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CARUSO'S CORTEMPORKRIES

e
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MELBA

OPERA STARS of vesterday are heard in new “Treasury of Im-
mortal Performances” albums,  Artist= shown here. plns several
others, sing in 2 albums. One. eatitled “Famous Duets,” has Gluck
and Carnuso singing the Drinking Song from “La Traviata;™ Martinelli
and Journet in “Ah, Matilde, io t"amo e amore™ from “William
Tell.” Stars of the Golden Age” finds Galli-Curci singing “Sempre
libera™ from “La Traviata™ and “Song of India:” Tetrazzini in
“Pastoral” fram “Rosalinda.” For complete listing of contents of ali
new “Treasury of Immortal Performances™ albums. see page 8.

VIEWS OF CXRUSO

GUSTAVE CHARPENTIER, composer of “Louise.” had his picture
taken with Caruso. In near future costumes worn by Caruso, his music,
these photos, and other memorabilia will be exhibited in New York.

LEON ROTHIER. who was a star at the Metropalitan Opera with
Caruso, poscs with him here. Photographs of Caruso used here came
from trunks which Caruso’s widow had not opened in over thirty years.

B

MY COUSIN was the title of this silent film made by Caruso for

& Jesse L. Lasky, same producer who made “Great Caruso.” In My
Cousin”

Caruso played dual role. he was a sculptor and a singer.

BRUNO ZIRATO. who wrote the article at right and is seen in
current photo on opposite page. is shown with Caruso here. Zirato was
Caruso’s secretary from 1915 to 1921, the vear Caruso died in lialy.
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é \ Circulation Manager; Robert McCluskey, Director of RCA Victor Record Publications. RCA Victor's picTUrE Record Review is available each month at your
%28 RCA Victor record dealer or by subscription at 60c a year from: Miss Ida Marini, Circulation Manager, picTURE Record Review (2.8), RCA Victor, Camden, N. J.
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CARUSO AT 19

CARLSO AT 22

CARUSO AND FARRAR, frequent Met co-stars, appeared in
“Louise”™ in 1914, They are heard in “Famons Duet="" album and Carn<o
is also in “Stars of the Golden Age” set. In addition he's heard in ~Ca-
ruso in Opera and Song™in new “Treasury of bnmortal Performances.”

ROOLLECTIONS OF CXRUSO

07 BRURO ZIRATO

Bruno Zirato was Enrico Caruso’s secre-
tary and business manager from 1915 until
1921, when  Caruso died. Mr. Zirato's
blography of Caruso was written in col-
laboration with Pierre 17, R. Key, editor
of Musical Digest. At present Mr. Zirato
is co-manager of the Philharmonic-Sym-
phony Society of New Yorl.

I-vervone knows of Caruso as a great ~singer- ~hut how much is known
of Caruso, the man, with his big heart, his human feelings towards
people, his habits, his worries, his pleasures, his hopes—very little in-
deed. | was o fortunate as to live with him during the last seven or
eight vears of his life. and during this time (the best. | think. of his
carcer) | had the privilege of being near this outstanding man most
of the time. | had lunch and dinner with him every day. with the ex-
ception of rare invitations he had to accept. The routine of lunching
and dining during the operatic season was really interesting, in the
evening before a performance. he would vsually eat six or seven dry
hes and drink an enormous glass of magnesia. terrible stuff the
thought of which makes me sick even todav. In the beginning he
wanted me to drink the magnesia and eat the figs with him, but |
protested. | was young and ~trong and | was hungry and wanted to
cat a good, substantial meal. He finally agreed to let me hase a club
sundwich and a glass of milk. but | had to eat the figs just the ~ame!

People taday are <till wondering why Caruso asked $7.000 for each
concert. This is what happened. He did not want to ~ing concerts at
all, and he thought he would scare off the managers who were after
him by asking a sery high fee. This fee was asked first of a Mr.
Burnett who was manager of a concert series in Detroit, and when
Burnett aceepted the $7.000 Caruso exclaimed in a very loud voice,
“E pazzo”™ Clle is crazy™) . To make it more difficult. Caruso asked
to ~ing a performance of 1 Pagliacei™ instead of a regular concert
and Burnett agreed. The performance of 1 Pagliacei™ took place in
Detroit with Claudia Muzio as Nedda and Pasquale Amato as Tonio.
Thi~ ~tory is absolutely in contrast with what happened about the
Metropolitan contract, when it was time to renew it. General Man.

ager Giulio Gatti-Casazza at the time adsised me that the Metropol-
itan would he very glad to inerease the fee from $2500 10 81000, With
a great deal of diplomacy. before the arrival of Otto H. Kahn and
Gatti-Casazza at the Knickerbocker Hotel, T told Caruso of the
intention of the VMetropolitan. Caruso was silent, Kahn explained to
him that the contract wa~ the same in esery paragraph except for the
fee which was left blank for Caruso to fill in with a reasonable in-
crease. o the amazement of Kahn and Gatti-Casazza. Caruso said
that he did not think there was a singer in the world who could give
in one performance more than $2500 worth of singing, If he asked
for more, the public would find out and would want from him that
cent more of singing which he <aid he did not have! Therefore he
asked both Kahn and Gauti to teave the fee the same a< it had been,
$2500 for cach performance.

When Caruso was asked for advice about voice production and
singing in general, he would sav that ene can mmake a career with a
beautitul voice and it was not o hard to reach the top with such a
voice. but to stay there was hard indeed. He used to sav that to siay
at the top was more than hard! It was~ a sort of slavery. VMany times
he repeated that the moment he would find that his voice was deteri-
orating. he would stop singing. Although he often stated that he
would welcome constructive criticism from the newspapers because
he felt that the cvities” duty was to report to the readers whether the
performance was good or bad, ~till he could not <tand a eriticism
that wa~ not in accordance with the fact, | remember one morning
he was enraged because he felt that the night before he had sung
a very beautiful performance of “Tosca™ with Geraldine Farrar, vet
one daily printed the following: “Neither Farrar nor Carnso were
vocally at their best” | remember that he took a blue peneil and
wrote on the article in huge letters, "LIAR.” Unjust eriticism always
brought a bad reaction from him.

Last August 2nd. 1931, i1 was thirty years since hi» death, To me
it seemed yesterday. On February 230 1951 i hie had lived. he would
have celebrated his T8t birthday. He died when he was only 49,
He was without any doubt one of the most conseientions of artists,
Hi~ voice came first, regardless of anvthing else dear to him, In
fact, he used 1o say that ~incing was his life,



COLEMAN HAWKINS
plays “Crazy Rhythm™
in new “Treasury™ cet.

BUD FREEMAN

made

“The Eel™ in 39 with
his famous small group.

BEN WEBSTER
Duke's

cul

“Cottontail™

with Ellington in 1939.
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LOUIS ARMSTRONG made “Ba- BUNK JOHNSON recorded “W hen

~in Street Blues™ in "33. Disc is  the Saintz Go Marching In” in
“Great Trumper Artists”™ <et, 45, just after his come-back

TRUMPETS AND TENORS

If the work of the twelve musi-
cians pictured on this page were
arranged  chronologically.  a
eraphic picture of the develop-

whose early passing in 1931
robbed mus~ic of one of its maost
in~piring figure~. Bunny Berigan
succeeded. and was influenced

ment  of jazz would be the Iy Bix. and the link hetween 1ra-
nevitable result. Such an ar- dition and modern jazz came in
rangement  would.  and  will  the per<on of Rov Eldridge, In
please every jazz fan in the  1he “Great Tenor Sax Artis1s"

album it~ Caole
man Hawkins
who logically

country, for it
iv Jus=t this that
i~accomplished

N two o new leads the  pa-
“Treasury  of rade. Chu
Linmartal  Per Berrv, the

formaneces”" al- heauty of whose

bums. One -ei playing is

callesd “Great matehed only
Trumpet hy Hawkins
Star<.”  traces comes next and

i< lollowed bhv
Bud  Freeman.
one of the fam-
“Austin

High Gang” of
Chicago in the early thirties.
Ben Webster. famed for his
stints with Duke Ellington and
Count Basie. lead= 10 the mod-
erns. Charlie Ventura and Illi-
nois Jacquet.

jazz from Bunk
Johneon. who
plaved with
Buddy Bolden'<
legendary New
Orleans group. to be hop’s Dizzy
Gillespie. In between the most
mfluential jazz man of them all.
louis Armetrong. i- heard. Then
come~ Bix Beiderhecke. whe
opened a new era in jazz and

BEX ous

CHU BERRY, who wa- killed in auto
accident in 0. made “Sweethearts
on Parade”™ with Hampton in 1939,

CHARLIE VENTURA cot his

-«
History

start
with Gene Krupa. recorded “High on
an Open Mike” with his own groun.

recorded
37,
3 years before his untimely death.

BUNNY BERIGAN
“Frankie and Johnnie” in

ROY ELDRIDGE, who became fam-
ous with Krupa. recorded “Swing
I~ Here™ with Gene's hand in 1936.
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DIZZY GILLESPIE cut “Anthropol-
ogyv” with his small group. It’s
in “Great Trumpet Artists” set.

ILLINOIS JACQUET plavs
his own “Black Velvet”™ in
new “Tenor

Sax™ album.




While two of the ten popular “Treasury of Immortal Perform-
ances" albums are devoted to great trumpet and tenor sax
stars (opposite page) three are reserved for the work of three
clarinet artists. The first of these. in chronological order, is
Sidney Bechet, who is
cqually as well known
for his soprano sax ar-
tiztry as he is for his
clarinet plaving. Sidney
(Pop=) Bechet. like
Louis Armstrong, is in-
extricably bound to the
roots ot jazz. to the New
Orleans tradition from
which jazz sprang. Born
it New Orleans in 1897,
Bechet, before he was
sixteen. was= playing with
the stars of the period: >y
Freddy Keppard. Bunk ' d

SIDNEY BECHET iz seen here with Charlie
Shaver-, who plaved in Bechet’s band when
“I'm Coming Virginia” was< made. in 1911,

THREE CLARINETS

paper stories than anyone in contemporary music. Every detail
of his personal life was examined by the press while he was at
the peak of his popularity. vet little about his early vears is
known. Artie was born in 1910, in the poor lower east ~xide sec-
tion of New York. llis
first instrument was the
ukulele, then the sax,
which he plaved in his
first  band. which he
formed in high =chool.
\t fifteen he took his
i ? first band joh and from
" then until he becawe
Known in the trade as
the clarinet man to hire
for reconding or radio
work. he toured exten-
sivelv.  In 1935 he
formed a small group
consisting maostly of

Johnson.,  Mutt  Carey, BENNY GOODMAN TRIO, Gene Krupa. Benny. Teddy Wilson. made the dises strings.  But in  those
King Oliver and Louis. in the “Benny Goodman Trio™ “Treasury™ album from July. "35 to Dec. 36, days  of loud swing

In 1916. when the
Army closed down the Storyville section of New Orleans.
Bechet. like most of his fellow musicians. journeyed north to
Chicago. It wax here that Pops heard his first saxophone. Later.
in London. Bechet had a soprano sax made to his own s<pecifica-
tions and created the style that was to win for him the plaudits
of millions. When he returned to the U. S, in 1922, he was im-
mediately deluged with offers from every important hand. His
career from then on is comnmuon knowledge, Today Bechet spends
a good deal of his time in Paris where he is famous and eom-
fortable. His album in the “Treasury™ contains “Sweetie Dear.”
“I'm Coming Virginia.” “The Mooche.” “Strange Froit.” ~“Rosze
Room™ and “l.adv Be Good.”

The second elarinetist featured in the “Treasury™ is Benny
Gooddman. His trio, which is heard in the <ix <ided set. came
into being at a party in Mildred Bailey's home in Hollywood
in 1935, Benny and Gene Krapa, who was at the time the reg.
ular drummer in Goodman’s hig hand. met pianist Teddy
Wilson there and the three plaved together. The trio worked
out =0 well. each man providing inspiration for the other.
Benny hired Teddy Wilson and persuaded Vietor 1o hold a
recording session featuring the trio. When the record was a
sensation the Benny Goodman trie became a regular feature
of Goodman’s record and in-person appearances,

In the “Benny Goodman Trio™ album Goodman, Krupa and
Wilson aiv heard in “After You've Gone.” “Someday Sweet.
heart.” “Body and Soul.” “Nubody's Sweetheart.” “Lady Be
Good™ and “Tiger Rag.”

\rtie Shaw. whose work is eontained in the thivd “Treazary™
elarvinet album, has probably been the subject of more news-

groups= strings were not
what the fans wanted. =0 Artie formed a conventional swing
band. Great success came to Shaw on his first Bluebird session,
when he made “Begin the Beguine” and “Indian Love Call.”

Today Artie is in partial retirement. 1le’s again devoting
himself to his first love-—not the ukulele. but writing. In the
near future his
first bhook. “The
Trouble with Cin.
derella™  will De
published.

Shaw’s  “Treas-
ury’ album. en-
titled “Artie Shaw
Favorites™  con-
tains “Indian Love
Call™ “What Is
This Thing Called
Love.™ “Softly, As
in a Morning Sun-
rise.”  “Rosalie.”
“The Donkey Ser-
enade”™ and “Car-.
ioca.”

ARTIE SHAW re-
corded the sides in
hiv  “Treasnry™  al-
bum in 38 and ‘39,




My 19 Years at the Met

\

BY ROSA PONSELLE

As told to Weldon W allace, of the Baltimore Sun

For days before every opera | alwavs went through agonies and
would think. “I ecan’t make it; I'm dying.” Caruso was the same
wav. He would pace the floor and say. *this is my last vear.” He
was alwayvs resigning.

And | found it got worse with each new undertaking., each new
success, for the responsibility became greater. I'll never know how
I lived through my début with Caruso in “Forza del destino.” Be-
fore my performance. Gatti Casazza. director of the Met. used to say,
“Pick up your face. You look like you're going to your execution in-
<tead of to thrill your audience,” There are alway< certain pages in
an opera-—or mayhbe just one note- -that worry some singers, The
feared passage mayv come in the third act. and you carry a mental
weight through the first two acts until it’s hehind you.

Fn “Avda” it was the high € in “Patria mia” that worried me. |
don’t know how many high (< 1 had in “Norma.” They never both.
ered me. But until | had finished the high C in “Patria mia™ | was
miserable. | would die a million deaths, The minute that was over
I would go to town like nobody’s business—really let my hair down
and enjoy myself.

I <ang “Patria mia™ for my first audition with Gatti Ca<azza and |
wasn't scared of it then. | was young, lgnoranee is hliss,

For my second audition I had to sing the “Casta disa™ from
“Norma.” and | fainted right in the middle of it. But Gatti engaged

ROSA PONSELLE is shown here as she looked when she made the
records in her “Treasury of Immortal Performances™ album. “Rosa
Ponselle in Opera and Song.” Ezio Pinza. Elisabeth Rethherg,
Johanna Gadski tleft to right abover. plus three other stars
of the period appear with Miss Ponselle in = Aida of Yesterday™

6

me anyway. Would you believe it?

Before my début [ had heard only two operas in my life, They were
“Love of Three Kings” and “Butterflv.” That was on my first trip
to New York. | went to New York to go into vaudeville with iy
sister, Carmela. We tried out in the Bronx and three days later were
headliners at Keith’s on Ninety-sixth Street.

tt was all operatic stuff. very highbrow. We were billed as “Carmela
and Rosa Ponzillo, Those ltalian Girls.” Ponzillo was my real name.
Gatti Casazza suggested | change it to Ponselle for stage purposes.
Word soon got around about us, The critics used to say Eva Tangnay
made the money, but the Ponzillo sisters stopped the show. Every-
hady «aill we were too good for vaudeville and that we should be at
the Met. We thought 1t was pretty far-fetched to think of an Ameri-
can artist without foreign training getting to the Mot

Then Caruso and other Met tingers came to hear us. The first time
Caruso saw me he said. in Neapolitan, “Eh. Schugnizza. do vou know
yvou ook like me?”

I <aidd, I wouldn't mind Iooking like vou il 1 could sing like you.™”
He never called me anything but Schugnizza, which means something
like “little urchin.™ And everybody else called me that, too—Gartti
Casazza and evervhody, even the stage hands. Sometimes thev called
me Fiffona, which means coward, because | got so nervous,

I had my audition in \pril or May—that was in 1918-—and made my
début in November. Meanwhile, | had found Romano Romani and
knew right away that his teaching was what | needed. 1 worked with
him all summer before my début. and 1 have worked with him ever
since.

In the nineteen years | was at the Met my greatest triumph was
“Norma,” At first | said 1 would never do it. | had heard the great
Rosa Raisa sing it with the Chicago Opera company and said nothing
on earth would ever make me try the role —even if | had to lose my
contract, It is the most difficult opera role ever written. and vou have
to be all kinds of a singer to do it—contralto, dramatic, Iyric and
coloralura—and be an actress as well.

They gave me “Vestale™ a< a forerunner to “Norma.” and after that
suggested 1 work on “Norma™ just as a vocalise. All the time they
had it in the back of their minds for me to do the role. but they
knew 1 couldn’t be forced into it. Finally. after a vear of hard study,
I said 1 would do it.

Then came the buildup. It was all in big letters that Ponselle was
going to sing “Norma.” which hadn’t been done at the Met in 38
vears since the davs of Lili Lehmann, | got scared as u-ual. but
everything went off all right.

One of the operas | never appeared in but love immensely js “Otello.”
That is really grand opera. | recorded arias from it but by the time
the production finally was prepared | had left the Met and made a
new life for my=elf. In a ~ense T am =till in opera, for | coach the
voung singers of our Baltimore Civic Opera Company, but [ do
not want a comeback for myself.

I enjoy the warmth of my friends——and I am happy to say | have
made many here in Baltimore—and | like canasta. television and
solf. For nine holes | now hreak 50 and intend to do better.

I do not want a comeback. No one knows how nmuch | gave up to
~ing in opera. 1've had all that—for which | am most grateful. Now

I want to catch up on all the things I've missed.

album. Miss Ponselle is now living in retirement near Baltimore.
where she coached the local Civie Opera Company and assists
voung singers. Her home is a beantiful old house. called Villa
Pace. For a list of the records contained in the “Rosa Ponselle
in Opera and Song™ and “Aida of Yesterday™ albums, see page eight.



IN CAMDEN John McCormack poses with Luerezia Bori and Cal
Child~, who was executive of Victor, McCormack is heard in “John
MeCormack in Opera and Song” and “Famous Duets" “Treasury” sets.

When John MeCormack
Recorded

BY LILY McCORMACK

In this list of reconds by John McCormack in “The Treasury of
fmmortal Performances™ are some old {avorites which bring back
many happy memories to me. The first one is “Fra poca a me
ricovero” from “Lucia di lammermoor”™ made originally in 1910,
Johnw's first year of recording for the Victor Company. Mr. Cal
Child~ of the Vietor Company, hearing John sing at The Hammer-
stein Opera, came backstage and immediately offered him a con-
tract. As [ have already told in “I Hear You Calling Me” John
made a couple of test records which came out <o well that he
settled down 1o work and started on some of the operatic arias
from some of the operas then in his repertoire (about 21 operas).
That same year he made “Una furtiva lagrima” from “L’Elisir
d'amore.”™ The re-make of this in the new series is very interesting.
I think. because it has on the other side a record which my beloved
John made simply for his own pleasure. He never <ang German
opera, as his teacher Maestro Sabatin had warned him that the
timbre of hix voice was too light to stand the strain of the heavy
operas. But he loved this music so and it suited his voice <o well,
he said 1o me one day—"I'm going to record this ‘0 Kinig das
kann lch dir Nicht sagen’ tmade 1930) for my own pleasure”—
and he did. Three years ago Mr. Vincent Sheehan. the author. wrote
me reminding me of the night that John and he had plaved it over

IN VENICE john MecCormack and his wife. Lily. feed pigeons in
photo at left. Middle picture is McCormack in 1910 in “Lucia.”
Last picture shows the tenor with his son Cyril in 1912, Mrs.

and over when he was our guest at Moore \bby in Ireland. He asked
me to let him have a copy as he had never forgotten it and he
knew he could not buy a copy. Last summer when | went 10 Ireland.
after a long search tand a few prayers to St. Anthonyy. 1 found
it in my son Cyril’s collection. Next day 1 took a plane to London
carrying the record carefully in my arms and weat straight 1o
H. M. V.. who made a copy and sent it over here for me. Now vou
have the story of the “Tristan™ record. It was a source of great
pleasure to John.

From then on he made records constantly, taking time between
opera season and concerts, But one week each vear was reserved
for recording only. That was always the last week in Lent. We
took the children to Atlantic City for the week and John went to
Camden every day. As the children grew a little older. they too
became interested in recording and began to ask “when are we
going to make records, Pop?™ Cyril's first was “Lipperay”™ when
he was about seven years old. Gwen’s was “Poor Butterlly.” A
couple of years later they made a duet. “Liboulette™ -a copy of
which John had brought home from Paris where we heard it sung.
They made several later. all of which came out very well. Going
to Camden to make their records was always an exciting day for
all of us and generally ended up with a nice party given by V.

Cal Childs.

I am delighted to see four operatic sides among this new list,
the other four being: the old favorite = Hear You Calling Me.”
after which | called my book on his life. published in 1919 by
Bruce Company. and on which | have had
wonderful fan mail and “The Fairy Tree”
by O'Brien for which ecollectors have heen
clamouring for some time. and the ~\deste
Fideles” and “Triume,” Another | see here
is "Berceusze” from “Jocehn™ with our be-
loved friend Fritz Kreisler. One of my greatest
thrills was going to Canelen with John and
Leddy Schneider. his devoted friend and ac-
companist for 27 years, to hear the tests of
the first recording of Rachmaninofi’s songs
by John and Fritz. Mrs. Kreisler, Leddy and
myself were the only outsiders allowed, Rach-
maninofl, Fritz and John all looking very
serious—you could have heard a pin drop in
the silence. Fritz having suggested to Rach-
maninoff that John and he should do the songs
naturally was anxious and | knew that John
was a man of nerves. At the finish Rach-
maninofl got up. put his arms around Fritz
and John and said “Bravo, Brave.” Then we
all started to talk at once--that finished with
a luncheon party given by Mr. Childs to eelebrate the suceess
of the records.

Now that | have started | could g0 on for hours as all these
stories come to my mind. but 1 have heen asked to write an
article for this magazine not a book. so I'd better stop here.

PORTRAIT of Lily
VMeCormack is by
Walter Goldbeck,

'] - :
MeCormack reports that grand-ons Edward Pyke, age cight and a
half. and John MeCormack 11, age four. both have excellent
voices and that they have already tried them in recordings.
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NEW RED SEAL RELEASES

Arda: CELESTE AIDA
Alario del Maow
Symph, Orch,,

Verdid

Teno with Milan

Duadri. Cond,
V19-3676

AMERICAN IN PARIS, AN (Gernhwind
Arturo Toreanini and  the NBC
Syvinph. Orch. © WDMol637 2.50

AN DIE FERNE GELIEBTE, 0p.98  Beethaven
AMack Harrelll Bar.. with Piano

1.10

W I)\I 1591 0

BaITlnm masctera, Un: RE DELL” ABISSO, AFFRET-
erdi

Cloe Elmo, Mezzo-rop, with Oreh.

V193150 1.10
CONCERTO FDR TWO PIANDS AND ORCHESTRA

Vaughan e Whittemore amd

Lowe. I)uu r=owith Bobin Hood
Dell Orch, of Phila.. Golselimzm,
Cond, YW DMLI597 3.80

* L.VM-135 1,145

DIVERTIMENTD FOR STRING ORCHESTRA
(Bartok ) Minneapolis Symph. Orch.,
Daorati. Comd, $W DV-1596 3. ﬂ(l
with Mozart"™s PARIS SY MPHONY
on33lgrpm * M-85 5.43

DO NOT GO, MY LOVE "azore.llazeman)
an Merriman,  Mezzo-mop., with

Fiano Vi9-3119 110

ERNA BERGER SONG RECITAL
DAS VEHLCHEN, K 176 (Goethe-
Aazart @ DANS TN BOIs SOLL-
FATRE. K. 308 (he Maote-Maozart 0z
WARNEANG, K133 (Mazarn): DER
ZA0 BERFIGCR 12 Weine-Mozart):
ABENDEMPFINDLENG, K. 3
Campe - Mozart: HETDENROS.
LEIND O 30 Yoo 3 (Goethe - Seb

bert Vrna Berger, Sop., with Piano
T W DVM-I389  3.80
* 1.M-133 1.13

Gioronda, La: VOCE DE DONNA  PPonchielli)
Cloe Flmo, Mezzoamop., with Oreh,
Y 19-3150 1.10

GREAT RELIGIOUS CHANTS
ESSO EINAL FL HEHORIM (Yar-
detni's  AD HEINO ASORUNU
Rosenblatt - Rosevitshs iz MA

GOPDEL MAASECHO ADOSIHEM
Vo RACHMONO  DONEL
PAANIYED ANEFINO (Lowi: KO-
RUTZ MCHOMER (Low) Camor
Maoche Rusevitshy, Ten. with Orch,
TN DM-1599 3.80

* LM-137 15

&
fw rRcAVicTor K

MUSIC OF THE 16TH CENTURY
LASCEATENM
verdi
TANS (e
(Morles
(Ih rd):

]

MORIRE (Mo
Jeune': AGNL S

tCHRIST RISING AG
OLA O CHE BON EC
ol LIFTLIPYOUR I
O VOS OMDN

nie-

SREVECY VENIR DL PRIN-
D EE

AV Y

(de

+ Robert Shaw Chorale,

VWDM-1598 3.80

% L.M-136 145

Pagliacei, 11 VESTI LA GIUBRA (l.econcavalln)

Mario del Monaco, Ten, with Milan
Symph. Orch. Quadri. Cond,

T19-3a76 1.10

ANNOUNCED OCT.

SONATA FOR VIOLIN AND PIAND, No.5, IN F,
Op. 24 ("Spiing”) (Becthoven)
Nathan Miletein, Violinist:
at Piano TWDM-I15394  3.80

* LM-131 1.15
SONATA FOR VIOLIN AND PIAND IN B MINOR
enpi ancha Heifetz, Violinist:
Bay at Mane YWDM-1592  3.80
with Debursy's SONATA No. 3, IN
G MINOR on 3314 rpm
% LM-1184 5.13

SONATA FOR VIOLIN AND PIAND No, 5 IN A,
Op. 162 ("Dun") Selmbert
Y chudi Mennbing Vialinist:
Piano VW1DM-1593

w* LM-110

Balzam

Raller at
3.80
1.145

RED SEAL

AIDA OF YESTERDAY (\erdi)
CELESTE  ATDA

Gigl Feno with Rome
Houre  Orehy, Seratin,

RITORNA v INCITOR
beth Rethberg, Sop.,
State Opera Oreh.,

TEMPLE
Bars, and
Ten., with
Cho. and

YA
SCENTEE
Gioy o

rice 1”4 |
Martine

Oreh,, Serti.

Sop.. with Orech,

Sop.and Parquale Amato,
with Orehe

LR T RIVEGGO
TRA FORESTIE
Rora Ponrelle. Sop..
Martinelli, Ten. with Orch.,

ATy A \II

*l( |-|ﬂ.lv
CMIQUSDI IN OPERA AND SONG

allo in mare Iu R
)

(Donandy
H FPron atore: AL ST

Le Cid: O SOUNVERALYN,
JUGE, O PFERE (Mareenet
A VPCCHELLA
Tasti

La Ih-lwnn

Teno

Eunrico Caruro,
=

* LOF-T1034
FAMOUS DUETS
(Verdi) Enrico Caruso. Ten..
Allnl Gluck. Sop.. with
politan Opera Cho.
Setti. Cond,
Mad ) Buiterfly:

Beniaminoe
Opera
wondl.

with Bel rlnl
[y

Metrupalitan Opera
Cond,
O PATRIA VA Rosa Poneelle,

SUCDUNOT E? Johanna Gad=hi,

ar..

and 1AL
VERGIENT

and Gioyvauni

GLATSACKRDOTE ADU N AN,
S1oand

lmll.

6. 00
515

DIt I

BEN MO
and DI QL ELLA PIRA (Verdi

1 Annunzio-

TESTA ADORATA

avallo
M (\\ ADA (Gras y  Elias-
\l\drtl
r Solennelle: DOMINE
Rorsini

with Oreh,
-33 6.00
315

La Traviata: DRINKING SONG
and
Metro.
and Oreh..

LOVE DUET

with

(Puecini) Geraldine F r. Sop..
amld Enrico Caruso. ‘I'en.,
Oreh.

Lucia di Lammermoor: GHLSTO

CIFLO! RISPONDETE and It
CHE A DO SPIEGASTL  Daoni-
zetti) Beniamino Gigli. Ten.. and
Ezio Pinza. Bass, with Metro.
politan Opera Cho. and Oreh..
Setti. Cond,

La Traviata: PARIGL O CARA
(Verdi) Lucrezia Bori, Sopo. and
Jahn MeCornuekh, Teun., with
Orch.

SON GELOSO
EFFIRO (Bellinit Ae-
valli-Curei. Sop.. and Tt
: a. Teno with Oreh,
Faler of Hoffmann: BARCA-
ROLLE (Offenbach)  Geraldine
Farrar, Sop.. and Antonie Scetts,
Bar., with Orel,
William Tell: AL MATILDE,
1O T ANMO E AMORE (Rosrine
Giovanni Martinelli. Ten. and
Mareel Jonurnet, Bars, sith Orch.

La Sonnambula:

W 1.90
% L .13
GREAT PIANISTS OF THE PAST
PLAY CHOPIN
NOCTURNE 1IN B AINOR,

2. Viadinur de Pachmann;
. 28: Noo o, IN B
30N Gy Noo TN

enthal

MAZERRA TN CSHEARE
MINOR, Op. 63, Noo 3, Tgnaie
Jan Paderewrhi

SCHUERZO Noo 300N Casnianre
MINOR, Op. 39, Mircha Levitahi
BERCELSE 1IN DFLAT, Op,
37, Alfred Corton

WALTZIN CG-SIEARP AMINOR,
Op. 66 N 20 Sergei Rachmani.

"(I'T
POLONATISE 1N ACFLAT. Op.
33, Moo o, Juufll' R
ol 1.90

5.15
JOHN McCORMACK IN OPERA AND SUNG

bucia  di  Lammermoor: P

E RICOVERO I)ulu
Tristan und  Irolde: O
RONIG DAS RANN TCH
DIRNCHT SAGEN (Wagner):
FRAL ME N erendonek-W
nees THE S FAIRY T
O Brien iz Jocelyn:
GULARD THEE (Godard 5 1,
ir damare: UNA
LAGRIMA Donizetti:
YOU CALLING V)
Marrhall’: ADESTE

Portinguese Hymn)

‘L li-
FURTIV A
I HEAR
Harford.
FIDYLES

lohm MeCormack, Ten., with
Oreh. and Pian
4 3 1.90
A LCT1036 515

ROSA PONSELLE IN DPERA AND SONG
CHE INVOCo

tinits Orello: 8! MR
and AVE MARIA (Verdin: 4
MARIA  (Schubert): II(l\II
SWEET HOME (Payue-Bishop
Rora Mamselle. Sop.. th Oreh,
i o 3.80
* LCT-10 1.15
STARS DF THE GOLDEN AGE
Lo Tranviata: SEMPRE LIBERA

Verdi Amelita Galli-Cureil Sop.:
Sadho: SONG OF INDIA  Riwe-
rhychor-abhofM)  Amelita  Galli.

Curei. Sop,
Rigolettor PART STAMO (Verdi)
Fitta Ruffo. Bar.

Falstaff: L'ONORE! LADRE!
Verdi) Anmtonio Scotti. Bar:
Madana Butterily: UN BEL DL
PREMO (Puecini) Loerezia
5 \up
mi: LO VEDREMO,
CGLIO AL DACE (Verdi) Mat.
i. Ii |r, and Arinto-

3 \l I( NG (ron-
I)n- inn. Sop.:

ar ADD1O
\|dﬂ(.|gn| Fon-

(Flotow)
ruro, T'en
Samron  and  De llLlh MON

i I( \l)l VRE 1 TA VOIX
Louire  Hamer,

Cas |||<r||
ALLA MADRE
rica Cararno, T'er
1

1" \I'l‘\l(l

: VOl CHE
Nellie Melba,

=
linda: PASTORAL (Vera.
baisa “Tetrie \op
VWA~ 7.10

*l(,I-I(H‘) 515

POPULAR

V.R. Denotes Vocal Refrain
ARTIE SHAW FAVORITES
INDIAYN LOVE CALL (V.RO):
WMHAT IS THIS THING
CALLED LOVE?: SOFTLY. AS
IN A MORNING SUNRIESE;

ROSALIE (VRO THE DON.
REY SERENADE: CARIOCA
TWIF-37 2,90
* L17T-28  3.00

BENNY GOODMAN TRID

AFTER YOU'VE GONE: BODY
AND SOUL: OH, LADY BE

GOOD:; CTIGER  RAG: NO.
BODY S SWEETHEART:
SOMEDAY SWEETHEART
Beuny Goodman, Clarinet: Teddy
Piano: Gene Krapa,
Drums
TWIr-26  2.90
* LI"I-17  3.00
EARL HINES—BILLY ECKSTINE
STORMY MOADAY BLUES
(V.RD: | GOT I'T BAD AND
THAT AINYIY GOOD (VR
1601 .Il'Il\ (V.RD: SKY-
LARK LR : SOMENOW
(V.RO: W \ TER BOY (V.R)
TWI"i-29  2.90
* LII-20  3.00

GREAT TENDR SAX ARTISTS
CRAZY RINYTHM  Coleman
Hawhine® AlLStar “Jam® Band:
SWEPFCHEARTS ON PARADIE
Lionel Hampton®s Orch.. Cha
Berry. Sax.: THE EEL Bud
Freeman®™s Summa Cam Laude
Oreh: BLACK VELVET Hinois
Jacquet’s Oreh; COTTON TALL

A TREASURY OF IMMORTAL PERFORMANCES — SECOND SERIES

GREAT TRUMPET ARTISTS

JELLV ROLL MORTON

LIONEL HAMPTDN

McKINNEY'S CDTTON PICKERS

METRONOME ALL-STAR BANDS

SIDNEY BECHET

HEG
Charlie

Duke Ellington®s Oreh.;

ON AN OPEN MIKE

Ventura's Oreh.
VWI"T.36
w L1127

2.90
3.00

HEN THE SAINTS GO
\I ARCHING 1IN Bank Jolmson's
New  Orleans Bamd:  FROM
MONDAY ON Panl W hiteman’s
Oreh., Bix Betderbee Lc T rumpet;

Gillenpie™s + |(A\l\| I‘,
AND  JOHNNY Bunny  Beri-
zan’s Oreh: BASIN STREET
BLUES Louis Arimstrong’s Orch,
TWIFL33 2.90
* LI"F-26  3.00

FHE CHANT: DOCTOR JAZZ;
’ Hl(l A \\\I\l I"ONT-
CIHARTRAIN BIL1 ES: ORIGE-
NAL JELLY.ROLL BLUES;
BLACK BOTTOM XTOMP
vwWIrr-32
* LIYF-23

2.90
3.00

SUNNY SIDE OF
(V.R)s SHOE

BUZZIN®
THE lll' 3

ON
THE
SHINERS
TROUND WITH
JINEN' THE VIBRE [
FOR CHRISTMAS: I)(N"l BL
THAT WAY

FWI'T-27  2.90

* LI"I'-18  3.00

THE
STREET
DRAG:

LAUGHING AT LIFE: ZONKY;
TRAVLIN' ALLALONE (V.. ),
ROCKY ROAD (V.RO; IF 0
COULD BIE WI'FIL YOU ONE

HOUR TONIGHT (V.R.);

BABY WON'T YOU PLEASE

COME HOME (V.R)
VWIMF-33  2.90
* LPT-2¢ 3.00

BLUFE LOU AllLStar Band. 1939;
BUGLE CALL RAG Metronome
All-Star Band, 1911: LOOK OUT
Me e All-Star ILunl ll)lh,
METRONOME ALL OUT
Metronome All-Star Band. I‘H()'
ONE O'CLOCK JUMP Metro.
nome All-Star Band. 1911 TIE
BLUES All-Star Band. 1939

2.90
3.00

SWEETIE DEAR; THE
MOOCHE: ROSE ROOM: O
LADY BE COOD: STRANGE

FRUI'T; I'M COMING VIR-

GINIA
VW31 2.90
* LI"I-22  3.00




This Symbol Refers to

9 THROUGH DEC. 10

.gcogv

SYMPHONY No. 3t, IN D, K. 297 ("Paris”)
Maozart) Minneapolis Symph, Orch.,
Dorati. Cond. YWDM-I1395  2.70
(with Bartéh’s DIVERTIMENTO
FOR STRING ORCHEST H\ on
3303 rpm) w LA-TI85 5-15

THREE SONATAS FOR VIOLIN (”;ultll']}
SONATA Noo B30 IN D SONATA
Noc JLEN ASONATA Vo 15 TN B
Mincha Elnan. Violinist. with Piane
VWDM-I390 6,00
% LM-1183 3.15

WHEN | HAVE SUNG MY SONGS (Charles)
Nan Merriman, Mezzo-sop., with

Piano F49-3119  1.10

POPULAR

Lirt Price
85¢ unlern otherwise noted
V.R. denoter Vocal Refrain

ALABAMA JUBILEE
I'he Fontane Sisters, ... ... 201387
V17-1387
ALSO, LIKEWISE, NOT FORGETTING (V.R.)
Vaughn Monroe's Orch., .. 20.1103
V17-1103

ANY TIME
Eddie Fisher with H. Winterhalter’s
Orchoand Cho, 0oL 20-1359
TAT-1359

BEGIN THE BEGUINE
Whittcinore and Lowe, Dao-pianists
20-1104

Vi7-110t
C'EST S1 BON—Mambo (V.R.)
I'érez Prado’s Oreho. oo .. 20-14319
VA7-1319
CHARMAINE (V.R.)
Ralph Flanagan®™s Orcho.. ... 20.4373
V17-1373
CHARMAINE (V.R)
Vaughn Monroe’s Oreh.. .. .. 204375
V17-4375
CRY
Jume Valli, .......... ... .. 20-1388
V17-1388
DEAR MARY (V.R)
Buddy Morrow’s Orch.. ... ..20.1361
V17-1361
DIXIE JUMP
Ralph Flanagan®s Orch. ., .. . 20.4102
VAT-1102
DOMIND
Tony Martin., . ... L. 20414343
V17-1313

FOR ALL WE KNOW (V.R)

Frankie Carle’™ Oreh.. .. ... 2014350

V17-4330
GRAND CENTRAL STATION
The Fontane Sisters. . ... .. 20.4387
V47-1387
HERE'S TO MY LADY
Perry Como.ovvvivv vy 20.1314
Vi7-143114
| REMEMBER YOU, LOVE
Daany Scholl ... ... ... 201105

V171103
JF WISHES WERE KISSES
Perry Como and The Fontance Sisters
204311
V17-43414
IF YOU CATCH A LITTLE cOLD
Dinah Shore and Tony Martin
20-4345
V 47-4315
IN A LITTLE SPANISH TOWN—Mambo
Pérez Prado’™ Orch. ., ., 2004319
V17-1319
IT'S ALL OVER BUT THE MEMORIES

Tony Martin. .. ..., 20-13143
V17-1313
JUST A MOMENT MORE (V.R.)
Frankie Carle’s Orch. ... 20-1350
V17-1350
JUST ONE MORE CHANCE (V.R)
Ralph Flanagan® Orch. ... .20-1102
V17-4402
MANHATTAN
Tony Martin and Dinab Shore
20-1345
Vi1i-1315
MY BELOVED
Robert Merrill. Bar.. ... .. .. 20-1382
V 17-1382

NEVER BEFORE
Lddie Fisher wich 11, Wincerhaher's
(U (556500006500 08 600000 00 20.4359
V17-4359

RE,'EASG

$

RCA VICTOR 45 RPM RECORDS

ON THE OLD POTATO FARM (V.R)
Buddy Morrow’ Oreh.. .. . 201361

V17-1361
ONCE (V.R.)

Vanghn Mourne's Orch,

PUT ME IN YOUR POCKET

April Stevens with

21375
VAT-1373

Henri René’s

Orchoo .o o 0L 2001381
Vi7-1381

SHRIMP BDATS .
Danny Scholl ..o 0L 20-1105
VAT-1105

SLOW POKE (V.R.)

Ralph Flanagan's Orch, . .

STILL WATER
Robert Merrill, Bar.. ... ..

TENDERLY (V.R.)

VYaughn Monroe's Orch.. ..

THIRD STREET RHUMBA
W hittemore and Lowe, Duo-pianista
20-1104

V17-1404
THREE BELLS, THE
June Valli. .o .o ool 20-1388

204373
VIT-1373
201382
V17-1382

20-1103
VIT-1103

V17-1388

TRICKS OF THE TRADE, THE
April Stevens with Heari René's
Orchovooooools L. 2001381
V47-1381

POP-SPECIALTY

List Price
85¢ unlers otherwise noted
V. R denotes Voeal Refrain

BLUES IN THE NIGHT
Luis Arcaraz” Oreha.... .00 2001395

VA47-4393
DUSTER POLKA
Nix Fat Dutchmen. .., ..o 20-1371
VAT-1374
MAKE ME GO ROUND AND ARDUND
Sia Fat Dutehmen. o000 20.4374

VA7-4371
NEVER STOP SINGIN' (V.R)
I'lie Honky-Tonk~, Danay  Scholl,
Voco v e .. 20-43 141
V1T-1311
SAX CANTABILE—Mambo
Luis Arcaraz’ Oreh., ..., ... 2

SOPHISTICATED LADY

Luis Arearaz® Orche. .. .00 20-1305
V47-1393
TRUMPET MlMlD
Luis Arearaz’ Oreh.. ... ... 20 1!

335

T17-
YOU BETTER STOP TELLIN' LIES ABDUT ME
The llonky-Tonks. .. 20-4341
VIT-1311

COUNTRY » WESTERN

List Price
85¢ unless otherwise noted
Y.R. denotes Vocal Refrain
ALABAMA JUBILEE

Homer and Jethro. ..., ... 20.4397
V17-1397
ASHES OF LOVE
Johnnic and Jack. ., .. oL 20-1389
V17-1389
COLD, COLD HEART, No. 2
Homer and Jethro. ... .. ..., 20-1397
V 17-4397
tXIE
Milt Herth Trio. oo 20-4390
V17-1390
EDUCATEO FOOL
Jimmy Murphy ... ... ... 20.1394
V17-1394

HIGHEST BIODER, THE
Hank Snow (The Singing Ranger)
and his Rainbow Ranch Boys 20.1316

V17-1316
WANT MY RI8
Hank Penny’s California Cowhands
20-1363
V17-1363
IN ANNAPOLIS VALLEY

Loae Pinc's Mountaineers . . 20.1365
V17-1365
iN THE MOOD

Chet Atkins’ Galloping Guitar 201377
VA7-4377

JUST LET ME LOVE YOU
Don Gibson's King Cotton Kinfolks
20-130t
Vi7-1364
MUSIC MAKIN' MAMA FROM MEMPHIS
Hank Snow (The Singing Ranger)
and hix Rainbow Rancli Boy = 201310

Vii-1316
0 LORD PLEASE TELL ME, DO

Lone Pine’s Mountaineers.

L2041360
VA17-43066
OH, SHE'S GONE, GONE, GONE (VR)

Milt Herth Trio. . ... L. 2044300

VAT-139%0
PRINCE EDWARD ISLAND IS HEAVEN TO ME

Lone Pine’s Mountaincers. . 201305

V47-1363

RAMBLIN' HEART
Jimmy Muorphy ..o oL 20-1391
VI1T-4394

RED LIPS, WHITE LIES AND BLUE HOURS
bon Gibson®™ Ring Cotton Kinfolks
20-1304
V17-1361
SAVANNAH RIVER RAG (V.R)
The Ohlihoma Wranglers .. .20-4376

VAT-1376
SHRIMP BDATS
Tex Williams and his Band . 20-1100

J17-1109
SWEET BUNCH OF DAISIES (VR)
Chet Athine® Galloping Guitar 204377

FAT-4377
UNHAPPY NEW YEAR (V.R.)
The Oklahoma Wranglers, . .20-1376

V47-1376
URN ON THE MANTEL, THE
Tex Williams and hiz Band .. 20-1100

V47-4109
WALTZ OF THE BRIDE, THE

Lone Pine’s Mountaineers. .. 20-4366

VA47-1366

WHITE SHOTGUNS
Hank Penney's California Cowhands
20-1303

T17-1363

YOU TRIED TO RUIN MY NAME
Johnnie and Jack...o.. oo 20-1389
V17-1389

RHYTHM e BLUES
SPIRITUALS

Lixt Price
85¢ unlern otherwire noted
Y.R. denoter Voeal Refrain
ANDTHER DAY (V.R)

The Cats and the Fiddle. ... 20.1393
V17-1393
CRY
Bob Williams. ... ... 0 ... 204406
V17-4106
ELIJAH
The Fricndly Brothers Quartet
20.4379
V47-1379

EVERY DAY AND EVERY HOUR
T'he Friendly Brothers Quartet
20.4379

VA47-4379
EVERY HOUR
Little Richard . ... ... ... 20-4392
V171392
FOUR HORSEMEN, THE
The Jordanaires, . ... ... ... 20-4378
VA7-1378

GOT YOU ON MY MIND
John Greer and the Rhythim Rockers

204348
V17-4318
GREEN AND LUCKY BLUES
Tampa Red ., ..., ... ... 20-1399
V47-1399
HEY GOOD LODDKIN
Piano Red................. 20.4380
V47-1380
| MiSS YOU SO (V.R.)
The Cats and the Fiddle. . ..20-1393
VA47-1393
I'M AFRAID
Johnny Hartman........... 20.1319
V17=4319
IT MAKES NO DIFFERENCE NOW
Piano Red..s.. . ... ... .. 20-1380
V17-1380
LORD'S PRAYER, THE
Sons of the Pioncers ... .. ... 20-4317
V71317
LOVE ME MAMA
Arthur Crudup., ..., ... 201367
V47-4367
MANSION OVER THE HILLTOP
The Jordanaires ... .o . ... 20-1378
V17-4378
MIONIGHT WITH SAMPSON
Red Callender Sextett. . . .. 20-1368
V17-1368
ON A HONKY TONK HARDWOOD FLOOR
Bob Williams. . ............20-1100
V17-1106
PASTEL
Red Callender Sextett, ., ... 20-1308
V17-1368

PRAY
IHank Snow and The Jordanaires

20-1398
V17-1398
RESURRECTUS
Sons of the Mioncers . .. . .. 20-4347
VIT-1342
SHE'S A COOL OPERATOR
Tampa Red. ., ........... 20. 1399
VAT-139
TAX] BLUES
Little Richard. . ... ....... 20-1392
VA47-1392

THESE THINGS SHALL PASS
Hank Snow and The Jordanaires
20-1308
Ti17-1398
WEAPDN OF PRAYER

he Harmoncers Quartet. .

WHAT COULD ! DO

The Harmoneers Quartet, ... 20-1391

VAT-1391
WHEEL OF FORTUNE

..20-1301
V 17-1391

Johnny Hartman........... 20-1319
V17-1349

WHERE DID YOU STAY LAST NIGHT
Arthur Crudup. ..., ... ... 20-4367
VAT-1367

WOMAN IS A FIVE LETTER WORD
John Greer and the Rhythm Rockers
20-1318
VA47-1348

All prices shown arc sugpested list,
subjeet 1o change withoud notice and to
Government price eeiling regulations,
cxclusive of Federal, state and local
taxes.

EDUCATIONAL
RECORDINGS

BASIC CHRISTMAS ALBUM
(Elementary Grades)
Jeanne Privette, Sop.; Elsic Mac-
Farlane, Contr.; Leo Bernache,
Joseph Laderoute, Ten.,, RCA
Yietor Oreh., Ardon Cornwell,
Cond. VWE-88 1.80

BASIC INDIAN MUSIC (Elementary Grades)
RCAVictor Oreh. , ArdonCornwell,
Cond., with soloists.

YWE-89 4.80

BASIC LISTENING PROGRAM
(Primary Grades)

RCAVietor Orch., Ardon Cornwell
and Fred Fradkin, Cond., with
soloists. VWE-77  4.80
VWE-78 4.80
VWE-79 4.80

BASIC LISTENING PROGRAM (Upper Grades)
RCAVietor Orch.,Ardon Cornwell
and Fred Fradkin, Cond., with
soluisis. TVWE-80 1.80

TWE-81 4.80
VWE-82 480

BASIC PATRIOTIC PROGRAM
(Elementary Grades)

RCA Victor Mixed Chorus, Don
Craig, Director YW E-91 3.85

BASIC RHYTHMS PROGRAM
(Primary Grades)
RCA Victor Orch., Ardon Corn.
well and Fred Fradkin, Cond.
WE-71 1.80
VWE-72 480
VWE-73  4.80
BASIC RHYTHMS PROGRAM (Upper Grades)
RCA Victor Orch., Ardon Corn-
well and Fred lradkm, Cond.
WE-7t  1.80
VWE-75 4380
VWE-76 4.80
BASIC SINGING GAMES (Primary Grades)
RCA Victor Orch., Ardon Corn.
well, Cond. VWE-87 4.80

BASIC SINGING PROGRAM
(Folk Songs ef the Americas)
Penny Perry, Sop.; Jo Cameron,
Contr.; Arthur  Davies, Eric
Carlson, Eduardo Greco, Bar.;
Rinaldo Ruzcl, Ten.: Don Craig.
Bass VW E-85 4.80

BASIC SINGING PROGRAM (Primary Guﬂﬂ)
Jeanne Privette, Sop., RC
Victor Oreh., Ardon (. urnwcll
Cond. VWE-83 480

BASIC SINGING PROGRAM
(Upper Elementary Grades)
RCAVictorOrch.,Ardon Cornwell,
Cond., with soloists.
VWE-81 4.30
VW E-86 4.80
RHYTHM BANDS (Elementary Grades)

RCA Victor Oreh., Ardon Corn.
well, Cond. VWE-90 4.80




Guest

Reviewer

Tony Bavaar

Since I'm a new RCA Victor artist it was quite a thrill 1o get
the big box of new records along with a request that 1 listen
to them and write my reactions down for use in this magazine.
Well here’s what | think of them. hope vou agree. If yon do
vou'll get as much fun out of these dises as 1 did. Incidentally.
thanks for the way you received my first record. =1 Talk to the
Trees” and “Carino Mio.”

PAINT YOUR WAGON—Tony Bavaar, Olgo San Juan, James
Barton and Members of the Original Broadwoy Company—
I'm On My Way, Rumsan, What's Gein’ On Here, | Talk to the
Trees, They Call the Wind Maria, | Still See Elisa, How Can |
Wait?, In Between, Whoop-Ti-Ay!, Carino Mio, There's a
Coach Comin’ In, Hand Me Down That Con O' Beans, Another
Autumn, All For Him, and Wan-'rin’ Star (Album OC/WOC 6—
LOC-1006) It’s sometimes difficult to capture the real atmos-
phere of a Broadway show on records. but here | think it's
been done. [ can vouch. as a member of the cast. that every
audible thing we de to get the feeling of California in 1853
in the theater has been done on these records. And here. 1'd
like to say something about the score. Frederick Loewe and
Alan Jay Lerner have done a magnificent job. as< all the
critics will tell you. It was fun helping to make this album
and 1 hope you'll have as much fun listening to it.

RALPH FLANAGAN—Slow Poke & Charmcine (20/47-4373)
“Slow Poke™ rolls along at a nice easy gate: the Singing
Winds. Ralpl’s vocal group. ambling along right in step with
the lackadaisical atmosphere of the tune. “Charmaine™ is the
standard that’s being brought back in a big wav. Ralph’s ver-
<ston has a good vocal by Harry Prime. who sings against a
danceable hackground provided by Ralph and the band.

VAUGHN MONROE—Charmaine & Once (20/47-4375) llere’s
another version of “Charmaine.” this one with Vaughn Mon-
roe’s big voice tenderly intoning the Ivries. The orchestration
= completely different in this case since Vaughn takes it at a
slower tempo and uses his strings quite a bit. “Onee™ i taiior-
made for Monroe. It give him the opportunity to sing out in
grand style. Both sides look like winners to me,

A GLENN MILLER CONCERT—One O'Clock Jump, My Biue
Heaven, Going Home, Jersey Bounce, St. Louis Blues, Georgia
On My Mind, Tiger Rag and Everybody Loves My Baby (Album
PT/WPT-25—LPM-28) Clenn Miller was alwavs one of my
favorites and ['m happy to add this album to my collection.
On these records, which were never previously issued and
which are taken from transcriptions of Glenns “Chesterfield
Supper Club™ and a few of his concert appearances, Miller
played in a way that was totally different from his usual re-
cording studio manner. There's a spirit and drive to these
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records that Miller never got ont of his men in a cold. im-
personal recording session. True, some of the precision that
was Glenn's hallmark is lacking. but the urgency. the swing-
ing beat with which his men plaved to an audience more than
makes up for this lack. For my money, these are the best
Miller records vet.

DANNY SCHOLL—Shrimp Boats & | Remember You, Love
(20/47-4405) Danny Scholl is a young man youn're going to be
hearing a lot about. Last season he was featured in “Texas.
Lil' Darlin"” and here he gets his big break on records.
“Shrimp Boats” is a rapidly climbing tune. and the lift that
Danny gives it ought to put it right on top of the hit parade.
He displays an honest, individual voice on this and the other
side, I Remember You. Love.” a warm ballad.

FREDDY MARTIN—I] Would If | Could & Heaven Dropped Her
Curtain Down (20/47-4401) First side is a catchy polka with a
very clever set of lyrics. Freddy uses a band vocal to get a
full happy sound. The instrumentation is similar to what
yo'd hear on any authentic polka disc. Other side is a 2om-
plete change of pace. one of the most beautiful love songs
I've come across in a long, long time. Merv Grifiin sings it
in just the right way.

RALPH FLANAGAN—Dixie Jump & Just One More Chance
(20/47-4402) The first side should go very big in the south.
and evervwhere else for that matter. Ralph weaves “Carry Me
Back to Old Virginia™ and several other southern tunes in
with a swinging “Dixie”™ and produces an interesting and
unusual record. “Just One More Chanece™ is the old tune. the
standard. and Harrv Prime sings it in fine. romantic style.

APRIL STEVENS with Henri René's Orch.—Puf Me in Your Pocket
& The Tricks of the Trade (20/47-4381) Sultry April Stevens
adds still another hit to her list. The first one is an original
tune co-written by Henri René, who conducts for April on this
and most of her previous records. “The Tricks of the Trade”
tells how carpenters, and other craftsmen have tricks of the
trade. and so do young ladies in love.

EDDIE FISHER with Hugo Winterhalter's Orch.—Any Time &
Never Before (20/47-4359) Here's a hit for Eddie Fisher. Once
hefore Eddie sang a tune associated with another Eddy. Eddy
Arnold. Fisher made a hit with “I'll Hold You in My Heart™
and here he i making another hit of “Any Time.” which Arnold
scored heavily on a few vears ago. Usually Fisher has a big
tush string group behind him. but here there’s a nice intimate
effect with a small unit. A sure hit. this one. On the other =ide
Eddie sings a new ballad from the Martin & lewis movie,
“Sailor Beware.”

BUDDY MORROW—Dear Mary & On the Old Potato Farm
(20/47-4361) Buddy's smooth horn and Frankie lLester’s re-
laxed singing make a perfect combination on the first <ide.
a romantic number co-anthored by Morrow. “Old Potato
Farm™ has all the earmarks of a hit: it uses a tune that's
been popular with soldiers and college boys for vears. You'll
recognize it right awav—it goes “Drunk last night. drunk
the night before. ete.”™ On the Morrow record it's been given
a new =et of lyrics, however.

JUNE VALLI—Cry & The Three Bells (20/47-4388) llere are
two frankly sentimental numbers that have a good chance of
making it. June Valli is one of the best new bets to come along
in the girl vocalist field. She has the ability to really draima-
tize a song and these two numbers are perfect for her. On
the first tune June advises evervone to have a good cry when-
eve: fate has treated vou unkind. The other tune is all about
the people who lived in a small town in a valley and what the
church bells meant to them.,



THE METRONOME ALL STARS

FIRST Metrononie band
°39) had. in front row.
lddie Miller. Hymie
Shertzer. Avthur Rollini.
Carinen Mastren, Benoy
<tands at mike. Teagar-
den beside hime Dorsey
hehind him, Bob Haggart
<tands  with his  bass,

by George T Simon, Editor, Metronome

What happens when a bunch of all stars arve tossed together
in a recording <tudio and told to make a couple of great jazz
sides? Do they act like a group of prima donnas and start
bickering about who's going to play first and which guy is
going to gel most solo time and “let’s play this tune becanse
it's better for my instrument?”

These are the <ort of questions that puzzled the writer when
he organized the first Wetronome Al Star session for Vietor
back in 1939, The wav the voling in the magazine’s annual
poll turned out. there were going to be stars from several
of the top bands to vie for honors and two leaders. Benny
Goodman and Tommy Dorsev. were carrving on a very busy,
non-talking fead.

Well. the Tears were unfounded. Seldom did a date run off
maore smoothly, Benny and Tommy. after greeting one another
amiably cnough, proceeded to do the neatest Alphonse and
Ga=ton act in the world. as each vied to give the other extra
wax space. It was the =ame way with the <ide men. The four
winners from Bol Croshyv’s band wanted to make sure that
the three vietors from Goodman’s outht got plenty 10 play.
and <o forth. Dorsev. himsell. wouldnt play any jazz tromhone,
“Jack (Teagarden) ix here. He's the greatest, Why should |
play?™ That’s how the elassic trombone duet on The Blues
came about, Tommy plaved the sweet melody. lack plaved the
jazz around it. \nd who suggested the idea? Benny Goodman!

The other dates. results of which vou ean hear in RCA
Victor's Wetronome ANl Star album. were equally exeiting,
even without the preliminary fears, Ns a matter of faet. the
session that coupled One OClock lTump with Bugle Call Rug
i= still referred to by many of the magazine's follower’s ax the
greatest of all the ten Metronome Al Star sides issued to date,
This i= the one that featured the fabulous trumpet section of
Harry James. Cootie Williams and Ziggy Flman. the trom-
bones of Dorsev and J. C. Higginbotham. the clarinet of Good-

Toors Mondello, Coleman Haw-

‘41 BAND. Tex Beneke. Benmy Carter,
kivs. Goodman in fromt row. Next row: | € Higginbotham. Dorsey,
Buddy Rich, Tast row: Harey bames, Zieoy Flman, Cootie William-,

"man. the <ax team of Benny Carter. Toots Mondello, Coleman
Hawkins and Tex Beneke. and what many experts consider
to he the greatest all <tar rhythm section ever assembled on
wax: guitarist Charlie Chriztian. drummer Buddy Rich. pianist
Count Basie and bassist Artie Bernstein.

Subsequent Metronome All Star dates (there were none for
three vears. 1913 through 1945) had a somewhat different
musical feeling, \ter the 1911 date. many of the top sideman
started 1o become bandleaders and by the time the war was
over they were no longer the musicians™ favorites that they
had heen before, Instead a group of new. younger and more
imodern musicians started 10 1ake over the jazz scene. The
muzic they were plaving was less <imple and musically more
adventuresome. A~ a vesult, jazz began to sound less emotional
and took an a colder. more intellectual feeling. (This is why
today’s jazz inusicians play “cool™ jazz instead of “hot™ jazz.)
Samples of the jazz to come in future vears crop up in parts
ol thix thivd record in the HWetronome album. Duke Ellington
and Sy Oliver wrote original compositions and the Ellington
mimber expecially reached a much higher intellectual plane
than any of the other numbers plaved in the serie~. To achieve
all the needed effecrs. Duke used <ix trumpet=. four trombones,
six reeds. five rhvthm, and a vibraphone.

And what do vou think happened when all these top musi-
cians got together, when the <tars of Woody Herman's great
hand started 1o play ulongside the top musicians from Elling-
ton’s famed outfit? Exactly the <ame things that had happened
on the two previous Vietor dates! Evervbody was for every.
body else. Nobody wanted 1o hog the scene: each star wanted
to make <ure that the guv next to him got just ax mueh to
play a~ he did.

A of which proves pretty much that top musicians. whether
they play cool or hot. are still pretty much top guvs—all ~lars
i more wavs than merely musical!

i i

‘46 BAND. IFront row: Bill Harris. [ligeinbotham. Dorsev, Will
Bradles. Back rosw: Neal Heftio the late ~onny Berman. Pete Condoli.
Harry Edicon and Rex Stewart. Drammer Dave Toueh i~ at rieht,
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YESTERDAY'S CHOPIN

SERGEI RACHMANINOFF re.
corded Chopin’s *Waltz in C-Sharp
Minor, Op. 64, No. 2" in 1927,

ALFRED CORTOT made Chopin’s
“Bereeuse in D-Flat, Op. 577 in "26.
Cortot is still playing in Europe.

VEADIMIR de P is
heard in the “Nocturne in E Minor,
Op. 72.7 which he recorded in 27,

BY IRVING KOQLODIN

Editor, Saturday Review of Recordings

1 Irving Kolodin was edu-
cated at Julliard, went to
work for the N. Y. Sun in
1932, His column (“The
Vew Records”) was a fea-
ture of the paper until
it was sold, in 1950. Mr.
Kolodin’s “Guide to Re-
corded Music” was pub-
lished in 1941. He joined
the “Saturday Rerview” in
1947,

What would one give to hear ~uch great
actors of the past as Kean. Booth. Beerbohm
Tree. Henry Irving and Barrymore declaim
their favorite passages from Shakespearc?
It is like asking how much any non-
recapturable by-gone experience i~ 4
worth—a sum that can’t he measured £
for a property that can't he ac-

tively modest sum. the music lover
can relive the equivalent of the
piani=t's Shakespeare- Chaopin. that
is—in performances by the equiva- §
fent of the piano’s Booth. Kean. Tree.
ete. . such great and distinctive
artists ax Rachmaninoff and Paderew-
ski, Rosenthal and de "achmann. Cortot
and Lhevinne and Levitzki.

Moreover, one can hear them from a kind
of revolving stage—the record itself—in a
priceless sequence of contrast and comparison
(bridging time and place) which puts to-
gether in magic propinquity the tonal and
tempermental characteristics which added to
the individuality of each. Together they ex-
pound a musical viewpoint which. in Rosen-
thal’s case. extends back to Chopin himself.
for the composer was still alive when the
performer was boarn, and the latter had the
experience of absorbing his traditions from
those who had close contact with the source
itself: or in Rachmaninofl's. stems from Anton
Rubinstein who was similarly favored.

R

CIHOPIN

Yet there is no art without individuality
and one i~ conscinus as he listens to Rosen-
thal's playing of his favorite “Preludes.” or
Paderewski's statement of the C-Sharp Minor
Mazurka. or the psyvchoanalysis (as 1 have
called it) of the C-Sharp Minor waltz by
Rachmaninofl. that what one is hearing is as
valid and vet as different as vesterday’s “[lam-
let™ of Booth compared with today’s hy
Olivier. in which an aura. a pace. an atmos-
phere of a given generation become imbedded
in the art expression of the time. for better or
worse. Here. [ would sav. the better definitely
predominates. for tradition was yet to be
frozen into routine. nor influence into mere
imitation.

The piano. ever a recaleitrant where
recording is concerned. was manifestly

a problem when these disks were
8 made (hetween 1925 and 19351 : but
the wonder is that. withal, so much
d of the player’s personality has been
¥ |)('rpt‘luulwl in each case. No one
# wonld mistake Rachmaninoff’s dry
¥ articulation for Paderewski’s massive
or de Pachmann’s coaxing
nuance for Lhevinne's pointillism (1o
horrow a painting term). Cortot inton-
ing the Berceuse is as much as indivi-
dual as Mischa Levitzki devouring with
avid technic the challenge of the C-sSharp
Minor Scherzo.

The bubble reputation is an odd integer
in music. depending as much on longevity and
word of mouth as on sheer ability. Henee it
is a happy thing to see the late Levitzki
honored by inclusion in the company of his
worth. though he died prematurely in 1910.
while still regarded as a “rising” artist. at
12. Given a dozen years more of a reasonable
life span. Levitzki would now be enjoving
the rewards ot a worthy career as a dmable
link with the great artists of the past. Here
at least. he revolves in equality. within the
closed circle of grooves ringing his abilities
for all to hear.

/|
MORIZ ROSENTHAL made JOSEF LHEVINNEs “Polonaise
“Preludes. Op.28: No. 6 in B Minor; No. 6, in A-Flat. Op. 537 iz in new
No. 3 in G: No. 7 in A" in 1935, “Chopin™ album in “Treasury.”

N k 3 ‘
LENITZKI  performs IGNACE JAN PADEREWSKI's

MISCHA
“Seherzo Noo 30 in CeSharp Minor, record in “I'reasury” is the *Mazur-
Op. 39,7 which he made in 1929, ka in C-sharp Minor, Op. 63. No.3.”
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DON REDMAN LED Tll COTTON PICKERS

McKINNEY'S
COTTON PICKERS

William MecKinney did himself and his arch rival. Fletcher
Henderson. a favor when lie hired away Henderson's ace alto
saxist and arranger. Don Redman. Redman had written the
book that gave Henderson his large following. When \eKin-
ney. who was the non-plaving manager of the hand that bore
his name. hired Redman awav. The Cotton Pickers blos~omed
due to Don’s wrranging. lis flawloss horn and his vibrant
leadership. At the same time Henderson was foreed into
writing his own material. thus beginning one of the most
productive composing and arvanging careers in jazz history.

Before the entrance of Don Redman into the MoKinney hand
the Cotton Pickers had been doing very well. ‘Fhe group <tarted
out as a foursome in Paducah. Kentucky. then moved to Spring-
field. Ohio. and added three men. Shortly after this. in 1926,
the Cotton Pickers Tanded an important baoking at the \readia
Ballroom in Detroit and added three more men. It was at this
point that MeKinney and Henderson became engaged in the
rivaley which resnlted in Redman’s moving over to the Cotton
Pickera,

The important contributions which Redman made 10 the
group are all very mueh in evidence in the “McKinney's Cotton
Pickers™ album in the “Treasury of Immortal Performances.”
The selections in the album are “Laughing at Life.” “Zonky.”
“Travilin® All Alone.” “Rocky Road.” “If 1 Could Be wilh

You One Hour Tonight™ and “Wan't You Please Come [Tome.”

McKINNEY’S COTTON PICKERS around "26. consisted of (hack
row ) Cuba Austin, drums; Prinee Robinson, tenor <ax: Don Redman:
Dave Wilborn. banjo; Tod Rhodes. piano: Ralph Escudero, hass.
CFrom row) John Neshit. trumpet: Claude Jones. trombone: Milton
Senior. alto sax: Langston Curl. trumpet. Dises were made in 30,

Jelly Roll Morton. who has a richly deserved place in the new
“Treasury of Immortal Performances,” is the subject of a book
which admirably illuminates his complex and colorful per-
conality. Written by Alan Lomax “Mister Jelly Roli” (Duell,
Sloan & Pearce—$3.50) is of special intere<t to jazz fans in
general and Maton fans in particular.

En “Micter Jelly Roll”™ Omer Simeon. who plased clarinet on
many of Jelly Roll's recording <essions. reveals what it was
fike to work with Morton in the studio. Tl tell vou how he
was in rehearsing a band.” <avs Siimeon, “He was exact with ue.
Verv jollv. very full of life all the time. but serious. We u-ed
to ~pend mavbe three hours rehearsing four <ides and in that
time he'd give u~ the effect he wanted. like the background
behind a ~olo—he would run that ver on the piano with one
finger and the guyvs would get together and harmonize it .. .7

“The <olos—they were ad lib. We plaved according 1o how
we felt. Of course. Jelly had his ideas and sometimes we'd

listen to thens andd
sometimes, to-
gether  with  our
make
~omething  better.
For me. I'd do
whatever he
wanted

John o S Gy,
famed  New  Ure
lean<  guitar  and
banjo man. had
thi~ to ~av about

own. we'q

a Morton record-
ing wession: “Now
Jelly was a very.
very agreeable
man to cuat a rec-
ord with and I'll
tell you why

e'd never gine
vou anv of vour
specialties. he'd
feave it to vour

own judgment.

sav. “You take a k
break here’”

and *Clarinetr’ll take a break here.” That's what cause his rec-
ord< to liave more varieny than vou find on Joe Oliver's records,
for instance. Jelly Roll would ask. *Can you make a break here?’
Urell him. "Okav.” He -av, *AH right. we going over it. Now
when we get there, vou make the break. Okay. let’s take it
Just let vour conscience by vour guide.” Johmny went on.
“H vou sounded good. all right. If yon didn’t sound =o good.
he'd sav. "Wait a minute, that don’t sound so good. see if vou
can’t make <omething else.” You'd try something else and get
~omething that ~ounded good to him, Or. if you couldn’t get
the idea right then. why he'd give the break to someone else.
“You try it on clarinet.” or, *You try it on the trumpet.””

It i~ pa--age- like the forgoing that make “Mister Jelly
Roll™ an absorhing work. for in writing his book Lomax got
his fact~ trom Morton. then sy~tematically checked them with
Jellv: Roll's contemporaries. What emerges is a clearly de-
fined portrait of one of the originators of jazz.

In Jellv's *Treasury” album he and his band are heard in
“The Chant.” “Doctor Jazze.” “Georgie Swing.” “Pontchar-
train Blue<” “Original Jellv Roll Blues™ and “Black Bottom
Stomp.”

JELLY ROLL MORTON
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HAMP

HE HAD THE JAZZ GREATS

The Lionel Hampton album in the “Treasury of Immortal
Performances" consists of records that Hamp made while he
was a featured performer with Benny Goodman. The discs
are consequently peapled with stars not only from the Good-
man band but from Count Basie’s. Duke Ellington’s and John
Kirby's. With luminaries like Harry James. Benny Carter.
Ziggy Elman. Coleman Hawkins. Johnny Hodges. John Kirby.
Cozy Cole. Jo Jones. Mezz Mezzrow. Jess Stacy. Gene Krupa.
Buster Bailey. llerschel Evans and many more Hamp recorded
the sides that launched him as a famous bandleader.

Benny Goodman discovered Lionel Hampton in a Los An-
geles night club in 1936, where Hamp was the leader of his
own bhand. Benny was so impressed with Hamp's vibe. drum
and piano work that he invited him to join the Goodman band.
Shortly after this the Goodman trio was enlarged to a quartet
and the dises Lionel made with the quartet are still held in
reverence by jazz fans everywhere.

Prior to joining Benny. Hamp had been the drummer for
the Les Hite band which he'd joined in 1932. It was while he
was playing with Hite that he met Louis Avmstrong who. at
the time. was fronting the Hite group in the Bing Croshy
movie. “Pennies from Heaven.” One day at a broadcasting
studio while waiting to go on the aiv with Louis. Hamp's eye
was caught by a vibraphone. He ambled over to it. picked up
the mallets and casually
hegan 1o noodle, Louis
came over and told him
that he ought to learn
to play the instroment.
Hamp did: a little while
later he recorded “Mem-
ories of You™ with Louis
and became the first jazz
vibraphonisi. From then
on his reputation as a side-
man grew. Then came
the episode with Benny.
his first records and the
start of his present-day
career as a bandleader.
Notel for his talent of
weaving riffs together in
a kind of melodie daisy
chain. Hamp is also fa-
mous as one of the most
accomplished showmen in
the music business. The
drive and enthusiasm he
personally injects into his
music is one of the things
which  gnarantee him a
lavge audience wherever
he plays. In his “Treas-
ury”™ album Hamp plays
“On the Sunny Side of
the Street.” “Don’t Be
That Way.” “Shoe Shiners
Drag.” “Gin for Christ-
mas.”  “Buzzin®  Around
with the Bee™ and “Jivin’
the Vibes.”

BILLY
AND
EARL

Billy Eckstine. the fabulous Mr.
B. got his first important break
when he joined Earl Hines" band
at fifty dolars a week in 1939,
i second break—which came in
the form of his first recording ses-
¢ sion with Earl—did not materi-
BILLY ECKSTINE alize until December. 1940. Billy's
first record with Earl was a tune
that Eckstine had written himself.
Called “Jelly. Jelly.” it was completely different from the kind
of material that Billy was to later use to sing his way to the
top. “Jelly. Jellv™ was a blues tune. blue in the old tradition.
both in construction and feeling—and it brought Eckstine to
the attention of music fans almost overnight, In the four years
that Billy was with Earl he tripled his starting salary and was
to a large measure responsible for the success of several Hines
dises. It might be supposed that at this point—in 1942—Billy
would have heen able to launch a career as a single attraction.
Billy thought <o at the time. but promptly discovered that the
takers were few. So he organized a band (he plays goad trom-
bone ). This was the first and one of the best of the big be hop
bands. but it was a casualty of the bad band business of 1947.
Billy then tried to make a go of it as a single once more. this
time with the result that is known to every American over
the age of seven.

Earl Hines. who gave Billy his first big break. has made a
practice of discovering vocal stars, At one time or another he
had Herb Jeffries, Walter Fuller.
Ida James and Sarah Vaughan as
vocalists  with his band. Earl's
higgest contribution to American
jazz. however. was his style of
playing. When he came on the
music scene. in Chicago in 1923,
jazz piano meant the kind that
one hears on old music rolls, the
rolling concert style. But Earl
changed all that when he played
with Louis Armstrong. He was
so impressed with Louis™ method
of blowing he adapted it to his
kevhoard. So began the “trumpet
style”™ of piano playing. Earl's
departure started a whole new
school of jazz pianists on its way.

In the “Earl Hines-Billy Eck-
stine”™ album in the new “Treas-
urv” Earl plays and Billy sings
“Stormy Monday Blues.” I Got
It Bad and That Ain't Good.”
“Jelly. Jelly.” “Skylark.” “Same-
how™ and “Water Bov.”

EARL HINES
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Top BANANA i~ the new nusical in wlhich Phil Silvees
is =scoring such a hit in New York, He's
seen above with Rose Marie, another of the Broadway playv’s head-
liners, Top Banana™ i~ about a comedian who becomes the top name
in television, The show’s musie and lyries are by Johnny Mercer,

a,

MY FAVORITE SPY stars Bob Hope and Hedy La
marr in a movie which ha~ Hope.

who plays a burlesque comedian, mistaken for arCinternational spy.

This get= him entangled with Hedy Lamarr, another spy. ¢ Frankie Carle

has recorded “Ju<t a Moment More™ from the <core of film's <ecore.)

find~ Dean Martin and Joerry Lewis
a< buddies in the Navy, They are
starred oppo<ite Corinne Calvet and Marion Mar<hall, Martin playv- a

SAILOR BEWARE

night club <inger. Lewis is a voung misfit who's allergic to cosmeties.

Eddie Fisher has recorded “Neser Before™ from the ilm’s <core)

GOLBE" GIRL has Dennis Day starred opposite VMitzi
Gavnor. who playvs the role of Lotta

Crabtree, an early favorite of California miner-, Dennis. a< a vouny
~inger, helps Mitzi cet <tarted in her theatrical career. Vo featured
in the new fitm are Ena Merkel and James Barton, Dennis Day has
recorded two of his “Golden Girl™ tune<, “Never™ and California
Moon.” (Dennis and Mitzi will <oon be heard disenssing “Golden

Girl™ ininterviess with dise jockevs throughout the countey)

- il

i= the new Broadway  hit
which <tar< Tony Bavaar and
Ofea San Juan c<hown) and James Barton, The <how i <el agains
the hackground of California in the gold ro<h of 1853, Crities have
heen <ingling out the <how's wcore, ll) Frederick Loewe and Van
Jay Lerner, for special praise. Out now is RCY Victor's original cast
“Paint Your Wagon.” Ezio Pinza ha~ a <ingle vecord of
Eli<a.” Vaughn Maonroe recorded “They Cali the Wind
Maria ™ and Tony Bavaar made =1 Talk to the Tree<"and “Carine Mio,”

album from
St Se
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Even the smalest tots can play RCA Vietor’s Kiddies" 7137 phono-

MODEL 45EY26

graph ... music at the touch of a button! Gayly decorated wit
Walt Disaey “Alice In Wonderland™ characters. this complete

“Vietrola™ 15 phonograph costs only 320.95.% See vour RCA Vietor

dealer today !

*$

Vices s

uggesled list price including Federal Tax, subject to change withoul notice

RCA VICTO R

Division of Radio Corporation of America

e the. Riddies.
e
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It’s All Play and No Wor
NO COSTLY BREAKAGE

Changer s foolproof. Records are
made of non-breakable vinyl plastic,

NO LOADING PROBLEM

Big center hole permits casy loading.

NO POSTS TO ADJUST
\E U5 vecords are handy T-inch
size. Just flip a button —that’s all!
for up to an hour of musie,

NO DISTORTION

Entire playving surface of 77137

records 1s in the distortion-free

“Quality Zone.”

NO STORAGE PROBLEM

Records it an ordinary hookshelf,

WORLD LEADER IN RADIO
FIRST IN RECORDED MUSIC
FIRST iN TELEVISION
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