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he nameless black celluloid cylinder with a
cardboard core was casually tossed in a box

“The Edison Wax Records are a Thing of the Past”
J.W. Van Meter’s Lateral-Cut Cylinder

by Allen Koenigsberg

T
over forty years ago when it would not play on an
Edison phonograph, and a Massachusetts collec-
tor eventually passed it on to another, and finally
to the author of this article.
Along the way, it was discov-
ered that it contained the voice
of an inventor, eagerly plan-
ning to revolutionize his in-
dustry, perhaps around 1904.
But the recording could only
be heard with a reproducer that
would respond to lateral vibra-
tions! Why was there no men-
tion of this remarkable artifact,
or speaker, or recording
method, anywhere?

Luckily, the ribald storyteller
briefly identified himself at the
end: ‘J. W. Van Meter.’ Armed
with this clue, I was able to
find a short 1938 obituary in
The New York Times, stating
that such a man had died on
January 18th (in California)
from a sudden heart attack,
and he had been a “noted
chemist and inventor.” The
emphasis seemed to be on his
oil flotation techniques, silver
mines, and chlorine gas, but at
the very end, an important ob-
servation: “The Van Meter inventions ranged from
a process which made possible the hard-molded
phonograph record to an insulation material used
by the Russians in the laying of a Baltic Sea cable.”

The Los Angeles Times (Jan. 23, 1938) provided
more tantalizing details, claiming that Van Meter
was an “intimate of Edison, Burbank, Marconi,
Steinmetz, Tesla, and other notables.” For a man
who was born in West Virginia in 1870, he had

certainly come a long way.
Some old census reports
even suggest that he was
related (by marriage) to
Leon Douglass, of the
Victor Talking Machine
Co., whose own wife was
descended from Pres.
John Adams. Both
Victoria Adams
Bacigalupi (Douglass’
wife), and Esther Adams
(Van Meter’s), were born
in Peru, and related to
Daniel Elias Adams, an
American. When Van
Meter died in Los Ange-
les, he left behind not only
his wife who was a tal-
ented photographer, but
six children: Lord, Will-
iam, James, Daniel,
Baron, and Esther
Victoria.

My search through the
files of the Patent Office
revealed that James
Wright Van Meter had ob-

tained 27 US patents between 1904 and 1939, even
allowing for one that was granted posthumously.
He was living in San Francisco when he first
teamed up with a petroleum entrepreneur named
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Martin Boss, and they developed pro-
cesses of using oil to concentrate various
minerals. But then Van Meter abruptly
disappeared, to resurface in Bad Sulza,
Germany, where he founded a factory to
make chlorine gas. This part of his work,
mainly used in rodenticides and in citrus
agriculture, garnered him some unwanted
fame, as it was sometimes claimed that
he had developed the use of chlorine gas
in World War One – alas, that dubious
honor belonged to Fritz Haber.

Continued browsing in old issues of the
Talking Machine World turned up the in-
triguing ad shown here, when he was re-
cently described as selling his business
to E. Sauerlandt, an expert in recording
materials in Flurstedt, Germany. After the
sale, it was said that Van Meter was de-
parting to Russia to supply special cable
wax for their new government (undersea)
cables. More to the point, the Feb 1, 1908
account went on: “The phonograph and
gramophone industry owe a great deal to
Mr. Van Meter for it was while he was
consulting engineer of Messrs.
Schliemann & Co. of Hamburg, that he
succeeded in separating asphaltum from
monton pitch, whereby the product could

Who invented this unbreakable ‘Lambert’ cyl-
inder and what kind of grooves did it have?
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be used in connection with stearine for the manu-
facture of the hard molded phonograph record,
which has brought the present cylinder up to the
standard of perfection. He has also perfected a
paraffin product for gramophone recording which
has been adopted by the principal Gramophone
companies of Europe.”

What was going on here? What had Van Meter
really invented or developed in sound recording?
He didn’t seem to stay long in one place, moving
from the U.S. to England and Germany, then to
Russia, Argentina, Mexico, Peru, and Bolivia. But
another journalistic trace was found by Stephan
Puille in the Phonographische Zeitschrift for Dec
20, 1905: The unnamed writer mentioned the pos-
sibility of a “Walze mit Berlinerschrift, aus
Celluloidmasse,” i.e. an unbreakable cylinder with
zig-zag grooves! This was exactly what we had
before us, but Van Meter was not yet cited. None-
theless, around the same time, as a new enterprise

called The American Trading Co. was being
formed in Hamburg, it was the first such cylinder
to be advertised “ohne Nebengerausch” (“without
background noise” – see accompanying illustra-
tion). Although it was also touted as
“unzerbrechliche” (unbreakable), it seems to have
been offered as a “Lambert” cylinder, but not the
first hollow ones used by Edison-Bell or British
Lambert. These new ones would have a distinc-
tive (slit) cardboard core, slightly purple in color,
but always vertically recorded as usual. The cylin-
der box shown here (original in red and black) was
found empty, and we cannot say if the lateral ver-
sions were placed on the market – the boxes and
their contents are exceedingly rare.

The idea for lateral recording was very old (Tho-
mas Young and Leon Scott), appearing even in
Edison’s first US tinfoil patent (200,521), and his
German Pat. 14308 of Jan. 1878.  But there it lan-
guished for many years, even tried and rejected by
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TRANSCRIPT OF 2-MINUTE,
LATERALL Y-CUT,  BLACK CEL-
LULOID CYLINDER RECORD,
ca. 1904(?)

“Well, well, well, well, well. Good morn-
ing —

Today is the day of assigning (deciding?)

Whose name is on every tongue,
All of the ladies (natives?) are asking,

How is the Lehigh hung?

Gentlemen:

I think that a suitable material can be
had that can safely be used for record-
ing and will be adopted in the future on
all cylinder machines. And in my esti-
mation, celluloid comes very near to it
at present. If a suitable material can be
made sufficient hard to withstand the
needle, then the Edison wax cylinders
are a thing of the past. As in [cylinder]
reproducing, the needle has a straight
path to travel whereas with the
gramophone, the circular... circumfer-
ence causes a grating and hard sound.
However, I think it advisable for you to
experiment on this motion in recording
as you will find it has many merits; and
too much praise cannot be given Dr.
Berliner, the inventor, for what in my
submission is the perfection of the pho-
nograph.

J. W. Van Meter [1870-1938]

Hi Le, Hi Le, Hi Le, Hi Lo,

My oats get zimmer, Hi Le.”

Bell and Tainter while working in the Volta Labs
(1880s). A hitherto unknown resurgence occurred
(at least theoretically) in 1892 when George
Gouraud was granted a British patent for Edison
(15206, applied Sept. 8, 1891), with many record-
ing improvements. That illustration, showing lat-
eral recording on a wax cylinder, is pictured here
for the first time in over 100 years, and was also
filed at the same time by ‘Edison-United’ in Swit-
zerland (Pat. No. 4371).

Van Meter’s concern was for a kind of celluloid
that could be made “sufficient[ly] hard to with-
stand the needle”, implying that he was dissatis-
fied with other types then on the market (at least
in Europe, e.g. Duval). But he seems to have liked
the basic lateral recording technique, at least when
employed on a cylinder – he thought it caused “a
grating and hard sound” when used on gramophone
discs. Still, he was gracious enough in his salute
to “Dr. Berliner” for the “perfection of the phono-
graph.”

It is still a mystery how this unusual lateral re-
cording, summarizing the inventor’s work on his
own unique product, ended up in the northeastern
United States. For those who would like to hear
the last 60 words of his long ago (and failed) plan
to take over the traditional cylinder techniques,
they have been made available on
www.phonobooks.com - just scroll down to the
lower right and click on the yellow phonograph
admission ticket:

“Hi Le, Hi Le, Hi Le, Hi Lo, My oats get zimmer,
Hi Le.”

And for those in the Los Angeles area, I believe
that Van Meter is buried in Inglewood Park Cem-
etery, with the world mostly oblivious to his un-
usual role in recording history. Here’s to you, J.
W. – forgotten no longer!

Allen Koenigsberg continues his research on top-
ics phonographic and welcomes comments by
email at: allenamet@aol.com.
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he Auditorium Orthophonic Victrola is one
of the more interesting instruments developed

by Robert Baumbach

T

The Auditorium Orthophonic Victrola

by Victor. In a sense, it is an update of the
Auxetophone, since it shared the purpose of being
the loudest phonograph available.

The model was first mentioned in the April 1926
edition of Voice of the Victor. According to the ar-
ticle, the instrument was first shown at the Archi-
tectural Exposition at the new Hotel Walt Whitman
in Camden in March of that year, and later played
a week’s run at the equally new Stanley Theater in
Camden.

The Hotel Walt Whitman
had only been open a few
months, and was an obvi-
ous choice for the premier
of this new instrument
since it had a direct connec-
tion to the Victor Talking
Machine Co. The hotel had
been championed and fi-
nanced by investments
from Camden residents and
businessmen, and Eldridge
Johnson started the
fundraising by pledging
$100,000, nearly 10% of
the total construction cost.
The location chosen for the
new hotel was the corner of
Broadway and Cooper

Street. This was the location of some of Camden’s
finest mansions, which were raised to make room
for the hotel. In spite of the fact that the addition
of a large and modern hotel was expected to in-
crease the wealth and prestige of the city, some
historians point to this event and the simultaneous
building of the Delaware River (Ben Franklin)
Bridge as the beginning of the decline of the city.
With the destruction of the nicest residential areas
of the city (the approach to the bridge, toll booths
and so forth claimed much prime real estate),
wealthy businessmen and other professionals be-

The Hotel Walt Whitman as it appeared at the time of the demonstration
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gan to locate their homes outside the city. When
they left, the city became more impoverished both
in financial and human terms.

The initial Voice of the Victor article further stated
that the instrument could be played either acousti-
cally or electrically. There is no additional infor-
mation provided on the configuration of the ma-
chine, although one may infer that it was similar
to the Borgia II Orthophonic Victrola-Electrola in-
troduced a few months earlier, but with a much
larger horn. The horn used in this first instrument
was 20 feet, 2 inches long (compared to 6 feet in
the Credenza or Borgia) and the mouth measured
80 by 90 inches! It was obviously suited for only
the largest public spaces, and the company sug-
gested that it would find a ready demand in
churches, theaters and large auditoriums. The dem-
onstration of this new instrument must certainly
have created a sensation.

Over the next few years, the company embarked
on an extensive campaign to demonstrate the
Orthophonic principles to as many people as it

could. There are newspaper reports of a spe-
cially outfitted 65-foot sloop “Princeton”
cruising off of Atlantic City and Coney Island
serenading the beach-goers with music from
a floating Auditorium horn. In order for to be
able to play records on this floating platform,
a special gimbal system had to be fitted. Also,
there were temporary installations erected for
demonstrating the Orthophonic principles on
a grand scale. The bandstand shown in one
illustration is a good example of this. Victor
even erected a giant replica of a Credenza atop
one of the plant buildings, and reported that
records played through this functioning
Victrola could be clearly heard across the river
in the neighboring town of Philadelphia.

While Victor was building demonstration Au-
ditorium Victrolas, it was also installing them
in public and private arenas. The company de-
signed many custom installations for dance

Installation on the Roof of Victor Factory

Early self contained Auditorium
Orthophonic Victrola – perhaps the same
instrument used in the Hotel Walt
Whitman demonstration
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halls, amusement parks, skat-
ing rinks and so forth. Some
of the known installations are
Chippewa Lake Park in
Medina, Ohio, the Million
Dollar Pier in Atlantic City,
Flint Amusement Park in Flint
Michigan, and the S.S.
Canadiana. In all, the company
produced 151 Auditorium in-
struments.

The surviving documentation,
reproduced in the Victor Data
Book, shows that the Audito-
rium Orthophonic consisted of
a standard 19” equipment rack
with the turntable, amplifier
and controls mounted therein.
This was a suitable configuration for most theaters
and dance halls, but we know that there were other
configurations offered. The illustration of the con-
sole for a girl’s school installation shows a far more
refined housing. This school had a fancy mahogany
cabinet that contained the control console, elec-
tronics and a collection of records. The cost of this
installation was reported to be $10,000. The illus-
tration suggests that any student could walk up to

the console and operate the controls, but this was
likely not allowed. The Auditorium instrument was
expensive, complex and required some training for
proper operation. This is probably why the instru-
ments had a single-play turntable, instead of the
record changer favored in top Victor instruments,
since unattended operation was probably discour-
aged.

As part of the pub-
licity tour for the
current line of Vic-
tor instruments, an
extensive tour of
Latin America was
organized to dem-
onstrate the Audito-
rium instrument.
This occurred in
1929, after the
acoustical Victrolas
had all but disap-
peared from the
catalog. Not surpris-
ingly, by this time,
the giant phono-
graph was being re-
ferred to as the Au-

Demonstration of Large Horn

Elaborate Console used in Girl’s School installation. The instrument shown is
only part of the installation. The horn was located in the mezzanine above.
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ditorium Orthophonic Electrola, which, logically,
should have been the name all along since all ex-
amples had electric amplification and only the first
instrument(s) seem to have been capable of play-
ing acoustically.

The Central/South Ameri-
can tour visited Argentina,
Chile, Peru, Brazil and
probably other countries.
The risk of installing a high-
tech instrument in an un-
tested locale was illustrated
by an incident reported in
the Voice of the Victor. In
Sao Paulo, the program was
scheduled in a theater that
turned out to have poor
acoustics. The Victor agent
reported that the reflections
from the walls of the theater
caused the violins to screech
and sound terrible. This was
discovered only a few hours
before the city’s elite were

Auditorium Electrola horn set up on stage during Latin
American Tour

The Horn of the Auditorium Electrola

scheduled to turn out for the concert. In a
panic, the agent rushed to the street seek-
ing inspiration and a place to clear his
head. Just then an army regiment passed
the theater returning from a military cer-
emony, and the Victor agent persuaded
the Capitan to allow the soldiers to enjoy
the concert from the gallery, which was
to be otherwise vacant. The Capitan
agreed, and the soldier’s heavy uniforms
were credited with absorbing the excess
high frequencies, and the concert was
reported to have been a success.

The window of opportunity for the Vic-
tor Auditorium Orthophonic Electrola
was small, because the industry was hard
at work developing the style of loud-
speaker that is still in use today. It wasn’t
long before the gigantic horn used in these
Victor instruments could be replaced with
the far more space efficient cone speaker.

Today, no complete examples of an Auditorium
Orthophonic are known, so we will probably never
have the opportunity to experience first hand the
sound that at one time astonished the public.
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he phrase “turn of the century” seems to im-
ply momentous change, as though some

Phonography
by George F. Paul

Spring 1900: The Final Days of Berliner’s Gramophone in America

T
mighty portal were swinging through its majestic
arc, sweeping away the old to make way for the
new. For example, seven years previous to this
writing, the world was awash in speculation re-
garding “Y2K,” and the end of modern life as we
knew it. As with so many media-induced crises, it
proved anticlimactic. Not so the talking machine
industry a century earlier, with the turn of the twen-
tieth century. As the final year (1900) of the nine-
teenth century dawned, events were in irrevocable
motion; playing out what would be the final days
of Emile Berliner’s Gramophone in America.

The stage for 1900
had been set years
earlier. The Berliner
G r a m o p h o n e
Company’s eventual
downfall was
brought about
through the collusion
of its officers (Presi-
dent Thomas Parvin
in particular) and its
supplier of machines
(Eldridge Johnson).
By granting Johnson
artificially high fixed
prices, the Berliner
Gramophone Com-
pany doomed itself to
being eventually
priced out of the mar-
ket, or – as happened
– to being outmaneu-
vered by sharper
business minds. Ig-
noring their talented

associate Frank Seaman’s grievances; virtually
driving him into the arms of Berliner’s competi-
tors, was the height of folly.

Frank Seaman was by all accounts a talented man.
He was a personal friend of Kodak founder George
Eastman, and the two often enjoyed each other’s
company on fishing and camping trips. Seaman
handled Kodak’s substantial advertising account,
and readers of popular magazines of the 1890s
couldn’t escape Seaman’s use of bold lettering and
attractive illustrations in promoting the company’s
name and products. The Berliner group made a
wise choice in Frank Seaman to advertise and sell
the Gramophone.

A standard Berliner issue with an added Zonophone hole. The Na-
tional Gramophone Corporation needed records for the Zonophone,
much to the annoyance of Berliner.
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Unfortunately, problems surfaced
quickly. By December 1897, the
marketing firm Seaman had put
in place, the National
Gramophone Company, was ex-
perimenting with alternatives to
the word “Gramophone.” Sea-
man had already recognized the
confusion in the minds of many
between the words
“Gramophone” and
“Graphophone.” Ads appeared in
late 1897 and early 1898 using the
words “Vocophone” and
“Zonophone” as descriptors for
Berliner’s “Improved
Gramophone.” The Berliner
Gramophone Company ex-
pressed its disapproval to Sea-
man, and the new marketing
names were laid aside – for the
moment. Berliner’s contract had
been made with Seaman person-

ally; it never recognized the
National Gramophone
Company (Corporation af-
ter March 9, 1899), and thus
had no real control over its
activities. Seaman was
careful to avoid the appear-
ance of exerting control
over National (his friend
Orville LaDow was Presi-
dent), although he sat on its
Board of Directors. This
“separation” of Seaman and
National, and Seaman’s
eventual dissatisfaction
with the Berliner group,
would have dire repercus-
sions for the Gramophone.

Seaman’s contract with
Berliner (Section 8) had

The same recording, pirated by the George Burt Company at the
behest of National Gramophone Corp. Nothing but the title and
catalogue number remain in the label area, and a Zonophone de-
pression is present on the reverse. Note the several imperfections
to be found on this and the legitimate issue.

A typical Berliner record, No. 0123, “The Shadows On The Door.”
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stipulated that he could arrange for outside manu-
facture of “gramophones and gramophone goods
and parts…” provided they were of equal or better
quality and were at least 5% less expensive. On at
least three occasions, Seaman attempted to obtain
the Berliner group’s approval for machines other
than Johnson’s (designs by Montross in 1897,
Gibson in 1899, and Valiquet in 1899), but all were
flatly rejected. Additionally, in 1898 Seaman had
submitted sample disc records pressed by the
George H. Burt Company of Milburn, New Jer-
sey. Despite being of better quality than those Ber-
liner was purchasing from the Duranoid Company
of Newark, New Jersey, the Berliner executives
showed little interest in changing suppliers.
Seaman’s hands were legally tied, as his contract

stipulated that under no conditions could he inde-
pendently manufacture records. After two years
dealing with the intransigence of the Berliner
group, by the end of 1899, Frank Seaman had had
enough.

Seaman had the Valiquet-designed machine (the
Zonophone) put into production, manufactured by
the Universal Talking Machine Company. This
firm had originally been chartered to modify Ber-
liner Gramophones for coin operation – with the
Berliner company’s approval – and with the same
Orville LaDow as President. Now, as a direct re-
sult of the Berliner group’s intractability, Univer-
sal and the National Gramophone Corporation
would promote a better designed, less expensive

disc machine called
the Zonophone –
the same moniker
Seaman had at-
tempted to employ
in 1898 for
B e r l i n e r ’ s
Gramophone.

Section 13 of
Seaman’s contract
with Berliner for-
bade him from ob-
t a i n i n g
g r a m o p h o n e s ,
g r a m o p h o n e s
goods, or parts from
anyone other than
the Berliner
Gramophone Com-
pany. However,
since the Berliner
group had never
formally recog-
nized the National
Gramophone Com-
pany/Corporation,
and had no contract
with it, National
was not constrainedAnother of Berliner’s 1899-1900 competitors: a red Vitaphone

disc.
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from obtaining the Zonophone from the
Universal Talking Machine Company.
Seaman continued to act as the link be-
tween National and Berliner, as well as
the moving spirit behind the emerging
Zonophone. Berliner’s strictly personal
contract with Seaman was proving
troublesome.

Yet a talking machine was useless with-
out records. Seaman began having an
extra hole drilled into Berliner records
he received, to accommodate the sec-
ondary pin on the Zonophone’s turn-
table. Berliner, aware of the appearance
of the Zonophone, and Seaman’s in-
volvement – however indirect – stopped
shipping supplies to Seaman, citing
Breach of Contract. This maneuver
might have been effective in a vacuum,
but the Berliner Gramophone Company

A Zonophone in everything but name: the short-lived early
1900 Universal disc.

failed to account for an archrival
waiting in the wings.

The Columbia Phonograph Com-
pany already had suits in progress
against Berliner and Seaman sepa-
rately. Once his source of Berliner
products was denied him, Seaman’s
course was clear. To begin, he ar-
ranged for the George H. Burt Com-
pany to press records; the first ones
pirated from Berliner recordings
with no company identification.
These were followed by a short-
lived line of “Universal Records.”
Then Seaman came to an under-
standing with Berliner’s most dan-
gerous rival: in April 1900, maga-
zine advertisements announced the
united interests of the National
Gramophone Corporation and the
Columbia Phonograph Company.
Before the Berliner interests had

A full-fledged Zonophone, defiantly bearing the pro-
tective shield of American Graphophone patents.
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The last gasp of the Berliner Gramophone Company: a rare
“limited use” notice in relief to the right of the spindle hole.

A similar notice in relief to the left of the spindle hole.

time to blink, the National
Gramophone Corporation (but
not Seaman) accepted a Con-
sent Decree on May 5, admit-
ting that the Berliner
Gramophone infringed the pat-
ents of the American
Graphophone and Columbia
Phonograph Companies. Ber-
liner appealed, and meanwhile
attempted to sell Gramophones
and records on its own. For a
matter of a few weeks,
Gramophones were sold in lim-
ited locales with celluloid
plates on their cabinets marked
“The Berliner Gramophone
Company” with no mention of
the National Gramophone Cor-
poration. Additionally, Berliner
attempted to deprive the
Zonophone (and another com-

petitor: Albert T. Armstrong’s
Vitaphone) of records by add-
ing a “limited use” notice in the
label area of its discs: “This
Record Is Licensed For Use
Only On The Berliner
Gramophone.” But unfortu-
nately for Berliner, Seaman now
had a line of Zonophone
Records being pressed by the
Burt Company, each featuring
a shield design denoting the
protection afforded by the Co-
lumbia patents. Columbia’s
large dealer network began sell-
ing Zonophone merchandise in
addition to the shops already al-
lied to the National
Gramophone Corporation.

The final blow fell on June 25,
1900, when a perpetual injunc-
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 like artifacts that tell a story. They don’t necessarily
need to be related to talking machines for me to en-

One Collector’s Perspective
by George F. Paul

I
joy them, as long as they relate some event(s) from the
past. Few artifacts can speak so eloquently – in this case
to the early disc talking machine industry – as the disc
records of the various companies that populated the
1899-1900 years. I’m not talking about playing them.
Just look at them.

Naturally, an observer must be aware of the general
events that occurred during the period in question, as
briefly outlined in the accompanying article, to deci-
pher and appreciate what the early discs convey. To ex-
amine a disc record which is unmarked except for a title
and what is obviously a Berliner catalogue number, is
to be transported back to a desperate time; when Frank
Seaman was trying to salvage his talking machine en-
terprise with such stopgap measures until George H. Burt
could supply records in number. Even a typical Berliner
record, when found with an additional aperture for a
Zonophone turntable pin, speaks of intrigue. Those discs
were deliberately modified for a non-Berliner product,
and the Philadelphia executives certainly must have been
outraged when they learned of it. Judging by the num-
bers of surviving examples, the practice either persisted
for some time, or a large existing inventory was con-
verted en masse. On the other hand, the rarity of Ber-
liner records bearing the warning “This Record Is Li-
censed For Use Only On The Berliner Gramophone” is
testament to the small number of discs the parent com-
pany was able to retail in its final days. It also suggests
a forlorn naiveté; after all, how could such a restriction
possibly be enforced? One gets the feeling that the Ber-
liner management was a school of rather sanguine tuna,
swimming in a sea full of sharks.

The end of the Berliner Gramophone in America was
swift and sure. The artifacts of the time, like those from
other lost causes, evoke a drama and romance that ri-
vals the best fiction. Even without lowering a needle to
them, these early discs tell a fascinating story.

tion was granted which virtu-
ally ended Berliner’s opera-
tions in the United States. It
was the first of the original
major talking machine enter-
prises to fall. In the void, the
Zonophone would sell well for
another year, until Columbia
introduced its own Disc
Graphophones, withdrawing
its support for Zonophone and
allowing the National
Gramophone Corporation to
wither. Eldridge Johnson, pay-
ing the piper for Berliner’s
short-sighted favoritism,
would manage to form a retail
operation – thanks largely to
Leon Douglass. The resulting
offspring of the old Berliner
operation would shortly be-
come known as the Victor
Talking Machine Company,
and would eventually fulfill the
prophesy that “The first [Ber-
liner] shall be last and the last
[Victor] shall be first.”

Over a century has passed
since those momentous events
of 1900. The turn of the cen-
tury indeed brought major
changes to the talking machine
industry that had sprouted dur-
ing the 1890s. A newer, more
modern era began in the wake
of that mighty portal, leaving
behind only the quaint detritus
of the nineteenth century.

George Paul welcomes com-
ment and suggestions at
gpaul2000@aol.com, (585)
658-9001, or 126 South Main
Street, Mt. Morris, NY 14510.
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n the roaring twen-
ties, there was an

Ruth Etting: The Sweetheart of Song
by  Charles Marowitz

I
inescapable connection
between gangsterism
and show business. Al
Capone, Bugs Moran,
Dutch Schultz and
John Dillinger were
riding high and gang ri-
valry, sometimes esca-
lating into gang-war-
fare, was rife.

Legitimate theatre,
vaudeville and particu-
larly clubs where boot-
legged liquor was sold,
were obvious marks
for criminals. Headlin-
ers and hoodlums often
inhabited the same
venues and liaisons de-
veloped. Fanny Brice
fell in love with the
confidence trickster
Nicky Arnstein. Jimmy
Durante’s Club Durant
was financed by the
mob and so, it is al-
leged, was Texas
Guinan’s various
speakeasies. Ruby
Keeler, early in her ca-
reer, was a dancer at
one of them and, before
being plucked out by
Al Jolson, was the consort of the mobster Johnny
‘Irish’ Costello. And so it is not surprising that
when Moe (The Gimp) Snyder clapped eyes on
the spot-lit loveliness of Ruth Etting singing at
Chicago’s Marigold Club, he was immediately
smitten.

What is a little surprising is that despite manipu-
lation and physical abuse, their marriage endured
for two decades. By 1937, she had finally had
enough and filed for divorce. But that wasn’t the
end of Moe Snyder in her life. When Ruth began a
serious relationship with her accompanist Myrl

A very provocative Ruth Etting as photographed by Florenz Ziegfeld’s
official photographer, Alfred Cheney Johnston, in 1929.
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Alderman, Snyder, in a jealous rage, shot and
wounded the pianist. The trial lasted a lurid and
sensationalized four months with Ruth being de-
scribed by the Los Angelese Examiner as ‘the little
lady’, Snyder ‘the Gimp’, Alderman, ‘the piano
player’  and the murder weapon as ‘the equalizer’
It had all the morbid fascination of the O.J.
Simpson saga – except that this spectacle had two
major celebrities to ogle. Snyder was convicted
and sentenced to prison. When his case came up
for appeal, neither Etting nor Alderman appeared
and so ‘the Gimp’ was released after serving only
a year. The scandal virtually destroyed Etting’s ca-
reer although there was a vain attempt at a come-
back after the Second World War.

That is the tabloid version of Ruth Etting’s life,
but it doesn’t begin to delineate either her unique-
ness or her amazing accomplishments.

Born in David City, Nebraska in 1897, Ruth left
home at seventeen to pursue an art career in Chi-
cago. She wanted to be a clothes-designer and was
working at that trade in the Marigold Club when
she was abruptly thrust into a floor-show that sud-
denly needed a cast replacement. From here, she
graduated into the chorus and by 1918 was a fea-
tured singer at the Club. She was discovered there
in 1926 by a record company executive and im-
mediately signed to an exclusive contract with
Columbia Records. All the top people at Colum-
bia were aware that they had  ‘something special’.
In 1926, she was making her vaudeville premiere
at the Paramount Theatre singing with the Paul
Whiteman Orchestra.

In 1927, Irving Berlin recommended her to
Ziegfeld, who was assembling the Follies of 1927.
Ziegfeld, mindful of his priorities, first inspected
her legs before listening to her sing then gave her
the nod. Two years later she starred with Eddie
Cantor in “Whoopee”, one of Ziegfeld’s and
Cantor’s greatest Broadway hits. It was here that
she introduced “Love Me Or Leave Me” which
would be permanently identified with her and be-
came one of her most popular recordings. One year
later, she was working with another top-flight co-

median, Ed Wynn, in “Simple Simon” and here
she introduced Rodgers & Hart’s “Ten Cents A
Dance”, a song about hired young ladies being
crudely exploited by callous men that, propheti-
cally, was to reverberate in her life a decade later.
She soon became nationally known as “America’s
Sweetheart of Song”.

Her movie career was short-lived primarily be-
cause she was not much of an actress. Although,
regarding this disability, she was once quoted as
saying: “I always thought I might have made it,
but they could only see me as a voice. If they had
given me some training, I wasn’t stupid, I might
have made it. There were lots of pretty young things
in movies who weren’t actresses and who made it
big.” Although the last statement is unquestion-
ably true, the degree of Ettings’ shortcomings in
this area is embarrassingly apparent in the thirty-
some shorts she made for Paramount and Warner
Brothers between l928 and l936 where one silently
pines for her to stop acting and begin singing. That
was the curious irony about Etting. Despite her
lack of acting ability, she was persuasive, and even
riveting, when she enveloped herself in the moods
of her torch songs. Her three feature films were
“Roman Scandals” (1933) with Eddie Cantor
(where in one number she has false blonde locks
that run almost from her head to her ankles), “Hips,
Hips Hooray’ (1934) and “Gift of Gab” (1934).
Some of her most productive years were spent in
radio on popular shows like ‘The Chase & Sanborn
Hour’ being backed by some of the finest musi-
cians of the 1930s.

In l954, the story of Snyder and Etting was turned
into a film entitled “Love Me or Leave Me”. Due
largely to the talents of James Cagney and Doris
Day, it was a rather compelling exaggeration of
the Etting-Snyder imbroglio. Day wisely makes
no effort to recreate Etting’s incomparable sing-
ing-style, but her own vocal talents serve Etting’s
material admirably in period songs such as “Love
Me Or Leave Me”, “Sam, The Old Accordion
Man”, “Love For Sale”, “Mean To Me” and “It
All Depends On You”. There are those who dis-
parage the film for being ‘hokey’ and exaggerated,
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but the fact is there is no way of verifying the facts
of that curious twenty year relationship so it can’t
be faulted on grounds of veracity and, remote from
the originals as the characterizations of Etting and
Snyder may be, they are both convincingly acted.
And besides, Hollywood’s raison d’etre in its bio-
pics is always to overdramatize the lives of mun-
dane, sometimes exceptional, people. At least in
this instance, a good deal of the appropriate music
is preserved.

At the start of her career, Etting looked like
Goldilocks, an innocent teenager untutored in the
ways of the world - but when she sang it conjured

up a woman who had been through
the mill, abandoned by lovers and
pining for a happiness that was al-
ways just out of her reach. In those
early recordings, that high, limpid,
treble voice is unmistakable. No
one ever quite sounded like Ruth
Etting and no one could ever du-
plicate her phrasing. A frequent
characteristic was to divide quar-
ter-notes into triplets so that cer-
tain key words sounded as if they
had been slightly bent out of shape.
It gave a certain retardation to
simple musical phrases which
sometimes made them sound over-
elaborate and, at other times, re-
freshingly unexpected.

In the middle of her rendition of
“Shakin’ The Blues Away”, she
suddenly inserts a mournful ver-
sion of the Negro spiritual “Every-
one Singin’ ‘Bout Heaven Ain’ t
Goin’ There” which dramatically
contrasts with the body of Irving
Berlin’s defiant anti-blues song. In
her version of “Tormented”, she
intrudes a chorus of ”Stormy
Weather” as if to illustrate the
depth of her downcast state, and
then returns to the original lyric.
Her trademark was suddenly

switching tempi in the middle of a song and then
returning to the original beat. It tended to suggest
that behind all her slow and languid moods, there
was a frantic tom-tom of emotion which occasion-
ally broke through. Given the stresses of her life,
that was entirely understandable.

Etting was blessed in her early collaborations at
Columbia Records by being teamed with Rube
Bloom, one of the most legendary and versatile
pianists of the 20s, a musician who played with
top dance bands, jazz combos as well as being a
singer himself. As the musicologist John
McAndrew noted: “To this day you will not find a

Ruth Etting in the Broadway show “Whoopee” in 1929
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more satisfactory blending of popular voice and
piano than the Etting-Bloom pressings.” Their
version of “At Sundown” opened up an entirely
new vista on Walter Donaldson’s standard stress-
ing the mirthfulness of being in love rather than
its somber melancholy. When she was freshest and
most bubbly, she was singing with Abe Lyman’s
orchestra and eventually her sidemen would in-
clude Joe Venuti, Eddie Lang and the Dorsey
Brothers. With Bloom she produced some of her
finest work including “Sam, The Old Accordion
Man”, “Love Me or Leave Me”, and “Out In The
Cold Again” (written by Bloom though not re-
corded with him.) One of the songs most associ-

ated with her early years was “Shine On Harvest
Moon” which she successfully revived twenty
years after Nora Bayes and Jack Norworth first
introduced it in the Ziegfeld Follies.

In the second phase of her career, in the md-40s,
when she was making a comeback and singing with
Rudy Vallee on radio and on her own show on
WHN, the Goldilocks quality had evaporated and
there was a new, mature timbre to the voice. Ironi-
cally, when her instrument was most suited to torch
songs, she tended to concentrate more on upbeat
novelty numbers, dreamy standards and only oc-
casional reprises of her former hits – as if she didn’t

want to revisit that earlier
Ruth Etting. Eventually, she
and her accompanist-hus-
band Myrl Alderman retired
for good to a farmhouse in
Colorado Springs. During
her first retirement in 1936
before the scandal broke, she
had been quoted as saying
“there wasn’t much satisfac-
tion in singing into a micro-
phone”, that “the stage had
lost its glamour when
Ziegfeld died” and she
“didn’ t think much of pic-
tures.” After her failed come-
back, she didn’t say much of
anything to anyone but sim-
ply repaired to the wide open
spaces where she had been
brought up and passed qui-
etly into an untroubled rus-
ticity. She died on September
24th 1978 at the age of
eighty-one. As with John
Brown’s Body, and thanks to
records, CDs and film-clips,
her ‘soul goes marching on’.

Charles Marowitz is a stage
director, author, critic and
avid collector of 78 rpm
records.
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The Louis Glass Spring Motor
by Ray Phillips

ouis Glass, besides being General Manager
of the Pacific Phonograph Company, was anL

inventor in his own right. “Fr om Tinfoil to Ste-
reo” by Oliver Read and Walter Welch tells of his
equipping “one of his electric-motor-operated
Edisons with a nickel-in-the-slot operating device
so that it could be used as an entertainment ma-
chines. On November 23, 1889 he installed his
device in the Palais Royal Saloon in San Francisco,
equipped with four listening tubes and a coin slot
of each tube.” Soon he produced twelve more
machines and applied for a patent. In another place

Glass is quoted as saying that, for the Pacific Pho-
nograph Company, his coin-ops provided the only
profit! It is no wonder that his machines produced
a profit when you realize that with four eartubes
requiring a nickel apiece his machines could pro-
duce as much as twenty cents for each record
played, rather than only a nickel!

But this was not Glass’s only invention. The letter
shown here praises the operation of Edison’s
treadle-operated phonograph, but Glass soon re-
alizes that it could be improved upon, and invented
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and manufactured the spring motor shown above.
His patent was applied for on February 15, 1894
and granted March 12, 1895. It was unusual in that
it had a vertical governor, a horizontal spring, and
a crank that projected out from the front of the
cabinet. Not visible in the photograph is the hole
in the front of the cabinet. The spring motor and
its cabinet sold for $50, with instructions that the
purchaser could, by removing two screws, take off
the phonograph portion of his electric/treadle/wa-
ter-powered machines and fasten his phonograph
onto the new spring motor. I seem to remember
reading that he also supplied a spring motor with
its bedplate adapted to fit a Graphophone “works.”

Glass’s spring motor preceded Edison’s use of a
spring motor invented by Frank Capps, which was

used by Edison on several models of his phono-
graphs, such as the Triumph. Allen Koenigsberg,
who helped me with some of the above, wonders
why Edison (as he and Glass were acquainted) did
not use Glass’s motor. If you compare the two, the
answer may be obvious. Glass’s motor is large
clumsy, and quite noisy, while Capps’ motor is
smooth-running and remarkably quiet.

The nickeled plate on the front of the phonograph
says that it was not to be sold in the state of New
Jersey. The North American Phonograph Co., of
which the Jesse H. Lippincott mentioned in the
letter was now the owner, by the way, had divided
the country into 30 territories and the licensees (of
which Pacific Phonograph Co. was one) were not
to sell in each other’s territories.
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ecently, Mr.Wayne Holznagel, a
friend and phonograph collector from

Navajo Indian Songs
The Story of Edison Blue Amberol #2451

by Scott Malawski

South Dakota and member of the Wiscon-
sin chapter of MAPS purchased a vintage
French publication on eBay called Le Petit
Journal, published in 1913. It was the cover
which initially piqued my interest because
it contained an artist’s color rendition of a
recording session with two “white men”
operating a cylinder phonograph and Na-
tive Americans recording their voices into
a horn. The related article was written in
French so I could not fully grasp the con-
text. However, I recognized the name “M.
Geoffrey O’Hara” which made me remem-
ber Edison Blue Amberol #2451 titled “Na-
vajo Indian Songs – O’Hara” in my collec-
tion. I asked myself, “Could this be the
same O’Hara?” Upon doing further re-
search, I was excited to learn yes indeed, it
is the same man.

René Rondeau has kindly provided the
translation of the original French article
into English, which I have reproduced here:

EXPLANATION OF OUR ENGRAVINGS:
THE REDSKINS AND THE PHONO-
GRAPH

Everyone knows how quickly the last races of the
primitive inhabitants of North America are disap-
pearing. Within a century, perhaps, there
will be no more redskins in the United States.

This disappearance is unavoidable. This is why,
before it becomes accomplished fact, the Ameri-
can government is taking the effort to collect all
the materials, which will permit future scholars
to study these people.

Thus, the Secretary of the Interior in Washington
chose Mr. Geoffrey O’Hara to collect the songs
and music of the indigenous tribes of the
United States. These songs are, it appears, highly
original.

Therefore Mr. O’Hara has arranged to record into
a “talking machine” the principal songs of the
tribes, which still exist. He began with the tribe of
the Blackfeet who are encamped in the Glacial
National Park, in the state of Montana.

Three of the principal chiefs: “Medicine Bull,”

R
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“Sleeps Long Time,” and “Big Top,” were brought
to New York where they were invited by Mr. O’Hara
to sing into a precision phonograph.

”The Indians,” we read in Musical America,
”could only with difficulty understand how, in sing-
ing into a sort of funnel, one could possibly
harvest the sound of their voices. A few minutes
after they had recorded their first song the ma-
chine was started up. The magic of the operation
left them stupefied. They declared that it was the
most extraordinary marvel of any they had seen
in the Empire City.”

For centuries tribes of Native Americans were
spread over North America, including the Antarc-
tic. During the mid-19th century, Native
Americans began to feel the push of the “white
man” as Americans desired to expand westward.
The major catalyst for this westward expansion of
the United States and the demise of the Native
Americans was the Louisiana Purchase in 1803.
With the acquisition of this new territory, the size
of America nearly doubled. Meriwether Lewis and
William Clark led a small expeditionary group
called the Corps of Discovery into the territory.
This expedition fueled a ‘Manifest Destiny’, which
declared it was “our nation’s right” to own all the

land from the Atlantic to the Pacific coasts.

The Indian wars of the 1880s and 1890s were re-
ally the end of widespread Native American cul-
ture. Where once powerful tribes roamed the coun-
try, they were now forced to live on reservations.
They were no longer free to practice their culture
and traditions as the “white man” now had control
of the land. Pockets of Native American culture
still exist, but the average American today either
needs to visit a reservation or a museum to experi-
ence the sights and sounds of Native American
culture.

After the first decade of the 20th century, the
American Government realized it must capture
Native American songs and traditions or all could
be lost to history. In 1913, Geoffrey O’Hara, a re-
cording pioneer, was asked by the Government to
lead such a project.

So what images come to mind when we think of
Native Americans? Most of us have seen “glori-
fied” photos and films which often dramatize them
as warriors on the hunt with bows and arrows,
chiefs endowed with feather headdresses on horse-
back, or thousands of bison roaming the Great
Plains. We have heard their music and chants on
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television or the movies, which sound
like random noises to our ears. What
do  we really know about Native
Americans and their music? Listen-
ing to Edison Blue Amberol #2451,
O’Hara will teach us fact from fic-
tion. For example their chants and
songs are actually quite complex and
never deviate from the original struc-
tured language and meaning.

Geoffrey O’Hara was born in 1882 in
Chatham, Ontario, Canada. In 1904,
at the age of 21, O’Hara immigrated
to the United States (he became an
American citizen in 1919) and had a
long career as a songwriter, composer,
singer, teacher, lecturer, army singing
instructor, ethnomusicologist, pianist
and guild organizer. In 1904, he
worked as a blackface minstrel tour-
ing the country. He also performed in
vaudeville and traveling tent shows.

The very next year he worked for the Edison Com-
pany and recorded vocal quartets. According to The
Virtual Gramophone, a Canadian internet publi-
cation, “in 1913, the American government, pre-
sumably impressed with O’Hara’s ability to lead
audiences in singing, appointed him to the posi-
tion of instructor in American Indian music. In this
capacity, he recorded American Indians singing
their traditional songs, thus taking his place among
the early ethnomusicologists who collected folk
songs on wax cylinders. On later recordings for
Victor and Edison, O’Hara sang several of the
Navajo songs he had collected.” It is from these
Navajo recording sessions on July 25, 1914 that
Edison Blue Amberol #2451 was made and re-
leased to the public in November 1914.

I have had Edison Blue Amberol #2451 in my col-
lection for 5 years, but only recently discovered
the story behind the recording. Overall, this
newfound information adds so much more histori-
cal value and appreciation. This is one cylinder
record for everyone’s collection.
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round the turn of the last century, phonograph
technology development was in high gear. Re-

Glass Phonograph Horns
by Scott Colgrove

A
cent developments included molded cylinders,
Dupliphone attachments, Polyphone and Bettini
attachments, repeater attachments, volume con-
trols, oils and powders
(whose effectiveness
could be argued), just to
name a few.

One of the more utilitar-
ian developments in-
volved phonograph
horns. The days of listen-
ing tubes were quickly
coming to an end. Horns
were replacing tubes in
nearly all applications
with the notable excep-
tion of the coin-op pho-
nograph parlors. Accord-
ing to “Antique Phono-
graph Accessories and
Contraptions” by Tim
Fabrizio and George
Paul, talking machine
horns were one of the
most widely manufac-
tured aftermarket items
during this period.

By 1900 horns were being offered in familiar brass,
zinc, aluminum, papier-mâché and tin-steel varia-
tions. But for a short time (1899-1903) horns were
also offered in glass.

According to March 1899 issue of The Phono-
scope, F.M. Prescott had recently shown “some
beautiful glass horns which he imported from
Paris. Mr. Prescott expects to take up the manu-
facture of glass horns in the near future for use
with all talking machines. Their acoustic proper-

ties are marvelous, a small glass horn giving bet-
ter results than large brass horns.”

This claim was repeated and expanded upon in a
May 1900 issue of The Phonoscope: “Glass horns

are the latest and best
for all talking-ma-
chines. The acoustic
properties are wonder-
ful. The tone has a pure,
full ring of immense
volume and true as the
natural. A small glass
horn of 18 in. will re-
produce as loudly as a
56 in. brass horn.....
They do not hide the
machine…... They do
not easily break and
stand transportation.
They are more easily
kept clean than the
metal ones, it only be-
ing necessary to wash
them; they never be-
come dented or out of
shape.”

The only claim to be
believed is that they

were easy to clean and never became dented (al-
though I am certain they shattered on occasion).

The origins of these glass horns were France,
though it is thought that La Cristallerie du Val Saint
Lambert in Belgium may have made crystal horns
as well. Glass horns were offered for sale in the
United States through distributors that included
Hawthorne & Sheble, F.M. Prescott and Pathé.
There is no evidence that Mr. Prescott, nor any
other US company, manufactured glass horns here.

Pathé “Gaulois” with crystal horn. (Cour-
tesy Jalal Aro, www.phonogalerie.com)
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Pathé offered glass horns in a vari-
ety of styles and lots of choices in-
cluding twisted or straight, i r i -
descent, white (transparent) or white
with gold (or painted) decorations.
There were four sizes of each of-
fered: 17, 19, 23 and 30cm in di-
ameter.

Hawthorne & Sheble offered glass
horns in either scalloped or straight
shapes. Color options are uncertain
yet white (transparent) or white with
gold (or painted) decorations were
apparently available. Exact dimen-
sions of H&S horns have not been
identified though likely to be simi-
lar to the F.M. Prescott offerings
listed below.

F.M. Prescott sold glass horns in a
variety of styles and choices as well,
such as straight, fluted or scalloped,
in clear, ruby, green, blue or clear
glass with hand painted decorated
bell. Two sizes were offered: 9x14”
or 10x19”.

Note that stated sizes were only an
estimate. There were great varia-
tions in size, weight, form and qual-
ity since each horn was hand-blown.

Known reproduction glass horns

As collectors we are all wary of un-
knowingly purchasing reproduction
parts, machines, accessories, horns,
etc. To avoid such a purchase it is
advisable to be aware if reproduc-
tions exist and to known their unique
characteristics. Studying original ex-
amples is usually the best practice.
While there are a few original glass
horns remaining to study today there
have been several documented
sources of reproduction glass horns
which are identifiable.  The follow-

Early engraving showing an array of glass horns of-
fered by Hawthorne & Sheble.

Glass horns offered by Pathé in their 1902 English catalog.
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ing is a list of those known reproduc-
tions:

- Venice, Italy ca. 1961 (Ray Phillips) -
much heavier than originals, glass very
thick, shaped like a large spun aluminum
horn, continuous tapered from bell to
end, reproducer end tapered down to a
too-narrow end, smooth clear glass. A
total of six were hand blown in Venice,
Italy. The original ad for Mr. Phillips’
horns is quite interesting:

Glass Phonograph Horn! These
are reproductions I had hand blown for
me in Venice, Italy. They are authentic,
since the Paris museum shows one on a
phonograph; the Talking Machine Co.,
Chicago advertised them for sale c.
1898-1900; and an Ohio collector tells
me that he has one. These are about 11”
across the bell and about 15” long.

It is obvious that in 1961 there was much
doubt in the collecting community
whether a glass horn had existed. Three examples
were provided apparently to prove their existence.
This advertisement sounds more like a justifica-
tion than a sales promotion!

--  Eastern France ca approx. 1980 (unknown
manufacturer) – small run of horns made to order.
All horns were smooth, straight, clear glass only.
One known example is a very large horn displayed
on a Pathé Stentor in Belgium. Dimensions and
details are unknown.

--  Midlands, Great Britain ca approx. 1985 (un-
known manufacturer) – approximately 15 horns
were made. All were smooth, straight and clear.
Reproducer ends are ground glass. Hanger hole is
blown, not drilled. Hanger hole is ¾” from the rim.
Approximate dimensions: 8” (bell diameter) x 10”
(horn length).

--  France ca. 1999 (unknown manufacturer) – all
were smooth, straight and clear horns. Approxi-

mate dimensions and details are unknown.

--  USA ca. 2002 (Paul Baker) – Possibly the larg-
est run of reproduction glass horns. Ninety-four
horns were manufactured in two styles (each style
was a different size) and six colors. These horns
differ from the originals most obviously in the po-
sition of the hanger. Baker mounted the hanger hole
2.5” from the horn rim for the smaller horns and
3” on the larger horns. Original Pathé horns (8.5”
x 10” examples) placed the hanger hole approx.
¾” from the rim. In addition Baker horns add a
metal ferrule to connect to the reproducer while
original horns typically terminate in ground glass
and are connected only through a rubber connec-
tor. (There are drawings in catalogs of original glass
horns that had metal ferrules but they are uncom-
mon.) The colored horns are approximately 10” x
12” while the straight clear horns are approxi-
mately 10.5” x 17.5”, but both are subject to con-
siderable variation.

Hawthorne & Sheble clear glass horn with straight
sides. (Jean-Paul Agnard collection, reprinted
with permission from “Gadgets, Gizmos, & Gim-
micks” by Tim Fabrizio and George Paul.)
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This is most likely not a complete list! The author
would welcome any additional information.

Reproduction or Original

Most (if not all) original glass horns were crystal
while reproductions were almost always glass. The
difference lies in the presence of lead oxide. Lead
oxide gives plain glass certain characteristics that
make it particularly interesting. Lead oxide in-
creases the density of glass and consequently
greatly increases its strength and refraction index.
This kind of glass approaches the optical proper-
ties of diamonds: light that passes through it are
refracted more than normal glass thus giving it a
particular brilliance typical of lead crystal. A higher
content of lead oxide also adds an iridescent color
to glass. The greater the content of lead oxide the
greater its effect. With close collaboration between
chemist and glassblower a clear, transparent, bril-
liant and stable material was also possible

“Full lead crystal” is defined as having a minimum
of 24% lead oxide (33% is not uncommon in qual-
ity crystal) while “crystal” is glass with any amount
of lead oxide less than 24%. Phonograph horns
were not full lead crystal.

To date only a very few reproduction horns were
made using leaded glass. Those known were made

by Paul Baker and the numbers were limited to 6
or 7 according to Mr. Baker.

A quick way to check if your horn is crystal (origi-
nal) or glass (reproduction) is to tap the edge of
the horn bell with your fingernail. An original crys-
tal horn will ring distinctly (echoing chime). A re-
production glass horn will sound more like a dull
thump. The difference is obvious.

The making of a glass horn

According to Paul Baker, there were two skilled
artisans used each having a particular skill to ac-
complish the final shape. The method used was
identical to that of the 1900 era horns. The artist’s
objective was to create horns as thin as possible
which is an extremely difficult objective. Only
about 2% of the Baker horns met the stated objec-
tive of “Premium Quality”. Many of the horns were
destroyed during production as there were a myriad
of things that can and do go wrong in the process.
After being formed they must be annealed for 11-
12 hours in an oven. This process strengthens and
stabilizes the glass. After annealing, the reproducer
end of the horn is trimmed and ground as well as a
hole drilled with a diamond drill for the horn
hanger. Finally the horn was fitted with a metal
connector which connects to the reproducer. Since
the reproducer end of the horn is not uniform in

Crystal horn with original carrying case. (Courtesy Julien Anton.)
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size (on a hand blown horn) adding the metal con-
nector was often a chore. Most of the loss was re-
alized during the blowing, turning and cooling
process.

The end of glass horn production

Glass horn production ended in 1903. While no
definitive reason can be identified there are sev-
eral likely explanations, some of which were du-
plicated by the Paul Baker horn experience. Ac-
cording to George Paul there were several possible
causes. Chief amongst them was they would have
been relatively heavy ($$) to ship as compared to
steel or brass horns and some of them must have
broken during transit (more $$).  Another reason
may have been that the process was labor-inten-
sive, quickly tiring the artisans who made them.
Was it the drudgery of creating a rather unimagi-
native, redundant product? Was it the economics
of manufacturing or shipping? Or was there a lack
of public acceptance?

It is doubtful that there was a lack of public accep-

tance based upon the volume of European and US
advertising and catalog offerings. It is likely that
the economics of manufacturing and distribution
were the cause of the glass horns demise.

Where are they now?

There are very few original glass horns in
collector’s hands today, particularly in the US. No
comprehensive census of these horns has been at-
tempted thus the total number of remaining origi-
nal glass horns is unknown. It is safe to say they
are rare. The likely reason for this is obvious:
breakage. All of these horns were manufactured
in Europe in the early part of the 20th century. Based
upon Ray Phillip’s ad of 1961 few glass horns had
yet made it to the US. Therefore these delicate
horns were mostly kept in Europe where they had
to survive a tumultuous century including two
World Wars.

Fortunately dedicated collectors and talented arti-
sans teamed up to create stunning reproductions
which offer a beautiful alternative to a much more

costly original -- easily 10 to 20 times more
costly. Many of these reproductions are to-
day on display in some of the world’s fin-
est collections.

The author would like to thank:

George Paul for his assistance and The
Phonoscope articles.

Julien Anton and Phillipe LeRay for
identification of European reproduction
horn manufacturers and for providing cop-
ies of original French advertisements.

René Rondeau for his additional informa-
tion, assistance and French translations.

Please email any comments, corrections
etc. to scott@alumni.calpoly.edu.The earliest Girard “Menestrel” (made by Pathé)

was sold only with a crystal horn, as seen in this
1900 advertisement.
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THE ALBERT SCHLAFMANN MUSEUM EST ATE
OF TURTLE LAKE, ND

PRESENTED BY PRESTON EVANS (OPPORTUNI-
TIES AUCTION) IN ALCESTER, SD

THE AUCTION DATE FOR THE NEXT
OPPORTUNITIES SALE IS SET  FOR

FRIDAY JUNE 16 AND SATURDAY JUNE 17, 2006

Located 45 miles North of Sioux City, IA and 45 Miles South of Sioux Falls,
South Dakota off I-29 at Beresford, S.D. exit.

(convenient Super 8 motel at exit - 12 miles from auction)
(Preview - Thurs. JUN. 15th, 3:30 to 7:30 p.m., Doors open 8:30 a.m. day of

auction - auction starts @ 9:30 a.m. both days)

At least 30 phonographs will be sold, including Edison Opera, Victor VI, Kalamazoo
Duplex, Regina Hexaphone, and many other rarities. In addtion the collection cov-
ers a gamut of top-of-the-line musical collectibles, including a 27” Regina changer,
a 15-1/2” Regina changer and many other musical boxes, plus a superb group of
restored and unrestored Nickelodeans and jukeboxes.

Our large catalog/brochure is $10.00. It is in full color and it covers our recent
Georgia auction as well as pertinent information to our June 16 and June 17 auction
in Alcester, South Dakota. Remit $10.00 to Preston Evans, 31 Redbud Trl., Newnan,
Ga. 30263 and your catalog will be mailed immediately .

WE SUGGEST YOU BE PRESENT AT THIS AUCTION. PHONE SERVICE IS
NOT GUARANTEED.

WATCH OUR WEB SITE FOR IMPORTANT UPDATES IN THE NEXT FEW
WEEKS: www.prestonopportunities.com.
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The Sound BoxThe Sound BoxThe Sound BoxThe Sound BoxThe Sound Box
Full Page: $70
Half Page: $35
Quarter Page: $20
Eighth Page: $10

Submit ads to P.O. Box 391, Corte Madera,
CA 94976 - antiquephono@aol.com

Display Advertising Rates
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Cylinder & Disc
Phonographs
Bought, Sold

Repaired & Parts

56 Church Hill Road
Waterford, NY 12188

Phone (518) 371-8549

1
2

/0
6

The Antique Phonograph Supply Co.
PO. BOX 123 - ROUTE 23 - DAVENPORT CENTER, NEW YORK 13751

TELEPHONE 607-278-6218
FAX 607-278-5136

COMPLETE SUPPLY CATALOG
SEND $4 OR AT www.antiquephono.comSEND $4 OR AT www.antiquephono.comSEND $4 OR AT www.antiquephono.comSEND $4 OR AT www.antiquephono.comSEND $4 OR AT www.antiquephono.com

COMPLETE REBUILDING FOR
PHONOGRAPHS & MUSIC BOX MOVEMENTS

FEATURING:

ULTRA-SONIC CLEANING
LACQUERING

REBUSHING

MAIN SPRINGS
MOTOR PARTS
SOUND BOXES
HORNS
DECALS

STEEL NEEDLES
RECORD SLEEVES
LITERATURE
REFINISHING SUPPLIES
ACCESSORIES

MACHINE SHOP ON PREMISES
CUSTOM-MADE AND INSTALLED

MAINSPRINGS
FOR PHONOGRAPHS AND MUSIC BOXES

MAKERS OF
QUALITY MAINSPRINGS

STEEL NEEDLES
100 PER PACK                         (+P&H)
   100..................$5.00.................(2.00)
    500................$16.50.................(3.50)
1,000................$25.00.................(4.00)
5,000..............$100.00..............(13.00)

LOUD &/or SOFT T ONE
DENNIS AND PATTI VALENTE
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CD and DVD ENTERTAINMENT  from CAPS!

Celebrating the 100-year love affair between the
automobile and music, this CD contains 21 of the
rar est and most sought-after automobile record-
ings from 1903 to 1928, transcribed from the origi-
nal cylinders and discs.

Songs include such classics as “Reuben Haskins
Rides a Cyclone Auto,” “Gasoline Gus and the Jitney Bus,” “Little Old Ford
Rambled Right Along,” “In My Merry Oldsmobile,” “Henry’s Made a Lady Out of
Lizzie” and many, many more.

Send check or money order to:
CAPS, P.O. Box 169, Victorville, CA 92393

 ONLY $12 Postpaid!

AUTOMOBILE MUSIC CD!

DR. DEMENTO DVD!
In association with member Peter Liebert, CAPS
has produced a DVD of Dr. Demento’s (a.k.a.
Barr y Hansen) presentation at the 2005 CAPS
Banquet.  The “Doctor”, attir ed in his trademark
top hat and tails, shares with us the stories be-
hind his nationally syndicated “The Dr. Demento
Show”, including a number of his greatest dis-
coveries and plays for us 16 “demented” and co-
medic selections transcribed from original cylinders and 78 rpm discs.  Among
them:  “Edison Invents the Phonograph”, “Belvedere Cruising” (‘W eird’  Al
Yankovic’s first song), “Uncle Josh and the Labor Union”, “Destruction of San
Francisco”, “Banana Oil”,  “The Gay Parade”, “The Darkey and the Boys” and
his trademark “Pico and Sepulveda”.   “Shaving Cream” is performed live.

 plus $2.00 for shipping (regardless of number ordered)

Only $20.00!
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