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User's Guide

This book is a compilation of the pertinent data on each of the "Talking
Machines” manufactured by the Victor Talking Machine Company during
its 29-year existence and is intended to be used just as one might use a
collection of original catalogs. Each Victor model is described with
particular attention paid to relating it to other models in the Victor line-up,
indicating how the company's products molded, and were in turn molded
by, the public's developing tastes and interests. Whether the reader is a
dedicated collector or an arm-chair enthusiast, it is anticipated that this
book will be a valuable aid in placing any model into perspective with each
of the others manufactured by Victor, as well as offering some interesting
insight into the times and conditions which created it.

When reviewing the individual instrument specifications given in this
book, it must be remembered that variations from the published
specifications were not uncommon. Victor was always willing to honor
special requests from customers. Sound boxes and horns were easily
interchanged between many different models. These and other parts were
also sold separately for the purpose of updating older machines. Cases of
woods other than those listed as available are sometimes discovered today,
and other examples of special order customizing are known. Slight
changes in trim, cabinet dimensions, mechanical features, etc., were being
made continuously throughout the life of any model. Some Victrolas may
have been made in more than a dozen variations, all of which appear
identical on casual inspection. It is not the author’s purpose, therefore, to
document every variation in each model, but rather to present in a logical
manner the development of the Victor Talking Machine through the use of
the company's own published data.

This format was chosen because it could best convey the spirit of that period
in American life - almost creating the impression that the reader were
shopping for a new phonograph in those pre-Depression days.

The purist may object to the use of the word "phonograph” in describing
products of the Victor Talking Machine Company, as this word was the
trademark of Thomas Edison and originally described only those machines
using vertically cut records. However, as the word has fallen into common
usage as a generic term describing all forms of audio record players, its use
can be justified.

The author has supplemented the normal "catalog” information contained
within these pages with production quantities (from formerly private
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company files), introduction and discontinuation dates (from publications
which were intended strictly for the trade), and service information
(originally provided for the exclusive benefit of the dealers). This last
section is of particular value to collectors today, as it describes the
techniques recommended by the manufacturer in order to obtain peak
performance from these instruments. By following the advice given in
these service notes, it is possible for the collector to enjoy a musical
performance in the manner in which Victor intended many decades ago.
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Introduction to the Third Edition

In the period of time since the first edition of this book was printed,
additional information regarding the Victor Talking Machine Company
has been located by the author. Notebooks which are believed to be the work
of B. L. Aldridge, a former Victor and RCA employee, who was also a
company historian, were discovered. These notebooks contain a record of
Victor and RCA products, and are noteworthy in that production figures for
most instruments are recorded within them. These production figures,
previously published by the author as a supplement to earlier editions of
this book, are now included in the summary information charts which can
be found on pages 4 through 7. The chart on page 8, which was included in
the previous editions of this book, is also the work of B. L. Aldridge, and was
originally published by him in his book The Victor Talking Machine
Company.

Within the notebooks attributed to Mr. Aldridge are also contained wisps of
information on Victor products which were never listed in the traditional
sources which supplied the bulk of the information for this book (company
sales brochures, parts lists, repair manuals or trade journals).

As an example, a production of 662 is listed for a Victrola XIII. Such an
instrument is listed nowhere else in the company literature, but with such
a small production, it was apparently quickly pulled from production for
some reason or another - possibly for no reason other than it's "unlucky”
nomenclature. Its price of $250 would make it actually more expensive
than a Victrola XIV, and the same price as the Victrola XVI, which would
seem to violate Victor's own hierarchical numbering system. As 1920, the
year of reported introduction of the mysterious Victrola XIII, was near the
time when the company was both experimenting with console style cabinets
and changing their nomenclature for roman numerals to Arabic
numerals, it is possible that this instrument was the same as one of the
more familiar instruments of a different name, although none of the later
instruments is an obvious candidate for a re-named Victrola XIII.

Small mysteries such as this remain even a decade after the original
research into this book. In larger terms, however, Look for the Dog
remains an invaluable source of information an insight into the products of
the Victor Talking Machine Company, and the men and times which
created it.



While this book was originally conceived as a collector's guide for a
relatively obscure but growing hobby, time has modified its roll. Look for
the Dog has given a certain organization and sense of history to a hobby
which has grown in significant ways since this book was published. As the
premier manufacturer of talking machines in this country, and the major
force in the growth of the industry throughout the world, Victor was the
leader. The story of Victor, as told through its products, is then, in a great
way, the story of the industry.

Victor's story is also the story of America, and the great opportunities
which it provided. For those who think that it is a story unique to the early
part of this century; that people can no longer start from a garage and
create great trend setting, lifestyle changing industries within a few short
years, need to look no further than Silicon Valley. It is no coincidence that
this update is being written and typeset on a Macintosh - a product which
was virtually inconceivable when the first edition of this book was being
penned a decade ago.

The parallels between Apple Computer and the Victor Talking Machine
Company are remarkable. Both were begun by ambitious young men with
a dream of a product and an industry which were not shared by many of
their piers. These men did not invent their industry, but were indisputably
responsible for shaping its growth. Victor's and Apple's influence on
American, and the world, is difficult to overstate.

Both companies had the distinction of being in the right place at the right
time. Their growth was a result of providing a product which was right for
the times. Software played a critical roll in both companies. For Victor,
this meant quality recordings by the top stars of the day, and creating a
catalog of selections unmatched by others. Apple found an initial gold mine
in a single piece of software (VisiCalc), which in itself was reason enough
to buy an Apple. This first great piece of business software was soon joined
by many others, and soon Apple had the largest catalog in the business.

Intentionally or not, Apple followed Victor into the schools. Both
companies knew that by shaping young minds in these formative years, the
future business of the company would receive a great boost.

The author is willing to bet that we will not have to wait sixty years to read
a collector's guide to Apple Computers.



VICTOR IDENTIFICATION

Victor nomenclature followed several patterns throughout the
years, and an understanding of them makes the task of
identifying any Victor easier. The very earliest Victor talking
machines were given alphabetic designations beginning with
A. Thus there were Victor types A, B, C, D, and E (plus a toy
hand powered machine that apparently did not warrant
inclusion in this series). These designations must have seemed
too pedestrian, for Eldridge Johnson soon concentrated on
nomenclature which conveyed the regal status he felt the
instruments deserved. The earliest instrument of this type
was the Monarch. Variations on this theme were the De Luxe,
the Special, and the Junior Monarchs, followed by the Royal
(which may have been a tribute to his good friend and
business associate Belford Royal). With the introduction of
the rear-mounted tone arm, the phonographs were crowned
by kingly titles such as Victor III (pronounced “Victor the
Third”). This was carried over into the Victrola identification
and Roman numerals served to identify all Victors until 1921,
when they were slowly replaced with Arabic numbers. In
nearly all cases, however, a higher number within any series
identified the more expensive and deluxe instrument.

With the advent of the Orthophonic Victrolas in 1925, Victor
introduced a short-lived series of romantic names (such as
Granada). These soon gave way to a two-part numeric
designation, where the first number indicated the approxi-
mate style of the instrument (4’s were Victrolas with small
horns, 8’s had larger horns, 9’s had radios, 10’s had record
changers, etc.) and the second number indicated an approxi-
mate position (either chronologically or by cost) within the
series. Victor was thoughtful in assigning instrument identifi-
cations, and, as will be seen, generally left room within each
series for future models. A problem was encountered, however,
when they wanted to introduce a rear-mount phonograph
which was smaller and cheaper than the Victor the First.
They called it, out of neccessity, the Victor 0 (Victor the Zip?).

Attached to nearly every machine as it left the factory was a
small ID plate which listed the model designation and serial
number. These plates were usually located adjacent to, or
under, the turntable, and provide the easiest means of estab-
lishing the history of any given Victor product today. General-



ly, the model designation is the first character, or set of
characters, stamped into the ID plate. It is interesting to note
that the famous Victor trade mark did not appear on the
earliest plates, in spite of the fact that it had been used in
advertising prior to the incorporation of the Victor Talking
Machine Company.

Early Victors with names, such as Monarch, had the first
letter of the name stamped into the plate for identification.
The Monarch Special, as an example, carried the designation
“MS”, while the Royal was known as the type “R”, and so
forth. The later Orthophonic Victrolas with names had the
entire name stamped into the ID plate. The charts on the
following pages provide a speedy reference for the correlation
of ID plates to model names or numbers. The charts also note
the few machines which did not have ID plates, and indicate
how these instruments may be identified.

Shortly after the first Victrola models were introduced, Victor
recognized that a quick way to differentiate between inside
and outside horn instruments was needed. This differentiation
came in the form of a “VV” prefix, for Victor Victrola, on the
ID plates of all of the spring-driven concealed-horn talking
machines (a “VE” -for Victrola Electric - was used on Vic-
trolas with electrically powered motors). At the same time,
outside horn machines, which were referred to by the company
as “Victors”, gained the notation “Vic” (or alternately just
“V”) preceding the model number.

When the Orthophonic Victrola was introduced in 1925, a
new and less expensive electric motor, for use with alternating
current only, was made available as an option on several
Orthophonic Victrola models. In order to differentiate between
Victrolas with either of the two electric motors (so the dealer
could easily tell from reading his invoices if he had the desired
instrument in stock), an “x” appeared after the model number
of instruments with the new motor. Victrolas with the older
universal style motor continued to use only the “VE” prefix.
When the new Victor Electrolas (with electrical amplification)
were introduced in 1926, an “E” suffix was added to the ID
plate.

The number following the model designation on the ID plate
is the serial number. As a general rule, these serial numbers
indicate the number of instruments of the same model
designation made prior to the one under examination. A
Victrola the Sixteenth, as an example, with an electric motor
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was considered a different model than the same machine with
the standard spring motor, so that it is quite possible to find a
“VE-XVI” with a low serial number of one or two hundred in
spite of the fact that the “VV-XVI” had been in production
nine years by the time that the electric motor option was
introduced. A spring motor powered “Sixteenth’” made on the
same day would have had a serial number of several thou-
sand.

A second source of information was applied to all but the
very earliest Victor machines in the form of a printed patent
information sticker. It was usually located on the bottom of
the case on both floor and table models, but could also fre-
quently be found on the back or inside the record storage
compartment of Victrolas. These sheets are useful in pin-
pointing the date of manufacture of the machine to which
they are attached, as they contain a printing date in the
bottom corner. Since the sheets were updated on a regular
basis to include all the latest patents, the date of manufacture
of the phonograph was seldom more than a year or two
later than the date appearing on the sheet. An exception to
this statement might apply to machines with sheets dated in
mid-1917, since Victor revised its licensing notice at this time
and supplied new notices for the dealers to paste on all
machines in their stock.



Victor (Outside Horn) Summary

ID First
Tag Year
$3.00 1901

A 1901

B 1901

(o] 1901

D 1903
E 1902
M 1901

MD 1901

MS 1902
P 1902
R 1902
Z 1903
Jr. 1909
[] 1908
I* 1803
n* 1902
ms 1902
Ivs 1902
A\'Ad 1903
VI* 1904
XXV*+1913
- 1906

All “Victors” contained spring motors.

Production Comments

60,000
50,000

11,000
19,000

15,884
50,640
94,135
125249
103,702
33,056

16,000
19,000

Hand powered

Type A - Continuation of Berliner design

Type B - Similar to Trademark Gramophone
Type C - Front-mount Victor

Type D - The first Victor with a twelve-inch turntable
Production estimated based on 30% of total 1901-05
Production estimated based on 25% of total 1901-05
Monarch DeLuxe production estimated by author
Production estimated at 8% of total 1901-04

Type P - Given as Premium

Production estimated based on 23% of total 1902-03

Type 2

Victor Junior (ID Decal on case)
Victor ¢

“Victor the First”

“Victor the Second”

“Victor the Third”

“Victor the Forth”

“Victor the Fifth”

Production estimated from parts lists
Production estimated from parts lists
Auxetophone - Pneumatically amplified Victor

indicates that the production is presently unknown.

* May be preceded with “V’ or “Vie”
** Roman Numeral may be preceded with “V’ or “Vie” or “VV”

Page
Number

X EEEEREEEEE AR

Where no production is shown, it



Victrola (Inside Horn) Summary

D First Production Comments Page
Tag Year Number
VV.IV 1911 609,000 “Victrola the Forth” - Table model )
VV.VI 1911 693417 “Victrola the Sixth” - Table model n
VV-VIII 1911 185,642 “Victrola the Eighth” -Table model 2
VV.IX 1911 569,394 “Victrola the Ninth” - Table model e
Vv-X 1910 506,000 “Victrola the Tenth” - Upright or table model 4
vvxXi 1910 853,918 “Victrola the Eleventh” - Upright or table model %
VV-XII 1909 4,913 “Victrola the Twelfth” - Table model )
VV.XIII 1920 662 There are no known illustrations of this instrument

VVXIV 1910 264,604 “Victrola the Fourteenth” - Upright 80
VTLA 1906 2,500 Production estimate based on page 8 2
VV-XVI 1907 196,000 11,954 “Victrola the Sixteenth” - Upright 8
VVXVII 1916 18,698 2524 “Victrola the Seventeenth” - Upright 88
VVXVIII 1915 3407 994 “Victrola the Eighteenth” - Upright 90
VV-XX 1908 500 Production estimated (see page 91) 9
VV-35 194 45,000 Production estimated based on chart on page 8 R
VV.50 1921 151 814 “Victrala No. 50” - Portable 9
VV-80 192 18544375 “Victrola No. 80” - Upright %
VV-90 1921 85,406 “Victrola No. 90” - Upright 96
VV-100 1921 195285 49 “Victrola No. 100" - Upright 97
VV-106 1925 11,5853 “Victrola No. 105” - Upright %8
VV-107 1925 1,009 13 “Victrola No. 107" - Upright ®
VV-10 192 21,800 “Victrola No. 110” - Upright 100
vVl 192 22,742 1,277 “Victrola No. 111” - Upright 10
VV-120 1921 8,425919 “Victrola No. 120" - Upright 102
VV.I25 1923 2170 120 “Victrola No. 125 - Upright 103
VV-130 1921 5,260 595 “Victrola No. 130" - Upright 104
VV-210 1923 197,000 “Victrola No. 210" - Console 106
VV-215* 1923 136,876 167 “Victrola No. 215" - Console 106
VV-220 1923 2,246 614 “Victrola No. 210” - Console 107
VV230 192 3,395 820 “Victrola No. 230" - Console 108
VV-240 192 65821 8 “Victrola No. 240" - Console 109
VV-260 1922 53,5922 “Victrola No. 260" - Console 110
VV280 1922 127307 “Victrola No. 280" - Console 111
VV300 192 27,014 2006 “Victrola No. 300" - Console 112
VV330 192 3620477 “Victrola No. 330" - Console 113
VV350 1924 880 159 “Victrola No. 350" - Upright 114
VV360 1924 1,287229 “Victrola No. 360 - Upright 115
VV370 1924 907 161 “Victrola No. 370" - Upright 116
VV-400* 1923 12,863 704 “Victrola No. 400" - Console 117
VV-405* 1923 26,000 “Victrola No. 405" - Console 118
VV-410* 1923 7,359 799 “Victrola No. 410" - Console 119

Spring motor production is indicated in plain type, electric turntable production, if
any, is shown in bold italic type. Where no production is shown, it indicates that
the production is presently unknown.

“VE” replaces “VV” when equiped with an electric turntable motor

* The “Special” editions of these models (equiped for radio) are identified by an “S” immediately preceding or
following the numeral



D
Tag

VV.9-3
VV-9-15
VE-9-40
VE-10-35
VE-10-50
VE-11-25
VE-14-1

Orthophonic Victrola Summary

First
Year

1928
1926

Production

Comments

“VV-7-1" - production estimated from VV-7-2

“VV.7.2" - Acoustically amplified console with Radiola 25
“VV-9-3”- Acoustically amplified console with Radiola 28
“VV.9.2”- Production estimated from "Borgia I" and VV-9-40
“VV-4-5" - Orthophonic Victrola console

“VV-4-3” - Orthophonic Victrola console

“VV-8-1" - Orthophonic console with two or four front doors
“YV.9-17- Acoustically amplified console with Radiola 25
“VV-4-4” - Orthophonic Victrola console

Table model

Table model

Similar in appearance to a VV-1-70 without a lid

Suitcase portable

Suitcase portable

Same as aVV-1-4

Orthophonic Victrola table model

Orthophonic Victrola table model

There are no known illustrations of this instrument
Suitcase portable

Suitcase portable

Suitcase portable

Production estimated based on VV-2-30, 2-35, & 2-55

A small "treasure chest" on a stand

“Consolette” - Orthophonic Victrola console

“Gr da” - Orthophonic Victrola 1

“Colony” - Orthophonic Victrola console

Orthophonic Victrola console

Orthophonic Victrola console

Orthophonic Victrola console

There are no known illustrations of this instrument
“Alhambra I” - production estimated from VV-7-2
“Alhambra II” - Acoustically amplified console with Radiola 25
Acoustically amplified console with Radiola 20
Acoustically amplified console with Radiola 16
Acoustically amplified console with Radiola 18
Acoustically amplified console with Radiola 17
Acoustically amplified console with Radiola 20

“Cred " Orthophoni le with two or four front doors
Orthophonic Victrola console

Orthophonic Victrola made for school use

Orthophonic Victrola made for school use

Orthophonic Victrola console

Orthophonic Victrola console

Page
Number

167
168

169
170
17
172

173
176
1%

“Credenza” - Orthophonic console with four front doors (see VV-8-1) 194

Orthophonic Victrola 1

Acoustically and electrically amplified console
“Florenza”- Acoustically amplified console with Radiola 25
“Borgia II” - Production estimated from "Borgia I" and VV.9-40
“Borgia I"- Acoustically amplified console with Radiola 28
Acoustically amplified console with Radiola 28

Similar to the “Borgia II”

Acoustical console with second style record changer
Acoustical console with first style record changer
Coin-operated console with second style record changer
“Revere” - Acoustical Orthophonic horn points towards floor

Spring motor production, if any, is indicated in plain type, electric turntable
production, if any, is shown in bold italic type. Where no production is shown, it
indicates that the production is presently unknown.

“VE” replaces *VV” when equiped with an electric turntable motor



ID
Tag

VV.-7-26
VE-9-16
VE-9-18
VE-9-256
VE9-54
RE-154
VE-9-56
VE-9-66
RE-156
VE-10-51
VE-10-69
VE-10-70
VE-11-50
VE-12-1
VE-12-2
VE-12-16
VE-12-25
VE-15-1
CD-20

Electrola (Electrical Amplification)

First
Year

1926
1928

Summary

Production Comments

165.002 with PM speaker, 1,446 with dynamic speaker
Electrically amplified console with Radiola 18
Electrically amplified console with Radiola 64
Electrically amplified console with Radiola 28

Electrola with second style record changer and Radiola 64
Surplus VE-9-54 cabinets with the RE-45 chassis

Electrola with first style record changer and Radiola 28
Electrola with second style record changer and Radiola 64
Surplus VE-9-56 cabinets with the RE-45 chassis

Electrical console with first style record changer
Electrical console with second style record changer
Electrical console with first style record changer

11-25 + 11-50 production = 6 (individual not known)
“Cromwell”- Electrically amplified console phonograph
“Tuscany” - Electrically amplified console phonograph
Electrically amplified console phonograph

Eloctrically amplified console phonograph

“Hyperion” Electrical console with RCA Radiola 28
“Counter Demonstrator” for use in record stores.

Spring motor production, if any, is indicated in plain type, electric turntable
production, if any, is shown in bold italic type. Where no production is shown, it
indicates that the production is presently unknown.

ID
Tag

VV-R-80
R20
LS-1

First Production Comments

Year
1922 &0 Victor-designed four tube radio in Victrola # 80 Cabinet
1927 6,382 RCA Radiola 20 only in a Victor cabinet with an Orthophonic horn
1926 Loudspeaker Number 1

Radio Products Summary

Page
Number

224
223



Years

1901
1902
1903
1904
1905
1906
1907
1908
1909
1910
1911
1912
1913
1914
1915
1916
1917
1918
1919
1920
1921
1922
1923
1924
1925
1926
1927
1928
1929

Outside
Horn
Victors

7,670
42,110
40,601
47,074
65,691
76,036
98,368
45,473
56,147
73,049
31,106
21,009
18,435

6,179

3,949

6,442

6,623

5,856

9,185
11,206

1,768

2,665

3,106

3,161

2,190

5,908

4

Table
Top
Victrolas

51,805
136,642
116,661
180,344
185,466
242,284
278,971
141,128
219,203
212,363

37,663

56,493

74,444

95,939

79,751

47,990

59,447

17,394

4,366

Sales by Class of Product

(may represent instruments made in prior years)

October 1, 1901 to December 31, 1929

Original
Upright
Victrolas

506
3,559
4,317

11,764
21,508
41,956
49,224
115,342
121,288
188,725
265,184
284,712
167,786
243,691
333,889
243,581
150,940
90,958
84,992
36,960
46

3
3

Flat
Top
Victrolas

Portable

Victrolas

24,645
35,189
25,572
59,821
47,878
64,529
92,366
198,485
166,255

Ortho-
phonic
Victrolas

Victrola
Radiola
Consoles

11
31,680
23,519
46,329

115,536

Electrolas

9
8,322
15,939
11,193
2,745

Radio
Consoles

6,321
59
212,775

Misc.

Total

7,570
42,110
40,601
47,074
65,591
82,589

107,432
50,732
68,231
94,666

124,927

208,798

251,909

309,459

379,496

515,980

573,012

315,624

474,602

560,060

320,860

384,105

403,580

411,009

262,274

419,004

426,973

446,229

533,283



THE EARLY YEARS

The Victor Talking Machine Company was incorporated in
October of 1901 by a New Jersey manufacturer named
Eldridge R. Johnson. The real beginning, however, of what
was to become the world’s largest manufacturer of records
and record players can be traced back thirteen years earlier,
into the previous century, when a German-born immigrant,
Emile Berliner, demonstrated a disc playing machine at the
Franklin Institute in Philadelphia. The concept of recording
sounds and reproducing them at a later date was not new,
as Thomas Edison had built his first phonograph in 1877.
What was new about Berliner’s approach was the technique
he had developed to produce large numbers of copies from a
single master record (such a process for cylinder records
would elude Edison until 1901).

The disc records, therefore, could be sold more cheaply than
the difficult-to-produce cylinders and gave Berliner’s Gramo-
phone an important competitive advantage over both
Edison’s Phonograph and Alexander Graham Bell's
Graphophone.

The first Gramophones were simple hand-powered devices
and while they were well received, Emile Berliner realized
that, in order to achieve a broader market and to elevate his
machine out of the toy category, he needed to develop a
motor-driven version of his disc player. An electric-powered
Gramophone was built in 1896, but the cost and nuisance of
handling early batteries persuaded Berliner to seek an
alternative motive power. The search for a suitable motor led
him to a Camden, New Jersey machinist, the aforementioned
Mr. Johnson. Not only did Eldridge Johnson make a silent
and long-running spring motor for the Gramophone, by 1897
he had a contract to manufacture the entire machine. Sales of
this machine grew at a very reassuring rate, and Eldridge
Johnson found he had to invest substantial amounts of
money into equipment and labor in order to meet the ever-
increasing demand for Gramophones.

Unfortunately, Berliner’s success was to bring him problems
as well. Unscrupulous manufacturers began issuing
unlicensed copies of the Gramophone and pirated copies of
Berliner discs. Furthermore, in 1899 Berliner discovered that
two of the top officials in the company responsible for the
distribution of his Gramophones and records were also



prominent in the operations of the Universal Talking
Machine Company, manufacturers of the rival Zonophone.
When Berliner sought to cut off their supply of Gramophones,
the officials sued, as they had an exclusive contract to sell
Berliner's Gramaphones in the United States. The court
handed down a controversial ruling enjoining Berliner from
selling Gramaphones in the U.S. to anyone except the former
officers of the company.

Eldridge Johnson had to move quickly to protect his
investment (in the order of $50,000 to $60,000) in his
production facilities. He acquired the assets of the Berliner
Gramophone Company (including the American copyright to
a certain painting of a terrier listening to “His Master’s
Voice”) and reorganized it as the Consolidated Talking
Machine Company. A second injunction was sought by
Berliner’'s former distributor to prevent this apparent
continuation of Berliner’s company, but the court ruled that
Johnson could continue as long as he didn’t use the word
“Gramophone” in relation to his products. Johnson then,
perhaps in celebration of this victory (or in anticipation of
future success), named his machines “The Victor”.

The first products of Johnson’s Consolidated Talking
Machine Company (reorganized the following year, 1901, as
the Victor Talking Machine Company) were copies of the
machine he had made for Berliner. Mr. Johnson was quick to
introduce improvements in the design of his instruments and
in the production of records. New models were introduced
and discontinued as the product matured rapidly in the first
decade of the new century.

As an example, Johnson was able to improve upon his
original motor design (as seen on the types ““A” and “B”) for
his model “C”. The running time was increased and the
winding crank was moved from its vertical position to the
side of the case. This repositioning of the control had the
advantage of allowing 10-inch records to be played without
removing the crank. Improvements in the reproducer were
also made at this early date, and were offered separately so
that owners could update their machines for a relatively low
cost.

10



Early Victor Monarch Special with 42 inch Horn and
Stand

Various sizes of horns were also offered as accessories to
modify the tone and volume of the recordings. Horns as long
as 56 inches were provided for “use on the concert stage’.
While use of the larger horns on these early machines did
dramatically increase their volume, they created several
problems at the same time. The horn supports for the earliest
Victors were designed to balance the original sized horn and
provide the proper pressure of the needle against the record.
As the horn grew larger, the balancing point had to be moved
further from the center of the machine, requiring a special
table or floor stand to hold the horn. While the weight of the
needle against the record could be adjusted by moving the
fulcrum of the horn, the mass could not. As a consequence, as
the horn weight increased, so did its inertia. Since the disc
grooves provided the force which moved the sound box-horn
assembly (unlike Edison’s Phonograph which had a separate
feed screw for this purpose), the records wore out faster when
used with a large horn.

11



1902 Victor IV with Rigid Arm

To overcome these problems, Johnson in 1902 introduced a
new tone arm and horn assembly (which he called the “rigid
arm”) in which only the sound box and tone arm moved as
the record played. Now the moving mass remained constant
regardless of the horn size used. The horn mount was made
substantial enough for even large horns, so that separate
horn stands were no longer required.

While the first rigid tone arms had a constant diameter
throughout their length, Johnson soon realized that if he
provided a gradually increasing diameter in the arm, the
effect would be the same as increasing the size of the horn.
The patent covering the tapering tone arm, as it was known,
was one of many important patents which allowed Victor to
do business for many years with serious competition coming
only from the Columbia Phonograph Company’s disc
Graphophone. Columbia had, in 1901, found itself in
possession of the basic patent for the mass production of disc
records when it hired a former Berliner employee by the
name of Joe Jones. While some might argue that this patent
rightfully belonged to Victor/ Berliner since they developed
the process, Eldridge Johnson respected Columbia’s legal
ability to defend their possession of the patent and took the
simple expediency of entering into a cross licensing
agreement with Columbia. This provided Columbia with
access to the basic Berliner disc patent, but allowed both
parties to devote their time to making phonographs instead
of lawsuits.

12
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The Tapering Tone Arm

Victor was usually not this generous with its adversaries,
and was quick to bring suit (sometimes a threat of a suit was
enough) against anyone planning to market a disc playing
machine. The Zonophone continued to be produced after
Victor brought suit against the makers, the Universal
Talking Machine Company, for its violations of Victor-
owned patents, because (in light of Victor’s claims against
the company) Victor was able to negotiate the purchase of
the assets of the Universal Talking Machine Company. Thus
Eldridge Johnson obtained a line of phonographs to compete
with the lower-priced Columbias while still maintaining the
high quality which had characterized Victor machines to
this point.

During his first few years in business, Johnson patented
many designs for improvements to the sound box. The very
first machines had used the Berliner reproducer design, but
within the first year this had been replaced with a new
design in which the mica diaphram was exposed on one side.
This meant that the fragile membrane could be damaged
more easily by careless handling, but apparently this was
not a serious problem since an exposed diaphram was used in
the sound box of nearly all subsequent Victors until the
paper-thin aluminium diaphrams were introduced on the
Orthophonic Victrolas in 1925.

13



Very early in the century, Eldridge Johnson introduced the
first of the famous Roman numeral series of phonographs
which would form the early backbone of his company. The
Victor I through VI were similar in many important
characteristics—particularly quality—and primarily offered
the customer of that period a choice of size, finish, and power.
The “Victor the First” and the “Victor the Sixth”, as well as
the others in between, shared such important features as the
tapering tone arm, high quality solid wood cabinet (oak on
the First and mahogany on the Sixth), powerful motors
which could be wound as the machine played (one spring in
the First, three springs in the Sixth), brightly plated controls
and trim (nickel on the First and gold on the Sixth) and so
forth. (The regal sounding titles which Victor gave to their
machines in their early advertising are generally ignored by
modern collectors, who seem to prefer a simpler nomen-
clature, such as “Victor Six”, when referring to instruments
in this series.)

Eldridge Johnson created the Roman numeral series of
Victors by replacing the original “front-mount” tone arm of
existing Victors with the new rigid or (after 1904) tapering
tone arm (collectively refered to as “‘rear-mount’” tone arms).
Thus, as an example, the earliest Victor V’s shared the
cabinet and motor of the Type D, while a similar relationship
existed between the Victor IV and Monarch Special, Victor
III and Monarch, Victor II and Monarch Junior, and the
Victor I and Type Z Victor. While the early catalogs clearly
differentiate between the front-mount and rear-mount
instruments by using a letter designation for the formerand a
Roman numeral designation for the latter, surviving
instruments indicate that Victor was not this discriminating
when labeling actual machines. Evidence shows that most, if
not all Victors made prior to approximately 1907 used the
letter designation on the ID plate, regardless of whether the
instrument was equipped with a front or rear-mounted horn.
Additionally, many instruments came with two sets of
mounting holes and could accommodate either style of horn
support. Where two sets of holes were provided, a plaque
which covered the unused set (and explained its purpose) was
affixed at the factory - thereby giving the dealer or the owner
the option of exchanging one style for the other. Victor set
the value of the rear-mount tone arm at $5 more than the
front-mount arm, and maintained this differential for any of
the dual-personality instruments regardless of their size. It
should be noted that the designation ‘“front-mount’ or *“rear-
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mount” is somewhat misleading since either horn support
was attached to the same surface. The difference lay in the
fact that the horns themselves pointed in different directions,
and the bell of the horn was logically used to define the front
of the instrument.

The Roman numeral Victors were each considered to be top
grade instruments and even the smallest member of the
series, the Victor the First, was priced at $25 - a respectible
sum of money in those days. For the large group of
Americans who could not justify an expense of this
magnitude on a simple luxury, Victor provided an assort-
ment of cheaper instruments. The very cheapest Victor ever
was the Type P, which was actually given away free,
although there was a catch. The Type P was provided in
large quantities to concerns wishing to promote their product
by offering a high grade talking machine as a premium
(hence the designation “P”). The Type P was inexpensive to
produce by virtue of its small single-spring motor, but
impressive appearing thanks to moderately large oak case. A
typlcal offer might have included the Victor P with a group of
magazine subscriptions, set of dishes, or any number of other
products.

Other low cost Victors available during the early part of the
century were the Royal (1902-1903), the Type Z (1903-1908)
and, after 1908, the Victor 0 (for zero, since it was one step
below the Victor I). Each of these instruments was priced in
the $15-820 range, and was very popular. In 1909 Victor
introduced the Victor Jr., the all time price leader in spring-
powered Victors (if you disregard the Type P). At $10, this
instrument was a “best buy”, for it had all the traditional
Victor quality, but simply on a smaller scale.

In 1905 Victor announced that it had acquired the American
rights to manufacture a talking machine designed three
years earlier by Sir Charles Parsons of England. Sir Charles’
machine was unique in that it utilized an air compressor as a
means to obtain greatly increased volume. The compressed
air was used to amplify the needle movement through a
special valved sound box. Because of the high price ($500),
the Auxetophone, as it was called, was used primarily in
-hotels and restaurants where its cost could be offset by the
elimination of the requisite band. Many Americans dined to
the music provided by this curiosity, but history has lost
whether they preferred the Auxetophone to the real musician.

15



In 1913 a new Victor aimed exclusively at educational
institutions, which Victor had been courting for years, was
introduced. The Victor XXV (later to be known as the
Victrola XXV, or more commonly the “Schoolhouse Victor™)
was the last new outside horn talking machine design
introduced by Victor. The instrument was a curious
compromise, since it had the outside horn of a Victor, but was
equipped with a lid and legs just like a Victrola. It marked an
interesting acknowledgment by Victor, in light of its
intended application, of the superior fidelity of the larger
outside wooden horn as compared to the tiny horn used in all
the Victrolas at that time. There was a price to pay for the
added performance of the Victor XXV, however, and that was
in convenience. Naturally, when the horn was in place on the
XXV, the lid could not be closed, and when the lid was closed,
a place to store the horn had to be found. Victor provided a
solution the following year when the cabinet was enlarged
and a hinge added to the shelf to allow room for horn storage
under the motor. A new-style hinge permitted the lid to be
removed and hung from the back of the case when not
required to protect the mechanism from inquisitive little
fingers.

Demand for outside horn Victors fell sharply after the
introduction of the Victrolas, but Victors were still commonly
available up until the United States’ entry into World War 1.
The Auxetophone was removed from the price lists in 1918,
as an example (although this probably represented the last of
a stock of instruments manufactured years earlier), while the
Victor Jr. and Victors 0 through V were still listed in the
advertising as late as 1920 (and were probably available even
after this date at many dealers). The Schoolhouse Victrola
XXV was available until it was replaced by a special
educational Orthophonic Victrola in 1926 (at which time all
the remaining Victrola XXV’s were exported to countries
where they were still in demand).
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The $3.00 Victor was the lowest priced talking machine Victor ever made.
A direct descendant of the first Berliner hand-powered disc playing
machine, it was advertised as a children’s toy. A governor similar to those
on the higher priced Victors was used to provide an even rotational speed
for the turntable. The “‘toy” sound box was unique to this instrument, and
was of a simple, low cost design. The base board was oak, and the 10-inch
horn was constructed of tin and painted black. The machine played only
the 7-inch records, since the crank prevented the use of the larger 10-inch
Monarch discs. The $3.00 Victor was supplied complete with a children’s
record containing six selections, and 100 needles.
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The Type A Victor was the lowest priced spring-powered talking machine
offered by Victor in 1901. A continuation of a style manufactured by
Eldridge Johnson for Berliner since 1898, the Type A was designed to meet
the competition of Edison’s $10.00 Gem. Most Type A Victors were sold
with Johnson’s “New Century” or “Standard” sound box, however the
“Concert” sound box was available for $3.00 extra. The machine was
designed to play only the 7-inch records on its 7-inch turntable, but since
the crank was removable, 10-inch and the later 12-inch discs could be
accommodated, although the latter would tax the capacity of the small
spring motor. The 16-inch horn was constructed of tin, with a pewter bell
and was painted black with a gold stripe. The cover for the motor was cast
iron with an oxidized finish, as was the horn support. The base board and
tone arm were made from oak, making this a very sturdy machine. A box of
200 needles was included with each machine.
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The Type B Victor was the improved version of the first talking machine
Johnson built for Berliner in 1896, and is often referred to as the
“Trademark Machine” since this is the style of Gramophone which
Barraud included in his famous painting, “His Master’s Voice”, in 1899. It
used the same spring motor and horn as the Type A Victor, but had a
fancier oak cabinet. The tone arm was sturdier than the one on the Type A
and incorporated a nickel-plated support to hold the arm in mid air while
changing records. The turntable was 7 inches in diameter and utilized a
screwdown clamp to hold the records secure under the heavy weight of the
stylus, as did the other 1901 Victors. The Type B was normally supplied
with the “Standard” sound box and the black 16-inch horn as shown, but
these items could be exchanged for the “Concert” sound box ($3.00 extra) or
any of the larger horns (such as the 30-inch horn and support at $5.00
extra). A box of 200 needles was also included with the purchase of the
Type B Victor.
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In designing the Type C Victor, Eldridge Johnson improved upon his
earlier motor design by moving the crank to the side of the cabinet and
incorporating a mechanism which allowed the crank to remain stationary
while the motor was running. The benefits of this design were that 10-inch
records could be played on the 7-inch turntable without removing the
crank, and that the machine could be wound while playing — a feat not
possible with the Types A or B since their cranks revolved as the machine
played. The cabinet was constructed of solid oak with ribbed corner
columns — a design that would become popular with Mr. Johnson. The
«Standard” sound box was normally supplied with the Type C, but the
“Concert” was available for $3.00 extra (exchange). A 14-inch black steel
and brass bell horn was usually supplied, along with a case of 200 needles.
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The Type D Victor became available in 1903 concurrent with the
introduction of Victor’s new 12-inch diameter records. The Type D was the
first Victor to be equipped with a 12-inch turntable, and Victor tried to
imply that the record’s diameter should match that of the turntable for
optimum results (curiously, they never introduced an instrument with a
14-inch turntable, even though they briefly made records in this large size).
Early Victor catalogs illustrate this instrument with a tapering tone arm
and label it as a Victor V, although specimens which survive contain the
“D” designation on the ID plate. The fact that the ID plate carried the
designation ‘“D” would seem to imply that this phonograph was optionally
available with a front mount tone arm, but available Victor literature does
not support this assumption. The cabinet of Type D Victors manufactured
from 1903 until late 1906 was similar in style, but larger than that of the
Monarch Special. Made of top-grade quartersawed oak, the cabinet housed
a three-spring motor. A “Concert” sound box was standard equipment, but
the “Exhibition” sound box was available at the same price. In October of
1906, a new plainer cabinet was introduced for the Type D. The new
cabinet offered simple, straight sides with plain corner columns, and most
instruments with this later cabinet style carried the designation “V”
rather than “D” on the ID plaque.




1902-1905 $25.00-827.50
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The Monarch Junior (identified by an “E” on the ID Plate) was, as might
be expected, a scaled-down version of Victor's popular Monarch. The same
two-spring motor played five 7-inch or three 10-inch records on the 7-inch
turntable. Like the larger Monarch, this instrument’s case was constructed
of high grade quartersawed oak. The motor was firmly mounted to the lid
of the case and this assembly was hinged to allow easy access to the motor
for oiling. The earlier machines were all equipped with the front-mounted
style horn, but beginning in 1904, a mounting plate for a tapering tone arm
support was incorporated into each machine. An instruction plaque
normally covered the support’s mounting holes, and when the front mount
tone arm was replaced with the tapering tone arm support, a small dummy
bracket was screwed into the former's mounting holes. “Concert” sound
boxes were supplied with the early front mount machines, while a choice of
»Concert” or “Exhibition” sound boxes was offered for the later Monarch
Juniors.




VICTOR MONARCH
1901-1905 $35.00-840.00
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The Victor Monarch was supplied in several configurations over its short
life span. Eldridge Johnson chose the name Monarch to indicate that this
was the king of talking machines, as it was the largest and finest he had
made up to that time. The machine had a 10-inch turntable to accommodate
the new 10-inch Monarch disc records which played twice as long and cost
twice as much as the older 7-inch Victor records. The case styling was
modified in 1902 to incorporate the ribbed corner columns which graced
many subsequent outside horn Victors. Beginning in 1903 the Monarch
could be equipped with the new rear-mounted tone arm, for an additional $5.
The front-mounted tone arms were usually equipped with a “Concert”
sound box, while the later Monarchs generally came with the newer
“Exhibition” sound box. Cabinets were solid quartersawed oak. The two-
spring motor offered sufficient power to play three 10-inch records, and
could be wound while the machine played. The standard horn (either front
or rear mount) was 21 inches long and constructed of steel with a brass bell,
although any of the larger horns was naturally available at extra cost.




VICTOR MON SPEC
1902-1905 845.00-850.00
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The Monarch Special replaced the De Luxe Monarch in the 1902 Victor
lineup, and for a few brief months was Victor's finest talking machine. It
was equipped with a new powerful three-spring motor for the 10-inch
turntable and could play six 10-inch records with a single winding. The
quartersawed oak cabinet was fancier and taller than that of the standard
Monarch, and these differences accounted for the $10.00 price differential
between the two machines. Like the Monarch, this machine was also sold
with a rear-mounted horn and tapering tone arm beginning in 1904. The
Victor catalog illustrations of this instrument with the tapering tone arm
label the machine as the Victor IV, although it is thought that most ID
plaques carried the “MS"” designation. The earlier front-mount and rigid
arm machines used a “Concert” sound box, while the tapering tone arm
machines came with either the “Concert” or the “Exhibition” sound box.




VICTOR DE LUXE MONARCH
1901 £60.00
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The Victor De Luxe Monarch was made only briefly during 1901 and was
Eldridge Johnson’s attempt to answer those people who thought that the
talking machine was unrefined and did not belong in fine surroundings.
When perched on top of its matching $90.00 record cabinet, the De Luxe
Monarch was a striking example of the woodcarver’s art and quite unlike
anything offered by the competition. Technically, this instrument was
identical to the $40.00 Monarch of the same period, and differed only in the
oak cabinet. The motor was powered by two springs, which stored enough
energy to play three of the new 10-inch records. The nickel-plated 10-inch
turntable and “Concert” sound box were standard, and these items, like
the motor and case, were the finest that Victor offered in 1901.




1902-1906 Premium
EERREDENDEPENEREREREERRER

. 1 Y +—
L

The Type P Victor was unique in that it was not designed to be sold, but
rather to be given away as a premium. Theinstruments were intended to be
wholesaled in large quantities to any concern which wanted to mount a
promotion wherein the phonograph could be given away as an inducement
for the purchase of the product. Music stores might give away the Type P
with the purchase of a minimum number of records, as an example,
although frequently the purchased items were entirely unrelated to music.

The instrument itself was relatively large, with a 10-inch turntable and a
simple oak case. The single-spring motor was usually mounted to the base
board, in which case a hinged lid provided access for inspecting or oiling the
motor, although the Type P Victor was also offered in a variation which
utilized the motor and mounting plate of the Victor Royal. The horn support
and other hardware had an “oxidized copper” finish which was obtained by
copper plating the steel parts, then applying a black coating over the piece
and buffing sections of this coating away to reveal the copper. The buffing
was usually done diagonally across the piece, and gave it an attractive
“tiger stripe” effect. A concert sound box and 18-inch steel horn with a brass
bell were standard. Variations of the original design were identified on the
ID plaque by the designation P-I or P-II.




VI R ROYAL

1902-1904 $15.00
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TheRoyal was Victor’s lowest priced talking machine during its production,
and was very similar in appearance to Eldridge Johnson’s first side-
winding phonograph, the pre-Victor Style C Gramophone. In spite of the
low price, the cabinet of the Royal was still constructed of fine quartersawed
oak with oxidized metal corner braces. The single-spring motor required
winding prior to playing each record, although an early brochure
euphemistically stated that it had the power to play “nearly two 7-inch
records on each winding.” The turntable was 7inches in diameter to match
the size of the popular low cost discs made by Victor, and an “Exhibition
Junior” or “Concert” sound box (initially $1.50 extra, but later offered as a
no-cost option when the “Exhibition Junior” sound box was replaced by the
larger "Exhibition” sound box) was normally supplied with the instrument.
A 16-inch all-steel horn was standard.




1903-1908 $817.00-820.00
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In 1903 the Type Z replaced the Royal as the lowest cost ($20.00) talking
machine in the Victor lineup. In July, 1905 a new Type Z utilizing the
cabinet and motor of the Victor I was announced at the even lower price of
$17.00. The new more powerful single-spring motor could play several of
the new 8-inch size records per winding on its 8-inch turntable, and was an
attractive alternative for those people who didn't care about the added
feature of the tapering tone arm on the Victor I. These instruments were
normally supplied with a “Concert” sound box and a small all-steel horn.




1909-1920 $10.00-812.00
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The small Victor Junior, introduced at $10 near the end of the new
century’s first decade, was Victor’s lowest priced spring-driven phonograph
ever. Significantly, it was also one of the last outside horn Victors to
remain in production — surviving even World War I. The tiny cabinet was
constructed of solid oak and all the metal controls were nickel-plated. The
horn was painted dark red with gold stripes. A single-spring mctor
powered the 8-inch turntable, and the sound was delivered by a “Concert”
or ‘“Victor Junior” sound box. Because of shortages and inflation caused
by World War I, the price was increased to $12.00 late in this instrument’s
life.




1908-1920 817.50-820.00
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In September of 1908, Victor introduced this instrument to replace their
Type Z talking machine. The most obvious difference between the two was
the 0’s rear-mounted horn with tapering tone arm. The modest $.50 price
increase put this instrument in the position of being the lowest priced Victor
with a tapering tone arm. The cabinet had a mahogany finish, in contrast to
the oak of most other Victors, and the hardware was all nickel-plated. A
unique “Exhibition”” sound box was normally furnished, and a single-
spring motor powered the 8-inch turntable. Topping offthe instrument was
a handsome amber-colored steel horn with mahogany-colored stripes
shaded at their edges to blend into the amber. The horn measured 16 inches
in length (including elbow) and the bell was 14 inches in diameter.

Cabinet dimensions were 10 5/8 inches by 10 5/8 inches by 5 1/2 inches.
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Shortly after the turn of the century, Victor introduced a family of six
talking machines that would form the foundation of the company’s
tremendous growth during the following decade. This instrument, the
“Victor The First” as they called it, was the smallest of the six, but offered
all of the important features which earned the company its fine reputation.
Of foremost importance was the famous tapering tone arm which allowed
ease of operation, flexibility of horn size, adjustable orientation of the
horn. and superior tone quality. The solid oak cabinet contained a single-
spring motor to power the 8-inch (increased to 10 inches in 1910) turntable,
and the controls were all handsomely nickel-plated. A choice was offered
the customer in the type of sound boxes ("Concert” or “Exhibition” at no
extra cost) and horn style furnished. A black horn with a 9 1/2-inch
diameter brass bell was standard on the earliest machines, but by the
middle of the decade a larger flowered horn (painted black with gold stripes
and a 17-inch diameter bell) was normally provided. Additionally, any of
the larger horns, including the laminated oak horns, could be obtained by
paying the difference in list price between the standard and optional horn.

As was Victor’s custom, improvements were made from time to time. As an
example, in September of 1909 shipments of an improved Victor I began.
According to a press release of the time, the new instrument had a
“stronger and better motor, better-designed cabinet, and a larger tapering
arm.” The price remained the same however, and dealers were admonished
not to sell any of the improved machines before October 5, the official
announcement date.

Cabinet dimensions were 12 inches by 12 inches by 5 7/8 inches.
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The “Victor The Second” was designed for those people who could afford a
slightly nicer machine than the Victor I. Although in the later years the
instruments appeared to be quite similar in design, the ‘“Second” was
about 1 1/2 inches deeper and wider than the “First”. The very first Victor
II’s were built with the rigid (non-tapering) tone arm, but by 1904 the
tapering arm had been substituted and this instrument was dubbed the
“improved Victor II” (a subsequent price increase to $32.50 confirmed the
improved status.) The cabinet was constructed of quartersawed oak and
housed a single-spring motor. The 8-inch (later 10-inch) turntable and
”Concert” or “Exhibition” sound box were nickel-plated. The ribbed corner
columns were deleted when a restyled cabinet patterned after that of the
Victor I was introduced in April, 1909. Although the instrument was
initially available with only a “Concert” sound box and a steel horn with a
12 1/2-inch diameter brass bell, the choice was soon widened to include the
“Exhibition” sound box and a black with gold stripe flower horn with a
19-inch diameter bell. As was the case with other Viciors, larger horns were
available at extra cost.

Cabinet dimensions for the later style were 13 5/8 inches wide by 13 5/8
inches deep by 6 1/2 inches high.
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The “Victor The Third” offered more than a mere cosmetic improvement
over the Victor II. In addition to the extra decoration on the solid
quartersawed oak cabinet, the Victor III boasted a double-spring motor
capable of playing three 10-inch or five 7-inch records per winding, plus a
10-inch turntable. The cabinet and standard horn were larger than those
normally supplied on a Victor I1, as would be expected. The earliest Victor
IIT’s utilized the cabinet and motor of the Victor Monarch. Since Victor had
established the value of the tapering tone arm at $5, the Victor III was
always sold for $5 more than the front-mount Victor Monarch. A “Concert”
or “Exhibition” sound box could be obtained with the instrument, as could
a black steel horn with a 13 3/4-inch diameter brass bell, or a black flower
horn with a 19-inch diameter bell. Larger horns, both in metal or oak, could
be obtained at extra cost. A restyled cabinet was introduced in April, 1909
and its dimensions were 14 1/8 inches wide by 14 1/8 inches deep by 75/16
inches high.




1902-1920 850.00-857.50
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The earliest “Victor The Fourths” were housed in the same highly
ornamental quartersawed oak cabinet as the Victor Monarch Special, and
possessed a triple-spring motor capable of playing six 10-inch or ten 7-inch
records on a single winding. A tapering tone arm replaced the rigid arm in
1904, and in October of 1906 an entirely different looking Victor IV was
introduced. In place of the fancy oak cabinet of its predecessor, the new
Victor IV was equipped with a comparatively plain mahogany case.
Inside, a newly designed double-spring motor replaced the older triple-
spring motor. The change to a mahogany cabinet was made in order to
offer those customers who preferred this wood’s deep red tones and
subdued grain pattern, an alternative to the expensive Victor VI. A
matching mahogany horn was available at extra cost, but a steel horn
with a 16 1/2-inch diameter brass bell or a black and gold flower horn with
a 22 inch diameter bell was furnished as standard equipment. Also
standard was a choice of a “Concert” or ”Exhibition” sound box.

Dimensions of the mahogany cabinet were 14 inches wide by 14 inches
deep by 7 3/32 inches high.
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The “Victor The Fifth” was introduced coincidentally with the 12-inch
“Concert” records and was offered as the logical choice to play these new
high-priced discs since the machine sported a 12-inch turntable. Catalog
illustrations of the earliest style of Victor V show it to be identical to the
oak Type D Victor (which was similar in appearance to the Monarch
Special and Victor IV). In October of 1906, however, the Victor V received a
larger and plainer cabinet (still made from solid quartersawed oak), but,
unlike the Victor IV which was also redesigned at this time, the Victor V
retained its triple-spring motor (Victor’s best at this time). All exposed
hardware was nickel-plated, and a choice of either the “Concert” or
«“Exhibition” sound boxes was offered as standard equipment. Although
the earliest Victor V came with a steel horn with an 18 1/2-inch diameter
brass bell, the later machines offered the additional choice of a black and
gold flower horn with a 24-inch diameter bell. Larger horns, including the
laminated oak horns, were available at extra cost.

Dimensions of the late style cabinet were 16 3/8 inches wide by 16 3/8
inches deep by 7 1/2 inches high.
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The “Victor The Sixth” was designed to be the finest talking machine the
company could make, and until the introduction of the Victor-Victrola and
Auxetophone two years later, was their top-of-the-line instrument. The
cabinet was fashioned out of solid mahogany - a more expensive and
luxurious wood than oak at the time. All exposed hardware was gold-plated
(a first on a Victor machine), and even the normally hidden motor parts
were nickel-plated. The turntable rode on ball bearings and in 1908
incorporated a ‘“yielding” shaft which prevented damage to the
mechanism if the turntable were leaned upon. Early examples of the Victor
VI were equipped with the gold-plated Victor No. 10 sound box which sold
for $10.00 if purchased separately, and a special black papier-mache horn
“having the appearance of polished hard rubber.” In 1904, the price was
reduced to an even $100.00, and the black horn was replaced by a standard
16.5 inch diameter brass bell horn with a painted wood-grain finish. After
“the Victor No. 10 sound box was discontinued, the “Concert” or
“Exhibition” sound box (gold-plated, of course) was offered in its place. In
October 1906, the Victor VI was equipped with a new style three-spring
motor, and a slightly larger but identical-looking cabinet. These
instruments came with a choice of the large laminated mahogany horn or
a special solid brass flower horn with a 24-inch diameter bell. Cabinet
dimensions of the later instruments were 16 inches wide by 16 inches deep
by 7 25/32 inches high.
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Originally introduced in August 1913 as the Victor XXV at $60, this
instrument is usually referred to as the “Schoolhouse Victor”, The
nickname was derived, logically enough, from the fact that this machine
was expressly designed for use in educational institutions. Constructed of
solid oak, the cabinet was a no-nonsense design (ugly, in other words) with
four spindly legs supporting a plain rectangular box containing the vital
mechanism. It is interesting to note that this instrument, designed to
provide the best possible reproduction of records, came with an oak outside
horn for amplification. In spite of the obvious nuisance of storing and
attaching the awkward horn (in an environment full of mischievous
youngsters), Victor opted to include this expensive amplifier with each
Victor XXV. The earliest instruments came with the standard Victor No.
31 oak horn, but later machines featured a smooth-sided horn designed
especially for the Victor XXV. Since this was basically a modestly priced
machine, a double-spring motor was deemed to be sufficient, although a
12-inch diameter turntable was provided. A lockable lid, like that on the
Victrolas, kept dust and unauthorized hands out of the mechanism. The
Type A Victor XXV, announced in September 1914 at $67.50, incorporated
several important design changes. The lid was made removable, so that it
could be turned around and hung backwards from the rear of the cabinet.
The shelf on the bottom was hinged so that the horn could be easily stored
underneath when not in use. Less important changes included raising the
turntable for easier access, and slightly increasing the size of the cabinet.
Like other instruments of the period, this one received an “A” suffix on the
model number to designate the new style motor in November 1917. At the
same time, the price was raised to $75. The price was raised again in May
1918 (to $85), November 1918 (when a larger tone arm was introduced) and
again in September 1919 when it reached the lofty plateau of $115. Also
'during 1917, the model designation of this instrument was mysteriously
changed to Victrola XXV, (perhaps they ran out of “Victor” decals for the
inside of the lid) and this instrument then became Victor's only outside
horn talking machine ever to bear the famous “ola” suffix.

The early, smaller cabinet measured 40.25 inches high, by 18.6 inches wide
and 23.9 inches deep.




1906-1918 8500.00
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In May of 1906, Victor began the American production of a most unusual
talking machine. The Auxetophone, as it was named by its English
inventor, C. A. Parsons. used compressed air (supplied by a built-in
compressor) to modulate a valve in the instrument’s unique sound box.
This arrangement permitted a significant increase in the amplitude of the
air vibrating though the horn, hence resulting in a much louder
reproduction of the record. The high price kept the instrument out of most
front parlors, but it was quite popular with owners of hotels and
restaurants, who used it to entertain guests during meals. Frequently, a
small three-or four-piece live band would be used to back up the vocals of
some of the popular Victor recording artists. The instrument in these
establishments would pay for itself in a few months from the salaries
saved, as it was normally expected that the finer eating establishments of
the period would provide appropriate music with dinner.

The Auxetophone was first manufactured, beginning in 1904, by the
Gramophone Company Ltd. of Great Britain, but Victor retained the
exclusive American manufacturing rights, and during its long production
run at Camden it never had any serious competition. In April 1909, a new
lighter sound box and a new motor with an improved lubricating system
were incorporated into the instrument. These changes might have been
motivated by the observation of this instruments usual failure mode: fumes
of the oil combusted within the compressor travelled through the tubing to
the sound box, where they formed a crystaline deposit which in time
caused the sound box to fail. These improvements were also offered to
owners who wished to update their older machines, but other than this, the
Auxetophone remained basically unchanged until its discontinuation in
May 1918, exactly one dozen years from the date of its introduction.




Eldridge R. Johnson (President)

Louis F. Geissler (General Manager

Leon F. Douglas (Chairman of the Board)
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DEVELOPMENT OF THE VICTROLA

In spite of all the progress Eldridge Johnson made in
improving his talking machine and in spite of all of the
decorative embellishments he added to it, there was still a
large group of people who felt that the instrument was an
eyesore with its ungainly horn and wouldn’t permit one in
their home. Eldridge Johnson recognized that this market
existed and sought a way to entice it; and as early as 1903
sketches of the instrument which was to become the Victrola
were circulating through the Camden facility. Ultimately he
approached the respected Pooley Furniture Company of
Philadelphia with a proposition to manufacture a cabinet to
house a Victor mechanism with an unusual feature: the horn
would be concealed within the cabinet! The new instrument,
christened the Victor-Victrola, was introduced to a receptive
public in August of 1906. The choice of the “ola” suffix was
undoubtedly prompted by the success of the Aeolean
Company’s Pianola. That company’s instrument became so
popular that their copyrighted name became a generic term
describing all makes of piano players. No doubt Johnson
observed this and prophesied a similar fame for his new
creation, and he could not have been more correct. Soon every
manufacturer wanted to share in this success and the
American public found themselves up to their neckolas in
products bearing this famous appendage.

For his extra $100 (after all, the mechanism of the new
Victrola was the same as that used in the Victor VI) the
Victrola purchaser received a finely crafted cabinet which
not only freed valuable countertop space, but also provided
storage for all those bulky records and even a drawer to
house needles, record cleaners, catalogs, or other accessories.
Unfortunately, what the customer also received was a much
smaller horn. Even though the sound emanating from the
new Victrola was noticeably inferior to that from a large-
horned Victor, the new machine became the talk of the town.
To understand how the public must have reacted to this new
invention, consider this text from an early Victrola brochure:
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“Lift the lid and there is disclosed the turntable of a
Victor, with all the devices for reproducing music,
song or speech. But where is the horn? Perhaps you
expect that from some corner of the room we must
produce one and attach it as usual to the top of the
cabinet.

“But you are mistaken, for there is no horn; the
instrument is complete in itself. There it stands,
ready to delight you, even as the regular types of
Victors have done time and time again.

“Where is the record? Just here at hand, the door
flies open and one of the albums of records is
withdrawn and you are ready for an overture to
your program.

“But stop, let us close the lid. What, shut in the
music? No, not quite, but shut out all the sounds of
operation. Here is a marvelous thing; you can test it
for yourself. Lift the lid and play, then close it again
and note the difference. Surely, the mechanical
sounds are practically gone when the lid is down.
But the music —

“Just open these doors and the melody pours forth.
Don’t you see we have simply reversed the ordinary
practice. We take the sound as it were, by the hand,
and lead it from the sound box above the record
down through the tone tubes to a mahogany horn
below rather than to a horn above, and modify the
volume as we please by closing and opening, more
or less, the doors. And we get by this new process, a
mellow richness in the tones which comes nearer
than ever to that goal of perfection which we seek in
reproducing the voice or the musical instrument
with all its color and feeling.”

Eldridge Johnson knew that he had a winner on his hands
and as soon as he could allocate the necessary floor space at
the Camden plant one year later (the Victor factories were
virtually continuously under expansion during the first fifth
of this century), the cabinetmaking for the Victrola was
transferred in house. At the same time (1907), the Victrola
also received a numerical designation (the Sixteenth) in
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anticipation of the fact that this was only the first of a long
new line of products in the Victor family tree.

In February of the following year, 1908, a second member of
the Victrola family was introduced. The Victrola XX, as it
was called, was essentially a Victrola XVI festooned with
Louis XV gingerbread and fancy prominantly-grained
“Laguna’” mahogany. This style, at $300, was apparently not
too popular, as the price was reduced by $50 in December of
the same year to close out the remaining supply of 275
machines. These were sold by February 1909 when the style
was officially discontinued.

The Victrola XVI was not to remain the only inside horn
machine for long, for in July of 1909 a new baby Victrola, the
XII, was announced. The family resemblance was
unmistakable with the curved lid and concealed horn under
the turntable, but this engaging youngster was designed to
sit on a table top. This offspring also continued the dubious
tradition of providing ever-decreasing horn dimensions.
Fortunately for music lovers, this was the smallest horn ever
to appear on any non-portable Victrola, and a trend towards
larger horns became apparent as more models were added to
the line.

September 10, 1910 must have been a day of celebration for
Victrola lovers, as three new concealed horn instruments
were born. The models X and XI introduced that day were
table top models, similar in appearance to the baby Victrola
they replaced, while the new Victrola XIV was a shorter
cousin of the popular XVI. These new machines were
designed to meet the competition provided by Columbia,
which had placed a $150 floor model and $75 table model
enclosed-horn phonograph on the market a few months
earlier. The $75 Victrola X provided all of the features of the
discontinued $125 Victrola XII, but in a smaller, plainer
cabinet, with a less powerful motor. For an extra $25, the
Victrola XI offered all of the features of the Victrola X, plus
rounded cabinet corners and gold plating. Topping off the
new Victrolas was the $150 Victrola XIV. This machine
sported a simple, but gracefully proportioned, floor cabinet
with ample storage racks for records and offered an
interesting alternative to the Victrola XVI. Unlike the
Victrola XVI, which displayed features somewhat remin-
iscent of the Louis XV school of furniture design, the model
XIV with its slender curved legs was in the Queen Anne style.
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Moorish Marquetry Vernis-Martin

Art Case Victrola XVI's

For those people who could not find what they wanted in
these standard styles, some custom made-to-order Victrolas
were also available. Other concerns for years had made
special cabinets for Victor mechanisms, and continued to do
so for the enclosed horn mechanisms as well. Victor also
offered custom cabinets for the wealthy few who could afford
them. The premier example at this time was the $750 mother-
of-pearl inlaid Moorish Marquetry cabinet which Victor
commissioned to be made in Morocco. This particular style
was offered for three or four years beginning in 1909, but
because of the advanced price, only a very few were
manufactured. For those of more limited means, Victor
catalogued a $400 Victrola XVI to which an artist carefully
applied oil paintings on the front and sides (plus inside the
doors and lid) of a standard cabinet. This was usually
referred to as the Louis XV cabinet by the trade, or the
Vernis-Martin design by Victor in honor of the French
cabinet makers (Martin) who popularized the style during
that monarch’s reign. These cabinets were never popular
with dealers because of the extreme delicacy of the finish,
and many were reportedly returned to the factory when new
because of checking of the varnish (or vernis in French). The
simrle act of leaving a crated instrument on the doorstep for
an hour or so during the cold of the winter before bringing it inside
a warm building was enough to damage the finish seriously
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(and also an excellent way to break motor springs). Despite
these difficulties, the Vernis-Martin style was Victor’s only
true period art style Victrola available until 1917, when
several new cabinet styles were introduced.

A Japanese Lacquer Victrola X
custom made for the residence of John Wanamaker

The phonograph price war gained momentum in April 1911
when the $50 Victrola IX was announced, but Victor saved
its biggest attack for September when the $40 Victrola VIII,
$25 Victrola VI and $15 Victrola IV were introduced. At that
time no one else had a concealed horn machine which could
match the value offered by the model IV Victrola. For $15 the
prospective buyer received all the expected Victor features
such as a nickel-plated Exhibition sound box and tapering
tone arm, a solid oak cabinet of the traditional Victor quality
and a single-spring motor ingeniously concealed within the
horn to take maximum advantage of the small case. The
front louvers were angled in such a way as to hide the motor
from view and front doors were provided to modify the
volume as in all previous Victrolas.

The next step up was the Victrola VI with a larger oak case
(mahogany would be offered later), a two-spring motor and,
initially, the same ten-inch turntable as supplied on the
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Victrola IV. In this price range the buyer did not receive a lid
to contain the surface noise of the record while it played as in
previous Victrolas — this feature required the expenditure of
a minimum of $40 for a machine such as the new Victrola
VIIL. This new instrument was essentially a slightly smaller
version of the popular Victrola IX, but at four-fifths of the
cost. Like the styles IV and VI, the new VIII was initially
available only in oak.

During the early part of this century, oak was a popular wood
noted for its durability and moderately low cost. When
“quartersawed” as Victor usually used it, it became
particularly attractive. Quartersawing of the log yielded less
usable lumber than if the tree had been cut conventionally,
but produced a very attractive and predominant grain
pattern sometimes referred to as “tiger-stripe”. Consequently,
quartersawed oak was the premium grade of this wood, and
was enormously popular during the first quarter of this
century for use in medium-priced furniture. Victor offered
several finishes in this serviceable wood. The smaller
Victrolas were generally available in a choice of high or low
gloss golden finish, while the oak style XVI was available in
no less than eight different colors!

Mahogany and walnut were the usual choices for the more
expensive pieces, however, particularly when done in
imitation of some of the better period furniture. The desire to
match the wood grains, coupled with the added expense of
these woods meant that larger cabinets were usually
manufactured by gluing a thin veneer of the desired wood
(actually, it was usually a double veneer) over an oak or other
hardwood core. The most expensive wood cataloged by Victor
was Circassian walnut, which cost a whopping $50 extra on
the larger Victrolas. This wood has an unusually prominent
swirl pattern in its grain, and is found primarily in the
Mediterranean area. Today this rare wood finds its best
known use in Rolls Royce automobiles, where a single'tree is
rationed to provide material for the entire year’s production
of dashboards.

By the close of 1911 the Victrola line had fairly well
stabilized with an offering of eight different models, and it
was to remain at this size for the next four years. However,
this is not to say that there were not changes in store for the
individual machines. Victor continued to “improve the
breed” by changing cabinet styling and offering mechanical
improvements during this period. First on the agenda, in
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August of 1912, was a restyling of the models XVI, XIV, XI,
and X. The Sixteenth lost its “L” shaped doors and received a
larger horn in exchange. The Fourteenth was changed from a
pseudo-Queen Anne style to a shrunken copy of the Victrola
XVI, while the Tenth and Eleventh became floor models.

The Eleventh was the more traditional looking of the two
new floor models, resembling a still smaller version of the
Victrola XVI. In the change, however, the Eleventh lost its
gold plating and deluxe trim, but since it retained its $100
price tag, perhaps this was a fair exchange. It must have
seemed more than fair to the public, as this machine became
Victor’s best selling floor model in later years.

The most unusual member of this new group of four
machines was the new Victrola X which became a floor
model by the simple expediency of adding four legs and a
shelf! A set of record albums to sit on this shelf added $10 to
the price, but it was still Victor’s cheapest floor model. This
ungainly skeleton apparently was not well received, for only
eight months later dealers were advised to sell off their
remaining stock of the open sided X, because an enclosed
version would be forthcoming soon. When the new X’s
became available in August of 1913, dealers were authorized
to reduce the price (discreetly) of the older style to $60. Some
dealers, however, were actually indiscreet enough to
advertise this bargain price, and in doing so incurred the
wrath of Camden.

Victor traditionally did not feel that the image of price
cutting had any place in relation to an item of such prestige
as theirs. For years they vigorously prosecuted any and all
dealers who would dare to sell a Victor product at less than
the price established by the factory. It was not until 1917,
when the Supreme Court ruled against Victor, that the
company relaxed its strict dealer licensing agreements. As a
result of the ruling, Victor accepted a consent decree
prohibiting price maintenance and dealer exclusivity. From
this time onward, the Victor price list was only a guide, and
dealers could not be forced to refrain from offering discounts.
Additionally, Victor could no longer force its dealers to
maintain a service department (often not a profit center), and
many customers were required to send their Victrolas to
Camden for repair.
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In August of 1913 Victor also announced that the automatic
brake (actually it was only semi-automatic) which it had
been putting on its models XI, XIV and XVI since March
would be sold separately for older machines at $2 in nickel or
$3 in gold finish. A rod protruding downward from the tone
arm was used to trigger the brake. As the arm traversed the
final (silent) grooves of the record, the protruding rod
contacted a pre-set lever which operated the brake, thereby
shutting off the motor. Unfortunately, there was no industry
standard for ending records, requiring that the brake
actuation point be manually set for the various types of
records. It was not until the middle of the 1920’s, when Victor
incorporated an eccentric groove at the end of each record,
that a reliable “non-set” automatic brake became possible.

In 1914 some new finishes were added to the choices offered
new Victrola purchasers. English brown mahogany was
offered as an alternative to the traditional red mahogany,
and fumed oak was made an option for the styles X and XI.

For some years a public preference trend towards the larger
Victrolas had been slowly taking place. The sales of the $15
and $25 machines had started off at a fantastic pace, but
Victor officials were surprised and gratified to note that a
large number of these owners wanted to upgrade their music
systems and were purchasing the larger Victrolas in ever-
increasing numbers. Victor reasoned that now perhaps there
was a market for a new machine with a cabinet superior to
that of the venerable XVI. Thus was born the Victrola XVIII
in May of 1915. This $300 beauty had the basic shape shared
by all of the others in the line-up, but with added
embellishments: the front and sides were each gracefully
curved and contained fancy moldings to outline the specially
selected wood grains, resulting in a particularly handsome
cabinet. When equipped with the new $50 electric motor
introduced at the beginning of the year and with walnut
veneer, the price soared to $400, the same as the model XVI
with the Vernis-Martin treatment. This must have been more
than the traffic could bear, for nineteen months later Victor
retreated somewhat and replaced this $300 jewel with the
slightly less pretentious Victrola XVII at $250.

This was only a temporary move, however, as Victor had
something more spectacular than the XVIII in mind for all
those affluent art lovers looking to decorate their homes.
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Following the trends set earlier by Columbia, and most
notably, Aeolean, Victor unleashed an assortment of 46 (46!)
different and distinct period model Victrolas in October of
1917. The period cases were offered in variations of the
following basic styles: William and Mary, Sheraton, Gothic,
Jacobean, Chippendale, Hepplewhite, Empire, Adam, Queen
Anne, Louis XV, Louis XVI and Chinese Chippendale.
Special catalogs (receiving a very limited distribution) were
issued which showed each of these styles in a suitable
surrounding, so that the prospective purchaser could see just
how well it would harmonize with his or her new castle.
Prices started at $300 and did not stop until they reached
$900 ($950 with the electric motor), although most styles were
priced around $500. Needless to say, these instruments were
available on special order only, and took “considerable time”
to manufacture. All of these instruments were unmistakably
Victrolas, and bore the familiar shape so carefully adhered to
by the company over the years. Even though the public had
demonstrated a desire for the shorter and wider console
cabinets offered by Aeolean, Columbia, Edison and others,
Eldridge Johnson stubbornly refused to market a machine
that “didn’t look like a Victrola”. One fear, the speculation
went, was that if a person had a wide flat top on his talking
machine, he would use it for holding all sorts of non-musical
items such as vases, clocks, statues and the like, thus
complicating access for casual record playing and
consequently reducing the demand for new records.
Brunswick had solved this problem by providing access to
their turntable from the front of the cabinet on some models,
but Victor refused to make any compromises until 1920,
when, begrudgingly one assumes, a line of “wide” cabinets
was added to the Period catalog.

In any event, these new art styles were designed more to
return prestige to the Victor line than for the direct purpose of
increasing company sales. The spotlight had been stolen
from Victor in recent years by some of the spectacular
cabinets which had been heavily advertised by others in the
best periodicals of the day. The Victrola XVI looked
positively poverty-stricken compared to the $3000 one-of-a-
kind Gothic style phonograph displayed by Edison, or the
seemingly infinite variety of period cabinets in the $1000 to
$2000 range shown by Columbia and Aeolean. Although
sales of these instruments were insignificant by Victor
standards, the company could not afford to have the public

think that the finest machines came from East Orange or
New York.
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The bread-and-butter instruments were not forgotten in the
celebration of the new period pieces, however. Victor
simultaneously announced that most of the smaller machines
would now be equipped with an improved spring motor, and
that an “A” would suffix the numerical designation of
instruments so equipped. This gave the company a
convenient excuse to raise the prices of these machines, as
the war had created severe shortages (and consequently
higher prices) of several critical materials, most notably
steel. Prices were increased from six to thirty percent, with
the biggest increases on the smaller instruments. Two more
price increases followed: one in May 1918, and again in
September 1919. Hardest hit was the schoolhouse Victrola
XXV which saw its price nearly double to $115 in just five
years.

Victor had devoted a significant portion of its manufacturing
facility to the war effort making rifles and other armament.
More than patriotism was involved in this gesture, as the
U.S. Government tied delivery of war-rationed raw materials
to Victor's acceptance of military contracts. Victor’s metal
department made small rifle fittings, while the cabinet
factory made stocks for the American version of the British
Enfield rifle and constructed wooden fabric-covered wings
for larger airplanes. When they returned these areas to
talking machine production at the war’s end, they discovered
that the other phonograph manufacturers had made
significant inroads into their business. Dealers who had
formerly handled only Victor products had been forced by the
shortage of Victrolas to sell other brands as well in order to
meet the public’s strong demand for record players. In 1918,
Victor’s consumer production dropped to 55% of the previous
year’s record due primarily to their government contracts,
and this set an ominous tone for the following years.
Production rose slowly after the war, but failed to equal the
pre-war total. It was clear to the Victor policy makers and
dealers alike that a substantial number of sales were being
lost because of the now obsolete cabinet styles contained in
the Victor catalog. The public was buying phonographs that
looked like end tables, desks, buffet tables, pianos,
grandfather clocks, or even lamps, and was bored with the
“Victorian”-looking Victrolas. Eldridge Johnson finally
capitulated by offering a low and wide cabinet for the new
model No. 300 Victrola in late summer of 1921. He was none
too soon either, for 1921 Victrola sales were a disaster-the
equal of those during the war, however this time the shortfall
could not be blamed on the national defense.
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Johnson managed to maintain the family resemblance of the
new No. 300 by giving it the curved top surfaces and domed
lid of the upright Victrolas. These also served to thwart
attempts to use the top of the machine for storage of foreign
objects, but resulted in a shape that only a mother (preferably
a mother camel) could love.

Nevertheless, sales of Victrolas did improve as more console-
style cabinets numbered in the 200 and 300 series were
introduced. Also, several new upright-style instruments were
added to the line to augment the older designs. Victor
modernized the design of the upright style by changing the
proportions of the cabinet slightly. The horn opening became
larger in relation to the rest of the cabinet and the overall
effect was somewhat more purposeful looking than the older
styles. The “modern” style Victrola uprights were offered
alongside the traditional designs, giving the buyer a choice
of two almost identical instruments in nearly every price
range.

By 1923 fully 21 different floor models were illustrated in the
Victrola catalog and the console styles were outselling the
uprights by more than two-to-one. By this time, nearly all of
the Roman numeral designations had given way to Arabic
numerals, to emphasize the modern nature of the designs.
Now even the period cabinets were available in virtually any
configuration imaginable, designed to the personal
specifications of the customer by Victor’s Art Department at
costs of up to $1500. While phonograph sales were still not
approaching the pre-war level, Victor management was
predicting a rosy future.

Unfortunately, this was not to be the case, as the conservative
leadership again failed to heed a threatening cloud now
appearing in a different quarter of the horizon, and this time
their inattention almost proved fatal. Had Johnson and his
staff been more alert to the public’s growing infatuation with
radio, they might have aligned themselves with one of the
fledgling radio companies and become positioned in the
forefront of the new opportunity. Instead, believing that
nothing could replace records as the prime musical entertain-
ment medium, for a time they preferred to try to ignore this
electronic upstart and treat it as a passing diversion. In early
1921, David Sarnoff, the young guiding genius behind the
newly created Radio Corporation of America, demonstrated a
radio-phonograph combination to Victor officials at his home,
yet Eldridge Johnson remained unmoved. To be fair, there
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was a limited effort at Victor to develop a radio receiver
“worthy of the name” during this period, but the only
apparent result was the production of twenty instruments of
a type known as the VV-R-80. The model number would
indicate that these were radio receivers installed in Victrola
No. 80 cabinets, although this is purely speculative. Such an
instrument might not have been much different than the one
any radio fan could have constructed with the aid of several
popular accessories designed specifically for the purpose of
adapting a phonograph to play radio programs through its
horn. Victor continued to hope for a reversal of the sales
trend as the radio fad continued to steal Victrola sales, but by
Christmas of 1924, the situation became devastating. The
fall months had always accounted for the greatest number of
Victor's sales as Americans rewarded themselves or their
families for a prosperous year by placing a new Victrola
under the tree. Spring and Summer production at the factory
was scheduled in anticipation of the demand the following
fall, but the public was buying radios for Christmas in 1924,
not Victrolas. For the first time in recent memory there were
great numbers of unsold instruments crowding the storerooms
of the dealers, the distributors and the factory alike.

In 1925, in an effort to cater to the demand for radio receivers,
four -struments in the standard Victrola line were modified
to accept “any standard make” of radio receiver. By adding a
second lid to the left of the turntable in these instruments,
Victor created a space which could accommodate a radio
chassis. In true Victor fashion, the blank panel under the lid
contained a disclaimer in the form of a brass plaque warning
that “Any radio apparatus installed in this cabinet was not
made or installed by the Victor Talking Machine Company.”
While these instruments (identified by the addition of a *“S”,
for Special, to the model number) were normally supplied
with albums, batteries could be mounted in place of the
record albums, allowing all the equipment to be self-contained
within the console. These instruments were known as the
“Radio-Adaptable Victrolas” by the dealers, and were heavily
promoted as the answer to housing a radio receiver which
might soon be obsolete. Money spent on a fancy Victrola
cabinet would not be wasted, dealers advertised, because “a
Victrola will always remain in style”. As will be seen, this
was a promise which the great Victor company could not
keep.
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Lightweight Portable Victrola
custom made for the Airship Shenandoah

The Radio Adaptable Victrola
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How Victrolas Were Made

A Tour of the 1917 Victor Factory

The plant which was to become Camden’s largest employer
began as a tiny machine shop at 108 N. Front Street. Known
originally as the Standard Machine Shop, it was one of sev-
eral such small businesses in the area which specialized in
the repair of home appliances and farm equipment, or the
occasional construction of models of inventions which were
required to be submitted with the application for a patent.
Eldridge Johnson worked for the owner, Captain Andrew
Scull, on and off for several years. Mr. Johnson excelled at
this work, and was soon offered a partnership in the concern
(a dubious honor, considering that on good weeks young El-
dridge was able to draw a salary of only ten or twelve dol-
lars.) It soon became apparent that the income of the shop
could not be relied upon to support two owners, so Capt. Scull
and Mr. Johnson faced the question as to which of them
should leave. Capt. Scull agreed to sell his interest in the
shop to Eldridge Johnson in October 1894, and for the next
few years, Eldridge struggled to keep the business alive. Years
later, he never forgot the long hard years of apprenticeship
he invested in his small business before he was to taste suc-
cess. Decades after it ceased to function as a work area, the
original machine shop could be seen standing as a monu-
ment to perseverance and hard work in the shadow of the
giant Victor factory.

Following the incorporation of the Victor Talking Machine
Company in 1901, the company embarked on a lengthy and
ambitious building program. Dollars were poured back into
the factory as fast as they were made, and soon it seemed
that no part of Camden was safe from the expansion. Per-
fectly sound buildings were bought and torn down to make
room for further Victor floor space. By 1917 the company was
a model of modern, efficient manufacturing methods. Opera-
tions were arranged to flow from one floor to another, and
from one building to the adjacent one. Covered bridges con-
nected certain operations in different buildings so that the
absolute minimum amount of energy was expended in trans-
porting a Victrola through the manufacturing process. The
company was self-sufficient even to the point of generating
its own electricity.
59



Eldridge Johnson’s original machine shop
as preserved on the Victor property

Victor urged its dealers to visit the factory for a tour, because
no amount of linguistic over-kill could relay to the novice
the magnitude of the company’s facilities. Many dealers (and
tourists as well) took advantage of Victor’s invitation and
received an eye-opening excursion through the genesis of a
Victrola. A lucky visitor in 1917 might have started his tour
by seeing one of the world’s largest and most valuable lumber
yards in one corner of the company’s property.

Prior to 1907, when the company completed its first cabinet
factory, Victor’s use of raw lumber was minimal. As the fac-
tory expanded, the company came to rely less and less on
outside vendors and hence had much tighter control on both
the quality and cost of the product it produced. Such inde-
pendence required a heavy investment, and at any one time
the Victor lumber yard contained stocks of oak, mahogany,
walnut and other fine woods worth many hundreds of thou-
sands of dollars.

Each piece of lumber was individually inspected as it arrived
in the yard, prior to storage. As it was needed, the wood was
removed to the kilns to prepare it for use in the cabinet fac-
tory.

The cabinet factory! If there was anywhere a more striking

example of the wonders wrought by the American Industrial

Revolution, it would have been difficult to imagine. From raw

lumber to gleaming furniture, there was not a wasted motion
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or lost process in the entire building. Of the eight thousand
employees at the Victor plant, fully five thousand of them
were employed in the construction of the cabinets for which
the company was justifiably renowned. To house this im-
mense work force, Victor erected, at the corner of Market and
Delaware Avenue, a six story building which occupied nearly
1 full third of a square city block and contained 12.8 acres of
'oor space.

A cabinet began its life as the raw wood cores and veneers
were sandwiched to make the strong composite board used in
cabinet construction. Hot animal-hide glue (piped to all parts
of the cabinet factory from two huge 150 gallon vats) was
applied by large steel rollers which spread an even coating on
both surfaces of the “cross bands” used in the material’s con-
truction. The glue-saturated cross bands functioned to bond
the veneer to each side of the core wood. Care was taken to
orient the grain of the core orthogonal to that of the cross
bands to assure maximum strength and resistance to warp-
ing. A power press clamped the assemblage together until the
glue had set. From here, the wood progressed to a large dry
kiln for tempering, before being transported to the millwork
department on the second floor.

Victor had good reason to be proud of the ornamentation
adorning the larger Victrolas, for, unlike some phonograph
brands (such as Brunswick) which utilized numerous molded
appliques just glued to the cabinet, all of the carving embel-
lishing Victrola cabinets was done by hand. To be sure, auto-
matic carvers were used to rough legs and corner posts to
shape, but the final decoration was always applied by the
hand of a skilled “old-world” craftsman with the traditional
carving tools. In order to convey an idea of the magnitude of
work which passed through the second floor milling depart-
ment, Victor boasted that this one floor produced seven to
fifteen tons of sawdust everyday..

The various pieces which were to become a handsome new
Victrola cabinet finally met on the third floor where they first
received a thorough sanding by both hand and machine. Fast-
er than words can describe, the various cabinet pieces were
brought to one spot where experienced workers quickly ap-
plied the hot glue, and pressed the pieces into position. A
man with a talented mallet nudged any obstinate pieces into
their proper places before a three-minute stint in a press allow-
ed the glue time to set. A Victrola XI cabinet could be as-
sembled by this seasoned team in only one minute, and even
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the larger Victrola XIV required only three minutes to assem-
ble (exclusive of the time in the press).

On the fifth floor, the cabinets began to acquire their final
color. The process began by way of a swift plunge into a tank
of the appropriate stain. While the stain was applied in an
instant, the drying of it was allowed to occupy a full twelve
hours in Victor’s special zinc-clad drying kilns.

Following this thorough drying, the porous mahogany grain
was filled by a most unlikely substance -seaweed. Seaweed
was used not only because it was economical, but more im-
portantly, because it was soft enough not to scratch the wood.
The dryed seaweed was rubbed across the stained cabinet,
filling the grain and polishing the surface.

Following a light sanding, the cabinet received its first coat
of shellac to form a base for the varnish which was to come
later. An elaborate spraying system was installed at the fac-
tory in 1915 to replace the earlier brush application of shellac
and varnish, so all subsequent instruments benefited from
the even, smooth application afforded by the spray process.
The cabinet received, in total, a sanding, a coat of shellac, a
second sanding, a second coat of shellac, a visit to the kiln,
and finally three coats of varnish (each separated by a twenty-
four hour drying in the kiln). This procedure was followed
until 1925, when lacquer replaced varnish as the protective
coating on the new Orthophonic Victrolas.

Fumed oak instruments followed a different route as the raw,
unfinished cabinet was first placed in a steam bath while
surrounded by a six-foot-deep trough of diluted ammonia. The
steam opened the pores, while the ammonia fumes produced
the dulled color characteristic of this technique. Instead of
varnish, these oak instruments received a wax finish.

Prior to final assembly, the varnished cabinets received a
combination hand and machine rubdown with pumice and
water.

In an obscure corner of the sixth floor a small but dedicated
group of craftsmen sat gilding the Vernis-Martin cabinets of
the top-of-the-line Victrola. A painter of forty-plus years of
experience applied the elaborate Watteau pictures to the sides
of the instruments.

As the completed cabinets crossed the enclosed bridge con-
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The bridge connecting the Cabinet Factory
to the final assemby area
necting the cabinet factory to the assembly building, each
one received a scrutinous inspection, and any found to be
imperfect were sent back to be redone.

While the cabinets were being fabricated, countless operators
elsewhere in the factory labored to produce the metal parts
essential to the operation of the instruments. As Eldridge
Johnson originally began as a machinist, it was here that he
exercised his greatest influence in the production process.
Great automatic machines turned out parts by the hundreds
and thousands. Winding cranks, as an example, could be
made without human intervention - all the operator had to do
was to assure a supply of raw materials and to stand back.
Automatic screw machines turned out screws of every con-
ceivable size, and even hinges were made in Victor's own
stamping department.

Taper tubes were made by the most modern of methods.
Straight brass tubes, nine inches long and one and one-quar-
ter inches in diameter (closed at one end), were first bent to a
right angle in 15 seconds by forcing a watery solution at a
pressure of 5000 pounds per square inch into the tube as it lay
in a mold of the proper shape. The patented taper was obtain-
ed by three separate drawing processes separated by anneal-
ings at temperatures of 1300 degrees Fahrenheit.

Turntables were fabricated even more quickly. Long sheets of
s@eel were fed into an immense stamping machine which, in a
single stroke, produced seven twelve-inch-plus discs. The fol-

lowing press turned over the edge of each disc, and a similar
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Polishing and buffing Taper Tubes

final press finished the rough forming by stiffening the turn-
table with a center die. After being turned on a lathe (to
smooth and polish the edges), the turntables received their
nickel or gold plating before progressing to a workbench
where a young lady swiftly and deftly applied and cut the
green felt cover common to all models.

Upstairs, in the enameling room, quantities of taper-tube sup-
ports received the customary two coats of black enamel (sepa-
rated by a three and one-half hour baking). The fine gold pin
striping was entirely applied by hand, after which the piece
was varnished to protect the finish.

Bachelors living in Camden might have thought that all of
the young ladies simply vanished during the day, swallowed
by some unseen force. They would have been wrong, for not
only was the force not unseen, it was virtually impossible to
miss! It was, of course, Victor, for the company had discov-
ered early in its history that women were more adept in the
handling of delicate governor and sound-box parts than were
men. Consequently, these sections of the factory were almost
exclusively occupied by women.

The sound box assembly line must have appeared to have

come straight out of the Ford Motor Company, for the same

principles formulated by Henry Ford were in evidence here.

Each girl had but a single operation to perform before pass-

ing the sound box on to the next station. At the end of the

conveyor chain, the boxes were required to pass a simple but
64



Final Sound Box assembly and test

revealing test -they had to perform for the trained ear of the
inspector by playing a record on a Victrola XVI.

In other corners of the factory, an army of skilled hands was
assembling motors, record albums, instruction manuals and
every other item required to complete the product. All these
components met the finished cabinet at the final assembly
area, where they were carefully assembled into row upon row
of glistening new Victrolas. A barrage of inspections followed
and, if and when the instrument passed all tests, it was then
sent to the immense shipping department where it could be
forwarded without delay to the distributers who, it seemed,
could usually not get enough to satisfy all the dealers’
requests.

The woodworking equipment contained in the 5.5 acre Victor
shipping department would have been the envy of most fur-
niture factories! Down each aisle the visitor could see count-
less custom automatic boring machines, saws, nailing ma-
chines and the like. Victor had reduced to a science the art of
shipping a Victrola to a dealer and having it arrive in the
same perfect condition as when it left the factory.

While the smaller instruments could be shipped simply packed

in excelsior, the heavy floor model Victrolas required a very

sturdy package. Prior to shipping, all movable pieces, such as

the motor, turntable, sound box and record albums, were in-

dividually wrapped to prevent marring. The rear and/or bot-

tom of the Victrola cabinet was drilled to receive the bolts
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which would secure the instrument to its new temporary shel-
ter. A carefully designed frame surrounded the cabinet and
spaced the instrument away from the walls of the packing
crate. Natural cork, coated with paraffin wax, separated the
frame of the container from the newly finished cabinet and
prevented damage to the varnish. When thus prepared, the
completely packed Victrola was inserted into its packing case,
and the latter was secured with screws (instead of nails, to
facilitate removal). This elaborate procedure was designed to
protect the instrument from the hazards of shipping while
still being light enough to keep the shipping charges reason-
able. Victor approved the case design after inspecting instru-
ments which were dropped from loading dock height onto
concrete slabs, and observing that no damage had occured.

The boxed Victrola made its way, by a series of gravity con-
veyors and elevators, to the trackside loading dock from
which boxcars full of new Victrolas were shuttled to the near-
by Pennsylvania Railroad tracks by Victor’s electric switch
engine. Shipments going forward via boat line were trucked
to Philadelphia in ample time to be loaded prior to sailing.
For many years, the company ran a special train to New
York City on Christmas Eve carrying Victrolas to fill last
minute holiday orders, because while the Victor factories
might have been pre-eminent in the industry, they were still
not always adequate to meet the heavy seasonal demand for
instruments.
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The first “Victrola The Fourth” was shipped from the Camden factory on
September 1, 1911 and was Victor’s response to the low cost, concealed-
horn phonographs that Columbia had been so successfully promoting the
previous year. At $15.00, it undercut even Columbia’s lowest-priced
machine and was, of course, an instant best seller. The earliest style
cabinet was solid oak and the single-spring motor actually sat in the center
of the horn. The closely spaced slats covering the horn opening were so
angled as to conceal the motor from view. This design minimized the
required cabinet size and was one factor in the instrument’s initial low
cost. Through the years improvements were made and the price inched
higher. In September 1917, a new motor design was used which resulted in
the “Victrola IV-A” designation and forced a $2.50 price increase. The
material shortages and inflation of World War I caused the price to jump to
$20.00 in October 1917, $22.50 in May 1918, and $25.00 in September 1919.
The cabinet styling was modified in November 1918, and the “A”
designation was dropped from the nameplate after this time. The motor of
the later-style Victrola IV's was completely enclosed, and the standard
widely spaced slots were incorporated into the horn opening. All Victrola
IV’s were shipped with a nickel-plated “Exhibition” sound box and a 10-
inch turntable, and were offered in a glossy or dull golden finish.
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Shipments of the first Victrola VI’s were made on October 16,1911, just 1.5
months after the first of the popular Victrola IV's. The Victrola VI was
very similar in concept and design to the Victrola IV, but offered a double-
spring motor and a larger oak cabinet. The premium for this added luxury
was $10.00 - a price differential which was maintained throughout all of
the price increases of the late teens. In May of 1913, the Victrola VI was
remodeled with a “suspended horn amplifying chamber” (the front of the
horn was not attached to the case, but rather floated within the cabinet)
and a 12-inch turntable to replace the former 10-inch diameter turntable.
The new style motor caused a change in designation (to VI-A) and price (to
$27.50) in September 1917. Further price increases were announced in
October 1917 ($30.00), May 1918 ($32.50), and September 1919 ($35.00). In
November 1918 the “A” suffix was dropped when the cabinet was
redesigned to include a removable motor board (formerly, the entire top
was hinged) and for the first time, the cabinet was available in mahogany.
All Victrola VI's were equipped with an Exhibition sound box and nickel-
plated hardware. Cabinet dimensions on the earliest style (circa 1912) were
15 5/16 inches wide, by 16 3/8 inches deep, by 8 1/8 inches high. In later
years, the cabinet grew taller to a final size of 15.5 inches wide, 16.5 inches
deep, and 8.75 inches high.
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The Victrola VIII, when introduced in September 1911, became the lowest
priced Victrola equipped with a lid. This machine shared many of the
features of the initial Victrola VI, such as a double-spring motor,
Exhibition sound box, 10-inch turntable, nickel-plated hardware and oak
cabinet, but through the years additional features, such as an automatic
speed indicator and semi-automatic brake (introduced in October 1917) and
Victrola No. 2 sound box (1921), were added to the Victrola VIII which were
not added to the smaller machine. The newly designed motor of September
1917 resulted in a designation change to VIII-A and a price hike to $45.00,
but the “A” suffix was rescinded and the price was increased to $50.00 the
following year.

Dimensions of the earliest cabinets were 12.5 inches high, by 15.25 inches
wide, by 18.9 inches deep. By the end of production, the cabinet had grown
to 13.5 inches high, by 15.5 inches wide, by 19.25 inches deep.
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The Victrola IX was added to the Victor line in May 1911 to augment the
higher priced Victrola X introduced the previous year. The cabinet of the
“Victrola the Ninth” was plainer than that of the “Victrola the Tenth” and
available in red mahogany as well as golden oak. In April 1914 a “fumed”
oak finish was added to the choices and in October 1914 an “English
brown” mahogany finish was made available. The Victrola IX-A of
September 1917 offered the newly designed double-spring motor plus an
automatic speed indicator, semi-automatic brake and redesigned tapering
tone arm. The new price was $57.50, but that increased to $60.00 in May
1918, $70.00 in September 1919 and $75.00 in 1921. The “A” designation
was dropped after 1918. A Victrola No. 2 sound box replaced the older style
Exhibition sound box in 1921. The 12-inch turntable and other hardware
were all nickel-plated.

Cabinet dimensions when first introduced were 16 inches wide, by 20.2
inches deep, by 13.75 inches high. The cabinet was subsequently enlarged
to 17 inches wide, 21.5 inches deep, and 14.75 inches high.
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The Victrola X was one of two machines that Victor introduced in
September 1910 to replace the discontinued Victrola XII. At $75.00 it was
$50.00 less than the XII, the first tabletop Victrola, and was available in
either mahogany or oak. Its configuration remained unchanged until
August 15,1912 when the first examples of a new style X were shipped. By
adding four legs and a shelf to the old table-top cabinet, Victor transformed
this phonograph into a floor model. The price was held at $75.00, but an
additional $10 would equip the machine with a shelf full of record albums.
This styling apparently did not catch the public’s fancy, as in March 1913
Victor quietly told its dealers to sell off their remaining stocks of these open
sided Victrola X's since in July they would begin to ship a new style
Victrola X with enclosed sides. When the new “Victrola the Tenth’s” were
in the stores, Victor authorized its dealers to sell any remaining open sided
machines at $60.00 to clear them out. Like the original style X, the new
floor model was available in red mahogany or golden oak, and came with a
double-spring motor (although the earliest examples had single-spring
motors), Exhibition sound box and nickel-plated hardware. The newly
introduced semi-automatic brake was standard on the enclosed style
Victrola X and vertical slats were provided for record storage. In April
1914, Victor announced that a fumed oak finish would be available for this
machine, and the following month they replaced the vertical slats with
horizontal shelves spaced to hold record albums. English brown
mahogany was announced in October of that year, and when a new style
motor was introduced in October 1917 the price was raised to $85.00 and
the model designation was changed to “X-A”. The price was increased
again in May 1918 ($90.00) and once more in September 1919 ($110.00),
when the “A” designation was dropped.

Dimensions of the table top model were 18.5 inches wide, by 22.5 inches
deep, by 15.5 inches high.
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The Victrola XI was the second of the two table-top Victrolas which were
introduced in September of 1910 to replace the discontinued Victrola XII.
Like the Victrola XII, this instrument had a gold-plated Exhibition sound
box, an attractive mahogany cabinet (oak was available as well) and a
nickel-plated motor. The $25.00 price reduction was achieved by reducing
the motor’s power by one third, but in most other respects the new
instrument was very similar to the older one. One important improvement
was the enlargement in the size of the horn opening which provided
increased volume and response. Victor apparently decided that even this
reduced price was too much for a table-top instrument, so after the
introduction of two lower priced Victrolas (the VIII and IX), both the
Victrola X and XI were converted to floor models. The first of the new style
Victrola XI's left the factory on August 15, 1912 in time for their debut on
the showroom floors September 15. Since the price was maintained at
$100.00, some of the deluxe features of the original style were deleted to
compensate for the added woodwork. The nickel plating was removed from
the motor and deposited instead on the interior hardware. The small
moldings were also deleted, but the public seemed to approve of the
exchange as they soon made this the most popular of all the floor model
Victrolas. In March of the following year the semi-automatic brake was
added to the Victrola XI's standard equipment and in May of 1914 the
cabinet was enlarged slightly to incorporate horizontal shelves for recc: a
albums in place of the previous vertical slats. Fumed oak and English
brown mahogany were added to the available finishes in April and
October 1914 respectively. The new motor design incorporated in October
1917 caused the price to jump to $110.00 and the designation to be changed
to Victrola XI-A. Further price increases in May 1918 and September 1919
(when the “A’ was dropped) raised the price to $115.00 and finally to
$130.00.

Dimensions of the earliest table top version of the Victrola XI were 17.6
inches wide, by 21.9 inches deep, by 15.5 inches high. The later floor model
cabinet measured 43 inches high, by 20 inches wide, by 23.5 inches deep.
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In July of 1909 Victor introduced a new style of talking machine. The
Victrola XII, as it was known, was quite literally a cross between a Victor
VI, their best outside horn machine, and the Victrola XVI, at the time the
only other concealed horn phonograph in the Victor lineup. The
mechanical components of these three machines were all identical: each
was powered by Victor’s best three-spring nickel-plated motor, which was
capable of playing eight 10-inch records per winding; each had the 12-inch
“yielding” turntable; and each had all of its major controls gold plated.
The Victrola XII, like the Victor VI, was available only in mahogany, as
this wood was very fashionable in the better homes of the period and
appeared particularly luxurious when contrasted with the gold plating of
the metal hardware. As was the case with the Victor VI, the Victrola Xil
could be obtained with either a Concert or Exhibition sound box, although
the latter was usually supplied. In an effort to compensate for the very
small horn opening in the Victrola XII, Victor added a set of horizontal
slatsin the opening which the company claimed acted as sounding boards
for additional amplification of the sound waves. It is significant to note
that Victor made the horn opening larger in all subsequent Victrolas, as
this machine did not fare well in a listening comparison with the less
expensive Victor VI, although the XII's closable lid did help to reduce the
record’s surface noise. In January of 1910, a bit of carving was added below
the lid, and some small molding graced the front and sides of the cabinet to
relieve the plain appearance of the original design. By September 10 of the
same year however, production of the Victrola XII had been halted and two
new, less expensive instruments (Victrolas X and XI) were introduced in its
place.

Cabinet dimensions were 15.875 inches high, by 17.875 inches wide by
21.9375 inches deep.
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In September 1910, Victor introduced a second floor model Victrola to
complement the popular Victrola XVI. The Victrola XIV was smaller and
less expensive than the XV, but had the same technical specifications: a
nickel-plated triple-spring motor and gold-plated hardware. The cabinet,
available in oak or mahogany, was decidedly different looking however
-the doors covering the horn ran the full width of the front and the body of
the cabinet sat high on four curved legs. A sliding shelf was provided under
the horn for ease in sorting records, and numbered vertical slats were used
to file records in the bottom of the cabinet.

On August 15, 1912 the first examples of a new style Victrola XTIV were
shipped from the factory. The unique styling that had previously
characterized this instrument was gone and it now simply looked like a
shrunken Victrola XVI (also restyled at this time). Thirteen record albums
were now supplied with the machine, replacing the previous slats.
Refinements continued to be made to this instrument: in March 1913 the
semi-automatic brake was added and in October 1914 English brown
mahogany finish was made available. The machine was modified in May
1917 to incorporate a larger tone arm and a ‘“‘more artistic cabinet”
(although the change was very subtle). The triple-spring motor was later
superceded by a four-spring motor. A flurry of price increases followed - the
list price was changed to $165.00 in October of 1917, $175.00 in May 1918,
and finally an even $200.00 in September 1919.

Dimensions of the first cabinet style were 22.5 inches wide, by 23.6 inches
deep, by 46.9 inches high. The revised cabinet measured 47 inches high, by
22.25 inches wide, by 24 inches deep making it nearly identical to the
earlier size.
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In August of 1906, Eldridge Johnson introduced the most significant new
product to come from his Camden workshop since his spring-driven
Gramophone a decade earlier. This product was the Victor-Victrola and it
previewed a radically new style of phonograph that would come to
dominate the industry only a few years later. Eldridge Johnson had been
wrestling with the problem of getting his talking machines accepted into
society for many years. It seemed that no matter how fancy he made the
cabinet, it was still regarded as a simple, ugly toy in a large number of the
elegant households of this country.

The Victor-Victrola was Mr. Johnson’s solution for making his product not
only socially acceptable, but even socially desirable. With the help of a
respected Philadelphia cabinet making firm - the Pooley Furniture Co. - he
constructed an instrument which would both ornament any room and
conceal its true identity when not in use. The awkward and often criticized
horn was incorporated into the body of the cabinet, along with ample
storage for a large collection of records. A drawer at the bottom could hold
a lifetime supply of needles or record catalogs. The finest components were
used in the construction of the Victor-Victrola, and its $200.00 price tag
reflected this fact. The motor, sound box and turntable were all the same as
used in the Victor VI: nickel-plated with three springs, gold-plated
Exhibition or Concert and 12 inches in diameter, respectively. The tone
arm was a new design, turning downward, instead of upward, to mate with
the horn. Since there was no grill over the horn opening, the entire inside of
the horn was visible when the “tone modifying doors” (the first volume
control) were open. The horn, like the rest of the cabinet, was mahogany
with a red finish applied. The record albums were covered in a matching
maroon cloth, and all exposed metalwork was finished in gold. The result
was a striking piece of furniture which furthered the acceptance of the
talking machine as a serious cultural asset exactly as Eldridge Johnson
hoped it would.

The cabinet of the Victor-Victrola (identified as the model VTLA on the ID
plaque) was made in three distinct styles. The earliest style had flat sides
with a hint of Louis XV molding on the corners. The flat lid sat atop a
curiously curved bezel which surrounded the turntable. A pair of doors
covered the horn opening and provided a new means of controlling the
volume. From under the horn, a shelf could be pulled for the purpose of
supporting a record album while the operator removed a selection for
playing. When the concert had concluded, the operator returned the record
album to its storage space in the cabinet, probably unaware of the
revolution in musical entertainment his actions represented.




A short time after the unveiling of the first cabinet style, a second Victrola
was introduced. It differed markedly in appearance from the original style,
but was identical in operation and name. As on the first style, the sides and
top of this new Victor-Victrola were completely flat. Instead of the
modestly curved corners of the first style, this new instrument had plain
corners, but substituted carving under the lid. The lid itself closed nearly
flush with the top molding of the set, and the only means of opening the lid
.was by using the key as a knob. Pity the poor owner who lost his key!

After some study and use of these two instruments, the men at Victor must
have realized that each of the Victrola cabinets had a serious operational
shortcoming: access to the turntable was difficult through the high, flat lid.
They improved the turntable accessibility markedly when they introduced,
in 1907, a third style Victor-Victrola (still identified as the model VTLA)
with a deeply domed lid. As the original style of Victrola cabinets had
proved to be the more popular, this third cabinet retained nearly all of its
styling features.

By this time, the acceptance of the Victrola seemed assured, (it was a
modest sales success at first, but encouraging nonetheless), but Victor’s
lack of differentiation between styles was becoming confusing. Following
the format they had established for the outside-horn Victors, it was only
natural to give this instrument a numerical designation. The number
sixteen was chosen, probably by simply adding a digit to the best machine
in the outside-horn line-up. Thus was born one of the best known
instruments in the company’s catalog, the Victrola the Sixteenth.

The Victor-Victrola cabinet measured 48 inches high, by 20 inches wide, by
22 inches deep.
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By the summer of 1907, Victor was able to begin the manufacture of
Victrola cabinets in its Camden plant and no longer required the services
of the Pooley Furniture Co. In August, exactly one year after the
introduction of the revolutionary Pooley-built Victor-Victrola, the new
Victor-built Victrola the Sixteenth was announced. The new instrument
was nearly identical to the last cabinet style offered under the
designation “VTI.LA”. Changes made when the Victrola the Sixteenth
replaced the Victor-Victrola included a subtle reshaping of the front doors,
plus the elimination of the separate turntable mounting board used in the
earlier Victor-Victrola. The new numeric notation allowed the company the
option of expanding the line without causing undue confusion in the
future.

Until its deletion in 1910, a carved panel decorated the area beneath the lid.
Initially the instrument was available only in light or dark shades of solid
mahogany, but in November of 1908 Circassian Walnut (a beautifully
grained wood which cost $50.00 extra) and oak veneers were offered. The
standard oak finish was what Victor termed “dull weathered”, but
“antique”, “golden”, “early English”, "Flemish”, “fumed”, “driftwood”, or
“gun metal” finishes were available on special order. In 1910 a fourth
finish became available. The Vernis-Martin Victrola XVI sold for $4006.00
and was a standard cabinet which had delicate scenes hand painted on the
front doors, lid and sides. Special molding outlined the paintings and
added to the Louis XV character of the cabinet. A more expensive art style
cabinet was also available for this instrument for several years beginningin
1909, but in very limited numbers. The Moorish Marquetry Victrola was
built in Morocco to special order and carried a price of $750.00. It featured
fancy inlays of mother-of-pearl and rare woods in a style characteristic of
that part of Africa. It was not shown in the standard Victor catalogs, but
was occasionally stocked by some of the more elite Victor agencies such as
John Wanamaker in Philadelphia. Also not shown, but available on
special order were Victrola XVI's with non-standard finishes such as
ebony or rare wood veneers.




In September 1912, a restyled Victrola XVI was introduced. The L-shaped
doors of the older style were replaced by more conventional looking doors
-those covering the horn opening ran the full width of the cabinet and
revealed the now familiar “sounding board” slats when opened. Gone too
were the drawer and the sliding tray that had been features of the earlier-
style cabinet. The semi-automatic brake was incorporated in March 1913,
and English brown mahogany finish was made available in October of the
following year. An electrified version of this instrument (known as the
Victrola XVI Electric) was introduced shortly before Christmas, 1914.
Since electricity by this time was common in the better homes of the cities,
an electric turntable motor was a reasonable luxury for many potential
customers. The Victrola Electric’s cabinet was similar to that of a regular
Victrola XVI, except that a pair of doors at the rear of the cabinet could be
opened to reveal a bank of three large selectable resistors which were used
to convert the customer’s line voltage (110-220 VAC or VDC) to that
required by the motor. Record storage was accessible through the front
doors as before and was not impaired by this addition. After February
1916, a switchable lamp was also included under the lid for ease of
operation in darkened rooms. The electrification option cost an additional
$50.00, and these new instruments carried the ID plate nomenclature VE-
XVIinstead of VV-XVI. A new set of serial numbers was initiated for the
Victrola XVI Electrics as they were not officially considered Victrola
XVT’s. By 1917, the war-induced shortages caused several price increases
in this instrument. The first increase to the basic mahogany or oak
Victrola XVI (the Vernis-Martin cabinet had just been discontinued) was a
modest $15.00 in October. A $10.00 and $25.00 increase followed in May
1918 and September 1919 making the final list price for a standard VV-XVI
$250.00. The walnut and electric motor options were increased to $62.50
each for this machine making the top-of-the-line walnut VE-XVI $375.00.

Dimensions of the earliest configuration of the cabinet were 21 inches
wide, by 22 inches deep, by 47 inches high. The 1912 style cabinet
measured 23.75 inches wide, by 25.2 inches deep, by 49 inches high.
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In December 1916 Victor introduced the Victrola XVII; an instrument
destined to replace the elegant Victrola XVIII and become the most
expensive Victrola in the catalog. With an initial list price of $250 ($:300
with electric motor) this instrument was $50 more than the standard
Victrola XVI. Victor had overestimated the market for high priced
instruments when they introduced the XVIII, and the Victrola XVII was
designed to be a compromise between the Victrolas XVI and XVIII The
cabinet also was a compromise, since it retained the swell front and sides
of the styvle XVIII, but gave up some of the ornamental molding on the
doors and sides. The Victrola XVII used a three-spring motor (later with
four springs) with nickel plating and sported gold plating on the visible
controls such as the automatic speed indicator and Exhibition sound box
(later replaced by the Victor No. 2 sound box). Sixteen record albums were
included, providing storage for 160 discs. The cabinet was available in
either mahogany or quartersawed oak veneer at the same price, but walnut
veneer cost $50 extra. In October 1917 the first of the price increases raised
the cost of this instrument $15. In May 1918 and September 1919, the price
rose by $10 and $25 respectively. The costs of the walnut and electric
options were increased to $65 each. In December 1919, Victor announced
the availability of the Victrola XVII with Japanese lacquer decorations.
This instrument carried a list price of $550.00 with a spring motor and
$615.00 with the electric motor.

The large cabinet measured 46.75 inches high, by 22.5 inches wide, by 24.5
inches deep.




VICTROLA XVIII
1915-1916 $300.00-8400.00
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In the ten years since the introduction of the Victrola, the company
executives had noted with pleasure the gradual shift in public preference
towards the more expensive offerings in their product line. Since the
demise of the Victrola XX in 1909, the Victrola XVI, which sold for $200,
was (except for special order instruments) the top-of-the-line. In June of
1915, Victor acknowledged the apparent demand for expensive
phonographs by introducing the Victrola XVIII. The extra $100 which this
machine commanded over a Victrola XVI bought a smaller cabinet with
swell front and sides and Louis XV-style moldings highlighting the
carefully selected mahogany or walnut (either American or Circassian at
the same price of $50 extra) veneers. Motive power was provided by
Victor’s best nickel-plated three-spring or electric (again $50 extra) motor,
and naturally the Exhibition sound box, semi-automatic brake, speed
indicator and 12-inch turntable were all gold-plated. A cabinet full of
sixteen record albums was provided with the instrument, but the price for
this package of elegance was more than the market would bear. The
production of the Victrola XVIII was quietly discontinued after the 1916
Christmas season to be replaced with the plainer and less expensive
Victrola XVII. For a few months both the Victrola XVII and the Victrola
XVIII were available simultaneously, until stocks of the previously
produced Victrola XVIII's could be sold. This elegant cabinet measured 48
inches high, by 23.25 inches wide, by 25.25 inches deep.




VICTROLA XX
1908-1909 $250.00-8300.00
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Flushed by the initial success of the Victrola XVI, Eldridge Johnson
decided to double the number of inside horn phonographs offered by his
company. He did this on February 15, 1908 by announcing that a new
Victrola, the Twentieth, would be placed on sale in Victor showrooms
March 1st. This new instrument was essentially a Victrola XVI with
highly figured Laguna mahogany (which, according to Victor literature,
“possesses even richer figure than the celebrated San Domingo variety”)
applied to form “V” patterns on the front doors, and gilded Louis XV style
gingerbread ornamenting the cabinet. The Victrola XX shared the nickel-
plated three-spring motor, gold-plated Exhibition sound box and yielding
12-inch turntable with the Victor V1 and Victrola XVI. Included with each
instrument were ten record albums holding fifteen records each (60 twelve-
inch and 90 ten-inch records). The instrument originally carried a $300
price tag, but this was reduced to $250 in December when Victor advised
their dealers to order quickly, as only 275 of these machines remained in
stock, and no more new ones would be built. The remaining stock of
Victrola XX's was sold by February 1909 when it was officially
discontinued.

Cabinet dimensions were 21 inches wide, by 22 inches deep, by 47.5 inches
high.
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VICTROLA No.

1924 - 1925

830.00- 835.00
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The Victrola No. 35 was a significant instrument for Victor not because it
had impressive appearance or performance, but because it represented the
most durable of all Victrola forms. While this was not the first truly portable
Victrola (the Victrola No. 50 deserves that distinction), it did symbolize the
final style of the acoustical phonograph. Even though the sensational
Orthophonic Victrola (which was yet to be introduced at the time the
Victrola No. 35 was placed on the market) can be considered the swan song
for the Victrola, technology was slowest at finding a better alternative for
music at the beach or mountains than was offered by the type of instrument
which would become known as the “suitcase Victrola”. Fabric covered
wooden or metal boxes housing a small phonograph mechanism such as
that found in the Victrola No. 35 remained popular through the second
world war, long after electrical amplification had banished the last upright
acoustical Victrola from America’s front parlors. Indeed, the last of these
“suitcase’”’ instruments to come off of the Camden assembly line was not
much different than the one under examination here.

The black fabric covering a wooden frame (no longer a prime hardwood
such as mahogany or oak, as seen on the Victrola No. 50), built-in needle
case and storage for ten 10-inch records of the Victrola No. 35 were
specifications common to a trunkful of subsequent instruments whose main
claim to fame was ease of portability, convenience, and independance from
electricity.

Thesmall suitcase style cabinet of the Victrola No. 35 measured 6.75inches
high, by 12.25 inches wide, by 17 inches deep.




1921-1925 850.00
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Although several companies, including Victor, had for years sold custom
suitcases for protecting small talking machines while traveling, the
Victrola No. 50 was Victor’s first talking machine designed specifically to
be portable. The most obvious departures from the traditional design were
the boxy shape with the latching lid, the removable carrying handle, and
the nickel-plated corner protectors. Inside was Victor’s small single-spring
motor (the same as used in the Victrola IV), the newly introduced Victrola
No. 2 sound box, and a ten-inch turntable. All of the hardware was nickel-
plated, and the cabinet came in a choice of mahogany or oak. The horn was
located behind the turntable and faced upward, relying upon the open lid to
deflect the sound towards the front of the instrument. The earliest
instruments had their cranks facing forward, but in 1925 the design was
modified to permit a side entry for the crank. Six 10-inch records were
storable inside the case, as was a supply of needles.

Dimensions were 9 inches high, by 12 inches wide and 18 inches deep.
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VICTROLA No. 8
1921-1925 $100.00-8110.00
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Introduced in the Spring of 1921, the Victrola No. 80 became Victor’s least
expensive upright style instrument. It offered a slightly more stylish and
deluxe cabinet than the former price leader, the Victrola X. Features
included a 12-inch turntable, nickel-plated Victrola No. 2 sound box, semi-
automatic brake, automatic speed indicator and a double-spring motor.
The cabinet was available in a choice of mahogany, oak or walnut veneers.
In 1924, the price of the Victrola No. 80 was increased to $110.00, although
it still remained the lowest priced upright Victrola.

Dimensions were 40.5 inches high by 20 inches wide by 22 inches deep.




1921-1924 8125.00
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The Victrola No. 90 was Victor's replacement for the very popular style XI,
at a slightly reduced price. Like the Victrola XI, it came with a double-
spring motor, 12-inch turntable, nickle-plated Victrola No. 2 sound box,
semi-automatic brake and automatic speed indicator. The cabinet was
offered in a choice of oak, mahogany or American walnut veneers.

Dimensions were 41 inches high by 20 inches wide by 22 inches deep.




VICTROLA No. 100
1921-1925 $150.00
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The Victrola No. 100 was a modernization of the type of machine which
had sold so well in the previous years. This model was equipped with a
12-inch turntable, nickel-plated Victrola No. 2 sound box, semi-automatic
brake and automatic speed indicator. The cabinet was offered in a choice of
mahogany. oak or American walnut veneers. Actual hand carving graced
the slender columns on each side of the horn. Shelves were provided for
record album storage. In the Fall of 1924, the cabinet of the Victrola No.
100 was restyled to accomodate a larger tone chamber, and air supports for
the lid.

Dimensions were 42.5 inches high by 21.25 inches wide by 22.75 inches
deep.




VICTROLA No. 105
1923-1925 $180.00
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The style 105 Victrola offered a subtle variation on the cabinet styling seen
on previous Victrolas. The horn opening was proportionally larger than in
the past, giving the machine a more “modern’ appearance. A 12-inch
turntable, nickel-plated Victrola No. 2 sound box, semi-automatic brake,
automatic speed indicator, double-spring motor and locking lid were
standard equipment, as was a set of record albums. The cabinet was
available in a choice of oak, mahogany or American walnut veneers with
hand carving on the corner posts.

Dimensions were 44.5 inches high by 21.5 inches wide by 24.25 inches deep.




VICTROLA No. 107
1925 8200.00-8240.00
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The medium priced and short-lived style 107 Victrola offered several deluxe
features. As an example, this was the lowest priced Victrola which offered
the four-spring motor (Victor's best) as standard equipment, or the optional
electric motor at $40 additional. The cabinet, styled with Regency
influence, was something of a departure from the standard Victrola.
Available in mahogany only, the cabinet featured an air-supported lid for
“hands-off” closing. Gold plating highlighted the controls, and the overall
effect was impressive.

The cabinet measured 44.25 inches high, by 24 inches wide, by 23.75 inches
deep.
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VICTROLA No. 110
1921-1924 $225.00
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The spitting image of the Victrola XIV, the Victrola No. 110 at $225 offered
Victor’s finest four-spring motor in addition to the usual 12-inch turntable,
nickel-plated Victrola No. 2 sound box, semi-automatic brake and
automatic speed indicator. A locking lid and record albums were standard.
The cabinet was available in a choice of oak, mahogany or American
walnut veneers.

Dimensions were 47 inches high by 22.25 inches wide by 23.75 inches deep.
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VICTROLA No. 111
1923-1925 8225.00-8265.00
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The Victrola No. 111 was designed to update the classic Victrola styling.
Introduced in the summer of 1923 at the same price as the Victrola No. 110
and No. 120, this instrument offered a slightly smaller and differently
proportioned cabinet with a larger horn opening. At the time of its
introduction, this was also the least expensive upright style Victrola
available with an electric motor drive for the turntable. Although normally
supplied with a four-spring motor, it could be equipped with the electric
motor for a mere $40 extra. Inside, gold plating highlighted the 12-inch
turntable, Victrola No. 2 sound box, semi-automatic brake and automatic
speed indicator. On the outside, genuine hand carving decorated the corner
posts. Record albums and a locking lid were also included. The cabinet was
initially available in a choice of mahogany or American walnut veneers,
but oak was added when the Victrola No. 110 was discontinued in 1925.

Dimensions were 45.75 inches high by 22.5 inches wide by 24.75 inches
deep.




No. 120
1021-1924 $225.00-8265.00
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In the year of 1921, the famous Victrola XVI was renamed the Victrola
No. 120 in keeping with Victor’s new nomenclature. At the same time, the
price was reduced by $25. These two measures, it was hoped, would help
create a much needed increase of traffic in Victor salesrooms. Standard
equipment included record albums, a gold-plated 12-inch turntable, lid
lock, casters, Victrola No. 2 sound box, semi-automatic brake and
automatic speed indicator. As in the case of the Victrola No. 111, the style
No. 120’s standard spring motor could be replaced by the electric motor for
$40 extra. Unlike the No. 111, however, which could be obtained in walnut
or mahogany, the Victrola No. 120 offered the option of oak veneer in
addition to the popular mahogany finish.

Dimensions were 49 inches high by 23 inches wide by 24.75 inches deep.




1923-1925 8275.00-8365.00
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The Victrolas No. 125 and No. 130 were the most deluxe of the the upright
style instruments offered by Victor in 1923 (with the exception of the
custom art case styles). The Victrola No. 125 offered a larger horn opening
than previous Victrolas, but did not lose the characteristic Victor styling.
The standard four-spring motor could be replaced with an electric version
for an additional $40. Like all of the better Victrolas, this machine was
equipped with a gold-plated 12-inch turntable, locking lid, Victrola No. 2
sound box, semi-automatic brake and automatic speed indicator. The
cabinet, with its swell front and sides, was finished in mahogany or
walnut, but unlike the lower priced Victrolas of the period, this
instrument’s American walnut veneer cost $50 extra. Record albums were
included at no extra cost, however.

Dimensions were 46.25 inches high by 22.75 inches wide by 25 inches deep.
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'VICTROLA No. 130
1021-1924 $275.00-8415.00
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Announced late in 1921, the Victrola No. 130 was in reality a renamed
Victrola XVII. Originally priced at $350, the No. 130 was reduced to $275 in
1923 to stimulate sales. The four-spring motor was standard, but an electric
motor was available for an additional $40 (reduced from the 1921 price of
$65). Also standard were a gold plated 12-inch turntable, locking lid,
casters, Victrola No. 2 sound box, semi-automatic brake and automatic
speed indicator. The cabinet was available in a choice of oak or mahogany
veneers, and was supplied with record albums.

Dimensions were 46.75 inches high by 22.5 inches wide by 24.5 inches deep.




VICTROLA No. 210
1923-1925 $100.00-8110.00

OEEEDEEEOUEEOREEEEREEEEE
]
@
()
@)
@ ]
1]
L]
] 1]
L]
) 1]
] m
)
()
(3]
) m
L]
TOSUREEEORENYDED DD DB ®E

In 1923, Victor finally produced the machine Victor dealers had been
pleading for for years. The Victrola No. 210 was the low cost, flat top,
console-styled phonograph that would bring the customers back to Victor
showrooms. The competition had been selling phonographs of this style in
ever increasing numbers since World War I, and Victor sales had declined
alarmingly because they offered no similar instrument. This small but
attractive cabinet was initially available in mahogany or American
walnut and oak was added as a choice in 1925. Contained under its one-
piece lid were a 12-inch turntable, nickel-plated Victrola No. 2 sound box,
double-spring motor, semi-automatic brake, automatic speed indicator, and
a flat panel with the ostensible purpose of holding a record or two during
use. Victor was quick to point out, however, that a small radio chassis
could be inserted into this panel and published pictures showing this
adaptation. If desired, the record rack behind the two left doors could be
removed for record album storage and in fact this was done by Victor
beginning in 1925, when the price advanced $10.

Dimensions were 33.25 inches high by 29 inches wide by 20.5 inches deep.




1923-1925 8150.00
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Introduced in the spring of 1923, the Victrola No. 215 was another in the
series of flat-topped console-styled instruments which departed so
drastically from the traditional Victrola look. Under the right half of the
split lid (the left half was fixed in place) was a 12-inch turntable, nickel-
plated Victrola No. 2 sound box, semi-automatic brake, double-spring
motor and automatic speed indicator. The mahogany or walnut cabinet
contained a handy drawer for storage of instructions, needle tins, or record
catalogs, plus a full set of record albums behind the left pair of doors. In
1925 a special edition of this instrument (referred to as the Victrola No. 215
S) containing provisions for mounting a radio chassis of any standard
make was introduced at $160. The radio controls could be mounted in a
blank panel provided for this purpose under the left lid of the cabinet. The
chassis and batteries then occupied the space formerly used by the drawer
and the record albums.

Dimensions were 34 inches high by 32.75 inches wide by 21.25 inches deep.




VICTROLA No. 220
1923-1925 8200.00-8240.00

lofelufafulofolufuluulafofefalofulelulululufe)
1]

CEEEEEEEEE

]
@
=1
B
@

Introduced early in 1923, the Victrola No. 220 was difficult to distinguish
from its slightly smaller cousin, the Victrola No. 215. The most obvious
differences, other than price, were the gold plating on the interior
hardware, and hand carving on the corner posts. The technical
specifications were otherwise similar: 12-inch turntable, Victrola No. 2
sound box, record albums, double-spring motor, semi-automatic brake and
automatic speed indicator. As on other Victrolas in this price range, an
electric motor could be substituted for the spring motor for an additional
$40.

Dimensions were 34.75 inches high by 36.75 inches wide by 22.75 inches
deep.




1922-1925 8375.00-8480.00
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The Victrola No. 230 was Victor's most expensive standard instrument
when introduced in 1922 (the custom art case models cost up to $1500, but
were available only on special order). The large flat-topped cabinet had
bowed front and side surfaces (like the Victrolas No. 125 and No. 130)
which were expensive to manufacture and contributed to the high price of
the Victrola No. 230. The gold-plated 12-inch turntable was centered under
the one piece lid and was driven by either Victor’s best four-spring motor or
the optional ($40 extra) electric motor. The instrument was furnished with
special record albums, a Victrola No. 2 sound box, semi-automatic brake
and automatic speed indicator. The cabinet was normally finished in
mahogany, but American walnut was available for $65 extra, giving the
buyer the choice of up to $105 in options.

Dimensions were 36.75 inches high by 39.25 inches wide by 24.5 inches
deep.




1922-1925 8115.00
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The Victrola No. 240 was the smallest instrument in the so-called
“humpbacked” series. It’s nickname was derived from the outline of the
characteristic Victrola lid set atop its wide body. Although it may have
been externally odd, it was internally identical with similarly priced
Victrolas. It contained a 12-inch turntable, nickel-plated Victrola No. 2
sound box, double-spring motor, semi-automatic brake and automatic
speed indicator. Record albums were included in the low price. The cabinet
was available in a choice of oak, mahogany or walnut veneers.

Dimensions were 34.75 inches high by 29.25 inches wide by 21 inches deep.




1922-1925 8150.00-8160.00
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The Victrola No. 260, introduced in early 1922 for $160, was reduced in
price by $10 the following year in order to be more competitive with the
multitude of different machines on the post-war market. This low console
phonograph was equipped with a nickel-plated Victrola No. 2 sound box,
semi-automatic brake, automatic speed indicator, 12-inch turntable, record
albums and double-spring motor. The cabinet was finished in a choice of
mahogany or walnut veneer, with the additional choice of oak made
available in 1925. Air dashpots for automatic closing of the lid were made
standard in 1925.

Dimensions of the instrument were 35.25 inches high, by 33.75 inches wide
and 21 inches deep.




1922-1924 8200.00-8265.00
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When it was introduced early in 1922, the Victrola No. 280 was the lowest
priced "humpback” style Victrola offered with an electric motor option.
Initially, the standard double spring motor could be replaced by the electric
motor for an additional $65, but this option was dropped the following
year. Other features of this instrument were a gold-plated Victrola No. 2
sound box, semi-automatic brake, automatic speed indicator, 12-inch
turntable and record albums. The cabinet was finished in a choice of
mahogany or walnut veneer.

Dimensions of the instrument were 35.25 inches high, by 34 inches wide
and 22.75 inches deep.




1921-1925 8250.00-8315.00
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The Victrola No. 300 was Eldridge Johnson’s answer to the many requests
he had received from his dealers for a more modern-appearing horizontal
style Victrola. This instrument, with its odd Victrola lid creating a humped
silhouette, was probably not what the dealers had in mind, but Victor’s
sales did improve after its July 1921 introduction. Mr. Johnson
managed to create a machine that looked like no other, as had been his
goal with the first Victrola in 1906. Under the traditional Victrola lid, this
offering contained a gold-plated Victrola No. 2 sound box, semi-automatic
brake, automatic speed indicator, 12-inch turntable, lid lock, record albums
and four-spring motor. An electric motor was available for $65 extra (later
reduced to $40). The record albums, instead of being stored under the horn
as in previous Victrolas, were kept behind locking doors on each side of the
horn. The cabinet was offered in a choice of mahogany, oak or walnut
veneer.

Dimensions of the instrument were 37.25 inches high, by 38.25 inches wide
and 23.5 inches deep.




1922-1925 8350.00-8480.00
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The Victrola No. 330, introduced in the spring of 1922, was Victor’s finest
model in the so-called “humpback” series. With fancy bowed front and side
panels, the cabinet was a good example of Victor’s furniture craftsmanship.
As with other high-priced Victrolas, this model was available with an
electric motor drive ($65 extra in 1922, $40 extra thereafter) for the gold-
plated 12-inch turntable. A four-spring motor was standard, as was a
Victrola No. 2 sound box, semi-automatic brake, automatic speed indicator
and a set of record albums. The cabinet was usually supplied with
mahogany veneer, but American walnut was available for $65 extra.

Dimensions of the instrument were 38.5 inches high, by 39.25 inches wide
and 24.5 inches deep.




1924-1925 8235.00-8275.00
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In 1924, Victor added three upright style Victrolas to their line in a effort to
“dress up” the catalog. Each of these Victrolas, the models 350, 360 and
370, was very similar in styling to a horizontally-styled phonograph
introduced into the Victor line the previous year. The Victrola No. 350, as
an example, was designed with “influences of Sheraton, Hepplewhite and
Adams”, and matched the lines, if not the silhouette of the Victrola No.
400. Like other Victrolas in its price range, the No. 350 offered an air-
supported lid, Victrola No. 2 sound box, gold plating on the exposed
controls, an optional electric motor and a full complement of record
albums. Mahogany was the only wood offered for the cabinet.

The cabinet measured 41.5 inches high, by 21.5 inches wide, by 23.25
inches deep.




1924-1925 8235.00-8275.00
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The Victrola No. 360 was a short-lived instrument, introduced in time to
take advantage of the 1924 Christmas trade (what there was of it for
Victor). It can best be described as having a semi-period style case (Victor
called it early English in character) with an almost flat lid and stretchers
between the legs. Available only in walnut (with an electric motor optional
at $40) the No. 360 Victrola offered the usual deluxe Victor features such as
a gold-plated Victrola No. 2 sound box, semi-automatic brake, automatic
speed indicator, 12-inch turntable, air dashpots in the lid support, record
albums and four-spring motor. The same English styling was available in
the horizontal Victrola No. 405.

The cabinet measured 44.25 inches high, by 21.5 inches wide, by 23 inches
deep.




1924-1925 8275.00-8315.00
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Introduced in the fall of 1924, the unusual looking Victrola No. 370 was
produced for less than one year. This upright style phonograph had none
of the familiar Louis XV touches of previous Victrolas, and along with the
Victrolas No. 350 and No. 360, formed a marked departure from traditional
upright Victrola styling. The distinctive ball-and-claw feet, reeded corner
posts and raised panels and medallions on the doors were shared by one of
Victor's more artistic horizontal style Victrolas, the No. 410. Victor termed
this cabinet style American Colonial, and the design of a machine such as
this is indicative of Victor's realization that the products which had served
the company well in previous years were now archaic and outdated. Sales
of the older style Victrolas were alarmingly low in 1924, and this machine
illustrates the erosion of Eldridge Johnson's resistance to depart from the
proven formulas of the past, and offers an insight into the climate which
made Victor receptive to the propositions of Bell Laboratories in 1925. The
Victrola No. 370 was available only in mahogany, with an electric motor
as the only option at $40. Normally, the machine was equipped with a
four-spring motor, gold-plated Victrola No. 2 sound box, semi-automatic
brake, automatic speed indicator, 12-inch turntable and record albums.
The lid featured an air dashpot for automatic closing. The cabinet
measured 44.25 inches high, by 23 inches wide, by 24.25 inches deep.




1923-1925 8250.00-8305.00
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The Victrola No. 400 was one of three similar period style instruments
introduced as the 400 series in the summer of 1923. The cabinet was
constructed with highly figured mahogany veneer arranged to form two
“V" patterns on the four front doors. A handy storage drawer was provided
on the left above the record compartment. The phonographic equipment
included a four-spring motor (electric optional at $40), a gold-plated
Victrola No. 2 sound box, semi-automatic brake, automatic speed indicator
and 12-inch turntable. Record albums were included, unless the special
edition instrument was ordered. The 1925 Victrola No. 400S cost $265 and
contained provisions for mounting any standard radio receiver in the left
half of the cabinet. The area formerly allocated to record albums and the
drawer was used to house the radio chassis and its batteries. The lid was
restrained in its fall by air dashpots on the supports.

Dimensions of the instrument were 35 inches high, by 37.5 inches wide and
21 inches deep.




1923-1925 8250.00-8305.00
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The beautiful cabinet of the Victrola No. 405 was veneered in three shades
of walnut, and rivaled the styling of some of Victor's more expensive
custom period pieces. Although normally equipped with a four-spring
motor, the electric motor was available for $40 extra. Gold plating
ornamented the Victrola No. 2 sound box, semi-automatic brake, automatic
speed indicator and 12-inch turntable. A drawer and record albums were
included in the model 405, but not in the 405 S (for special) introduced in
1925. The $265 Victrola No. 405 S had a two piece lid, with the left lid
covering a blank walnut panel supplied for the mounting of any standard
radio chassis of the period. Newly designed lid supports incorporated air
damping for hands-off lid closing.

Dimensions of the instrument were 35 inches high, by 37.5 inches wide and
21 inches deep.




VICTROLA No. 410
1923-1925 8300.00-8355.00
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The most expensive member of the 400 series triumvirate was the Victrola
No. 410 introduced in 1923. The Georgian or Queen Anne mahogany
cabinet featur.d a small drawer above the left two doors for storage of
record catalogs and similar items. In 1925, a special version (the 410S) was
offered which provided accommodation for a standard radio receiver in the
left half of the cabinet and cost an extra $15. The same styling was also
used on an upright Victrola (the No. 370) introduced in 1924. Like the other
Victrolas in its price range, the No. 410 contained a four-spring motor
(unless the $40 electric motor was specified), a gold-plated Victrola No. 2
sound box, semi-automatic brake, automatic speed indicator, 12-inch
turntable, and record albums. A pneumatic lid support provided automatic
closing.

Dimensions of the instrument were 35 inches high, by 38.25 inches wide
and 22.5 inches deep.
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Period Victrolas 1917-1925

Since the introduction of the first Victrola in 1906, Victor
could claim to catalog a style of talking machine to grace any
home. Special models were available from nearly the begin-
ning. Elaborately decorated Vernis-Martin cabinets sought
to attract the carriage trade and were sold for many years in
both the Victrola XVI and later the Victrola XVIII styles.
Yet, somehow, there was a void in the offering. By itself, the
Louis XV-influenced stvling of the Victrola line was insuf-
ficient to satisfy the new American desire to imitate the
grand style of old Royal Europe.

Victor acted to remedy this shortcoming by introducing in
the fall of 1917 an assortment of Victrolas with cabinets
crafted in the style of the best European artisans. Twelve
different periods were represented by the new cabinet styles,
and variations in wood, trim and finish increased the choices
to a total of 46. This was a remarkably varied selection,
especially considering the very limited distribution these
instruments were to have.

Victor was keenly aware that these period Victrolas could
never account for many sales, and frankly told its dealers so.
Still, the company tried to persuade the larger dealers to carry
one or two in stock at all times to illustrate their quality of
detail and construction to those customers in every city who
might be a prospect for an uncommon talking machine.

No one passing a store window displaying one of these period
Victrolas would mistake the instrument for anything other
than a product of the giant Camden factory, for in silhouette,
the shape was unmistakeably Victor.

In 1920, however, Victor did something unexpected. It intro-
duced to the period catalog a radically different cabinet
configuration. The very boxy console style cabinet (referred
to by Victor as the “wide” style) was covered by Design Patent
# 54,928 and was totally without peer in the industry. Such a
statement, by the way, was not necessarily a compliment. By
placing the traditional Victrola lid atop a very angular cab-
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inet, Victor designers believed they had the basis for a varied
line of period styles. The judicious application of an ogee
curve here, a medallion there, or a change in the legs could,
Victor thought, turn this new shape into a true work of art
reflecting the craftsmanship of the period it purported to
represent. In practice, all of the wide style cabinets looked
essentially alike, and although the cabinets were beautifully
made, it took a generous person to proclaim the result as
graceful or attractive. The wide cabinets did serve a supple-
mental purpose however, and that was to introduce to the
market place the basic horizontal shape which would appear
in the regular Victrola line in 1921. Presumably, public and
dealer reaction to the wide period cabinets was influential in
the design of the Victrola No. 300 and the subsequent smaller
Victrolas of the same style.

The upright period cabinets were retained in the line after
1920, although certain subtle modifications had been made to
several of the styles. By now the choice of cabinets in the
period style was tremendous; a curious condition considering
that most Victrola customers did not even know they existed.
Not that it would have made much difference - at prices
averaging between $500 and $700, these instruments were
out of the price range of all but a very few families.

Victor could claim to offer such a wide variety of style by
virtue of the fact that each cabinet was a special order item.
Unlike an instrument from the regular Victrola line which
could generally be shipped from stock, any period Victrola
was manufactured only upon receipt of a firm order. Victor
confirmed that it was in the custom cabinet business in 1922
when it announced that the Victor Art Department stood
ready to work with the customer to design a cabinet in any
configuation imaginable, at prices ranging up to $1500. Ads
in the most exclusive magazines illustrated suggested treat-
ments for the custom cabinets. In an effort to bolster the
disappointing Victrola market in 1923, Victor even dropped
three period-like cabinets (Victrolas No. 400, 405 and 410)
into the regular Victrola line. These attractive cabinets were
known as the Art Victrolas and were very popular, consider-
ing their high price.

With the introduction of the Orthophonic Victrolas in 1925,
every standard console cabinet received a period designation.
Most styles were Mediterranean or English in ancestry, with
new Italian and Spanish influences prominent in the selec-
tion.
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Gothic

The Gothic period began somewhere in the early Middle Ages and came to
height during the years 1200-1500. It followed the Romanesque and gave
way to the Renaissance. The first and most obuvious sign of Gothic style is
the pointed arch. In later Gothic, especially in domestic architecture, a flat
arch was develcped, particularly for constructive reasons. These beautiful
forms passed to the cabinet maker by direct inheritance. The Gothic
Victrola console exhibited a number of Gothic decorative features, including
several forms of the flat arch. Varied forms of tracing and the quatrefoil
were also introduced into the cabinet. The moldings, corbels and side
columns were deeply and strongly carved in the true Gothic spirit. Tradi-
tional Gothic furniture was constructed of oak and protected by hand-
rubbing with beeswax and oil. Victor modernized the wax finish by using
the same procedure it had developed for other waxed oak Victrolas. The
mountings were finished in antique wrought iron.
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Louis XV

The reign of Louis XV in France (1715-1774) was a period of gaiety and
frivolity. Curved free forms, S-shapes and asymmetry became the dominant
line of forms in this period. Lacquered and painted furniture added to the
effect of this “age of the boudoir”, and Mme de Pompadour was a guiding
influence of this period. The Martin brothers perfected the technique of
applying a varnish finish to furniture during this period, initially in
imitation of Chinese and Japanese lacquer work. This painted finish.
refered to as Vernis-Martin in honor of the brothers, remained very popular
and was introduced into the standard Victrola line in 1910, seven years
prior to the introduction of the Period Victrola line. Most of the standard
Victrolas, in fact, were influenced by the Louis XV Period, although only
the Victrolas XVII and X VIII contained the curved sides usually associated
with the finer Louis XV pieces. Even these elegant instruments had sides
curved in only the horizontal plane. The Period style Louis XV Victrola
howeuver, had Bombe sides which were curved in both the horizontal and
vertical planes, making a very striking instrument. Craftsmanship such as
displayed on this period cabinet reflected the true artistry of the Victor
cabinet factory.
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Louis XVI

The Louis XVIstyle can partly be ascribed to the delicate and refined taste
of Marie Antoinette, queen of the unfortunate Louis XVI. But it was a
reaction, too, against the ornate taste of the Louis XV style. in which
decoration reached a degree of development in France beyond anything
since Gothic times. The cabinetry art of Louis XV could, as a rule, be
identified at a glance, since its decorations were largely curvilinear. With
the reign of Louis XVI, the pendulum swung back, and straight, severe
lines ruled again. The Louis XVI Victrola was faithful to this tradition.
The straight lines were highlighted by chaste bands of “fasces”. These
were derived from the Roman fasces, symbolic of the authority of magis-
trates, which were bundles of rods bound by crossed bands of ribbons.
Where the plain sunken corner posts joined the related panelings of the
cabinet body, square rosettes were introduced. The instrument was typically
finished in mahogany with antique gold hardware.
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Empire

The Empire or Napoleonic Period in France (1804-1820) represented a great
classic revival style of architecture, art and decoration. It was a period
which combined the grandeur and martial symbols of Rome with Ancient
Egyptian motifs and the elements of Greek architecture. The furniture of
the period was massive, architectural in concept, and lavishly trimmed in
bronze and brass on rosewood, mahogany, and ebony. The single style of
Empire Victrola shown in the Victor Period catalog was finished in
mahogany (always a favorite wood at Victor) with brass or gold-plated
decorations on the side, doors, and corner posts.
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Jacobean

The period in English architecture and art from 1603 to 1649 (extending
over the reigns of both James I and Charles I) was known as the Jacobean
Period. It represented a merging of the designs and motifs of English Tudor
with the Renaissance in England. Ornamentation of Jacobean furniture
was often in the form of bands of molding applied in geometric patterns to
createa paneled effect. Jacobean furniture was thus suited to the styles of
the great medieval halls of seventeenth century England, and so was shown
in such an environment in the Victor Period catalog. The Jacobean Victrola
was crafted of oak, as this was the most popular choice of woods for
furniture during the Jacobean Period (mahogany and walnut would gain
favor in the eighteenth century). The ‘“Jacobean # 2 Victrola” illustrated
above was offered only in fumed oak for a price of $600.
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William and Mary

Named for the period encompassed by the reign of William of Orange and
his bride, Mary, on the British throne, the William and Mary style (1689-
1702) represented a transitional style - a blend of Dutch, Flemish and
French sources. The chief characteristics of this period involve the subtle
contrast of straight and curved lines. The upright and console Victrolas
both evidenced this trend as the formal, almost severe, lines of the body
broke into rich and graceful curves of the turned legs and the under braces.
The upright style Victrola was finished to show the natural grain of the
wood (oak, mahogany or walnut would each be appropriate), while the
larger instrument was panelled in marquetry with burl walnut and ma-
hogany. The mountings were either antique gold or silver.
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Queen Anne

The reign of Queen Anne was a brief one, yet it ushered in the beginning of
the great period of English cabinet design. The Queen Anne period, for
example, first signaled the appearance of the “cabriole’” leg, which after-
wards became so characteristic of Chippendale’s work. The art of lacquer-
ing furniture - an inheritance from China and Japan - reached a fine degree
of development during this reign. The upright model Victrola was finished
in resplendent black lacquer, with polychrome ‘“‘chinoiserie’ decorations,
and its interior was lined with vermilion. The door knobs were of white
metal, in the form of lotus blossoms. The wide model, devoid of lacquer,
had few embellishments. It relied instead on basic proportions and subtle
beading to appeal to prospective purchasers. The delicate pear-drop knobs
and other hardware were finished in antique gold.
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Chippendale

Although Thomas Chippendale (1705-1779) copied extensively from styles
of earlier periods, he managed to make his furniture distinctively his. He
united English and Dutch solidity of construction with French grace and
Chinese fantasy. He was the first in England to use mahogany in large
quantities, as walnut had previously been the favored selection. Chippen-
dale’s work was characterized by splendid vigorous carving with deep
undercutting and rich detail. The stongly curved “cabriole” leg with ball
and claw feet (as seen on the Chippendale Victrola) was also a recognizable
signature. The Chippendale Victrola had the typical moldings and carvings
of the finest original pieces. The finish was a very deep alkanet red, and
appeared almost black from a distance. The mounts, including the door
knobs, keyhole escutcheons and the like, were appropriate in design and

heavily gold-plated.
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Chinese Chippendale

The term Chinese Chippendale refers to a period in Thomas Chippendale’s
work, in the mid-18th century, when he was greatly influenced by chinoi-
serie, Chinese motifs, and the work of Sir William Chambers. True to this
period, colorful lacquer-work highlighted the cabinet of the striking Chinese
Chippendale Victrola. In place of the curved cabriole legs seen on the
Chippendale Victrolas, this instrument was supported by a very angular
set of legs typical of the finest Chinese furniture.
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Hepplewhite

George Hepplewhite was an 18th century English furniture designer who
worked in the classical style. His work was characterized by lightness of
construction, elegant curvilinear forms, and perfection of workmanship.
As an example, his chairs used heartshaped and shieldshaped backs.
carved with wheat ears, fern leaves, honeysuckle, swags, and Prince of
Wales feathers. He designed Japanned furniture with fruit and flowers on
a black background, as well as satinwood and inlaid pieces. The Hepple-
white Victrola displayed many of these characteristics. Colorful inlays,
both curved and geometric, were used to highlight the traditional Victrola
shape. While only a single style was illustrated, the Hepplewhite Victrola
was one of the most elegant of all the Period Victrolas, and was a tribute to
the skill of the Victor staff.
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Adam

Robert, John, James and William Adams were four brothers in search of
harmony between household architecture and its furnishings. As architects,
they gained fame by designing the famous Adelphi Terrace in London in
1768. The Adam Victrola exemplified the quiet charm of the period it
represented. Particular attention was paid to such details as the panelled
corner posts, recessed tapering legs, and the characteristic medallions in
the amplifying doors. Other touches were delicate cock-beadings at the
Joints of the doors, the classical urns at the tops of the corner posts and the
dainty pendants beneath them. As with most of the other period Victrolas,
mountings were especially created for the style and finished in antique
gold. The Adam Victrola was furnished in mahogany, as it was during the
influence of the Adams that mahogany first came into recognition as one
of the most popular of all cabinet woods.
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Sheraton

Thomas Sheraton (1750-1806) was the last of the four great names in
Georgian English cabinet design, surviving his contemporaries Thomas
Chippendale, George Hepplewhite, and the brothers Adam. Sheraton’s
designs were noted for refinement and delicacy. They were distinguished
by a predilection for straight lines and flat surfaces almost unheard of in
his own time. Sheraton used the only type of decoration suitable to flat
surfaces - that is, painted decorations or wooden inlays. Victrolas were
produced with either style of decoration. In the inlaid model, the doors were
panelled in finely-proportioned low relief. The painted Victrolas were given
a dainty pastel background for the colorful decorations. The hardware in
either case was antique gold.
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IHlustrations of custom cabinets designed by
the Victor Art Department in 1922.
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THE ORTHOPHONIC ERA

By Christmas season of 1924, Victor knew that they had very
serious problems. Their sales of Victrolas were lower than at
any time in the previous decade, and the management was
unable to reverse the trend in spite of their largest-ever
advertising budget, or restyled cabinets. The salvation for
the Victor Talking Machine Company was to come from a
most interesting source, and in fact had been in development
for more than a decade.

The Bell Telephone Laboratories, working to improve their
understanding of wave transmission, had discovered that
the same laws that governed the propagation of electrical
energy, were also valid for mechanical energy. Prior to World
War I, Bell had abandoned the trial-and-error method of
designing telephone transmission equipment, and developed
instead a series of mathematical formulae which described
the behavior of the system. They could design on paper what
had previously taken scientists repetitive and laborous
experimentation to achieve. The theoretical methods which
they developed for the design of electrical lines were adapted
to the design of the vibrating parts of the mechanical system
such as the telephone’s transmitter and receiver. Bell
scientists discovered that the electrical terms in their
equations each had a mechanical equivalent. For example,
mechanical displacement was analogous to electrical charge,
displacement velocity replaced current, voltage became force,
mass replaced inductance, elasticity was substituted for the
reciprocal of capacity, and mechanical resistance (frictional
loss) was analogous to electrical resistance.

By observing these changes in nomenclature, Bell engineers
were able to describe a mechanical system for the
transmission of sound which was optimized around the
energy available to the system. It became little more than an
engineering exercise to formulate the design of a phonograph
which guaranteed matched impedances throughout.

Concurrent with the development of the theories of
mechanical impedance, Bell engineers, through their Western
Electric Division, were working on a system to record
phonograph records electrically. The net result of this study
was a disc record which contained not only a greater range of
frequencies, but more total energy as well. These two
developments, when combined, resulted in a recorded
performance so far superior to what had previously been
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available as to totally astound all who heard it. The new
phonograph and record combination was capable of
reproducing five and one-half octaves, compared to the three
octaves of the older style talking machines.

Men from Bell approached those at Camden with an offer to
sell these discoveries, but rumors of their work had preceded
them, so some of the impact they hoped to achieve had been
lost. Victor, aided by their intelligence reports, had
constructed a talking machine with a coiled metal exponential
horn and a sound box scrounged from a previous experiment,
and while it did not measure up to the one which their
visitors brought with them, it did serve to steal some of the
thunder from the telephone men’s demonstration. Its only
real purpose, however, was to boost moral among the Victor
engineers, as Victor needed Bell’s patents in order to produce
the machine.

As obvious as it must have appeared to all concerned that
Victor needed these inventions for its own survival, the
company still managed to procrastinate long enough to lose
the opportunity to secure exclusive rights to their use. It wound
up, instead, sharing the license with the Columbia
Phonograph Company; but, after all, half of the pie was still
better than none.

On January 27, 1925 J.P.Maxfield, of Bell Laboritories, set up
a studio at Camden for the demonstration of electrical
recording. In February, numerous test recordings were made,
many of them made both electrically and acoustically for
comparison. One of these electrical test recordings, made on
February 26, 1925 by ‘“Eight Famous Victor Artists”, was so
good that it was issued (as Victor Black Seal No. 35753), thus
becoming the earliest recording made by this magical new
method to be released by Victor. By March 11, one of the
regular recording rooms at Camden had been permanently
converted to electrical recording and on that day pianist
Olga Samaroff made five takes, and formally ushered in the
era of electrical recording. The remaining recording rooms
were gradually converted, and on July 31, the last acoustical
recording was made at Camden. The only clue given to the
public concerning the revolution taking place, was the
inclusion of a small “VE” stamped into records made the new
way, (the “Orthophonic Recording’ label did not appear until
the Fall of 1926) although many must have noticed that the
latest recordings had an unaccustomed loudness and
stridency when played on their existing Victrolas. With the
recording process taken care of, Victor addressed the problem
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of what to do with the tremendous remaining stock of old-
style Victrolas. In June of 1925, the company announced its
plans for new instruments to its dealers, in an effort to soften
the blow of what it would soon ask them to do. The company
knew that it had to sell all the remining old-style Victrolas
before the new models were introduced, if it expected to sell
them at all. It reluctantly told its dealers of the only plan it
could devise which could do, in only a few months time, what
continuous advertising since Christmas of 1924 could not do.
It would ask its dealers to take a loss on all the instruments
which they still carried in stock (and the company would do
the same with all those it still held). The resultant half-price
sale of Victrolas was a tremendous success. From the sale’s
beginning in August, until the introduction of the new
instruments in November, nearly all of the older instruments
were sold. Dealers reduced their losses by buying additional
instruments from the factory (at half price), and cleared their
floors for the introduction of the new Orthophonic Victrolas
(as they were to be called). Beginning with teaser advertise-
ments in major periodicals in October, the public was
gradually prepared for one of the industry’s greatest cam-
paigns.

November 2, 1925 was officially proclaimed “Victor Day”,
and every dealer in the country staged countless demon-
strations comparing carefully selected new recordings on the
top-of-the-line Credenza model Orthophonic Victrola to older
recordings on the older instrument (if the dealer had managed
not to sell every last one, that is). Newspaper accounts of the
day reveal that it was a remarkable, unqualified success.
Long lines formed in front of many dealers as the public
crammed the stores, straining to see the new Victrolas.
Dealers sold out in a matter of days, in many cases, and
waited anxiously to replenish their stock. The new recordings
sold very well too, and dealers enjoyed their best Christmas
in memory. The shortage of instruments guaranteed that the
demand carried over past the traditional holiday season, and
most of 1926 must have seemed like Christmas to the Victor
dealer. To say that the Orthophonic Victrola created a
sensation is an understatement at best, as the volume and
fidelity produced by a good Orthophonic recording on one of
the larger Victrolas is startling, even today.

The newspaper advertisements claimed that the instrument
was “NEW! in everything but name”, and were not far from
being correct. The only major component which was carried
over from the older styles was the spring motor. The cabinets
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were completely different in appearance. Not only were the
designs new, even the finish was new. Where the older
instruments had been given a highly polished varnish finish,
the new Orthophonic Victrolas were clothed in a coat of satin
lacquer. Victor hired a new advertising agency, and com-
pletely revamped the style of its catalogs in an effort to
emphasize the change. John Q. Public would have had to
have spent the year in a cave not to know that there was
something new in talking machines from Camden.

Naturally, the Orthophonic sound box was unlike any used
on previous Victor products. A pleated aluminum diaphram
replaced the formerly universally-used mica disc as the
active element. The stylus assembly was set in ball bearings
to increase needle response. Internally, the motive power was
unchanged. The wind-up and extra-cost universal motor were
the same as those used previously, with the Credenza
receiving Victor’s best four-spring power plant as standard
equipment. A new, lower cost, AC-only induction electric
motor was now also available on several models.

Three smaller Victrolas were also in the initial Orthophonic
line up: the Granada at $150, the Colony at $110, with the
Consolette bringing up the rear at $85. Each of these
machines shared all of the important Orthophonic features
of the Credenza, with the exception of the horn size. None
had as large a horn as the premier model—with the
consequence that the sound quality, particularly at the
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lowest frequencies, was inferior (a six-foot horn, as used in
the largest Victrola, would reproduce a note of half the
frequency of the lowest note reproducible by the horn in the
smallest Victrola). Nevertheless, any one of them was
capable of blasting the cobwebs off any ordinary talking
machine, so sales were reassuringly brisk.

Victor experimented with building larger Orthophonic horns
and actually constructed a 40-foot long (folded) horn at the
Camden plant to test the exponential horn theory. According
to their calculations, 35 feet were all that were necessary to
reproduce the lowest note of a bass viol. Even though the
horn was folded, the mouth measured a whopping ten by
fourteen feet! This was clearly not practical for the average
living room. Commercial applications frequently have more
room, however, and Victor did produce several specialized
instruments for hotels and theaters. Some early sound
movies were reproduced through large Orthophonic horns,
and Victor produced a monstrous Orthophonic Victrola with
a 20 foot long folded horn and supplemental electrical
amplification for use in auditoriums and hotels.

Auditorium Orthophonic Victrola

Concurrent with the introduction of the new Victrolas in
1925, Victor finally capitulated and admitted that radio was
not just a passing fad. An even half-dozen radio phonograph
combinations were announced, all using components supplied
by the Radio Corporation of America. RCA had been set up
following World War I to control the key early radio patents
and act as a distributor for the consumer products of

153



Westinghouse Electric and General Electric. Headed by the
young David Sarnoff (who had gained instant fame in 1912
by monitoring the wireless reports transmitted by the rescue
ship Carpathia regarding the sinking of the great ocean liner
Titanic), RCA quickly became synonymous with the latest in
electronic technology, and was an ideal ally for Victor.

Three of RCA’s most popular receivers were offered in
various forms in conjunction with the Orthophonic Victrola.
The least expensive combinations used the five-tube Radiola
20, a battery powered set with a TRF (tuned radio frequency)
circuit. This radio was sold in a table top cabinet by RCA for
$115, speaker and tubes extra, and was one of their most
popular models. When incorporated into a Victor cabinet, the
chassis was modified to mount horizontally adjacent to the
turntable. The batteries, consisting of three 45 volt cells, six
1.5 volt cells and one 22.5 volt cell with a 4.5 volt tap, were
contained under the radio chassis, in a compartment
accessible through doors in the front of the cabinet.
Typically, the battery sizes were chosen to give about one
year’s service, so the owner could look forward to spending
$20 or so per year to keep his radio humming (for increased
hum, the owner could spend even more and install an AC-
powered battery eliminator such as the one made by Philco
especially for Victrola-Radiolas). The speakers provided for
these sets were the same as used in early radio horns, except
that they were physically modified to interface with the
Orthophonic horn of the phonograph. A lever or knob-
operated valve near the turntable allowed the vibrations
from the Victrola sound box or the radio speaker to be
channeled through the horn for amplification.

The Radiola 25 with a six-tube superhetrodyne circuit was
similarly installed in the medium priced sets, while the
prestigious eight-tube Radiola 28 was reserved for the top of
the line. Both of these sets contained an RCA development
fittingly christened the “catacomb’: an assembly in which
the most delicate components were sealed against the
ravages of climate. A hot tar-like substance was used to
encapsulate these parts in an impregnable tomb which to
this day defies all but the most dedicated electronic
technicians to repair. In the 1920’s, the repairman simply
replaced a malfunctioning catacomb with a new one from
stock (a concept widely used later because of the high value
placed upon the repairman’s time), but this luxury is not
available to most collectors today. When working, however,
these sets are capable of a fine performance as they were
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considered the state of the art in 1926. Both of these receivers,
like the Radiola 20, were designed to be run off of a bulky set
of batteries, but by 1926 RCA had made available an optional
“lighting socket power package” that eliminated the need for
batteries. The price for this convenience was high however;
the cost for an RCA Radiola 28 with the AC package was
between $525 and $840 depending on the cabinet. Despite the
high tariff, this was the set that those with the wherewithal
to afford it wanted, and in 1926 there was plenty of
wherewithal going around.

Victor took notice of this and dutifully offered this
combination in their most expensive instrument, the Borgia
IT which could be obtained in exchange for a crisp $1000 bill.
The Borgia II resembled two Orthophonic Credenzas sitting
side by side. Instead of a second turntable under the left lid
however, a Radiola 28 AC control panel with its controls
neatly gold plated in the finest Victor tradition awaited the
proud owner. Hidden from view was a rotatable loop
antenna, saving the owner the nuisance of stringing a wire
across his attic or yard. An unfamiliar sight greeted the
uninitiated on the Victrola side of the instrument, for instead
of a single sound box on the end of the tone arm, this
machine had two! The second sound box was an electrical
pick-up which worked much like the familar acoustical sound
box, with the exception that it converted the musical
information in the record’s grooves to electrical energy rather
than mechanical energy. This enabled the operator to use the
radio’s electronic amplifier for the reproduction of his record
collection, and offered him a degree of control over the
volume not previously possible on purely acoustical
phonographs.

Interestingly, these first electrically amplified phonographs
could produce music only moderately louder than could the
Orthophonic Victrolas, plus they had the ability to
incorporate some interesting new forms of distortion into the
reproduction. In spite of these shortcomings and the high
price penalty (usually about double the cost of a comparable
acoustical Victrola) the new Electrola-Victrola combinations
sold well, and soon Victor introduced an electric-only
phonograph (the Electrola) to compete with the Brunswick
Panatrope. Internally, both instruments were identical since
they each owed their origin to RCA, but Brunswick had
managed to stage a demonstration of their Panatrope first
and is therefore commonly given the credit for designing the
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first all-electric phonograph. Some authorities suggest that
Victor was the first to sell a cone-speaker-equipped phono-
graph, but in reality, RCA deserves the ultimate credit, since
it sold the electrical components to both Victor and Brunswick.

The Electrolas used a cone speaker to deliver the amplified
sound to the listener. Ultimately, phonographs similar in
concept to these new Electrolas would come to dominate the
home entertainment industry and displace for all time the
type of talking machine which had made possible the
expansion of the Victor plant from its humble one-room
beginnings.

These developments must have been unsettling to the aging
Eldridge Johnson. He had built Victor into the world’s
largest producer of musical instruments by following a
carefully defined path using a highly refined formula. He
understood everything there was to know about marketing
Victrolas and records. Now, overnight, the rules had changed
and he was treading on new ground. While it is true that Victor
sales were outstanding in 1926, it is probably not surprising
to learn that Mr. Johnson (in ill health) was entertaining an
offer to sell his interest in Victor. In December of 1926 an
agreement was reached and on January 6, 1927 Eldridge
Johnson turned control of his company over to a New York
banking syndicate consisting of the banking houses of J & W
Seligman and Speyer and Company.

The company continued to prosper, despite the absence of its
founder, and 1927 saw the introduction of several new
phonographs, including four with Victor’s first-ever record
changer. Inventors had been trying for years to sell an
automatic record-changing phonograph of one design or
another, but without the backing and marketing skill of a
major company such as Victor, their efforts had met with
little success. The 1916 Gabelola, a $600 home version of
John Gabel’s coin-operated Entertainer, probably deserves
the credit for being the first widely available disc-changing
home phonograph, but it was not until Victor introduced the
Automatic Orthophonic for the same price a decade later that
the record changer reached a mass market. Because of the
bulky changer mechanism, this machine was housed in a
huge (by previous standards) cabinet. At nearly five feet
wide, this front-loading Victrola was quite unlike anything
previously made in Camden and dominated the average
living room. If you wanted automatic record changing, but
the model 10-50 Automatic Orthophonic with its acoustical
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amplification was not satisfactory, the models 10-51 and 10-
70 offered the same changer in conjunction with electrical
amplification. If radio was a must, then the only choice was
the model 9-55 Automatic Electrola-Radiola. Even at the
stratospheric price of $1550, the ornately carved 9-55 found
several thousand customers, far more than had ever bought
any one of the similarly priced period style pre-Orthophonic
Victrolas.

In retrospect, the operation of Victor's first record changer
seems odd and unnecessarily complicated, but it must be
remembered that in 1927 it was unique—there simply was no
standard to follow. For example, it was known that for the
optimum needle-to-record angle to be maintained, only one
record could be permitted on the turntable at any given time.
This, of course, required that each record be removed from
the turntable after it had been played—a luxury of design
seldom found in modern record changers. Many subsequent
record changer designs followed the guidelines set by this
first Victor product, until the Depression economy forced a
simplification of the requirements and adaptation of the
cheaper drop-type designs in the middle thirties.

To play a program of recordings on one of the new automatic
Victors, one assembled as many as a dozen 10-inch or 12-inch
records (but not both intermixed) into one of the new style
partitionless record albums provided with the instrument. A
special “Record Loader” was slipped through the center hole
of each record and lifted to the overhead spindle which held
the selections prior to their use. As a ring surrounding the
turntable was brought upwards to meet the bottommost
record on the spindle, it automatically deposited the last
record played into a drawer in the lower part of the cabinet.
In this way, the only record on the turntable was the one
being played. At the conclusion of the program, the entire
stack was removed from the drawer and returned either to
the spindle (upside down, in order to hear the flip sides) or to
the record album.

If the operation sounds clumsy, it was, but it did have one
redeeming feature: it worked! The instrument’s one Achilles’
heel, and the reason for its poor reputation today, did not
usually make its presence known until the instrument had
served a long and useful life. Nine of the key components in
the changer had been cast in pot metal which, typically, did
not age gracefully. Most of these parts today are seriously
swollen, cracked or broken and must be recast from a more
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inert material before the changer will function again.

The pot metal was discontinued when Victor introduced a
redesigned changer mechanism in the fall of 1928. The new
design had the advantage of accepting 10-inch and 12-inch
records intermixed and took up considerably less room in the
cabinet. It held the program of up to twelve records in a tray
rather than on a spindle, and was thus easier to load than its
predecessor (and could be loaded while playing). A repeat
control was added, allowing the owner to hear his favorite
records again and again. The finished record was ejected
simply by lifting it at the rear and allowing the clockwise
rotation of the turntable literally to fling it to the left and into
a receptacle. This technique was not as gentle as the older,
more complicated system and occasionally record damage
was known to occur.

This changer, unlike the one which had preceded it, was
available in an assortment of six models, including a strictly
acoustical Victrola, the model 10-35, at the bargain price of
$365. This, however, was to be the Victrola’s last glorious
stand, for its days were clearly numbered. The public was
showing a strong desire for electrically amplified phono-
graphs, and prices were coming down as the increased
demand and advanced technology coupled to lower
production costs. The Victrola’s fate was officially sealed in
early 1929 when the banking syndicate sold control of
the Camden giant to the Radio Corporation of America—a
company with a demonstrated bias toward vacuum tubes.

On March 15, 1929, RCA (as a partner with General Electric
and Westinghouse Electric) concluded its $150 million
purchase of the Victor Talking Machine Company. The two
new companies emerging from this pact were the Radio-
Victor Corporation of America (which was formed to handle
the sales and distribution of Radiolas and Phonographs,
just as RCA had done for Radiolas in the past) and the
Audio Vision Appliance Company (which gave control of
the enormous Victor factories to GE and Westinghouse for
the manufacture of the sets distributed by Radio-Victor.)
David Sarnoff had traveled to Europe in February of 1929
secure in the belief that the Victor factories, which he had
been coveting for RCA for nearly ten years, were now his.
He was understandably enraged when, upon returning to
America, he discovered that he still did not control the
manufacturing facilities he felt were so vital to the growth
of RCA. Fortunately for him, in spite of the fact that the
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new management was already in place, the organization
required the formal approval of RCA’s Board of Directors to
become official. This was something which Sarnoff was not
about to allow. His persuasive arguments (coupled with his
threat to quit) convinced the other principals in the new
combine to throw out the original agreement, and form a
new division of the assets giving RCA the giant Victor
plants.

In the fateful month of October, 1929, the agreements were
formalized and the new RCA-Victor Company embarked
upon the enormous program which would propel the com-
pany to the forefront of technological leadership in the
yvears and decades ahead. Other events of that month
changed the economic picture significantly, and the entire
recording industry suffered greatly in the years immediately
following The Crash as the public simply stopped buying
records and record players. The recovery was slow and
painful, but with the efforts and skills of many talented
individuals, the company, aided by a new line of instruments
(including a very popular Victor-designed radio, introduced
almost coincidentally with the change in managment),
achieved goals which would have seemed impossible to
anyone studying the crude first products at the turn of the
century.
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The successor to the famous Victrola IV, this machine sported a redesigned
mahogany cabinet without doors (and therefore without volume control).
Equipped with a single-spring motor and Exhibition sound box, this was
the cheapest Victrola available at the time. The single-spring motor could
play two 10-inch or one 12-inch record on a single winding. Other features
were a 10-inch turntable and nickel-plated controls. This instrument did
not offer Orthophonic reproduction of recordings.

This same instrument was available with the cabinet painted white and
decorated with children’s scenes for an extra $.50. This children’s version
was known as the model 1-2 Victrola.

Dimensions of the instrument were 6.5 inches high, by 12.5 inches wide
and 13.75 inches deep.
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This machine was identical in construction to the Victrola 1-1, except that
the cabinet had brightly coivicd 2:-~=ntinng on a white enamel
background. This phonograph was intended for use by children and did
not offer Orthophonic reproduction of records. Like the Victrola 1-1, this
machine featured a single-spring motor, Exhibition sound box, 10-inch
turntable and nickel-plated hardware.
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Dimensions of the instrument were 6.5 inches high, by 12.5 inches wide
and 13.75 inches deep.
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If the Victrola 1-6 seemed too small for a customer’s needs, this portable
Victrola might have been more suitable. At sixteen and one half pounds, it
outweighed the smaller instrument and undoubtedly outperformed it as
well. The fabric-covered case contained a flexible carrying handle and
sported nickel-plated trim. The same single-spring motor and Victrola No.
4 sound box used in the smaller Victrola 1-6 were found here as well, but
this phonograph used an upward pointing rear-mounted horn which
reflected the sound off the open lid and theoretically reproduced lower
frequencies.

The closed cabinet measured 6.5 inches high, 12.75 inches wide, and 15.75
inches deep.
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This thirteen and one-quarter pound portable Victrola replaced the short-
lived Victrola No. 35 at the beginning of Victor’s Orthophonic era.
Although this instrument did not offer Orthophonic reproduction of the
new electrically recorded discs, it did use the newly developed Victrola No.
4 sound box in place of the Victrola No. 2 sound box (obviously twice as
good) used on the earlier instrument. The Victrola No. 4 sound box was
designed to provide a somewhat flatter frequency response than could
have been offered by the older sound box when playing the new recordings.
The metal case was finished with a black crackle paint, highlighted
with nickel-plated trim, and contained a flexible carrying handle. A spring
held six records against the turntable when the lid was closed. Unlike the
Victrola 1-5 which cost $10 more, this instrument had a front-pointing horn
protected by a fabric grill cloth. It was claimed that the motor would run
the machine for five minutes per winding.

The cabinet was 7.75 inches high, 11.25 inches wide, and 14 inches deep.
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This table top Victrola was priced at $50 and offered an attractive looking
wooden cabinet to those people who could not afford an Orthophonic
Victrola. It contained a double-spring motor which ran for eight minutes
on one winding. Nickel-plated hardware and the Victrola No. 4 sound box
were featured. This machine did not have the automatic stop of the more
expensive Victrolas. The cabinet was mahogany veneered with maple trim
and a blended finish.

Dimensions of the instrument were 12.5 inches high, by 17.5 inches wide
and 14.5 inches deep.




One-Ninety
1927-1929 $75.00
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The Victrola 1-90 was the least expensive stationary Orthophonic offered
by Victor. It contained the same double-spring motor as the Victrola 1-70,
but in a larger cabinet. The hardware was nickel-plated and housed in a
mahogany veneered cabinet with a blended (light and dark stain) finish.
An automatic brake stopped the motor at the end of any record equipped
with an eccentric groove.

Dimensions of the instrument were 13.5 inches high, by 19.5 inches wide
and 18.5 inches deep.
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The Victrola 2-30 was a portable 17-pound instrument for people who
wanted to take their music with them. The wooden framework was covered
with a black fabric on the outside, and a bright red material on the inside.
It was equipped with nickel-plated fittings, a Victrola No. 4 sound box and
a spring clamp to hold six 10-inch records against the turntable while the
case was closed.

Dimensions of the instrument were 7.75 inches high, by 11.75 inches wide
and 14 inches deep.
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This 23-pound portable Victrola was built with a metal case covered with a
padded black fabric on the outside. The inside was finished with a golden
brown crinkle paint which harmonized with the gold-colored hardware. An
Orthophonic sound box and single-spring motor highlighted the technical
specifications.

Dimensions of the instrument were 7 inches high, by 16.5 inches wide and
14.5 inches deep.
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This portable Victrola was constructed on a steel frame, with a padded blue
or brown covering. The record container in the lid held 10 ten-inch records.
The 24-pound instrument sported an Orthophonic sound box and
automatic brake, but was otherwise little different from the standard
portable Victrolas which preceded it.

Dimensions of the instrument were 7.5 inches high, by 16 inches wide and
14.5 inches deep.




1927-1928 $840.00

LR DD DR EL LT
o
] -}
@
]
)]
)] @
)]
o
@
©
[}
® ; B
-] ®

EEEPEEDEEEREEEEEERNEmEE®

Introduced in May 1927, this was Victor’s most deluxe portable Victrola of
the period. Gold-finished hardware highlighted the 22-pound instrument
which was available in a choice of dark blue fabric with a leather figured
texture, or brown fabric with a sharkskin texture. A Victrola No. 4 sound
box and a motor which ran eight minutes on a single winding highlighted.
the technical specifications. A new style record storage container with a
capacity for 12 ten-inch records was incorporated. A spring clip secured the
crank next to the turntable when traveling.

Dimensions of the instrument were 7 inches high, by 16.5 inches wide and
13.5 inches deep.
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As one of the four original Orthophonic Victrolas, the Consolette gave an
entirely new definition to the upright Victrola. It bore no relationship in
styling or performance to the instrument it replaced (the Victrola No. 80
was previously closest in price). In spite of its low cost, the Consolette
easily outperformed even the most expensive of the older Victrolas, and
consequently sold very well. In 1927, Victor converted to a system of
identifying its instruments by numbers instead of names, so the Consolette
became the Orthophonic Victrola 4-3 and the price was increased $10 to
$95. Standard motive power was provided by the two-spring motor, with
the induction (AC only) and the universal (AC-DC) motors optional at $35
and $55, respectively. The turntable was under the top lid, while two front
doors concealed the speaker. Two record albums, storing ten records each,
were provided with the instrument. The mahogany cabinet was designed
in the Hepplewhite/Sheraton/Colonial style (Victor apparently wasn’t
sure which), and was modestly ornamented with small trim pieces of maple
veneer. Nickel-plated hardware included the automatic brake, while spring
supports held up the lid. Dimensions of the instrument were 36.5 inches
high, by 19 inches wide and 19.5 inches deep.
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The Colony Orthophonic Victrola was designed to offer, at a small
advance in price, a slightly more luxurious instrument than the bottom of
the line Consolette. In reality, the public seemed to be more willing to spend
slightly more still and purchase the larger Granada model. Noting this,
Victor discontinued the Colony after only one year of production,
preferring instead to concentrate on the larger and more profitable
instruments such as the Orthophonic Victrola 8-12, which was introduced
at the same time that the Colony was dropped from the line.

The Colony possessed all of the standard Orthophonic features such as
nickel-plated hardware, automatic brake and double-spring motor. The
cabinet was veneered in mahogany and given a brown finish which was
designed to harmonize with all styles of furniture.

Cabinet dimensions were 34 inches high, 28 inches wide and 20.5 inches
deep.




GRANADA (Four-Four)
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Officially introduced in time for the 1925 Christmas season, the
Granada was second only to the famed Credenza in price and performance
among the new Orthophonic Victrolas. The Spanish style cabinet was long
and low, proportions which were relatively new to the men at Camden, and
the lid covering the turntable was centered in the top of the case.
Immediately underneath the lid was a pair of doors which covered the
opening of the large horn. At each side of the horn was a door which
covered the record storage area. The standard Victrola features such as
nickel-plated hardware, automatic record brake and spring-supported lid
were included, as was album storage for 60 records. The usual double-
spring motor could be replaced with either of the electric motors at an extra
cost of $35 (for the AC-only motor) or $55 (for the universal motor). In 1927,
the name of the instrument was changed to the Orthophonic Victrola 4-4,
but its other important features were retained. The nickel plating was
replaced by an “antique bronze” finish on the hardware in later
production, to bring the look more into line with the fashions of the times.
The cabinet measured 34 inches high, by 34 inches wide, by 21.5 deep.
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The Orthophonic Victrola 4-7 was a slightly larger alternative to the
Victrola 4-3, and offered turned legs and ribbed columns in the Italian
Renaissance style. The cabinet, like that on most low cost models of this
period, was mahogany veneer with a blended finish. Nickel plating graced
the interior hardware. Spring-balanced lid supports and an automatic
brake were included, as we