Elektra 69385), which
reached the top of the charts in September 1988.

The group continued to tour through the death of
Carl Wilson in the late 1990s (Dennis had previously
died in 1983), finally splitting into two factions, with
Al Jardine leading his own group of family and friends



while Mike Love and Bruce Johnston (Brian’s road
replacement from the mid-1960s who worked steadily
with the group over the next decades) led their own
“Beach Boys” band. Brian Wilson himself emerged
from self-retirement on occasion, first with a self-titled
solo album (Sire 25669; 1988; #54), and then for tours
and further recordings in the late 1990s.

CARL BENSON

BEAR FAMILY RECORDS

Launched in Bremen, Germany, in 1975, Bear Family
was the creation of Richard Weize, who had earlier
started Folk Variety Records. Bear Family initially
reflected Weize’s taste, issuing folk and bluegrass, but
in 1978, Weize licensed an LP of unissued Johnny
Cash recordings, thus launching Bear Family into the
reissue business. Drawing from both major and inde-
pendent labels, Bear Family developed a vast LP and
CD catalog, specializing in career-spanning boxed
sets. The focus, initially on country music, was
expanded to rock ‘n’ roll, then pop, R&B, jazz, and
ethnic music (boxed sets of German Jewish recordings
from the Nazi era and American left-wing music from
the 1930s and 1940s are especially notable examples
of the label’s eclecticism). Bear Family also has
a large catalog of German language recordings,
including beat groups and schlager, and operates one
of Europe’s largest record mail order companies.
[Website: www.bear-family.de.]

CoLIN Escort

BEARSVILLE (LABEL)

SEE GROSSMAN, AL[BERT B.]

BEASTIE BOYS

American hip-hop band active from 1981 until the
present. Beastie Boys started as a New York hardcore
band with founding members Adam Yauch, bass; John
Berry, guitar; Kate Schellenbach, drums, and Michael
Diamond, vocals. By 1984 the band had moved into
the burgeoning hip-hop culture: Berry and
Schellenbach departed and Adam Horowitz joined.
The new lineup featured each member on vocals with
Horowitz eventually taking up guitar and Diamond
moving to the drums. They also adopted rap names:
Adam “King Ad-Rock” Horowitz, Michael “Mike D”
Diamond, and Adam “MCA” Yauch. The first popular
white rap act, the Beasties created controversy and
astounding sales with their first album, 1986’s
Licensed to lil (Def Jam 4500621), a work packed
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with brazen sampling from rock and funk groups. The
song “Fight for Your Right (To Party)” became a
popular music video on MTV.

Controversy followed early Beastie performances
and their lyrics were attacked for celebrating violence
and drug use. A lengthy legal battle with producer Rick
Rubin delayed their second album, Paul’s Boutique
(Capitol 2102), until 1989. The Beasties had teamed up
with the Dust Brothers on this dense album of sound
collages and intricate soundscapes that initially failed
commercially but has since been heralded as a master-
piece of pop experimentalism. In 1992, the Beasties
returned to their instruments and hardcore background
for Check Your Head (Capitol #EST2171): this work
also proved to be their return as pop favorites.

1994 saw the release of /[l Communication (Grand
Royal/Capitol 61468), featuring the popular “Sabotage”
and the spiritual “Bodhisattva Vow.” The latter song was
indicative of a cultural shift in Beastie aesthetics: Yauch
had become a Buddhist and the band became stanch
supporters of Tibet; they organized a series of Tibetan
Freedom Concerts that brought the plight of an
occupied Tibet to the pop world. In 1996 the band
released an instrumental EP entitled The In Sound from
Way Out (Polygram 013), a Euro-Funk collection.

With the release of Hello Nasty (Grand Royal/
Capitol 38377162) in 1998 the Beasties had solidified
their importance as cultural arbiters and political
activists. The band established their own record label,
Grand Royal, a now-defunct magazine of the same
name, and a clothing line. A collection of material
spanning their entire career entitled Beastie
Boys Anthology: The Sounds of Science (Grand
Royal/Capitol 352294022) was released in 1999. The
entire Beastie Boys catalog is available on CD.

JoHN Rocco

BEATLES, THE

The story of the Beatles’s career and their incredible
impact on popular music in our time is well known.
This entry will cover the Beatles’s achievements as
recording artists.

The Beatles were perhaps the first great recording
group in 20" century popular music. Rather than view-
ing their records as an adjunct to their live performances
— as most previous groups did — the Beatles devel-
oped studio techniques that allowed their recordings to
stand alone as unique artistic statements. They were so
successful that, at the height of their touring popularity

in 1966, they could “retire” from performing and rely
on records to represent them to their millions of fans.
Certainly, the economics of the record industry
contributed to their ability to cease performing live, as
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Cover of the Beatles's 1966 album, Revolver. Courtesy
BenCar Archives

the group could easily support itself through record
sales; but the decision to retire from live performing
was as much an aesthetic as a financial one. The second
half of the Beatles’s creative output exists only as
records, and was not created for live performance. This
remains a unique achievement for a popular act, and
led the way for others to view their careers in terms of
recorded output rather than live concerts.

The Beatles themselves were among the first gener-
ation of musicians to be influenced by recorded per-
formances, rather than learning from other local
musicians. Liverpool was a port-of-entry for imported
American goods, and many American seaman passed
through, bringing with them blues, country, and jazz
records. None of the Beatles’s major early influences
— Buddy Holly, Elvis Presley, the Everly Brothers —
had performed “live” there; it was their records that
entranced the young musicians. Records also had the
advantage of being fixed performances, that could be
played again and again, until ever nuance could be
captured. When John Lennon first heard Paul
McCartney play guitar, he was impressed by his abili-
ty to reproduce Gene Vincent’s “20 Flight Rock” from
the record; George Harrison lifted many of his early
licks from Carl Perkins’s Sun recordings.

The Beatles were outsiders to British pop music
when they first were signed to EMI’s small Parlophone
division. George Martin, their producer, had a back-
ground in working with comedians and certainly was
not known for being a pop music producer. Perhaps this
helped both the group and their producer approach the
recording process in a new way. At first, the group and
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Martin struggled simply to capture their “live” sound-on
tape; their first album was recorded in a single, day-long
session, with the last song, “Twist and Shout,” held until
the end so that John Lennon would only have to sing it
once. The demands of shouting the lyrics were such
that, plagued with a head cold, the singer could only
risk one performance. Such live, direct-to-tape record-
ing was common in the record business of the day, and
certainly economical for an unproved group.

However, by the time the Beatles began work on
their second album, they already began experimenting
with studio techniques. Double-tracking the lead vocal
was one of the first — and simplest — studio tricks
employed by Martin. Such simple double tracking cre-
ated a stronger lead line, and also a slightly out-of-
phase edginess to the lead part, because a perfect
double could never be created in this manual manner.
Soon, performances were being created by splicing
together the best parts of various takes, rather than
relying on the vagaries of producing a perfect, com-
plete performance. Guitar solos could also be added
(or amended) at a later time.

The most advanced studio equipment of the day
was the four-track stereo tape recorder. Once a back-
ing track was created on all four tracks, it could be
mixed down to a single track, to open up the other
three tracks for vocals or instruments. Most “effects”
were created by manipulating the tape itself. When
John Lennon purchased his own tape machine — in
order to listen to rough studio mixes — he discovered
that he could vary the speed of the tape, as well as cre-
ate new sounds by threading the tape backwards.
Some of these techniques began to appear on singles
like “Rain” and the eerie “Tomorrow Never Knows.”
Paul McCartney was also exposed to musique concreéte
through his connections in the London avant-garde in
the mid-1960s; these composers created their compo-
sitions directly on tape, using splicing, overtracking,
and tape-speed manipulation, among other techniques.

Most of the Beatles’s recordings were made on
four-track equipment to this point. In order to add
additional parts beyond the four basic tracks, the
recordings had to be “bounced”; four tracks were
recorded, then mixed to one track via a second
tape recorder. This opened three more tracks for
additional parts, but it also meant that the four original
parts could no longer be adjusted (without losing them
all). Unintentional bits of conversation, mistakes in
editing, and other small problems became integral
parts of the finished product. Also, stereo and mono
versions of a song were not always identical; some-
times a different take was used for each mix, although
the variations in performance were usually minor.

The Beatles’s greatest recorded achievements are
generally considered to be the single “Strawberry Fields
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Forever”/“Penny Lane,” followed by the Sergeant
Pepper’s Lonely Heart’s Club Band album. “Strawberry
Fields” is a tour de force of tape composition; it was
created by overlaying two different versions, originally
sung in two different keys. To make them match, Martin
had to vary the tape speeds. Other effects, including the
backwards cymbal part, exotic instrumentation (includ-
ing the use of an early electronic keyboard, the
Mellotron), and an extended instrumental coda featur-
ing many overlaid parts, all contribute to the song’s
dream-like quality. The rather thin, compressed
vocal — with its slightly out-of-phase quality — is
perfectly suited to the lyric and accompaniment.

Sergeant Pepper’s lays claim to being the first “con-
cept” album. Rather than being an assembly of hit sin-
gles and B-sides, the album was created as a single
package, and no material was released separately for
single sales. Even the “spacing” between tracks was
manipulated, to give the allusion of a continuous “con-
cert” rather than a grouping of individual tracks. The
album stands as a summation of the Beatles’s record-
ing interests to date, featuring many of the same
effects that were experimented with on Revolver and
the singles preceding it, but used to create a coherent
whole. The various different styles of songs — from
the nostalgic “When I'm Sixty-Four” through the trip-
py “Lucy in the Sky With Diamonds” to the cinematic
“A Day in the Life” — were each given a unique audio
style suited to their content. No attempt was made to
create versions that could be replicated “on stage”; the
soundstage of the album became the platform on
which the listener experienced the music.

Sergeant Pepper’s also represented a new level of
sophistication in album packaging. The Beatles had
long taken an aesthetic interest in how they presented
themselves to their public; the famous half-shadowed
portraits that graced their second U.K. album (and the
first released on Capitol in the U.S.) was an early sign
that they were self-aware to a degree that was not pre-
viously seen in popular music. As their albums became
more sophisticated, so did their visual presentation,
culminating in the justly famous elaborate cover for
Sergeant Pepper’s. Everything from the “group” shot
on the cover with its many visual references to famous
pop-culture icons, to the Sergeant Pepper uniforms,
and the presentation of the lyrics on the back of the
sleeve was carefully planned. Purchasing the album
allowed the listener to participate in the mythmaking;
the album became an icon for all advanced pop-music
fans of the day.

Much of the Beatles’s later career was spent trying
to recapture the freshness of their live performing
days, without losing the innovations they had made in
recording technique. This was perhaps best achieved
in the long song-medley that comprised most of the

BEBOP

second side of Abbey Road. Although each song was
not elaborately produced, the piecing together of the
material both thematically and in terms of contrasting
audio experiences was handled in such a way to create
a composition that is more sophisticated than its indi-
vidual parts. The last bit, a snippet of a song called
“Her Majesty,” performed by Paul McCartney to his
own guitar accompaniment, was actually a fragment
that was meant to be removed from the finished prod-
uct (hence the several second delay before it is heard,
as well as the clipped final note). When the master
arrived including the track, McCartney was pleased
with the serendipity, and kept it.

CARL BENSON

BEBOP (ALSO KNOWN AS BOP)

A form of “hot jazz” that was prevalent in the U.S.
from the end of World War II to about 1958, as suc-
cessor to swing. The name was derived from a two-
note motive that was typically played to terminate a
phrase: a “be-bop” figure. In contrast to the big bands
that played swing music, bebop was usually played by
small combos — though a few large groups like those
of Dizzy Gillespie and Woody Herman did join in later
— made up of soloists with rhythm sections. In the
standard form, the combo played 12-measure blues or
32-measure popular songs, with the theme announced
by the ensemble, followed by a solo, and the return of
the group. Improvisations followed chord progressions
but often they extended diatonic practice by means of
chromatic alterations or substitutions. The rhythmic
beat departed from the square swing accompaniment
and added its own free patterns.

Among the artists associated with the origin of
bebop are pianist Thelonious Monk, trumpeter Dizzy
Gillespie, and alto saxophonist Charlie Parker. Because
of the recording ban enacted by the American
Federation of Musicians, effective 1 Aug 1942, much
of the pioneering work in bebop went undocumented.
However some private recordings were made at jam
sessions, and a few have been issued commercially:
Archive of Folk Music FS-219 includes Gillespie’s
“Stardust” and “Kerouac” of 1941; Xanadu 107 has
Monk’s solo in “Sweet Lorraine”; Onyx 221 and
Spotlite 120 have Parker’s 1942 version of “Cherokee.”

With the lifting of the ban on 11 Nov 1944 (Decca
had come to terms with AFM in September 1943, and
a number of independents were established during
1944, but Victor and Columbia had persisted another
year), record companies were free to take on bebop,
and eventually they did so. It was the small label Guild
that signed Dizzy Gillespie to an exclusive contract.
Blue Note and Dial were two other labels that made
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BECHET, SIDNEY

commitments to bebop. During the 1950s bebop’s
moderate aspects assumed prominence over its “hot”
manner, and it gave rise to cool jazz. The other trend
of the period saw rhythm and blues turning into rock.

BECHET, SIDNEY
(14 MAY 1897-14 MAY 1959)

American jazz clarinetist and saxophonist, born in
New Orleans. At age six he was playing in the honky-
tonks of Storyville in New Orleans. He moved to
Chicago in 1917, and to New York in 1919; he led his
own band and performed also with Noble Sissle, Duke
Ellington, and others. After 1919 he spent much of his
time playing in Europe, finally settling in France in
1947. He died in Garches, France, on 14 May 1959.

Bechet’s first published record dates from 1923, as
he and the “King Bechet Trio” accompanied singer
Rosetta Crawford on Okeh 8096. His first-ever records
were made in London in early 1920 for Columbia, with
Benny Peyton’s Jazz Kings (“High Society” and “Tiger
Rag”); they were never issued. Between 1923 and 1925
he made many discs with various groups. On 30 May
1924 he and an unidentified pianist accompanied singer
Maureen Englin on “Foolin’ Me” (Pathé Actuelle
032056). His first principal recordings were made 15
Sep 1932 for Victor in New York, with his New Orleans
Feetwarmers; they included “Maple Leaf Rag” (#23360
and many reissues). Among later popular items were
“One O’Clock Jump” (Victor 27204; 1940) and
“Nobody Knows the Way I Feel Dis Mornin’ ” on which
he plays both clarinet and soprano saxophone (Victor
26663; 1940); both had several reissues. A remarkable
“Sheik of Araby” made on 18 Apr 1941 (Victor 27485,
many reissues), had Bechet as a “one-man band”; he
“overdubbed” himself playing clarinet, soprano sax,
tenor sax, piano, bass, and drums — the first such effort
on a jazz record, and long preceding the overdub tech-
nique employing multitrack tape. Another famous
record is “Les oignons,” done for the Vogue (French)
label in 1949. He died in Paris on his birthdate in 1959.
LP and CD reissues cover the 1924—1928 period (BBC
LP/CD 700; 1989), and the 1932-1941 period (RCA LP
5516, and RCA CD 86590, 1976).

BECK (BECK HANSEN) (8 JULY 1970-)
Postmodern rock wonderkindeck Hansen’s best years
may still lie ahead, but he has already revealed a
masterful grasp of songcraft and studio dynamics. His
best work has fused together elements of folk-pop,
roots blues, country, white noise, hip-hop, and
psychedelia complemented by clever — at turns
biting or surrealistic — lyrics.
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Los Angeles native Beck emerged in the early
1990s with the local alternative radio hit, “Loser”
(Bongload 5; 1993). The popularity of the slacker
anthem led to his signing with Geffen, and a newly
recorded version (DGC 270; 1994; #10) became a
national hit, followed by an eclectic debut album,
Mellow Gold (DGC 24634; 1994; #13).

Possessing an open-ended contract that permitted
distribution arrangements with other labels, additional
Beck material flooded the market in short order, most
notably, Stereopathic Soul Manure (Flipside 60;
1994), a collection of home recordings from the
1988-1993 period, and the predominantly live
acoustic set, One Foot in the Grave (K 28; 1994).
The next Geffen release, Odelay (DGC 24823; 1996;
#16), featured his tour de force production values,
shifting effortlessly from hardcore dissonance to coun-
try blues while retaining a funky rhythmic flow
throughout. By now an established star, Beck further
consolidated his reputation with Mutations
(DGC15309; 1998; #13), and the decidedly darker
Midnight Vultures (DGC 490485, 1999; #34).

FRANK HOFFMANN

BECK, JEFF (24 JUNE 1944-)

More than any other guitarist, Jeff Beck was responsi-
ble for defining the progressive rock genre.
Combining extraordinary technique with a predisposi-
tion to expand previously defined stylistic boundaries,
he blazed a path in the latter half of the 1960s that
would be traveled by peers such as Jimmy Page, Mick
Ronson, and Paul Kossof. His innovations included
the use of dissonant chords, controlled feedback,
fuzztone, and sustained notes to create emotional
intensity, combined with an overriding sense of
compositional perspective, which precluded empty
displays of virtuousity. Beck’s later experiments with
blues rock, heavy metal, jazz fusion, and new wave
rockabilly offered further evidence of his facility in an
encyclopedic range of styles.

When blues guitar interpreter Eric Clapton
professed dissatisfaction with the pop direction of the
Yardbirds’s first hit single, “For Your Love” (Epic
9790; 1965; #6), many observers of the British rock
scene assumed Clapton would be replaced by highly
regarded session player Jimmy Page (later the founder
of Led Zeppelin). Instead, the group recruited the
relatively unknown Beck, who immediately posi-
tioned himself in the forefront of guitar innovators,
emulating the Indian sitar by filtering his guitar
through a fuzzbox in “Heart Full of Soul” (Epic 9823;
1965; #9). His restrained application of then-exotic
sound effects — feedback in “Shapes of Things”




(Epic 10006; 1966; #11), and the dual lead interplay
with Page on “Happenings Ten Years Time Ago”
(Epic 10094; 1966; #30) — enabled the Yardbirds to
remain commercially viable despite a pronounced
experimental orientation.

Wishing to exert greater control over the creative
process, he left the Yardbirds in 1967 to form the Jeff
Beck Group, which featured vocalist Rod Stewart,
bassist Ron Wood (later a member of the Rolling
Stones), drummer Mickey Waller, and keyboardist
Nicky Hopkins (Quicksilver Messenger Service).
While the band’s two albums — Truth (Epic 26413;
1968; #15), and Beck-Ola (Epic 26478; 1969; #15) —
laid the groundwork for heavy metal, internal differ-
ences spurred Stewart and Wood to join the Faces. A
new edition of the band released two well-executed, if
predictable, LPs, Rough and Ready (Epic 30973;
1971; #46), and The Jeff Beck Group (Epic 31331;
1972; #19), before Beck joined forces with drummer
Carmine Appice and bassist Tim Bogert (both former-
ly with Vanilla Fudge and Cactus) to form a short-lived
power trio.

Beck returned to the public eye with a highly
acclaimed fusion album, Blow by Blow (Epic 33409;
1975; #4). He continued in much the same vein with
Wired (Epic 33849; 1976; #16), and Jeff Beck with the
Jan Hammer Group — Live (Epic 34433; 1977, #23),
both collaborations with Hammer, the former
Mabhavishnu Orchestra keyboardist.

For that point onward, Beck followed an erratic
career path, retiring for lengthy periods of time before
resurfacing with high-profile guest contributions (e.g.,
Mick Jagger’s Primitive Cool, Roger Waters’s Amused
to Death), as well as uniformly well-received solo
recordings. His LPs have included the jazz-inflected
There and Back (Epic 35684; 1980; #21); his most
polished, pop-oriented offering, Flash (Epic 39483;
1985; #39); the track “Escape,” awarded the Grammy
for best rock instrumental), featuring Nile Rodgers’s
production work and a bevy of vocalists; Jeff Beck’s
Guitar Shop (Epic 44313; 1989; #49), awarded the
Grammy for best rock instrumental performance;
Crazy Legs (Epic 473597; 1993), a retro tribute to
Gene Vincent and his Blue Caps guitarist, Cliff
Gallup; Who Else! (Epic 67987; 1999; #99), nominat-
ed for the Grammy for best rock instrumental per-
formance; and You Had It Coming (Epic 61625; 2001).

FRANK HOFFMANN

BEECHAM, THOMAS, SIR
(29 APR 1879-8 MAR 1961)

British conductor, born in St. Helens, into a wealthy
family. At age 20 he conducted the Hallé Orchestra; in

BEECHAM, THOMAS, SIR

1906 he established the New Symphony Orchestra and
led it until 1908. From 1910 to 1913 he was impresa-
rio of Covent Garden; in 1916 he conducted concerts
of the Royal Philharmonic Society. Beecham’s
American debut was with the New York Philharmonic
in 1928. He organized another orchestra, the London
Philharmonic, in 1932. During World War II he took
the post of conductor of the Seattle Symphony
Orchestra. He founded yet another orchestra, the
Royal Philharmonic, in 1946. Among his many honors
was a knighthood (1916), and the issue of a commem-
orative stamp for his (approximate) birth centennial on
1 Sep 1980. He died in London.

Beecham’s conducting was most notable in works
of Delius, Handel, Mozart, Schubert, Sibelius, and
Richard Strauss; his best recordings are of those com-
posers. He began to make discs for the Gramophone
Co. in London in 1910, then for Odeon ca. 1912.
Mozart overtures were among his 1915-1917 releases
by Columbia, including Die Zauberflote (#6559-60),
and Nozze di Figaro (#6908). However, his acoustic
records were in general inferior to the later electrics,
made for Columbia in Britain, in 1926-1932. Several
Delius works were recorded, beginning with Brigg
Fair in 1928 (#4335-5). He directed the first complete
Messiah recording from June to October 1927 (discs
issued separately and in album DX 630/637). He con-
ducted for the Delius Society during 1934-1938; made
a popular record of his own arrangement from Handel,
The Faithful Shepherd: Suite (Columbia LX 915/917,;
1940), and other Handel numbers in the 1930s. His
Mozart symphonies were issued from 1933 to 1940.
The Sibelius Society set included Beecham with
Jascha Heifetz in the Violin Concerto (Victor
14016/19, album M-309; 1935), still regarded as the
definitive performance, as well as Finlandia, the
fourth symphony, and Kuolema.

Beecham was one of the Britons who did not devel-
op an early distaste for Nazism; in 1937 he was in
Berlin to record the complete Die Zauberflote for
HMV (#DB3465/83 and #8475/93). With Tiana
Lemnitz, Erna Berger, and Gerhard Hasch, it remains
one of the outstanding versions of the opera on record.
He continued to record, for Columbia and then EMI,
after World War II, producing fine releases of his
favorite composers, directing “his” London orchestras
as well as leading orchestras in the U.S. His final issue
was the Prelude to Die Meistersinger, made in a
London concert on 4 Nov 1959 (HMV ALP-2003).
CD reissues of Delius works appeared from the
Beecham Memorial Trust in 1989; and EMI has trans-
ferred to CD most of the Beecham legacy from 78s
and LPs. [A CD listing appeared in the July 1990
Gramophone, p. 195; earlier discographies were
Beecham Society 1975; Gray 1979; Lewis 1980.]
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BEE GEES, THE

Many pop music artists have parlayed an eclectic
blend of musical styles to achieve commercial success,
but the Bee Gees are one of the few to remain on top,
at least for their first 15 years on the charts, despite a
complete image makeover. Whatever genre assayed by
the group, be it British Invasion pop, Baroque ballads,
rhythm and blues, disco, or adult contemporary, their
recorded output has been distinguished by immaculate
three-part vocal harmonies, flawless arrangements and
production work, and songwriting of the highest order.

Although the group (particularly in the late 1960s)
has sometimes included added personnel, the primary
members have always been the three Gibb brothers,
Barry (born 1 Sep 1947), and the twins, Robin and
Maurice (born 22 Dec 1949). They. first performed in
public at an amateur talent show in Manchester’s
Gaumont British Theater in 1955 as “The Blue Cats.”
After the family emigrated to Brisbane, Australia, in
1958, the trio began performing live as well as appear-
ing on radio and television. Within two years, the
brothers had been awarded a weekly TV series and
secured an 18-month residency at the Beachcomber
Nightclub in the resort, Surfers Paradise. Their popu-
larity with Australian youth led to a contract with the
Australian label Festival Records in late 1962. The
group’s first single, “Three Kisses of Love” (available
on Bee Gees: The Early Years, Vol. 2; Excelsior 4402;
1980), was released in January 1963, making
Australia’s Top 20. A string of hits followed, climaxed
by three number one hits in 1966: “Wine and Women,”
“I Was a Lover, a Leader of Men” (both on Bee Gees:
The Early Years, Vol. I; Excelsior 4401; 1980), and
“Spicks and Specks” (available on Rare Precious &
Beautiful; Atco 33-264; 1968).

With the group primed to achieve international pop-
ularity, the family relocated to England in February
1967. They immediately began recording The Bee
Gees’ First (Atco 223; 1967), which included three
U.S. Top 20 singles: “New York Mining Disaster”
(Atco 6487; 1967), “To Love Somebody” (Atco 6503;
1967), and “Holiday” (Atco 6521; 1967). The album
also earned them the “Beatles imitators” label,
because of the perceived similarities in their songs,
vocal harmonies, and overall production sound to the
popular British group. Their father, Hugh Gibb, refut-
ed the charge, noting, “In actual fact we began record-
ing before the Beatles...we came from Manchester,
which is only 30 miles from Liverpool. It is rubbish to
say we copied the Beatles’ sound, it wasn’t their
sound, it was an English sound that began with
Tommy Steele and skiffle” (liner notes to Bee Gees:
The Early Years, Vol. 2).

Despite such criticisms, the group enjoyed a long
run of hit singles — including “I Gotta Get a Message
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to You” (Atco 6603; 1968), “I Started a Joke” (Atco
6639; 1968), “Lonely Days” (Atco 6795; 1970), and
“How Can You Mend a Broken Heart” (Atco 6824,
1971) — and moderate-selling LPs — most notably,
Horizontal (Atco 233; 1968), Idea (Atco 253; 1968),
Odessa (Atco 702; 1969), Best of Bee Gees (Atco 292;
1969), 2 Years On (Atco 353; 1971), Trafalgar (Atco
7003; 1971), and To Whom It May Concern (Atco
7012; 1972) — interrupted only by Robin’s brief
departure in 1969 to pursue a solo career.

By 1974, however, sales of their increasingly over-
produced recordings had dropped off to the point
where Atco demanded a stylistic change more in tune
with the contemporary music scene. The resulting
release, the R&B-disco flavored Main Course (RSO
4807; 1975), placed the Bee Gees squarely into the
pop mainstream with the help of three Top 20 singles
(including the chart-topper “Jive Talkin’,” RSO 510).
During the latter half of the 1970s, no act enjoyed
greater chart success. Three of the group’s contribu-
tions to the Saturday Night Fever soundtrack (RSO
4001; 1977) — “How Deep Is You Love” (RSO 882;
1977), “Stayin’ Alive” (RSO 885; 1977), and “Night
Fever” (RSO 889; 1978) — spent a total of 15 weeks
at the top of the Billboard Hot 100. At one point the
Bee Gees had five of their compositions in the Top 10
(including songs recorded by Samantha Sang and
brother Andy Gibb). The soundtrack remained number
one on the album charts for 24 weeks; it was estimat-
ed at the time to be the best-selling LP in history. They
also earned five Grammies for their work on the film
soundtrack project in 1978.

Faced with the unenviable task of trying to top their
hitherto unprecedented success, the Bee Gees moved
away from disco with Spirits Having Flown (RSO
3041; 1979), which included three number one singles:
“Too Much Heaven” (RSO 913; 1978), “Tragedy”
(RSO 918; 1979), and “Love You Inside Out” (RSO
925; 1979). However, album releases comprised of new
material from that point onward exhibited a marked
decline in sales. While songs such as “The Woman in
You” (RSO 813173; 1983), and “You Win Again”
(Warner 28191; 1987) continued the group’s tradition
of beautiful melodies, lush harmonizing, and polished
production work, they appeared predictable compared
with earlier cutting-edge releases. Furthermore, Top 40
radio stations seemed less inclined to place new Bee
Gees records in rotation. Their only major later career
hit was 1989’s “One” (Warner 22899), a number seven
pop/number one adult contemporary hit in the U.S. On
the other hand, they have remained a fixture within the
adult contemporary format. The Bee Gees were induct-
ed into the Rock and Roll Hall of Fame in 1997, which
led to their first new album release in six years in 1998
and a subsequent tour. They released their 28" album




of original material in 2001. Following surgery,
Maurice died on 12 Jan 2003, putting into question any
future recordings or performances by the group.

FRANK HOFFMANN

BEGGARS BANQUET (LABEL)

Beggars Banquet began in 1974 as a record store
founded by London disc jockeys Martin Mills and Nick
Austin in the Earl’s Court district, taking its name from
the well-known Rolling Stones’s album Selling both
new and used recordings, the outlet’s success led to the
opening of branches in Fulham and Ealing. By 1976
the company had moved into tour promotion, handling
the Commodores, the Crusaders, Southside Johnny,
and other artists reflecting the stores’s specialties.

The rise of punk in the second half of the 1970s led
to a change of emphasis; the stores began stocking the
vast array of seven-inch singles being released by
domestic and foreign labels, and the promotions firm
focused on booking bands such as the Damned, the
Stranglers, and Graham Parker. The central facility
even provided rehearsal space for emerging acts.

A request by the Lurkers, a London-based punk
band strongly influenced by the Ramones, for man-
agement support, led to a record label search. Failing
in this regard, Beggars Banquet decided to start its
own recording company. Following the debut single
release, the Lurkers’s “Shadow” (Beggars Banquet
BEG 1; 1977), the label developed a reputation as a
shrewd judge of underground talent. As the punk
movement moved closer to the pop mainstream,
Beggars Banquet found commercial success. Ivor
Biggun’s “The Winker’s Song (Misprint)” (Beggard
Banquet BOP 1) brought the company its first U.K.
Top 30 hit in September 1978. Finances were placed
on solid footing for good with the emergence of Doll
and Gary Numan’s Tubeway Army in early 1979.
Numan would go on to top the British singles and
album charts twice within a year: “Cars” (Beggars
Banquet BEG 23/Atco 7211; 1979), “Complex”
(Beggars Banquet BEG 29; 1979), Replicas (Beggars
Banquet/Atco 117; 1979), and The Pleasure Principle
(Beggars Banquet/Atco 120; 1980)

Success led to further expansion, most notably the
launching of two subsidiary labels, 4AD in 1980, and
Situation 2 in 1983. The former label, in particular,
developed its own easily identifiable sound, a moody
impressionistic style characterized by colliding minor
chords, swirling guitars, and swooping vocals. Key
signings included the Cocteau Twins, Dead Can
Dance, X-Mal Deutschland, This Mortal Coil, Modern
English, Colourbox, Wolfgang Press, and Lush. In the
meantime, the parent company maintained its own

BEIDERBECKE, BIX

successful track record with Bauhaus, the Associates,
Icicle Works, and Wah! all releasing British hits during
1982—-1984. The international popularity of the Cult’s
“She Sells Sanctuary” (Beggars Banquet U.K./Sire
0-20407 12-inch U.S. single; 1985). helped establish
Beggars Banquet as a worldwide commercial force. A
long run of chart hits — both in America and Great
Britain — by the likes of Bauhaus spin-off Love and
Rockets, the Charlatans UK. Loop, Buffalo Tom,
Mercury Rev, and Luna further cemented the label’s
market viability (which has lasted into the 21* centu-
ry), as well as its aesthetic reputation. [Thompson
2000.]

FRANK HOFFMANN

BEGUE, BERNARD

French baritone, singer of minor roles at the Paris
Opéra and later at the Metropolitan Opera. He made
10 cylinders for Columbia in 1898, among the first
recordings of operatic arias (from Carmen, Rigoletto,
Huguenots, William Tell, and L’africaine); other early
arias on record were recorded for Bettini and Edison
cylinders. Begue’s Edison records included arias from
Halévy’s Charles VI; (#7256), L’africaine (#1372),
and William Tell (#7424) in 1899. Other labels he
worked for were Berliner and Zonophone.

See also Opera Recordings

BEIDERBECKE, BIX
(10 MAR 1903-6 AUG 1931)

American jazz cornetist and pianist, born Leon
Bismarck Beiderbecke in Davenport, Iowa. He played
with various groups in Chicago and St. Louis, then
joined the Paul Whiteman band in 1927; he left
Whiteman because of ill health in 1929 The earliest
record by Beiderbecke was “Fidgety Feet” with the
Wolverines Orchestra (Gennett 5408; 18 Feb 1924). He
began recording with “Bix and His Rhythm Jugglers”
— a small group that included Tommy Dorsey — in
January 1925, beginning with “Toddlin’ Blues”
(Gennett 5654). His final recording with his own
orchestra — including Bud Freeman, the Dorsey broth-
ers, Benny Goodman, Gene Krupa, and Joe Venuti —
was made on 8 Sep 1930 for Victor. Beiderbecke was
last heard on disc performing with Hoagy Carmichael’s
Orchestra, in a Victor session of 15 Sep 1930. Among
his other notable recordings: “Singin’ the Blues” with
the Frankie Trumbauer band (Okeh 40772; 1927), and
“In a Mist” — his own composition, which he played on
piano (Okeh 40916; 1927). Beiderbecke died in New
York from alcoholism.
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BEKA RECORD GMBH

Bix Beiderbecke in the mid-'20s. Courtesy BenCar Archives

Beiderbecke’s recordings have been reissued on var-
ious labels, both in the U.S. and abroad. Beiderbecke’s
Gennett recordings have been reissued on Milestone,
originally on a two-LP set that is now available on CD
(And the Chicago Cornets; Milestone 47019), as well
as on various import labels. Columbia has reissued his
classic small-group 1927 Okeh/Brunswick recordings
on Singin’ the Blues (Columbia 45450) and his work
with Whiteman and other larger ensembles on At
the Jazz Band Ball (46175). (The complete Okeh/
Brunswick material is available on a seven-CD set
issued on Mosaic Records 211.) Further Bix-Whiteman
recordings are available on the Bluebird reissue, Bix
Lives! (RCA Bluebird 6845).

BEKA RECORD GMBH

A company formed in Berlin, in October 1904. It was
founded by the Bumb and Kinig’s Institute for Modern
Inventions, which had been set up in 1903 by Heinrich
Bumb and a partner named Kinig; it is supposed that
the firm’s name emerged from their initials. Beka
made double-sided discs in 1904, among the earliest to
be marketed in Europe. Label names were Beka, Beka
Grand Record, Beka Ideal, Beka Meister Record,
Beka Saphir Record, and Beka Sinfonie Record, in
seven-inch, eight-inch, 10-inch, 11-inch, and 12-inch
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sizes. In 1906 Beka was selling seven-inch discs in
Britain for only one shilling, forcing a price war with
Zonophone. By 1907 the company was offering an
international disc catalog of 224 pages, including
items in Arabic and Asian languages. This catholicity
resulted from a remarkable voyage made by Bumb in
1905-1906 to record local genres; he visited Eastern
Europe, Egypt, India, Burma, Java, China, and Japan.
Vocal recordings were dominant, but the singers were
not of great distinction; an exception was Zélie de
Lussan, who did four items in 1906. Although a spe-
cial recording ensemble, the Meister Orchester, was
established in 1911, the instrumental repertoire was
not exploited. Beka records had a grotesque trademark
evidently patterned on Nipper, showing a flamingo lis-
tening to a gramophone horn. There was overlapping
in the output of Beka, Scala, and Coliseum labels; in
some cases an identical singer appeared on more than
one of them, using different names. The company also
made gramophones, with tapered tone arms; a reprint
of their 1911/1912 equipment catalog is found in TMR
#50 (1978). The firm changed its name to Beka
Record Actien-Gesellschaft in 1910. After 1916 the
company was acquired by the Carl Lindstrim group.
[TMR 50 (1978); Want 1976.]

FRANK ANDREWS

BEL CANTO (LABEL)

Disc record label of Bel Canto Record GmbH, Berlin,
established in August 1909. Some of the material was
British and some was from Dacapo recordings. The
London agent was John G. Murdoch and Co., Ltd.,
who also did recording for Bel Canto. [Andrews 1990.]

BELAFONTE, HARRY (1 MAR 1927-)

American popular and folksinger, born Harold George
Belafonte, Jr., in New York City. He lived with his
family in Jamaica from 1935 to 1940, absorbing the
calypso style that he later helped to make famous in
the U.S. After navy service in World War II he
appeared as a pop singer in Broadway clubs and then
nationally. Belafonte achieved success as a folksinger
at New York’s Village Vanguard and elsewhere. He
secured a Victor recording contract in 1952, and
appeared on the Ed Sullivan Show and other television
programs. Belafonte had 20 chart albums. His most
important recordings were calypso songs he put to disc
in 1956-1957, including “Jamaica Farewell” (Victor
6663; 1956), “Day-O (Banana Boat Song)” (Victor
6771; 1957), and the 1956 Victor album Calypso
(#LPM 1248), which was on the charts 58 weeks.
Belafonte won Grammys for two RCA Victor albums,




Swing dat Hammer (#LSP 2194; 1960) and Belafonte
Folk Singers at Home and Abroad (billed as the
Belafonte Folk Singers; 1961). An Evening with
Belafonte/Makeba (Victor LPM 3420; 1965), was
another Grammy-winning album. Belafonte has been
less active as a recording artist since the mid-1960s,
focusing his work on acting and political and social
causes. He did participate in the “We Are the World”
charity recording project in 1985. He was awarded a
Grammy lifetime achievement award in 2000.

BELFER AUDIO LIBRARY AND
ARCHIVE

Originally known as the Syracuse Audio Archive, and
housed in the Syracuse (New York) University Library,
The Belfer Audio Library and Archive was founded in
1963, with the Library’s acquisition of the Joseph and
Max Bell Collection of 150,000 early sound record-
ings. It is the third largest audio archive in the United
States. Collections now number more than 300,000
recordings in all formats, including cylinders, discs,
and magnetic tapes. Particular strengths lie in the
archive’s holdings of late 19" and early 20" century
commercially released cylinders and phonodiscs of
classical and popular performances. While the majori-
ty of its holdings comprise music recordings, the
archive also contains early radio broadcasts, as well as
thousands of spoken word recordings covering a wide
range of personalities. Voices include Amelia Earhart,
Thomas Edison, Albert Einstein, Lenin, and Oscar
Wilde, among others. In addition, the archive contains
an exhibit gallery for visitor education which houses a
collection of early recording and reproducing equip-
ment, on loan through the generosity of Charles
Edison. In 1998, the archive began a project to digitize
large portions of its collection for web access. It has
also conducted sound preservation workshops
throughout New York state as part of its educational
mission. Walter L. Welch was the archive’s first cura-
tor, serving until 1991 when he was replaced by Susan
Stinson. [Website: libwww.syr.edu/information/belfer/
main.htm. ]

BELL, ALEXANDER GRAHAM
(3 MAR 1847-2 AUG 1922)

Scottish/American inventor most famous for his
development of the telephone, but one who was also
active in early sound recording. He was born in
Edinburgh, the son of Alexander Melville Bell, a spe-
cialist in vocal physiology. From 1868 to 1870 he
worked with his father in London and studied anatomy
and physiology at University College, developing a

BELL, ALEXANDER GRAHAM

Alexander Graham Bell. From the Emile Berliner Collection,
The Library of Congress

keen interest in education of the deaf. When his fami-
ly moved to Canada in 1870, Bell went on to Boston
where he taught teachers of the deaf. During
1873-1876 he experimented with the phonautograph
and the telegraph, developing the theory of the “speak-
ing telegraph” or telephone in 1874. In 1876 he trans-
mitted the first intelligible telephonic message. In
1877 he organized the Bell Telephone Co. to produce
and market the telephone, and after considerable
patent litigation his rights to the invention were upheld
by the U.S. Supreme Court.

Bell married Mabel G. Hubbard, a woman who had
been deaf from childhood, in 1877, and settled in
Washington, D.C., taking U.S. citizenship in 1882. He
gave some ideas, as well as financial support, to his
cousin, Chichester Bell, who worked with Charles
Sumner Tainter on the graphophone cylinder player.
His own voice was presumably used to make one of
the first wax cylinder recordings, in 1881. (Sealed in
the Smithsonian in 1881, this recording was suppos-
edly played in public for the first time in 1937, but
clear documentation is lacking for the event.) Bell (or,
as some have said, Tainter) was then heard to say
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BELL, CHICHESTER A.

“There are more things in heaven and earth, Horatio,
than are dreamed of in your philosophy. [ am a grapho-
phone, and my mother was a phonograph.” Bell also
invented the Photophone system of recording by light
rays, and experimented with binaural sound.

He had set up a laboratory in Washington in 1879,
with Tainter employed as engineer; in 1881 he estab-
lished the Volta Laboratory. From 1896 to 1904 Bell
was president of the National Geographic Society.
After 1897 he turned to aviation research and experi-
mentation. He died in Nova Scotia. [Ford 1962.]

BELL, CHICHESTER A. (1848-1924)
Cousin of Alexander Graham Bell, and also a promi-
nent inventor. In the Volta Laboratory in Washington,
he and Charles Sumner Tainter worked in the early
1880s on improvements in cylinder recording and on
transmitting sound through light (the Photophone). In
place of tinfoil coating on cylinders, they used
beeswax, and they applied the same surface to card-
board discs. Another area of novel experimentation
may have been in magnetic recording. They made both
lateral recordings and vertical-cut discs, and they
approached the problem of angular versus linear
velocity in disc players. The landmark product of their
association was the graphophone, U.S. patent
#341.214, filed 27 June 1885, issued May 4, 1886: a
wax-covered cylinder device (though cylinder is not
mentioned in the application. nor the word grapho-
phone), for “recording and reproducing speech and
other sounds,” primarily a dictating machine. This
patent was the center of legal controversy in the indus-
try for many years. The Edison Speaking Phonograph
Co. refused to buy the patent, so it remained with
Volta, and later American Graphophone Co., until the
patent expired in 1903. Edison had to be licensed to
use the wax-cutting method of recording. Related
patents by Bell and Tainter were U.S. #341,288 (filed
4 Dec 1885, granted 4 May 1886), which featured the
wax-covered stiff paper cylinder; and U.S. #375,579
(filed 7 July 1887, granted 27 Dec 1887), which pre-
sented a foot-treadle operation, and wax-coated card-
board cylinders with finer threading and faster rotation
than was found in earlier patents. The mineral wax
compound ozocerite was introduced in U.S. patent
#374,133 (filed 27 Apr 1887; granted 29 Nov 1887).
Chichester Bell left Volta in 1885 to work in Europe.
[Koenigsberg 1990.]

BELL, THOM (1941-)

Producer/arranger. Philadelphia-born Bell teamed
up with Kenny Gamble for the first time when both
were just teens, in 1959, working as the vocal duo,
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the Romeos. A year later, he began a three-year
association with Chubby Checker, leading the singer’s
backup band. After breaking with Checker in 1962, he
continued to work for Checker’s label, Cameo, as a
session pianist and arranger. In 1968, he began his
association with the vocal group, the Delfonics,
arranging their first major hit “La La Means I Love
You” (Philly Groove 150; #4 pop, #2 R&B) that year.
followed by “Didn’t I Blow Your Mind this Time”
(Philly Groove 161: #10 pop, #3 R&B) in 1970.

He rejoined with Gamble, who was now working
with songwriter/producer Leon Huff at Philadelphia
International. From 1971 to 1974, Bell worked with
the Stylistics and the Spinners, producing the enduring
hits ““Betcha by Golly, Wow” (Avon 4591, 1972; #3
pop. #2 R&B), and “T’ll Be Around” (Atlantic 2904;
1972; #3 pop, #1 R&B), respectively. Gamble, Huft,
and Bell formed the Mighty Three publishing compa-
ny, which did much to promulgate the so-called
“Philadelphia sound” during this era. Later in his
career, Bell returned to working as a solo
producer/arranger, working with the Bee Gees. the
O’Jays. the Spinners. Al Jarreau. and Johnny Mathis,
among others. In 2001, he produced a song for David
Byrne’s first solo album in four years.

BrRAD HiLL

BELL (LABEL) (I)

A disc issued by the Standard Music Roll Co., Orange.
New Jersey, from ca. 1920 to 1923. and then by the
Bell Record Corp., Newark, New Jersey, to July 1928.
Records were made for the W.T. Grant department
store chain, which sold them at $.10 each. Bell was a
subsidiary label to Arto until that firm went bankrupt
in 1923. After that, W.T. Grant acquired pressings
from Emerson, and some from Gennett; Plaza was a
later source. Content of the records was primarily
dance numbers, with some jazz and blues. Among the
artists were Arthur Hall, Franklin Baur, and Charles
Harrison. [Barr 1983: Rust 1978.]

BELL (LABEL) (II)
A children’s record label issued by J.E. Hough in

London during the mid-1920s.

BELL (LABEL) (IIT)

The company was established by Columbia Pictures
in the mid-1950s as an outlet for soundtrack record-
ings. Show music and jazz were also released, prima-
rily for the LP market. However. by the mid-1960s,
the label expanded into the pop singles market,



through several production deals (notably the smash
hit “The Letter” by the Memphis white-soul group the
Box Tops, produced by independent Lee Dorsey) and
licensing arrangements with other Memphis-based
producers, including Dan Penn and Spooner Oldham,
and smaller labels including Mala, Amy, Goldwax
(Memphis), and New Voice/Dynovoice (New York).
The label became well known for southern soul artists
including Dorsey, James and Bobby Purify, James
Carr, early Al Green, Oscar Toney, Jr., and Mighty
Sam. However, Bell also produced some of the
period’s best blue-eyed soul with Mitch Ryder in
addition to garage bands along the lines of the
Syndicate of Sound.

In 1969, Larry Uttal took over the label, and
changed its direction from being primarily a distributor
to a producer of pop music. He focused on Top 40
singles by adult contemporary acts like the Fifth
Dimension, Barry Manilow, and Melissa Manchester
as well as the more bubblegum-oriented Tony Orlando
and Dawn and the Partridge Family. At the same time,
Dick Leahy established a U.K. division, which focused
on the glam-rock craze, most notably Gary Glitter, the
Sweet, Suzy Quatro, and the early Bay City Rollers.

Former Columbia Records CEO Clive Davis took
control of the label in 1975 (with Uttal moving on to
found Private Stock and Leahy going to GTO). Davis
changed the label’s name to Arista.

FRANK HOFFMANN

BELL LABORATORIES

SEE BELL TELEPHONE LABORATORIES

BELL RECORDING LABORATORIES

A subsidiary of the National Metals Depositing Corp.
with offices in Mount Vernon, New York, and New
York City. It advertised monthly in TMW from January
1922, offering to make masters, mothers, and stampers
from the wax originals supplied by clients. In July
1922 advertising emanated from the Bell Recording
Corp. C.R. Johnston, formerly a recording expert in
Britain (1888-1889) and then with the Aeolian Co. in
New York, was director of recording. While in
England Johnston had made the famous recording of
Florence Nightingale (the first notable woman to make
a record). Louis Young was president of Bell
Recording Corp. and also of the National Metals
Depositing Corp. In August 1922 Johnston was
described as vice president of Bell. Johnston was still
with the company as late as January 1923.

FRANK ANDREWS

BELL TELEPHONE LABORATORIES

BELL TALKING MACHINE CO.

A firm located in New York. It made records with the
Schubert Record label, marketed in 1918.

BELL TELEPHONE LABORATORIES

A research organization established in 1925 as a unit
of AT&T (American Telephone and Telegraph
Corp.). Many discoveries have issued from the
Laboratories, including the transistor, solar battery,
laser beams, transoceanic radiotelephone, the first
communications satellite, and microwave radio relay
systems. More than 25,000 patents have been
acquired. Bell was the first major organization to
conduct research in electrical recording, commenc-
ing in 1915; Joseph P. Maxfield and Henry C.
Harrison were the investigators. An electrical system
was developed by 1924.

In 1926 the laboratories created the Vitaphone
records for motion picture soundtracks. These were
the first 33 1/3 rpm discs. There were a number of
projects in the area of recorded sound during the
1930s. In March 1932 a team of scientists led by
Arthur Charles Keller experimented with stereo-
phonic sound, using two microphones to create discs
with two parallel tracks. The records, of the
Philadelphia Orchestra, were demonstrated at the
Chicago Century of Progress Exposition in 1933. In
1933 an extended range vertical-cut disc recording
system was announced. It covered up to 10,000 Hz
in both recording and reproduction, and as high as
15,000 Hz in recording alone. In 1937 the laborato-
ries patented a precursor to stereo: a vertical-lateral
disc system in which one sound channel was carried
by motion 45 degrees to the right and the other
channel 45 degrees to the left of vertical, producing
a balanced effect. Also in 1937, engineer C.N.
Hickman demonstrated a steel-tape recorder that
operated at the slow speed of 16 inches per second;
the tape was made of Vicalloy.

In 1947, Bell Labs developed the first solid-state
transistor, which would quickly replace the vacuum
tube in radios, home audio equipment, and all other
sound reproducing equipment. This allowed for the
revolution of the portable radio in the 1950s, which in
turn allowed teenagers to take their music with them
“on the road,” fueling the growth of R&B and rock and
roll. Over the following decades, Bell Labs has con-
tinued to work in sound technologies, during the 1990s
and early 21st century focusing primarily on wireless
communication and speech-recognition technologies.
The labs became part of Lucent Technologies in 1996
as part of a spinoft of AT&T companies. [Website:
www.bell-labs.com.]
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BELLINCIONI, GEMMA

BELLINCIONI, GEMMA
(18 AUG 1864-23 APR 1950)

Italian soprano/mezzo-soprano, born in Monza. Her
debut was at age 15 in Naples; at 22 she sang at La Scala.
Though she toured Europe and appeared in Buenos
Aires, she did not sing in the U.S. On 17 Nov 1898 she
sang in the premiere of Fedora, with Enrico Caruso, in
the Teatro Lirico, Milan. Carmen was one of her most
acclaimed roles. For most of her last half century she
avoided the opera stage, devoting herself to concerts and
teaching; in 1933 she was professor of singing at the
Naples Conservatory. Bellincioni made just 14 record-
ings — all of poor sound quality — among them a fine
“Voi lo sapete” (G&T 053018; 1903, and IRCC 3140)
and “Ah fors’ 4 lui” (G&T 053019; 1903). Among the
Pathé records she made in Milan, in 1905-1906, was her
famous “Habanera” (#4395). An LP reissue covered her
Cavalleria, Traviata, Fedora, and Mefistofele roles
(Olympus 214). She died in Naples. [Richards 1966.]

BELMONT, JOE
(22 JULY 1876-28 AUG 1949)

American baritone and bird imitator, born Joseph
Walter Fulton in Shamokin, Pennsylvania. By 1900 he
had become one of the most popular recording artists
in America and Europe (on Favorite, Jumbo, and other
labels in Britain). In addition to solo work, he sang
with the original Columbia Quartet. Belmont is most

remembered for his whistling. An early Edison cylin-.

der, “Beautiful Birds, Sing On,” made with Byron G.
Harlan (#8639; 1904), helped to give him the nick-
name of “the human bird.” A hit for Victor was made
with Billy Murray: “Whistle While You Walk” (1915).
There was also a highly successful duet with Murray
on Edison Diamond Disc 50506 (1919), “Gentle
Spring.” Belmont died in New York.

BELTONA (LABEL)

A 10-inch and 12-inch record sold in Britain by the
Murdoch Trading Co., in 1922-1939, and afterwards
by Decca (to 1968). Most of the masters were from
Vocalion, Gennett, and Aco; they came through
Guardsman (which was acquired by Aeolian Co., Ltd., in
1923), or from Aeolian Co., Ltd., and Vocalion
Gramophone Co., Ltd. Edison Bell also supplied Beltona
with masters, besides recording directly for the label. The
Vocalion Gramophone Co. of Hayes, Middlesex, did the
pressings. In 1927 Edison Bell Consolidated Phonograph
Co., Ltd., took control of the label; then Decca assumed
ownership in 1933. Content included Irish and Scottish
numbers, dance music, and some jazz. [Rust 1978.]

FRANK ANDREWS
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BENNETT, CHARLES K.

President of the Eclipse Musical Co., Cleveland, Ohio.
In 1921 he was elected secretary of the National
Association of Talking Machine Jobbers.

BENNETT, TONY (3 AUG 1926-)

American popular singer, born Anthony Dominick
Benedetto in New York. After singing in clubs and
with U.S. Army bands during military service, he
was discovered by Bob Hope in 1950. Hope sug-
gested a change from Joe Bari — the singer’s stage
name — to Bennett; and he arranged for a New York
stage engagement. A recording contract with
Columbia in 1950 led to a series of hit records,
notably “Boulevard of Broken Dreams” (#38825;
1950), and “Because of You” (#39362; 1951).
Bennett’s style went out of fashion in the later
1950s, but he returned to favor with perhaps his most
beloved hit in 1962, “I Left My Heart in San
Francisco” (Columbia 42332), and followed it with
more than a dozen chart songs, e.g., “Fly Me to the
Moon” (Columbia 43331; 1965). His earlier singing
was in the romantic ballad mode of Frank Sinatra
and Vic Damone, but he developed a jazz-oriented
style in his maturity.

Bennett’s career fell into eclipse during the “rock
revolution” of the 1960s and 1970s, although he con-
tinued to record and perform. In the mid-1990s, he
began a strong comeback, thanks to an appearance on
“MTYV Unplugged” and a renewed interest in classic
American popular music. With the death of Frank
Sinatra, Bennett became the best-known and most
important of the remaining pop song stylists of his era.
Bennett has won eight Grammy Awards, two in 1962
and the rest during the 1990s.

BENOIST, ANDRE
(4 APR 1879-19 JUNE 1954)

French/American pianist, born in Paris. He studied
with Raoul Pugno and Camille Saint-Saens. On
recordings he is heard primarily as an accompanist,
with Pablo Casals, Jascha Heifetz, Fritz Kreisler, and
Albert Spalding. “Rustle of Spring” (Edison Diamond
Disc 50309; 1915), was among his solo records. He
died in Middletown, New Jersey.

BENSON, ERASTUS A.

A director of the Central Nebraska Phonograph Co.,
and later president of the Nebraska Phonograph Co., in
1890, 1892, and 1893. In 1890 he was also a director
of the Chicago Central Phonograph Co.



BENSON, GEORGE (MAR 22, 1943-)
Benson first attracted attention as a vocalist, winning a
singing contest at the age of four. He would sing on the
radio as “Little Georgie Benson” and with numerous
rhythm and blues bands around his native Pittsburgh.
Although Benson took up the guitar as an eight-year-
old, he did not play in public until age 15. Shortly
thereafter, he began playing sessions in studios outside
Pittsburgh. While still a teenager, his groups, the
Altairs and George Benson and His All-Stars, record-
ed for Amy Records. Moving to New York in 1965, he
went on to record a series of widely admired, albeit
moderate selling, instrumental jazz albums for
Columbia, A&M, and CTI.

Signing with Warner Bros. in late 1975, Benson was
encouraged to sing for the first time as a recording
artist. His debut LP for the label, Breezin’ (Warner
Bros. 2919; 1976), won three Grammy awards and
reached number one on the Billboard Hot 100. Its triple
platinum sales were driven by “This Masquerade”
(Warner Bros. 8209; 1976), the first single to ever reach
number one on the jazz, R&B, and pop charts. His next
seven albums — In Flight (Warner Bros. 2983; 1977),
Weekend In L.A. (Warmner Bros. 3139; 1978), Livin’
Inside Your Love (Warner Bros. 3277; 1979), Give Me
the Night (Warner Bros. 3453; 1980), The George
Benson Collection (Warner Bros. 3577; 1981), In Your
Eyes (Warner Bros. 23744; 1983), and 20/20 (Warner
Bros. 25178; 1985) — all went gold (three achieved
platinum status). His easygoing pop-funk style also led
to more hit singles, including “On Broadway” (Warner
Bros. 8542; 1978), “Give Me the Night” (Warner Bros.
49505; 1980), and “Turn Your Love Around” (Warner
Bros. 49846; 1981).

Since the 1980s, Benson has divided his time
between mainstream jazz projects (including live work
with Dizzy Gillespie, Lionel Hampton, and Freddie
Hubbard), and the more pop-inflected recordings. His
ability to navigate a middle course is reflected by chart-
topping contemporary jazz albums such as Tenderly
(Warner Bros. 25907; 1989), with pianist McCoy
Tyner, and Love Remembers (Warner Bros.; 1993).
{Romanowski and George-Warren 1995.]

FRANK HOFFMANN

BENZLER, ALBERT W.
(13 NOV 1867-19 FEB 1934)

American pianist and xylophonist, born in Newark,
New Jersey. He was an early Edison artist, appearing
in the 1903 catalog with “Alita (Wild Flower) on
which he played orchestra bells (cylinder #8462).
Until 1909 he was one of the Edison studio pianists;
then he became musical director of the U-S

BERGER, ERNA

Phonograph Co. in Cleveland, Ohio, and recorded
many piano, bell, and xylophone numbers for them.
One of those, “Peter Piper March” (#223), may have
been the cylinder played more times than any other;
according to TMW (November 1910) it achieved
40,444 performances in a juke box with no discernible
wear. Benzler played in various bands and groups
around Newark after U-S Phonograph Co. folded in
1913; he had his own Benzler’s Band for a time. He
died in Newark. '

BERANEK, LEO (15 SEP 1914-)
A noted researcher in acoustics and architectural
acoustics, Dr. Beranek has an undergraduate degree
from Cornell and D.Sc. degree from Harvard, 1940.
After graduation, he formed and directed Harvard’s
first World War II research laboratory to study elec-
troacoustics, followed in 1943 by formation of the
Systems Research Laboratory for redesigning ships to
fight the Japanese Kamikaze aircraft. In 1948, he
received the Presidential Certificate of Merit for his
war research contributions, notably advances in
shoring up ship radar defenses. That same year, he
help found Bolt, Beranek, and Newman, an acoustics
engineering firm that has been responsible for the
design of several notable concert halls. Under his pres-
idency, BBN shifted its emphasis from acoustics to
computer science and built the ARPANET, the prede-
cessor to the Internet. A founder and former president
of WCVB-TV Channel 5, Boston, Dr. Beranek has
also long been active in civic organizations, serving as
chairman of the board of trustees of the Boston
Symphony Orchestra, member of the Harvard Board
of Overseers, and president of the World Affairs
Council of Boston. From 1989 to 1994, he was presi-
dent of the American Academy of Arts and Sciences.
Beranek has written several important books,
including Acoustic Measurements; Acoustics; Music,
Acoustics, and Architecture; and Concert and Opera
Halls, and has completed writing an entirely new book
on concert halls and opera houses. He has received
gold medal awards from the Acoustical Society of
America, the Audio Engineering Society, and the
American Academy of Arts and Sciences, in addition
to five honorary degrees.

HOwWARD FERSTLER

BERGER, ERNA
(19 OCT 1900-14 JUNE 1990)

German coloratura and lyric soprano, born in
Cossebaude. She made her debut in Dresden in 1925,
and in the next few years was heard at Bayreuth and
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Salzburg. She was with the Metropolitan Opera from
21 Nov 1949 (debut as Sophie) to 1951, and retired
from the opera stage in 1955. Her main roles were
Gilda, Rosina, and the Mozart heroines, though she
also sang the other standard repertoire. Berger
appeared as Queen of the Night in the notable
complete recording of Zauberflite conducted by
Thomas Beecham (Victor VM541/542). She recorded
from 1932 to 1959. She died in Essen. An LP reissue
of 1981 included many of her finest arias (EMI
Electrola 137/146). Her complete Don Giovanni,
Rigolerto, and Zauberflite have been released on CD.
She died in Essen.

BERGER, IVAN (1939-)
Journalist and writer. Born in Brooklyn, New York,
Berger was introduced to high fidelity by his high-
school chemistry teacher, and started assembling his
first component system while an undergraduate at
Yale. His journalistic career was launched when a
friend who knew of his ambition to be an audio writer
showed him a magazine advertisement for just that
kind of work. One thing led to another and he ended
up spending the next 16 years writing for Saturday
Review’s music section. In addition, he contributed
regularly to High Fidelity, Hi-Fi/Stereo Review (now
Sound & Vision), Audio, Popular Science, the Los
Angeles Times, and several other publications.
However, for most of this period his primary work
involved writing ad copy for audio and photo equip-
ment and even for precision scientific microscopes.
In 1972, Berger joined Popular Mechanics as elec-
tronics and photography editor, moving in 1977 to a
post as senior editor at Popular Electronics. In 1980,
he joined with Lancelot Braithwaite to form Berger-
Braithwaite Labs, with Braithwaite serving jointly
with him as technical editor of Video Magazine. From
1982 to early 2000, Berger was technical editor at
Audio; since it ceased publication, he has been writing
manuals and white papers for commercial clients and
contributing articles on audio and other topics for The
New York Times, Home Theater, The Audio Critic,
Sound & Vision, Mobile Entertainment, CNET.Com,
and others. In 1983, he published New Sound of
Stereo, a book he felt would have served him well
when he was just getting started in the hobby. His
works have appeared in about 200 magazines, news-
papers, and websites and have been translated into at
least seven foreign languages. Berger is also (like
surprisingly many technically-oriented journalists) a
published poet.

HOWARD FERSTLER
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BERIGAN, BUNNY
(2 NOV 1908-2 JUNE 1942)

American jazz trumpeter, born Rowland Bernart
Berigan in Hilbert, Wisconsin. He played violin
before turning to the trumpet, which he played with
several famous bands (Paul Whiteman, the Dorsey
Brothers, Benny Goodman) as well as in his own
band after 1937. His most famous sides were made
with Tommy Dorsey in 1937: “Marie”/“Song of
India” (Victor 25523). Another hit, “I Can’t Get
Started” (Decca 790), became his theme song. He
died in New York.

BERLIN PHILHARMONIC ORCHESTRA
One of the leading symphonic ensembles in the
world, established as the Philharmonic Orchestra
in 1882; Franz Wollner was the first director.
Hans Joachim conducted in 1884—1887, succeeded
by Hans von Biillow (1887-1894), Arthur
Nikisch (1895-1922), and Wilhelm Furtwingler
(1922-1945), under whom the orchestra gained its
great reputation. After World War II Leo Borchard
and Sergiu Celibidache conducted, succeeded by
Furtwingler once more, from 1947 until his death in
1954. Herbert von Karajan became conductor in
1954 and remained until he died in 1989. Following
von Karajan’s death, Claudio Abbado served as its
director until 2002; Sir Simon Rattle was named as
his successor.

The orchestra is significant in audio history as the
first to make a “complete” recording of a symphonic
score. This was a set of eight single-sided HMV’s
(#040784/91), issued in May-August 1914, offering a
version of the Beethoven Fifth Symphony. Nikisch
was the conductor of this truncated performance,
which departed in many respects from the score (the
orchestral forces had to be reduced for the studio, and
tubas took the place of basses). The orchestra also
recorded music from Parsifal in 1914, under Alfred
Hertz. Later recordings of the orchestra are noted in
the articles on its conductors. [Website: www.berlin-
philharmonic.com/01/1_1_2_en.html.]

BERLIN PHONOGRAMM-ARCHIV

Founded in September 1900, the Berlin Phonogramm-
Archiv remains a major center of comparative
musicology. Part of the Ethnographical Museum,
State Museum at Berlin, the archive’s holdings
comprise over 145,000 recordings of music from all
around the world, excluding Western art and pop. The
collection includes many kinds of sound carriers such




as Edison phonograms, analog and digital tapes, and
all kinds of discs (from 78-rpm shellac discs to LPs
and CDs).

In 1900 a Siamese theater group of musicians and
dancers visited Berlin, and psychologist Carl Stumpf
and physician Otto Abraham recorded them on an
Edison cylinder. Stumpf used these Siamese cylinder
recordings as the foundation for the new Berlin
Phonogramm-Archiv. World War II interrupted the
activities of the Phonogramm-Archiv. Most of the
cylinder recordings were packed up between
December 1944 and January 1945, and sent mainly to
East Germany, with some going to West Germany. In
1950 approximately 9,000 cylinders were confiscated
by the Russians and sent to Leningrad, and a signifi-
cant number of 78-rpm disc recordings were smashed
by Russian soldiers.

During the 1950s the cylinders stored in West
Germany were returned to the archive. In 1959 most of
the cylinders in Leningrad were returned to East
Berlin, but not to the Phonogramm-Archiv, which was
located in West Berlin. Erich Stockmann watched over
the cylinders in East Berlin, and in the 1960s he assist-
ed with the return of some cylinders until the East
German government stopped him. On May 31, 1990,
Stockmann and Artur Simon were present as a sealed
room in East Berlin was opened, revealing many of the
recordings. Early the next year, 27,347 cylinders and
1,283 78-rpm discs, which had been gone since 1945,
were finally returned.

A project titled “The Saving of the Largest
Collection of Old Sound Documents of Traditional
Music from Around the World” was begun at the
Phonogramm-Archiv in 1992 and continues today
under the direction of Suzanne Ziegler, musicologist,

and Albrecht Weidmann, sound engineer. Beginning '

in 1907, with the aid of the Presto company, the
archive galvanized its wax cylinders, a process where-
by a copper negative, called a galvano, was made
from the wax cylinder. Copies were kept at the
Phonogramm-Archiv, given to collectors, and shared
with other archives around the world. As part of a
project begun in 1992, a specially developed red wax
is poured inside the galvanos to make new cylinder
copies. Chips of wax are melted, painstakingly
poured into the galvanos, and allowed to harden for an
hour before removal. The red-wax cylinders are then
copied onto DAT tape.

The archive’s directors have included Erich Moritz
von Hornbostel, 1905-1933; Marius Schneider,
1934-1945; Kurt Reinhard, 1952-1968; Dieter
Christensen, 1968-1972; and Artur Simon,
1972—present. [A CD set on Wergo (174) collects 100
years of recordings from the Archiv.]

BERLINER, EMIL(E)

BERLINER, EMIL(E)
(20 MAY 1851-3 AUG 1929)

Inventor of the gramophone. Born in Hanover,
Germany, son of a Talmudic scholar, fourth of 11 chil-
dren. His given name was Emil, to which he later added
the final “e” in the United States. His formal education,
in WolfenbAttel, ended at age 14, and gave no indica-
tion of special talent. After working for a printer and as
a salesclerk, he emigrated to America in 1870, settling
in Washington, D.C. For three years he clerked in the
dry goods store of a friend of the family before moving
on to New York. There he taught himself electricity and
acoustics while employed in menial occupations. He
returned to Washington in 1876, set up a home labora-
tory for experimenting with electrical communication,
and patented a telephone transmitter that utilized a
principle basic to the development of the microphone.
Bell Telephone purchased the patent from him in 1878,
establishing a professional relationship between Bell
and Berliner that allowed him to work on the problems
of sound recording. In 1881 he married Cora Adler, by
whom he had eight children.

Experimenting with sound recording, he tried cylin-
ders first, influenced by the phonautograph he had seen
in the Smithsonian Institution, then in 1887 invented

Emile Berliner holding an early microphone. From the Emile
Berliner Collection, The Library of Congress
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the lateral (side-to-side) method of recording on a flat
zinc disc. Pressings were on glass at first, then on
celluloid, then — as mass production began in 1894 —
on hard rubber. On 16 May 1888 Berliner demonstrat-
ed his device at the Franklin Institute in Philadelphia. It
consisted of a recording machine and a reproducing
machine (both illustrated in Chew 1981). On a visit to
Germany in the following year he made another impor-
tant demonstration, at the Elektrotechnische Verein,
and arranged for the first commercialization of
his invention: a toy gramophone manufactured by
Kammer und Reinhardt of Waltershausen. (By coinci-
dence, Edison was at the same time marketing his
talking doll in America.) He also devised a duplicating
system to make records from a master.

In 1890 Berliner returned to the U.S. and set up a
structure for his gramophone work. He established the
American Gramophone Co. in Washington in April
1891, and in the building that housed that firm he
made the first seven-inch disc records (June 1892);
these were issued beginning in late 1894 by the suc-
cessor company to American Gramophone, the United
States Gramophone Co. (established April 1893). That
firm also made and sold gramophones. The discs —
about 90 of them by the end of 1894 — were made of
black celluloid at first, then of hard rubber, from zinc
masters. The label was not a paste-on piece of paper,
but an actual engraving into the record surface; it read
“E. Berliner’s Gramophone” and gave the Berliner
patent dates of 8 Nov 1887 (U.S. patent #372,786),
and 15 May 1888 (U.S. #382,790).

In the following year the Berliner Gramophone Co.
was formed in Philadelphia, and in 1896 the National
Gramophone Co. was set up in New York by Frank
Seaman to take care of Berliner advertising and sales.
Another piece of the Berliner enterprise resided in
Camden, New Jersey, across the Delaware River from
Philadelphia: there inventor Eldridge Johnson
contributed numerous improvements to the gramo-
phone, including a spring motor (the first machines
were hand cranked). Johnson also replaced the zinc
master with a disc of wax. Johnson had powerful
entrepreneurial impulses, which were matched by
those of Frank Seaman, who headed the National
Gramophone Co. Johnson’s version of the disc player,
named the Improved Gramophone, included a new
soundbox he had developed with the assistance of
Alfred Clark; it was this machine that appeared in the
famous Nipper painting (1899), and that was market-
ed in 1898 by Seaman under the trade name
Zonophone. Seaman’s firm was sued by American
Graphophone Co., with a claim for priority of the
Chichester Bell and Charles Sumner Tainter patents,
which dealt with recording processes using the method
of cutting into wax (whether disc or cylinder). There
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were years of litigation over patents in the recording
industry, but by 1902 Berliner (Victor) and American
Graphophone (Columbia) had taken control of the
lateral disc market, and retained it until electrical
recording and expiration of patents brought forth new
competitors. Berliner himself received 12 U.S. patents
in the sound recording field.

In Europe, Berliner worked toward the establish-
ment of the Deutsche Grammophon Gesellschaft —
headed by his brother Joseph Berliner — in Hanover;
and the Gramophone Co. in London, developed by
William Barry Owen. Both firms were set up in 1898:
pressing was done in Hanover, and recording in
London. Berliner himself took a less active part in the
gramophone business after the demise of his
Philadelphia firm. He retained a financial connection
with Victor and with the Montreal company, acting as
a consultant for them, but most of his time was devot-
ed to various other interests after 1900. He was active
in an educational campaign about the risks of drinking
raw milk (this following the illness of a daughter); he
studied aeronautics, and guided his son, Henry, in
the development of a successful helicopter (1919).
Research in sound waves led to the invention of sonar,
used for submarine detection during World War II. He
invented a practical acoustic tile for theaters and halls.
According to a story in TMW, January 1918, he
was also inventor of a “flying torpedo.” He died
3 Aug 1929 of a cerebral hemorrhage, at home in
Washington. A few weeks before his death he received
the Benjamin Franklin Medal for scientific achieve-
ment. [Andrews; Burlingame 1944; Koenigsberg;
Smart 1985; Wile 1984; Wile 1990/1.]

BERLINER, JOSEPH (1858-1938)

German engineer, brother of Emile Berliner and founder
with him of the J. Berliner Telephon-Fabrik in Hanover
(Kniestrasse 18) on 3 Aug 1881. The firm had branches
in Berlin, Vienna, Budapest, Paris, and London. It was
this company that introduced the telephone into
Germany. In 1898 he and his brothers Emile and Jacob
established Deutsche Grammophon Gesellschaft at the
same Hanover address, and ran it until the takeover by
the Gramophone Co. in 1900; it had several European
branches. When Berliner retired in 1930, he donated
70,000 marks to the workers in his factory.

BERLINER (LABEL)

Emile Berliner used his own name for disc labels,
beginning in 1889 with the five-inch, lateral-cut
“plates” for the so-called toy gramophones made and
sold in Germany and Britain. Contents included
monologs ip English or German, some of which were




delivered by Berliner himself. One disc, apparently
recorded in 1890, features a four-trumpet rendition of a
“Marsch No. 1.” There were also songs, bugle calls,
piano solos, and farmyard imitations. The first Berliners
not sold as toys were marketed in Washington, D.C., in
late 1894 by the United States Gramophone Co. Actual
recording dates were as early as June 1892, made in the
Berliner laboratory housed with his first U.S. firm, the
American Gramophone Co. The first list of discs for
sale was issued 1 Nov 1894; it contained 52 titles,
including band music, cornet solos, a drum and fife
number, a trombone solo, a piano solo, an instrumental
quartet, a clarinet solo, a vocal quartet, children’s songs,
Native American Indian songs, baritone solos, soprano
solos, and a recitation. These were seven-inch discs. A
January 1895 “List of Plates” had 85 items.

Over the next six years the repertoire on Berliner’s
label grew to cover whistling, songs in various lan-
guages, instrumental solos and groups, operatic
excerpts (described in Taylor 1990), and bands — with
Sousa’s Band recording in August 1897. Instead of
paper labels, the discs were identified with letters
etched into the centers, reading “E. Berliner’s
Gramophone” with the title of the content.

Sales were satisfying: in 1897 248,652 discs were
sold; in 1898, the peak year, 713,859 were sold; by
April 1900 the total sales had reached about 2 million
discs. Typically, Berliners were single-sided. They
included the angel trademark after late 1898, on discs
sold in Europe. (Three double-sided discs bearing the
Berliner name were discovered in 1975; they are
described in Brooks 1975, where the suggestion is
made that they were actually test records pressed by
Eldridge Johnson). The playing speed was variable,
from 60 rpm to 75 rpm, although it was usually 70 rpm.
All Berliner discs are rare collectibles today, but the
most valuable are those made by young Fred Gaisberg
of opera singers in Europe. As a result of an injunction
instigated by Frank Seaman, and brought by American
Graphophone, production of Berliner discs in America
ended in May 1900. The last one to be issued was
#01304, “Doan You Cry, My Honey” by the Hayden
Quartet. As the industry realigned, the Berliner label
passed to the Gramophone Co. name in Britain and the
Victor Talking Machine Co. name in the United States.

In 1988 a CD reissue covered 39 Berliner discs
(Symposium 1058; described in Klee 1990/3 and Petts
1988). [Adamson 1974 (illustrating 20 label designs);
Bayly 1988; Brooks 1975; Hoover 1971 (reprints the
1895 sales list); Klee 1990/3; Koenigsberg; Petts 1988;
Rust 1978; Rust 1981 (a label list of seven-inch British
issues); Sherman 1990 (reprints the November 1894
sales list); Smart 1985 (with an illustration of the 1895
sales broadside); Taylor 1990 (with comments by Peter
Adamson in HN #174, p. 36); Wile 1979/2; Wile 1984.]

BERLINER GRAMOPHONE CO.

BERLINER GRAMOPHONE CO.
A firm established in Philadelphia, on 8 Oct 1895, by
Emile Berliner, to manufacture discs and disc players
under patents held by the United States Gramophone Co.
A retail store was opened nearby, managed by Alfred
Clark, to sell the products, and a laboratory was located
in Washington, D.C. Sales rights were reserved for
Washington, D.C., with the rights for the rest of the
country contracted to Frank Seaman of New York;
Seaman set up the National Gramophone Co. in Yonkers,
New York, to handle his sales. The first year was unsuc-
cessful, but business improved with the improvement of
the product. During the years 1896—1900, the new spring
motor machine of Eldridge R. Johnson replaced the old
hand-cranked models, and shellac pressings created by
the Duranoid Co. of Newark, New Jersey, provided
“plates” with reasonably smooth playback. Sales of
$478,740 were listed for the fiscal year ending in 1898.
In 1897 the company opened a London office under
William Barry Owen (to become the Gramophone Co.
in April 1898), and in 1899 the firm was established in
Canada as “E. Berliner, Montreal.” There were four
record presses there, and a shop where machines were
assembled (the motors and turntables being imported

E. BERLINER'S

GRAMOPHONE.

TALKING
THE GREAT $1 * MACHINE

View with Horn Attached,

Early advertisement for Berliner's Gramophone. From the
Emile Berliner Collection, The Library of Congress
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BERNARD, AL

from Eldridge Johnson). About 43,000 gramophones
were sold by April 1900.

However, litigations quickly caused difficulties for
the company. In 1900 Johnson acquired the patents and
even the Nipper trademark that Berliner had registered
in July of that year. The Berliner Gramophone Co. shut
down in September 1900, and the gramophone passed
to the Consolidated Talking Machine Co.; then in 1901
to its successor firm, the Victor Talking Machine Co..
Berliner himself retained a one-third interest in Victor.

The Filbert Street building in Philadelphia was
razed for construction of the Gallery II shopping mall
in 1983. [Smart 1985; Wile 1979/2; Wile 1984.]

See also Berliner (label)

FRANK ANDREWS

BERNARD, AL (3 NOV 1888-9 MAR 1949)
American popular singer, born in New Orleans. He
was the leading blues singer of the acoustic period,
known also for minstrel songs. His first record for
Edison was possibly the earliest authentic blues vocal
to be released: “Hesitation Blues” (Diamond Disc
50524 and Blue Amberol cylinder 6621; 1919). His
next offering, “Nigger Blues,” sold well on Diamond
Disc (50542; 1919), and Blue Amberol cylinder.
Bernard’s blues were rhythmic and humorous in style.
Duets with Ernest Hare were especially amusing; one
of the best being “I Want to Hold You in My Arms”
(Diamond Disc 50558; 1919), which stayed in the cat-
alog for 10 years. Bernard first recorded “St. Louis
Blues” in July 1918 on Aeolian-Vocalion 12148, with
backup by a group that was at one time thought to be
“probably the Original Dixieland Jazz Band” (Walsh);
but was in fact a studio band directed by Harry Yerkes.
It later came out on Edison and became one of the all-
time best sellers on that label (Diamond Disc 50620;
1919), issued also on 19 other labels. He became a
popular Columbia artist also, beginning with “I Want
My Mammy,” a duet with Vernon Dalhart in 1922,
Bernard’s final record for Edison was made in 1927;
then in 1949 he made a last appearance on disc with a
two-78-rpm disc set entitled Al Bernard’s Merry
Minstrel Show (Celebrity #1). Bernard could not read
music nor play any instrument. He sang under many
pseudonyms, including John Bennett, Dave Sanborn,
Al Simpson, and Uncle Joe. He died in New York.
[Rust; Walsh 1974/3-12; Walsh 1975/1-2.]

BERNHARDT, SARAH
(22 OCT 1844-26 MAR 1923)

French actress; of interest to recorded sound because
she made a number of early cylinders and discs. In early
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1896 she inscribed monologs by Eugene Sylvestre and
Victor Hugo for Bettini (no copies extant). In 1900, at
the Phono-Cinéma-Théatre Exposition in Paris, she did
a scene from Hamlet and some readings from French
authors in the earliest talking motion picture. Later,
from 1902 to 1918, she recorded for Pathé, HMV,
Zonophone, Edison, and Aeolian-Vocalion. [Marty
1979 has an illustration; Rust 1989.]

BERNSTEIN, LEONARD
(25 AUG 1918-15 OCT 1990)

American composer, pianist, and conductor, born Louis
Bernstein in Lawrence, Massachusetts. He studied
composition and conducting with such distinguished
musicians as Fritz Reiner, Randall Thompson, Walter
Piston, and Serge Koussevitzky. He was engaged as
assistant conductor of the New York Philharmonic
Orchestra in 1943, and became conductor in 1958. After
a decade of international success, he resigned from the
orchestra in 1969. Thereafter he composed, appeared as
guest conductor in opera and concert around the world,
wrote books, and gave acclaimed talks on television. On
Christmas morning, 1989, Bernstein marked the
reunion of East and West Berlin with a televised
performance of the Beethoven Ninth Symphony
(changing the “Ode to Joy” to an “Ode to Freedom”;
Deutsche Grammophon CD 429-861-4.)

Bernstein’s records of Haydn and Mahler have been
most highly praised, but his discs of the complete
Beethoven and Brahms symphonies, of Copland and
Gershwin, and many others have been placed among the
best interpretations available. His recordings won
Grammy awards in 1964, 1967, 1973, 1977, 1989, 1990,
and 1992. He was the first American appointed to head
a major orchestra, and the first to conduct a regular
performance at La Scala. Bernstein died in New York.

BEROLINA SCHALLPLATTEN GMBH

A recording firm established in Berlin on 31 Oct 1911
by Paul Kuchler and Albert Vogt. They issued two
labels in 1912: Berolina for Germany, and Invicta for
other countries; and they had rights to sell Syrena discs
in Germany. There were 358 Invicta titles on sale in
Britain by November 1912. After a dispute over trade-
mark, Berolina changed its London outlet from Invicta
Record Co., Ltd. to John Abrahams and Coin in 1913.
Thus it turned out that the Invicta label was being sold
by two London agents. [Andrews 1990/8-9.]

BERRY, CHUCK (18 OCT 1926-)
American popular singer, songwriter, and guitarist,
born Charles Edward Anderson in San Jose,
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California. After nightclub and miscellaneous work
in St. Louis with a trio, he began to record for the
Chess label in 1955. His first disc, “Maybellene”
(Chess 1604; 1955), was one of the earliest hits of the
new rock ‘n’ roll idiom. Most of his popular song
records featured pianist Johnnie Johnson. For several
years Berry was a leading and critically acclaimed
rock star, making movies and records, and establishing
much of the rock vocabulary. Top records included
“Johnny B. Goode” (Chess 1691; 1958), “Carol”
(Chess 1700; 1958), “Sweet Little Rock ‘n’ Roller”
(Chess: 1709; 1958), “Bye Bye Johnny” (Chess 1754;
1960), “Nadine” (Chess 1883; 1964), and his only
number one hit, “My Ding-A-Ling” (Chess 2131,
1972). His songwriting and innovative guitar playing
may have influenced many of the British rock bands of
the 1960s, including the Beatles and the Rolling
Stones.

Berry has toured ceaselessly since the early 1970s,
although his recording career has been spotty, with
recordings announced from time to time but rarely
appearing. In 1986, he was among the first inductees
into the Rock and Roll Hall of Fame. Also that year,
the film Hail, Hail, Rock and Roll, documenting his
60" birthday concert and celebration, featured many
younger fans of Berry’s music, including Rolling
Stones’s guitarist Keith Richards, who was instrumen-
tal in organizing the tribute concert.

BERTELSMANN MUSIC GROUP (BMG)
Bertelsmann AG is an international conglomerate,
controlling large publishing and media interests. The
firm was established in GAtersloh, Germany, in 1835,
by Carl Bertelsmann. It printed hymnals and religious
books and consequently was closed by the Nazis. After
World War II Richard Mohn rebuilt the company. He
initiated a book club, and acquired several publishers,
achieving international diversification.

The BMG (Bertelsmann Music Group) Division
acquired RCA Records from General Electric in 1986
after General Electric had acquired RCA. From 1989
the old RCA label was renamed “BMG Classics,”
with the venerable Red Seal becoming a Gold Seal.
Both Gold Seal and Red Seal names were being used
for the BMG Classics in 1991. Victor material is
being reissued on CD, including one remarkable set
initiated in 1990 that included (on 82 CDs) all the
recordings made by Arturo Toscanini. BMG owns
over 200 labels worldwide, including Ariola and
Arista, in addition to RCA, as well as a large music-
publishing operation. In 2000, BMG purchased a 50
percent interest in the file-sharing website Napster;
according to some critics, its purpose was to dampen
Napster’s ability to allow for free swapping of music

BESERKLEY (LABEL)

files over the web. Over the next two years,
Bertelsmann purchased Napster entirely, but by then
the service had been so eviscerated by lawsuits that it
was as good as dead; subsequently, BMG sold the
rights to the Napster name and logo to the software
maker Roxio in 2002. In late 2003, BMG was in dis-
cussions with Sony Music to merge their two labels;
this merger has not yet been approved by regulators as
this work goes to press. [Website: www.bertelsman-
nentertainment.com. ]

BESERKLEY (LABEL)

Beserkley Records was formed by Baltimore native
Matthew Kaufman and his associate Steve Levine as
an outlet for Earth Quake, a Berkeley band under their
sponsorship recently dropped from A & M following
two poorly selling albums. The band’s initial release,
“Sitting in the Middle of Madness”/”Security”
(Beserkley 5734; 1976), sold approximately 3,000
copies solely by mail and grassroots distribution,
enabling Kaufman to release a second single, “Friday
on My Mind”/"Tall Order for a Short Guy” (Beserkley
5737; 1976), which enjoyed even greater success. The
band’s debut album, 8.5 (Beserkley 0047; 1976),
reached #151 on the charts despite the absence of the
two singles.

Allegedly helped by Kaufman’s racetrack
winnings, the label built a roster that included four
bands — Earth Quake, the Greg Kihn Band, Jonathan
Richman & the Modern Lovers, and the Rubinoos —
receiving considerable critical raves and a modicum
of commercial success. By the 1980s, Kihn was the
label’s sole moneymaker, placing seven LPs on the
charts: Next of Kihn (Beserkley 0056; 1978; #145);
With the Naked Eye (Beserkley 10063; 1979; #114);
Glass House Rock (Beserkley 10068; 1980; 167);
Rockihnroll (Beserkley 10069; 1981; #32), featuring
“Breakup Song” (Beserkley 47149; 1981; #15);
Kihntinued (Beserkley 60101; 1982; #33);
Kihnspiracy (Beserkley 60224; 1983; #15), including
“Jeopardy” (Beserkley 69847; 1983; #2); and
Kihntagious (Beserkley 60354; 1984; #121). Quirky
and original, but too mainstream to be marketed as
part of the burgeoning punk/new wave movement, the
others were unable to become more than cult
favorites.

The fact that Beserkley was unable to nurture any
talent beyond this core — all of whom became disil-
lusioned and either disbanded or moved on to other
labels — was evidently due at least in part to
Kaufman’s eccentric leadership. He released disco
records with nothing in the grooves, initially pursued
distribution deals with companies whose names ended
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in “c” or “y” based on dictates of “the wheel of
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BETHEL QUARTET

fortune,” and — perhaps of greatest import — concen-
trated on the European market during Beserkley’s
formative years.

FRANK HOFFMANN

BETHEL QUARTET

Also known as the Bethel Jubilee Quartet, a male
group that recorded for Victor from 1923 to 1928.
Members in 1928 were Norman Chestang and W.W.
Coleman, tenors; B. McCants, baritone; and Robert
Joseph, bass. Their output was religious and inspira-
tional, e.g., “Guiding Angels, Please Guide Me” (their
last disc, #47081-2; 21 Sep 1928). [Rust 1970.]

BETTINI, GIANNI (1860-1938)
Italian army officer, born in Novarra. He emigrated to
the U.S. in the mid-1880s, marrying an American
socialite, Daisy Abbott of Stamford, Connecticut.
Although he had no scientific training, he experiment-
ed in sound recording, attempting to improve on
Thomas Edison’s cylinder reproducer. On 13 Aug 1889
he received three U.S. patents (#409,003; #409,004;
#409,005 — described in Koenigsberg 1990) for a
“spider,” an attachment that connected a mica
diaphragm to a stylus with a view to capturing more
vibrations (detail photo in Marty 1979). The actual
effect of the spider was to shift the response downward,
strengthening the bass and weakening the treble; it
improved the rendition of the female singing voice.
Eventually (1902) Edison bought the patent from him.
Bettini also patented reproducing devices for copying
cylinders (U.S. #488,381, described in Koenigsberg
1990, which gives later patents also). He received a
total of 14 U.S. patents in the sound recording field.
In 1891 or 1892 he went into business as the Bettini
Phonograph Laboratory in the Judge Building, New
York. The firm was a maker of cylinders. His May
1897 catalog styled those cylinders as Micro-
Phonograph “Excelsior” Records. Due to the social
position of his wife he met the great singers of the
day — Enrico Caruso, Nellie Melba, Victor Maurel,
Mario Ancona, Giuseppe Campanari, Pol Plangon, and
others, as well as Lily Langtree, Ellen Terry, Sarah
Bernhardt, and Mark Twain, and engaged them to
record for him. He also personally recorded the voices
of Pope Leo XIII and ex-President Benjamin Harrison.
His sales were good: in 1897 he was able to produce a
12-page catalog, which grew to 32 pages in the next
year. He offered more than 200 items of serious music,
copied to order (at relatively high prices, $2-$6 each;
competitors were selling at $0.50), without mass pro-
duction. These records are very rare today, since most
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of the inventory was destroyed in France during World
War II. One expert listening to 15 surviving cylinders
pronounced them to be badly sung and poorly record-
ed (Fassett 1976), but the prevailing view is that they
were excellent. Bettini also sold his micro-diaphragm.
The music reproducer was available in 1899 in models
suitable for the Edison Home or Standard phonograph,
as well as for the Columbia graphophone.

Bettini established his name in France in 1898 by
selling French rights to the Compagnie
Microphonographes Bettini. In 1901 he moved to
Paris, setting up the Société des Micro-phonographes
Bettini, and leaving the New York firm under new
management at 80 Chambers Street. His successors
used the name Bettini Phonograph Co. That firm sold
a German disc machine called the Hymnophone, the
first to have an inside horn (anticipating the Victrola).

Five years later he abandoned the record business.
In a 1904 advertisement in TMW, he was offering to
manufacture discs or to teach anyone how to do so; his
address then was 32 Avenue de 1'Opéra, Paris. Bettini
lost most of his fortune in the stock market crash of
1929, but continued to experiment, working on various
projects including television and games. He died in
San Remo, Italy, on 27 Feb 1938. [Fassett 1976/7;
Favia-Artsay 1955/12 (reprints Bettini catalogs of
1897, 1898, 1899); Feinstein 1984; Koenigsberg;
Koenigsberg 1990; Marty 1979 (color photos of
Bettini phonographs, and of the spider); Moran 1965
(fullest coverage of the Bettini material); Taylor 1990
(on the operatic records).]

BEVERIDGE, HAROLD N.
(13 JULY 1914~ 24 JUNE 1996)

Born in Upper Sackville in New Brunswick, Canada,
Beveridge worked summers in the wilds of Quebec,
supplying firefighting outposts with radio equipment
to raise money for his tuition at McGill University.
Described by colleagues as a consummate engineer,
inventor, and businessman, who also had a knack for
recruiting top talent, he was instrumental in develop-
ing radar technology during and after World War II for
the U.S. and Canadian navies. Some of his radar inno-
vations are still in use on vessels around the world.
Beveridge worked for Raytheon and Arrow Physics
before starting his own company, Defense Research
Corporation, in 1960. Although a serious designer of
high-tech industrial goods, Beveridge had also long
been interested in loudspeakers. He opened a shop in
downtown Santa Barbara, California, and from 1972
to 1980 sold about 600 pairs of $9,000 speaker
systems that some knowledgeable enthusiasts believe
were the best line-source designs ever made. About




two-thirds of his legendary speakers were sold
overseas for as much as $27,000 a pair.

HoOwARD FERSTLER

BIAFRA, JELLO (1959-)

Although best known as the leader of hardcore music
pioneers, the Dead Kennedys, Jello Biafra is also a
successful indie record label executive, spoken-word
artist, and political activist. Born as Eric Boucher ca.
1959 in Boulder, Colorado, he matriculated to the San
Francisco punk scene in the late 1970s. There, he
formed the Dead Kennedys in 1978 along with
guitarist East Bay Ray, bassist Klaus Floride, and
drummer J.H. Pelligro. From the beginning, the band
used a rapid-fire punk sound in criticizing the Moral
Majority, U.S. imperialism and fascism, and
America’s plastic suburban lifestyle.

Although never a mainstream act, a 12-inch single,
“Too Drunk To Fuck”/“The Prey” (Cherry Red 12;
1981), reach the Top 5 in Great Britain despite a radio
ban. Following one album on the I.R.S. label, Fresh
Fruit for Rotting Vegetables (SP 70014; 1981), the band
formed its own record company, Alternative Tentacles,
to provide a mouthpiece for unsigned hardcore acts. The
label was thrust into the public spotlight when the
release of the Dead Kennedys’ Frankenchrist
(Alternative Tentacles VIRUS 45; 1985), led to charges
of distributing pornography to minors as interpreted by
newly revised U.S. obscenity statutes; the controversy
centered on inclusion of a poster reproducing H.R.
Giger’s surrealist painting, Landscape XX, which
depicted genitalia and various sex acts. Although a hung
jury led to dismissal of the case, the protracted struggle
undermined band relations, resulting in a breakup after
the release of Bedtime for Democracy (Alternative
Tentacles VIRUS 50; 1986). The Dead Kennedys reap-
peared in the headlines in 1993 when reissues of their
first album were inadvertently included with CDs that
were shipped to Christian radio stations nationwide.

Biafra has continued to speak out on political
issues, most notably free speech, through solo spoken-
word recordings, collaborations with other artists (e.g.,
D.0.A., NOMEANSNO), and college lecture tours.
The bulk of his energies, however, have gone into
administering Alternative Tentacles, which continues
to release albums by socially conscious underground
artists.

FrRANK HOFFMANN

BIAMPING
A technique whereby the woofer and tweeter (or tweet-
er/midrange) in a speaker system are driven by separate

BIELING, JOHN

amplifiers. By dividing the audio frequency spectrum
between two amplifiers, the effective output headroom
of the system is increased. There may also be better
damping control over cone motion if an electronic
crossover is used, and there may also be adjustment-
flexibility advantages with an electronic crossover.
Disadvantages of these systems are the increased cost
and bulk that result from having a second power ampli-
fier and possibly an electronic crossover network. It is
also possible to triamp, which involves separate ampli-
fication for the woofer, midrange, and tweeter.

HowAaRD FERSTLER

BIANCHI, “PROFESSOR”

This is the identification given to the music director of
Columbia Phonograph Co. in the 1890s. Except that
he was a former bandmaster, biographical data are
lacking BIAS.

In tape recording, a high-frequency alternating cur-
rent, usually between 75 kHz and 100 kHz, applied to
the tape record head along with the audio signal with
the purpose of reducing distortion and enhancing sig-
nal-to-noise ratio. The reason for applying bias is the
nonlinearity of the magnetic recording medium.
Various tape types require different amounts of bias.
There are no absolute standards for bias or equaliza-
tion, which leads to problems of compatibility
between tapes and equipment. “Biasing” is also
achieved by superimposing a magnetic field on the
signal magnetic field during recording.

See also Cassette

BIAS TRAP
A low-pass filter in a tape relay circuit, intended to
reduce any excessive high frequency bias present.

BIELEFELDER KATALOG

The periodic listings of classical and popular record-
ings in print in Germany; equivalent to the American
Schwann set. Beginning in the late 1990s, the catalog
has been available on CD-ROM as well as in its print
edition.

BIELING, JOHN

(18 MAR 1869-20 MAR 1948)

American tenor, born in New York. He had an unusu-
al recording career, singing very few solos. Most of his
work was in quartets, some in duets. Bieling was a
member of the first quartet to make records, the
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BIG BAND

Manhasset Quartet. The Edison Quartet succeeded it,
with Bieling as first tenor. He was also first tenor for
the American Quartet, Hayden Quartet, and the
Premier Quartet. Many of his duets were with Harry
MacDonough. Experiencing voice trouble in 1913, he
gave up recording and went into the business end of
the industry. He was a representative for the New York
Talking Machine Co. in 1918, and in 1920 he opened
a Victrola shop in Hempstead, Long Island. Bieling
retired in 1926, and died in Hempstead.

Most of the tenor’s records were made for Edison
and Victor. His earliest Victor was a duet with
MacDonough, “The Silver Slipper” (#B-409; 10 Sep
1903); his first Edison cylinder was also with
MacDonough, “Somebody’s Waiting ‘Neath Southern
Skies” (#8628; Mar 1904). By 1912 he had made 25
Victors and 12 Edisons in addition to his quartet
material, but none were carried into catalogs of the
electric era. [Walsh 1942/7-8, 1948/6, 1950/12, with
corrections in 1952/5.]

BIG BAND

The large swing orchestra that dominated popular
music from about 1936 to about 1950; representing an
international phenomenon most pervasive in the United
States and in Britain. Some of the big bands had start-
ed out as smaller jazz groups in the 1920s. The typical
ensemble consisted of a four- or five-piece rhythm sec-
tion (piano, double bass, guitar, and percussion), four
or five saxophones, three or four trumpets, and three or
four trombones. There was usually a pair of solo
singers (a male and a female), and often a vocal group.
In America the outstanding big bands were those of
Louis Armstrong, Desi Arnaz, Charlie Barnet, Count
Basie, Bunny Berigan, Ben Bernie, Will Bradley, Les
Brown, Henry Busse, Benny Carter, Larry Clinton,
Coon Sanders, Bob Crosby, Xavier Cugat, Jimmy
Dorsey, Tommy Dorsey, Eddy Duchin, Duke Ellington,
Shep Fields, Dizzy Gillespie, Benny Goodman, Glen
Gray and the Casa Loma Orchestra, Lionel Hampton,
Phil Harris, Coleman Hawkins, Erskine Hawkins,
Horace Heidt, Fletcher Henderson, Earl Hines, Ina Ray
Hutton, Harry James, Isham Jones, Spike Jones, Dick
Jurgens, Sammy Kaye, Hal Kemp, Stan Kenton,
Wayne King, Gene Krupa, Kay Kyser, Ada Leonard,
Ted Lewis, Guy Lombardo, Jimmie Lunceford, Glenn
Miller, Vaughn Monroe, Russ Morgan, Ray Noble, Red
Norvo, Jan Savitt, Artie Shaw, Jack Teagarden, Claude
Thornhill, Chick Webb, Ted Weems, Lawrence Welk,
Paul Whiteman, and Teddy Wilson.

Britain had its own big bands, such as that of Lew
Stone, Jack Hylton, Ambrose and His Orchestra, and
Roy Fox; Ray Noble was British by birth, and had
established himself in the U.K. before leaving for the
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U.S. in September 1934. Many American groups per-
formed in London.

Although a certain sound — based on tightly har-
monized brasses, an ensemble swing, and a pervasive
dance beat — characterized these bands, there were
many subtypes among them.

The most sophisticated (as we see them now) were
the jazzy groups with complex arrangements and
freely improvised solos: Armstrong, Basie, Tommy
Dorsey, Ellington, Goodman, Kenton, Miller, and
Shaw. Most of the bands fell into a less venturesome
category of sweet-swing. Some became so sweet that
the swing was lost: e.g., Brown, Duchin, Gray, Kaye,
and Lombardo. A number were essentially accompa-
nists for the great soloists who led them: Hawkins,
James, Krupa, Norvo, and Thornhill.

The famous Latin bands were led by Arnaz and
Cugat. Two “all-girl” orchestras were headed by
Hutton and Leonard. Comic elements were character-
istic of a few, like Spike Jones and Kyser.

Most of the great vocalists came from the bands;
many remained in that milieu, while others went on to
solo careers. Bing Crosby started with Whiteman (but
left him before the big band era); Frank Sinatra with
Tommy Dorsey; Ella Fitzgerald with Webb. Peggy Lee
was with Goodman; Doris Day with Brown; Perry
Como with Weems. Dinah Shore made early records
with Cugat.

With the end of the big band era there came also the
end of the time when one style of popular music was
appealing to all age groups. The same quintessential
image of the period emerged from high-school proms
as much as from the great adult ballrooms: a vast
throng of dancers, moving “cheek to cheek” to a slow
fox-trot, while a singer gave forth a romantic ballad,
followed by a dreamy instrumental chorus. [Fenton
1971; Rust 1972; Simon 1974.]

BIG TOP (LABEL)

The New York-based Big Top was formed in the late
1950s by the Aberbach brothers. The label — which
issued popular music, rock ‘n’ roll, and comedy —
was run by their nephew, Johnny Bienstock. The
majority of recordings were made available in the sin-
gles configuration; comparatively few albums were
released over the years. The bulk of these titles were
multitrack studio productions, still a rarity during that
time period.

The artist roster included Andrea Carroll, Don
Covay, Jamie Coe, Don and Juan, Miss Toni Fisher,
Little Lou Fowler, Johnny Gibson, Johnny and the
Hurricanes, Lou Johnson, Maximillian (aka Max
Crook), Bobby Pedrick, Jr. (aka Robert John), Cliff
Richard, the Shepherd Sisters, Arlene Smith (lead
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singer of the girl group, the Chantels), Ocie Smith (aka
O.C. Smith), Travis and Bob, Sammy Turner, and the
V.IPs.

Del Shannon — whose hits included “Runaway”
(Big Top 3067; 1961; #1), “Hats Off to Larry” (Big
Top 3075; 1961; #5), “Little Town Flirt” (Big Top
3131; 1962; #12, and the first Beatles song to chart
stateside, “From Me to You” (Big Top 3152; 1963;
#17) — was the label’s biggest star. His managers,
producer Harry Balk and Irving Micahnik, supplied a
number of Detroit-area acts to Big Top, taking care to
retain song publishing rights. When the company
ceased operation in the mid-1960s, the Balk and
Micahnik partnership also fell apart. Balk would go on
to manage Chubby Checker as well as forming labels
like Impact (1966), Inferno, and Twirl.

The moniker was revived in the 1990s by a domes-
tic postpunk label whose artists include the Boom,
Forty, June of 44, Les Savy Fav, New Sweet Breath,
Orange Drive, the Screamin’ Cheetah Wheelies,
Tugboat Annie, the Up On In, and the Wicked Farley.

FRANK HOFFMANN

BIG TREE (LABEL)

SEE MORRIS, DouG

BIGARD, BARNEY
(3 MAR 1906-27 JUNE 1980)

American jazz clarinetist, born in New Orleans as
Albany Barney Leon Bigard. He started as a saxo-
phone player, working in New Orleans and from 1925
in the Chicago area. He joined King Oliver and began
to emphasize clarinet, developing a particularly liquid
tone and a vivid low register. In 1927 he entered into a
15-year association with Duke Ellington, and made

outstanding records like “Mood Indigo” — his own
composition — (Brunswick 4952; 1930), and
“Clarinet Lament” — a work written for him by

Ellington, said to be first jazz concerto for solo instru-
ment and orchestra — (Brunswick 7650; 1936).
Leaving Ellington in 1942, he freelanced, then became
one of the Louis Armstrong All-Stars (1947-1952,
1953-1955, 1960-1961) making a world tour and
recording notable discs of “Tea for Two” (Decca 9-
28099/28100; 1947), “C-Jam Blues” (Decca 9-28102;
1947), and “Just You, Just Me” (Decca 9-28175;
1951). He moved to Los Angeles in 1956, playing with
his own ensemble, and from 1969 giving lectures on
jazz to university students. He continued performing
through the 1970s, in Europe and America. Bigard
died in Culver City, California.

BIKEL, THEODORE

BIGGS, E. POWER
(29 MAR 1906-10 MAR 1977)

British/American organist, born in Westcliff. He studied
at the Royal Academy of Music, and came to the U.S.
in 1930, becoming a citizen in 1937. His concert and
recording career did much to establish the organ as a
solo instrument outside of the church environment, and
to bring Baroque music into the repertoire. Beginning
on the Technichord label in 1938, then going to Victor,
Biggs recorded Bach on an Aeolian-Skinner organ at
Harvard University; he also made a series of discs illus-
trating “Historic Organs of England” and recorded on
organs in other European cities. From 1942 to 1958 he
gave weekly radio recitals from Harvard, then finally
gave up concert work because of arthritis. He died in
Boston in 1977. He never performed on electric organs,
but did enjoy the harpsichord; among his odd record-
ings are some Scott Joplin ragtime pieces on a pedal
harpsichord made for him by John Challis. Columbia
issued an LP album illustrating the great variety of his
interests in 1981 (35180).

BIHARI BROTHERS

Jules Bihari (born September 9, 1913; died November
1984), Saul Bihari (born 8 Mar 1920; died February
1975), and Joe Bihari (born May 30, 1925).

They grew up in the South and the Midwest, but
their father was of Hungarian Jewish descent, and their
grandfather had been a professor at the University of
Budapest. Together, Jules, Saul, and Joe started the Los
Angeles—based Modern Records in early 1945. Their
older brother, Lester (born 12 May 1912; died
September 1983) started his own label, Meteor, in
Memphis in 1952 but folded it five years later to join
his brothers as sales manager. Modern became one of
the leading independent jazz and blues labels. B.B.
King was their major artist. They launched subsidiaries
such as Kent and RPM, and a budget LP label, Crown.
The brothers broadened their enterprise to manufactur-
ing and distribution before selling the catalogs in 1980.

CoLIN Escort

BIKEL, THEODORE (2 MAY 1924-)

Austrian/American actor and folksinger, born in
Vienna. He went with his family to Palestine in 1938,
becoming a British subject. While working as a farm
laborer he began a lifelong study of languages. He was
in theater work in Tel Aviv from 1943 to 1947, and
then in London. Bikel appeared in A Streetcar Named
Desire in London, and in the film African Queen
(1951), as well as other motion pictures during the
1950s. His major debut as a folksinger took place in
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BILL, EDWARD LYMAN

Town Hall, New York, on 5 Oct 1958; he recorded this
concert for Elektra and commenced an international
concert career. His most important stage role was
Baron von Trapp in the Sound of Music (1959). He
became an American citizen in 1961.

BILL, EDWARD LYMAN
(5 JUNE 1862-1 JAN 1916)

Born in Lyme, Connecticut, Bill served in the Dakota
State Militia, and was also said to have served with
Teddy Roosevelt’s Rough Riders. Apparently based on
this military service, Bill took to calling himself
“Colonel E.L. Bill” by the time he came to promi-
nence in New York City life in the early 1900s. Bill
served as president of the Police Board (noted in a
1903 article in The New York Times), and, in 1904, was
treasurer of the New York State Commission to the St.
Louis World’s Fair. Bill was the founder, editor, and
proprietor of the journal Talking Machine World,
1905-1916, which he developed out of the earlier
Music Trade Review, which he purchased sometime
earlier. His son, Raymond Bill, was also an editor of
TMW. Bill also published books on industry topics,
including a guide to piano tuning. He had a large estate
in Larchmont, New York, which his son, Edward Jr.,
converted into the Bonnie Briar Country Club in 1921.
Bill died in New Rochelle, New York.

REV. CARL BENSON

BILLBOARD (MAGAZINE)
Billboard has long been recognized as the leading
entertainment trade weekly worldwide. Although doc-
umenting record industry developments has been its
primary focus in the post-World War II era, the peri-
odical represents a compendium of American popular
culture since the late 19'" century, covering at one time
or another burlesque, the circus, fairs, medicine shows,
minstrel performances, vaudeville, wild west specta-
cles, rodeos, zoos, lyceum and chautauqua, theatrical
productions, musicals, motion pictures, skating rinks,
bathing establishments, and coin-operated machines.
The publication, originally known as Billboard
Advertising, was founded in Cincinnati by William H.
Donaldson and James F. Hennegan. In the first issue
(1894), editor Donaldson stated that it would be
“devoted to the interests of the advertisers, poster
printers, billposters, advertising agents, and secretaries
of fairs.”” By 1897, the masthead title was changed to
The Billboard (changed to simply Billboard in 1961)
in an effort to reflect its expanding editorial concerns.
Following a period of separation from the publica-
tion due to editorial differences, Donaldson purchased
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Hennegan’s interest in the enterprise in 1900 in order to
forestall bankruptcy. He converted it from a monthly to
a weekly effective 5 May 1900, thereby placing an
added emphasis on the timely reporting of entertain-
ment industry news. However, he also strengthened
other types of coverage, including insightful, hard-hit-
ting editorials and regular columns or departments con-
centrating on the leading show business fields. Offices
were opened in New York and Chicago early in the 20"
century as a means of facilitating immediate, accurate
dissemination of information.The publication’s close
ties with the recording industry originated with cover-
age of coin-operated entertainment devices. From
intermittent ads and news in 1899, Billboard expanded
to a section entitled “Amusement Machines” in March
1932. With the jukebox an increasingly important seg-
ment of this field, the magazine inserted a “Record
Buying Guide” beginning 7 Jan 1939 to assist in the
selection process. Charting — perhaps the best known
aspect of Billboard — first appeared as “Tunes Most
Heard in Vaudeville Last Week,” in the early 1900s.
With the advent of sound recordings, Billboard pre-
pared weekly listings of the top sellers for the major
labels. By 1938, the earliest form of a national survey
combining all recordings and companies appeared, the
“Music Box Machine” charts, supplemented later by
the “Best Sellers in Stores” (20 July 1940-), and “Most
Played by Disc Jockeys” (1945-) charts. Following
World War II, the number of record charts proliferated
to reflect the growing sophistication and importance of
the music business, encompassing various genres (e.g.,
country, rhythm and blues, pop, classical, children’s
releases), formats (singles, LPs, radio, jukeboxes, sheet
music, etc.), and locales. By 1987, Billboard would
include eight weekly charts for albums alone: “Black,”
“Compact Discs,” “Country,” “Hits of the World,”
“Latin,” “Rock Tracks,” “Spiritual,” and “Pop.”

The publication has incorporated a number of phys-
ical format changes in order to increase speed of pub-
lication and enhance its visual appeal. A five-column
tabloid newspaper layout was introduced 4 Nov 1950,
while coated paper was first used with the 5 Jan 1963
issue. The latter development opened the way to pho-
tojournalism and four-color halftone illustrations.

While Billboard has continued to offer a fairly con-
sistent breakdown of features, columns, departments,
reviews (generally of a descriptive, promotional
nature), charts, and advertisements, augmented by reg-
ularly appearing supplements (e.g., “Billboard
Campus Attractions,” “Billboard International
Directory of Recording Studios™), the content is con-
stantly changing to reflect the dynamic flux of the
entertainment industry. The editorial and news materi-
al is provided largely by staff writers, with additional
contributions by experts within the trade.




Billboard has further enhanced its profile by
branching out into book publishing in cooperation
with New York’s Watson-Guptill. The long-running
syndicated radio and television series, American Top
Forty, based much of its information on the publica-
tion’s chart data. Furthermore, a number of chart com-
pilers have developed their own reference tools from
the weekly charts, most notably Joel Whitburn, owner
of the Menomonee Falls, Wisconsin-based publisher,
Record Research.

FRANK HOFFMANN

BINAURAL RECORDING

SEE STEREOPHONIC RECORDING

BINAURAL SOUND

Two-channel sound in which each ear receives only
one of the channels. To record binaurally, microphones
are mounted on a dummy head, possibly with actual
models of human ears on it. Ideally, playback is
through headphones at the same respective sound lev-
els that were received by the microphones. One of the
early experimenters was Alexander Graham Bell (in
ca. 1881). During World War I, a binaural apparatus
consisting of two receiving trumpets spaced several
feet apart, connected by rubber tubes to the ears of an
operator, was used to locate enemy airplanes. The
principle was applied in World War II in underwater
submarine detection. Radio use of binaural sound
began experimentally in Germany in 1925, in broad-
casts from the Berlin Opera House. In the same year
there were binaural transmissions from New Haven,
Connecticut, on station WPAJ. Listeners used two
radio sets, tuned to slightly different frequencies, each
attached to a tube going to one ear. The need for two
radio sets was a deterrent to progress and binaural
work was soon abandoned, despite the attractive
results that had been achieved.

At the Chicago Century of Progress Exposition in
1933, General Electric engineers demonstrated a bin-
aurally equipped dummy named Oscar (originally dis-
played in 1932 at the Academy of Music in
Philadelphia). Oscar’s two microphones picked up
sounds from various parts of the room, which could be
precisely located by listeners with binaural head-
phones. With the rise of stereo tape-recording in the
1950s, the term binaural became confused with stereo,
and since stereo did not require special headphones,
the binaural systems faded from sight for two decades.

There is a significant difference between the binau-
ral and stereophonic modes: with binaural listening the
listener wears earphones that critically separate left ear

BINGHAM, RALPH

sounds from right ear sounds — as if he were listening
with two ears at the microphone location. This gives
dimension and depth to the music, but... [also] a
fatiguing reaction caused by the violation of the nor-
mal listening position. With stereo listening you are
transported to the best seat in the concert hall, for the
effect is like listening with two ears at the audience
location. Here we find that all discomfort has van-
ished, and not only the music, but the beneficial tonal
qualities of the concert hall itself are included in the
living room reproduction (Crowhurst 1960).

In the 1970s some experimental discs were made in
Japan that provided remarkable environmental real-
ism. But problems inherent in the system remain to be
solved. For example, a sound source moving perpen-
dicularly across the front of the dummy head will pro-
duce in the listener the effect of a source describing an
arc rather than a straight line; and a circle around the
microphones becomes an oval to the listener.
Experiments of the 1980s have included Hugo
Zuccarelli’s “holophonics” — a digital system based
on the way we perceive (rather than receive) sound. A
firm called Optimax III has made “total dimensional”
sound systems for motion pictures and television,
using individual stereo headsets. [Crowhurst 1960;
Sunier 1986.]

See also Stereophonic Recording; Surround Sound

BINDER

A glue used to fasten magnetic particles to the base
material on a tape. Thickness in use for open-reel
tape is 0.56 mil; for cassette tape it is 0.24 mil. In
preparation of the tape, the coating is mixed with the
binder — both wet — so that the magnetic particles
are evenly dispersed. The binder when dry has to
remain flexible, and it must adhere firmly to the base
without attaching itself to adjacent layers when the
tape is tightly wound.

BINGHAM, RALPH
(2 AUG 1870-27 DEC 1925)

American comedian, born in Richmond, Virginia. He
was a child prodigy on the violin, but soon became
more interested in monologues. He became famous for
his Negro and Jewish dialect stories. In 1915 he
recorded “Mrs. Rastus at the Telephone” (Victor
17818), and went on to make seven other discs for the
label. The final effort was “Mrs. Rastus Johnson’s Joy
Ride” (Victor 18517; 1919), One of the Mrs. Rastus
monologs was in the catalog of 1927, along with
“Goldstein behind the Bars” (#18231). Bingham died
in Philadelphia. [Rust 1989; Walsh 1964/4.]
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WOLF/BINGOLA (LABEL)

Bingola label, c. late '20s. Courtesy Kurt Nauck/Nauck's
Vintage Records

WOLF/BINGOLA (LABEL)

A rare disc issued by the Bing-Wolf Corp. of New
York, between ca. 1927 and ca. 1930. It was associat-
ed with Grey Gull. Only eight issues have been traced,
all dance and popular numbers. One is “Last Rose of
Summer” sung by Arthur Fields (#2703A). [Barr
1982; Kendziora 1987/3; Rust 1978.]

BIRD SOUNDS

SEE ANIMAL IMITATIONS; WHISTLING RECORDINGS;
WILDLIFE SOUNDS ON RECORDS

BIRNBAUM, THEODORE B.
(27 FEB 1865-19 MAR 1914)

British recording industry executive, born in Islington,
London. He and his brother went into the importing
business, and evidently included talking machines
among their stock. In 1898 he became associated with
William Barry Owen, who was establishing the
Berliner interests in London in what was to be the
Gramophone Co. When that firm took over the
International Zonophone Co. of Berlin in 1903,
Birnbaum was made director there. Birnbaum became
managing director of the Gramophone Co. in April
1904, remaining with the organization until 1910,
when he returned to the import business. He was
designer of the Gramophone angel trademark.
[Martland 1989.]
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BIS (label). Begun in 1973, in Sweden, by Robert
von Bahr, who served as owner, producer, and chief
engineer, BIS has earned a reputation as a company
that produces recordings of very high technical and
artistic quality. BIS specializes in both mainstream
composers and more obscure ones, such as Aagesen,
Hashimoto, Orban, Tubin, Tomasson, and Zechner.
Unlike what one finds with some other companies,
every recording BIS has produced remains available.
[Website: www.bis.se.]

HoOWARD FERSTLER

BISCUIT
The plastic material from which a commercial disc is
pressed.

See also Disc

BISHOP, MICHAEL (14 JUNE 1951-)

Bishop has been engineering award-winning record-
ings since the 1970s. He was awarded the 1997
Grammy award for best-engineered classical record-
ing, received two Grammy nominations in 1999, and
again for 2000 in the same category, and is a member
of AES, MPGA, NARAS, ASCAP, AQHA, and
NRHA. As part of the engineering and production
team at Telarc Records, he has overseen many major
orchestral, jazz, blues, and pop recordings. Having
worked on pop quadraphonic mixes in the early 1970s,
he has applied that early experience to produce some
of Telarc’s most notable surround-sound releases. He
currently lives in Burton, Ohio, with his wife, country
music singer Wendy Bishop, and their two daughters.

HOWARD FERSTLER

BISPHAM, DAVID SCULL
(5 JAN 1857-2 OCT 1921)

American baritone, born in Philadelphia. He made his
operatic debut in London, in 1891; sang first at the
Metropolitan Opera in 1896, and remained on the ros-
ter there until 1903. His voice is heard on two of the
Mapleson cylinders (1903), and on Columbia cylin-
ders beginning in 1906. A favorite recording was
Schubert’s “Der Wanderer” (Columbia #36476; 1913
[with orchestra; earlier with piano in 1906]). His final
records were “Dixie” (Pathé 11526B; 1917), and “The
Two Grenadiers” (Pathé #025099A; 1918). Bispham
died in New York. [Hervingham-Root 1970.]

BIZARRE (LABEL)

SEE ZAPPA, FRANK



BJORK (21 OCT 1965-)

From child prodigy to darling of avant-garde rock
enthusiasts, Bjork (born Bjork Gudmundsdottir) has
long been Iceland’s most prominent recording artist.
Her recorded legacy embraces the cream of the Iceland
music scene as well as notable foreign musicians such
as 808 State, Talvin Singh, Tricky, and the Brodsky
Quartet.

Radio airplay of Bjork's treatment of the Tina
Charles hit, “I Love to Love,” led to an eponymous LP
(Falkinn 006; 1977), which included covers of
materials by the Beatles, Melanie, Edgar Winter, and
others. Following time as vocalist/keyboardist with
the band Exodus, she departed with bassist Jakob
Magnusson to form Tappi TiKarrass (translation:
Cork the Bitch's Arse) in 1981. The group released
two hardcore punk albums, Bitid Fast 1 Vitid (Spor 4;
1981), and Miranda (Gramm 16; 1983). After several
more short-term collaborations, she joined the Goth
rock ensemble, Kukl (“Sorcery” in English), which
produced two LPs for the British label, Crass: The
Eve (#1984-1: 1984). and Holidavs in Europe (The
Naughty Nought) (#4; 1986).

Bjork’s next project of note, the Sugarcubes, would
go on to achieve international stardom, beginning with
the debut single, “Birthday™ (One Little Indian 7,
1987: #65 UK), lauded for her wailing vocals and
ethereal production accented by a throbbing bass fig-
ure. The group recorded four albums over a five-year
period, including the jazz-inflected Life’s Too Good
(Elektra 5; 1988; #54 US. #14 UK); the grating post-
punk exercise, Here Today, Tomorrow, Next Weck
(Elektra 15; 1989; #70 US. #15 UK); Stick Around for
Joy (Elektra 30; 1992; #95 US, #16 UK). with its fre-
netic melodic constructions and brass-heavy arrange-
ments, including the funky, dance-oriented “Hit”
(Elektra 62; 1991, #17 UK): and a collection of club
remixes, /t’s It (Elektra 40; 1992; #47 UK; CD edition
included bonus disc).

Embarking on a solo career, Bjork enlisted a wide
range of alternative dance artists to produce the house-
oriented Debut (Elektra 31; 1993; #61 US, #3 UK).
Although far more popular in Europe, she edged clos-
er to the U.S. pop mainstream with the eclectic Post
(Elektra 51; 1995; #32 US, #2 UK). The experimental
Homogenic (Elektra 71; 1997: #28 US, #4 UK), repre-
sented a stylistic retrenchment of sorts, featuring more
subdued electronic textures, and a lyrical bent some-
what tempered by her willful weirdness. More likely
to be heard these days on film soundtracks than via the
radio or dance venues, Bjork remains one of the most
interesting — and unpredictable — artists currently
active within the rock scenc.

FrRANK HOFFMANN

BLACK PATTI (LABEL)

BJORLING, JUSSI
(5 FEB 1911-9 SEP 1960)

Swedish tenor, born Johan Jonatin Bjorling in Stora
Tuna. He began to sing as a child in the family’s male
quartet, which toured Sweden in 1916-1919 and then
came to the U.S. The group spent four years in the East
and Midwest, singing mostly for Swedish immigrants.
They recorded some hymns and traditional songs for
Columbia in 1920. When the father died in 1926. young
Bjorling worked at odd jobs in Stockholm until he was
able to secure some singing engagements and make
radio broadcasts; eventually he got a recording contract
with EMI (the first record accepted was “Torna a
Sorrento,” HMV X-3376; 1929). On 21 July 1930 he
made a debut at the Royal Opera in a small part; in the
next month he sang Don Ottavio, and he remained with
the company until 1939. EMI (Swedish HMV) record-
ed him doing film songs and popular items in
1932-1933, under the pseudonym of Erik Odde.
Bjorling’s Metropolitan career began on 24 Nov
1938, as Rodolfo; he remained — with a wartime
interruption, and minus the 1954/1955 season — until
1957, gaining recognition as one of the greatest
singers of the French/ltalian repertoire since Enrico
Caruso. He made outstanding recordings of all the
major arias, for Victor and HMV. and complete record-
ings of Aida (with Zinka Milanov), Boheme (with
Victoria de los Angeles), Cavalleria rusticana (twice:
with Zinka Milanov in 1953 (Victor CD 6510), and
with Renata Tebaldi in 1958 (Victor LSC-6059),
Madama Butterfly (with de los Angeles), Manon
Lescaut (with Licia Albanese), Rigoletto (with
Roberta Peters), and Trovatore (with Milanov). All are
available on CD. A 1959 album on the London label,
Bjirling in Opera, won a Grammy. EMI issued an LP
album of three discs in 1979 covering the recordings
of 1919-1936: The Art of Jussi Bjorling (#715). He
died in Siarf, Sweden. [Henrysson 1984; Stroff 1988.]

BLACK PATTI (LABEL)

A short-lived label (issued for only six months in
1927), now extremely rare and sought after; recorded
by Gennett and produced by the Chicago Record Co.
The name of the label came from a legendary Black
soprano of the later 19th century, Sissieretta Jones, who
had been compared to Adelina Patti. Of the 55 known
issues (110 sides), most are jazz, blues, and sacred.
Rust (1978) describes the label itself as “purple,
framed and printed in gold and embodying on the
entire top half a peacock with tail feathers fully
extended.” One writer describes the label as the most
beautiful in all recording history — *“a masterpiece of
art” (Henriksen 1979). The first release of Black Patti
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BLACK SABBATH

'. PATTI

4O L(.«L(l

Black Patti label; this artwork was later adopted by Nick Perls
for his blues reissue label, Yazoo. Courtesy Kurt
Nauck/Nauck's Vintage Records

records, as announced in the Chicago Defender (a
newspaper for the Black community) on 21 May 1927,
consisted of 24 10-inch discs, numbered 8001-8024,
selling by mail at $0.75 each. Artists included Papa
Harvey Hull, Mozelle Alderson, Hattie Garland, Eloise
Bennett, and Trixie Williams. [Henriksen 1979.]

BLACK SABBATH
Black Sabbath is the quintessential heavy-metal band;
its members helped develop many of the genre’s major
conventions, including the blues-rock-derived signa-
ture riff, power chording, pronounced guitar feedback
and sustain, ponderously slow tempos, wailing melis-
matic vocals, aggressive posturing, and escapist song
lyrics. Frontman Ozzy Osbourne would become the
charismatic spokesman for legions of working-class
youth who didn’t feel comfortable with the more
abstract, elitist concerns of progressive-rock artists.
Black Sabbath’s original members — Osbourne,
guitarist Tony Iommi, bassist Terry “Geezer” Butler,
and drummer Bill Ward — were all born in Aston, an
industrial section of Birmingham, England. While
acquainted with each other since childhood, they
played in different groups until becoming aware of
their musical compatibility. The foursome combined
forces in the late 1960s as Earth; however, after being
informed in 1969 that a more established mainstream
rock act had already staked a claim to the name, they
became Black Sabbath.
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Steady touring, especially on the European main-
land where the group first gained a large following, led
to a recording contract with Vertigo (a label owned by
the Dutch recording company, Polydor). Their debut
album, Black Sabbath, was released in the U.S. by
Warner Bros. (#1871; 1970; #23). It remained on the
charts for 65 weeks, providing the needed momentum
to propel the next LP, Paranoid (Warner Bros. 1887;
1971; #12) to triple platinum status. Although general-
ly damned by critics for their heavy-handed approach,
Black Sabbath’s album continued to sell well through-
out the 1970s, with the following achieving platinum
sales: Master of Reality (Warner Bros. 2562; 1971;
#8), Black Sabbath, Vol. 4 (Warner Bros. 2602; 1972,
#13), Sabbath Bloody Sabbath (Warner Bros. 2695;
1974; #11), and We Sold Our Soul for Rock ‘n’ Roll
(Warner Bros. 2923; 1976; #48).

Osbourne’s decision to embark on a solo career in
1978, however, caused many of the group’s fans to
defect with him. The group — with Iommi and Butler
continuing to cowrite much of the material — limped
through a transitional phase, first with American
Ronnie James Dio (previously with EIf and Ritchie
Blackmore’s Rainbow), as lead singer between
1979-1982 (he would return from 1990 t01993), fol-
lowed by countless other configurations, most notably
with former Deep Purple vocalist Ian Gillan
(1983-1984), and a revamped lineup featuring sole
original member Tommi and singer Glenn Hughes,
whose resume included Trapeze, Deep Purple, and the
Hughes-Thrall band (1985-1987).

Black Sabbath album cover featuring typical gothic Heavy
Metal imagery. Courtesy Frank Hoffmann




After more than a year of band inactivity, Osbourne,
Butler, and Iommi reunited to headline Ozzfest 1997.
Ward was invited to participate in two December 1997
shows in Birmingham; the resulting live album,
Reunion (Epic; 1998; #11), earned the group its first
Grammy for best metal performance (“Iron Man”).
Black Sabbath continued touring through December
1999. As of mid-2001, the band was still together,
working on a studio album.

FRANK HOFFMANN

BLACK SWAN (LABEL)

Records made by the Pace Phonograph Corp., estab-
lished in 1921 in New York. The “Black Swan” for
whom the label was named was the soprano Elizabeth
Taylor Greenfield (1809-1876). It was founded by
music publisher Harry Herbert Pace (1884—1943), who
from 1913 to 1920 was the partner of the composer W.C.
Handy in the Pace & Handy music publishing company.
Its mission was to appeal to Black listeners with a roster
of Black artists, without the stigmatic tag of race records
used by white-owned companies for their Black per-
formers. It had a distinguished board of directors, includ-
ing activist author W.E.B. DuBois, and employed jazz
musician Fletcher Henderson as recording manager and
noted composer William Grant Still as music director.
Black Swan records were in fact pressed by the Olympic
Disc Record Corp. of Long Island, and a number of
issues appear under both the Olympic and Black Swan

Black Swan label. Courtesy Kurt Nauck/Nauck's
Vintage Records

BLACKMAN TALKING MACHINE CO.

labels, identical except for the names of the performers.
(Examples are cited in Kendziora 1955.) Pace and John
Fletcher purchased the Olympic Corp. in July 1922 and
renamed it Fletcher Record Co., Inc. The new firm
pressed Black Swan discs thereafter. Pace changed the
firm’s name to Black Swan Phonograph Co. in February
1923, but a few months later ceased producing records.
In April 1924 the label was acquired by Paramount,
which reissued many of the pressings as a race series.
Color scheme of the label was black and gold, with a
swan — not always black — at the top. Ethel Waters and
Trixie Smith made successful records for the firm.
[Andrews; Kendziora 1955; Kunstadt 1987; Rust 1978.]

BLACKER, GEORGE
(8 FEB 1931-6 JULY 1990)

American disc jockey and writer, known for his exten-
sive research and publication in the field of recorded
sound; born in Cheshire, Connecticut. Blacker wrote
primarily for the journal Record Research, contribut-
ing regularly from 1955 to 1990. His column
“Discoing In” was the outlet for much of his investi-
gations. For articles in other periodicals, see the
Bibliography. Blacker died in Cheshire, Connecticut.

BLACKMAN, J. NEWCOMB
(1881-3 JULY 1958)

American record industry executive, born in New
York. After some work in the bicycle business, he
formed the Blackman Talking Machine Co. in 1902.
He was vice president of the Eastern Talking Machine
Jobbers Association in 1907, 1909, and 1910; later
president of the National Association of Talking
Machine Jobbers (1912 and 1917). He was a friend of
Thomas Edison. The record brush was his invention.
With the decline of the record business in the 1930s,
Blackman diversified his interests: selling electrical
appliances, then consulting in the investment field. He
died in Brightwaters, Long Island, New York, a com-
munity he had helped to incorporate. [Koenigsberg.]

BLACKMAN TALKING MACHINE CO.

A New York firm established on 1 May 1902 by J.
Newcomb Blackman; it sold records and players,
Edison products at first, then exclusively wholesale
Victor products after April 1919, in addition to
Playrite and Melotone steel needles and Cleanrite
record brushes. The name was changed to
Blackman Distributing Co. in 1926 or 1927, marking
a diversification of inventory to include various
electrical appliances. The firm was liquidated in 1932.
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BLACKMER, DAVID E.

BLACKMER, DAVID E.
(11 JAN 1927-21 MAR 2002)

Born in Urbana, Ohio, Blackmer graduated from
High Mowing School in Wilton, New Hampshire,
studied radar electronics while in the U.S. Navy, and
went on to do formal studies at both MIT and Harvard
University. After graduation, he worked as an engi-
neer for a number of companies, including Lafayette
Radio, Trans-Radio Recording Studio, Epsco, HiCon
Eastern, and Raytheon. He was also involved in the
design of the telemetry systems for the Mercury space
program. An inventor by nature, he held many
patents, and went on to found three different audio
electronics companies: dbx, Kintek, and Earthworks,
with the first of the three being responsible for a num-
ber of major recording-technology breakthroughs. He
was also a cofounder of Instrumentation Laboratory, a
medical-electronics company. A hands-on engineer-
ing generalist with a love for precision sound record-
ing and reproduction technologies, he was a longtime
fellow of the Audio Engineering Society and a life
member of the Institute of Electrical and Electronics
Engineers.

HOWARD FERSTLER

BLACKWELL, “BUMPS”

(23 MAY 1918-9 MAR 1985)

Born Robert A. Blackwell in Seattle, Washington,
Blackwell is famous for his work as an arranger/pro-
ducer for Los Angeles‘s based Specialty Records in
the 1950s. After World War II, Blackwell settled in
Los Angeles to study composition at UCLA, leading a
band and writing and performing in local revues at
night. Blackwell hooked up with Art Rupe of the small
Specialty label by the mid-1950s, and was sent to New
Orleans to search for talent. There he discovered Little
Richard, helping him rewrite and record his first major
hit, “Tutti Fruiti” (#17 pop, 1956; Specialty 561). He
oversaw most of Richard’s classic recordings, cowrit-
ing many of his songs (including his next release and
greatest success, the #6 pop, #1 R&B hit, “Long Tall
Sally”), and also managing him. Back in LA, he
worked as a producer of the gospel group the Soul
Stirrers’s sessions for Specialty, encouraging the
group’s lead singer to try secular material, and thus
launching the career of Sam Cooke. He worked with
Cooke at Keen Records through 1959. Blackwell later
produced other musicians, including Johnny “Guitar”
Watson and Aaron Neville; his last production work
was as coproducer of the title track of Bob Dylan’s
1981 album, Shot of Love. He died of complications
from pneumonia in Los Angeles in 1985.

CARL BENSON
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BLACKWELL, CHRIS (22 JUNE 1937-)

London-born Chris Blackwell developed a love of jazz
during a six-month visit to New York in 1959. Soon
after, in Jamaica, Blackwell recorded a group led by
blind pianist Lance Hayward and released the cuts on
newborn [sland Records. The comp'fmy’s first office was
in Jamaica, and its first hit single was “Little Sheila”
(Laura Aiken), a number one hit in that country. Over
time, Island Records sold more in England than on the
island, and Blackwell moved his headquarters to
London in 1962. Even so, Blackwell concentrated on
recording Jamaican-sourced Ska during the 1960s,
while simultaneously producing pop records through
his BPR Music production company. Island’s first
major pop signing was the Spencer Davis Group, fea-
turing young organist/vocalist Stevie Winwood; in
1967, Blackwell signed on as manager for Winwood’s
new band, Traffic, and Island began solely focusing on
rock acts, turning over its back catalog of Jamaican
recordings to Trojan Records. Island was known for its
innovative marketing and packaging; it was one of the
first labels to emphasize the rock album over singles,
and Blackwell gave his artists considerable freedom, as
well as nurturing many artists who never achieved great
chart success. In the early 1970s, Island’s biggest act
was singer-songwriter Cat Stevens. Then, the company
returned to its first focus with the release of the
Wailers’s Catch a Fire album. Group leader Bob Marley
became the label’s hottest act, and reggae helped propel
it to new heights of financial success. By the 1980s,
however, the label had a diversified lineup, including
long-time artist Steve Winwood (who enjoyed a com-
mercial comeback mid-decade) along with new acts like
U2. In 1989, Island was sold to A&M, then a division of
Polygram. It is now part of the Universal Music Group.

BRrRAD HILL

BLADES, RUEBEN (16 JULY 1948-)

Widely acknowledged to be one of the foremost inno-
vators and interpreters of salsa, Rueben Blades has been
instrumental in disseminating the genre worldwide. His
role as a musical ambassador is based largely on his
high profile as an actor (e.g., The Milagro Beanfield
War, Mo’ Better Blues), and political activist.

Born in Panama City, Blades first attracted atten-
tion as the vocalist/songwriter for the Willie Colon
combo. Their collaborations included Siembra (Fania
537; 1978), one of the most popular salsa albums in
history. In 1982, Blades formed his own band, Seis del
Solar, recording for both the Latin-jazz label Fania and
Elektra. His Buscando America (Elektra 60352; 1982),
was a salsa milestone, employing synthesizers and
other rock instrumentation as well as literate, politi-
cally oriented lyrics — by Colombian author Gabriel




Garcia Marquez — in opposition to the more frivolous
subject matter typifying the genre. Two of his early
recordings — Escenas (Elektra 60432; 1986; included
a duet with Linda Ronstadt), and Antecedente (Elektra
60795; 1988) — won the Grammy award for best trop-
ical Latin performance. His first all-English album,
Nothing But the Truth (Elektra 60754; 1988), spent
almost two months on the Billboard pop albums chart,
reaching as high as number 156.

Blades’s music career was temporarily shelved in the
early 1990s due to political activities; he founded Papa
Egoro, a Panamanian political party concerned with
social inequities, in 1992, and ran (unsuccessfully) for
the Panamanian presidency in 1994. However, he
returned to win another Grammy for La Rosa de los
Vientos (Sony Discos International 81992; 1996), while
Tiempos (Sony Discos International 81384; 1999) was
acclaimed by critics to be his finest effort to that point.

FRANK HOFFMANN

BLAINE, HAL (5 FEB 1929-)
Hal Blaine may have the longest resume of any session
drummer of the rock era. At a time when rock groups
attempted to perpetuate the myth that they played all
the instruments on their records, Blaine was used in
“countless thousands of recording dates with virtually
every big name in the business” [Jud Cost. Liner notes
to Deuces, “T’s,” Roadsters & Drums], including the
Beach Boys, the Byrds, John Denver, Duane Eddy, Jan
and Dean, Dean Martin, Elvis Presley, Paul Revere
and the Raiders, Simon and Garfunkel, Frank and
Nancy Sinatra, and Phil Spector’s roster of artists.
Born Harold Simon Belsky in Holyoke,
Massachusetts, Blaine grew up watching Count Basie,
Tommy Dorsey, Benny Goodman, and other big bands
performing at Hartford’s State Theater across the
street from where his father worked during the 1930s.
When his family moved to southern California in the
1944, Blaine began playing the drums during club jam
sessions. Following a stint in the army during the
Korean War, he used the G.I. Bill to earn a degree at
the Roy Knapp School of Percussion in Chicago.
Back in Los Angeles, he began performing on demos
for a local deejay with songwriting aspirations. He
eventually got an assignment to play on Tommy Sands’s
recording of “Teen-Age Crush” (Capitol 3639; 1957;
#2). The record’s success opened doors for other record-
ing sessions. Blaine’s ability to read music gave him a
decided advantage over other studio drummers. He and
the other informally dressed young turks playing early
1960s recording sessions in California — including
Leon Russell, Glen Campbell, and Jerry Cole — were
eyed with suspicion by the older, established musicians.
Hearing comments such as, “These kids are gonna

BLAKE, EUBIE

wreck the business,” [Cost] led Blaine to christen his
cohorts the “Wrecking Crew.”

Sessions with Lee Hazlewood, producer of Duane
Eddy’s classic singles, led to a contract with RCA to
record the only album in which Blaine received star
billing. Recorded on 25 Oct 1963 and released without
any promotional tour or advertising, Deuces, “T’s,”
Roadsters & Drums (RCA; reissued by Sundazed
12856; 2001), by Hal Blaine and the Young Cougars,
was destined for the cut-out bins. Two singles for the
label — “Hawaii 1963/ East Side Story”’ (RCA 8147;
1963), and “(Dance with the) Surfin’ Band”/’The
Drummer Plays for Me” (RCA 8223; 1963) — had
been released earlier in the year, also to marginal sales.
Nevertheless, Blaine’s studio legacy, which has
spanned some 40 years and a wide array rock and pop
styles, was sufficient to earn him induction into the
Rock and Roll Hall of Fame in 2000.

FRANK HOFFMANN

BLAKE, EUBIE (7 FEB 1883-12 FEB 1983)
American ragtime pianist and composer, born in
Baltimore. After various jobs playing piano and organ

Eubie Blake (right) with Ethel Waters, c.mid-'20s. Courtesy
David A. Jasen
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BLAKEY, ART

in hotels and cafes, and some vaudeville work, he
joined the Noble Sissle band in 1915, maintaining a
sporadic association into the late 1930s. He and Sissle
wrote the songs for Shuffle Along (1921), which
played 504 performances on Broadway; the hit song
was “I’m Just Wild about Harry,” which Blake record-
ed on Victor 18791. Another hit song, “Memories of
You,” was in the Blake/Andy Razaf score for
Blackbirds of 1930; (recorded by Blake on Columbia
C2S-847). He was still performing in concert and on
television at nearly 100 years of age. In the 1970s, he
formed his own record label, Eubie Blake Music, to
reissue his early recordings and to release new record-
ings by himself and his contemporaries. Blake died in
New York. [Montgomery 1978 lists his piano rolls;
Rose 1979 includes a discography.]

BLAKEY, ART (11 OCT 1919-16 OCT 1990)
American jazz drummer, born in Pittsburgh. He worked
in many idioms — most influentially in bebop — and
with many groups from 1939 until his death, offering a
hard, loud style that was particularly effective with
strong soloists. He began as a pianist, then turned to the
percussions, working in New York with Fletcher
Henderson (1939), Mary Lou Williams (1941), Billy
Eckstine (1944-1947), numerous soloists (notably
Thelonious Monk), and most importantly with his own
Jazz Messengers (from 1954). The Blue Note label
recorded the best of the last-named group on two LPs:
BLP 1507/08 (1954). Some of Blakey’s finest work is in
the album Jazz Messengers with Thelonious Monk
(London LTZ-K15157). His 1984 album, New York
Scene (Concord Jazz CJ-307), won a Grammy. Blakely
died of lung cancer in New York. More than 40 CDs of
Blakey performances are available.

BLATTNERPHONE

A magnetic recorder produced by Ludwig Blattner, a
licensee of patents registered by the inventor Kurt
Stille. Blattner, a filmmaker, intended to synchronize
sound with image, but a London demonstration was
unsuccessful. The machine used a six-millimeter wide
steel tape, traveling at six feet per second, with a play-
ing time of 20 minutes. A basic problem was the errat-
ic speed drive, powered by a battery-operated DC
motor, that required an operator to monitor a tachome-
ter dial and make manual adjustments. Despite this
flaw, the BBC saw the promise of the Blattnerphone in
broadcasting, and acquired two of them in 1930. An
improved model, substituting an AC motor for the
original battery or DC motor, using three-millimeter
wide tape, was produced by the British Blattnerphone
Co., with a playing time of 30 minutes for each tape.
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Rights were later assigned to Marconi’s Wireless
Telegram Co., from which a further improved model
emerged in 1934 (U.K. patents #458,255 and
#467,105). By the time of World War II, BBC had
eight machines running. They were abandoned with
the introduction of plastic tape.

See also Magnetic Recording

BLAUERT, JENS (20 JUNE 1938-)

Born in Hamburg, Germany, Blauert attended elemen-
tary and secondary schools in Dresden and Hamburg,
and went on to study communication engineering at
Aachen, where he received a doctor of engineering
degree in 1969. In college, he concentrated in signal
theory, electro-acoustics, and psychoacoustics, and
since 1974 he has held a chair in electrical engineering
and acoustics at the Institute of Communication
Acoustics of the Ruhr-Universitdt at Bochum. His
major fields of current interest are binaural technolo-
gy, models of binaural hearing, architectural acoustics,
noise engineering, product-sound design, speech tech-
nology, and virtual environments. He has authored or
coauthored more than 130 monographs, including the
highly regarded Spatial Hearing: The Psychophysics
of Human Sound Localization, and has been awarded
several patents. Blauert has also been awarded an hon-
orary doctorate from the University of Aalborg, is a
former chairman of the ITG committee on electroa-
coustics, was former dean of the faculty of electrical
engineering and computer science at Bochum, is a for-
mer chairman of the board of the European Acoustics
Association, and is currently the president of the
German Acoustical Society. In addition to being a
member of several other European scientific organiza-
tions, committees, and societies, Blauert is also a fel-
low of the Acoustical Society of America, the Institute
of Electrical and Electronics Engineers, and the Audio
Engineering Society. His list of major awards and
commendations is too extensive to list here.

HowaRD FERSTLER

BLAUVELT, LILLIAN
(16 MAR 1873-29 AUG 1947)

American coloratura soprano, born in Brooklyn. She
studied violin at first, then voice in New York and Paris.
Having concertized in Europe, she made her opera
debut in Brussels in 1893. In 1899 she performed for
Queen Victoria and sang at Covent Garden. Blauvelt
recorded for Victor from 1903 to 1906, making a num-
ber of discs that have maintained lasting interest with
collectors. Among them were her earliest record,
“Merci, compagnons” from Vapres siciliennes (Victor
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81067; reissued on IRCC 8), and the “Jewel Song”
from Faust (recorded in 1903, and again in 1906, her
final Victor). She made 11 records for Columbia in
1907-1909, notably “Una voce poco fa” from Barbiere
di Siviglia (#30150). She died in Chicago.

BLEND CONTROL

A device in a stereo amplifier that mixes small por-
tions of the signals coming from both channels. The
purpose is to create a smoother sound front across the
two speakers.

BLESSER, BARRY (3 APR 1943-)

Blesser has been providing consulting services for 35
years in a wide range of fields, with specialization in
digital signal processing for audio. He received his
S.B, S.M, and Ph.D. degrees from MIT in the fields of
electrical engineering communications and was an
associate professor of electrical engineering and com-
puter science at that school from 1969 to 1978. During
that time, he helped to found Lexicon (1970), and in
1976 he invented the first commercially available, all-
digital delay line, which was marketed as the EMT-

250 in West Germany in 1978.

~ Since 1978 he has been providing product develop-
ment for more than 50 companies, and has been a prin-
ciple in several start-up companies and has numerous
patents and published papers. Dr. Blesser was president
of the Audio Engineering Society in 1980 (he cochaired
the first AES conference on digital audio that same
year), and has been on the organization’s editorial
review board since 1975. His landmark paper on digital
audio, first published in 1978, is still being distributed,
and he has been awarded numerous patents. Dr. Blesser
provides both technology development services as well
as management of complex hardware and software proj-
ects. He has received the AES bronze medal, Board of
Governors award, as well as publications awards, and in
1981, the society awarded him its silver medal for his
accomplishments in audio and digital audio research.

HOWwWARD FERSTLER

BLEYER, ARCHIE
(12 JUNE 1909-20 MAR 1989)

Born in Corona, Queens, New York, Bleyer became a
prominent composer/arranger and record label owner,
starting Cadence Records in the 1950s, the home of the
Everly Brothers and Andy Williams. Bleyer studied
piano as a child and showed strong musical talents, but
was originally interested in becoming an electrical engi-
neer. He attended Columbia studying engineering from

BLONDIE

1927 to 1929, but dropped out to form his own dance
band playing local jobs. By the mid-1930s, the band had
a recording contract with Brunswick, and featured a
young lead vocalist who would eventually have a career
as a major songwriter, Johnny Mercer. In 1938, Bleyer
went to Hollywood, where he was hired as staff
arranger/bandleader for the popular Arthur Godfrey
radio show. He remained with Godfrey through the early
1950s, and in 1952 formed Cadence Records as an out-
let for performers who gained popularity on Godfrey’s
many shows, including Julius LaRosa and the vocal
group the Chordettes. LaRosa had several hits immedi-
ately, including the number four “Anywhere I Wander”
(Cadence 1230), in 1953, and Bleyer’s own band scored
big with the camp classic, “Hernando’s Hideaway” (#2,
1954; Cadence 1241), which was featured in the film
The Pajama Game. The Chordettes scored a number one
on the Bleyer-produced candy-coated vocal hit, “Mr.
Sandman” (Cadence 1247; Bleyer provides the tongue-
in-cheek response “Yes” to the girl’s pleading “Mr.
Sandman?” on the record), and, in 1958, with the equal-
ly sweet “Lollipop” (#2; Cadence 1345). In 1956,
Cadence scored big with crooner Andy Williams’s
“Canadian Sunset” (#7; Cadence 1297), and “Butterfly”
(#1; Cadence 1338), and in 1958 with “Are You Sincere”
(#3; Cadence 1340).

In 1957, Wesley Rose of Acuff-Rose publishing rec-
ommended a young country duo to Bleyer, the Everly
Brothers. Bleyer produced their great initial hits, includ-
ing 1957’s “Bye, Bye Love” (#2; Cadence 1315), and
“Wake Up, Little Susie” (#1; Cadence 1337), and
1958’s two number one hits “All I Have to Do Is
Dream” (Cadence 1348), and “Bird Dog” (Cadence
1350). The twangy guitarist Link Wray brought his
tough-guy sound to the label in 1958 with the number
16 hit “Rumble” (Cadence 1347). Bleyer also signed
teen popster Johnny Tillotson to the label that year.
However, the Everlys were soon lured away by Warner
Bros.and Andy Williams by Columbia, and Bleyer had
difficulty attracting new talent. Bleyer had his last hit
with the comedy album The First Family (Cadence
3060) in 1962, a takeoff on the Kennedys by a talented
young impressionist named Vaughan Meeder. Cadence
folded in 1964, and Bleyer retired from the music busi-
ness. Andy Williams purchased the label’s back catalog,
setting up Barnaby Records to hold the catalog. Bleyer
died in Shebogyan, Wisconsin, of Parkinson’s Disease.

CARL BENSON

BLONDIE

Blondie melded tuneful 1960s pop-rock with the
attitude and aggression of the emerging New York City
punk revolution in laying the groundwork for the new
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BLOOD, SWEAT AND TEARS

Blondie during the "Heart of Glass" era. Courtesy Frank
Hoffmann

wave genre. The band’s glam image — which centered
around their street-smart Marilyn Monroe figure, lead
singer Debbie Harry — would also provide a model
for the Neo-Romantics of the early 1980s, a fashion-
conscious movement encompassing the likes of Adam
Ant, Bow Wow Wow, Duran Duran, the Thompson
Twins, and Boy George of Culture Club.

Formed by August 1974 by former Wind in the
Willows vocalist Harry and her boyfriend, guitarist
Chris Stein, Blondie — whose classic lineup also
included keyboardist Jimmy Destri, bassist Frank
Infante, and drummer Clem Burke — separated itself
from the rank-and-file punk groups identified with the
New York club scene with a polished debut album,
Blondie (Private Stock 2023; 1976), produced by
Richard Gottehrer. The band’s pinup poster good looks
attracted a new label, Chrysalis, and with the release of
Plastic Letters (Chrysalis 1166; 1978; #10 UK, #72
US), significantly broadened their American following
while making them stars in Great Britain, where the
single, “Denis” (Chrysalis 2180; 1978) reached num-
ber two on the charts.

Teamed with British power pop producer, Mike
Chapman, Blondie produced the critically acclaimed
Parallel Lines (Chrysalis 1192; 1979; #1 UK, #6 US),
which yielded four hits: “Hanging on the Telephone”
(Chrysalis 2366; 1978; #5 UK), “Heart of Glass”
(Chrysalis 2275; 1979; #1 UK, #1 US), “Sunday Girl”
(Chrysalis 2320; 1979; #1 UK), and “One Way of
Another” (Chrysalis 2336; 1979; #24 US). Having
penetrated the dance venues with “Heart of Glass,”
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and the disco-inflected LP, Eat to the Beat (Chrysalis
1225; 1979; #1 UK, #17 US), the band enlisted electro
producer Georgio Moroder to record “Call Me”
(Chrysalis 2414; 1980; #1 UK, #1 US) for the
American Gigolo soundtrack. As disco encountered a
backlash in the U.S., Blondie shifted gears, topping
the Billboard Hot 100 with the reggae number, “The
Tide Is High” (Chrysalis 2465; 1980; #1 UK, #1 US),
and an early attempt at mainstreaming hip-hop,
“Rapture” (Chrysalis 2485; 1981; #5 UK, #1 US). The
album containing the latter tracks, Autoamerican
(Chrysalis 1290; 1980; #3 UK, #7 US), and The
Hunter (Chrysalis 1384; 1982; #9 UK, #33 US)
reflected the band’s stylistic impasse, which appears to
have contributed to the breakup in mid-1982.

Harry, Destri, and Burke all pursued solo careers,
while Stein’s plans for his own Chrysalis-backed label,
Animal, were stymied by a prolonged illness. The
foursome would re-form Blondie in 1998, releasing
the poppy, but hardly trailblazing, LP, No Exit
(Beyond-RCA/Logic 78003; 1999; #3 UK, #18 US),
which included the hit single, “Maria” (Beyond-
RCA/Logic 78040; 1999; #1 UK, #82 US).

FRANK HOFFMANN

BLOOD, SWEAT AND TEARS

Blood, Sweat and Tears were the first important big
band-rock act; they attempted to fuse the stylistic and
harmonic diversity possible with a swing-era ensem-
ble with the power possible with a rock rhythm sec-
tion. However, the absence of a first-rate songwriter
and the group’s constantly shifting personnel lineup
caused a loss of the creative momentum that had
fueled their first few albums. By the early 1970s, the
genre’s major innovators included Chicago, England’s
Audience, and Canada’s Lighthouse.

The guiding light behind the formation of Blood,
Sweat and Tears was Al Kooper; as a keyboardist with
the Blues Project, he expressed the desire to test the
stylistic limits of the blues — incorporating classical,
folk, and jazz influences — by means of an expanded
horn section. He recruited the Blues Project’s rhythm
guitarist, Steve Katz, who, in turn, contacted an asso-
ciate, drummer Bobby Colomby, then with folksinger
Odetta. During 1967 the threesome went about pulling
additional musicians into their orbit, including bassist
Jim Fielder, and horn players from various New York
jazz and studio aggregates: Fred Lipsius, Dick
Halligan, Randy Brecker, and Jerry Weiss.

The debut album, Child Is Father to the Man
(Columbia 9619; 1968; #47), exhibited considerable
musical promise, incorporating material by Nilsson,
Tim Buckley, Randy Newman, Gerry Goffin, and




Carole King, and Kooper himself. Recorded after a
personnel shakeup — Kooper, Brecker, and Weiss
departed, and were replaced by vocalist David
Clayton-Thomas, trombonist Jerry Hyman, trumpeter
Chuck Winfield, and trumpeter Lew Soloff — the fol-
low-up release, Blood, Sweat & Tears (Columbia
9720; 1968), reached number one, selling more than 3
million copies and generating three gold singles:
“You’ve Made Me So Very Happy” (Columbia 44776;
1969; #2), “And When I Die” (Columbia 45008; 1969;
#2), and “Spinning Wheel” (Columbia 44871; 1969;
#2). Winning the 1969 Grammy for album of the year,
it set an artistic and commercial standard that the band
was unable to equal again.

Although the next LP, the jazz-tinged Blood, Sweat
& Tears 3 (Columbia 30090; 1970; #1), quickly
achieved gold status, later releases — B, S & T, 4
(Columbia 30590; 1971; #10), Greatest Hits
(Columbia 31170; 1972; #19), New Blood (Columbia
31780; 1972; #32), No Sweat (Columbia 32180; 1973;
#72), Mirror Image (Columbia 32929; 1974; #149;
New City (Columbia 33484; 1975; #47), and More

~ Than Ever (Columbia 34233; 1976; #165) — met with

increasing public apathy. By the mid-1970s, BST had
become a middle-of-the-road nostalgia band, perform-
ing regularly at Las Vegas and other glitzy venues.
Colomby (the last original member, who left in 1976
to do A&R work, but retained co-ownership of the
band’s name and catalog), and Clayton-Thomas would
maintain control of BST, which continued to perform
through the 1990s. Recording — with ABC-
Paramount, LAX, and other labels — has been spo-
radic since the early 1980s due to the fact that none of
the band’s releases have charted since August 1976.

FRANK HOFFMANN

BLOOD TONE ARM

A device (named for its inventor) sold by the Jewel
Phonograph Co., Chicago, in 1921, compatible for lat-
eral- or vertical-cut discs.

BLOOMFIELD, MICHAEL

(28 JULY 1944-15 FEB 1981)
Michael Bloomfield was perhaps the most gifted
American guitarist within the 1960s blues revival
movement. Although his later solo recordings remain
relatively unknown to pop music enthusiasts, he can
also be heard on a wide range of classic albums that
helped define the emergence of progressive rock.
Although the Chicago-born Bloomfield grew up in
the relatively prosperous North Shore area, he spent
much time downtown observing the guitar-playing

BLOOMFIELD, MICHAEL

techniques of the leading exponents of the Chicago
blues style. While still in his teens, he graduated to
performing in the local clubs. Impressed by his talent,
harmonica player Paul Butterfield invited him to be a
member of the Paul Butterfield Blues Band in 1963.
Bloomfield, as lead guitarist, helped distill the ground-
breaking sound of the band’s first two LP releases, The
Paul Butterfield Blues Band (Elektra 7294; 1965), and
East-West (Elektra 7315; 1966). Whereas the group’s
debut album primarily updated the Chess Sound as
defined by Muddy Waters, Albert King, and others, the
second album stretched electric blues conventions to
their limit, incorporating lengthy, jazz-influenced jam-
ming and Indian raga flourishes.

The band’s backup role for Bob Dylan’s famed
electric performance at the Newport Folk Festival in
1965 has been released on various bootleg recordings,
including Live in Newport 1965 (Document 004;
1988). Earlier that year, Bloomfield had also played
lead guitar on Dylan’s critically acclaimed, Highway
61 Revisited (Columbia 9189; 1965), which featured
the hit single, “Like a Rolling Stone” (Columbia
43346; 1965; #2).

Tired of constant touring and wanting to have more
creative control, Bloomfield departed the Butterfield
band to form the Electric Flag with longtime associate,
singer Nick Gravenites. Put off by the massive hype
surrounding his new band, he moved on again after
playing on one album, A Long Time Comin’ (Columbia
9597; 1968). For a time he seemed content to merely
tread water, collaborating with Al Kooper and Stephen
Stills on a couple of slapdash studio jam LPs, Super
Session (Columbia 9701; 1968), and The Live
Adventures of Mike Bloomfield and Al Kooper
(Columbia 6; 1969).

With the exception of a couple a stabs at the com-
mercial bigtime — Triumvirate (Columbia 32172;
1973), with Dr. John and John Paul Hammond, and
KGB (MCA 2166; 1976), featuring keyboardist Barry
Goldberg, bassist Rick Grech, drummer Carmine
Appice, and vocalist Ray Kennedy — Bloomfield
focused on solo work for the rest of his career. The
results received mixed critical response; many pointed
out that the creative fire of his best 1960s work was no
longer in evidence. However, one release, If You Love
These Blues, Play ‘Em as You Please (Guitar Player
3002; 1976), a compendium of blues guitar licks
intended as an educational tool for magazine sub-
scribers, received a Grammy award nomination. With
his studio works failing to provide adequate financial
support, Bloomfield resorted for a time to scoring
pornographic films, primarily for the San Francisco-
based Mitchell Brothers. He died of an apparently
accidental drug overdose in his parked 1971 Mercury
on San Francisco’s Dewey Street in 1981. In 2000,
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BLUDISC (LABEL)

authors Jan Mark Wolkin and Bill Keenom published
an oral history of Bloomfield’s life and music, Mike
Bloomfield: If You Love These Blues (Backbeat
Books). [Romanowski and George-Warren 1995.]

FRANK HOFFMANN

BLUDISC (LABEL)

A short-lived American record sold by the Blu-Disc
Record Co., New York, in 1924. Nine items were
released in December (Kendziora 1973/6 reproduces
the advertising poster). Duke Ellington’s piano is
heard on three of them, but the two sides credited to
his orchestra are really by “a commercial white band
of no jazz interest whatever” (Rust). [Kendziora
1973/6; Rust 1978.]

BLUE AMBEROL

The name given by Thomas Edison to his best line of
cylinder records, introduced in October 1912. It was
an improvement on his 1908 Amberol, having a
smooth hard celluloid surface over a plaster of Paris
core; said to be unbreakable and playable for 3,000 or
more times with no wear. Its exterior was a rich glossy
blue — examples from different periods show various
shades of color, ranging into the purple area (a later
“celebrity series” was colored reddish purple). Run at
160 rpm, a Blue Amberol cylinder played four minutes
or longer. The Amberola phonograph was fitted with a
diamond point reproducer for these new records, and
the acoustic results were excellent. Record slips, giv-
ing information about the artist, the music, and adver-
tising for other records, were included from 1912 to
1914. Blue Amberols sold for $0.50.

Competition from discs was mounting, and after a
few years the primary product for Edison had become
the Edison Diamond Disc. But $2.5 million came in as
late as 1920 from Amberola and Blue Amberol sales,
most of the customers being in rural areas. In 1913
there were a million cylinder players in use in
America. Until 1914, all Blue Amberol cylinders were
direct live recordings; but in December of that year
transfers were introduced via dubbing from discs.
Dubbing became the standard recording process in
1915. Cylinder sales fell drastically after 1922, due to
competition from radio, and dealers began to drop
their Edison franchises. Figures in Dethlefson show an
impressive total sale in the period 1911-1929:
21,400,000 records and 356,000 players; but in the
years 1927 and 1928 operating losses were posted.
The last Blue Amberol catalog appeared in 1927, the
final Amberolas were made in 1928, and cylinder pro-
duction ceased in 1929 with Edison’s abandonment of
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phonographs and entertainment records in all formats,
with the exception of Edison School Records.
[Dethlefson 1980; Wile 1990/3.]

BLUE HORIZON (LABEL)

Blue Horizon was founded in February 1965 by blues
collectors Mike and Richard Vernon as an outgrowth
of their fanzine, R&B Monthly. Mike had the more
impressive music industry credentials of the two
brothers, having worked with the likes of Champion
Jack Dupree, the Graham Bond Organization, and Otis
Spann as an assistant producer at Decca Records’s
West Hampstead studio. Both the business and record-
ing ends of the operation were initially based in his
Surrey, U.K. home.

The label’s first phase consisted of 12 singles and
two albums, mixing reissued masters and exclusive
recordings by vintage blues interpreters such as Eddie
Boyd, J.B. Lenoir, Hubert Sumlin, and Sonny Boy
Williamson. The Vernons also instituted two
subsidiaries; Outasite differed little from the parent
label regarding releases, whereas Purdah focused on
British talent, most notably John Mayall, Tony
McPhee, and Savoy Brown.

Blue Horizon signed a national distribution agree-
ment with CBS Records in November 1969. Its premier
act was Fleetwood Mac, then featuring Peter Green on
guitar and vocals, whose “Albatross” (Epic 10436;
1969), reached number one on the British charts. The
label also signed rock artists such as Chicken Shack and
Duster Bennett as well as reissuing seminal blues
recordings by Slim Harpo, B.B. King, Lightnin’ Slim,
Magic Sam, and Otis Rush, among others.

When CBS — anticipating the end of the blues
boom — dropped the company in 1970, Blue Horizon
hooked up with Polydor Records. While maintaining
its schedule of classic reissues, the label’s biggest suc-
cesses came with contemporary prog-rock bands like
Holland’s Focus and Jellybread.

Blue Horizon ceased operations in 1972, shifting
commercially viable titles to Polydor. Mike Vernon
became a producer, helping Bloodstone, Dexys
Midnight Runners, Level 42, and the Olympic Runners
record hits. He would go on to reactivate Blue Horizon
in 1988 with a roster that included Blues ‘n’ Trouble, the
DeLuxe Blues Band, Dana Gillespie, and Lazy Letter.

FRANK HOFFMANN

BLUE NOTE (LABEL)

A premier American jazz label for 30 years, estab-
lished in 1939 by Alfred Lion and Frank Wolfe in
New York City. Albert Ammons and Meade Lux
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Blue Note 78 label, c. 1940s. Courtesy Kurt Nauck/Nauck's
Vintage Records

Lewis performed boogie-woogie in the first session
on 6 Jan 39 (“Boogie Woogie Stomp”’; Blue Note #2).
Among the star performers to follow were Sidney
Bechet, Earl Hines, Bud Powell, Thelonious Monk,
and Art Blakey. Quality of recording was high, in part
due to the practice of paying artists for rehearsal time,
although pressing materials were often poor. Designer
Reid Miles was engaged in the early 1950s, and
} created about 1,000 distinctive album covers.
| In 1966 Lion and Wolff sold the label to Liberty
\ Records, which was later acquired by Capitol.
| Abandoned in 1981, the Blue Note label was revived
1 by Capitol/EMI in 1984, under the guidance of Bruce
Lundvall. Blue Note was subsequently combined with
Mosaic Records, a jazz label specializing in complete
boxed-set reissues, which EMI also purchased. It has
‘ continued to sign new artists, including noted jazz
| vocalist Casandra Wilson and pop-jazz singer Norah
Jones, while also reissuing classic recordings from the
back catalog. [Cuscuna 1988 is a complete discogra-
phy through 1987; Website: www.bluenote.com.]

BLUE THUMB (LABEL)

SEE Lipuma, Tommy

BLUEBIRD (LABEL)

A subsidiary of Victor, issued from 1932 to 1950 and
reactivated in 1976 for a few years. Originally an
eight-inch format, it moved to a standard 10-inch size

BLUES RECORDINGS

Bluebird label, c. early '30s. Courtesy Kurt Nauck/Nauck's
Vintage Records

in 1933, selling at $0.35. Pricing was competitive with
Decca, Columbia’s chain store products, and discount
labels that came out during the Depression, all of
which were cutting into sales of Victor’s regular $0.75
line. With notable artists and high standards of record-
ing, Bluebird was a quick success. Big bands like
those of Shep Fields, Vincent Lopez, Freddy Martin;
vocalists like Dick Todd; and jazzmen like Earl Hines
and Fats Waller were major attractions. Artie Shaw
and Glenn Miller recorded for Bluebird; Miller’s most
famous contributions being “Moonlight Serenade”
(#10214; 1939), and “Chattanooga Choo Choo”
(#11230; 1941). The Bluebird name has been revived
from time to time, most notably in the mid-1970s for
a series of reissues of jazz and country music of the
1930s and 1940s.

BLUEBIRD TALKING MACHINE CO.

A firm located in Los Angeles. In October 1920 it sold
Bluebird record players. Four models were marketed
by 1922, The general manager was F. Flybush.

FRANK ANDREWS

BLUES RECORDINGS

Blues refers to a style of music marked by a melan-
choly mood (and lyrics) and — as it developed — a
standard chord pattern typically occupying 12 meas-
ures. Blues singing emerged in the Black culture of the
southern United States during the mid-19" century.
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BLUES RECORDINGS

The first instrumental blues record was “Memphis
Blues” (Victor 17619; 25 Sep 1914). “Memphis
Blues” was also the first vocal blues record, sung by
Morton Harvey: (Victor 17657; January 1915 — with
accompaniment by the New York Philharmonic
Orchestra). But these were not authentic blues rendi-
tions. Al Bernard’s “Hesitation Blues” (Edison
Diamond Disc 50524; Blue Amberol cylinder 6621;
19 Feb 1919), was possibly the first authentic vocal
blues number to be released, albeit by a white singer.
The earliest Black blues vocal was “That Thing Called
Love”/“You Can’t Keep a Good Man Down” (Okeh
4113; February 1920, released in July), sung by
Mamie Smith, accompanied by a group named the
Rega Orchestra; Smith had made a rejected test record
of “That Thing Called Love” for Victor in January. She
went on to make many more Okeh blues discs, achiev-
ing great success, the last being “Keep a Song in Your
Soul” (Okeh 8864; 19 Feb 1931). Her great hit was
“Crazy Blues” (#4169; 10 Aug 1920). Another pioneer
singer was Lucille Hegamin, with “Jazz Me Blues”
and “Everybody’s Blues” (Arto 9045; November
1920); she sang for many labels until 1932.

Victor was the only major company to hold back from
recording blues by Black artists, leaving the market to
Columbia — which did not move aggressively either —
and new independents like Okeh, Paramount, and Black
Swan. Other prominent Black artists of the 1920s were
Alberta Hunter, Ma Rainey, Bessie Smith (“Empress of
the Blues™), Trixie Smith, and Ethel Waters.

The term race records was generally used in the
industry at this time to identify blues and other mate-
rial performed by Black musicians for a Black audi-
ence. By 1923 Columbia had become a major race
label, signing Bessie Smith in 1923; she became the
best-selling blues singer. Okeh and Paramount pros-
pered as well. Victor did little, and Edison made only
a few race records. Gennett made some attempts at
blues without great success. Ajax, a Canadian label,
was active in blues from 1923 to 1925, offering items
by Rosa Henderson and Mamie Smith, among others.
Vocalion was able to put out only two dozen race
records, by minor performers, but when it was
acquired by Brunswick in 1924 the situation changed.
Brunswick entered the blues market in 1926, estab-
lishing a race record division under Jack Kapp. Nearly
all the blues vocalists were women, but in 1924
Paramount had several successful discs with Charlie
Jackson, and in 1926 with Blind Lemon Jefferson.
Among white performers, Al Bernard stands out as a
leading blues singer of the acoustic period.

Peak years for blues records were 1927-1930, as the
various labels issued 10 new items a week. Columbia
acquired Okeh and became the major player. Victor
made another move into the market during 1927,
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recording on location in Atlanta, Memphis, and New
Orleans. “Sun Brimmer’s Blues” and “Stingy Woman
Blues” (#20552; 24 Feb 1927), by the Memphis Jug
Band was an immediate hit; the group followed it with
more than 70 other records until 1934. The Black Patti
label had a brief but distinguished career in 1927.
Paramount was successful with material by Charley
Patton. Leroy Carr began to record for Vocalion in June
1928, with a major hit “How Long How Long Blues”
(#1191); Carr became the leading blues artist of the
next several years. He was the first notable blues
pianist, as well as a singer. Blues was not fully
amenable to the piano, since the style relies on pitches
that fall between the piano keys; blues offshoots like
barrelhouse and boogie-woogie came in to fill the void.

A 1930s idiom called urban blues developed in the
difficult Depression years in Chicago. It is marked by
a more aggressive sound and by group performance,
e.g., by Tampa Red, a guitarist with a small combo.
Big Bill Broonzy was a leading figure of this school.
But the 1930s were bad years for record makers in any
genre. Paramount, Gennett, and Columbia were bank-
rupt. Brunswick, bought by Warner Brothers and then
transferred to Consolidated Film Industries in 1931,
survived as a label, and had good market results with
discs by Tampa Red and Leroy Carr. Victor made fur-
ther attempts to get a share of the race market, using
its Bluebird label; they scored with Joe Pullem’s
“Black Gal What Makes Your Head So Hard?” (#B-
5459; 1934), and with Washboard Sam, one of the
most popular singers of the late 1930s.

The new Decca label, 1934, did well with its low-
priced discs ($0.35, compared to the standard $0.75).
Among their artists were Sleepy John Estes, Rosetta
Howard, Louis Jordan, Ollie Shepard, Johnnie
Temple, Peetie Wheatstraw, and the Norfolk Jubilee
Quartet. There were other cheap labels, sold in
Woolworth’s and other dime stores for $0.25. One was
Melotone, which had Josh White’s successful “Crying
Blues” (#M12727), issued also by Perfect, Romeo,
Oriole, and Banner. An important noncommercial
record producer, the Library of Congress Archive of
Folk Song, released important material throughout this
period, including songs by Leadbelly and Muddy
Waters. The archive made more than 4,000 records on
location between 1933 and 1942.

The postwar period saw a considerable revival of
interest in blues recordings, both through reissues of
earlier 78-rpm recordings, and new recordings of
“rediscovered” artists from earlier years. Chess
Records of Chicago was one of the leading labels in
documenting the new blues scene there, with artists
like Muddy Waters, Howlin’ Wolf, and Little Walter.
During the “folk revival” of the 1960s, other labels
issued new recordings of both acoustic and electric




blues performers. The jazz label Prestige launched its
Bluesville imprint, releasing records both by older
performers like Rev. Gary Davis and new revivalists
like Geoff Muldaur. During the mid-1960s through
early 1970s, ABC Records had a label called
ABC/Bluesville, which featured B.B. King among its
roster of pop-blues performers. Folk label Vanguard
Records had a number of classic blues artists on its
roster, including Mississippi John Hurt and Skip
James. Arhoolie Records another folk-oriented label,
also issued recordings by rural blues musicians,
including Mississippi Fred McDowell and John
Jackson. Out of Chicago, Delmark and later Alligator
Records took up the mantle of Chess Records as the
primary outlets for local musicians during the later
1960s through the 1980s.

Among the first labels to reissue earlier blues 78s
were Origin of Jazz Library (OJL), and RBF (Record,
Book and Film, a division of Folkways Records), both
of which began reissuing blues material in the later
1950s. During the mid-1960s, collector Nick Perls
began his Yazoo Records label, which became the
most important outlet for blues reissues aimed at the
acoustic blues scene. He subsequently created the
affiliated Blue Goose label for new recordings. In
1962, major label Columbia Records issued a single
LP of 1930s-era recordings of blues man Robert
Johnson; later, in the mid-1990s, they issued a two-CD
box of his complete recordings, which enjoyed enor-
mous sales for a blues package. Columbia launched its
Legacy label following its success to reissue other
back catalog blues recordings, although none sold as
well as Johnson did. When MCA purchased the exten-
sive Chess catalog, they began a reissue program in a
series of complete box sets of its major blues artists.
[Dixon 1970; Oliver 1980.]

See also American Folklife Center

REV. CARL BENSON

BLUESVILLE (LABEL)

A subsidiary record of Prestige, issued from the early
1960s to 1965. Rotante gives a list of 91 issues, most
of them blues. Big Joe Williams, Tampa Red, and
Victoria Spivey were among the artists. Some of the
albums were assigned to a lower price Prestige line,
Status. [Rotante 1966.]

BLUM & CO., LTD.

A British firm established 23 Feb 1911 by Joseph
Leonard Blum in London. Beginning in August 1911
it advertised a Diploma label disc, said to be British-
made, with 350 titles available. Edison Bell matrices

BLUMLEIN STEREO RECORDING

were used. In 1912 the company merged with Kalliope
Musikwerke AG. of Leipzig, and began to issue a new
label named Stella. Stella’s debut with 300 titles was
disturbed by the discovery that Pathé was already
using that label name; so the record name was changed
to Victory. Blum also produced a Famous label from
September 1912, for 10-inch discs (Victory was a 12-
inch record). Victory was very successful, but follow-
ing some legal altercations between Blum and
Kalliope in 1913 the name Victory was changed to
Diploma. In the industry price war of 1913 Blum
introduced the Pelican label at one shilling. Pelican
was replaced in early 1914 by Pioneer, selling at 1s.6d,
marked “made in Germany,” indicating that old ties
were still there. Despite considerable success with all
his labels, Blum decided to wind up his firm in May
1914. However, a second company of the same name
was founded on 17 June 1914; it continued the release
of Diploma and Pioneer records. A final liquidation of
the Blum interests took place on 15 Jan 1917;
Columbia Graphophone Co., Ltd., took over the Blum
trademarks. Blum himself left the record industry until
1927, when he surfaced as managing director of a new
firm, Metropole Gramophone Co., Ltd. He left that
firm after a dispute among board members in August
1930. [Andrews 1988/10.]

BLUMLEIN, ALAN DOWER
(1903-7 JUNE 1942)

British electroacoustics engineer; one of the research
team at Columbia Graphophone Co., Ltd., in London
from 1929. He and H.E. Holman developed a moving
coil microphone — known as the EMI type HB-I;
patenting this device (U.K. #350,998), and also a sin-
gle turn moving coil cutting head (U.K. #350,954 and
#350,998). However, he is best known for his pioneer-
ing research into stereophonic recording, having
demonstrated stereo discs in the early 1930s that illus-
trated the same principles employed commercially a
quarter century later. He designed and patented a
stereo system in 1931, and directed a recording of the
London Philharmonic, under Thomas Beecham, partly
in stereo, on 19 Jan 1934. He also made a successful
stereo motion picture soundtrack (1935). He died in a
Halifax bomber crash.

BLUMLEIN STEREO RECORDING

A variant of the coincident recording technique, it
involves the use of two dipolar microphones located
very close together and aimed 90 degrees apart, mean-
ing that sounds reaching them are primarily intensity
controlled, rather than controlled by time-of-arrival
clues. First described by Alan Blumlein in 1931, and
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BMG CLASSICS (LABEL)

sometimes known as stereosonic, it was modified and
applied by EMI during the early days of the stereo LP
in England. Because the microphones are bidirection-
al, sounds coming from the audience area are record-
ed out of phase from those up front.

See also Coincident Stereo Recording Technique;
Microphone

HOWARD FERSTLER

BMG CLASSICS (LABEL)

SEE BERTELSMANN Music GROUP

BOBOLINK TALKING BOOK

An imitation of the American Bubble Books, offered
in Britain from 1922 to 1923. Each book included two
seven-inch discs. Ten titles were offered, priced from
Is 6d to 6s. The publisher was A.C. Gilbert and Co.,
New Haven, Connecticut, who first advertised these
releases in the U.S. in 1921.

BOGART, NEIL (3 FEB 1941 [SOME

SOURCES GIVE 1943]-8 MAY 1982)

Born Neil Bogartz in Brooklyn, New York, Bogartz
began his career with aspirations to be a pop singer. In
the early 1960s, he got a job with the music industry
publication, Cash Box, as an ad salesman, and then
moved on to work as a promotion man at MGM and
then quickly became sales manager at Cameo-
Parkway. He was hired by the new Buddah label in
1965 as the label’s general manager. There he devel-
oped several bubblegum acts, including the Ohio
Express. In 1973, he went independent and formed
Casablanca Records, signing the glam-rock group
Kiss and, in the mid-1970s, disco diva Donna
Summer. Bogart spent money like there was no tomor-
row promoting his most successful acts, and also on
lavish offices and drugs. The label was purchased by
Polygram at the end of the 1970s for $10 million, but
was by then riddled with debt. Bogart eventually was
forced out, and formed one last label, Boardwalk
Records, signing rock singer Joan Jett, before his
death in Los Angeles from cancer in 1982.

CARL BENSON

BOGGS, DOCK (7 FEB 1898-7 FEB 1971)

Early country-blues banjo player. Boggs was “discov-
ered” by a scout for the Brunswick label in 1927, and
made 24 recordings over the next year for it. His
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recordings attracted little attention at the time, and he
returned to his full-time occupation as a coal miner. In
1952, eccentric record collector Harry Smith included
a cut of Boggs’s most popular 78, “Country Blues,” on
his landmark Anthology of American Folk Music
Collection. This brought new interest in Boggs. and
folklorist Mike Seeger went in search of the player. He
found him and subsequently Boggs recorded again, for
the Folkways label, and also toured until his death. —
CARL BENSON [Boggs'’s early recordings have been
reissued on Countrv Blues: Complete Early
Recordings 1927-29 (Revenant 205); his 1960s
recordings made by Mike Seeger are available on CD
on Folkways Years 1963-68 (Smithsonian/Folkways
40108).]

BOHM, KARL
(28 AUG 1894-14 AUG 1981)

Austrian conductor, born in Graz. His career was
shaped in a number of major opera houses, as he
moved as director from Munich (1921), to Hamburg
(1931-1933), Dresden (1934-1943) and Vienna
(1944-1945; 1954-1956). In Dresden he also con-
ducted the Saxon State Orchestra. He appeared first in
the U.S. with the Chicago Symphony Orchestra in
1956, then with the Metropolitan Opera in 1957, con-
ducting there intermittently through 1974. He made a
notable tour of the U.S. and Japan with the Berlin
Philharmonic Orchestra in 1963—1964.

His favored composers were Alban Berg, Mozart,
Wagner, and Richard Strauss, and he recorded most of
their works. With the Saxon State Orchestra in
1938-1939 he put to disc for HMV many of the out-
standing items in their catalog, including a group reis-
sued in four LP albums by EMI/Electrola in 1982
(#1C-137-53500-53519). CDs of eight Mozart operas
under his direction were issued in 1990. The recording
of Wozzeck (DGG 2707023; 1965) won a Grammy. He
died in Salzburg.

BOLET, JORGE
(15 NOV 191416 OCT 1990)

Cuban pianist, born in Havana. He went to the U.S. in
1926 to study at the Curtis Institute in Philadelphia,
and eventually became head of the piano department
there. Among his teachers were Leopold Godowsky,
Moriz Rosenthal, Abram Chasins, and Rudolf Serkin.
Bolet became known for his virtuosity, receiving spe-
cial acclaim for his interpretations of Chopin and
Liszt; he recorded those composers on LP for Victor,
and then made CDs of the major Liszt works for
Decca in 1984—-1986.



BONCI, ALESSANDRO
(10 FEB 1870-8 AUG 1940)

Italian tenor, born in Cesena; described by Hurst as
“the perfect tenor.” His operatic debut was in Parma in
1896; then he was heard at La Scala and at Covent
Garden (debut as Rodolfo in 1900, creating a sensa-
tion). He continued at Covent Garden, while perform-
ing also in America. In 1906-1909 he sang with the
Manhattan Opera in New York, and in 1907-1910 with
the Metropolitan Opera (debut as the Duke on 22 Nov
1907). Bonci’s recordings for Fonotipia in Milan, ca.
1905-1908, are much prized by collectors. His first
disc was a splendid “Una furtiva lagrima” (#39083).
Perhaps the finest of the early records was “A te, o
cara” from Puritani (#39084; 1905). His Rigoletto
arias, recorded for Columbia in 1913, are also note-
worthy: “Questa o quella”/"La donna i mobile” (#A-
1286); and he made a distinguished “Che gelida
manina” as well (#A-5449). Bonci made seven Edison
Diamond Discs in 1913-1914, and in 1926 — after his
prime — his only electrics, for Columbia. He died in
Viserba, Italy. [Hutchinson 1957.]

BONGIORNO, JAMES (2 APR 1943-)
Educated at Westfield Academy and Central, as well as
Deveaux School, and graduating in 1961, Bongiorno
initially went to work for the Wurlitzer Organ
Company. From there his interest in all aspects of
audio sound reproduction resulting in his working for
a large variety of top-tier audio and audio-related com-
panies, including Hadley Laboratories, Marantz
Corporation, Rectilinear Research, Dynaco, SAE,
Crown Radio (of Japan), and Rotel. He also founded
several companies of his own, including GAS, Sumo,
and Spread Spectrum Technologies, and also worked
as a consultant for Harmon-Kardon. During this time,
he was responsible, or in part responsible, for the
design of several notable products, including the
Marantz Model 15 power amplifier, the Dynaco Stereo
400 power amplifier and AF-6 tuner, several SAE,
Sumo, and GAS amplifiers, preamps, and tuners
(including the renowned Ampzilla), the redesigned
Harmon-Kardon Citation 23 tuner, and several Crown
Radio of Japan amplifiers and an electronic crossover.
Over the years, Bongiorno has written a number of
articles for Popular Electronics, Audio, Radio-
Electronics, and Audio Amateur, and was also winner
of the Stereo Sound “State of the Art of the World”
award in both 1976 and 1980. He is a member of the
American Federation of Musicians, the Audio
Engineering Society, and ASCAP, and is listed in
Who's Who in America.

HOWARD FERSTLER

BOOKER T. & THE MGS

BONINSEGNA, CELESTINA
(26 FEB 1877-14 FEB 1947)

Italian soprano, born in Reggio Emilia. She was heard
at age 15 in Reggio Emilia, before undertaking formal
study. In 1896 she made a formal debut in Fana as
Gilda, then toured Italy and South America specializ-
ing in the Verdi operas. She sang at Covent Garden in
1904-1905, and made her Metropolitan Opera debut
as Aida on 21 Dec 1906, but did not return for the next
season. Having retired from the stage in 1920, she
devoted herself to teaching. She died in Milan,
Boninsegna began to record in 1904, for G&T in
Milan; her first disc was “In quelle trine morbide’ from
Manon Lescaut (#53372). Between 1904 and 1918 she
made more than 30 recordings for that label. In 1905
she recorded in Paris for Pathé, and then made some of
her most acclaimed records for Columbia in the U.S., in
1909-1910. Her arias from Aida show her at her best:
“Ritorna vincitor” (Columbia 30381), and “O patria
mia” (Columbia 30382). Later she worked for various
labels in Europe and America, and was represented in
many LP series of historical reissues. [Williams 1958.]

BOOGIE-WOOGIE

A style of popular piano playing that developed from
the blues in the 1920s. It is characterized by ostinato
bass figures in the left hand, often with eight notes to the
bar, harmonized in blues chord progressions. Clarence
“Pinetop” Smith is credited with the first boogie
composition and recording: “Pinetop’s Boogie Woogie”
(1928). Early performers of the idiom on record includ-
ed Romeo Nelson, Arthur Taylor, and Charles Avery.
Widespread enthusiasm for the style came in the mid-
1930s with the performances of Albert Ammons, Pete
Johnson, and Meade Lux Lewis. One of the hit songs of
World War Il was “Boogie Woogic Bugle Boy” sung by
the Andrews Sisters. A basic boogie-woogie collection
was issued by the Solo Art label on 11 discs in 1941. A
CD collection, Best of Boogie Woogie (EPM ZET-740);
1991), offers a representation of the major artists.

BOOKER T. & THE MGS

Although best known for a series of tight, funky
instrumental hits released in the 1960s, Booker T. &
the MGs exerted a far greater influence as the house
band for all Stax/Volt recording artists. In addition,
two members — keyboardist Booker T. Jones and lead
guitarist Steve Cropper — handled key songwriting
(Cropper wrote such hits as Otis Redding’s “Dock of
the Bay,” Wilson Pickett’s “In the Midnight Hour,” and
Aretha Franklin’s “See Saw”), arranging, and produc-
tion duties for the label.
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BOOMBOX

The band’s core members — which included, in
addition to Jones and Cropper — drummer-guitarist Al
Jackson, Jr. and bassist Donald “Duck” Dunn —
coalesced around the Stax studios in Memphis as back-
up musicians during the early 1960s. One of the infor-
mal jam sessions led to a decision to record “Green
Onions,” jointly composed by Booker, Cropper,
Jackson, and drummer Lewis Steinberg. The single
(Stax 127; 1963) would reach number one on the R&B
charts, then crossing over to pop (#3). Booker T. & the
MGs continued to produce best-selling singles, includ-
ing the Top 40 hits “”’Hip Hug-Her” (Stax 211; 1967),
“Groovin’ (Stax 224; 1967), “Soul-Limbo” (Stax 0001 ;
1968), “Hang ‘Em High” (Stax 0013; 1968), “Time Is
Tight” (Stax 0028; 1969), and “Mrs. Robinson” (Stax
0037; 1969). The group’s LPs were also commercially
successful, 11 of them — including Green Onions
(Stax 701; 1962), Hip Hug-Her (Stax 717; 1967), Back
To Back (Stax 720; 1967), Uptight (Stax 2006; 1969),
The Booker T. Set (Stax 2009; 1969), and Melting Pot
(Stax 2035; 1971) — making the pop album charts.

The Booker T. & the MGs’ first phase ended with
Jones’s decision to relocate to Los Angeles in 1970
following a dispute with Stax. He would record
albums in the 1970s with his wife, Priscilla Coolidge,
and do production work for Rita Coolidge, Earl Klugh,
Willie Nelson, and Bill Withers. In the meantime,
Cropper became in-house producer at TMI Studios.
The band reorganized as the MGs in 1973 around
Jackson and Dunn; new members included Bobby
Manuel and Carson Whitsett. When Stax went out of
business in 1975, plans were made to reconstitute the
original quartet. Eight days later, however, Jackson
was killed in a shooting incident. The others decided
to go ahead with the reunion, bringing in drummer
Willie Hall, a Stax alumnus who’d worked with the
Bar-kays and Isaac Hayes. Over the years, the band
has continued in a low-key mode, combining record-
ing and performing as a group with separate activities
by individual members. [Stambler 1989.]

FRANK HOFFMANN

BOOMBOX

Slang name given to large, portable stereo cassette/
radios that were popular during the ‘80s in the days
before the introduction of the Walkman. Websters
dated the term to 1981, although the first commercial
machines appear to have been made around 1976, com-
bining high-quality speakers with AM/FM radios and
cassette players. These machines were larger and better
quality machines than typical portable units, but not as
bulky as home systems. They were also pejoratively
called “ghetto blasters” because of their popularity
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Listening to a boombox on the streets of Harlem, New
York, July 7, 1984. © Owen Franken/CORBIS

among Black teenagers, who would walk urban streets
carrying these players perched on one shoulder, with
the music blaring out for all to hear. Sony was a major
manufacturer of these units, which by the 1990s also
featured CD players. However, by that time, portable
radio/players with headphones had been introduced,
and boomboxes were gradually replaced by all-in-one
units designed for placing on bookshelves at home.

CARL BENSON

BOONE, PAT (CHARLES EUGENE
BOONE) (1 JUNE 1934-)

Pat Boone was the most successful of the teen idols;
only Rick Nelson came close to equaling his 38 Top 40
hits. His accomplishments are tainted, however,
because many of his early hits were cleaned-up cover
versions that outsold the aesthetically superior origi-
nals, including Fats Domino’s “Ain’t That a Shame,
the El Dorados’ “At My Front Door,” Little Richard’s
“Tutti Frutti” and Long Tall Sally,” Ivory Joe Hunter’s
“I Almost Lost My Mind,” Joe Turner’s “Chains of
Love,” and the Five Keys’ “Gee Whittakers!”



Allegedly a direct descendant of frontier legend
Daniel Boone, he lettered in three sports and served as
student body president while attending high school in
Nashville. Marrying country and western star Red
Foley’s daughter, Shirley, he attended David Lipscomb
College in Nashville before transferring to North Texas
State. While there he won a local talent show, which led
to an appearance on Ted Mack’s program and then a
one-year stint on Arthur Godfrey’s amateur hour.

In the mid-1950s Boone recorded a number of mod-
estly successful singles for Nashville’s Republic
Records. He recording of “Two Hearts™ (Dot 15338:
1955) was the first of 59 charting singles (through late
1966) for that label. His number one hits included “Ain’t
That a Shame” (Dot 15377; 1955), "I Almost Lost My
Mind” (Dot 15472; 1956), “Don’t Forbid Me™ (15521;
1956-1957), “Love Letters in the Sand” (Dot 15570;
1957), “April Love” (Dot 15660; 1957), and “Moody
River” (Dot 16209; 1961). During the late 1950s, he was
arguably surpassed only by Elvis Presley as a pop cul-
ture hero. He starred in 15 films, most notably
Bernadine (1957), April Love (1957), and State Fuir
(1962). In addition, he had his own television series, The
Pat Boone-Chevy Showroom (ABC) from 1957 to 1960.

When the hits stopped coming, Boone continued
recording for various labels, including Tetragrammaton
and Curb. He continued to write books dispensing
advice, including Pray to Win (1981) and the teen-
oriented Tivixt Twelve and Twenty. Between You, Me
and the Gatepost, and The Care and Feeding of
Parents. Since 1983 he has hosted a contemporary
Christian radio show heard nationwide on approxi-
mately 200 stations. In addition to appearing on many
TV programs. he has starred in a number of stage
productions (e.g., The Will Rogers Follies in Branson,
Missouri). [Romanowski and George-Warren 1995.]

FRANK HOFFMANN

BOOTLEG

SEE PIRATED RECORDINGS

BORI, LUCREZIA
(24 DEC 1887-14 MAY 1960)

Spanish soprano. born Lucrecia Borja y Gonzales de
Riancho in Valencia. She made her debut as Micaela in
Rome in 1908, then appeared in Paris, La Scala, and
Buenos Aires. Her Metropolitan Opera debut was in
Manon Lescaut, she remained with the company until
1935/1936. (missing the seasons 1916-1920), then
retired. Her greatest successes came in the roles of
Mimi and Manon Lescaut. She recorded “Mi chiamano
Mimi” on Edison Blue Amberol, and made 10 Edison

BOSE, AMAR

Diamond Discs between 1913 and 1923. There were
many outstanding Victor records, including the
Rigoletto quartet with John McCormack, Josephine
Jacoby, and Reinald Werrenrath (#89080), which sold at
the premium price of $4. There were 11 solos and two
duets as well in the 1917 Victor catalog, and 15 items in
the 1927 catalog. They included the notable “In quelle
trine morbide” from Manon Lescaut (#40032) and a
1910 reissue of “Mi chiamano Mimi” (#40036). Bori
died in New York. [Richards 1948; Richards 1973.]

BORWICK, JOHN (2 JUNE 1924-)

Born in Edinburgh, Borwick obtained a B.S. degree in
physics from Edinburgh University. He later served in
the Royal Air Force as a signals officer, mostly in India
and Sri Lanka, before joining the British Broadcasting
Corporation as a program engineer in 1947. He bal-
anced and supervised the recording and broadcasting
of music programs of all types, and later taught at the
BBC Engineering Training School, writing the BBC’s
internal instruction manual Programme Operations
Handbook. After leaving the BBC he became a fre-
quent broadcaster on audio/recording and has written
or edited a number of books including Microphones:
Technology and Technique (1990), Sound Recording
Practice (4th ed., 1994), and Loudspeaker and
Headphone Handbook (3rded., 2001).

Borwick was for many years secretary of the
Association of Professional Recording Services and is
now an honorary member. He is a fellow and life mem-
ber of the Audio Engineering Society, has served as the
society’s vice president in Europe, and helped to set up
the British AES section in 1970, serving as its first sec-
retary. He helped to formulate the unique four-year
bachelor of music (Tonmeister) degree course at the
University of Surrey in 1971 and was senior lecturer
(recording techniques) for about 10 years. He has acted
as a consultant to a number of bodies, including British
Phonograph Industry and the Advertising Standards
Authority, and is on the Law Society register of expert
witnesses. He received an award from the Federation of
British Audio in 1986 “‘for outstanding service to the
industry.” Borwick joined Gramophone magazine in
1964 as audio editor/director and contributed to the
magazine's audio pages in practically every issue until
the company was bought out 36 years later.

HOWARD FERSTLER

BOSE, AMAR (2 NOV 1929-)

Bose has S.B., S.M., and Sc.D. degrees in electrical
engineering from Massachusetts Institute of
Technology, with the latter degree earned in 1956.
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BOSE CORPORATION

From 1957 to 1960, he was an assistant professor at
the institution, becoming an associate professor in
1960, and a full professor in 1966. From 1958 until
1964, he worked as a consultant for Epsco, Edgerton
Germeshausen and Grier, and Standard Oil. In 1964,
he founded the Bose Corporation, one of the largest
and most successful audio-equipment manufacturers
in the world. He is currently chairman of the board and
technical director of that company.

Bose holds numerous patents in the fields of
acoustics, electronics, nonlinear systems, and commu-
nication theory, and his research in those areas led to
the formation of the company that bears his name.
Prior to the company entering the consumer-audio
field, Dr. Bose’s electronic patents formed the basis of
the research and development that Bose secured with
the armed forces, NASA, the DOT, and the AEC.

He is a fellow of the Institute of Electrical and
Electronics Engineers, and a member of the Audio
Engineering Society, and also has an honorary doctor-
ate of music degree from the Berklee College of Music
(1994), and an honorary doctorate of science degree
from Framingham State College (1990). Numerous
other honors and awards include the Western Electric
Fund Award (N.E. Section), the Baker Memorial Award
for Outstanding Teacher (MIT), membership in The
Audio Hall of Fame, membership in the National
Academy of Engineering, membership in the American
Academy of Arts and Sciences, membership in the
Radio Hall of Fame, and listings in Who’s Who in the
World and American Men and Women of Science. Dr.
Bose has also published numerous articles in MIT
Research Laboratory of Electronics, Technology
Review, International Symposium on Circuit and
Information Theory, and other journals and conference
reports, and coauthored Introductory Network Theory
with Kenneth Stevens (Harper and Row, 1965).

HOWARD FERSTLER

BOSE CORPORATION

American audio manufacturer, located in Framingham,
Massachusetts, founded by Amar Bose, a professor at
MIT, in 1964. The company’s first products were high-
power amplifiers produced under contract to the U.S.
military. Proprietary technology created for those units
has since been used by Bose in a variety of consumer
products — now the foundation of the corporation’s
success. Bose is best known for creating products that
combine high technology with simplicity and small
size. The highly successful — and since imitated —
Wave radio and Bose home theater products are
examples of the company’s philosophy: music, not
equipment, is considered the ultimate benefit.
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Over the years, Bose products and technologies
evolved. The company introduced the world’s first fac-
tory-installed, acoustically customized music system
for automobiles, pioneered active noise-cancellation
technology employed in their pilot and consumer
headsets, and are also installed in sports arenas, per-
forming arts centers and other professional venues.
With this diversification, Bose is now one of the pre-
mier audio-product manufacturers in the world, annu-
al sales in 2001 exceeded $1.1 billion. The corporation
has operations across the world, including the United
States, Europe, Canada, Australia, Japan and India.

However, among audio enthusiasts the company
may still be mainly identified by its first marketable
system, the 901 loudspeaker, which was introduced in
1968 and still makes use of nine small and same-sized,
full-bandwidth speaker drivers. Eight of the drivers
faced the front wall of the room, with only one facing
outward into the listening area, in contrast to more
conventional, forward-facing woofer/midrange/tweet-
er designs produced by most other manufacturers. The
idea was to simulate the direct/reflecting nature of typ-
ical concert halls. The 901 had no crossover at all, and
to compensate for power-response losses in the bass
and treble, the system utilized active equalization.
Shortly after it was introduced, the system was lauded
by Stereo Review’s Julian Hirsch as being superb for
realistic reproduction in home-listening situations, and
this helped to launch the company into the main-
stream, where it has remained to this day. The model
901 system has gone through many alterations since
its introduction, and remains a controversial design in
audio circles. Some enthusiasts still consider it a ref-
erence standard. [Website: www.bose.com.]

HoOwARD FERSTLER

BOSS RADIO

A term given to the format for popular music broad-
casts that originated in Los Angeles in 1965 at station
KHJ; Bill Drake and Ron Jacobs devised the approach.
Boss programming was rather automatic, depending
heavily on multiple plays of Top 40 records, plus four
or five uncharted items. The disc jockey — sadly tar-
nished in the payola scandals of the 1950s — became
little more than an announcer, with program selections
made by the program director. But a competing for-
mat, free-form programming, emerged quickly and
restored initiative to the deejay.

BOSTON
Boston has gained its success by defying many busi-
ness tenets of the music business. The group has



allowed considerable time to elapse between releases,
with virtually no photo-ops to keep them in the public
eye. Yet, Boston has enjoyed multi-platinum sales with
a richly textured, power-guitar sound that remains
essentially unchanged since the release of their first
album in 1976. That release, eponymously titled
Boston (Columbia 34188), was the brainchild of gui-
tarist Tom Scholz. An unlikely rock star, Scholz earned
a master’s degree in mechanical engineering from
MIT and, as a senior product designer for Polaroid
Corporation, was limited to creating his music during
leisure hours. His demo tapes, produced in his own 12-
track basement studio, led to a recording contract with
Epic Records. These tracks formed the core of the
album, although Scholz and his supporting band —
including vocalist Brad Delp, guitarist Barry
Goudreau, bassist Fran Sheehan, and drummer Sib
Hashian — recut some of the material on the West
Coast with producer John Boylan. Boston was a huge
success, selling more than 11 million copies; in 1995,
Billboard called it the third-best-selling LP ever,
behind Michael Jackson’s Thriller and Fleetwood
Mac’s Rumours.

The follow-up release, Don’t Look Back (Columbia
35050; 1978), although reaching number one, sold
only 6 million copies. Apparently concerned about a
further erosion of public interest, Scholz spent eight
years working on the next album. When Third Stage
(MCA 6188) became available in 1986, Scholz and
Delp — whose soaring vocals helped define the
group’s intricately layered sound — were the only
members left from the original lineup. Driven by the
number one single, “Amanda” (MCA 52756; 1986),
the album topped the charts, becoming a 4-million
seller. At this point, Scholz’s creative focus was com-
promised by a series of lawsuits involving former band
member Goudreau and CBS Records. He also found
time to invent the Rockman, a small guitar amplifier
with headphones used by many musicians.

With Delp having departed in 1991 to form a band
called RTZ with Goudreau, Scholz was forced to
dispense, once and for all, with the fiction of group
collaboration. Nevertheless, utilizing a new studio
built from the money won in his successful countersuit
of CBS, Schloz produced a fourth album, Walk On
(MCA), in 1994, before disappearing from the public
eye once again.

FRANK HOFFMANN

BOSTON ACOUSTICS

Founded in 1979 by Andy Kotsatos, current CEO, and
Frank Reed (both of whom had previously held impor-
tant positions at KLH and Advent), Boston Acoustics

BOSTON SYMPHONY ORCHESTRA

is a well-established and respected member of the
hi-fi audio industry. The company designs, manufac-
tures, and markets high-performance audio products
for use in home music and audio-video systems, after-
market automotive systems, and personal desktop
audio systems. Well known for its sophisticated loud-
speaker designs and manufacturing techniques,
including the use of advanced robotics and computer-
ized quality testing, the company’s extensive in-house
design capability has earned it numerous awards and
citations, including those from Audio/Video
International magazine and the EIA, as well as many
“best buy” and “product of the year” recognitions
from leading consumer publications and enthusiast
publications. [Website: www.bostonacoustics.com.]

HowaRD FERSTLER

BOSTON AUDIO SOCIETY

Founded in the Boston area, in 1972, by Alvin Foster,
with the help of Peter Mitchell, Richard Goldwater, and
James Brinton, it is the country’s oldest, still-active
audio-hobby club. Initially, it was tied in with the radio
program, Shop Talk, on WBUR. The club was influen-
tial beyond its often modest membership size (there are
members in areas far removed from Boston), and many
individuals who later became influential audio journal-
ists, or were (or would become) important in the audio
manufacturing business were, and continue to be,
members of the BAS. The club publishes a small
newsletter, the BAS Speaker, that continues to be read
by notables in the audio community. [Website:
www.bostonaudiosociety.org. ]

HowARD FERSTLER

BOSTON SYMPHONY ORCHESTRA

Established in 1881, one of the oldest and most distin-
guished American orchestras, and the first to make
recordings. The pioneer recording was of the
Tchaikovsky Fourth Symphony, made in the Victor
Camden studios (#6050; 1917); it remained in the
Victor catalog into the electrical era until it was
replaced by Serge Koussevitzky’s version. Victor held
the exclusive contract for the orchestra until 1969,
when Deutsche Grammophon acquired it. Later the
ensemble was heard on CBS, Philips, and other labels.
Among the outstanding recordings by the orchestra
were Debussy pieces made under Munch, e.g., La Mer
(#LM 2111); and contemporary works commissioned
for them under Serge Koussevitzky (by Bart6k, Bliss,
Britten, Ibert, Milhaud, Ravel, Villa-Lobos, Walton,
and others). A large collection of noncommercial
recordings (acetates) of the orchestra is at the Library
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BOSTON TALKING MACHINE CO.

of Congress (described in Young 1990). In 2000, the
Symphony issued a 12-CD set documenting radio
broadcasts made from Symphony Hall between
1943-2000.

Koussevitzky led the orchestra from 1924 to 1949,
gaining world renown for both championing contem-
porary works and also reviving the classics. More
recently, Seiji Osawa has led the orchestra from 1973
to 2002, beating Koussevitzky’s previous record of 25
years of service by four years.

The Boston Pops Orchestra, drawn from the sym-
phony’s members, began to give informal concerts
modeled on the London Promenade events of the 1920s,
and engaged Arthur Fiedler as conductor in 1930. The
Pops performs the lighter repertoire and has recorded
extensively under Fiedler and his successor (in 1979),
John Williams. Other spinoff groups include the Boston
Symphony Chamber Players (founded in 1964), and the
Tanglewood Festival Chorus (organized in 1970).
Symphony Hall in Boston, designed by McKim, Mead,
and White in 1900, is one of the finest acoustical audi-
toriums in the United States. [Website: www.bso.org.]

BOSTON TALKING MACHINE CO.

A record manufacturer located in Boston, issuing the
Phonocut label from 1910. After two or three years,
the label was sold to a Philadelphia businessman
named Morris Keen, who renamed it Keen-O-Phone;
later it took the name Rex.

BOSWELL SISTERS

American vocal trio (Connie or Connee; Martha;
Helvetia, known as Vet), all born in New Orleans.
They were the leading female vocal group of the
early 1930s, appearing with major jazz bands; they
also had jazz stars as backup for many records. They
were radio and movie performers as well. The group
broke up in 1936, but Connie continued her career
into the 1950s.

The first Boswell Sisters record to be issued was
made for Victor in New Orleans on 22 Mar 1925, “I’'m
Gonna Cry” (#19639). They went on to many other
labels, especially Brunswick. “Between the Devil and
the Deep Blue Sea” was a notable hit (Brunswick
6291; 1932), with Bunny Berigan and the Dorsey
brothers among the musicians heard. Another
acclaimed song was “I’m Gonna Sit Right Down and
Write Myself a Letter” (Decca 671; 1936), backed up
by Russ Case, Artie Shaw, and others. Connie made
some notable duets with Bing Crosby in 1937: “Basin
Street Blues”/’Bob White” (Decca 1483; 1937). The
Silver Swan label issued many of their hits on LP
#1001 in 1976.
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SISTERS

The Boswell Sisters, c. the mid-'30s. Courtesy David A. Jasen

BOTTOM

A term for the bass response of a sound system.

BOTTOM RADIUS

SEE GROOVE

BOULEZ, PIERRE (26 MAR 1925-)

French composer and conductor, born in Motbrisson.
He studied composition at the Paris Conservatory,
graduating in 1945. He became a theater and ballet
conductor, then directed major orchestras and opera
companies in Europe and the U.S. In 1971 he was
appointed music director of the New York
Philharmonic Orchestra, and began a vigorous promo-
tion of 12-tone and avant-garde works. His choice of
repertoire brought mixed reactions from the concert
subscribers, and his tenure in New York ended in 1978.
Thereafter, he was active as an opera conductor while
also devoting himself to electronic composition. In
1995, he was named principal guest conductor of the
Chicago Symphony Orchestra.

During the 1950s and 1960s, Boulez composed sev-
eral pieces using techniques from the then-popular
musique concréte style, i.e., manipulating taped
sounds by editing together bits of tape to construct a
composition. Continuing his interest in new sound




possibilities, in 1974 Boulez established the Institut de
Researche & Coordination Acoustique/Musique
(IRCAM) in Paris, which has become a center of
research into electronic music: it is now housed at the
Centre Pompidou. IRCAM offers composers the
opportunity to use the latest electronic equipment,
including synthesizers and computers, with the aim of
creating a new repertoire. Boulez remained the
Institute’s director for 18 years. Boulez’s 1981 com-
position Répons, was the first piece he created using
the advanced computers at the center; he expanded the
piece in 1994, and it was issued on CD in 1998 by
Deutsche-Gramophon, winning Boulez a Grammy for
contemporary composition two years later. His record-
ing of Boulez Conducts Boulez won a 1997 Grammy
for best small ensemble issue. Boulez has also won
numerous Grammys as a conductor, both of orchestral
music and for his opera productions. His most recent
award (at the time of this writing) came in 2002 for
Boulez Conducts Varese.

REV. CARL BENSON

BOULT, ADRIAN, SIR
(8 APR 1889-22 FEB 1983)

English conductor, born in Chester. He was one of the
few major conductors to have a high academic quali-
fication, the doctorate in music from Oxford (1914).
In 1918 he conducted in London, and for the Ballets
Russes. He became music director for the British
Broadcasting Co. (BBC) in 1928 and organized the
BBC Symphony Orchestra, remaining as conductor
until 1950. From 1950 to 1967 he was conductor of
the London Philharmonic Orchestra. Boult was
knighted in 1937 for his service to British music,
which he championed vigorously. His principal
recordings were from the British 20%*-century school,
e.g., Holst’s The Planets (HMV GM387, on seven 12-
inch discs), Elgar’s Second Symphony (HMV
GM378, on six discs), and Vaughan Williams’s
“Fantasia on a Theme of Thomas Tallis” (Victor 769,
two discs). All these were made with the BBC
Orchestra. In 1960 he recorded a stereo accompani-
ment for a 1953 recital by the late Kathleen Ferrier
(originally with monophonic accompaniment). Boult
died in Tunbridge Wells.

BOUNDARY EFFECTS

Important in both recording situations and during
playback in home-listening rooms, boundary effects
involve wave cancellations and reinforcements that
exist when audio signals interact with a room, its larger
furnishings, and even a speaker cabinet itself. Perhaps

BOWERS, JOHN

the most audible manifestation involves multiple-
boundary effects, which are called standing waves.

HowAaRD FERSTLER

BOWEN, JIMMY (30 NOV 1937-)

American record producer and record company exec-
utive, born James Allen Bowen in Santa Rita, New
Mexico. After starting out as a recording artist with the
number 12 hit “I’m Stickin’ with You in 1957, Jimmy
Bowen turned to the business side of the music indus-
try and worked at Reprise Records where he produced
Dean Martin’s number one hit “Everybody Loves
Somebody” in 1964. He then worked for MGM
Records for a while, and then joined MCA’s Nashville
division in 1978. He moved to Elektra/Nashville,
where he produced hitmakers like Eddie Rabbitt and
Hank Williams, Jr., in the late 1970s and early 1980s.
In 1984, he returned to MCA, shaping the career of
Reba McEntire. He moved to Capitol by the early
1990s, where he helped launch mega-selling country
star Garth Brooks. He retired in 1994, and three years
later published his memoirs, Rough Mix: An
Unapologetic Look at the Music Business and How It
Got That Way.

WILLIAM RUHLMANN

BOWERS, JAMES F. (1858-11 NOV 1925)

American music and record industry executive. He
was president of the Music Publishers’ Association for
14 years, and president of the National Association of
Talking Machine Jobbers for 12 years. Most of his
career was spent with Lyon & Healy; during 55 years
with that music instrument company he was president
and finally chairman of the board. He died in Chicago.

BOWERS, JOHN (1922-20 DEC 1987)

Born near Worthing on the south coast of England,
Bowers spent the war years as a special operations
executive in clandestine radio contact with Allied
resistance operatives in occupied Europe during World
War II. He specialized in electronics and radio-trans-
mission, and after the war he opened a retail hi-fi store
in Worthing with his business partner Roy Wilkins. In
1966, he decided to go into the loudspeaker manufac-
turing business on his own, and formed B&W
Electronics, later renamed B&W Loudspeakers, with
his friend John Hayward. (Wilkins may not have been
involved with the new manufacturing operation, and it
remains a mystery why the company was not called
B&H.) The company thrived under his leadership, in
part because of his emphasis on serious research and
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BOWIE, DAVID

development, and it eventually became one of the
powerhouses of the audio industry.

HoOWARD FERSTLER

BOWIE, DAVID (8 JAN 1947-)

Best known for his wide-ranging repertoire of alter-
egos — represented in recordings by means of a dizzy-
ing array of popular music styles — the multitalented
Bowie has excelled as a songwriter, musician (most
notably, on vocals, guitar, and saxophone), producer,
and conceptual artist capable of communicating pro-
found aesthetic and sociopolitical themes. Following
his initial commercial success in the late 1960s, he
managed to assume a rapid succession of personas in
chameleon-like fashion, typically remaining one step
ahead of prevailing cultural trends.

Born David Robert Jones in Brixton, England, he
recorded briefly with several bands beginning in 1964
— the King Bees, the Mannish Boys, and, as featured
performer, the Lower End — before embarking on a
solo career with the Bowie surname in order to avoid
confusion with fellow countryman Davy Jones, later
of the Monkees. After releasing about a dozen singles
and an Anthony Newley-styled album, David Bowie
(Deram 1007; 1967), without making the charts, he
achieved his first taste of mass popularity with “Space
Oddity” (Philips 72949; 1969; #5 UK), from the LP,
David Bowie — Man of Words, Man of Music (Philips
7912; 1969; issued in the U.S. on RCA 4813 in
November 1972 as Space Oddity). Two hard rock
releases — The Man Who Sold the World (Mercury
613251; 1971), and Hunky Dory (RCA 4623; 1971;
#93), the latter sporting a transvestite cover (in the
British edition), the FM radio staple, “Changes” (RCA
2160; 1972; #66), and the first appearance of his clas-
sic backing band, the Spiders from Mars (featuring
lead guitarist Mick Ronson) — further enhanced his
reputation, but The Rise and Fall of Ziggy Stardust and
the Spiders from Mars (RCA 4702; 1972; #75 US, #5
UK), a loose concept piece about an alien invader with
decidedly glam leanings.

Bowie continued to mine the sci-fi glitter rock vein
with Aladdin Sane (RCA4852; 1973; #17 US, #1 UK),
the covers tribute LP, Pin-Ups (RCA0291; 1973; #23
US, #1 UK), and Diamond Dogs (RCA 0576; 1974; #1
UK). Hiring a new band built around guitarists Carlos
Alomar and Earl Slick, he moved in the direction of
Philadelphia soul and disco with Young Americans
(RCA 0998; 1975; #9 US, #2 UK), driven by the hit
single, “Fame” (RCA 10320; 1975; #1 US, #17 UK),
which included backing vocals from John Lennon.
Although possessing a veneer of commercial polish,
Station To Station (RCA 1327, 1976; #3 US, #5 UK),
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David Bowie's "Space Oddity" sheet music cover, c. early
"70s. Courtesy David A. Jasen

featuring the single “Golden Years” (RCA 10441,
1975; #10 US, #8 UK), exhibited a preoccupation with
stark themes such as totalitarianism and fascism.
Bowie would further separate himself from the pop
mainstream by recording three experimental collabo-
rations with Brian Eno: Low (RCA 2030; 1977; #11
US, #2 UK), Heroes (RCA 2522; 1977, #35 US, #3
UK), and Lodger (RCA 3254; 1979; #20 US, #4 UK).

Scary Monsters (RCA 3647, 1980; #12 US, #1 UK)
— which included two Top 10 British hits, “Ashes To
Ashes” (RCA 12078; 1980; #1 UK), which resurrect-
ed his Major Tom character from “Space Oddity,” and
“Fashion” (RCA 12134; 1980; #70 US, #5 UK) —
hailed a return to the mainstream. Following an
extended hiatus, Bowie enlisted ex-Chic guitarist Nile
Rodgers as producer of the slick, rhythm and blues-
oriented LP, Let’s Dance (EMI America 17093; 1983;
#4 US, #1 UK). It was his biggest seller, due largely to
the presence of several hit singles: “Let’s Dance”
(EMI America 8158; 1983; #1 US, #1 UK), “China
Girl” (EMI America 8165; 1983; #10 US, #2 UK, best
remembered for a controversial promotional video),
“Modern Love” (EMI America 8177; 1983; #14 US,
#2 UK), and “Without You” (EMI America 8190;
1984; #73). The next two albums, Tonight (EMI
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America 17138; 1984; #11 US, #1 UK) Never Let Me
Down (EMI America 17267; 1987; #34 US, #6 UK),
were rather tepid affairs, although the former did con-
tain one notable single, “Blue Jean” (EMI America
8231; 1984; #8 US, #6 UK).

Although always guaranteed a substantial follow-
ing, his later work — including three releases between
1989-1992 with his hard rock group, Tin Machine —
has been uneven at best. More recent releases — most
notably, the ambient-tinged collaboration with Eno,
Outside (Virgin 30702; 1995; #21 US, #8 UK), and
Earthling (Virgin 44944; 1997; #39 US, #6 UK),
which incorporated drum-and-bass and other contem-
porary dance features — reflect a valiant struggle to
remain artistically and commercially viable, albeit
with mixed results.

FRANK HOFFMANN

BOWLLY, AL (7 JAN 1899-17 APR 1941)

Popular singer, born in Natal, South Africa. He was
self taught on the piano, banjo, guitar, and ukulele.
Having toured South Africa and the Far East with
Edgar Adeler’s band in 1923, he received world
acclaim and moved to Britain in 1928. In 1931 he
began a long association with Ray Noble, and he sang
also with Lew Stone’s band from 1932. In 1934 he
transferred to the U.S. Bowlly’s recorded output was
vast: more than 1,500 discs (most on HMV, Columbia,
Decca, Victor and Bluebird), are credited to him (in
Rust 1989), made from 1927 to 1941. Among his most
elegant renditions is “The Touch of Your Lips” (by
Ray Noble; Victor 25277; 1936). Bowlly’s rendition of

Al Bowlly, c. mid-'30s. Courtesy David A. Jasen

BOYZ II MEN

“Midnight, the Stars, and You,” with Noble (1934),
was used in the motion picture The Shining. He was
killed in a London air raid.

BOXING RECORDINGS

The first record of any sporting event was the one
made by the first Black firm to issue records. It was the
Jack Johnson Record, describing the championship
match between Jack Johnson and Jim Jeffries on 4 July
1910. The bout between Jack Dempsey and Gene
Tunney, 22 Sep 1927, was recorded on five discs by
Paramount. Great Moments in Boxing was a 1961 LP
released on the Coral label.

BOYD, BILL (29 SEP 1911-7 DEC 1977)
American western singer and guitarist, born William
Lemuel Boyd near Ladonia, Texas, and raised as a
cowboy. He should not be confused with the actor of
the same name, who played “Hopalong Cassidy.”
Boyd had a radio show in Dallas from 1932 into the
1960s. In 1934 he began recording with Victor, and
eventually made more than 300 records. He was in a
number of western movies in the 1930s and 1940s. He
retired in the early 1950s.

Bill Boyd and his Cowboy Ramblers were the group
that initiated the Victor series of western discs, with
“I’m Gonna Hop Off the Train” (#B-5740), and nine
other numbers made on 7 Aug 1934 in San Antonio.
The group performed 10 more songs on 27 Jan 1935.
On 12 Aug 1935 they recorded one of their major hits,
“Get Aboard that Southbound Train” (#B-60835).

BOYD, JOE

SEE HANNIBAL (LABEL)

BOYZ Il MEN
Boyz II Men have proven that a mainstream pop group
emphasizing ballads is capable of outselling more
trendy alternative rock and rap competitors. Their
sound — a blend of doo-wop, the 1960s Motown
singing groups (particularly the Temptations), and
1970s Philly soul, accented by contemporary vocal
nuances — appears unlikely to ever seem dated.
Formed in 1988 at Philadelphia’s High School for
the Creative and Performing Arts, the quartet — com-
prised of Michael McCary, Nathan Morris, Wanya
Morris, and Shawn Stockman — was championed dur-
ing their formative years by the New Edition’s
Michael Bivins. Their debut LP, Cooleyhighharmony
(Motown 6320; 1991; #3), driven by three Top 20
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BOZAK, RUDOLPH THOMAS

singles, ultimately sold more than 9 million copies. A
single from the film Boomerang, “End of the Road”
(Motown 2178; 1992), had — for the time — the most
successful chart run ever during the rock era, remain-
ing number one on the Billboard Hot 100 for 13
weeks. The group’s other albums — Christmas
Interpretations (Motown; 1993), /1 (Motown; 1994; #1
pop, #1 R&B; over 13 million copies sold), Remix
Collection (Motown; 1995), Evolution (Motown;
1997; #1 pop, #1 R&B; a Spanish-language version
also released), and Nathan Michael Shawn Wanya
(Universal; 2000) — maintained the group’s hot
streak, despite competition from countless imitators,
most notably ‘N Sync and the Backstreet Boys.

Assisted by state-of-the-art video clips and a roman-
tic, nonthreatening image, Boyz Il Men have also gone
on to become one of the top singles groups of all time.
According to Joel Whitburn’s The Billboard Book of
Top 40 Hits, they have recorded three of the six most
successful songs since 1955: “My Sweet Day”
(Columbia 78074; 1995; #1 16 weeks; with Mariah
Carey — rated Ist); “I’ll Make Love to You” (Motown
2257; 1994, #1 14 weeks — rated 3rd); and “End of the
Road” (rated 6th). Other number hits have included
“It’s So Hard To Say Goodbye To Yesterday”” (Motown
2136; 1991; #1 R&B), “On Bended Knee” (Motown
0244; 1994; #1 pop), “4 Seasons of Loneliness”
(Motown 0684; 1997; #1 pop), and “A Song For
Mama” (Motown 0720; 1997, #1 R&B).

FRANK HOFFMANN

BOZAK, RUDOLPH THOMAS (1910-1981)
A noted speaker designer and former owner of Bozak
Loudspeakers, Bozak was born in Uniontown,
Pennsylvania, and studied at the Milwaukee School
of Engineering. He went to work for Allen-Brady as
a designer in 1933, moved to Cinaudagraph in 1935
(Bozak helped to set up the company’s speakers in a
huge PA system at the World’s Fair in 1939), joined
the Dinion Coil Company during the World War 11
years, and transferred to Wurlitzer in 1948. After
leaving Wurlitzer later that same year, he went on to
found his own speaker company in 1952, and,
working at times with people like Lincoln Walsh and
Emory Cook, created some of the most prestigious,
visually imposing speaker systems of the 1950s. In
1965, the Audio Engineering Society awarded him a
fellowship, and in 1970 it presented him with its
prestigious John H. Potts award (later to become the
gold medal).

See also Loudspeaker

HOWARD FERSTLER
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BRADLEY, OWEN
(21 OCT 1915-7 JAN 1998)

Producer, songwriter, bandleader. Best known and
most influential as the head of the Decca/MCA record
label, Owen Bradley helped crystallize the “Nashville
sound” of the late 1950s and 1960s. Originally working
as a bandleader for radio station WSM in Nashville
beginning in 1947, Bradley was approached by Decca’s
country head Paul Cohen to serve as a session musi-
cian/producer/recording engineer in the early 1950s.
Bradley opened the first studio on Music Row in 1952,
building his famous quonset-hut studio behind an old
turn-of-the-century mansion. Positioning himself on
the leading edge of country-music modernization in his
use of pop sounds and stylings, Bradley worked with
Bobby Helms, Del Reeves, Charlie Walker, Kitty
Wells, Patsy Cline, Brenda Lee, and others. The Patsy
Cline vehicles “Crazy,” “I Fall to Pieces,” and “Walkin’
After Midnight” are regarded as classics and enduring
benchmarks that continue to set a standard of excel-
lence in country music recording. Bradley was named
a staff producer for MCA (Decca’s parent company) in
1962, and continued to oversee Decca’s country roster
through most of the 1960s. Owen Bradley, who died in
1998, also produced Loretta Lynn’s “Coal Miner’s
Daughter.” In his later career, he was called out of
retirement to work with a diverse range of artists, from
Elvis Costello to k.d.lang.

Brap HiLL

BRAIN, DENNIS
(17 MAY 1921-1 SEP 1957)

British hornist, the first to make significant solo
recordings of his instrument. He was born in London,
son of the eminent horn player Aubrey Brain. He was
principal hornist of the Royal Philharmonic and
Philharmonia orchestras. Among his notable discs,
which spanned the concert repertoire of the horn, were
the four Mozart concertos, made with Herbert Von
Karajan and the Philharmonia Orchestra in 1953
(Angel 35092; HMV ASD-1140); and a composition
written for him, the “Serenade for Tenor, Horn and
Strings” by Benjamin Britten, recorded with Peter
Pears and the Boyd Neel String Orchestra (Decca
D-ED7, on three 12-inch 78s). He was also heard in
the Hoffnung Music Festival, playing on a garden hose
(Angel 35500, HMV SLS-5069). Brain died in an
automobile accident in Hertfordshire.

BRANSON, RICHARD (18 JULY 1950-)
Founder, Virgin Records. A precocious entrepreneur,
Branson planted the seeds of his eventual Virgin empire




as a teenager, when he founded a high-school newspa-
per called Student. Two years into its publication,
Branson began offering mail-order record albums at
discount prices, and experienced a response so over-
whelming he spun the enterprise into a separate busi-
ness called Virgin. The label’s first important artist
signing was Mike Oldfield, whose album Tubular Bells
had been rejected by other companies. Its success estab-
lished Virgin Records in the record-label landscape, and
the company eventually released material by the Sex
Pistols, the Rolling Stones, Phil Collins, Peter Gabriel,
Janet Jackson, and other international acts. In 1992,
Branson sold the label to the Thorn-EMI conglomerate
to focus on his over 200 other businesses, including a
transcontinental airline and a soft-drink maker.

BRrRAD HILL

BRASS INSTRUMENT RECORDINGS
Recordings offer a historical perspecive of brass music
from the pre-Baroque period to the present. Early
music on contemporary musical instruments include
recordings featuring clarion trumpet, slide trumpet, the
16™- and 17™"-century cornetto (cornett), sackbut, ser-
pent, and other instruments of the Middle Ages,
Renaissance, and Baroque eras. The band and orches-
tral repertoire presents solo and ensemble parts for
trumpet, cornet, horn, trombone, bass trombone,
euphonium, baritone horn, and tuba.

Periodicals of interest include: Brass Bulletin,
Cadence, International Horn Society Horn Call,
International  Trombone  Association . Journal,
International Trumpet Guild Journal, TU.B.A. Journal.

See also Cornet Recordings; Military Band
Recordings; Trombone Recordings; Trumpet
Recordings; Tuba Recordings

BREAM, JULIAN (15 JULY 1933-)

Born in London, England, Bream was a prolific
recording and performing artist on the classical guitar
and lute, specializing in Elizabethan-era music but
also recording more popular-oriented material. While
studying at the Royal College of Music in London,
Bream made his professional debut at age 17, and was
signed to RCA Records in 1958. Bream won his first
Grammy award at age 30 in 1963 for his album An
Evening of Elizabethan Music, and would win three
others through 1972. In the 1970s, he recorded sever-
al highly successful albums of duets with classical
guitarist John Williams. In 1979, RCA presented
celebrated his sale of over a half-million records in the
U. K. by presenting him with a platinum record. For
his 60™ birthday, the label issued a lavish boxed set in

BRIGGS, GILBERT A.

1993, containing 28 CDs. He has continued to
perform, primarily in England, through the early 21%
century. Among his many honors, Bream was awarded
the OBE in 1964 and two decades later made a
Commander of the British Empire.

BRENSTON, JACKIE
(15 AUG 1930-15 DEC 1979)

Born in Clarksdale, Mississippi, he received label cred-
it (for contractual reasons) — -as leader of the Delta
Cats — for the chart-topping (five weeks) rhythm and
blues recording, “Rocket 88” (Chess 1458; 1951),
which many experts consider to be the first rock ‘n’ roll
hit. Brenston was actually vocalist/saxophonist for Ike
Turner’s Delta Rhythm Kings, who cut the track for
Sam Phillips’s Memphis Recording Service. The song
— a paean to the automobile — was based on the jump
blues styles then popular on the West Coast. However,
it cut new ground with Turner’s overamplified, fuz-
ztone-styled guitar figure and wild saxophone solo (by
Raymond Hill) over a standard boogie-woogie groove.
The highly influential guitar sound was reputedly
achieved when Phillips, seeking a temporary sound fix,
jammed paper in a speaker cone damaged when
Turner’s amplifier fell off the top of the car enroute to
the recording session.

FRANK HOFFMANN

BRIDGEPORT DIE AND MACHINE CO.
A firm located in Bridgeport, Connecticut, which pro-
duced phonograph records in addition to its manufac-
turing activity. These were released under various
label names: Broadway, Carnival, Hudson, Master
Tone, Mitchell Record, National, Pennington,
Puretone, Puritan, Resona, Ross, and Triangle.
Recording work took place from ca. 1922 to 1925,
when the firm went bankrupt.

BRIDGING

The process of connecting two channels in a stereo
amplifier to play back a monophonic signal; also
called strapping.

BRIGGS, GILBERT A. (1890-11 JAN 1978)

Briggs had an early career that had nothing to do with
audio or recording technology at all, being a world-
traveling textile agent, operating from his home in
Yorkshire, England. However, during the Depression
his business went sour and he gravitated toward anoth-
er interest: building custom-made loudspeaker systems.
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BRILLIANT QUARTETTE

Ultimately, this resulted in him founding Warfedale
Wireless Works in 1933, and the establishment of a
brand name that eventually became known worldwide.
Briggs was an excellent writer, as well as speaker
designer, and between 1948 and his death he published
more than 20 books on topics as varied as pianos and
other musical instruments (he was also a fine piano
player), amplifiers, loudspeakers, antennas, and audi-
ology. Besides his loudspeaker systems and writings,
Briggs, assisted by Raymond Cooke and Peter Walker,
may best be known for a series of live-vs.-recorded
demonstrations involving his speaker systems, a tech-
nique that was also utilized a number of years later by
Edgar Villchur.

HOWARD FERSTLER

BRILLIANT QUARTETTE

An early recording group for Columbia, first listed in
their September 1891 catalog, and carried through the
1895 catalog. Although they were the first vocal group
widely featured by Columbia, the members were never
identified. They sang popular numbers of the day,
including so-called “coon songs.” Another group of
the same name, or perhaps the same singers, recorded
for Berliner in the late 1890s.

BRILLIANTONE STEEL NEEDLE CO.
SEE BaGsHaw (W.H. ) Co.

BRISTOPHONE

The first electrically amplified cartridge, designed and
patented in 1924, and marketed in 1926, by the Bristol
Co. of Waterbury, Connecticut. It consisted of “a tone
arm and reproducer designed to be set inside the
phonograph cabinet (next to the old tone arm) and
connected to a separate amplifier and speaker system”
(Barnes). It operated through the speaker, or both the
speaker and amplifier, of a radio. Its price was $45 in
1926. [Barnes 1975.]

BRITISH BROADCASTING CORP. (BBC)
A firm established in London, in November 1922, as
the British Broadcasting Co., with six major compa-
nies as founder members: Marconi’s Wireless
Telegraph Co., Ltd.; Metropolitan Vickers Electrical
Co., Ltd.; British Thomson Houston Co., Ltd.; General
Electric Co., Ltd.; Western Electric Co., Ltd.; and
Radio Communication Co., Ltd. John Reith was the
general manager. The BBC began broadcasting on 14
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Nov 1922 (following some experimental transmis-
sions in the previous year). Peter P. Eckersley was the
first chief engineer. At first the company held a
monopoly on sales of radio sets in Britain
(1922-1925), and it kept exclusive rights to broadcast
on radio and television until 1955. In 1927 the compa-
ny became a corporation.

Research and development activities were promi-
nent from the early days, and in 1990 were the respon-
sibility of 215 workers. Over the years important
research has been done in loudspeaker design, micro-
phones, diaphragms, and studio design. BBC pio-
neered in magnetic recording, having initiated use of
the Blattnerphone in 1930.

One of the world’s principal libraries of sound
recordings (dating from 1933) has been assembled in
Broadcasting House, the BBC’s main building since
1932. The archival collection was stored in a coal mine
during World War II; other records were moved out of
London. There are more than 1 million discs, cylin-
ders, and tapes in the collection.

Christopher Stone was radio’s first “disk jockey,”
playing records on a regularly scheduled series of
broadcasts. The BBC Symphony Orchestra was created
in 1928, and under conductor Adrian Boult it became
one of the leading symphonic ensembles of its time.

BRITISH BRUNSWICK LTD.

A firm established 20 Sep 1926 in London, with W.
Sinkler Darby as managing director and Count
Anthony Herbert de Bosdari as general manager. The
firm made discs and Panatrope players, beginning with
pressings from the Brunswick-Balke-Collender Co. (of
the U.S.), and issuing their first British-made records in
July 1927. A 10-year exclusive contract was arranged
to sell American Brunswick records; exchange of
matrices and mutual sales agreements continued with
Deutsche Grammophon. A series of tone tests was
held, using the Panatrope. In April 1928 British
Brunswick became affiliated with Duophone through a
merger of manufacturing and sales functions, and soon
Duophone was in full control of the enterprise.

With the establishment of the Decca Record Co.,
Ltd., in February 1929, Duophone/Brunswick pressed
discs for that firm, and the Brunswick name appeared
on record labels. But resources were overextended,
and liquidation proceedings began. British Brunswick
closed down in September 1929. However, the label
name reappeared in December 1930 with the forma-
tion of the Brunswick Radio Corp. in America and the
establishment of a new British partner company,
Warner Brunswick, Ltd. Both 10-inch and 12-inch
Brunswick records appeared in Britain until 1949.
[Andrews; Andrews 1981; Rust.]




BRITISH COPYRIGHT PROTECTION
ASSOCIATION

An organization devoted to the collection of royalties
for members, and for members of certain affiliated
non-British associations.

BRITISH HOMOPHONE CO., LTD.

A firm incorporated on 3 Aug 1921 in London. It had
agreements to use the masters of the Homophon Co. of
Berlin, which had been distributing records in Britain
on their Homophon label since 1906. The label of the
new firm was named Homochord, also the label name
of a record sold in Britain by the Berlin firm from
1912 to 1916. After World War I some American
pressings were issued on Homochord, via Pathé Freres
Phonograph Co.. Inc., and Pathé Fréres Compagnie of
London, Vocalion (and others) through the Aeolian
and Vocalion companies in Britain.

On 19 May 1928 the firm became a public limited
company, acquiring at that time the assets of the Sterno
Manufacturing Co.; in April 1929 a label named Sterno
was introduced. Columbia bought all shares of the
Berlin Homophon Co. in 1928, creating business diffi-
culties. There was a considerable loss during the first
year of operation and cutbacks followed. Sterno also
lost money, but British Homophone carried on and
entered the radio field as well in 1932. They produced
an early long-playing record, the Four-in-One label, in
August 1932: with a finer cut spiral it could squeeze
two numbers on each side of a 10-inch disc. In the
same year the firm trademarked the Xid-Kord and
Kindakord labels for children’s material. Despite these
initiatives, the company could not long survive in the
Depression years. No records were advertised after
April 1935, although the company continued to press
discs for other makers. Crystalate Gramophone Record
Manufacturing Co., Ltd.. took control of the firm by
August 1939; but the name of the company has persist-
ed to this day. with an address on Rollins Street in
London. It remains in the recording business, but not
for public sales. [Andrews: Andrews 1985/10.]

BRITISH INSTITUTE OF RECORDED
SOUND

SEE NATIONAL SOUND ARCHIVE (NSA)

BRITISH INVASION

The British Invasion was, quite simply. one of the
watershed developments in American popular music
history. The phenomenon involved the virtual domina-
tion of AM radio and the record industry in the United

BRITISH INVASION

States by British artists, particularly the beat groups
who had proved adept at recycling the American
rhythm and blues and rockabilly songs of the 1950s.

A fortuitous convergence of historical events pro-
vided the appropriate setting for this onslaught.
Perhaps of greatest importance, American rock ‘n’ roll
had been undergoing a steady decline in quality since
the major record companies — aided and abetted by
other media outlets, most notably Top 40 radio and
Dick Clark’s “American Bandstand” — had harnessed
it and begun releasing a tamer product. The pop hege-
mony enjoyed by teen idols such as Frankie Avalon
and Fabian had driven many youth to commercial folk
and jazz, while a seemingly endless stream of novelty
songs — e.g., Sheb Wooley’s “Purple People Eater”
(MGM 12651; 1958), David Seville’s “Witch Doctor”
(Liberty 55132; 1958), Larry Verne's “Mr. Custer”
(Era 3024; 1960), and Brian Hyland’s “Itsy Bitsy
Teeny Weeny Yellow Polka Dot Bikini” (Leador 805;
1960) — and dance crazes proved unsuccessful in cul-
tivating a substantial core following for rock ‘n’ roll.

In the meantime, the British music scene appeared
incapable of producing much more than pale Elvis
Presley imitators (e.g., Cliff Richard, Billy Fury, and
Marty Wilde), and bland pop along the lines of Mr.
Acker Bilk, whose “Stranger on the Shore” (Atco
6217; 1962), was one of the few British imports to
make a substantial dent in the stateside charts prior to
1964. However, the pop underground in Great Britain
was quietly brewing something far more potent starting
in the mid-1950s. The skiffle music craze (a uniquely
English form of folk-revival music drawing heavily on
American material), led by Lonnie Donegan spurred
the baby boomer generation to form their own bands.
The most notable of these aggregates — then known by
names such as the Quarrymen and the Silver Beatles —
would go on to spearhead the British Invasion.

It’s hard to imagine the invasion taking place without
the Beatles. Many of the bands swept along on the Fab
Four’s coattails to the top of the American charts pos-
sessed no more talent than the bland teen idols they had
displaced. The Beatles. however, were another matter.
Three of the band’s four members — the songwriting
team of John Lennon and Paul McCartney, and. to a
lesser extent, lead guitarist George Harrison — were
capable of producing first-rate material. After a brief
period of covering American R&B, pop, and country
standards, the group went on to compose a long string
of rock classics, many of which are likely to be per-
formed for generations to come. The band members
were also all excellent musicians, thanks in large part to
years spent performing in small clubs in England and
Germany. Lennon and McCartney both were superb
vocalists, capable of putting across rave-up rockers and
introspective ballads in an equally convincing manner.
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Despite the band’s ability — so easy to assess in ret-
rospect — success in the U.S. might easily have elud-
ed them had not conditions proved ripe for
receptiveness on the part of the American public. The
Beatles, under the skilled management of Brian
Epstein, had attempted a number of times in 1963 to
secure a hit record on the American charts. Songs like
“Love Me Do” (Tollie 9008), “From Me to
You”/’Please Please Me” (Vee-Jay 581), and “She
Loves You” (Swan 4152) — all hits in the U.K. — had
gone nowhere when released by various small labels in
the states. By late 1963, however, the nation was caught
up in communal sense of mourning, brought on by the
assassination of popular President John F. Kennedy.
The Beatles — with their cheeky wit (as evidenced in
countless news interviews punctuating the whirlwind
visits to the U.S. during the early months of 1964), and
catchy, upbeat pop songs — proved to be the perfect
anecdote to America’s collective depression. In addi-
tion, the mop-top hairstyle exhibited by the band mem-
bers garnered considerable attention. As had been the
case with Elvis Presley’s heavily greased DA hairstyle
of the mid-1950s, the Beatles look engendered consid-
erable controversy on the part of the adult establish-
ment. It provided instant credibility with America’s
youth, who were always in search of culture symbols to
both collectively identify with and flaunt in the face of
authority figures as an act of rebellion.

Within a matter of weeks in January 1964, catapult-
ed by round-the-clock radio play and appearances on
the “Ed Sullivan Show,” the Beatles went from com-
plete unknowns to household names in the U.S. With
“I Want to Hold Your Hand” (Capitol 5112) perched in
the number one position on the Billboard “Hot 100,”
record companies owning the distribution rights to ear-
lier Beatles hits rushed them back out into the market-
place. At one point in the spring, the band held down
all top five positions on the national singles chart.

These developments made a substantial impression
on the British music scene. British artists of every
stripe — from beat groups to purveyers of easy listen-
ing fare — were hurriedly signed up by American
labels and promoted through the mass media with a
vengeance. In the weeks immediately following the
appearance of the Beatles, countless other U.K. record-
ing acts — some of whom had realized very little suc-
cess in their own country — enjoyed heavy radio play
and print coverage stateside. The first onslaught of
British performers to achieve success on the American
charts included Dusty Springfield, the Dave Clark Five,
the Searchers, Billy J. Kramer, and Peter and Gordon.
Perhaps of even greater importance, countless other
British youths were inspired to become musicians,
resulting in a steady stream of talent that, many would
argue, has remain undiminished to the present day.
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By early summer, the floodgates had burst open;
there seemed to be more British artists than American
on the airwaves. Indeed, a considerable number of
established U.S. acts — to say nothing of the more mar-
ginal recording artists — virtually disappeared from the
charts in 1964 (some never to return). Stars suddenly
thrust into the periphery of record industry included
Dion, Fats Domino, Rick Nelson, Neil Sedaka, Connie
Francis, Brenda Lee, Roy Orbison, the Everly Brothers,
and Chubby Checker. Even Presley’s career was sent
into a tailspin. After eight years of uninterrupted suc-
cess, he enjoyed only one Top 10 hit — “Crying in the
Chapel” (RCA 447-0643); which charted in 1965 but
was recorded in 1960 — prior to his revival in 1969
with “In the Ghetto” (RCA 47-9741), and “Suspicious
Minds” (RCA 47-9764). Only a handful of American
artists continued to thrive in 1964 and beyond, most
notably the Beach Boys and the Four Seasons. New
homegrown talent found it necessary to incorporate ele-
ments of the merseybeat sound such as the trademark
jangly guitars and seamless three-part vocal harmonies.
The garage punk and folk-rock movements were partic-
ularly influenced by English rock bands. Some
American groups — for example, Beau Brummels and
the Sir Douglas Quintet in 1965 — found it expedient to
ape the British Invasion look to the extent of carefully
covering up their native origins.

Probably the most positive result of the British
Invasion was its role in clearing away the musical
deadwood that had found a home on the American
charts. With many of the long established American
acts — as well as countless lesser luminaries —
unable to compete with the host of typically lackluster
British stars, fresh stateside talent was more readily
able to garner the attention of record company execu-
tives. Within a year or two of the initial British
onslaught, a new wave of American musicians had
already laid the groundwork for the creative renais-
sance in popular music during the latter half of the
1960s. [Miller 1980; Schaffner 1983.]

FRANK HOFFMANN

BRITISH LIBRARY OF WILDLIFE
SOUNDS

SEE NATIONAL SOUND ARCHIVE (NSA)

BRITISH OZAPHANE LTD.

A firm established 9 Mar 1936 in London, licensed by
two French companies to use a patent for film sound-
tracks. W.H. Ogden was managing director. Duo-Trac
was the name of tis product; it had negligible success,
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and the company ceased functioning in 1946. It was
officially struck off the register on 10 Oct 1950.

BRITISH PHONOGRAPH INDUSTRIES
LTD.

A maker of “electric cylinders,” — not electrically
recorded — established in March 1904. It had no
advertising after 1905, and was ordered to wind up in
March 1906.

BRITISH SONOGRAM CO., LTD.

A firm established in 1907 in London. It flourished in
1907, selling 10-inch double-sided discs in the U.K.
and U.S. The label name was Sovereign.

BRITISH ZONOPHONE CO.

A firm established 1903 in London as outlet for the
British recordings of International Zonophone Co., with
Louis Sterling as manager. The firm was actually a
somewhat clandestine subsidiary of G&T, intended to
sell cheap discs without compromising the parent com-
pany’s name. Its records were made by Deutsche
Grammophon in Hanover, or made at the Berlin plant of
International Zonophone, and the labels at first carried
the name International Zonophone. Sterling issued a
“Catalogue of Zonophone Disc Records: July 1904”
(facsimile reprint, London: City of London Phonograph
and Gramophone Society, 1977). With the label name
changed to Zonophone new recordings were made in
several international series, presenting a varied popular
repertoire. The firm’s playback machine, as advertised
in TMN 1905, featured a new tone arm. In 1910 the firm
incorporated as British Zonophone Co., Ltd,

The company admitted, in a 1920 story in TMN,
that their records and machines had been made by the
Gramophone Co. “for quite a long time,” and that
henceforth they would use the HMV name on their
products. It was, however, the Nipper trademark that
was used, not the words “His Master’s Voice,” and in
1924 that logo was abandoned in favor of the earlier
“Zonophone Cross” design. In the summer of 1931
British Zonophone moved into a new home on Oxford
Street, shared with HMV.

FRANK ANDREWS

BRITT, ELTON
(7 JULY 1917-23 JUNE 1972)

American country singer, born James Britt Baker in
Marshall, Arkansas. He was featured on the Grand Ole

BROADCAST MUSIC INC. (BMI)

Opry, Camel Caravan, Elton Britt Show, and other
radio programs, and was one of the leading stars dur-
ing the 1940s and 1950s. A Victor artist from 1937, he
made 672 singles and 56 albums for the label over 22
years. Later he also worked for Decca, ABC-
Paramount, and others. His greatest hit record was the
1943 “There’s a Star Spangled Banner Waving
Somewhere,” on the Bluebird label (#9000; 1942), the
first country song to sell a million records. Britt died
in McConnellsburg, Pennsylvania.

BROADCAST (LABEL)

A Vocalion subsidiary record, first issued in Britain in
July 1927. The discs were eight inches in diameter, but
with finer than ordinary grooves so that the playing
time was that of the standard 10-inch record. Selling at
a bargain price of Is 3d, the new product threatened to
upset the market balance of the gramophone industry,
and there was an effort to stifle advertising and retail-
ing of it. Vocalion sold the label nevertheless, using
chain stores and stationers such as W.H. Smith and
Boots. Broadcast was a great success, and the factory
was hard put to bring out enough discs to meet
demand: around 1.25 million per month.

Beginning in January 1928, the label was sold in
Australia; and later that year it was available in China,
Italy, and France. But the success faded quickly, and
by 1930 Vocalion was losing money on its foreign
operations and suffering from domestic competition in
Britain. The price of the eight-inch disc was lowered
to | shilling in March 1931, and the 10-inch Broadcast
Twelve was put on the market in July 1928 — said to
have the playing time of an ordinary 12-inch disc.
Then in September 1931 the original eight-inch disc
was increased in size to nine inches. These approach-
es were not fruitful, and in March 1932 Vocalion was
acquired by the Crystalate Gramophone Record
Manufacturing Co., Ltd. Crystalate initiated two new
labels: Broadcast International (using U.S. masters
from the American Record Corp., in which Crystalate
was a partner), and Broadcast Four-Tune, both in
January 1933; they were 10-inch records selling at 1s
6d. The fine grooving drew five to six minutes of play-
ing time from the Four-Tune (the tunes were dance
music numbers). In 1933 and 1934 the name
Crystalate began to replace the Broadcast and
Vocalion identification on the discs, so the label disap-
peared finally in March 1934, [Andrews 1982.]

BROADCAST MUSIC INC. (BMI)

A licensing organization established by U.S. broadcast-
ing companies in 1940 as a response to ASCAP
(American Society of Composers, Authors, and
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BROADSIDE (LABEL)

Publishers). BMI was born over a feud between ASCAP
and radio: ASCAP tried to double its fees for the licens-
ing of music by its members. BMI was formed by radio-
station executives to offer an alternative source of
music. BMI endeavored to enlist artists and composers
who were not affiliated with ASCAP, welcoming blues,
jazz, country, and other songwriters traditionally
ignored by the more staid ASCAP. In 1944 agreements
were reached between ASCAP and the radio networks,
but by then BMI was well-established among a new
generation of pop composers. BMI’s payment schedule
was also helpful to the less-established songwriters;
BMI often advanced money against expected fees to
new members, and also accounted for more local
airplay than ASCAP, which focused on network broad-
cast. Local stations tended to play more regional music,
such as country and R&B, and thus BMI’s members
benefitted from this emphasis.

During the 1950s, BMI established a stronghold in
country music, an area traditionally ignored by
ASCAP. In 1958, former WSM radio secretary
Frances Preston opened BMI’s first Nashville office;
five years later, ground was broken for a large complex
on the edge of Music Row, which helped establish this
as a center of music-business dealings in the town.
Preston’s success led her to become president of the
entire BMI organization in 1986, a position she still
holds as of 2002. Rock ‘n’ roll and R&B were also
important to BMI’s growth, again because performers
in these genres had not traditionally been courted by
ASCAP. (By the 1970s, ASCAP would realize the
error of its earlier ways, and begin activtely building
its own lists in all of these genres.)

As of 2002, BMI represented approximately
350,000 songwriters and 4.5 million songs. Its board
of directors is drawn from the broadcasting industry,
and so are the stockholders. [Website: www.bmi.com.]

BROADSIDE (LABEL)

Agnes “Sis” Cunningham (1909-), a teacher and musi-
cian, married Gordon Friesen (1909-1996), a writer, in
1941 in Oklahoma, and a few months later they moved
to New York City. In February 1962 they launched
Broadside, subtitled “A handful of songs about our
times,” a slight, mimeographed magazine of topical
songs and articles, that included Bob Dylan’s “The
Talking John Birch Society Blues.” Broadside contin-
ued to appear until 1988, a total of 187 issues, with Sis
Cunningham and Gordon Friesen as the publishers
except for a few years in the mid-1980s. They included
compositions by the major singer-songwriters of the
time. Moses Asch of Folkways Records agreed to pro-
duce and distribute a series of albums on the Broadside
label of mostly composers and songs having appeared
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in the magazine. Broadside Ballads Vol. I appeared in
1963, which included the New World Singers perform-
ing Bob Dylan’s “Blowin’ In the Wind,” as well as
Dylan (under the name “Blind Boy Grunt”), Phil Ochs,
and Peter LaFarge. Broadside 2 (1963) contained only
Pete Seeger. The Time Will Come (1967) introduced
Elaine White, Teatro Campesino, Tom Parrott, and Janis
Ian (under the name “Blind Girl Grunt”). Jimmy Collier
and Rev. Frederick Douglass Kirkpatrick released
Everybody’s Got A Right To Live in 1968; Time Is
Running Out (1970), featured Frederick Kirkpatrick,
Mike Millius, Wesley Houston, and Anne Romaine.
Broadside Reunion appeared in 1972, with Len
Chandler, Phil Ochs, Bob Dylan, Tom Paxton, Eric
Andersen, and Peter LaFarge. Phil Ochs was featured
on three albums, including one of interviews. Sis
Cunningham, Sammy Walker, and Charlie Brown also
had their own albums. Some of the early performances
were recorded on Cunningham and Friesen’s four-track
home tape recorder, but most of the albums were pro-
fessionally taped. Some of the albums including per-
formers who had no direct connection to Broadside,
such as Raimon Padilla, Catalonian Protest Songs
(1971), and Mikis Theodorakis, People’s Music: The
Struggles of the Greek People (1970). Other albums ran
into trouble. Broadside Vol. 12: Bob Dylan vs. A.J.
Weberman: The Historic Confrontation was quickly
withdrawn because of Dylan’s threatened lawsuit. The
rock album The Village Fugs Sing Ballads of
Contemporary Protest, Point of Views, and General
Dissatisfaction (1965), recorded by Harry Smith, was
also withdrawn, later to reappear on ESP Disk and final-
ly on Fantasy Records. While most of the Broadside
albums were related to Broadside magazine, Moe Asch
had also decided to use the label for records that seemed
too controversial or for whatever reason appeared inap-
propriate for Folkways, although his decisions are not
always clear. For example, New Jazz Poets was issued
as a Broadside album (1967), but Asch had numerous
spoken word records on Folkways. While it lasted, the
Broadside label introduced a variety of singer-songwrit-
ers to a wider audience, although distribution was not
too widespread and many of the performers remained
obscure. Others, however, such as Bob Dylan, Phil
Ochs, Janis lan, Eric Andersen, and Peter LaFarge,
found a large audience, but only when they appeared on
Columbia and other major labels. [Cunningham and
Friesen 1999; Goldsmith 1998; Place and Cohen 2000.]

RoNALD D. COHEN

BROADWAY (LABEL)
An American bargain label of the 1920s. It used
Paramount material at first, then Emerson, Crown, and




Broadway label. Courtesy Kurt Nauck/Nauck's Vintage Records

Banner masters. Pressing was done by the Bridgeport
Die and Machine Co. until 1925, then by the New York
Recording Laboratories of Port Washington, Wisconsin.
Blues, race records, hillbilly, and dance music provided
the repertoire. It ceased operating in 1931. [Rust 1978.]

BROADWAY QUARTET

The name used on Vocalion records in 1922 by the
Criterion Quartet.

BROCINER, VICTOR (1911-1977)

A graduate of Columbia University, with both bache-
lor’s and master’s degrees, and considered to be one of
the founders of the modern hi-fi industry, Brociner
developed what could be considered the first real hi-fi
system in the 1930s. The package included a broad-
band AM receiver, a low tracking force (for the time)
record player, and component-style speaker systems.
A version of that system has been displayed in the
Smithsonian Institution. In 1937, along with Avery
Fisher, he founded the Philharmonic Radio Club. After
World War II he founded Brociner Electronics, and in
the early 1950s he produced one of the first fully inte-
grated hi-fi amplifiers, the first practical Williamson
circuit amplifier, and some of the first high-fidelity
components utilizing printedcircuit boards.

The company eventually failed, and for a while
Brociner joined University Loudspeakers. Later on, in
the 1960s, he signed on with the H.H. Scott Company,
which at that time was one of the biggest names in the

BROOKS AND DUNN

hi-fi business. At Scott, he helped to improve the
company line of amplifiers, receivers, tuners, and
speakers. In 1972, he left Scott and joined the Avid
Corporation. While there, he helped to build Avid into
one of the industry’s most respected speaker-building
companies.

Brociner published extensively, and was a member
of several professional societies, including the Audio
Engineering Society, the Institute of Electrical and
Electronics Engineers, and the Acoustical Society of
America.

HOWARD FERSTLER

BROCKMAN, JAMES
(8 DEC 1886-22 MAY 1967)

American tenor, dialect comedian, and composer;
probably born in Cleveland. He made only five
records, all of them two-minute Edison wax cylinders.
He began with his own composition, “Marianna,” in
Italian dialect (#9712; 1907). His final record was a
Jewish dialect song, (#10165; 1911). He wrote or col-
laborated on “I’m Forever Blowing Bubbles” (1918),
“Down Among the Sheltering Palms” (1915), and
“I’m Like a Ship Without a Sail” (1920). Brockman
died in Santa Monica, California. [Walsh 1967/10.]

BROOKS AND DUNN
Filling the vacuum caused by dissolution of the Judds in
1991, Brooks and Dunn became the most popular coun-
try music duo of the 1990s. Although solidly within the
New Traditionist movement, their eclectic style —
incorporating elements of folk, blues, Cajun, jazz, and
pop — is a product of differing musical backgrounds.
Born in Shreveport, Louisiana, Kix Brooks first
became interested in a music career as a result of his
friendship with the daughter of legendary country-pop
singer Johnny Horton. In addition to performing in clubs
and other venues throughout high school, he spent con-
siderable time developing his songwriting skills. After
school, he worked in a variety of jobs (e.g., the Alaskan
pipeline, performing at Maine ski resorts) prior to taking
a staff songwriting position with Don Gant’s Tree
Publishing in Nashville. During the 1980s, artists such
as John Conlee, Highway 101, and the Nitty Gritty Dirt
Band made the charts with his compositions. When time
permitted, he attempted to launch a recording career. A
single, “Baby, When Your Heart Breaks Down” (Avion
103; 1983) reached number 73 on the country charts.
His debut LP, Kix Brooks (1989), failed to make much
headway, due in part to lack of promotional support.
Born in Coleman, Texas, Ronnie Dunn was inspired
to play music by his father, who played guitar in a
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BROOKS, GARTH

traditional country band. Learning bass, he played in
honky-tonk bars while still in high school. After his
family moved to Tulsa, he headed the the house band
at a local club called Duke’s Country. Securing a
recording contract with Churchill, he placed a couple
of song — *“It’s Written All Over Your Face”
(Churchill 94018; 1983), and “She Put the Sad in All
His Songs” (Churchill 52383; 1984) — on the lower
rungs of the country charts.

After deciding to move to Nashville, Dunn joined
Tree Publishing, meeting Brooks in the process. They
were soon writing and performing as a unit. Already
familiar with Dunn’s demo tapes, Arista’s CEO Tim
DuBois signed the duo to a contract. Their initial
release, “Brand New Man” (Arista; 1990), rose to the
top of the country charts. An album of the same name
(Arista 18658; 1991) followed; it went triple platinum
by 1993, reaching the Top 10 on the pop charts, with
the help of three more number one singles, “My Next
Broken Heart” (Arista; 1991), and the double-sided
hit, “Neon Moon”/’Boot Scootin’ Boogie” (Arista
12440; 1992). Other hits followed, including “Brand
New Man” and “Hard Workin’ Man” from their 1993
second album. The duo became an immediate domi-
nate force at the annual CMA (Country Music
Association) awards ceremony, winning “vocal duo of
the year” eight times over the coming decade.

Although continuing to be a popular act on the road,
Brooks and Dunn saw their record popularity slump in
the mid-1990s, perhaps due to the competition of
younger (and more marketable) artists. However, the
duo proved their enduring popularity with their 2001
release, Steers and Stripes (Arista 67003), which pro-
duced major hits with “Ain’t Nothin’ ‘Bout You” and
“Only in America” Remarkably, their style has
changed little over the years, proving the loyalty of the
country audience to its most-beloved acts.

FRANK HOFFMANN

BROOKS, GARTH (7 FEB 1963-)
Brooks was born in Luba, Oklahoma. His mother,
Coleen, was a small-time country singer who worked
sporadically in their native Oklahoma on recordings
and radio. Brooks’s guitar playing career began in high
school and continued in college, where he worked col-
lege-area clubs performing a mix of James Taylor
folk-pop and country. He made his first trip to
Nashville in 1985, without success. Returning to
Nashville two years later, Brooks attracted the atten-
tion of Capitol Records and producer Allen Reynolds,
who signed him to the label’s Liberty division.

His first, self-titled album (Liberty 90897) was suc-
cessful, but the followup, No Fences (Liberty 93866),
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really began his phenomenal success. It sold 700,000
copies in its first 10 days of release, and stayed on the
pop charts for over a year. His third album, Ropin’ the
Wind, entered the pop charts in the number one posi-
tion, the first country album ever to do so. Brooks’s
1992 album, The Chase (Liberty 98743), reflected a
further nudging toward mainstream pop, but it was less
successful than his previous releases (although still
selling several million copies). Brooks followed it
with 1993’s In Pieces (Liberty 80857). featuring a
safer selection of high-energy honky-tonk numbers.

However, Brooks career sagged in the mid-1990s.
He held up the release of his 1997 album, Sevens
(Capitol 56599), until Capitol changed its country
management to appease his lack of faith in their mar-
keting efforts. The album was a major success, return-
ing him to his earlier country sound. Then, in 1999,
Brooks released a “fictional” greatest-hits album pur-
porting to be by a 1970s-era pop singer/songwriter
named Chris Gaines, as part of a larger movie project
(Chris Gaines: Greatest Hits, Capitol 20051). The
result was a major career fiasco; despite a TV special
and heavy promotion, the album was a major flop, and
Brooks’s fan base was greatly confused. The film
never appeared (although during his comeback in fall
2001 rumors were spread that it might be salvaged and
eventually released). Brooks withdrew from the public
eye in 2000, amid announcements that his long-time
storybook marriage was coming to an end.

Never one to give up easily, Brooks came roaring
back with his album Scarecrow (Capitol 31330) in
autumn 2001. Announced as his “last” album, it
returned him to the sound and style of his earlier coun-
try outings, and the fans responded by making it a
major hit. Despite his assurances that this would be his
“last” album, Brooks was already hinting in press con-
ferences that an album of outtakes might be forthcom-
ing, and the possibility of new recording certainly
exists. For an artist as competitive as Brooks, it is
highly unlikely that he will retire quietly.

CARL BENSON

BROOKS MANUFACTURING CO.

An American firm established in 1903 in Saginaw,
Michigan. Advertising in TMW (1916), shows the firm
as the maker of a coin-operated disc player named
Brooks.

BROONZY, BIG BILL
(26 JUNE 1893-14 AUG 1958)

American blues singer and guitarist, born William
Lee Conley Broonzy in Scott, Mississippi. He taught




"Good Liquour Gonna Carry Me Down" by "Big Bill"
[Broonzy], on Bluebird Records, from the mid-'30s.
Courtesy David A. Jasen

himself the fiddle while working as a sharecropper;
served in World War I; then went to Chicago in 1920 to
work for the Pullman Co. There he took up the guitar
and sang blues songs. In the late 1920s he was per-
forming with leading blues artists, and made some
unnoticed records. Then he began to record in 1928 for
Paramount and in 1930 (under the name of Sammy
Sampson) for the American Recording Corp. (ARC).
In 1931 ARC recorded him under his own name on its
dime store subsidiary labels. For example, “I Wanta
See My Baby”/”Hobo Blues,” on Romeo #5494, sold
for $.25 in the S.H. Kress stores. He was a major expo-
nent of the urban blues style through the 1930s, mak-
ing a new disc every few weeks, primarily for Vocalion;
he had more than 100 issues by 1942. Broonzy made
successful European tours in 1951, 1955, and 1957. He
recorded again prolifically in the 1950s, primarily for
folk labels like Folkways Records. His style changed to
reflect his urban-folk audience, who preferred simpler
guitar accompaniments and less-polished performanc-
es to his earlier recordings. He died in Chicago.

BROWN, CLIFFORD
(30 OCT 1930-26 JUNE 1956)

Born in Wilmington, Delaware, Brown was an out-
standing jazz trumpeter whose improvisations exhibited
the fire and grace of an old master. He first started
studying trumpet at age 13, showed signs of great talent
and performed with the school jazz band while at

BROWN, JAMES

Maryland State College. He quickly developed a style
that was distinguishable from Dizzy Gillespie and Miles
Davis, two of the leading jazz trumpeters in the 1950s.
Like Gillespie, he was a skillful player in the bop style,
but his tone was warmer, and he was equally comfort-
able on slow ballads as he was on up-tempo material.

Brown recorded with the pianist Tadd Dameron on A
Study in Dameronia (Prestige 159; 1953), and also
performed with Lionel Hampton’s big band. Brown
recorded on his own for Blue Note from 19531954, and
then signed with Mercury’s jazz division, EmArcy. His
impeccable technique and wonderfully crafted improvi-
sations can be heard on Study in Brown (EmArcy 36037,
1955), and Ar Basin Street (EmArcy 36070; 1956), both
of which are collaborations with the jazz drummer Max
Roach. Brown also made an outstanding recording with
Sonny Rollins, Sonny Rollins Plus 4 (Prestige 7038;
1956) His extraordinary gifts were extinguished in a
fatal automobile accident when he was 26.

GARTH ALPER

BROWN, JAMES (3 MAY 1928-)

American blues, gospel, and soul singer; and dancer;
born in Augusta, Georgia. He began professional
performance as a singer in a vocal quartet, the Famous
Flames, with which he continued to work for 10 years.
In 1958, he released a rhythm and blues hit, “Please,
Please, Please” (Federal #12258; #6), and another,
“Try Me” (Federal #12337), his first number one R&B
hit, and the best-selling R&B single of the year.
Thereafter, he worked in many styles, bringing together

James Brown album cover. Courtesy Frank Hoffmann
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BROWNLEE, JOHN

an acrobatic dance routine with energetic musical
idioms drawn from African and Caribbean roots.

In the 1960s Brown developed a new style called
“funk,” but he was also identified as the “godfather of
soul.” He made about 80 chart singles up the mid-
1970s, and around 30 chart albums. His best-selling
album was recorded live at a Harlem concert with the
Famous Flames: The Apollo Theatre Presents — In
Person! The James Brown Show (King LP 826; 1963);
it was on the charts 33 weeks and sold over a million
copies. In 1965, he had major hits with “Papa’s Got a
Brand New Bag” (King 5999; #1 R&B, 8 weeks/#8
pop)and “I Got You (I Feel Good)” (King 6015; #1
R&B, 6 weeks/#3 pop). He continued to score big hits
through the 1960s, including 1966’s “It’'s A Man’s
Man’s Man’s World” (King 6035; #1 R&B, 2
weeks/#8 pop), and 1967’s “Cold Sweat” (King 6110;
#1 R&B hit, 3 weeks/#7 pop).

In 1971, Brown signed with Polydor Records, who
purchased his back catalog from the now-defunct King
label as well (Polydor’s catalog eventually became
part of the Universal Music Group). Brown’s last hit
album was People (Polydor PD-1-6212; 1980), and his
last hit single “Living in America” (Scotti Brothers
05682), which reached number four in 1986. In the
later 1980s, the retrospective Star Time — 71 songs on
four CDs (Polydor 849108; 1991) — was issued doc-
umenting Brown’s long career. Greg Kot, rock critic of
the Chicago Tribune, declared in his review of Star
Time that Brown was “the most influential and inno-
vative figure in Black music in the last 30 years, and
every bit as important as more widely revered artists
such as Elvis Presley and the Beatles in shaping the
sound of the rock era.”” Brown’s activities were limited
through the end of the 20" century, although he occa-
sionally made news because of his personal troubles.
Brown has received several awards and honors, includ-
ing induction into the Rock and Roll Hall of Fame
(1986), and lifetime achievement awards from the
Grammys (1992), and R&B Foundation (1993).

BROWNLEE, JOHN
(7 JAN 1900-10 JAN 1969)

Australian baritone, born in Geelong. After study in
Europe he made his debut in Paris in 1926 and at
Covent Garden in the same year, then joined the Paris
Opéra, where he remained until 1933. He sang first at
the Metropolitan Opera as Rigoletto on 17 Feb 1937,
and stayed with the company until 1956. Settled in
New York, he headed the Manhattan School of Music
from 1956 until his death.

Brownlee’s appearances at the Glyndebourne
Festivals of 1933-1939 brought him great acclaim,
and resulted in his outstanding recording of Don
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Giovanni with Salvatore Baccaloni, under Fritz Busch
(Victor 423/424/425, 23 12-inch discs). With the same
company he was in the complete Cosi fan tutte (Victor
812/813/814, 20 12-inch discs).

BRUBECK, DAVE (6 DEC 1920-)

American jazz pianist, composer, and ensemble leader,
born David Warren Brubeck in Concord, California, on
6 Dec 1920. After studying classical music he began to
play with jazz groups at age 13. He studied composi-
tion with Darius Milhaud, then led a military band dur-
ing World War II. From 1946 to 1951 he formed and
performed with various jazz groups. In 1951 he found-
ed the Dave Brubeck Quartet, with alto saxophonist
Paul Desmond; in its final form the group included
drummer Joe Morello and bassist Eugene Wright.
During the 1950s and 1960s the quartet achieved great
popularity for their cool and sophisticated improvisa-
tions, particularly in unusual time signatures. “Take
Five” in 5/4 meter (a Desmond composition, and the
first instrumental recording to sell over 1 million
copies) and Brubeck’s own “Blue Rondo & la Turk” in
9/8 meter were outstanding examples (in Columbia
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Dave Brubeck quartet featuring Paul Desmond (left) on saxo-
phone, c. early 1960s. Courtesy David A. Jasen




album Time Our (#CL8192; 1961). Another 1961 hit
album was Time Further Out (Columbia CS8490).
The famous Desmond-Brubeck quartet broke up in
the late 1960s, and Brubeck subsequently formed a
more jazz-rock oriented group with his two sons. The
band was commercially successful, although many felt
it was musically less interesting than his earlier work.
During the 1980s, he returned to playing primarily in
acoustic settings, often in solo concerts. He also began
composing classical pieces for traditional orchestras
that have been performed during the 1980s and 1990s.

BRUCKNER (FRANZ)

MANUFACTURING CO.

A firm established in New York in 1912. It was listed
in the 1916 TMW directory as maker of the Metro-
Phone disc player, offered in seven models.

BRUEL & KJAER (B&K)

Begun in the early 1940s by two Danish engineers, Per
V. Briiel and Viggo Kjar, the company has expanded
to become a major producer of computer-based vibra-
tion measurement and sound-analyzer tools used by
industry in the production of recording hardware.
B&K has more than 1,200 employees, with offices in
55 countries and seven accredited calibration centers
worldwide, and currently offers in excess of 450 prod-
ucts, including transducers, a full range of hand-held
sound level meters, analyzers, calibration systems, and
service products. One of the company’s primary
achievements has been the design and production of
measurement microphones that have defined new stan-
dards for stability and measurement accuracy.
[Website: www.bkhome.com.]

HOWARD FERSTLER

BRUNSWICK (LABEL)

One of the premier labels in North America and
Britain, with great international artists in classical and
popular music, first issued, in Canada only, by
Brunswick-Balke-Collender Co. in 1916. The earliest
offerings were vertical-cut, with labels in green.
Lateral-cut discs, with violet labels, appeared in the
U.S. in January 1920; after 1923 the label color was
black, and the price $.75, except for a special double-
sided purple series of opera and classics, selling at $1
for 10-inch and $1.50 for 12-inch records. During the
acoustic period major dance bands were recorded,
such as those of Fletcher Henderson, Ray Miller, and
Isham Jones. A hit record by the Mound City Blue
Blowers was made in February 1924, “Arkansaw [sic]

BRUNSWICK (LABEL)

Brunswick label, c. 1920s. Courtesy David A. Jasen

Blues”/’Blue Blues” (#2581); it was followed by five
more by the Blowers before the group turned to other
labels. Operatic celebrities included Mario Chamlee,
Sigrid Onegin, Elisabeth Rethberg, Friedrich Schorr,
and John Charles Thomas. Access to Polydor matrices
was a favorable factor, bringing such artists as
Leopold Godowsky, and the Berlin Philharmonic
Orchestra under Wilhelm Furtwiingler.

The quality of the discs was high, and the parent
company also produced excellent playback machines
with tapered tone arms. The company pioneered the all-
electric phonograph with its Panatrope in 1926, and
used the electric Pallatrope recording method for its
discs. The combination was strong enough to be used in
tone tests. A race record division was established, head-
ed by Jack Kapp. Difficulties appeared around 1927 as
radio began to be a serious competitor for the phono-
graph. (Brunswick itself entered the radio field in 1928.)
New artists were constantly added to the catalog, which
before the stock market crash of 1929 included Walter
Gieseking, the New York Philharmonic, Red Nichols,
King Oliver, and Al Jolson (whose “Sonny Boy”
required a 24-hour factory to meet buyer demand).

The stock market collapse affected operations in
both the U.S. and U.K. Warner Brothers acquired
Brunswick-Balke-Collender in April 1930, bringing
film stars like Gloria Swanson to the artist list.
However, in December 1931 Warner sold the
Brunswick interests to the new American Record
Corp., which renamed their acquisition the Brunswick
Radio Corp. The label flourished in the 1930s, as
many popular artists were brought into the fold: Fred
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BRUNSWICK-BALKE-COLLENDER CO.

Astaire, Mary Martin, Gene Krupa, Jack Teagarden,
Artie Shaw, Harry James, Glenn Miller, Teddy Wilson,
and Frank Sinatra (making his record debut). Then in
December 1939 the American Record Corp. was
bought by Columbia Broadcasting System, and the
Brunswick label was discontinued in September 1940.
Decca acquired and revived it in 1943 with the 80,000
series. As a rock label from the 1950s to the 1970s, it
presented such stars as Buddy Holly and the Crickets,
Jackie Wilson, and the Chi-Lites. The label finally dis-
appeared in the U.S. in 1977, following a major fraud
scandal. It had not been seen on the British market
after 1967. [Andrews; Rust 1978.]

See also British Brunswick Ltd.

BRUNSWICK-BALKE-COLLENDER CO.
A firm established in 1845, with varied interests (fur-
niture, carriages, equipment for games), that entered
the phonograph business in 1916. It seems that the
firm entered into an agreement with Pathé to sell only
its discs in the U.S. in exchange for Pathé’s undertak-
ing to stay out of the American talking machine mar-
ket; Brunswick did sell Pathé records in 1916-1920.
Brunswick records were sold in Canada from 1916.
However this arrangement did not endure beyond
1919, when Brunswick records came to the U.S. and
Pathé began to advertise its phonographs in the
American national magazines.

The first products were eight models of the
Brunswick player. Its Ultona reproducer was adaptable
to play vertical-cut Pathé discs as well as standard lat-
eral-cut records. Success was quick to come, and for-
tunes were greatly enhanced by some favorable court
judgments. The tapered tone arm was a contested prod-
uct at the time, with patents held by Eldridge Johnson
(owned by Victor), and John B. Browning (owned by
Brunswick). Victor sued Brunswick; but the suit was
dismissed in 1922 with Browning’s patent found valid.
Another litigation — over the enclosed horn with doors
— was also decided in Brunswick’s favor. In 1924 the
firm acquired Vocalion records from Aeolian Co., and
a year later announced a technological breakthrough:
the Panatrope all-electric phonograph and the
Pallotrope system of electrical recording developed
with General Electric. The “light ray” recording
process used a microphone (called a “palatrope”), a
crystal mirror, a light source, and a photoelectric cell.

Despite these advances, and despite the gathering of
an international star roster of artists on the Brunswick
label, sales peaked in 1926 and dropped $2 million to
$27 million in 1927. Brunswick joined the radio man-
ufacturers in 1928, then in April 1930 sold out both
radio and phonograph interests to Warner Brothers.
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The Brunswick Corp, now located in Skokie,
[llinois, has more than 20,000 employees, and annual
revenue near $3.4 billion (2001). It manufactures
sports equipment, paper, marine engines, and pharma-
ceutical products.

BRUNSWICK QUARTET (ALSO KNOWN

AS THE BRUNSWICK MALE QUARTET)
A group that recorded for Columbia in 1911-1912. Its
members were Aubrey A. Hackett, first tenor; Arthur
Clough, lead tenor; Harry Wieting, baritone; and A.
Duncan Cornwall, bass.

BRUSH DEVELOPMENT CORP.

A firm established by Charles Brush to manufacture his
piezoelectric cartridges. In 1937 the company produced
the Soundmirror — a commercially available magnetic
recorder using endless loop steel tape. During World
War II Brush made wire recorders for the government;
one type was a cassette wire recorder. The firm’s direc-
tor was Semi Joseph Begun, a one-time researcher with
Lorenz in Germany. In its current manifestation, as
Brush Magnetic Heads Division of the Forgflo Corp,
Sunbury, Pennsylvania, the company continues to make
audio-video components, especially recording heads.

BRYANT, ERIC THOMAS
(1914-20 JULY 1990)

British librarian and author, born in London. He had a
distinguished career as a public librarian, notably in
Widnes, where he established a successful gramophone
library. Bryant was an enthusiastic promoter of record-
ings, giving lecture recitals throughout England. He was
a senior lecturer in music librarianship at the Manchester
Polytechnic, and was a visiting speaker in library
schools in Britain and America. His 1962 book,
Collecting Gramophone Records, was widely praised
for its guidance to librarians and private collectors. He
was also author of the standard work, Music
Librarianship (1959; 2nd ed. 1985), in which the admin-
istration of recording collections in libraries was treated
with exhaustive detail. He retired in 1979, and died a
year later in Devizes, England. Bryant wrote major sec-
tions of the articles on Organ Music Recordings and
Record Collector Societies in this encyclopedia. Imprint
data on his books is in the Bibliography.

BRYANT, LILLIAN
British pianist and conductor; the first female conduc-
tor to make records, with the Pathé Symphony




Orchestra and the Pathé Military Band. She was also
the first woman to record commercially as a solo
pianist, on HMV and Edison Bell, around 1900.

BRYSTON LTD.

A Canadian company that has been designing and
manufacturing upscale specialty electronics for both
the professional and consumer audio marketplaces
since the early 1970s. For professional use, Bryston
produces amplifiers for recording studios, radio and
television broadcast facilities, and sound reinforce-
ment applications such as stadiums and arenas. In the
consumer audio market they manufacture state-of-the-
art audio electronics, including amplifiers and pre-
amp/processors. The company maintains an extensive
research and development division, and is noted for its
20-year, transferable warranty, including parts and
labor. [Website: www.bryston.ca.]

HOWARD FERSTLER

BUBBLE BOOKS

Children’s books published by Harper & Brothers in
1919, under the name Harper-Columbia Book that
Sings, with three single-sided five and one-half-inch
phonograph records included; they were apparently
the first singing books. The British publisher was
Hodder and Stoughton; in Britain the title was
Hodder-Columbia Books that Sing. Fourteen titles
were issued by 1923, including Mother Goose, A
Child’s Garden of Verses, and Funny Froggy B.B.
Victor acquired the patents in September 1924.
{Andrews 1976; Andrews 1988/6.]

BUCHLA, DON (17 APR 1937-)

Buchla is recognized as one of the most progressive
and visionary electronic instrument builders. He and
Robert Moog worked independently during the 1960’s
to build the first voltage-controlled analog synthesiz-
ers — collections of devices such as oscillators and fil-
ters that could be flexibly interconnected by the user
with patch cables. Buchla responded to the sugges-
tions of Morton Subotnick and Ramon Sender at the
San Francisco Tape Music Center and built the Buchla
Modular Electronic Music System, supported by a
grant from the Rockefeller Foundation.

Buchla went into business building electronic instru-
ments. The 100 Series (1963) included innovations such
as touch-sensitive plates, a random voltage source, and
the first sequencer. Morton Subotnick used this system
in the composition of “Silver Apples of the Moon”
(Nonesuch H71174; 1967), the first work to be

BUCHLA, DON

commissioned expressly for the new longplaying record
format. CBS/Fender manufactured the instruments for a
while. The 200 Series (1970) introduced new
techniques for polyphonic signal generation, dynamic
spectral and timbral modification, complex pattern
generation, quadraphonic control of spatial location,
and had digital connections to interface with computers.
Its touch plates (the “Kinesthetic Input Port”) explored
control by the amount of fingertip surface contact. In
contrast to Moog systems, Buchla’s differentiated
between control voltages (accessed with banana plugs)
and audio signals (via mini-phone jacks). This made it
easy to patch audio in and out of the system at any point
at standard line level, so that tape loops, radios, micro-
phones, and other devices could be incorporated. Any
number of control inputs could be connected to a single
output by merely stacking connectors.

The designs that followed moved increasingly
toward greater digital control, as well as the use of dig-
ital oscillators. The 300 series was a computer, periph-
erals, and interfaces, and a patch programming
language designed for flexible real-time control of 200
series modules, with function generators and tables
taking the place of the earlier sequencer modules. The
Buchla 400 was an integrated instrument with digital
oscillators and analog filters, which could also be aug-
mented with 200 series modules. Its operational lan-
guage combined a piano roll style graphic score editor
with an instrument definer.

Minicomputers became more affordable, and the 500
Series (1971) became the first digitally controlled
analog synthesizer. This was followed by the Music
Easel (1972), a portable analog performance instrument
that accepted patch cards, small circuit boards that were
precursors of digital preset memory. While most of
Buchla’s instruments are not meant to be played with
conventional technique using organ type controllers, the
Touché (1978) was designed with David Rosenboom
for technically skilled keyboard players. The 400 series
(1982) anticipated changes in music technology of the
next decade with its three computers, graphics display,
storage cards, score editing, frequency modulation, and
SMPTE capability. The 700 (1987) had yet another
computer, three MIDI ports, and a number of expressive
performance controls among its facilities.

In 1990 Buchla and Associates shifted their atten-
tion to alternative controllers. First came Thunder
(1990), a tactile surface with 36 elements that transmit
MIDI messages in response to the touch of human
hands, followed by Lightning (1991), which reacts to
the position and movement of handheld wands.

In addition to electronic and acoustic instrument
design, Buchla has been involved with space
biophysics research, multimedia composition, and the
performance of avant garde and traditional music. As a
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BUDAPEST QUARTET

Guggenheim fellow, he performed research in interac-
tive performance-oriented computer music languages,
and as an NEA fellow designed instrumentation and
music for a 100-piece electronic orchestra. While the
majority of instrument manufacturers have gone in and
out business, he survived by producing a smaller
number of advanced alternative systems, working out
of his home in Berkeley, California.

ROBERT WILLEY

BUDAPEST QUARTET
A string quartet originally drawn from the Budapest
Opera Orchestra; it first performed in 1917 in Hungary.
The original members were Emil Hauser, Imre
Poganyi, Istvan Ipolyi, and Harry Son. Joseph Roisman
replaced Poganyi in 1927, then moved to first violin;
Alexander Schneider replaced Ipolyi and Mischa
Schneider replaced Son in the early 1930s. Boris Kroyt
was the violist from 1936. With Roisman as the leader,
the quartet achieved international recognition. They
settled in the U.S. in 1938, and became quartet in
residence at the Library of Congress in 1962. Their
final public concert was in 1967

From 1932 to 1936 the Budapest Quartet made
notable recordings for EMI (on the Victor label in the
U.S.), establishing their mastery of the Beethoven
works and producing an acclaimed rendition of the
“Italian Serenade” by Hugo Wolf. LP reissues cover that
period (Columbia-Odyssey Y34643, four discs; 1979),
and both the previous and subsequent periods (Toshiba-
EMI Angel EAC 60055/59, five discs; 1979, and
Columbia Odyssey Y34644, four discs; 1979). Odyssey
transferred the complete Beethoven quartets to CD as
well, and Novello/BMG released a CD of Schubert,
Mendelssohn, Tchaikovsky, Borodin, and Dvorak in
1990; it presented recordings made in 1926-1929.

BUDDAH RECORDS

Buddah had its origins in the establishment of the
Kama Sutra label in 1965 by entrepreneurs Phil
Steinberg and Hy Mizrahi and producer Artie Ripp, the
force behind such hits as Doris Troy’s “Just One Look”
(Atlantic 2188; 1963; #10), Jay and the Americans’
“Come A Little Bit Closer” (United Artists 759; 1964;
#3), and the Shangri-Las’ “Remember (Walkin’ in the
Sand)” (Red Bird 008; 1964; #5). Created as a sub-
sidiary in 1967, the New York-based imprint quickly
attracted a stable of ambitious, talented young writers
and producers, including Pete Anders and Vinnie
Poncia (who had provided hits for the Ronettes), Bo
Gentry and Ritchie Cordell (Tommy James & the
Shondells), Levine and Resnick, Elliot Chiprut, and
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Bobby Bloom. Other key staff included West Coast
A&R chief Bob Krasnow — responsible for signing
progressive rockers Captain Beefheart and His Magic
Band and Barry Goldberg — and Vice President Neil
Bogart, who steered the label in the direction of
bubblegum singles. His successes would include the
1910 Fruitgum Co. with “Simon Says” (Buddah 24;
1968; #4), and the Ohio Express, whose biggest hit was
“Yummy Yummy Yummy” (Buddah 38; 1968; #4).

On the strength of such prepubescent fare, Buddah
was the seventh-ranked label in singles sales by the
time it celebrated its first anniversary in September
1968. Although later enjoying success in the pop-rock
(Brooklyn Bridge, Lou Christie, Motherlode, etc.) and
soul (the Impression via their Curtom subsidiary, the
Isley Brothers on T-Neck) fields, the label remained
saddled with the bubblegum image. The Lemon
Piper’s best exemplified this dilemma; fed a string of
sugary material — “Green Tambourine” (Buddah 23;
1967; #1), “Rice Is Nice” (Buddah 31; 1968; #46), and
“Jelly Jungle” (Buddah 41; 1968; #51) — the band
attempted, unsuccessfully it turned out, to assert their
hard rock side via largely ignored album releases.

Buddah’s assembly-line techniques — many of its
acts were studio-only concoctions like Lt. Garcia’s
Magic Music Box and the Rock and Roll Double
Bubble Trading Card Company of Philadelphia 19141
— led to an inevitable decline when its bubblegum
artists fell out of favor with the public. The defection
of Ripp — Billy Joel’s early mentor — and Bogart,
who founded Casablanca in 1973, also hurt the label.
By 1983, when the company finally shut down opera-
tions, hit records had become a rare occurrence. BMG
would reactivate “Buddha” as an archival label in
1999; much of the old Buddah catalog has been reis-
sued, including material by Melanie, the Flamin’
Groovies, the 1910 Fruitgum Co., and Ohio Express.

FRANK HOFFMANN

BUDDY (LABEL)

Six American aluminum manufacturers joined forces
to make this record, sold from 1923 to 1926. The discs
were intended to boost sales of the Buddy portable
phonograph, which was made of aluminum; all the
aluminum firms are named on the record label. There
is no list of the output, and survivors are rare. Gennett
masters were used. [Rust 1978.]

BUEHN, LOUIS

American phonograph dealer, active at national level
in the trade. His posts included treasurer, Eastern
Talking Machine Jobbers Association (1907), and its




successor, the Talking Machine Jobbers National
Association. With the National Association of Talking
Machine Jobbers (NATMJ), he was treasurer in 1909
and 1910, secretary in 1912, vice president in 1920,
and president in 1921. His own business was incorpo-
rated October 1912 as the Buehn Phonograph Co. in
Pittsburgh, Pennsylvania. In 1915 he opened Louis
Buehn, Inc., in Philadelphia, handling Victor products
exclusively. Edison acquired the company in 1926.

BUFFALO SPRINGFIELD

Buffalo Springfield’s recorded output consists of three
promising studio albums released in the late 1960s.
However, the group’s legacy owes much to respective
careers of the group members following the breakup in
the spring of 1968.

Buffalo Springfield, named for steamroller manu-
factured in the American Midwest, was formed out of
a chance meeting in March 1966 between Stephen
Stills (accompanied in his car by Richie Furay) and
Neil Young during a Los Angeles traffic jam. The inter-
play between these three singer-guitarists (both on and
offstage) would supply much of the creative spark
behind the band’s music, best described as U.S. roots-
styled offshoot of Beatles pop-rock. Young’s fellow
Canadian, bassist Bruce Palmer, and drummer Dewey
Martin were recruited to complete the group lineup.

Following a couple of critically acclaimed, albeit
commercially unsuccessful, folk-rock singles, the band
burst into the national consciousness with the release of
the Stills-penned “For What It’s Worth” (Atco 6459;
1967; #7), a protest anthem documenting the L.A. police
crackdown on youthful protesters opposing plans to
build a business district at the expense of Sunset Strip
nightlife in summer 1966. The debut allbum — Buffalo
Springfield (Atco 33-200; 1966) — was hastily reissued
in February 1967 with the substitution of the group’s
best-selling single for the track “Don’t Scold Me.”
Group infighting, however, undercut efforts to record a
follow-up LP. One projected work, Stampede, was never
completed, although portions would later surface both in
bootleg form and on the retrospective anthology, Buffalo
Springfield Box Set (Rhino 74324;2001). A reassembled
lineup consisting of Stills, Furay, Martin, Young (who
returned after having departed in January 1967), and
bassist Jim Messina would eventually complete Buffalo
Springfield Again (Atco 33-226; 1967; #44), an ambi-
tious album featuring extensive multitracking and other
special effects reflecting the influence of the Beatles’s
Sgt. Pepper. The inability of the band to expand beyond
a cult audience led to a final split; a third LP, Last Time
Around (Atco 33-256; 1968; #42), which featured a
group photo with a crack running down the middle, was
issued several months later. Many of the song selections

BULK ERASER

— including Young’s folk-like “I Am A Child”; Stills’s
“Special Care,” “Questions,” and “Uno Mundo”; and
Furay’s country-inflected “Kind Woman” — come
across as rehearsals for the individual members’ subse-
quent musical activities.

By the end of the 1960s, all key members were well
of their way to becoming superstars. Young embarked
on an uneven, but distinctive, solo career; he would also
have an on-and-off relationship with soft-rock trailblaz-
ers, Crosby, Stills, and Nash. Furay and Messina formed
one of the early country-rock acts of note, Poco. Always
in demand as a record producer, Messina moved on to
form a duo with Kenny Loggins in the early 1970s.

FRANK HOFFMANN

BUFFETT, JIMMY (25 DEC 1946-)

Hero to “Parrot Heads” everywhere, Buffett has par-
layed the success of one song — “(Wasting Away
Again in) Margarittaville” — into a career spanning
concerts, recordings, leisure wear, and even novels.
Buffet was born in Pascagoula, Mississippi, where he
began to play the guitar. After attending college, he
went to Nashville in the late 1960s, hoping to make it
as a country songwriter. He was signed to the small
Barnaby label, which issued one album that was said to
initially sell only 324 copies. By 1972, a discouraged
Buffett relocated to Key West, Florida, where a year
later he signed to ABC/Dunbhill. On a series of albums,
he developed a laidback, beachbum/hippie persona,
culminating in his one major hit, the number eight *
Maragaritaville” (ABC 12254), in 1977. A year later,
he scored a minor hit with the humorous
“Cheeseburger in Paradise” (1978; #32, ABC 12358).
He continued to produce strong-selling albums through
the mid-1980s, by which time his Maragaritaville label
and chain of boutiques were pumping out the cash. His
debut collection of short stories played on this success,
aptly titled Tales from Margaritaville (1990); novels
and memoirs followed through the 1990s. By 1993,
Forbes estimated that Buffett’s annual income was in
the $20 million range, despite the lack of any top- sell-
ing hits, earning him a spot on their Top 40 list of the
richest entertainers. He has continued to record and
tour through the early 21* century.

CARL BENSON

BULK ERASER

A device used to erase the signal from a recorded mag-
netic tape (cassette or reel-to-reel). It operates by pro-
ducing a strong magnetic field; when it is passed over
the tape in a circular motion it cancels the extant sig-
nal. Metal tapes are difficult to erase in this manner.
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BULLET RECORDS

BULLET RECORDS

The first independent label of any consequence in
Nashville, Bullet is chiefly remembered for issuing the
first records by Chet Atkins, B.B. King, Ray Price,
Minnie Pearl, and Pee Wee King. A partnership between
radio announcer Jim Bulleit, banker Orville Zickler, and
record distributor C.V. Hitchcock, Bullet was launched
in April 1946. In addition to country music, Bullet had a
gospel series and an R&B series that included Wynonie
Harris, Cecil Gant, Roosevelt Sykes, St. Louis Jimmy,
Willie Dixon’s Big Three Trio, and Red Miller (who
scored a number one R&B hit with “Bewildered” on
Bullet in 1948). The biggest hit on Bullet, though, came
with pop bandleader Francis Craig’s recording of “Near
You,” which was not only the best-selling record of 1947
but spent longer atop the pop charts than any other
record before or after. Bulleit built Nashville’s first
pressing plant, Bullet Plastics, but left the partnership in
1948 to be replaced by former Capitol salesman Overton
Ganong. In 1951, Bullet scored another major hit with
Johnnie Lee Wills’s “Rag Mop,” but the label folded in
1952. It was revived briefly in the 1960s, but the owner-
ship is currently in dispute.

CoLIN EscotT

BUMP

“To bump” on a tape means to reduce the number of
tracks (e.g., four to two) to make space for new mate-
rial. Also known as “jump.”

BUREAU INTERNATIONAL DE
L’DITION MCANIQUE (BIEM)

The international association of national organizations
and agencies concerned with the rights of artists with
respect to sound recordings.

BURKE AND ROUS PHONOGRAPH
RECORDS

A Brooklyn firm active in 1905. It produced records
for use in phonograph parlors. [Andrews.]

BURNETT, T BONE (18 JAN 1945 [SOME
SOURCES GIVE 1948]-)

Born John Henry Burnett in St. Louis, Missouri, but
raised in Fort Worth, Texas, Burnett was a folk-rock
performer in the 1970s and 1980s then graduated to
become a producer, scoring big as the producer for the
soundtrack to the film, O Brother Where Art Thou?, in
2000, a surprise major country hit. Burnett’s own
recording career was spotty at best, although he did gain
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a cult audience and toured in the 1970s, most famously
as part of Bob Dylan’s Rolling Thunder tours in
mid-decade. From the 1980s, he specialized in produc-
ing left-of-center rock acts, including Elvis Costello
(King of America [1986], and Spike [1989]), Los Lobos
(By the Light of the Moon [1987]), his wife Sam
Phillips, the Wallflowers, and Gillian Welch. His suc-
cess producing the O Brother soundtrack recording led
to his forming a label with the Coen Brothers (distrib-
uted by Sony/Columbia) to record traditional music.

CARL BENSON

BURNETTE, DORSEY
(28 DEC 1932-19 AUG 1979) AND
JOHNNY (25 MAR 1934-1 AUG 1964)

The Burnette brothers, Dorsey and Johnny, are best
remembered for their seminal rockabilly recordings as
the Rock and Roll Trio for Coral in the mid-1950s.
Although sales fell far short of the standard set by their
friend, Elvis Presley, the sheer verve and energy com-
municated by the brother’s records influenced the aes-
thetics of British and American rock stars in the 1960s
and 1970s. Aerosmith, Foghat, and the Yardbirds are
just a few of the acts that have recorded the trio’s songs.

Born in Memphis, Dorsey and Johnny Burnette grew
up listening to country music, particularly on the Grand
Ole Opry radio broadcasts. Learning to play string
instruments at an early age, they began performing at
local functions while still in school. By the early 1950s
their country band was a popular draw at dances and
clubs throughout the Mississippi delta region. Initially,
the brothers were not sure that music represented a
viable career option; Dorsey, for one, tried professional
boxing and spent six years studying for an electrician’s
license. They began to reconsider after winning the
“Ted Mack Amateur Hour” competition four straight
times; they then toured with the show, playing such ven-
ues as Madison Square Garden and the White House.

While working at the Crown Electric Company in
Memphis during 1954, Dorsey and Johnny decided to
form a rockabilly trio with fellow employee, guitarist
Paul Burlison, who played lead to Johnny’s rhythm
work and Dorsey’s acoustic bass. Word about their
dynamic live act led to a contract with Coral Records.
Although some of the Johnny Burnette Trio’s early
releases went on to become rock ‘n’ roll classics —
most notably, “Honey Hush”/“Train Kept A-Rollin’”
(Coral 61759; 1956) and “Tear It Up” (Coral 61852;
1956) — none entered the national charts.

Feeling constricted on their home turf, the Burnettes
relocated to the Los Angeles area. Concentrating on
their songwriting skills, they were soon supplying teen
idol Ricky Nelson with a steady stream of hits: “Waitin’




in School” (Imperial 5483; 1957; #18), “Believe What
You Say” (Imperial 5503; 1958; #4), “It’s Late”
(Imperial 5565; 1959; #9), and “Just a Little Too Much”
(Imperial 5595; 1959; #9). Encouraged, the brothers
decided to return to performing, but as solo acts. Dorsey
was the first to have a hit record with “Tall Oak Tree”
(Era 3012; 1960; #23), followed by “Hey Little One”
(Era 3019; 1960; #48). The darkly handsome Johnny
was groomed as a teen idol, scoring soon thereafter with
the lushly romantic confections, “Dreamin’ (Liberty
55258; 1960; #11), “You're Sixteen” (Liberty 55285;
1960; #8), “Little Boy Sad” (Liberty 55298; 1961; #17),
and “God, Country and My Baby” (Liberty 55379,
1961; #18). The younger brother’s career was prema-
turely ended, however, by a boating accident.

After failing to achieve any more pop hits through
the mid-1960s, Dorsey turned to country material. He
found success on the country charts in the 1970s with
self-penned songs such as “In the Spring (The Roses
Always Turn Red)” (Capitol 3307; 1972; #21), “I Just
Couldn’t Let Her Walk Away” (Capitol 3404; 1972;
#40), “Darlin’” (Capitol 3678; 1973; #26), “Molly (I
Ain’t Getting’ Any Younger)” (Melodyland 6007,
1975; #28), and “Thing I Treasure” (Calliope 8004;
1977; #31). In addition, his gospel compositions —
most notably, “The Magnificent Sanctuary Band” —
were widely recorded by other artists. Newly signed
with Elektra/Asylum Records, his career was still in
high gear when he died of a heart attack at his
Woodland Hills, California, home.

The Burnette’s legacy has remained prominent with
the re-release of both their trio work and solo pop
recordings. Furthermore, their sons also went on to
enjoy hit recordings; Dorsey’s son, Billy, scored with
“Don’t Say No” (Columbia 11380; 1980; #68), as well
as creasing the country charts with several songs, and
Johnny’s son, Rocky, with “Tired of Toein’ the Line”
(EMI America 8043; 1980; #8).

FRANK HOFFMANN

BURNISHING FACET

SEE STYLUS

BURR, HENRY (15 JAN 1882-6 APR 1941)
Canadian tenor and ballad singer, born Harry
McClaskey in St. Stephen, New Brunswick. He start-
ed singing at age 13 with a military band; then he was
heard by Giuseppe Campanari and urged to go to New
York for study. One of his teachers there was Ellen
Burr, whose name he took for a pseudonym later.
One of the most prolific of the early recording
musicians, he made cylinders and discs from 1902 to

BURT, GEORGE HENRY

1929, and is said to have made more records than any
other singer. (Walsh estimates more than 12,000 items
before 1920.) Burr was the pseudonym most used by
McClaskey, who was also known as Irving Gillette (on
Edison records and some Columbias), and Harry
Haley; on Pathé he was identified as Alfred L.
Alexander or Robert Bruce. He began to record in
1902 for Columbia, and made the hit “All Through the
Night” in 1907 (#3498). His best seller was probably
“Good Night, Little Girl, Good Night” for Columbia,
said to have sold more than 3 million copies, “partly
perhaps because it was issued as one side of a sample
record distributed for a quarter instead of the usual 65-
cent price’” (Walsh). In addition to solo work, Burr
sang duets and in many ensembles. Popular duet discs
made for Columbia included “I’m Forever Blowing
Bubbles” (#78263; 1920), and “Let the Rest of the
World Go By” (#78752; 1920), both with Albert
Campbell. Among his other duet partners were John
Meyer, Frank Croxton, and Helen Clark.

His earliest Victor disc was “Daddy” in 1904. His
Victor recording of “Just a Baby’s Prayer at Twilight”
(1918) was especially popular. After 17 years of free-
lancing, Burr signed an exclusive Victor contract in
1920. He was an original member, then manager, of
the Eight Famous Victor Artists. He sang with the
Peerless Quartet from 1906 or 1907, and became their
manager in 1910. After 1928, when he disbanded the
Eight, he made only a few records for various labels,
then gave up performing and became program director
for the Columbia Broadcasting Co. He did return to
singing, on Chicago radio with the National Barn
Dance, and remained with that show until he died in
Chicago. [Moogk 1975 has a 20-page discography;
Walsh 1943/4—6, with corrections in May 1952.]

BURROWS AND CO.

A British firm, located in Manchester in 1903. It were
exclusive wholesaler for Edison’s National
Phonograph Co., claiming in one advertisement to
have 500 phonographs and 20,000 gold molded cylin-
ders in stock.

BURT, GEORGE HENRY

British record company executive, one of the founders
of Crystalate Gramophone Record Manufacturing Co.
(1901). American born, he had a firm (George Burt
Co., of Milburn, New Jersey) that made discs for
Berliner and Zonophone. Burt set up the Globe Record
Co. in 1901. He had supplied Berliner with “a mix for
his records” in both the U.S. and at Deutsche
Grammophon. In 1903 he was a director of Nicole
Record Co., Ltd.
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BURTON, GARY

BURTON, GARY (23 JAN 1943-)

Noted vibraphone player and teacher, Burton has had
a long career, with his height of influence as a per-
former coming from the late 1960s through the early
1980s. Born in Anderson, Indiana, Burton was self-
taught on vibes, and made his recording debut accom-
panying country-jazz guitarist Hank Garland. In 1961
he signed with RCA, remaining with the label for
seven years. His first album was in a contemporary
bop style, but he soon fell under the influence of con-
temporary rock music. From 19641966, he worked as
a member of Stan Getz’s group, while continuing to
record as a solo artist.

Burton’s most creative period began in 1967 and
continued through the mid-1970s. Burton’s 1967 album
Duster (RCA 3835), featuring his then-quartet of
guitarist Larry Coryell, bassist Steve Swallow, and
drummer Roy Haynes, is considered an early experi-
ment in jazz-rock fusion. He followed it in 1968 with
the eclectic Country Roads and Other Places (RCA
7854), with guitarist Jerry Hahn replacing Coryell,
which included interpretations of classical, straight jazz,
pop, and country music. In 1968, Burton moved to
Atlantic, issuing Throb (Atlantic 1531) in 1969, contin-
uing his jazz-rock-country experimentations. That same
year, a session with French swing violinist Stephane
Grappelli was issued as Paris Encounter (Atlantic
1597), which helped introduce Grappelli to a new,
younger audience. And, in 1971, his last year with the
label, Burton issued his first duet album with pianist
Keith Jarrett (Atlantic 1577), consisting primarily of
Jarrett’s compositions in a contemporary fusion style.

In 1972, Burton moved to the progressive ECM
label. He issued a wide range of material for the label,
including his first celebrated duo album with Chick
Corea, the meditative album Crystal Silence (1973;
ECM 1024), 1974’s Matchbook (ECM 1056) with gui-
tarist Ralph Towner (of the fusion group, Oregon), and
Dreams So Real (1975; ECM 1072), recorded while
guitarist Pat Metheny was a member of Burton’s work-
ing band. In 1988, Burton moved to the GRP label,
and then in 1996 to Concord Jazz.

Besides his work as a performer, Burton has been a
long-time instructor at the famed Berklee College of
Music in Boston, joining its staff in 1971 and eventu-
ally being appointed executive vice president of the
school in 1996.

CARL BENSON

BUSCH, ADOLF
(8 AUG 1891-9 JUNE 1952)

German violinist, conductor, and composer, born
in Siegen; brother of Fritz Busch. In 1912 he was
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conductor of the Konzertverein Orchester in Vienna;
he also taught violin at the Berlin Hochschule fAr
Musik. He established the Wiener-Konzertvereins
Quartett in 1913, and reorganized it in 1919 as the
Busch Quartet. Aside from his performances with that
group, he made an important recording of the Brahms
Horn Trio with Aubrey Brain and Rudolf Serkin
(Victor 7965/8, album VM 199). He also recorded
with his Busch Chamber Players, helping to bring
wide attention to the Baroque masters. The 12 Handel
Concerti Grossi (opus 6) were recorded for Columbia
(album SL 158), and five of the Bach Brandenburg
Concerti were recorded for Angel (album COLC 13).
Yehudi Menuhin was one of his pupils. Busch died in
Guildford, Vermont. [Potter 1985 is a discography.]

BUSCH, FRITZ
(13 MAR 1890-14 SEP 1951)

German conductor and pianist, born in Siegen; broth-
er of Adolf Busch. He conducted the Deutsches
Theater in Riga, and gave two-piano recitals with Max
Reger. In 1912 he was music director in Aachen, and
then he went to the Stuttgart Opera. From 1922 to
1933 he directed the Dresden Staatsoper. He was invit-
ed to Glyndebourne in 1934, and for five years con-
ducted outstanding performances and made classic
recordings of the Mozart operas for HMV/Victor (Cosi
fan tutte, VM 812/813/814, 20 discs; Don Giovanni,
VM423/424/425, 23 discs; Nozze di Figaro, VM
313/314/315, 17 discs). Then he toured South America
in 1940-1945, and had four seasons conducting at the
Metropolitan Opera, 1945-1949. Busch died in
London. [Delalande 1984 is a discography.]

BUSCH QUARTET

A string quartet established in 1919 by Adolf Busch,
as a continuation of his Wiener-Konzertvereins
Quartett. The original members with Busch were
Karl Reitz, (replaced by Gista Andreasson in 1921),
Emil Bohnke (replaced by Karl Doktor in 1921), and
Paul GrAmmer (replaced by Hermann Busch in
1930). The group soon achieved international
acclaim; it made world tours and came to the U.S. in
1939. The quartet was active until 1952; there were
further member changes in 1948. Recording for
HMV/Victor, the group made significant discs of the
Beethoven and Schubert quartets.

BUSH & LANE PIANO CO.

An American piano manufacturing firm established in
1901 in Chicago, moving after a few years to Holland,
Michigan. In addition to its Bush & Lane and its Victor




pianos, it offered the Cecilian player piano; plus the
Bush & Lane and Duo-Vox phonographs. It was active
as late as 1926, at which time the president was Walter
Lane.

BUSONI, FERRUCCIO
(1 APR 1866-27 JULY 1924)

Italian pianist and composer, born Dante
Michelangelo Benvenuto Busoni in Empoli. He was
an acclaimed prodigy, and by 1889 was professor of
piano in Helsinki (Sibelius was among his pupils); and
he taught also in Moscow and at the New England
Conservatory of Music. In concert he specialized in
the works of Bach and Liszt. Pianists who studied with
him included Alexander Brailovsky, Rudolph Ganz,
Percy Grainger, and Egon Petri.

In 1905 Busoni made some piano rolls for Welte-
Mignon; the recordings have been released on CD by
the Recorded Treasures label (#CD-1; 1989). The
pieces put on the roll were by Liszt, including the par-
aphrases of Don Juan and Rigoletto.

Busoni made only four double-sided discs, short
numbers for Columbia released in 1919 and 1922. His
playing is curious in terms of tempo, added measures,
and in the linking of two Chopin works with an impro-
vised bridge. He died in Berlin.

See also Piano Recordings (Historic)

BUSSE, HENRY
(19 MAY 1894-23 AUG 1955)

German-born trumpeter and big band leader, and com-
poser of “Wang Wang Blues,” which he recorded with
Paul Whiteman for Victor in 1920 (#18694). He was
also co-composer of “Hot Lips,” which Whiteman
recorded in 1922 (Victor 18920). These two numbers
having sold extremely well, Busse recorded them with
his own band on one disc in 1935 for Decca (#198).
“Hot Lips” became his own theme song. In “When Day
is Done,” recorded with the Whiteman band (12-inch
Victor 35828);1927), Busse played the pioneer example
of what became known as sweet jazz. He was the first
to use a trumpet mute. Busse was heard for many years
on Chicago radio as his band settled in at the Chez Paree
nightclub. He continued performing until he died in
Memphis, Tennessee, just before going on stage.

BUSY BEE (LABEL)

Cylinders and discs made by Columbia for the
O’Neill-James Co. of Chicago, from ca. 1904 to ca.
1909. The discs were notable for their extra hole at the
edge of the label, notched to fit a nub on the turntable

BUTT, CLARA, DAME

Busy Bee label. Courtesy Kurt Nauck/Nauck's Vintage
Records

sold by the same company. (This special turntable was
not required to play the discs, but only the Busy Bee
discs could be played on the special turntable.) Busy
Bee cylinders had a large bore diameter; the oversized
mandrel on the Busy Bee phonographs would not
accept Edison or Columbia cylinders.

The label name seems to have derived from the
name of Sherwin Bisbee, one of the partners in the
firm. Masters from various companies were used:
American (Odeon), Columbia, Star, Leeds & Catlin,
and Zonophone. Disc sizes offered were seven-inch,
10-inch, 10 3/4 inch, and probably 12-inch. Sales did
not match expectations, and when Victor sued
successfully on patent infringement charges in 1909,
the company phased out of the disc business. Its most
famous record was one of William Jennings Bryan
addressing a crowd. [Fabrizio 1973; Petty 1988.]

BUTT, CLARA, DAME
(1 FEB 1872-13 JULY 1936)

English contralto, born in Southwick. Her debut was
in Arthur Sullivan’s Golden Legend, in London on 7
Dec 1892, but most of her appearances thereafter
were on the concert stage. She made successful world
tours, including the U.S., and was designated a Dame
of the British Empire in 1920. Her repertoire empha-
sized religious song and oratorio; but she recorded
Stephen Foster, and was identified with Elgar’s work
(a famous recording was HMV 03239, 03570, “Land
of Hope and Glory”). She had four items in the Victor
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BUTTERFIELD, PAUL

1917 catalog, but none in 1927. She died in North
Stoke, Oxfordshire, England.

BUTTERFIELD, PAUL
(17 DEC 19424 MAY 1987)

Paul Butterfield was a leading force in the American
blues revival of the late 1960s. Although not a
particularly notable vocalist, he had few peers on the
harmonica, deriving his style from the likes Little
Walter Jacobs, Sonny Boy Williamson, and Big Walter
Horton. He was most influential, however, as a
bandleader, nurturing a new generation of blues play-
ers while providing them access to the broad-based
rock market.

Butterfield was born in Chicago, where the bur-
geoning urban blues movement drew him in as a
youth. After an apprenticeship period with Jacobs,
Muddy Waters, and others, he formed the biracial Paul
Butterfield Blues Band in 1963; members included
guitarist Elvin Bishop and the former Howlin’ Wolf
rhythm section, drummer Sam Lay and bassist Jerome
Arnold. In 1965, shortly after Michael Bloomfield —
a guitar virtuoso on a level with the era’s other first
magnitude guitar heroes such as Eric Clapton and Jimi
Hendrix — came aboard, the group backed Bob
Dylan’s electric set at the infamous 1965 Newport
Folk Festival. This notoriety, combined with word-of-
mouth reports of their live performances, led to a
recording contract with Elektra.

The debut album, The Paul Butterfield Blues Band
(Elektra 7294; 1966), offered competent covers of
classic blues material like Waters’s “Got My Mojo
Working,” Elmore James’s “Shake Your Money-
Maker,” and Little Walter’s “Blues With A Feeling”
and “Last Train.” The follow-up release, East-West
(Elektra 7315; 1966; #65), is widely considered one of
the classics of the genre. Augmented by the addition of
organist Mark Naftalin, the LP expanded blues music
boundaries through the extended improvisation of the
title track and the incorporation of rhythm and blues
(Allen Toussaint), pop-rock (the Monkees’ Michael
Nesmith), and jazz (Cannonball Adderley) material.

Bloomfield’s departure to form the Electric Flag, in
1967, set in motion the band’s decline. Ensuing releas-
es — The Resurrection of Pighoy Crabshaw (Elektra
74015; 1968; #52), In My Own Dream (Elektra 74025,
1968; #79), and Keep On Moving (Elektra 74053;
1969) — tilted increasingly in the direction of soul
music, featuring a lower profile on part of Butterfield
and the heavy-handed use of a brass choir. Although
he broke up the group in 1971, numerous live record-
ings and anthologies of both the classic tracks and pre-
viously unreleased materials continue to be issued to
the present day. Butterfield went on to form the soul-
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funk outfit Better Days, which produced two mediocre
albums for Bearsville in 1973-1974. Due to a series of
health problems, his solo output was limited to three
dispirited LPs.

FRANK HOFFMANN

BUTTERFLY HEAD
In a tape recorder, a multitrack head with a flared
guard band; it provides protection against crosstalk.

BUTTERFLY RECORDS

A British label, proprietor unknown, pressed from
Grammavox masters of the Sound Recording Co.,
Ltd., or overlabeled.

BYRDS, THE
The Byrds were the first recording act to popularize
folk rock, a blend of British Invasion-influenced rock
— with its chiming guitars and seamless harmonies —
and the sociopolitical poetry typifying the best folk
music song lyrics. Not content to be known as a Bob
Dylan cover band, they pioneered studio electronic
effects and are generally credited with producing the
first true country rock album, Sweetheart of the Rodeo.
The group’s original members — lead guitarist/
vocalist Roger McGuinn, guitarist/vocalist Gene
Clark, rhythm guitarist/vocal David Crosby, bassist
Chris Hillman, and drummer Michael Clarke — were
all folk and bluegrass performers based in the Los
Angeles area who’d become fascinated by the
songcraft and fashion sense exhibited by the Beatles.
Manager Jim Dickson helped secure a recording con-
tract with Columbia, and the band’s first release, the
Dylan-penned “Mr. Tambourine Man” (Columbia
43271; 1965) topped the charts, driven by McGuinn’s
trademark 12-string guitar and tight three-part har-
monies reminiscent of the Everly Brothers as filtered
through the Beatles. Like many other pop recordings
of the day, the track featured the group’s vocals, but
only McGuinn actually played on it; studio musicians
provided the balance of the backup track. The Byrds’s
first three albums — Mr. Tambourine Man (Columbia
9172; 1965), Turn! Turn! Turn! (Columbia 9254,
1965), and Fifth Dimension (Columbia 9349; 1966) —
further refined the formula, which became the tem-
plate for a host of imitators, including the Turtles,
Simon and Garfunkel, Barry McGuire, We Five, and
soft rock pioneers the Mamas and the Papas. They
enjoyed one further number one pop hit, a cover of
Pete Seeger’s “Turn! Turn! Turn! (To Everything
There Is A Season)” (Columbia 43424; 1965).




By the 1966, rock’s superstars — the Beatles (partic-
ularly on Revolver, Capitol 2576), the Rolling Stones,
and the Beach Boys, among others — were pushing the
boundaries of sonic possibilities in the recording studio,
integrating hitherto exotic instruments such as sitars and
harpsichords, electronics (e.g., feedback, phasing), and
multitracking into the framework of the pop song. The
Byrds remained on the cutting edge with two adventur-
ous LPs, Younger than Yesterday (Columbia 9442;
1967), and The Notorious Byrd Brothers (Columbia
9575; 1968), but the lack of major hit singles limited
commercial success. Among their sonic experiments
were the singles “Eight Miles High” (Columbia 43578;
1966; #14), which featured phase-shifted guitar and
vocals (and oblique references to drug use, although the
band claimed the song described an actual airplane trip),
and “So You Want to Be A Rock ‘n’ Roll Star”
(Columbia 43987; 1967; #29), which satirized the mar-
keting of rock acts to teenage consumers (and featured
audio effects such as audience cheering).

Internal differences led to fragmentation of the
group; Crosby helped found Crosby, Stills, and Nash,
and Gene Clark pursued a solo career (as well as col-
laborating with the Gosdin Brothers). With McGuinn
now in charge — augmented by the only remaining
charter member, bluegrass veteran Hillman — they
released the landmark country rock LP, Sweetheart of
the Rodeo (Columbia 9670; 1968), featuring the mate-
rial and lead vocals of Gram Parsons. Although
Hillman and Parsons left soon after to form the Flying

BYTE (DIGITAL)

Burrito Brothers, McGuinn continued to explore a
country-inflected rock style in later album releases:
Dr. Byrds & Mr. Hyde (Columbia 9755; 1969), Ballad
of Easy Rider (Columbia 9942; 1969), The Byrds
[Untitled] (Columbia 30127; 1970), Byrdmaniax
(Columbia 30640; 1971), and Farther Along
(Columbia 31050; 1971).

McGuinn elected to pursue a solo career in the
early-to-mid-1970s; his recorded work was stylistical-
ly similar to the 1970s Byrds LPs. Short-term reunions
of various group members have occurred over the
years, resulting in the following releases: Byrds
(Asylum 5058; 1973), McGuinn, Clark, and Hillman
(Capitol 11910; 1979), McGuinn, Clark, and
Hillman’s City (Capitol 12043; 1980), McGuinn and
Hillman (Capitol 12108; 1980), and The Byrds
(Columbia 46773; 1990; a retrospective box set
including two tracks from a 1990 Roy Orbison tribute
and four new compositions recorded by Crosby,
Hillman, and McGuinn). The band was inducted into
the Rock and Roll Hall of Fame in 1991.

FRANK HOFFMANN

BYTE (DIGITAL)

The number of digital bits necessary to encode on
character of information in any given computer sys-
tem, including digital audio and digital video systems.

HOWARD FERSTLER
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C/S
Cycles per second. It is usually expressed as Hertz (Hz)

CADENCE (LABEL)

SEE BLEYER, ARCHIE

CADET (LABEL)

SEE CHESS (LABEL)

CADILLAC (LABEL)

A “very obscure vertical-cut record of the Edison
type” (Rust), made in eight-inch size by the Clements
Manufacturing Co. of Chicago. [Rust 1978.]

CAEDMON (LABEL)

A firm established in New York by Barbara Holdridge
and Marianne Mantell in 1952, with the purpose of
recording great literature; it was the first company to
operate with that intention. Dylan Thomas, Thomas
Mann, W.B. Yeats, T.S. Eliot, e.e. cummings, Robert
Frost, W.H. Auden, Archibald MacLeish, Marianne
Moore, Eudora Welty, Katherine Anne Porter, Colette,
Albert Camus, Tennessee Williams, and William
Faulkner were in the earliest group to read their own
works. “A Child’s Christmas in Wales” (#TC 1002;
1952), read by Thomas, along with his readings of
“Fern Hill” and “Do Not Go Gentle into that Good
Night,” has been an enduring success.
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Major anthologies of English poetry and drama
appeared, and a complete Shakespeare with great
actors such as John Gielgud, Claire Bloom, and
Richard Burton. More than 900 titles were in the cata-
log in the late 1980s. In 1987 Harper & Row (now
HarperCollins) acquired the firm. Since 1989 the
Caedmon material has been issued on audiotapes and
CDs. [Roach 1988.]

See also Literary Recordings

CAGE, JOHN (5 SEP 1912-12 AUG 1992)
Experimental composer and one of the 20" century’s
most important musical “inventors.”” Born in Los
Angeles in 1912, Cage spent a childhood fascinated by
both early radio and Grieg and 19"-century piano
music. He is best known for 4’33, a piece that was first
performed in 1952. In this Cage took music to its most
challenging, most questioning conclusion by instructing
the performer to sit at the piano for four and a half min-
utes of nothingness. But this was not a performance of
complete silence, as is the general conception of this
composition. Instead it was supposed to inspire the
notion in the audience that music was the random ambi-
ent sound around them, that the piece was made up of
every noise they registered during that predetermined
timespan. Aside from unquestionably challenging and
provoking discussion on the very notion of music itself,
the roots of latter-day ambient, electronic, and DJ/col-
lage music can be traced back to Cage and his visions
Cage began working with phonographs in the late
1930s, using them as musical instruments (i.e., playing
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CAILLE BROTHERS

brief passages as part of a composition, anticipating
modern turntablism). He employed this technique in
his score Imaginary Landscape No. 1 (1939). Cage
worked most actively with recorded sound in the
1950s when he created several pieces by assembling
short fragments of recording tape in the style of
musique concrete. The best-known of these works was
Williams Mix (1953), which was created by assem-
bling bits of more than eight reels of tapes consisting
of somewhere between 500-600 individual sounds,
according to Cage. Another, inventive work was
Indeterminacy, an experiment in which Cage read 90
stories live in the studio while (beyond Cage’s hear-
ing) David Tudor played short pieces on the piano as
well as short selections from another Cage tape com-
position, Fontana Mix (1958). Each reading and selec-
tion was randomly selected and performed for the
same amount of time; Cage had to either read faster or
slower (depending on the length of the selection) in
order to meet the time limitations. The result was
issued on Folkways Records in 1958, and became a
landmark recording for avant-garde musicians (it has
been reissued on CD as Smithsonian/Folkways
40804). Also in 1958, a 25-year retrospective concert
was held at Town Hall in New York City, and subse-
quently a recording was issued on LP; this helped
spread Cage’s music in the early 1960s among
younger composers (it has been reissued on Wergo CD
#6247-2).

Cage turned his attention to live performance from
the 1960s forward, although he continued to use vari-
ous electronic devices — including sound generators
of various types — throughout most of his career.
Numerous recordings of Cage’s music have been
issued, although Cage himself did not own a phono-
graph and did not like the idea of a “fixed” or “perma-
nent” version of his work existing apart from its
performance.

IAN PEEL/CARL BENSON

CAILLE BROTHERS

A Detroit firm, manufacturers of picturized phono-
graphs sold under the names Cailophone and
Scopephone. In 1907 it offered a coin-op, the
Cailoscope, that showed pictures but had no audio
component. There was also a coin-op phonograph.

CALIFORNIA RAMBLERS

The “most prolifically recorded dance orchestra”
(Rust), active on discs from 1921 to 1937. Arthur
Hand was leader of the group, which included such
great artists as Adrian Rollini, Tommy Dorsey, Jimmy
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Dorsey, Stan King, and Ed Kirkeby. About 600 records
are listed in Rust 1982 (jazz numbers), and about 700
more in Rust 1975 (dance numbers). “The Sheik”
(Vocalion 14275; 1921) was their first disc and first
hit. In 1924 they had another top record with
“California Here I Come (Columbia 67-D). The
orchestra had a variety of pseudonyms, including the
Golden Gate Orchestra, and the Palm Beach Players.
There were also smaller units drawn from the band
that had separate names and recordings. The Ramblers
appeared on numerous labels, from Edison Blue
Amberol cylinders to Edison Diamond Discs and
Bluebird. [Brooks; Rust 1975; Rust 1982.]

CALLAS, MARIA
(3 DEC 1923-16 SEP 1977)

American soprano, born Maria Anna Sofia Cecilia
Kologeropoulos to Greek immigrant parents in New
York City. When the family returned to Greece in
1937, she studied voice and made a debut in Athens (in
a minor role) three years later. Her major debut was as
Tosca in July 1942. She appeared in Verona as
Gioconda on 3 Aug 1947, and joined La Scala in 1950,
singing Aida. She was an immediate success in
Cherubini’s Medea, a role that was identified with her
throughout her career. Another acclaimed role was
Norma, which she sang at Covent Garden on 8 Nov
1952 and in her American debut, in Chicago, on 1 Nov
1954. For her Metropolitan Opera debut on 29 Oct
1956 she was Norma once more. Callas enjoyed great
international success as one of the great operatic stars
of her time. Unfortunately, she was involved in numer-
ous disputes with managers, causing interruptions to
her career; she did sing in New York until 1965, then
gave up the stage after a final appearance at Covent
Garden. She died in Paris.

The recordings of Callas reveal the great versatility
of her art; she made outstanding discs of the
Verdi/Puccini repertoire, and also of the earlier Italian
masters (Bellini, Donizetti); and she sang Isolde,
Carmen, Orfeo, and Marguerite, and Rosina. Her first
discs were for Cetra in 1950, after which Walter Legge
took her to EMI. EMI issued CDs of her major reper-
toire in 1990 on six discs. [Ardoin 1991; Korenhof
1977.]

CALLOWAY, CAB
(25 DEC 1907-18 NOV 19%4)

American big band leader, jazz singer, and pianist,
born Cabell Calloway on Christmas day 1907, in
Rochester, New York. He began working in Chicago
clubs, then toured the country. He established a group




called the Alabamians which was successful in
Chicago and at the Savoy in Harlem. The first
Calloway recording was “Market Street Stomp”
(Victor 38067 1929). Several hit records tollowed:
“Minnie the Moocher (Ho De Ho)” (Brunswick 607+
1931); “St. James Infirmary™ (Brunswick 6105; 1930);
“Kickin’ the Gong Around” (Brunswick 6209; 1931):
and “Eadic Was a Lady” (Banner 32647 1932); these
appeared on other labels as well. Calloway’s big band
was a sensation in 1931-1932, especially at the Cotton
Club; during the 1940s, it included such great artists as
Cozy Cole (drums), Dizzy Gillespie (trumpet), Milt
Hinton (bass), and Jonah Jones (trumpet). George
Gershwin modeled the character Sportin® Life (in
Porgy and Bess) on Calloway, who took the role in
1952—-1954 in the U.S. and overseas. He continued to
perform on occasion, last appearing in the movie The
Blues Brothers in 1980. He died of a stroke in
Greenburgh, New York. The Classics label has reis-
sued all of Calloway’s recordings from 1931 to 1955
on a serics of 13 CDs (as of 2003), including V-Discs
and other noncommercial recordings. These are con-
sidered to be the best reissues of this material in terms
of documentation and sonic restoration. There are
many other domestic and foreign reissues of various
recordings made by Calloway. [Popa 1987.]

CALORIC SALES CO.
A Chicago firm, established in 1916. It made the
Phonola disc player.

CALREC AUDIO

Founded as a recording studio in 1956 in Hebden
Bridge, West Yorkshire, England, Calrec Audio Ltd.
has evolved into a company that manufactures high
quality broadcast and audio mixing consoles and
microphones. Still based in Hebden Bridge, it is a
major supplier of these products to the U.K. broadcast
sector and a major exporter to markets in North
America, Europe, and the Pacific Rim. [Website:
www.calrec.com. |

See also Gerzon, Michael

HOWARD FERSTLER

CALVE, EMMA
(15 AUG 1858-6 JAN 1942)

French soprano and mezzo-soprano, born Emma
Calvé de Roquer in Décazeville. Her debut was in
Brussels on 23 Sep 1881, as Marguerite: she appeared
at La Scala in 1887, Covent Garden in 1892 (creating

CALVE, EMMA

Emma Calvé in a 1917 Victor catalog. Courtesy Jerald
Kalstein

a sensation as Santuzza, and singing command per-
formances for the queen), and at the Metropolitan
Opera on 29 Nov 1893, also as Santuzza. In Carmen
she sang with Jean de Reszke, Nellie Melba, and Pol
Plancon. Calvé stayed with the Metropolitan 13 sea-
sons, until 1904, then made world tours. After 1910
she muainly devoted herself to the concert stage.
Calvé’s most acclaimed role was Carmen, and her
recording of “Habanera” is regarded as the finest made
of that aria (G&T 3281 and Victor 5000; 1902). She
also recorded the “Seguidilla™ (G&T 3285 and Victor
5002: 1902), less successfully — with a screech and
an ““Oh Dieu!” at the end. But earlier. in the 1890s, she
had made a group of home cylinders for Jules
Massenet, who sent her the numbers from his opera
Suppho as he composed them; she sang them and sent
him the cylinders. Those records have not survived,
nor have the commercial records she made for Bettini.
Mapleson recorded her live at the Metropolitan in
1902-1903, singing in Cavalleria and Faust.
Zonophone was the first to record Calvé on disc:
“Voi lo sapete” in 1902, made in Paris. Then there
were six G&Ts — including the Carmen arias cited
above — and seven arias for Victor in 1907-1910. One
of the finest in that group is “Charmant oiseau” from
Perle du Brésil (Victor 88087). Her final discs were
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CALYPSO (LABEL)

made after World War I for Pathé in Paris. She died in
Millau, Aveyron. Her complete recordings have been
reissued on a two-CD set from Pearl (9482). [Moran
1977/1.]

CALYPSO (LABEL)

A Decca series of the early 1940s, consisting of music
from Trinidad. Wilmoth Houdini was the principal
artist and composer of many of the songs. One of his
numbers was a musical tribute to Bing Crosby, with
such lines as “His millions of listeners never fail to
rejoice/About his golden voice” (Decca #18142).
Other performers in the series included The Lion,
Mighty Destroyer, Attila the Hun (Raymond
Quevedo), King Radio, and The Growler.

CAMBRIDGE SOUNDWORKS

Founded in 1988 by Henry Kloss and Tom DeVesto,
in Cambridge, Massachusetts, with much of the
money put up by venture capitalist Henry Morgan,
the company specializes in the building, marketing,
and mail-order sales of high-performance, reason-
ably priced products (including conventional and
powered speaker systems) for use in home stereo,
home theater, and multimedia systems. Many of the
company’s products were designed by Kloss, work-
ing with other members of the CSW design team.
Kloss, who was the company’s guiding spirit, had
cofounded Acoustic Research with Edgar Villchur in
1952 and was responsible for the production design
of the AR-1, the first acoustic suspension loudspeak-
er design, and was also one of the founders of KLH
and Advent. In 1997, Kloss sold his share of CSW to
Creative Labs, which continued the company’s
design, marketing, and sales tradition. These days,
the products offered by CSW are not only sold via
ads in consumer magazines, but are also offered
direct to the consumer through more than two dozen
retail locations in New England and the San
Francisco Bay area, as well as through Internet
websites. As of 2001, the company was the country’s
largest factory-direct, audio-products company.
[Website: www.cambridgesoundworks.com.]

HOWARD FERSTLER

CAMDEN (LABEL)

An RCA Victor low-priced LP label, issued from
1954, featuring material from Victor matrices; often
the artists were not identified. Decca was the first
British distributor, then Pickwick International.
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CAMEO RECORD CORP.

A New York producer of inexpensive discs, estab-
lished in 1921 in New York, with C.F. Siemon as pres-
ident (he was also president of the Siemon Hard
Rubber Co., Bridgeport, Connecticut, the parent firm
of Cameo). Henry Waterson was vice president, then
became president sometime before 1925. Recording
was done in the laboratories of Earle W. Jones, an ex-
member of the Columbia Graphophone Co. recording
staff. Pressing was done at the Siemon plant in
Bridgeport, which could turn out 50,000 discs per day.
In February 1922 the first discs were released, offering
a repertoire of dance music and other popular items. In
a brief effort to bring in classical material as well,
Eugene Ormandy — beginning his American career as
concertmaster of the Capitol Theater Orchestra in New
York City — was signed for several violin solo discs.
Special records were made for individuals, with client
labels if desired. Macy’s department store was the
principal outlet for Cameo records, which sold for
$0.50 each.

In March 1922 Cameo announced that it had
secured a second pressing plant, in Framingham,
Massachusetts, to supplement the output of its
Bridgeport plant. The new facility had a capacity out-
put of 20,000 discs per day.

A subsidiary label, Lincoln, was launched in January
1924, and another one, Romeo, appeared in July 1926.
A line of children’s records, Cameo-Kid, was
announced in January 1925, with a selling price of only
$0.15. At that time the Cameo Record Corp. was con-
solidated with David Grimes, Inc., to form the David

Cameo label. Courtesy David A. Jasen




Grimes Radio and Cameo Record Corp. Henry
Waterson was president. Another 1925 series from
Cameo was the Official Boy Scout Records, featuring
Jackie Coogan on the label; these records sold for $0.20
each. In 1926 electrically recorded discs were released
on the Cameo and Lincoln labels. Watersonwas bank-
rupt in 1927, and sold Cameo to James E. MacPherson,
who controlled the Pathé Phonograph and Record Corp.
In the following year Cameo was merged with Pathé.
During the Depression Cameo was one of several labels
absorbed by the American Record Corp., which discon-
tinued the use of the Cameo name.

In Britain the Dominion Gramophone Record Co.,
Ltd., was licensed to market Cameos, but not until
1928, when the American firm was approaching its
final days. [Andrews; Rust 1978; label lists in RR #92
(1968) and earlier issues.]

CAMEO-PARKWAY (LABEL)

The company, founded in the late 1950s in
Philadelphia, featured the Cameo (beginning in 1957)
and Parkway (beginning in 1958) imprints. It was
founded by a local songwriter, Bernie Lowe, who had
ties with local promoter Dick Clark, host of the popu-
lar American Bandstand. Its chief artists — including
Bobby Rydell, Chubby Checker, Dee Dee Sharp, the
Orlons, and the Dovells (featuring Len Barry) —
appeared regularly on that television program.
Although the label continued to chart on occasion in
the latter half of the 1960s, most notably with
Question Mark and the Mysterians and Senator
Bobby, it was unable to adapt to the changing trends of
the progressive rock era. Its vintage recordings (e.g.,
the Orlons’s “Wah-Watusi” and “South Street,” the
Dovells’s “Bristol Stomp” and “You Can’t Sit
Down”), however, remain highly valued collectors
items due to the absence of mainstream CD reissues.
In 1968, its catalog was sold to Alan Klein.

CAMERAPHONE

A small, portable disc player manufactured by Lee &
Pollack and marketed in Britain by Thorens in 1926; it
was also sold in the U.S. The machine looked like a fold-
ing box camera. It had a turntable composed of three
metal spokes and an odd, egg-shaped loudspeaker.

FRANK ANDREWS

CAMPBELL, ALBERT
(17 AUG 1872-25 JAN 1947)

American lyric tenor, born in Brooklyn; he was among
the first to make a career of recording. During the

CAMRAS, MARVIN

1880s and 1890s he was on stage in operettas, then he
began recording with a group named the Diamond
Comedy Four. By 1896 he was doing solo discs for
Berliner, and he made what were “probably the first
recorded advertisements” (Walsh) for Quaker Oats, on
Jumbo cylinders issued by the Talking Machine Co. of
Chicago in 1899. He was an Edison mainstay by 1899,
making notable cylinders of “For All Eternity” (7296;
1899), and “Mandy Lee” (7297; 1899). For Columbia
he made several popular items, including “School
Days” (3745; 1908)

Campbell began ensemble work with the Columbia
Quartet; then went to the Peerless Quartet, and from
1908 on he recorded almost entirely in groups. He
belonged to the Sterling Trio from 1916. After 1928,
when Peerless disbanded, he did duets with Jack
Kaufman for two or three years, and then operated a
booking agency in New York. Campbell died in
Flushing, New York. [Walsh 1942/9-10; corrections in
May 1952.]

CAMPBELL G.A.

SEE LOUDSPEAKER

CAMPBELL, GLEN (10 APR 1938-)
American pop and country singer and guitarist, born in
Delight, Arkansas. At age six he was playing the gui-
tar, and soon had a regional reputation through radio
appearances. In the 1950s he toured the Southwest,
then became a sideman for various recording artists.
His first hit record was “Turn Around, Look at Me”
(Crest 1087; 1961). Under contract with Capitol, he
made another hit, “Too Late to Worry™ (Capitol 4783;
1962). The year 1967 brought two more chart songs,
both Grammy winners: “Gentle on My Mind” (Capitol
5939), and “By the Time I Get to Phoenix™ (Capitol
2015). Campbell earned another Grammy for his 1968
album, By the Time I Get to Phoenix (Capitol T-2851);
it was on the charts for 62 weeks. He appeared on tel-
evision (including his own variety show), and made
national tours. “Wichita Lineman” (Capitol 2302;
1968), and “Galveston” (Capitol 2428; 1969) were
both gold records. There have been 20 chart albums,
the last in 1977.

CAMRAS, MARVIN

(1 JAN 1916-23 JUNE 1995)

American electronics engineer, born in Chicago. He
is noted for research in magnetic recording. He was
with the Armour Research Foundation from 1940
through the 1980s. Among his 500 patents are one for
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CAN

AC bias (1941), and U.S. #2,351,007 (filed 1942) for
a recording head. He designed a wire recorder that
played 30 minutes, at five feet per second, or 60 min-
utes at 2.5 feet per second, on 0.004 diameter stain-
less steel wire. General Electric manufactured it for
use by the American and British military during
World War II. Camras continued his influential
research in video recording technology through the
1980s.

CAN

The experimental rock outfit Can played a major role
in the German “Krautrock” scene (also considered part
of the larger Euro-rock movement) of the early 1970s.
The band’s core members were accomplished musi-
cians and composers who had studied with
Stockhausen and Ligeti, performed with major figures
in the European modern jazz movement, and conduct-
ed world-class symphony orchestras. In Can they com-
bined elements of electronic music, improvisation,
minimalism, and 20"-century avant-garde composi-
tion with blues-based rock to create a style that has
been enormously influential in the rock and electronic
music worlds.

DAVE MANDL

CANADA

The recording industry in Canada has always been
closely allied to the major American and European
recording companies and, indeed, even today most
recordings distributed and purchased in Canada are
pressed from foreign matrices. There have been, how-
ever, many notable, even unique, contributions made
by Canada and Canadians to the field that has con-
cerned itself with the preservation of sound.

The first recordings made in Canada were those
produced at Rideau Hall in Ottawa by the governor-
general, Lord Dufferin, and his guests who gathered
on 17 May 1878 to witness a demonstration of
Thomas Edison’s tinfoil talking machine. Several
months later, on 19 Oct 1878, Edison was granted
Canadian patent #9282 for “improvements in means
for recording Sounds and in reproducing such Sounds
from such Record.” This patent, as well as the demon-
stration, involved a disc recording device, a system
Edison would not further develop for another 35 years.
At about this time Alexander Graham Bell, then a res-
ident of Brantford, Ontario, together with his cousin,
Chichester Bell, and British-born scientist Charles
Sumner Tainter, were working on various improve-
ments to Edison’s concept, including the use of wax-
coated cylinders. The Bell-Tainter group was granted
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Canadian patent #26703 on 20 Apr 1885 embodying
these improvements.

Emile Berliner divested himself of his U.S. patents
in 1897 (they were taken over by Eldridge Johnson,
who later founded the Victor Talking Machine
Company). On 25 Nov 1895 Berliner had been grant-
ed Canadian patent #55079 and in 1899 he moved to
Montreal where he set up the first Canadian recording
and distribution business at 2315-2316 Catherine
Street under the name E. Berliner, Montreal. He rent-
ed space from the Bell Telephone Company at 367-71
Aqueduct Street (he had previously worked as a con-
sultant to this firm), and installed four record presses.
Here he also assembled cabinets for his gramophone,
the inner workings of which were imported from
Eldridge Johnson in the United States.

On 8 Apr 1904 the Berliner Gramophone Company
of Canada, Ltd., was incorporated to “manufacture and
deal in gramophones, gramophone records, and acces-
sories, devices and appliances pertaining to or in any
way connected with gramophones or talking machines
generally...”” The new company also became the
presser and distributor in Canada of recordings from
the Victor Talking Machine Company and other
Berliner affiliates throughout the world. Herbert
Samuel Berliner (1882-1966), Emile Berliner’s oldest
son, was a prominent stockholder of this company and
was later named vice president and general manager,
which put him in a position to have a profound effect
upon the Canadian recording industry.

Early in this century, sensing Berliner’s attempt to
corner the Canadian record market, Edison and
Columbia, Berliner-Victor’s major competitors, set up
distribution companies in Toronto. Berliner, however,
appears to have been the only company to have done
any mastering there during the first decade of the 20t
century. Edison’s American-made cylinders (and, from
1913, discs) were simply distributed in Canada and
Columbia did not begin pressing records in Canada
until 1912. Berliner was taken over entirely by the
Victor Talking Machine Company (U.S.) in 1924.
Columbia was active under various names (1954-1976
as Columbia Records, now CBS Records Canada,
Ltd.) from 1904 with production coming under the
control of Sparton of Canada (a subsidiary of Sparks-
Worthington of the U.S.) in 1939. Thomas Edison
ceased all Canadian activity in 1926.

The first entirely Canadian-made recordings were
issued by Berliner in 1900. They were 18 centimeter
(seven-inch) discs, followed in 1901 by 25.5 centime-
ter (10-inch) and in 1903 by his De Luxe 30 centime-
ter (12-inch) discs. Double-sided discs were first
issued in Canada in 1908. These initial recordings
were pressed from matrices belonging to affiliated
Berliner companies in Britain, Germany, France, and




the U.S. The first commercial recording by a Canadian
artist was a performance of “La marseillaise” by
Joseph Saucier (1869-1941), which was recorded in
Montreal. It is not known exactly when this master
was made, as it replaced Ferruccio Giannini’s earlier
release of the same work (Berliner #9).

In addition to Berliner (Victor), Edison, and
Columbia, other early Canadian recording and distri-
bution companies included Canadian Vitaphone
(Toronto 1913-1916), which pressed imported
masters; Pathé Fréres (Montreal 1915—a. 1921), dis-
tributor of recordings pressed in France; Brunswick-
Balke-Collender (Toronto 1917-1934), a subsidiary of
the U.S. firm with processing taken over by the
Compo Co., Ltd., in 1932; and Phonola (Pollock
Manufacturing Co., Kitchener, Ontario, 1918—ca.
1925), distributor of imported labels and manufacturer
of Phonola equipment from 1914.

Despite this early activity Canada depended largely
upon recordings imported from the U.S. and other
countries in the early decades of the century, although
discs were often pressed in Canada from imported
masters. Similarly, Canadian artists usually had to
travel elsewhere to prepare masters for pressing by
local production companies. Canadian artists who
made significant contributions to record catalogs at
this time included Emma Albani, Henry Burr, Pauline
Donalda, Harry Macdonough, and cornetist-conductor
Herbert L. Clarke (U.S. born, but raised in Canada).
The first ensemble recordings produced in Canada
were those made in July 1902 by the Gordon
Highlanders Regimental Band (the Kilties Band) of
Belleville, Ontario, directed by William F. Robinson
(Berliner 802-810).

In the first half of the century the demands of the
large French-speaking population of Canada created
a ready market for recordings indigenous to their
unique culture. Thus a large number of early record-
ings were produced for a market that had no foreign
source. French-Canadian artists who recorded in this
genre included Joseph Allard (fiddler), La Bolduc
(pseudonym of Marie or Mary-Rose-Anne Travers,
singer), Conrad Gauthier (folksinger), Henri Lacroix
(harmonicist), and Charles Marchand (singer) both as
an individual and with his Bytown Troubadours.
Canadian artists who developed an international
recording career at this time included Guy Lombardo
and his Royal Canadians, Wilf Carter, Percy Faith, and
Hank Snow.

The advent of radio broadcasting in the mid-1920s
seriously affected record sales in Canada, and the
ensuing economic Depression caused all but the most
stable firms (most, significantly, tied to U.S. or
European concerns) to cease operations — even
Columbia folded temporarily. The surviving firms

CANADA

included RCA Victor, Starr Co. of Canada (formerly
Canadian Phonograph Supply Co.), and Compo Co.,
Ltd., all of which featured Canadian performers. Starr
(active 1918-ca. 1955) was based in London
(Ontario); it distributed the Starr-Gennett label (U.S.)
with records pressed at the Compo plant. Compo
(active 1918-1964) was founded by Herbert S.
Berliner in Lachine, Quebec, fundamentally as a
pressing plant for several labels including Decca,
Phonola, Sun, and Apex, as well as Starr-Gennett. It
had several labels of its own (including Compo) that
featured Canadian performers. Compo was acquired
by the Music Corporation of America (MCA) in 1964.

Sparton of Canada, Ltd. (London, Ontario), estab-
lished in 1930, was the pressing plant for Columbia
from 1939 until 1954, after which date it became inde-
pendent. Sparton was the first Canadian company to
press stereo records. A small company active at this
time was Celtic (Antigonish, Nova Scotia), which
began operations in 1933 but was taken over by Rodeo
of Montreal in 1960. This company specialized in tra-
ditional music of the Maritime region.

Just as in the U.S. and Europe, performing rights
issues arose in Canada due to the public performance
of copyright music. The English-based Performing
Rights Society (PRS) founded the Canadiana
Performing Rights Society (CPRS) in 1925 to address
this issue; the organization was soon wed with
the American-based ASCAP. After World War II, it
broke away from its British and American parents, and
was renamed the Composers, Authors, and Publishers
Association of Canada (CAPAC), primarily to address
issues of radio and television broadcast of music. In
1947, BMI formed a rival organization, BMI Canada,
to represent composers. In 1976, the organization was
changed to a nonprofit entity, and then renamed PRO-
CAN a year later. In 1990, CAPAC and PROCAN
merged and became the Society of Composers,
Authors, and Music Publishers of Canada (SOCAN).
[Website: www.socan.ca]

A new era in Canadian recording began in 1945
when the Canadian Broadcasting Corporation (CBC)
began to record works by Canadian composers and
artists. These recordings were, at first, not available
commercially, but were distributed to affiliated radio
stations in an attempt to increase Canadian content in
broadcasting. In a related development the Radio
Canada International (RCI) transcription service was
established in 1947 to provide recordings of Canadian
performances to foreign audiences. In 1966, as
demand grew for distinctly Canadian performances,
the CBC recordings began to be issued commercially.

A plethora of Canadian recording companies sprang
up across the country in mid-century, urged on by a
growing demand, both from the broadcasting industry
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and the public, for recordings with Canadian content.
Capitol Records of Canada, Ltd. (from 1955 Capitol-
EMI), was established in 1954, although Capitol
records had been pressed in Canada by Regal Records
under license to Musicana (U.S.) since 1946. Tip Top
Records of Newmarket, Ontario, was established in
1948 by Max Boag (pseudonym of Harry Glenn) and
specialized in commercial and custom recording.
Other companies active in this era included: Aragon
(Vancouver, 1945); Rodeo (Montreal, 1949); Beaver
(Toronto, 1950); Canadian Music Sales operating
under the Dominion label (Toronto, 1950); Quality
(Toronto, 1950); Allied (Montreal ca. 1950); Ed
Archambault’s Alouette label (Montreal, 1952), and
Select label (1959); Hallmark (Toronto, 1952); Gordon
V. Thompson’s Gavotte label (Toronto, 1952); Orfeo
(Montreal, 1954); Ross, Court, and Co.’s Rococo label
(Toronto, 1955); and Arc (Toronto, 1958).

Despite the large number of Canadian record pro-
ducers active by 1960, the broadcasting industry could
not meet the growing demand for material with
Canadian content. Thus in 1962 the Canadian Talent
Library (CTL), a nonprofit trust, was formed to pro-
duce recordings by Canadian artists and composers.
Initially these discs were provided only to affiliated
private radio stations across Canada, but in 1966, by
which time 80 albums had been produced, CTL mas-
ters began to be leased to RCA, Columbia (CBS),
Capitol, and other major record producers so that they
might be released for public sale. By 1977 a total of
211 albums had been recorded by the trust. A similar
project was begun in 1963 by the Composers, Authors,
and Publishers Association of Canada (CAPAC),
in cooperation with the Canadian Association of
Broadcasters (CAB), which subsidized Canadian
recordings issued commercially by Capitol, Columbia,
RCA, Decca, and others. In a related development,
Toronto radio station CHUM established the Maple
Leaf System in 1969 to promote the broadcasting of
Canadian recordings.

In 1964, the Canadian Recording Industry
Association (CRIA) was formed to represent the inter-
ests of companies that create, manufacture, and market
sound recordings. The association addresses similar
issues as does the U.S. based RIAA, including anti-
piracy, marketing, retailer liaison, and copyright
issues. [Website: www.cria.ca]

Several new recording companies emerged in the
1960s, including Baroque (Montreal, 1962); Gamma
(Montreal, 1965); Cantilena (Toronto, 1966); Polydor
(Montreal, 1966) which became Polygram in 1978;
London, a subsidiary of Decca of London (Montreal,
1967); Aquarius (Montreal, 1968); Sackville (Toronto,
1968); and General Recorded Tape (GRT), a sub-
sidiary of the American Firm that originated in

158

London (Ontario) in 1969 and moved in the same year
to Toronto.

The Canadian Radio and Television Commission
(CRTC) established new regulations in 1970 increas-
ing to 30 percent the amount of Canadian content that
would be required of Canadian radio broadcasters,
greatly increasing the market for the many new record
companies that emerged in this decade. These includ-
ed: A & M (Toronto, 1970); True North (Toronto,
1970); Boot (Toronto, 1979); Astra (Montreal, 1972),
a label of the Canadian Association of Broadcasters;
Goldfish (Richmond, British Columbia, 1973);
Melbourne (Peterborough, Ontario, 1973); Onari
(Toronto, 1973); Attic (Toronto, 1975); Kébec-Disk
(Montreal, 1974); Masters of the Bow (Toronto,
1974), which reissued historical discs; Aquitaine
(Toronto, 1974); Bernadol (Toronto, 1975); Music
Gallery (Toronto, 1976), devoted to experimental and
native music; Umbrella (Toronto, 1976), a direct-to-
disc label introduced by Nimbus 9 and acquired in
1979 by Sine Qua Non of Toronto; Tapestry (Ottawa,
1978); and Magnum (Toronto, 1979), the Canadian
label of GRT (see above). The Canadian Independent
Record Producers Association (CIRPA) was estab-
lished in 1974 to coordinate the activities of the many
production companies then operating. [As of 2002, the
group’s website, www.cirpa.ca, was not accessible,
although they continued to be listed on related sites as
an active organization.]

By 1970 the largest percentage of recordings sold in
Canada were being pressed there, but prior to that time
the studio production of recordings by Canadian artists
still largely took place elsewhere, principally in the
U.S. Before 1970 only six recording studios of inter-
national caliber existed in Toronto (RCA, Hallmark,
Sound Canada, Bay Music, Eastern Sound, and
Toronto Sound), while by 1981 almost 150 recording
studios capable of producing quality multitrack master
tapes were active across the country. While many of
these operations lacked any permanence, some of the
most successful and long-lived included: Solar Audio
and Recording (Dartmouth, Nova Scotia); Bobinason
Sound, Studio Tempo (Montreal); P.S.M. Studio
(Quebec City); Le Studio (Morin Heights, Quebec);
Marc Studios (Ottawa); Comfort Sound, Eastern
Sound, Kinck Sound, Manta Sound, Sound Kitchen,
Sounds Interchange, Nimbus 9/Soundstage, Zaza
Sound Productions (Toronto); The Waxworks
(St. Jacobs, Ontario); Century 21, Wayne Finucan
Productions (Winnipeg); Damon Sound (Edmonton);
Andromeda Sound, Bullfrog Studios, Little Mountain
Studio, Mushroom Studios, Ocean Sound, and
Pinewood Productions (Vancouver). By 1971 several
of these studios possessed equipment sophisticated
enough to attract international recording artists.




The RPM Gold Leaf awards, established in 1964 by
the periodical RPM (see references, below), and com-
monly known after 1970 as the Juno awards, are pre-
sented annually to the most outstanding Canadian
recordings artists, based upon record sales tabulated
over a l14-month period. Categories and means of
selection have varied over the years, but since 1975 the
Canadian Academy of Recording Arts and Sciences
(CARAS) has administered the awards. In 1974 the
Juno awards were supplemented by the Canadian
Music Hall of Fame and the Big Country awards, and
in 1976 categories for classical and jazz recordings
were included for the first time. In the same year the
Canadian Music Industry awards were instituted.
From 1965 until 1960 awards were presented to
French-Canadian artists during a week-long exhibition
in Montreal known as Festival du Disque and in 1979
the Association du Disque et de I’Industrie du
Spectacle Québecois (ADISQ) established similar
awards in Quebec. [Websites: www.juno-awards.ca
for CARAS; www.adisq.com for ADISQ)]

The problem of disseminating information to
record dealers and the broadcasting industry with
respect to the availability of Canadian recordings was
becoming increasingly difficult by 1982, due to the
large amount of material then available. Thus the
CIRPA/ADISQ foundation was established for the
specific purpose of making available catalog listings
of recordings by Canadian artists. Known as the
Canadian Record Catalog, the data were entirely com-
puterized from the inception of the project and were
initially available in hard-copy versions of about 1,000
pages including 43,000 data records indexed on 80
fields and updated about every three months. By 1984
the data were so extensive that the catalog was avail-
able only in an online version accessible directly from
the main computer database in Toronto. An early
experiment in web distribution, the database is no
longer accessible via the web.

A consortium of broadcasters, record producers,
and publishers banded together in 1982 to form the
Foundation to Assist Canadian Talent on Records
(FACTOR) to promote the production and marketing
of Canadian records. Principals among the participants
in this venture included the Canadian Independent
Record Production Association (CIRPA), and the
Canadian Music Publishers Association (CMPA). In
1983 the foundation administered almost $400,000 for
the promotion of Canadian talent, and in 1985 the CTL
(see above), then operated by Standard Broadcasting
of Toronto, joined forces with FACTOR, creating
FACTOR/CTL with a budget of more than $1 million,
which grew to more than $7 million by 2000. As a pri-
vate, nonprofit organization, FACTOR administers
contributions from 16 sponsoring broadcasters along

CANADIAN BROADCASTING CORP. (CBC)

with three out of six components of the Department of
Canadian Heritage’s Sound Record Development
Program. The funds are administered through 15 dif-
ferent programs to help get recordings produced,
underwrite tours and videos, and support record labels,
distributors, producers, and engineers. [Website:
www.factor.ca]

According to Statistics Canada, during the period
1995-1996 (the last period for which figures are avail-
able), recordings by Canadian artists accounted for
about 12.4 percent of the total new releases in Canada,
and generated about 14.5 percent of the total $1,137.9
million revenue for the industry. Of the 254 labels
operating in Canada, only 15 were under foreign con-
trol, according to these same statistics.

CANADIAN BROADCASTING CORP.
(CBO)

A crown corporation responsible to Parliament but
independent of the government, established by Act of
Parliament on 2 Nov 1936; successor to the Canadian
Radio Broadcasting Commission (CRBC), a govern-
ment agency established by Parliament in 1932. The
CRBC was intended to broadcast Canadian programs
across the country; in carrying out this function the
agency also made a number of acetate disc recordings
of historic interest (speeches, ceremonies, etc.). A
Blattnerphone was acquired and utilized to record
overseas transmissions. Unfortunately, there was no
practice of preserving the ordinary broadcasts of
music and entertainment, so most of popular culture of
the 1930s was lost. With the arrival of the new CBC
the opposite condition prevailed, as vast quantities of
program material were recorded — although not care-
fully indexed or cared for. Much of the potential
archive was disposed of in a “willy-nilly policy” of
weeding (Woods). Nevertheless, a substantial record
collection did emerge, enhanced by wartime docu-
mentary material and stimulated by the development
of tape recording. In 1959 a program archives depart-
ment was inaugurated under the supervision of Robin
Woods. Cataloging and preservation developed sys-
tematically from that point.

By the year 2000, the archives had grown into a
large collection of programs, recordings, books, and
even early radio equipment. It holds nearly 250,000
hours of radio programming, stored on CD-ROM, and
available to all Canadian radio stations via the intranet.
A separate music archive houses 150,000 LPs and
150,000 CDs, including the Clyde Gilmour collection,
donated by the broadcaster of the popular “Gilmour’s
Albums” series that ran from 1956 to 1997 on the
CBC. In 1998, The Archives Project was launched to
preserve, restore, and catalog the CBC’s vast holdings
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CANBY, EDWARD TATNALL

of radio and television programming. {Woods 1970;
Website: www.cbc.ca.]

CANBY, EDWARD TATNALL
(28 FEB 1913-21 FEB 1998)

One of the founders of the Audio Engineering Society,
Canby, who had a music degree from Harvard, was a
choral director, teacher, and writer whose conducting
specialty was Renaissance and Baroque music, but
whose wide interests led him to work as a writer, folk-
lorist, and as an advocate of electronic music. As a
director and singer, he also founded the Canby
Singers, in New York, and before teaching at Finch
College, in the 1950s, he taught music at Princeton
University. In the 1940s he became fascinated by the
relationship between music and audio equipment, and
wrote about it in a book, The Saturday Review Home
Book of Recorded Music and Sound Reproduction,
published in 1952. He provided annotations for dozens
of recordings on the Nonesuch label, wrote a column
for Audio magazine for nearly 50 years, reviewed
recordings for Harper’s and Saturday Review, and for
20 years hosted a weekly classical-music program on
WNYC.

HOWARD FERSTLER

CANS

Another term for headphones.

CANTILEVER

In a phonograph cartridge, the vertically compliant
link between the stylus and armature. It must be stur-
dy, stiff, and well damped to limit resonances. It is
usually made of magnesium, boron, or titanium.

HOWARD FERSTLER

CANTOR, EDDIE
(31 JAN 1892-10 OCT 1964)

Born Isidore Itzkowitz on the Lower East Side of New
York City, Eddie Cantor was one of the giants of
vaudeville and Broadway musical comedy. A very suc-
cessful recording artist during the 1920s, spanning
both the acoustic and electronic eras, he would remain
a celebrity of the first magnitude — moving on to
radio, the cinema, and television — into the early
1950s.

Cantor graduated from street performing to stardom
in the Ziegfeld Follies of 1917. That show spawned his
first hit recording, “That’s the Kind of a Baby for Me”
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(Victor 18342; 1917). He continued produce best-sell-
ing discs into the early 1930s for various labels,
including Pathé, Emerson, Columbia, and Melotone.
His most popular records — “You’d Be Surprised”
(Emerson 10102; 1920), “Margie” (Emerson 10301;
1921), “No, No, Nora”/’I’ve Got the Yes! We Have No
Bananas Blues” (Columbia 3964; 1923), “Charley, My
Boy” (Columbia 182; 1924), “If You Knew Susie”
(Columbia 364; 1925), and “Makin’ Whoopee”
(Victor 21831; 1929) — were typically culled from
musicals and films in which he had a starring role.
Occasionally self-penned, Cantor’s recorded output
always featured his trademark energetic verve, charm,
and humor, which ranged widely from nonsense to
satire.

FRANK HOFFMANN

CAPACITANCE
The measure, in farads or microfarads, of the energy-
storage capability of a capacitor.

CAPACITOR

An electrical device — often two metal plates separat-
ed by an insulator — that can store an electrical charge
and will block current flow in a DC circuit. In AC cir-
cuits capacitors provide frequency-dependent imped-
ance, useful in filtering and tuning applications.

See also Capacitance

CAPEHART, HOMER EARL
(6 JUNE 1897-3 SEP 1979)

American industrialist and statesman, born in Algiers,
Indiana. He worked on his father’s farm until World
War I, then enlisted and served until April 1919. After
holding various sales posts — one was general sales
manager for Holcomb and Hoke, an early maker of
coin-op vending machines — he founded the Capehart
Co. in 1927. His intention was to manufacture juke-
boxes that could play either side of a record; he
engaged the inventor of the disc-turning device, a man
named Small, to join him in the enterprise. His new
device, named the Orchestrope, was successfully
placed in roadhouses and bars, but the Depression
brought him financial crisis. He then shifted his target
market to wealthier home buyers, and offered a deluxe
phonograph that played both sides of discs. This ven-
ture was not sufficiently remunerative to save the busi-
ness, and Capehart endeavored to sell out to RCA and
other firms, eventually merging with Farnsworth
Television and Radio Corp.




In 1932 Capehart established the Packard
Manufacturing Co., another coin-op maker. In 1933 he
became associated with Wurlitzer, serving until 1940
as vice president. He was successful in a bid for the
U.S. Senate in 1944, and was reelected in 1950 and
1956. Capehart died in Indianapolis.

CAPEHART CO.

A firm established by Homer Earl Capehart in 1927, in
Huntington, Indiana. The name was given as the
Capehart Automatic Phonograph Co. in 1928 advertis-
ing. The president was J.W. Caswell. An early product
was the Orchestrope, a coin-op that played 56 discs,
but did not allow the user to choose among them.
Producing a superior record changing player, the firm
became recognized in the 1930s as the leader in its
field. A unique mechanism that turned records over to
play both sides, handling 10-inch and 12-inch discs
intermixed, was based on patents acquired from
Columbia in 1929; the firm moved to a new factory in
Fort Wayne at that time and began to perfect its
Capehart Deluxe Automatic Home Phonograph, first
offered in 1931. Around 1940 Farnsworth Radio and
Television Corp. took over the company.

CAPITOL (LABEL)

A major pop label established in Los Angeles in 1942.
Its founders were Johnny Mercer, Buddy DeSylva,
and Glenn Wallichs. Singles were issued in 1942
(the first issues bore the name Liberty, but this was
quickly changed to Capitol) with a black label depict-
ing the U.S. Capitol; a purple label appeared in 1949.
During the “war of the speeds” both LPs and 45s were
issued. Artists included Frank Sinatra (from the early
1950s), Johnny Mercer, Ray McKinley, Gordon
Jenkins, Martha Tilton, the King Cole Trio, Jo
Stafford, Kay Starr, Peggy Lee, and Stan Kenton; Paul
Whiteman’s last 78s were Capitols. In 1948 Capitol
appeared in Britain, as a Decca affiliate. EMI, Ltd.,
acquired a controlling interest in Capitol in 1955,
although the label continued to operate independently
and could pass on EMI acts (as it initially did in
1963 when EMI signed the Beatles to its Parlophone
subsidiary).

Capitol began the 1960s paying little attention to
the new rock and roll phenomenon (although rocker
Gene Vincent had been recording for them since
1956). However, in 1962, they signed the vocal-surf
group, the Beach Boys, who would become major hit
makers in the teen market. In 1964, realizing their ear-
lier error, Capitol began selling the Beatles’s albums in
the U.S., although many of their albums were short-
ened for the U.S. market. Other British Invasion bands

CAPITOL (LABEL)

Capitol 78 label from the early *50s. Courtesy David A. Jasen

followed, including Freddie and the Dreamers. The
1960s were also a rich time for Capitol’s country
artists, although unlike other labels it did not work out
of Nashville. Country A&R man Ken Nelson did occa-
sionally use Nashville studios, but most of his acts
were from the Bakersfield, California, area, including
Buck Owens and Merle Haggard.

Bad times came in the early 1970s, as the company
found itself out of the mainstream and with an $8 mil-
lion deficit, at a time when the record industry was
thriving. By 1973, the label had recovered. Major late
1960s—1970s-era signings included everything from
the heavy metal of Grand Funk Railroad and
Quicksilver Messenger Service to a new emphasis on
R&B with Natalie Cole and Diana Ross. In 1979, EMI
purchased the remaining shares in the label and took
full control of it.

The 1980s saw Capitol imitating major labels like
Warners and Columbia by releasing product in all
major areas. Through Liberty Records (which was
absorbed into the EMI group in the early 1980s and
revitalized by Capitol beginning mid-decade), the
label aggressively signed country acts; their most suc-
cessful signing was Garth Brooks, who became one of
the biggest country stars of the 1990s. During the
1990s, EMI consolidated various labels under the
Capitol umbrella, including the rock label Virgin
Records (purchased in 1992 and operated independ-
ently for a few years before being subsumed into
Capitol), and the jazz labels Blue Note and Mosaic.
The entire roster of labels and music publishing is
collectively called the EMI Group as of 2002.
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CAPPS, FRANK L.

[Bennett, B. 1981 has a matrix list; Bennett, B. 1987
lists the 15,000 series; Rust 1978; Website: www.
hollywoodandvine.com.]

CAPPS, FRANK L.
(CA. 1868-2 JUNE 1943)

American inventor and recording expert. He worked
with Emile Berliner, Thomas Edison, and Columbia,
and later was production manager for U.S. Pathé.
Among his 50 U.S. audio patents were #836,089
(granted 20 Nov 1906), for the Pantograph cylinder
duplicating device, and #570,378 (granted 27 Oct
1896), for a spring motor. The motor had three
springs; it was used in the 1899 Edison Concert
machine. In 1923 Capps produced one of the earliest
electrical recordings, of a speech by Woodrow Wilson,
pressed by the Compo Co. In the 1940s he devised a
cutting stylus with a burnishing facet. His work for
Columbia included making records of Czar Nicholas
in Russia, and of many artists in Vienna and Berlin. He
retired in 1942. Capps died in New York. [Koenigsberg
1990.]

CAPRICCIO (LABEL)

A CD product of Delta Music GmbH, of Konigsdorf,
Germany; opera and vocal music are the specialties.
American distribution is by Delta Music, Inc., Los
Angeles; the British agent is Target Records, Croydon,
Surrey.

CAPRICORN RECORDS

The Allman Brothers band’s manager Phil Walden
founded Capricorn Records in Macon, Georgia, to
record the group in 1969. With the success of the
Allmans’ 1971 album At Fillmore East, Capricorn
signed other Southern rock bands such as Wet Willie
and the Marshall Tucker Band. But in 1979, the label
went bankrupt, and its catalog was taken over by
Polygram (now Universal Music Group). Walden
relaunched Capricorn in Nashville in the late 1980s,
achieving only modest success.

WILLIAM RUHLMANN

CAPSTAN

The drive spindle of a tape recorder. It consists of a
motor-driven cylinder that works with a pinch roller
(also known as the puck) to advance the tape at a con-
stant speed. Actual tape speed is determined by the
rotational velocity and diameter of the capstan.
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CAR SONGS/HOT ROD MUSIC

Car songs, like surf music, were largely a southern
California phenomenon. They were a byproduct of the
region’s active hot rod scene, which had evolved from
the illegal street races of the 1940s to the Bonneville
Salt Flats speed weeks and drag strips of the 1960s.
Hot rodding included its own crew of culture heroes,
including customizer George Barris and drivers “Big
Daddy” Garlits and Craig Breedlove, who set a series
of land speed records in his “Spirit of America.” In
addition to musical tributes, the hot-rod scene was
lionized by Hollywood films, plastic car models avail-
able in hobby shops, and Bob Peterson’s mass-circula-
tion periodical, Hot Rod.

Recognizing the presence of the subculture of poten-
tial consumers (not to mention the vicarious interest of
middle American youth as a whole), a nucleus of tal-
ented Los Angeles-based songwriters and
arrangers/producers began fueling the craze in the early
1960s, most notably Brian Wilson of the Beach Boys,
Jan Berry of Jan and Dean, Roger Christian (a deejay at
KFWB), Gary Usher, Terry Melcher, and Bruce
Johnston. Usher — who contributed to the success of
the Hondells’s hits, “Little Honda” (Mercury 72324;
1964) and “My Buddy Seat” (Mercury 72366; 1964),
and many the Surfaris’s recordings — teamed with
Christian to produce hit recordings and film sound-
tracks. Johnston and Melcher masterminded the success
of the Ripchords (e.g., “Hey Little Cobra,” Columbia
42921; 1963), and had their own hits as Bruce and
Terry: “Custom Machine” (Columbia 42956; 1964),
and “Summer Means Fun” (Columbia 43055; 1964).
The Beach Boys produced a number of car song hits,
including “Shut Down” (Capitol 4932; 1963), “Little
Deuce Coupe” (Capitol 5009; 1963), and even the more
sophisticated “Fun, Fun, Fun” (Capitol 5118; 1964).

As with surf music, the rise of folk-rock and protest
music, in essence, submerged the car-song genre. The
Beach Boys began experimenting with more progres-
sive styles, augmented by the addition of Johnston to
enable Wilson to avoid touring so as to concentrate on
songwriting and studio production. Jan Berry, on the
brink of creating increasingly sophisticated sounds of
his own, nearly died when his Corvette Stingray
crashed at the fabled Dead Man’s Curve. Melcher and
Usher teamed up to produce the latest West Coast sen-
sation, the Byrds.

FRANK HOFFMANN

CARBONA CO.

A New Jersey firm, located (1919) in Newark.
Advertising of 1919 identified the company as maker
of the disc cleaner Carbona.




Cardinal label. Courtesy Kurt Nauck/Nauck’s Vintage Records

CARDINAL (LABEL)

A disc made by the Cardinal Phonograph Co., with
offices in New York, first offered in December 1920.
Factories were at Zanesville, Ohio; Newark, Ohio
(home of the firm); and Point Pleasant, New Jersey.
Cardinal also sold phonographs. The disc repertoire
was pop, standards, and sacred music. Label color was
red, with a cardinal bird on it; surfaces were poor.
Nothing unusual or distinguished was recorded in the
100 or so issues.

Cardinal moved to Cincinnati in November 1921. A
new Cardinal record, of somewhat improved quality,
appeared in 1922 or 1923, drawing masters from
Gennett. [Rust 1978.]

FRANK ANDREWS

CAREY, MARIAH (27 MAR 1970-)

Mariah Carey belongs to the same torch singing, bal-
lad tradition that spawned Barbra Streisand, Dionne
Warwick, and Whitney Houston. Like these singers,
Carey’s florid style owes more to bel canto stage and
mainstream pop conventions than rhythm and blues,
gospel, and rock influences — all of which are never-
theless discernable in her recordings.

A native of Long Island, New York, she was
groomed for a singing career by her mother, Patricia
Carey, a former member of the New York City Opera.
Carey'’s rise to fame was meteoric. In addition to win-
ning the 1990 Grammy for best new artist, she
enjoyed eight number one singles — “Vision Of

CARLOS, WALTER [WENDY]

Love” (Columbia 73348; 1990), “Love Takes Time”
(Columbia 73455; 1990), “Someday” (Columbia
73561; 1991), “I Don’t Wanna Cry” (Columbia
73743; 1991), “Emotions” (Columbia 73977; 1991),
“I'l. Be There” (Columbia 74330; 1993),
“Dreamlover” (Columbia 77080; 1993), and “Hero”
(Columbia 77224; 1993) — during her first four years
as a Columbia recording artist; 14 in all during the
decade. Her albums — particularly the eponymous
debut (Columbia 45202; 1990; #1 11 weeks; 113
weeks on the charts), Music Box (Columbia; 1993;
#1), Daydream (Columbia 66700; 1995; debuted at
#1), and the hip-hopinfluenced Butterfly (Columbia
67835; 1997; #1) — also sold well. She was the most
successful artist on the pop charts in the 1990s by a
substantial margin. While Carey’s vocal tools (includ-
ing a seven-octave range) are considered above
reproach from a technical standpoint, some critics
have characterized her choice of material as bland at
best. While she remains firmly in control of her
career — making substantial contributions as a song-
writer and producer — cracks have appeared in the
firmament in recent years. After signing a lucrative
recording contract with Virgin in early 2001, the dis-
appointing performance of her first release — the
Glitter soundtrack — led to the company to void the
deal, albeit by making a large $28 million payout to
the artist. Furthermore, her productivity has allegedly
been compromised by various personal problems.
Nonetheless, by late 2002 Carey was back with a new
album (Charmbracelet), issued on her own label,
MonarC Music, through Island/Def Jam (a division of
Universal Music Group).

FrRANK HOFFMANN

CARLOS, WALTER [WENDY]
(14 NOV 1939-)

American organist and composer, born in Pawtucket,
Rhode Island. He studied music and physics at
Brown University and Columbia University. Working
with Robert Moog, inventor of the Moog synthesizer,
he made an album demonstrating the device. Entitled
Switched on Bach (Columbia MS7194; 1969), it
became the first successful record of electronic
music, on the charts 31 weeks, and winner of two
Grammy awards. He also created the soundtrack for
Stanley Kubrick’s landmark 1971 film, A Clockwork
Orange. Following a sex-change operation in 1979,
the artist performed as Wendy Carlos. During the
1980s and 1990s, Carlos turned her attention to
creating ambient music. All of her albums have been
re-released in new 20-bit remasterings by the East
Side Digital label.
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CARNEGIE MUSIC SET

CARNEGIE MUSIC SET

One of the monumental anthologies issued in the
78-rpm era, sponsored by the Carnegie Corporation.
The intent was to provide material for small colleges,
useful in teaching music appreciation. Beginning in
1933, sets of records were distributed — each with a
record player and a four-drawer file of catalog cards.
The standard repertoire was represented, performed by
a variety of artists, along with a number of less famil-
iar modern works. [Miller, P. 1972.]

CARNIVAL (LABEL)

A house label for the John Wanamaker department
stores (New York and Philadelphia) in 1924-1925.
Pressing was done by the Bridgeport Die and Machine
Co.; masters were mostly from Emerson and
Paramount. The only original take seems to have been
“Mr. Jelly Lord”/“Steady Roll” (#11397), played by
Jelly Roll Morton. [Rust 1978.]

CARRERAS, JOSE MARIA (5 DEC 1946-)
Spanish tenor, born in Barcelona. He studied in
Barcelona and made his debut there in 1970. He sang
for the first time in Italy in 1971, performing Rodolfo
in Parma. He appeared at the Metropolitan Opera as
Cavaradossi on 18 Nov 1974, and in the same year at
Covent Garden; his La Scala debut was in 1975.
Carreras has been greatly acclaimed for his Italian
roles, notably Alfredo, Nemorino, Don José, the
Duke, and Don Carlo. Despite an attack of leukemia
in 1987, he was on stage again in 1988. In July 1990,
Carreras first appeared on a triple bill with Placido
Domingo and Luciano Pavarotti. This began the
“Three Tenors” phenomenon, selling millions of
records and videos, and making several more appear-
ances through the 1990s.

Carreras has recorded a number of complete operas,
including Elisir d’amore (Philips 412714), Lucia di
Lamermoor (Philips 6703080), Pagliacci and
Cavalleria rusticana (Angel SZX-3895), and the prin-
cipal Puccini and Verdi works. He took the male lead
in a complete West Side Story recording under Leonard
Bernstein’s direction (DG 415253; 1986). He was one
of the “three tenors” on the immensely popular CD
Carreras, Domingo, Pavarotti in Concert (London
430433-2; 1990), which has sold some 5,700,000
copies.

CARRYOLA COMPANY OF AMERICA

A firm located in Milwaukee, Wisconsin. It made a
portable disc player in 1926-1927, claiming in TMW
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advertising to be the world’s largest producer of these.
In early 1929, Carryola was acquired by the Allen-
Hough Manufacturing Co., of Milwaukee.

CARSON, FIDDLIN’ JOHN

(23 MAR 1868-11 DEC 1949)

Fiddlin’ John Carson was the first “hillbilly” recording
artist to achieve nationwide popularity. Prior to his
appearance on the scene, record companies employed
mainstream singers — the best example being light-
opera veteran Vernon Dalnart, whose rendition of
“The Prisoner’s Song,” sold a reputed 5 million copies,
while igniting a rage for country/folk recordings —
and professional musicians sight-reading from sheet
music arrangements to record country music.

Hailing from Fannin County, Georgia, Carson
worked at a variety of jobs — horse racing jockey,
foreman at a cotton mill, house painting, and moon-
shining — while winning his state’s fiddling champi-
onship seven times. His regional reputation was
further enhanced when he began performing on radio
station WSB, Atlanta, on 9 Sep 1922. Atlanta phono-
graph and record dealer Polk Brockman prevailed
upon the General Phonograph Corporation to record
Carson for its flagship label during one of its southern
field trips. The first session, overseen on 14 June 1923
by the legendary producer, Ralph Peer, resulted in the
release of “The Little Old Log Cabin in the
Lane”/“The Old Hen Cackled and the Rooster’s Going
to Crow” (Okeh 4800). The initial pressing was
released without a label or record number, because
Peer felt it would have little attraction beyond the local
area. However, Brockman immediately placed an
order for 500 copies, and the disc’s success led Okeh
to bring Carson to New York City to record 12 (some
experts place the total at 14) tracks on 7-8 Nov 1923,
Carson’s success inspired Okeh and other labels to
search for other so-called “old-time” fiddlers and
singers, many of whom became popular sellers in the
rural South, including Gid Tanner and the Skillet
Lickers and Charlie Poole and his North Carolina
Ramblers.

In all, Carson would record approximately 150
discs for the company from 1923 to 1931, often
backed by a string band, the Virginia Reelers, or his
daughter, whom he dubbed “Moonshine Kate.” (Kate
also recorded on her own, making her among the first
female country artists.) Carson’s material included
square dances, British folk ballads, cowboy songs,
minstrel tunes, Tin Pan Alley fare, and topical compo-
sitions celebrating the events of the day. Among his
best-selling releases were “You Will Never Miss Your
Mother Until She Is Gone” (Okeh 4994; 1924), “Fare
You Well, Old Joe Clark” (Okeh 40038; 1924),




“Arkansas Traveler” (Okeh 40108; 1924), “John
Henry Blues” (Okeh 7004; 1924), and “Old Dan
Tucker” (Okeh 40263; 1925).

Carson worked as an elevator operator in his later
years. He would intermittently cut material for RCA,
much of which updated his earlier recordings. There
has been a revival of interest in Carson’s work in
recent decades, stimulated by Gene Wiggins’s book,
Fiddlin' Georgia Crazy: Fiddlin’ John Carson, His
Real World and the World of His Songs (University of
Illinois Press, 1987). Rounder Records released an LP
reissue of Carson’s work in 1973, the first modern
reissue of this material, followed by German-label
Document Records’s release of Carson’s complete
recordings in the late 1990s.

FrRANK HOFFMANN

CARSON, MARY

American soprano, born in Houston, Texas. She stud-
ied in Italy, and made her opera debut there before
1912 in Sonnambula, scoring a great success. A note-
worthy achievement was the performance of Barbiere
di Siviglia two times in one night. When she returned
to America she began to record for Edison, but the
repertoire was one of popular songs and ballads, not
opera. The Edison November 1912 catalog included
her interpretation of “Oh Dry Those Tears” (#1592);
her later work was similar. Carson’s best-selling
records were “The Simple Melody” on Blue Amberol
(#2607; a duet with Walter van Brunt), and “Kiss
Waltz”” (with chorus; #2665 and Diamond Disc 80061;
1913). She was heard under the name of Kathleen
Kingston on Blue Amberol 2253, “You’re Here and
I'm Here,” a duet with Billy Murray. Three of her
Diamond Discs were still popular enough for the 1927
Edison catalog, and two — “Kiss Waltz” and “T’ll
Change the Shadows” (#80122) — were sold until
Edison quit the record business in 1929.

CARTER, BENNY
(8 AUG 1907-12 JULY 2003)

American jazz trumpeter, alto saxophonist, big band
leader, and arranger; born Bennett Lester Carter in
New York. He played with and made important
arrangements for many great jazz ensembles, includ-
ing those of Duke Ellington, Fletcher Henderson, and
Chick Webb. Touring and recording in Europe in
1935-1938, he earned international acclaim.
Returning to America in 1938, he led his own groups,
which included such stellar performers as drummer
Sid Catlett, trombonist J.C. Higginbotham, and pianist
Teddy Wilson. Carter’s band was featured in the

CARTER FAMILY

motion picture As Thousands Cheer (1943), and Carter
did arrangements for films and television. Among his
fine recordings are “Lonesome Nights” (Okeh 41567;
1933), and one made in The Hague: “My Buddy”
(Decca F-42136; 1937). After a period of inactivity as
a recording and touring artist between 1946-1970,
Carter resumed his career late in life, recording and
performing prolifically. He received many honors later
in life, including a Kennedy Center honor in 1996 and
the National Medal of the Arts in 2000. He died in Los
Angeles, California. [Berger, M. 1982.]

CARTER, BETTY
(16 MAY 1930-26 SEP 1998)

Carter was born in Flint, Michigan, moved to Detroit,
and had the opportunity to sing with Charlie Parker
and other musicians that traveled through town. She
often performed with Lionel Hampton’s band and was
booked numerous times at the Apollo Theater. Carter
developed a style of jazz singing that was both brilliant
and immediately identifiable. Her arrangements often
utilized intricate accompaniments by a piano trio. Her
radical vocal treatments of standards made them hard
to recognize, but she was able to bring new meaning to
some commonly heard tunes.

Her first recording, Meet Betty Carter and Ray
Bryant (Epic 3202; 1955), was also a debut album for
pianist Ray Bryant. One of her records as a leader, Out
There (Progressive 90; 1958), is a good demonstration
of her emerging, personal style. In 1961 she made an
album with Ray Charles entitled Ray Charles and
Betty Carter (ABC Paramount 385; 1961). Her style
had matured into a fully formed artistic vision by the
time she released At the Village Vanguard (Verve 835
681-2; 1970). Other notable albums from this great
jazz singer include Look What I Got (Verve 835
661-2; 1988), and It’s not About the Melody (Verve
314 513 870-2; 1992). Carter died of cancer in
Brooklyn, New York in 1998.

GARTH ALPER

CARTER FAMILY

A country music ensemble, originally established in
Virginia in the 1920s, with Alvin Pleasant (“A.P.”)
Carter as the lead and bass singer, his wife Sara as
singer and guitarist, and her sister Maybelle, also a
singer and guitarist. Discovered by Ralph Peer, a Victor
talent scout, they began to record in August 1927, and
became famous in the 1930s. By 1941 they had record-
ed more than 250 songs. Children of Maybelle and of
A.P. and Sara joined the group in the 1940s, and the
family was heard on the Grand Ole Opry. The group
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CARTRIDGE (I)

broke up in 1943. Maybelle continued to perform with
her daughters through the mid-1950s, and than as a
solo performer until her death in 1978.

All of the Carter Family’s recordings for Victor,
ARC, Columbia, Bluebird, and other labels from 1927
to 1941 have been reissued on a lavish boxed set by
Bear Family Records in Germany (15865). Rounder
Records has reissued the complete Victor recordings
on a series of eight CDs, and there have been various
other compilations and reissues on domestic and
European labels.

CARTRIDGE (1)

An enclosure for a roll of magnetic tape, so designed
that it will be ready for use when it is inserted into a
mated tape recorder or tape player. The advantage of
the cartridge over the reel-to-reel tape mechanism is
that it is self-contained and can be inserted without
manual threading; it automatically engages the capstan
and magnetic heads. The term usually refers to the cas-
sette format introduced by Philips in 1963. With its
great size advantage, the cassette made obsolete all the
previous configurations, such as the four-track and
eight-track cartridges that had been used in automo-
biles. This kind of enclosure is also known as the
closed-loop cartridge, or continuous-loop cartridge.

CARTRIDGE (I1I)

A device (also known as a pickup) consisting of a sty-
lus assembly, cantilever, and body, whose function is
to convert the groove patterns traced from an analog
disc into electric signals. There are four basic designs:
moving iron, moving coil or dynamic, moving magnet,
and crystal or ceramic.

In the moving-iron cartridge, a piece of metal (the
vane) is attached to the opposite end of the stylus can-
tilever. As the stylus vibrates in the record groove it
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