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HIS MASTER'’S VOICE'

Audio’s Oldest Dog

by Robert Angus

This year, the world’s most repro-
duced painting celebrates its 75th
anniversary. No, it’s not the Mona
Lisa or a work by Rembrandt or
Gainsborough, it’s a portrait of a
nondescript bull terrier by a 19th
century photographer-turned-
painter named Francis Barraud.
Chances are you have at least one
copy of the painting in your home
right now — not on the wall, but on
a phonograph record, television set,
transistor radio, or tape cartridge.

The painting, in case you haven't
already guessed, is called *His Mas-
ters’ Voice,” and is reproduced as a
trade mark by RCA in Canada, the
Victor Company of Japan, the
Gramophone Co. Ltd. in Great

| member my father telling me how |

Britain, and by affiliates of Electri- |

cal & Musical Industries Ltd. (EMI)
around the world. It features Bar-
raud’s dog, Nipper, with an acousti-
cal phonograph.

Considering how famous Nipper
has become, there’s surprisingly
little information about him. He was
born in or near Bristol, England, in
1884; and was acquired by the Bar-

his father came home one night and
dropped on the bed of his two small
sons a wriggling three-month-old
puppy,”’ E. M. Barraud has written.
“Nipper was not a thoroughbred.
If you look at the picture, you can
see the streak of bull-terrier in the

broad chest, and Father said that if

once Nipper got hold of an adver-
sary (and he never hesitated to take
on another dog of any size or breed)
it was very difficult to make him let
go.”

Barraud senior was scenic artist at
the Princess Theatre in Bristol at the
time; and, when he had to take a
curtain call, Nipper would walk on
stage with him. The artist died at
the age of 39, and Nipper attached

himself to Francis Barraud, a |

brother who had a photographic
studio in Liverpool. In the early

1890s, Francis moved to London, |

where he switched from photogra-
phy to painting.

At the time, Barraud had recently
purchased an Edison cylinder
phonograph and some recordings
for his studio. One day, he noticed
Nipper apparently listening intently

rauds at a very young age. “l canre- | to a recording. It appeared to
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Francis Barraud that the dog had
mistaken the scratchy voice on the
cylinder for that of his dead master.
The artist sketched quickly; and,
within a few days, he had what he
considered an appealing oil painting
which he called “His Master’s
Voice."”

For some reason, nobody else was
much impressed with it; and after a
time, Barraud filed it with his other
unsold paintings. Then, one Sep-
tember day in 1899, he was passing
the shop of the Gramophone &
Typewriter Company in Maiden
Lane, when he noticed a phono-
graph in the window with a shiny
brass horn, billed as the Improved
Gramophone. Perhaps, he thought,
the trouble with “His Master’s
Voice” lay in the black japanned
horn of the Edison phonograph.
The background of the painting was
dark, so perhaps there wasn’t
enough contrast. Or maybe Edison’s
horn just looked old-fashioned.

In any event, Barraud walked
into the shop and asked to see the
manager. He was sent up to see Wil-
liam Barry Owen, the company’s
general manager. Barraud ex-
plained about the painting, and
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flat, however — there are usually a

few wiggles. But, more important,
there is almost invariably a droop at
each end (hence the name response
curve for such a graph) because it is
relatively more difficult for an am- |
plifier to function at the extreme
ends of its range. For this reason,
many of the better pieces of equip-
ment are designed to operate
through a range much wider than
the audio band, placing the droop-
ing ends well out of hearing range
and the flat middle part between 20 |
Hz and 20 kHz. This explains why

some equipment specifies response |

over what seems to be an unneces-
sarily wide range.

\

It is important also to realize that |
frequency range and frequency re- |

sponse are not the same thing. One
often runs across specs like “Fre-
quency response: 18 Hz to 17 kHz,”

but this is incomplete because it
says nothing about the linearity of
the response. The response graph
could look like the Matterhorn and
this sort of spec would still be de-
scriptive as long as there was some
output at the end of the stated

range. Instead, response specs |
g P P“IS

should always be in the form:
Hz to 17 kHz =1 dB.”

The decibel (dB) is one of the
most troublesome things for the
audio tyro to grasp, and I shall defer
discussion of it until a later column,
except to say that it is a logarithmic

unit that expresses the ratio between |

two sound levels (a sound that has
twice the level of another is said to
be 3 dB greater).

In the frequency response graph

described above, the vertical unit is |

the decibel; and the ‘flatness’ of the
curve is expressed as plus or minus a
certain number of dB. Thus our hy-

pothetical “18 Hz to 17 kHz ==1dB” |

means that, for a given input volt-
age, the amplifier’s output at any
frequency in the stated range will be
within 1 dB of the reference zero
point (usually set arbitrarily at 1
kHz). As a very general rule of
thumb, the maximum acceptable
variance should be about 3 dB, with
1 dB being more typical of high-
quality equipment.

Finally, any bumps and wiggles
in the response curve should be
gradual. Sharp changes in response |
usually indicate resonances, and
these can be very nasty — but that
will have to wait for another
time. W
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Hi-Driver
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Black stained
baffle board
ready to
install in
simple

enclosure

10° Acoustic
Suspension
Bass Driver

Take a pair of Image
Acoustic Suspension
Systems, either the
Ten or Eight. The
tweeters, bass drivers
and balanced cross-
over

wired and mounted
on finished baffle
boards. The problem
work is done. Now
build your enclosures
to suit your taste.
your space and your
locations. Your ear
and pocket book will
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Crossover
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Instructions
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With the Marsland Image 2-way Acoustic Suspension
Loudspeaker Kits you get double the value in equipment
compared to factory finished items.

SPECIFICATIONS ! " "
v “IMAGE EIGHT IMAGE TEN
System Response 50-20,000 Hz. 40-20,000 Hz
System Power Handling 25 Watts Music 50 Watts Music
System Impedance 8 Ohms 8 Ohms

Speaker Complement

Baffle Board Dimension
Suggested User Price

1 — 8" Bass Driver
foam roll cone edge

24 oz. Ceramic
Magnetic Structure

40 Hz. Cone Resonance
1 — 3%" Hi-Driver

10-¥sx 18-316"
$42.95 per pair

1 — 10" Bass Driver
foam roll cone edge

56 oz. Ceramic
Magnetic Structure

30 Hz. Cone Resonance
2 — 32" Hi-Drivers

13-6 x 20-1%6"
$79.95 per pair

Sold through leading Electronic Distributors coast to coast.
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“,"ﬁked if he could borrow an Im-

proved Gramophone horn for a
week or two. Owen gave him the
horn, and requested that Barraud
bring the painting along with him
when he returned it. Since Nipper
had died in 1895, Barraud merely
painted the Gramophone horn over
Edison’s. A few days later, he was
back in Owen’s office.

The Gramophone salesman
agreed that “His Master’'s Voice™
had plenty of human interest. He
bought it, hung it on the wall of his
office, and promptly forgot all about
it. The following year, Emile Ber-
liner, the American who had pat-
ented the flat record, visited Owen
in London and saw the painting in
his office. He asked Owen for the
North American rights; and, on July
1, 1900, he received a US Copyright.

Owen wasn’t using the picture as
a trade mark, as he already had one
showing a cherub inscribing some-
thing on a disc, which had proved
very successful. But Berliner had an
associate — Eldridge Johnson of
Camden, New Jersey, who had
made the Improved Gramophone in
the first place — who thought it was
just the thing to help launch his new
Consolidated Talking Machine
Company. Accordingly, Consoli-
dated’s first phonographs and rec-
ords featured Nipper on the ma-
chine or the label. It was to be nine
years before Owen scrapped his
cherub in favor of Barraud’s dog.

Actually, though the flesh-and-
blood Nipper died in 1895, he still
lives on in the hearts and minds of
the Gramophone Company’s direc-
tors, Barraud’s original painting
hangs in the company’s head office
in Hayes, Middlesex; and if you
look at it closely, you'll see traces of
the Edison phonograph buried be-
neath the Improved Gramophone.

When Nipper died (depending on
which version of the story you be-
lieve), Barraud buried him either in
the garden behind his studio in Me-
lina Place, St. John’s Wood; be-
neath a mulberry tree on Eden
Street, Kingston-on-Thames, some
eight miles from the Gramophone
plant in Hayes; or a combination of
the two — i.e. he was buried in St.
John’s Wood and later moved to
Kingston-on-Thames. Today, a
bank stands on the latter site, and
on it is a brass plaque commemorat-
ing the grave, erected in 1949 by the
directors of a grateful company.
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Barraud, in the declining years of
his life, gave up the unprofitable ca-
reer of a serious painter (his works
had hung in the Royal Academy
and other galleries) to make more
money painting copies of his por-
trait of Nipper.

In the half-century that followed,
there was a close working relation-
ship between the British-owned
Gramophone Company and El-
dridge Johnson's Consolidated
(which, within a year, had become
the Victor Talking Machine Com-
pany with Emile Berliner as a prin-
cipal, and had spawned the Berliner
Talking Machine Company of
Montreal), Nipper, and such artists
as Enrico Caruso, Francesco Ta-
magno, Emma Calve, and others,
held the companies together.

Francis Barraud painting copies of his
own original painting, ‘‘His Master's
Voice''.

Gramophone sold Johnson’s Im-
proved Gramophones in England,
and it and Victor divided up the
world between them. The Gramo-
phone Company soon had branches
in Germany, Russia, Spain, France,
Italy, and elsewhere, all using the
Nipper trademark. In North Amer-
ica, Johnson set up branches in
Montreal and Mexico. Later, there
was a Victor branch in Japan, and
Gramophone branches followed the
expansion of the British Empire to
India, Australia, and South Africa.

Eldridge Johnson was a firm
believer in advertising. By 1910, you
couldn’t pick up a magazine or
newspaper without seeing Nipper.
The Berliner factory was shipping
not only thousands of phonographs
during the 1910-1920 heyday of the

disc, but also hundreds of papier-
maché and plaster likenesses of Nip-
per for use by Victrola dealers in
showrooms and display windows
from Moosonee to Port Dover, and
from Halifax to Victoria. If you
walked into a music store in To-
ronto or Winnipeg during this pe-
riod, you'd have found a plaster
Nipper standing guard over each
Victrola on the floor.

World War I brought the first
strains in the Gramophone-Victor
alliance. The former’s branch in
Hanover, Germany, seceded from
the Gramophone confederation in
1914, renaming itself Deutsche
Grammophon and selling cut-rate
Carusos in the United States. These
platters and others made for export
carried the “Opera Disc” label, but
records made for sale within Ger-
many continued to feature Nipper.
In 1926, Gramophone fought back
by founding Electrola in Germany,
which carries the Nipper trademark
to this day.

By the 1920s, Nipper’s likeness
was available to dealers in flashing
neon; and Victor and Gramophone
had limited DGG’s insurgency to
Germany through patent and trade-
mark infringement suits.

Then, on January 4, 1929, Nipper
made a momentous leap — from
gramophones to radios. On that
date, the Radio Corporation of
America purchased The Victor
Company and its Canadian subsidi-
ary, the Victor Company of Canada,
and created the RCA Victor Record
Division. At the time, RCA execu-
tives weren't terribly happy about
either Nipper or the phonograph
business. They had high hopes for
converting Victor’s manufacturing
facilities to the production of radios,
and making Victor dealers into sales
outlets for them. As for Nipper, the
RCA men were much more inter-
ested in their own corporate symbol,
established in 1922 — the letters
RCA in a circle.

On the other side of the Atlantic,
the Gramophone Company experi-
enced the twin hardships of compe-
tition from the radio and the depres-
sion, before its merger with the
Columbia Graphophone Co. and
Parlophone into Electric & Musical
Industries took place in March,
1931. Though RCA was playing
down Nipper and records generally
in the United States (while market-
ing a “His Master’s Voice” line in
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t—'-'“{.{nada), EMI featured Barraud’s
terrier not only on phonographs, ra-
dios, and records, but on a line of
other electrical products. On the
surface, the relationship between
Victor and Gramophone continued
as usual.

On December 7, 1941, the Japa-
nese attacked Pearl Harbor and
started a chain of events that caused
history to repeat itself. During the
war years, Victor's subsidiary in
Tokyo, Nippon Victor, severed all
connections with the parent in Cam-

den, N.J.; but refused to relinquish |

rights to Nipper. After the war,
RCA renegotiated leasing agree-
ments with the Victor Company of
Japan, now owned by Panasonic. In
Japan, you can still see the neon
outlines of Barraud’s painting glow-
ing on office buildings at night, or
five-foot-high papier-maché Nippers
guarding the entrances to record
stores in small towns.

By January 1955, it had become
obvious to executives of RCA and
EMI that there were new worlds to
conquer, and that they couldn’t be
conquered with the old working
relationships. Accordingly, EMI
bought Capitol Records in the US
and Canada; and a lot of recordings
bearing the Nipper trademark in
Europe began appearing in direct
competition to RCA Victor, under
the Capitol and Angel trademarks
here (EMI had revived its cherub
inscribing a disc in 1953). At the
same time, RCA began recording
abroad and issuing Elvis Presley,
the Boston Pops, and Chet Atkins
under the RCA trademark in Eu-
rope, in direct competition with
EMI. By early 1968, Nippon Victor
had gotten into the act — not with
records, but with television sets, ra-
dios, and tape recorders exported to
Canada and the United Kingdom
under the Nivico and JVC labels.

As the international complica-
tions increased, Nipper’s picture be-
gan to shrink on products in Eng-
land, the US, and here. Eventually
it disappeared altogether from
some, to be replaced by the EMI
globe trade mark or the RCA circle.

Then, RCA president Robert Sar-
noff sent out the word — Nipper, at
the ripe old age of 70, was to be re-
tired. As a headline writer at the
New York Times put it, “His Mas-
ter’s Voice Says ‘Scram’” Nipper,
Sarnoff was to write in Sarurday Re-
view, reflected a bygone era. The
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acoustic phonograph may be very
pretty and full of nostalgia, Sarnoff
continued, but it wasn’t progressive
— didn’t reflect the image of a huge
international firm engaged in space
communications, defense con-
tracting, and other fields. Besides,
he said, Barraud’s painting was get-
ting very difficult to reproduce, par-
ticularly on small products like tape
cassettes and transistor radios. In-
stead, RCA shelled out a reported
$1.2 million for a new trade mark
that Barraud could have painted
with one hand tied behind him —the
letters RCA in space-age type which
RCA Ltd. has been using for the
past five years.

But what about Nipper? Was he
really being sent to that great ken-
nel in the sky? Not a bit of it. By the
time Sarnoff got around to making
the new trade mark official, Nipper
had won a reprieve. “The dog sym-
bol will be kept in modified form on

products of the RCA Record Divi-
sion,” Sarnoff said, hedging against
possible consumer resentment. “It is
conceivable that he might reappear
on certain products in the future.”

Sarnoff hadn’t become a dog
lover during this period. Company
lawyers pointed out to him that, if
RCA abandoned Nipper altogether,
EMI or JVC might very well begin
marketing their products under the
trade mark. Under Canadian law,
you’ve got to use a trade mark or
lose the right to it.

So Happy birthday, Nipper.
You've survived two world wars, a
devastating depression, company
mergers and warfare, two attempts
to kill you off, and 75 years in the
record business. Chances are we’ll
be seeing more of you in the years
to come, for you're a dog with a dif-
ference. As E.M. Barraud said of
you, it was very difficult to make
you let go. H

EMILE BERLINER:

Emile Berliner was born on May
20, 1851 in Hanover, Germany. He
emigrated to the USA at the age of
19, and lived in New York City and
Washington, working at assorted
jobs and using his spare time to
study electricity and acoustics. In
1877 he built a small laboratory in
his boarding house, and began ex-
perimenting with Bell's new tele-
phone. He evolved the idea of the
loose contact microphone, which was
eventually used in all Bell tele-
phones and which put the telephone
on an advanced commercial basis. In
1878 his findings were sold to Bell
for $100,000, and he was given a po-
sition with that company as a con-
sultant.

In 1887 he gave the world the flat
record (the first ‘Gramophone’
records were 5" hard rubber discs).

FATHER OF CANADA'S RECORD INDUSTRY

In 1893 he formed the United States
Gramophone Company, and world-
wide success soon followed. 1897
saw the Gramophone Company
form in Great Britain, and in 1898
the German Deutsche Grammophon
was started.

On February 24, 1897, a Canadian
patent was taken out, and a company
was set up in Montreal in 1899 to es-
tablish a catalogue for the special-
ized French Canadian market. Ber-
liner’s connections with Bell proved
valuable, and the first factory was in
the Bell building on Aqueduct Street
in Montreal.

Canada’s first record was pro-
duced on January 2, 1900; and the
same year saw the use of the Nipper
portrait on all Canadian recordings.
By 1902, Berliner was able to an-
nounce that over 3 million records
had been sold in Canada in the first
full year of production; and, by
1905, he had moved his enlarged
staff and facilities into his own plant
on Lenoir Street in Montreal.

In 1924, the Berliner Company
was bought by its US affiliate and
became the Victor Talking Machine
Company of Canada. In 1926 the en-
tire firm was bought by a group of
bankers, and was acquired by the
Radio Corporation of America just
three years later.

Emile Berliner suffered a stroke in
late July 1929, and died a week later
in his 79th year. (E.W.)
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