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 MUSICIANS UNION OF HOLLYWOOD 
  
REQUEST:  Declare the property a Historic-Cultural Monument 
 
OWNER: CV 817 Vine St, LLC 
 601 S. Figueroa Street, Ste. 3400 
 Los Angeles, CA  90017 
      
APPLICANT:  Hollywood Heritage, Inc. 
    2100 N Highland Avenue 
    Hollywood, CA  90068 
 
 

   
RECOMMENDATION  That the Cultural Heritage Commission: 
 

1. Take the property under consideration as a Historic-Cultural Monument per Los 
Angeles Administrative Code Chapter 9, Division 22, Article 1, Section 22.171.10   
because the application and accompanying photo documentation suggest the submittal 
warrants further investigation. 

 
2. Adopt the report findings. 

 
VINCENT P. BERTONI, AICP 
Director of PlanningN1907 
 
[SIGNED ORIGINAL IN FILE]  [SIGNED ORIGINAL IN FILE] 
    
Ken Bernstein, AICP, Manager  Lambert M. Giessinger, Preservation Architect 
Office of Historic Resources  Office of Historic Resources 
 
[SIGNED ORIGINAL IN FILE] 
   
Melissa Jones, Planning Assistant  
Office of Historic Resources   
 
Attachment: Historic-Cultural Monument Application 

CULTURAL HERITAGE COMMISSION 
 
 
HEARING DATE: November 16, 2017 
TIME:  10:00 AM 
PLACE:  City Hall, Room 1010 
  200 N. Spring Street 
  Los Angeles, CA 90012 
 

CASE NO.: CHC-2017-4331-HCM 
                    ENV-2017-4332-CE   
 
Location: 807-831 North Vine Street;  
                808-820 Lillian Way;  

    5901 West Waring Avenue 
Council District: 13 – O’Farrell 
Community Plan Area: Hollywood 
Area Planning Commission: Central 
Neighborhood Council: Central Hollywood 

Legal Description: Seneca Heights Tract, Block H,          
Lots 8-10 and FR13- FR18 
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SUMMARY 
 
The Musicians Union of Hollywood is a two-story commercial building located at 817 Vine Street 
between Willoughby Avenue and Waring Avenue in Hollywood. Constructed in 1950, the subject 
property was designed by Los Angeles master architect Gordon B. Kaufmann (1888-1949) in 
the Corporate International architectural style. Up until July 2017, the subject property served as 
a clubhouse and organization headquarters for the Musicians Union Local 47, now known as 
the American Federation of Musicians Local 47. 
 
Labor unionization in Los Angeles began in the 1870s, involving mostly skilled worker trades, 
but by the 1890s, unions were formed and revived among other industries that included 
plumbers, bakers, shoe and clothing store workers, cooks, waiters, musicians, railway workers, 
and building tradesmen. As film production dramatically increased in the 1920s and 1930s, 
unionization in the entertainment industry exploded to protect workers’ rights and benefits. 
There were hundreds of unions in Los Angeles over the years and many had their own meeting 
places that ranged from rented space or meeting rooms at one of the Central Union 
Headquarters to dedicated buildings constructed as union halls, such as the subject property. 
For the most part, unions were predominantly white, and either excluded Latinos, African 
Americans, Asians, and other minorities from their ranks, or forced them into separate auxiliary 
unions. Founded in 1897, Local 47 was the first musicians union in the United States that began 
as a racially segregated union but later integrated in 1953 through the efforts of various black 
and white musicians that included jazz musician Buddy Collette, Josephine Baker, Marl Young, 
and Peggy Gilbert. 
 
Rectangular in plan, the subject property is constructed of concrete with smooth plaster cladding 
and has a flat roof with composition shingles. It features an internal courtyard, porte-cochere, 
and an articulated first floor set back behind columns on the east-facing and south-facing 
elevations. Fenestration consists of a horizontal band of steel awning windows on the second 
story wrapping the east and south facades and a slightly protruding bay of five triple-hung steel 
windows on the east facade. Blue awnings cover the second-story windows on the south-facing 
elevation. There is an asymmetrical, recessed entrance on the east-facing elevation that 
features single-paned glass double doors with decorative steel music notes. On the north-facing 
elevation there is a covered canopy supported by thin columns and a pair of single-paned glass 
doors framed by pierced concrete block portals that serve as the primary building entrance. The 
interior is characterized by original wood paneling, patterned flooring, a stairwell with terrazzo 
floor and an auditorium with a stage. To the north of the subject property, there is a second 
building and to the west there are parking lots. 
 
Gordon B. Kaufmann was born in 1888 in London, England and graduated from London 
Polytechnic Institute around 1908. He arrived in California in 1914, settling in Fresno, and 
relocated to Los Angeles in 1915. After a partnership with architect Roland E. Coate, Kaufmann 
formed his own architectural practice in 1924. Kaufmann’s work in Southern California spans 
over four decades and includes hotels, commercial buildings, residences, theaters, and 
churches. Between the 1920s and 1940s he constructed a number of residential and 
commercial buildings in the Greater Los Angeles area, including Greystone Mansion in Beverly 
Hills (1926), La Quinta Inn near Indio (1927), the Los Angeles Times Building (1931-35), the 
Earl Carroll Theater (1938, HCM #1136), the Hollywood Palladium (1940, HCM #1130), and 
Park La Brea (1948). The Musicians Union of Hollywood was one of Kaufmann’s final 
commissions before his death at the age of 60 on March 1, 1949. 
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Over the years, the subject property has sustained multiple alterations that include the addition 
of office space within the interior courtyard in 1981; addition of non-weight-bearing partitions in 
1990; the repair of fire damage to partitions and a suspended ceiling, as well as the addition of a 
storage room in 1993; tenant improvements to the credit union space on the second floor and 
addition of three doors in 1998; and tenant improvements to the auditorium, foyer, and pantry – 
including new partition walls, finishes, and millwork – in 2008. 
 
The citywide historic resources survey, SurveyLA, identified the subject property as individually 
eligible for designation at the national, state, and local levels as an excellent and rare example 
of Corporate International-style architecture and as an excellent example of an entertainment 
industry-related union hall in Hollywood.  

 
CRITERIA 
 
The criterion is the Cultural Heritage Ordinance which defines a historical or cultural monument 
as any site (including significant trees or other plant life located thereon) building or structure of 
particular historic or cultural significance to the City of Los Angeles, such as historic structures 
or sites in which the broad cultural, economic, or social history of the nation, State or community 
is reflected or exemplified, or which are identified with historic personages or with important 
events in the main currents of national, State or local history or which embody the distinguishing 
characteristics of an architectural type specimen, inherently valuable for a study of a period style 
or method of construction, or a notable work of a master builder, designer or architect whose 
individual genius influenced his age. 
 
 
FINDINGS 
 
Based on the facts set forth in the summary and application, the Commission determines that 
the application is complete and that the property may be significant enough to warrant further 
investigation as a potential Historic-Cultural Monument. 
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>ŝƐƚ�ĚĂƚĞ�ĂŶĚ�ǁƌŝƚĞ�Ă�ďƌŝĞĨ�ĚĞƐĐƌŝƉƟŽŶ�ŽĨ�ĂŶǇ�ŵĂũŽƌ�ĂůƚĞƌĂƟŽŶƐ�Žƌ�ĂĚĚŝƟŽŶƐ͘�dŚŝƐ�ƐĞĐƟŽŶ�ŵĂǇ�ĂůƐŽ�ďĞ�ĐŽŵƉůĞƚĞĚ�ŽŶ�Ă�ƐĞƉĂƌĂƚĞ�ĚŽĐƵŵĞŶƚ͘�
/ŶĐůƵĚĞ�ĐŽƉŝĞƐ�ŽĨ�ƉĞƌŵŝƚƐ�ŝŶ�ƚŚĞ�ŶŽŵŝŶĂƟŽŶ�ƉĂĐŬĞƚ͘�DĂŬĞ�ƐƵƌĞ�ƚŽ�ůŝƐƚ�ĂŶǇ�ŵĂũŽƌ�ĂůƚĞƌĂƟŽŶƐ�ĨŽƌ�ǁŚŝĐŚ�ƚŚĞƌĞ�ĂƌĞ�ŶŽ�ƉĞƌŵŝƚƐ͕�ĂƐ�ǁĞůů͘

5. EXISTING HISTORIC RESOURCE IDENTIFICATION ;ŝĨ�ŬŶŽwn)

^ƵrveǇ�EĂŵĞ;ƐͿ͗

ListĞĚ�ŝŶ�ƚŚĞ��ĂůŝfŽƌŶŝĂ�RegistĞƌ�ŽĨ�,ŝstŽƌŝcĂů�RĞƐŽƵrces

�ĞƚĞƌŵŝŶĞĚ�ĞůŝŐŝďůĞ�ĨŽƌ�ŶĂƟŽŶĂů͕�ƐƚĂƚĞ͕�Žƌ�ůŽĐĂů�ůĂŶĚŵĂƌŬ�
ƐƚĂƚƵƐ�ďǇ�ĂŶ�ŚŝstŽƌŝĐ�rĞƐŽƵrĐĞƐ�ƐƵrveǇ;ƐͿ

ListĞĚ�ŝŶ�ƚŚĞ�EĂƟŽŶĂů�RegistĞƌ�ŽĨ�,ŝstŽƌŝc�WůĂĐĞƐ

&ŽƌŵĂůůǇ�ĚĞƚĞƌŵŝŶĞĚ�ĞůŝŐŝďůĞ�ĨŽƌ�ƚŚĞ�EĂƟŽŶĂů�ĂŶĚͬŽƌ��ĂůŝĨŽƌŶŝĂ�ZĞŐŝƐƚĞƌƐ

>ŽĐĂƚĞĚ�ŝŶ�ĂŶ�,ŝƐƚŽƌŝĐ�WƌĞƐĞƌǀĂƟŽŶ�KǀĞƌůĂǇ��ŽŶĞ�;,WK�Ϳ
�ŽŶƚƌŝďƵƟŶŐ�ĨĞĂƚƵƌĞ

EŽŶͲĐŽŶƚƌŝďƵƟŶŐ�ĨĞĂƚƵƌĞ

KƚŚĞƌ�ŚŝƐƚŽƌŝĐĂů�Žƌ�ĐƵůƚƵƌĂů�ƌĞƐŽƵƌĐĞ�ĚĞƐŝŐŶĂƟŽŶƐ͗

6. APPLICABLE HISTORIC-CULTURAL MONUMENT CRITERIA

ZĞŇĞĐƚƐ�ƚŚĞ�ďƌŽĂĚ�ĐƵůƚƵƌĂů͕�ĞĐŽŶŽŵŝĐ͕�Žƌ�ƐŽĐŝĂů�ŚŝƐƚŽƌǇ�ŽĨ�ƚŚĞ�ŶĂƟŽŶ͕�ƐƚĂƚĞ͕�Žƌ�ĐŽŵŵƵŶŝƚǇ

��ŶŽtĂďůĞ�wŽƌŬ�ŽĨ�Ă�ŵĂstĞƌ�ďƵŝůĚĞr͕ �ĚĞƐŝŐŶĞr͕ �Žƌ�ĂrĐŚŝtĞĐƚ�ǁŚŽƐĞ�ŝŶĚŝǀŝĚƵaů�gĞŶŝƵƐ�ŝnŇƵĞŶĐĞĚ�ŚŝƐ�Žƌ�ŚĞƌ�Ăge

/Ɛ�ŝĚĞŶƟĮĞĚ�ǁŝƚŚ�ŚŝƐƚŽƌŝĐ�ƉĞƌƐŽŶĂŐĞƐ�Žƌ�ǁŝƚŚ�ŝŵƉŽƌƚĂŶƚ�ĞǀĞŶƚƐ�ŝŶ�ƚŚĞ�ŵĂŝŶ�ĐƵƌƌĞŶƚƐ�ŽĨ�ŶĂƟŽŶĂů͕�ƐƚĂƚĞ͕�Žƌ�ůŽĐĂů�ŚŝƐƚŽƌǇ

�ŵďŽĚŝĞƐ�ƚŚĞ�ĚŝƐƟŶŐƵŝƐŝŶŐ�ĐŚĂƌĂĐƚĞƌŝƐƟĐƐ�ŽĨ�ĂŶ�ĂƌĐŚŝƚĞĐƚƵƌĂůͲƚǇƉĞ�ƐƉĞĐŝŵĞŶ͕�ŝŶŚĞƌĞŶƚůǇ�ǀĂůƵĂďůĞ�ĨŽƌ�ƐƚƵĚǇ�ŽĨ
Ă�ƉĞƌŝŽĚ͕�ƐƚǇůĞ͕�Žƌ�ŵĞƚŚŽĚ�ŽĨ�ĐŽŶƐƚƌƵĐƟŽŶ

dŚĞ�ƉƌŽƉŽƐĞĚ�ŵŽŶƵŵĞŶƚ�ĞǆĞŵƉůŝĮĞƐ�ƚŚĞ�ĨŽůůŽǁŝŶŐ��ƵůƚƵƌĂů�,ĞƌŝƚĂŐĞ�KƌĚŝŶĂŶĐĞ��ƌŝƚĞƌŝĂ�;^ĞĐƟŽŶ�ϮϮ͘ϭϳϭ͘ϳͿ͗�



8. CONTACT INFORMATION

Name: Company:

Street Address:

Zip: Phone Number:

City: State:

Email:

Applicant

Name: Company:

Street Address:

Zip: Phone Number:

City: State:

Email:

EŽŵŝŶĂƟŽŶ�WƌĞƉĂƌĞƌͬ�ƉƉůŝĐĂŶƚ͛Ɛ�ZĞƉƌĞƐĞŶƚĂƟǀĞ

CITY OF LOS ANGELES

HISTORIC-CULTURAL MONUMENT
NOMINATION FORM

7. WRITTEN STATEMENTS

dŚŝƐ�ƐĞĐƟŽŶ�ĂůůŽǁƐ�ǇŽƵ�ƚŽ�ĚŝƐĐƵƐƐ�Ăƚ�ůĞŶŐƚŚ�ƚŚĞ�ƐŝŐŶŝĮĐĂŶĐĞ�ŽĨ�ƚŚĞ�ƉƌŽƉŽƐĞĚ�ŵŽŶƵŵĞŶƚ�ĂŶĚ�ǁŚǇ�ŝƚ�ƐŚŽƵůĚ�ďĞ�
ĚĞƐŝŐŶĂƚĞĚ�ĂŶ�,ŝƐƚŽƌŝĐͲ�ƵůƚƵƌĂů�DŽŶƵŵĞŶƚ͘�dǇƉĞ�ǇŽƵƌ�ƌĞƐƉŽŶƐĞ�ŽŶ�ƐĞƉĂƌĂƚĞ�ĚŽĐƵŵĞŶƚƐ�ĂŶĚ�ĂƩĞĐŚ�ƚŚĞŵ�ƚŽ�ƚŚŝƐ�
ĨŽƌŵ͘

�͘�WƌŽƉŽƐĞĚ�DŽŶƵŵĞŶƚ��ĞƐĐƌŝƉƟŽŶ�Ͳ��ĞƐĐƌŝďĞ�ƚŚĞ�ƉƌŽƉŽƐĞĚ�ŵŽŶƵŵĞŶƚ Ɛ͛�ƉŚǇƐŝĐĂů�ĐŚĂƌĂĐƚĞƌŝƐƟĐƐ�ĂŶĚ�
ƌĞůĂƟŽŶƐŚŝƉ�ƚŽ�ŝƚƐ�ƐƵƌƌŽƵŶĚŝŶŐ�ĞŶǀŝƌŽŶŵĞŶƚ͘��ǆƉĂŶĚ�ŽŶ�ƐĞĐƟŽŶƐ�Ϯ�ĂŶĚ�ϯ�ǁŝƚŚ�Ă�ŵŽƌĞ�ĚĞƚĂŝůĞĚ�ĚĞƐĐƌŝƉ-
ƟŽŶ�ŽĨ�ƚŚĞ�ƐŝƚĞ͘��ǆƉĂŶĚ�ŽŶ�ƐĞĐƟŽŶ�ϰ�ĂŶĚ�ĚŝƐĐƵƐƐ�ƚŚĞ�ĐŽŶƐƚƌƵĐƟŽŶͬĂůƚĞƌĂƟŽŶ�ŚŝƐƚŽƌǇ�ŝŶ�ĚĞƚĂŝů�ŝĨ�ƚŚĂƚ�ŝƐ�
ŶĞĐĞƐƐĂƌǇ�ƚŽ�ĞǆƉůĂŝŶ�ƚŚĞ�ƉƌŽƉŽƐĞĚ�ŵŽŶƵŵĞŶƚ Ɛ͛�ĐƵƌƌĞŶƚ�ĨŽƌŵ͘�/ĚĞŶƟĨǇ�ĂŶĚ�ĚĞƐĐƌŝďĞ�ĂŶǇ�ĐŚĂƌĂĐƚĞƌ-
ĚĞĮŶŝŶŐ�ĞůĞŵĞŶƚƐ͕�ƐƚƌƵĐƚƵƌĞƐ͕�ŝŶƚĞƌŝŽƌ�ƐƉĂĐĞƐ͕�Žƌ�ůĂŶĚƐĐĂƉĞ�ĨĞĂƚƵƌĞƐ͘

�͘�^ƚĂƚĞŵĞŶƚ�ŽĨ�^ŝŐŶŝĮĐĂŶĐĞ�Ͳ��ĚĚƌĞƐƐ�ƚŚĞ�ƉƌŽƉŽƐĞĚ�ŵŽŶƵŵĞŶƚ Ɛ͛�ŚŝƐƚŽƌŝĐ͕�ĐƵůƚƵƌĂů͕�ĂŶĚͬŽƌ�ĂƌĐŚŝƚĞĐ-
ƚƵƌĂů�ƐŝŐŶŝĮĐĂŶĐĞ�ďǇ�ĚŝƐĐƵƐƐŝŶŐ�ŚŽǁ�ŝƚ�ƐĂƟƐĮĞƐ�ƚŚĞ�,�D�ĐƌŝƚĞƌŝĂ�ǇŽƵ�ƐĞůĞĐƚĞĚ�ŝŶ�^ĞĐƟŽŶ�ϲ͘�zŽƵ�ŵƵƐƚ�
ƐƵƉƉŽƌƚ�ǇŽƵƌ�ĂƌŐƵŵĞŶƚ�ǁŝƚŚ�ƐƵďƐƚĂŶƟĂů�ĞǀŝĚĞŶĐĞ�ĂŶĚ�ĂŶĂůǇƐŝƐ͘�dŚĞ�^ƚĂƚĞŵĞŶƚ�ŽĨ�^ŝŐŶŝĮĐĂŶĐĞ�ŝƐ�ǇŽƵƌ�
ŵĂŝŶ�ĂƌŐƵŵĞŶƚ�ĨŽƌ�ĚĞƐŝŐŶĂƟŽŶ�ƐŽ�ŝƚ�ŝƐ�ŝŵƉŽƌƚĂŶƚ�ƚŽ�ƐƵďƐƚĂŶƟĂƚĞ�ĂŶǇ�ĐůĂŝŵƐ�ǇŽƵ�ŵĂŬĞ�ǁŝƚŚ�ƐƵƉƉŽƌƟŶŐ�
ĚŽĐƵŵĞŶƚĂƟŽŶ�ĂŶĚ�ƌĞƐĞĂƌĐŚ͘

Name: Company:

Street Address:

Zip: Phone Number:

City: State:

Email:

WƌŽƉĞƌƚǇ�KǁŶĞƌ zes No hŶŬŶoǁŶ/Ɛ�ƚŚĞ�ŽǁŶĞƌ�ŝŶ�ƐƵƉƉŽƌƚ�ŽĨ�ƚŚĞ�ŶŽŵŝŶĂƟŽŶ͍





MUSICIANS UNION OF HOLLYWOOD 
PROFESSIONAL MUSICIANS LOCAL 47 

 
PROPOSED MONUMENT DESCRIPTION 
 
The Musicians Union of Hollywood, now known as the Professional Musicians, Local 47 Building, 
is located at 817 N. Vine Street. The parcel occupies the northwest corner of Vine Street and Waring 
Street. In addition to the primary building, the property has a second structure to the north; the rest 
of the parcel is occupied by parking lots. 
 
The property fronts on Vine Street, with additional frontage on Waring Avenue to Lillian Street. 
The building is situated on a rectangular parcel with the primary (east) elevation oriented towards 
Vine Street and the south elevation facing Waring Avenue. The main property address has always 
been 817 N. Vine Street. 
 
A driveway accessed from Vine Street is located at the north portion of the building and passes 
through the porte cochere, leading to a parking lot that sits along Lillian Way. The secondary 
building is to the north of the driveway. On the north end of the primary structure, the canopy 
features a curved overhang and is supported by evenly-spaced blue circular columns. Entrance to 
the auditorium portion of the building is accessed under the canopy.  
 
The two-story building is primarily rectangular in plan, with an internal courtyard, a porte cochere, 
lobby and auditorium, office lobby and first-floor office space, stairwell, and secondfloor space that 
extends on the east corner of the north façade, along Vine Street. The building features a flat roof 
clad in composition shingles. 
 
The front (east) elevation of the building is characterized by uniformly-spaced concrete panels 
covered in plaster. Every other section of concrete along one row on the first floor appears as an 
empty protruding blue rectangular frame on the front façade. The primary feature of the Vine Street 
façade is the entrance and patio. A triangular-shaped concrete patio opens in front of the main 
entrance on Vine. Under an overhang, the first-floor wall is cut back at a 45-degree angle. Single-
paned, double, glass front doors with decorative steel music notes and a 1950s graphic of the street 
address are placed asymmetrically closer to the street. 
 
Above this, a 1950s era graphic sign featuring an eighth note festooned with a 47 ribbon is located 
to the left of the building’s marquee and reads “Professional Musicians”, “Local 47”, and “American 
Federation of Musicians, AFL-CIO”. 
 
The building retains its original double-hung asymmetrical steel windows. Window openings are 
larger on the second floor than on the first floor. The window fenestration is consistent on both the 
east and south façades. The south edge of the eastern façade breaks this pattern with a slightly 
protruding bay of five triple-hung asymmetrical steel windows. 
 
The south façade matches the east with the use of concrete panels, alternating blue rectangular 
frames and second-floor fenestration. However, this façade features blue awnings over the row of 
windows. Most of this façade is pushed back to form an overhanging courtyard, which uses the 
same blue evenly-spaced pillars as the main entrance and leads to several single steel side doors and 
into the internal courtyard. 



 
The interior courtyard features the same concrete blocks, a slight overhang at the roof, a row of 
glass doors along the east-facing wall, a single steel door and single symmetrical steel double-hung 
window along the south-facing wall, and two bays of steel windows and two decorative columns 
along the west-facing wall. 
 
The north façade of the building features a covered canopy lower than the height of the porte 
cochere. It is lined with the same defining blue columns along the driveway, leading from the 
porte cochere to two pairs of glass doors framed by pierced concrete block portals. This entrance is 
located asymmetrically between two rectangular window openings inserted in the north block 
façade. This façade, located on the driveway and functioning as the entry to the auditorium, is 
actually a second primary façade to the building. 
 
The west façade is more utilitarian. The fenestration on the second-floor above the porte cochere 
and behind the one-story corner of the building matches the east-side window style, except that 
the windows above the porte cochere feature a blue awning. The west side of the one-story 
portion that abuts the parking lot is flat concrete that transforms into symmetrical receding bays 
as the building becomes two stories. The bays deepen from bottom to top and continue along 
most of the wall. They are broken by flat concrete again along the south corner of the façade. 
 
INTERIOR 
 
The first floor interior is organized in two sections. The office portion accessed from Vine 
contains a lobby with an open northern metal staircase. An open office portion occupies the 
southern half of this floor and has been heavily altered. A corridor separates the two main sections 
from each other. The west section of the first floor is occupied by a lobby and auditorium space. 
The lobby contains a tile insert with a music note logo. Wood paneling is a prominent feature of the 
lobby auditorium. The auditorium retains its configuration and stage but its walls and ceiling have 
been altered. 
 
Portions of the second floor office spaces have also been altered, primarily those in the northern 
half of the building. Paneled offices along a double-loaded corridor remain in the southern half of 
the building. An east-west corridor on the Waring Street side has a single-loaded configuration.  
 
 
CHARACTER-DEFINING FEATURES 
 
The period of significance for 817 North Vine Street is 1950, when initial construction was 
completed. The property retains substantial and significant exterior and interior character- 
defining features which reflect the building’s original Corporate International style as designed 
by Gordon B. Kaufmann.  
 
Exterior character-defining features include: 
Concrete panels 
Window bays 
Steel windows 
Metal uprights 
Canopy 



Glass doors 
Signage 
Recessed entries 
Porte-cochere 
 
Interior character-defining features include: 
Lobby and Auditorium configuration 
Wood paneling 
Patterned flooring 
Prominent office lobby stairwell with terrazzo 
floor and metal supports 
Remaining office partitions 
 
 
STATEMENT OF SIGNIFICANCE 
 
The Musicians Union of Hollywood meets the following Los Angeles Historic-Cultural Monument 
Criteria: 
 

 It reflects or exemplifies “the broad cultural, political, economic, or social history of the 
nation, state, or community” as an excellent example of institutional development within the 
entertainment industry and reflects the important role of trade unions in entertainment. 
 

 It “is identified with historic personages and important events in the main currents of 
national, state, or local history” as Local 47 was home to the foremost entertainers and 
studio musicians of the era. In addition, the integration of Local 767 with Local 47 was a 
milestone in desegregation of unions in Los Angeles and the identified catalyst for national 
desegration of the AFM. 

 

 It “embodies the distinguishing characteristics of an architectural-type specimen, inherently 
valuable for study of a period, style, or method of construction” as an excellent example of 
Corporate International institutional architecture from the postwar period. 

 

 It is “a notable work of a master builder, designer, or architect whose individual genius 
influenced his or her age” and reflects the later career of master architect Gordon B. 
Kaufman.  

 
 
CONTEXT: FORMATION AND GROWTH OF LABOR UNIONS 
 
Labor Unions were formed as early as the 1790s in the United States in order to help skilled workers 
regulate prices, defend organized workers against cheap labor, and demand shorter workdays and 
safer working conditions. 
 
The formation of the American Federation of Labor in December 1886 was a result of workers’ 
advocating for better working conditions, rights, and respect. 
 



Unionization in the entertainment industry exploded in the 1920s and 1930s as what had been 
independent motion picture studios began acquiring both distribution and exhibition outlets, 
becoming multinational conglomerates. The industry tightly controlled the rights of workers, 
requiring long work hours, six day work weeks, and little benefits. 
 
The labor movement in the motion picture industry followed that of other manufacturing processes, 
organizing to help protect the common interests of workers in each field of the film industry, 
fighting for better working conditions, pay, reasonable hours, and benefits. 
 
The motion picture studios fought for years with both the AFL and CIO over organizing labor, be it 
creative personnel like actors, writers, directors, or musicians, and below the line talent. One by one, 
unions gained recognition and the right to represent their members in establishing contracts with 
motion picture studios and production companies. 
 
 
THE MUSICIANS UNION OF HOLLYWOOD AND OTHER PRECURSORS, 1888-1950 
 
The Musical Protective Association, which later became the Musicians Union of Hollywood, was the 
first musicians’ union established in the city in 1888. This first attempt was short-lived, disbanding in 
1890. 
 
Members of the National League of Musicians, which wanted to affiliate with the national labor 
movement, called a convention on October 19, 1896 and approved organizing the American 
Federation of Musicians, affiliated with the American Federation of Labor. 
 
On March 15, 1897, Local 47’s chapter and affiliation were approved by the American Federation of 
Musicians. In 1900, its name was changed to Musicians Mutual Protective Association. As the 
Musicians Club, it held its first Los Angeles banquet in 1915 for its 75 members. 
 
In May 1962, the name was changed to Musicians Union Local 47, and finally in July of 1995 the 
organizations’ name was changed to the present Professional Musicians, Local 47. 
 
From its beginnings, the American Federation of Musicians fought for the rights of artists as well as 
those fighting oppressive conditions and laws. In 1907 they fought for copyright reforms. The AFM 
joined others to prevent passage of the 18th Amendment, the “Prohibition Amendment.” They 
sought change to immigration rules for musicians in 1919. In 1922 the group worked in opposition 
of child labor. 
 
In 1927, a technology change in the motion picture industry led to unemployment for tens of 
thousands of AFM members, particularly those in Local 47. The release of the first “talkie” film, The 
Jazz Singer, began the disbanding of motion picture theatre orchestras, causing more than 22,000 
members to lose their jobs in three years. Sound production, however, only created a few hundred 
jobs for musicians. 
 
The AFM set minimum wage scales at higher rates for work performing for Vitaphone, 
Moviephone, and for phonograph records in 1928, with many of these jobs held by Local 47 
members. They continued to fight for higher wages and compensation for musicians as recording 



and radio and film jobs decreased during the 1930s and 1940s, and fought for the pay and rights of 
musicians performing in nightclubs and other venues. 
 
During World War II, Local 47 co-produced the Hollywood Canteen to provide entertainment for 
visiting servicemen. (“Two groups with a single thought met and merged. One, Hollywood actors; 
the other, the musicians union, Local 47. Result- the idea behind the Hollywood Canteen, one of the 
greatest things of its kind in the Country.”. PhotoPlay. January, 1943. Vol. 22, No. 2). 
 
Indeed, “Her name appears lost in the mists of the recent past, but it was a woman identified with 
the American Federation of Musicians, Local 767, who seems first to have broached the idea of a 
canteen for Hollywood. This was July, 1942. In the vicinity of that moment, or simultaneously as 
some contemporary historians here would have it, Bette Davis and John Garfield pondered a like 
plan. The ideas met soon enough. Meetings were held. Forty-two unions and crafts pulled a united 
oar and out of it came the Hollywood Canteen,”(Motion Picture Herald. Nov. 6th, 1943. On the 
March, by Red Kann). 
 
After the war, Local 47 and AFM battled to save jobs as the big-band era began fading and studios 
phased out staff orchestras. 
 
Local 47 engaged in many battles for its members over the years, particularly through the 1940s and 
1960s. They dealt with studios trying to deny representation to union representatives and struggled 
with infighting among the unions themselves (Appendix D – Mahlon Clark Jr.). The organization 
endured Communist witch hunts by the federal, state, and local governments as well as by the 
motion picture industry. Increasing television and radio production further eroded union music jobs, 
along with the rise of juke boxes in nightclubs and other venues. This forced the union to ask for 
increased contributions by the studios to Music Performance Trust Funds, which provided 
unemployment and health benefits to members. They battled amongst themselves as well as fighting 
upstart guilds for the right to represent professional musicians within the entertainment industry. 
 
 
CONSTRUCTION OF LOCAL 47 BUILDING, 1949 
 
The subject property was developed in 1949 and opened in 1950 by the Musicians Union of 
Hollywood after purchasing the land during World War II. It served as a clubhouse and organization 
headquarters, and was an example of an individual entertainment union operating as a local branch 
of the national organization in Los Angeles. 
 
The building is an excellent example of an entertainment-related business designed by the well-
known Los Angeles firm of Kaufmann-Stanton, which was established by long-time Los Angeles 
master architects Gordon Kaufmann and J. E. Stanton. Kaufmann designed such iconic estates 
and buildings as Doheny Mansion, the Los Angeles Times Building, Santa Anita Racetrack and 
Hoover Dam, among many others. 
 
The Musicians Club purchased the property in the 1940s, after it had functioned as the site of a 
small office complex. Most of this previous structure, built in 1930, had been demolished in 1934, 
and the organization employed the lot as a parking lot before constructing the building. [The August 
13, 1947 Variety states that Musicians Club considered constructing a $1 million headquarters in 



1947, but decided to hold off for another year and a half because of labor upheavals swirling though 
the entertainment world.] 
 
In its January 12, 1949 edition, Variety reported that Local 47 would begin building the new 
headquarters by the end of January, with construction estimated to cost $450,000. [The Local 
demolished an office building on the site in order to construct their new clubhouse/headquarters at 
the location. Architectural firm Kaufmann/Stanton designed the new building, and served as 
contractor for the Musicians Union of Hollywood, the owner of the building, valued at $343,000.] 
 
The Musicians Union of Hollywood Building, or Professional Musicians, Local 47, opened the 
building with an Official Dedication Saturday, January 21, 1950, with an estimated 14,000 people in 
attendance. 
 
The grand festivities ran from 2:30 pm to 2:00 am throughout the building, with live entertainment 
provided free by members. 
 
In cooperation with NBC, March of Dimes, and the American Federation of Radio Artists, Local 47 
broadcast a one-hour transcontinental radio show from the building with Bob Hope serving as 
emcee and featuring such performers Bing Crosby, Jimmy Durante, Phil Harris, Les Brown, and 
Lionel Barrymore. They were accompanied by the American Federation of Radio Artists Chorus and 
a fifty-piece orchestra. 
 
David Malloy served as Master of Ceremonies for the grand opening celebration. Local 47 President 
J. K. “Spike” Wallace and city and county officials such as Mayor Fletcher Bowron, Supervisor John 
Anson Ford, Supervisor Roger Jessup, Sheriff Eugene Biscailuz, Councilman Harold Henry, and 
District Attorney William E. Simpson made presentations. 
 
An eclectic music program ran to midnight in the auditorium, rehearsal halls, and ladies’ club room. 
At midnight, dance bands and orchestras performed in the auditorium until 2:00 am. 
 
The opening program stated, “We dedicate this beautiful building not only to the advancement of 
music and musicians, but dedicate ourselves, as well, to that unity of purpose that alone safeguards 
our gains, through unselfish service to our Local, our great American Federation of Musicians, and 
to the wonderful community in which we live.” 
 
The new building featured rehearsal halls, space to make demo recordings, an auditorium, club 
rooms, and office space to help provide legal and reference service to its members. 
 
 
“The Jimmy Cleveland Octet Rehearsal July 31, 1980” (Appendix D – full text) 
 
An anecdote: 
“The union hall in Los Angeles was a real community place. California streamlined modernist 
architecture that took up several acres. Just south of Santa Monica Boulevard at 817 Vine… 
There must have been a dozen rehearsal rooms and then there was the foyer,… 
The union was a going concern in Los Angeles, an actual viable necessity of the business. Most 
musicians belonged… 
 



So, one fine Hollywood afternoon I’m standing in the causeway between the auditorium and the 
back lot rehearsal rooms, where automobiles enter on their way to the parking lot and up walks this 
nice lady who had just gotten out of a stationwagon right in front of me and then drove on out back, 
and I ask her, ‘Was that Jimmy Cleveland (American jazz trombone virtuoso)?’ and she’s just as 
friendly as can be and says ‘yes it is’…and by the time Jimmy walks up with his trombone case in his 
hand everything is peachy, and they invited me to come along to the rehearsal and that’s when my 
education in jazz jumped another notch.” 
 
"purpose built" construction:  
 
This example of Corporate International style is a union hall, with its functions zoned for the 
members needs and programs. Therefore there is an assembly space with its own lobby and 
entrance, which is zoned separately from the business lobby and adjacent first floor business 
(member serving) functions. Upstairs a separate more traditional office zone with offices and 
corridors served executive uses and other office uses. The separation of these zones with the 
placement of an exterior courtyard between the two reinforces the separate entrance design. 
 
 
CULTURAL SIGNIFICANCE OF MUSICIANS HALL 
 
Of major significance in the history of entertainment-related unions was Local 47’s efforts to 
become racially integrated, which has been identified as the direct catalyst to national desegregation 
of the AFM. As stated below1: 
 

“Local 47 was the first musicians union in the United States that, from segregated origins, 
became racially integrated (New York’s and Detroit’s musicians unions were always 
integrated). Local 47, the white—or, more accurately, non-Black union (it allowed Mexican 
Americans)—was established in 1897, and Local 767, the “Negro Local” (which actually 
allowed anyone to join), was formed in 1918. 
 
The two unions functioned as separate and unequal entities, as the vast majority of jobs were 
directed to Local 47, which also offered better wages and benefits. Seeing the limited 
opportunities for professional Black musicians, various individuals, including legendary jazz 
musician Buddy Collette, began to work to integrate the unions. 
 
Discussions began in the 1950s and required several years of hard work and negotiation. 
One of the major issues at stake was the financial implication of transferring death benefits 
from Local 767 to 47, as the benefits were unequal. Eventually, however, after exploring 
various strategies and in recognition of the membership’s general desire to eliminate 
segregation, both locals voted for amalgamation. On April 1, 1953, all Los Angeles union 
musicians became part of Local 47. 
 
While some consider the union’s amalgamation to be the first major civil rights victory of 
the World War II era in Los Angeles, and while it ultimately led to greater opportunity and 
access for Black musicians, integration did not come without its costs. 
 

                                                             
1 A People’s Guide to Los Angeles, Univ. of Calif. Press, 2012 



The amalgamation coincided with other forces, such as police harassment of mixed-race 
music venues that ultimately led to the decline of the Central Avenue music scene and the 
“community musician” vibe from South L.A. As musicians began moving west toward jobs 
and the union hall, they were less available to stage impromptu performances, foster 
community learning, and mentor young people. 
 
African American musicians did manage to bring some of the community musician ethos 
into Local 47, as evidenced by such initiatives as the Black and Brown Brotherhood Band in 
the early 1970s. Local 47 remains active to this day and negotiates with employers to 
establish fair wages and working conditions for more than 8,000 members.” 

 
 
Marl Young, longtime member of the Board of Directors, who participated in these activities, 
reminisced in 20092: 
 

“Having just elected our first black President, our nation has come further than ever before 
in erasing the color line of inequality. But it wasn't all that long ago when segregation was in 
full force, a time when it was accepted as a given that blacks should be separated from 
whites in society. 
 
Our very union was among the many and varied institutions in the nation enforcing racial 
segregation. During this time, the AFM had more segregated Locals than any other 
international or national union. Up until the early 1950s, Los Angeles musicians belonged to 
one of two Locals: the all-white Local 47, or the all-black Local 767.  
 
“Segregation was a way of life,” explained Marl Young, recently retired from the Local 47 
Board of Directors and who was instrumental in the amalgamation of the two Los Angeles 
musicians unions. “Nobody thought too much about it at the time. It was taken for granted 
as just being the way things were.” 
 
Under union segregation, black musicians received some protection. The Federation ruled 
that its black members came under the jurisdiction of the black Local, no matter what type 
of engagement they played. For example, if black musicians performed in a white club, the 
black Local had to enforce the wage and working conditions of the white Local, a rule meant 
to ensure equal pay. The Federation also ruled that if a black musician were denied 
admission to a Local, he or she could join the nearest Local that would accept the musician 
and should receive all the privileges of membership of that Local. 
 
Segregation continued in the AFM for 51 years until a group of L.A. musicians decided that 
having two separate unions for one group of musicians just didn't make sense. The Bylaws 
of each Local stated that the purpose of each organization was to unite all the professional 
musicians of the Los Angeles area. They maintained that "all" should be inclusive of black 
and white musicians. 
 
Starting around early 1950, prominent black musicians including Buddy Collette, Ernie 
Freeman, Bill Douglass, Percy McDavid, John Ewing, Gerald Wiggins, Jimmy Cheatham, 
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John Anderson, Red Callender, Gerald Wilson, Marl Young and Bobby Short, joined by 
white musicians including George Kast, Gail Robinson, Seymour Sheklow, Roger Segure, 
Joe Eger, Henry and Esther Roth, Erica Keen, and Emma Hardy Hill, with the support of 
Josephine Baker, began making concerted efforts to arouse public interest in the fight for 
equality within the musicians union. 
 
After years of dedication and hard work, the first merger of black and white Locals took 
place in 1953 in Los Angeles when Local 767 amalgamated with Local 47. In the pre-civil 
rights era of the early 1950s, this was an extraordinary feat. Marl Young wrote the 
amalgamation proposal that took effect April 1, 1953, forever eradicating racial segregation 
from the musicians union of Los Angeles. This historic merger set the precedent for other 
Locals throughout the nation to follow suit and end segregation within the entire AFM. 
 
Now, five decades later, the equal rights movement has come further than ever before in 
creating equality in our society. The nation watched as Barack Obama was sworn in on Jan. 
20, 2009 as our 44th President. Without the steadfast dedicated efforts of our brothers and 
sisters fighting in the equal rights movement, this vision could not have been realized.” 
 

On Sunday, September 16, 1992, an arson fire destroyed the contracts, dues, and computer rooms as 
well as the treasurer’s office and other key areas. Typewriters, computers, telephones, and part of the 
ceiling melted. Fortunately, an employee had taken back-up computer files home that weekend. The 
Local rebuilt the areas that were destroyed in the fire. 
 
The building includes state-of-the art 32-track digital recording with engineers, a full-service 
musicians referral department, rehearsal rooms, musical equipment, research, classroom space, 
online radio station, and legal services. Today the building is purpose-built to meet the needs of its 
members and continues to retain many of its original character-defining features. 
 
 
Associated historic personages (sampling): 
 
Josephine Baker: recording artist. Integral to the success of the amalgamation of unions. 
 
Marl Young(Appendix D): pianist, arranger. First black music director of a major network 
television series (“Here’s Lucy”), integrating the show’s recording orchestra, hiring a black 
saxophonist, trombonist, and trumpeter; first black member of Local 47 Board of Directors (1957); 
holding a law degree, Young wrote the merger proposal for the amalgamation of Local 767 with 
Local 47, a formula that was later followed nationally (doing so one year before Brown vs. Board of 
Education, the landmark U.S. Supreme Court decision that outlawed segregation in public schools 
and two years before the Montgomery bus boycott in Alabama. 
 
Buddy Collette(Appendix D): legendary Grammy-nominated jazz saxophonist, flautist, bandleader. 
Raised in Los Angeles’s Watts neighborhood and a childhood friend and contemporary of former 
L.A. mayor Tom Bradley; his virtuosic skills allowed him to move easily from studio work in films, 
television and recording to small jazz groups and big bands; his prominence and statue within the 
musicians community made him instrumental in the merging of Local 767 with Local 47 and in 
advocacy for the rights of African American musicians. 
 



Peggy Gilbert(Appendix D): jazz band leader, saxophone player, national advocate for women 
musicians. She often went down to the union and demanded equal opportunity for women 
instrumentalists; she wrote a column (about women musicians’ activities) for Local 47 newspaper; 
known for denouncing discrimination; her 100th birthday party was held at Local 47, attended by Lily 
Tomlin and hundreds of admirers. 
 
Los Angeles Mayor Fletcher Bowron: Local 47 supporter and dedication participant. 
 
Supervisor John Anson Ford: Local 47 supporter and dedication participant. 
 
Bob Hope: entertainment industry pillar; Local 47 supporter and dedication participant. 
 
Bing Crosby: entertainment  industry pillar; Local 47 supporter and dedication participant. 
 
The Wrecking Crew(Appendix D): a cadre of Local 47’s top studio session musicians whose 
services were constantly in demand. Playing collectively in varying configurations, often 
anonymously, they backed dozens of popular acts on numerous top-selling hits. They became the 
studio musicians of choice for The Beach Boys, Phil Spector’s Wall of Sound orchestra, Frank 
Sinatra, Elvis, The Byrds, Simon & Garfunkle, etc. The Wrecking Crew is considered one of the 
most successful session recording units in music history. 2007 inductees to the Musician’s Hall of 
Fame. No other building in Los Angeles represents the unique “studio musician” context during the 
mid-century economic and popular cultural development on the West Coast and specifically, Los 
Angeles. The Wrecking Crew included such notables as Tommy Tedesco, Carol Kaye, Glen 
Campbell, Leon Russell. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 



CORPORATE INTERNATIONAL ARCHITECTURE 
 
Corporate International architecture, which is sometimes also referred to as Corporate Modern 
architecture, drew from International Style and Miesian precedents, celebrating an expression of 
structure and functionality in outward appearance. 1Corporate Modernism was the predominant 
style of large-scale corporate office buildings from the late 1940s until the late 1960s. 
Practitioners of the style embraced new construction techniques which allowed for large 
expanses of glass, visually broken by strong horizontal or vertical divisions of steel or concrete. 
 
Character-defining features of the Corporate International style as defined by SurveyLA 2 include: 
 
Box-shaped form 
Constructed of concrete, steel, and glass 
Flat roof, either with flush eaves or cantilevered slabs 
Horizontal bands of flush, metal-framed windows, or curtain walls 
Lack of applied ornament 
Articulated ground story, often double-height and set back behind columns or pilotis 
Integral parking lot, either subterranean or above grade 
Landscaped plaza or integral plantings at ground floor 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
________________________________________________________________________ 
1 Discussion of Corporate Modern architecture has been excerpted and adapted from “City of 
Riverside Citywide Modernism Intensive Survey,” prepared for the City of Riverside by Historic 
Resources Group, Pasadena, CA, September 2013, 
https://www.riversideca.gov/historic/pdf/Modernism-II- Survey.pdf (accessed October 2017). 
2 Character-defining features for the Corporate International style are outlined in the SurveyLA 
Historic Context Summary Table under the Postwar Modernism sub-theme. See the context 
summary table “Architecture and Engineering, 1850-1980,” 
http://www.preservation.lacity.org/files/Architecture_and_Engineering_1850-1980.pdf (accessed 
October 2017). 
 

http://www.preservation.lacity.org/files/Architecture_and_Engineering_1850-1980.pdf


MASTER ARCHITECT GORDON KAUFMANN 
 
Gordon Kaufmann was born in 1888 in Forest Hill, London, England and graduated from London 
Polytechnic Institute, circa 1908. Kaufmann then moved to Vancouver, BC, where he spent the next 
six years. He arrived in California in 1914 and settled in Fresno. 
 
Kaufmann’s Southern California career spans over four decades. His work included hotels, 
commercial buildings, fine residences, theaters, churches, and other institutions. During his early 
career, he did much work in the Mediterranean Revival Style, which had become popular at that 
time. In this vein, he was the initial architect from 1927-1930 for Scripps College, a liberal arts 
women's college in Claremont, California. The project's design is primarily in the Mediterranean 
Revival style. While gaining recognition for his work on the Scripps campus, he was also hired by 
California Institute of Technology in 1928 to design the complex of dormitories and the building for 
the Athenaeum, a private club located on the school's campus. 
 
The 1920s and 1930s were the most prolific of his career. In that time period, he built classic 
residences in Pasadena, Hancock Park, Hollywood, Beverly Hills, and west Los Angeles. Many of 
these buildings have been designated in their respective cities and included in SurveyLA. Among the 
most prominent are the Greystone Mansion (Beverly Hills), the Getz House (Beverly Hills), and the 
Bent House (Bel Air). 
 
Kaufmann was equally proficient in institutional and commercial buildings. Among the most 
significant in this category are: All Saints Episcopal Church (Pasadena), Santa Anita Racetrack, 
Palladium Night Club (Hollywood), Royal Laundry Company (Pasadena), Los Angeles Times 
Building, Park La Brea (Los Angeles), Earl Carroll Theater (Hollywood), Boulder Dam (Nevada-
Arizona border), etc. The monumental works of the 1930s often contrasted in massing and 
simplicity with the finely detailed residential and collegiate structures of the 1920s. 
 
Kaufmann was active in Hollywood and the residential neighborhoods surrounding it. One of his 
patrons, Harry Chandler of the Los Angeles Times, had extensive real estate holdings in the 
community. Kaufmann’s work at the Palladium and the Earl Carroll Theater reflected his interest in 
entertainment facilities. 
 
The Second World War halted much of the construction activity in Los Angeles. Kaufmann, nearing 
the end of his career, worked on several cooperative public housing and other projects.  
The Musicians Union is one of his last commissions. He passed away on March 1, 1949. The 
building is a small but precisely detailed, purpose-built example of the last part of his career. 
 
 
 
 
 
 
 
 
 
 
 



CONCLUSION 
 
817 North Vine Street is significant as an excellent example of institutional development within 
the entertainment industry and reflects the important role of trade unions within the industry.  
 
The Musicians Union was the first union from segregated origins to become racially integrated, and 
the historic merger of Local 767 and Local 767 marked a turning point which ultimately led to 
the end of segregation throughout the entire union.  
 
Resources related to trade unions within the entertainment industry during the postwar period are 
relatively; as such, the property stands as an excellent example of a union hall dating from the 
postwar period in Hollywood. 
 
The property is also significant as an excellent and intact example of Corporate International 
architecture designed by master architect Gordon B. Kaufmann.  
 
The property exhibits many character-defining features of the style. Additionally, the property has 
retained a high degree of integrity and has retained many of its original character-defining features, 
finishes, and materials from the period of construction. 
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Detail: Auditorium entry masonry block 
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Detail: Auditorium lobby emblem in floor 
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Detail: Auditorium entrance 
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Detail: Vine Street entry doors’ logo 
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Entry to first floor office 
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Detail: Stairwell window 
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The Jimmy Cleveland Octet Rehearsal July 31, 1980 @ Local 47 

Jimmy Cleveland, trombone | Jackie Kelso, tenor sax | Lanny 

Morgan, alto sax | Fostina Dixon, baritone sax | Bob Ojeda, 

trumpet | Janet Thurlow Cleveland, vocals | Jim Hughart, bass | 

Ray Knehnetsky, piano, arranger | Tim Pope, drums | all photos 

by Mark Weber 

 

https://markweber.free-jazz.net/2012/01/24/the-jimmy-cleveland-octet-rehearsal-july-31-1980-local-47/


TIMELINE – HISTORY OF LOCAL 47 
 
 1870: The National Association of Musicians, the first musicians' organization, was 

founded. The Association lasted about four or five years and left no printed records. 
 

 May 1886: The National League of Musicians of the United States was organized by 
delegates from New York, Philadelphia, Cincinnati, Chicago, Boston, Milwaukee and 
Detroit. The League grew to about 100 locals but was against affiliating with the general 
labor movement. Conventions of the League defeated every proposition to affiliate-the 
last defeat took place in May of 1896. 

 
 1888: The Musical Protective Association, the first musicians' union in Los Angeles, was 

formed. It lived until 1890, then died of apathy. 
 
 October 30, 1894: The Los Angeles Musical Society was organized in the rooms of the 

Republican Club at Second and Main Streets. The name was soon changed to The Los 
Angeles Musical Association and became affiliated with the National League of 
Musicians as Local No. 19. 

 
 October 19, 1896: Members of the National League of Musicians who wanted to affiliate 

with the general labor movement, acting with advice and assistance of the late Samuel 
Gompers, called a convention of their own to organize the American Federation of 
Musicians, affiliated with the American Federation of Labor. Many locals in the 
unaffiliated League applied for charters in the Federation. The League tried to bar 
Federation supporters from their convention, but the Federation obtained an injunction 
against their actions. From that moment on, the Federation grew in size and power and 
soon completely controlled the music business. 

 
 March 15, 1897: Local 47's charter and affiliation was approved by the American 

Federation of Musicians. 
 

 1900: Local 47's name was changed to Musicians Mutual Protective Association. 
 

 1904: The union set the first wage scales (minimum prices) for orchestras traveling with 
comic operas, musical comedies and similar shows and attractions. 

 
 1907: On behalf of composers and the AFM, operetta composer Victor Herbert appeared 

before the U.S. Congress in support of copyright reforms. 
 
 1913: The AFM and the International Association of Theatrical Stage Employees 

(IATSE) signed an agreement to support each other during controversies in theaters. 
 
 1918: The AFM waged a campaign to prevent passage of the 18th Amendment, also 

known as the "Prohibition Amendment." To support the war effort, Congress adopted a 
20% "Cabaret Tax" on admissions to various entertainment establishments. Both 
Prohibition and the Cabaret Tax decreased employment for musicians. 

 
 1919: The AFM worked to change immigration rules for musicians. It was successful in 

arranging easier access for musicians traveling between the U.S. and Canada, while 
curtailing unregulated admission to the U.S. of foreign musicians working for poor 
wages. 



 
 1922: The AFM publicized its opposition to child labor.  

 
 1927: The first "talkie," The Jazz Singer, was released, displacing orchestras in movie 

theaters. The AFM had its first encounter with wholesale unemployment brought about 
by technology. Within three years, 22,000 theater jobs for musicians who accompanied 
silent movies were lost, while only a few hundred jobs for musicians performing on 
soundtracks were created by the new technology. 

 
 1928: While continuing to protest the loss of jobs due to the use of "canned music" with 

motion pictures, the AFM set minimum wage scales for Vitaphone, Moviephone and 
phonograph record work. Because synchronizing music with pictures for the movies was 
particularly difficult, the AFM was able to set high prices for this work. 

 
 1930: Still working to save the jobs of musicians who played music for silent movies, the 

union established the Music Defense League to gain public support for its fight against 
"canned music" in movie theaters. 

 
 1940: James Petrillo was elected AFM President. He was to become a famous and 

pivotal figure in the union's development. Petrillo struggled to find ways to compensate 
the thousands of musicians who continued to lose work because of recording. As a 
result of his efforts, the AFM and the recording companies agreed to create the 
Recording and Transcription Funds (now called the Music Performance Fund) which 
continues today to promote music appreciation and music education through 
sponsorship of free public performances throughout the U.S. and Canada. 

 
 1940s - 1960s: During this "Golden Era" of Hollywood, Local 47 musicians could be 

found playing at legendary venues all over Los Angeles. Read more about the history of 
live music and Local 47 here. 

 
 January 21, 1950: Local 47 celebrated moving to its current location at 817 Vine Street 

in Hollywood. The Dedication Day featured many celebrity guests (including Jimmy 
Durante, Bing Crosby, Les Brown and late Honorary Member Bob Hope), the 
administration of Local 47, and hundreds of musicians performing all over the building 
throughout the day. The event was broadcast over international airwaves. (See the 
Dedication Day program) 

 
 1951: The Lester Petrillo Fund for Disabled Musicians was created by President James 

Petrillo in memory of his late son. 
 
 April 1, 1953: The previously segregated unions Locals 47 and 767 consolidated. Read 

more about the amalgamation of the two Locals here. 
 
 1959: Through negotiations with the record industry, the first AFM pension (AFM 

Employers Pension Welfare Fund) was established. 
 
 1961: TEMPO was established as the union's political action committee. 

 
 May 1962: Local 47's name was changed to Musicians' Union Local 47. 

 



 1969: The AFM recognized the International Conference of Symphony and Opera 
Musicians (ICSOM) as an organization representing orchestral musicians within the 
union. 

 
 1975: The AFM recognized the Organization of Canadian Symphony Musicians (OCSM) 

as an organization representing orchestral musicians within the union. 
 
 1982: The AFM recognized the International Recording Musicians Association (RMA) as 

an organization representing recording musicians within the union. 
 
 1984: The AFM recognized the Regional Orchestra Players Association (ROPA) as an 

organization representing orchestral musicians within the union. 
 
 July 1995: Local 47's name was changed to Professional Musicians, Local 47. 

 
 October 2013: Local 47's name was changed to American Federation of Musicians 

Local 47. 
 
 



BUDDY COLLETTE obituary (WASHINGTON POST, 2010) 
 
“Buddy Collette, 89, a Grammy-nominated jazz saxophonist, flautist, bandleader and educator 
who played important roles in Los Angeles jazz as a musician and an advocate for the rights of 
African American musicians, died Sept. 19 at a hospital in Los Angeles.  
 
He suffered shortness of breath a day before he died, but no specific cause of death was 
reported.  
 
Mr. Collette's virtuosic skills on saxophones, flute and clarinet allowed him to move easily from 
studio work in films, television and recording to small jazz groups and big bands. He was, in 
addition, one of the activists instrumental in the 1953 merging of the then all-African American 
musicians union Local 767 and the all-white Local 47.  
 
"I knew that was something that had to be done," Mr. Collette told writer Bill Kohlhaase for a Los 
Angeles Times article in 2000. "I had been in the service, where our band was integrated. My 
high school had been fully integrated. I really didn't know anything about racism, but I knew it 
wasn't right. Musicians should be judged on how they play, not the color of their skin."  
 
Mr. Collette had crossed the color line before that in 1949 and 1950 by performing as the only 
African American musician in the orchestra for Groucho Marx's "You Bet Your Life" radio and 
television shows.  
 
"We integrated the Academy Awards, too," Mr. Collette said. "It was 1963, when Sidney Poitier 
won. We were going to picket that thing. But I was in the band, with saxophonist Bill Green and 
harpist Toni Robinson-Bogart." Along the way, Mr. Collette, not satisfied with having established 
a career in the studios, continually laid the foundation for other African American players.  
 
Mr. Collette came to national jazz prominence in 1955 as a founding member of drummer Chico 
Hamilton's influential quintet. The combination of Mr. Collette's woodwinds and, especially, his 
flute playing with the cello of Fred Katz and guitar of Jim Hall created a timbre that remains one 
of the jazz world's most especially appealing sounds.  
 
Although West Coast musicians with Mr. Collette's skills commonly moved to New York in 
search of wider visibility, Collette chose to remain in Los Angeles, where he worked for more 
than four decades as a first-call saxophone and woodwind specialist. Performing and recording 
with Frank Sinatra, Nat "King" Cole, Nelson Riddle, Ella Fitzgerald, Duke Ellington, Count Basie, 
Charlie Parker, Sarah Vaughan and dozens of others, his resume encompasses a virtual history 
of jazz and traditional pop music in the second half of the 20th century.  
 
William Marcel Collette was born Aug. 6, 1921, in Los Angeles. His father, Willie Collette, a 
pianist, was from Knoxville, Tenn., and his mother, Goldie Marie, a singer, was from Kansas 
City, Mo.  
 
The younger Collette was raised in Los Angeles's Watts neighborhood and was a childhood 
friend and contemporary of former L.A. mayor Tom Bradley's and close musical associate of 
bassist/composer Charles Mingus's, whom Mr. Collette persuaded at 13 to switch from cello to 
bass.  
 
While in his teens, Mr. Collette was an active participant in the rich musical environment taking 
place around Los Angeles' Central Avenue during the pre-World War II years. After serving in 



the U.S. Navy during the war, he began his long career as a mainstay of the Southern California 
music scene.” 
 



“TOMMY TEDESCO” (CALL AND RESPONSE blog, 2016) (highlights added for emphasis) 
 
“Anyone familiar with the 2008 documentary The Wrecking Crew, produced and directed by 
Tommy Tedesco’s son Denny, will recognize the name of Tommy Tedesco. He along with many 
other local Los Angeles Local 47 Musician’s Union members who were a part of the Crew 
became the studio musicians of choice for the likes of The Beach Boys, Phil Spector’s Wall of 
Sound Orchestra, Frank Sinatra, Nancy Sinatra, Sonny & Cher, Elvis, The Monkees, The Byrds, 
and even Frank Zappa (cf. Lumpy Gravy). 
  

 
 
Tommy Tedesco and Carol Kaye 
 
The idea of the Wrecking Crew, according to bassist Carol Kaye (she has been quoted saying 
she has come to dislike the name), came from drummer Hal Blaine. The name describes the 
kind of attitude music business executives had about these young studio musicians who they 
feared would “wreck” the music industry with their new “pop” music sounds and often 
unconventional style of playing.  
 
In reality, nothing could be further from the truth. These musicians were a part of a larger 
collective of musicians in the L.A. area who were highly skilled (many were conservatory trained 
musicians) and highly experienced in a variety of musical genres (Tedesco, for example, began 
his career as a jazz studio musician). I like to think of these musicians as working class heroes, 
regular “working stiffs” with extraordinary musical abilities and instincts who work hard at their 
jobs with low pay, little recognition, and erratic job security who loved what they did. They were 
never interested in “stardom,” as Kaye explains it. They “were part of the process in business to 
make people into ‘stars’”. 
  



 
 
Local 47 Musician’s Union Hall in Hollywood 
 
…As a member of LA’s Local 47 Musician’s Union, Tedesco and other union members were 
basically “independent contractors,” getting their bookings from answering services and, of 
course, through word of mouth.  
 
…Even before Tommy Tedesco’s prolific session recording career during the sixties, Tedesco’s 
studio work included recording jazz albums with sax player Dave Pell. During this period he also 
played on Anita O’Day’s Cole Porter album arranged by Billy May (unaccredited member of 
May’s orchestra) in 1959 and the Four Freshman and Five Guitars album that same year. At his 
heart, he was an improviser who felt equally comfortable with both Joe Pass and Frank Zappa. 
This comes from his early experience coming into the jazz guitar scene in the early 50’s. Prior to 
that time, jazz guitar just was not popular, not “hip.” But that’s what initially attracted him, it 
became hip to be a jazz guitar player in Hollywood, doing all kinds of studio work:  
 
“Okay, in the’50s I found it was kind of hip playing jazz, like when Barney Kessel, Howard 
Roberts, and a few of the guys came in. They were featured, like when Bob [Bain] started 
playing on the Peter Gunn show with Henry Mancini. That was a big turnaround for jazz-type 
guitarists in this town. All of a sudden there was jazz work and jazz sounds.”  
(Tommy Tedesco and Friends on the Golden Age of Studio Guitar)” 
 



“The Jimmy Cleveland Octet Rehearsal July 31, 1980.” (MARC WEBBER blog) (highlights 
added for emphasis) 
 
“The union hall in Los Angeles was a real community place. California streamlined modernist 
architecture that took up several acres. Just south of Santa Monica Boulevard at 817 Vine. I 
started stopping in there originally just to pick up the union member address book, or maybe I’d 
been invited to a rehearsal, I can’t remember exactly.  
 
There must have been a dozen rehearsal rooms and then there was the foyer, where the nice 
receptionists did their business, was like a large living room lounge area with couches and 
coffee tables, very cozy — I must have only visited the union a dozen times in those years 
(1976-1986) but it seems I always saw Marshall Royal hanging out on one of the couches 
visiting with whoever showed up. I have photos of him sitting in there. He was a nice guy.  
 
That was a preoccupation of mine back then: I was an “anthropologist” with a camera, 
documenting a culture in its natural habitat. And Local 47 was crawling with willing subjects. 
Good ol’ L.A. 
 
The union was a going concern in Los Angeles, an actual viable necessity of the business. Most 
musicians belonged. 
 
So, one fine Hollywood afternoon I’m standing in the causeway between the auditorium and the 
back lot rehearsal rooms, where automobiles enter on their way to the parking lot and up walks 
this nice lady who had gotten out of a stationwagon right in front of me and then drove on out 
back, and I ask her, “Was that Jimmy Cleveland?” and she’s just as friendly as can be and says 
yes it is and introduces herself and I introduce myself and by the time Jimmy walks up with his 
trombone case in his hand everything is peachy, and they invited me to come along to the 
rehearsal and that’s when my education in jazz jumped another notch.”  
 
Jimmy Cleveland (May 3, 1926 – August 23, 2008) was an American jazz trombone virtuoso 
born in Wartrace, Tennessee. Cleveland worked with many well-known jazz musicians, 
including Lionel Hampton, Miles Davis, Sarah Vaughan, Antonio Carlos Jobim, Quincy Jones, 
Lucky Thompson, Gigi Gryce, Oscar Peterson, Oscar Pettiford and James Brown.  
 
Cleveland died August 23 2008 in Lynwood, California at age 82. 
 
 



PEGGY GILBERT obituary (BOSTON GLOBE, 2007) 
 
“When Peggy Gilbert decided to switch from playing piano to saxophone when she was in high 
school in Sioux City, Iowa, in the 1920s, she faced resistance: Girls could play violin, piano, and 
harp in the school bands, she was told, but they weren't allowed to play wind instruments.  
 
So the jazz-infatuated teen, hot to learn the sax, took lessons from a local bandleader. And a 
year after high school graduation in 1923, she formed her own all-female jazz band, the Melody 
Girls.  
 
The group was the first in a string of all-female jazz bands that Ms. Gilbert led throughout the 
'20s, '30s, and '40s. She became known as a strong advocate for female instrumentalists.  
 
Ms. Gilbert, who led her most recent all-female band -- Peggy Gilbert and the Dixie Belles -- into 
her 90s, died of complications of hip surgery Feb. 12 at Providence St. Joseph Medical Center 
in Burbank, said her friend Jeannie Pool. She was 102.  
 
Pool, a musicologist who recently completed a documentary and a biography of Ms. Gilbert, 
said that although Ms. Gilbert had been worried about her pending surgery, "she had me 
reading proofs (of the biography) to her at her bedside" the day before the operation.  
 
Pool and Ms. Gilbert had been working on the biography -- "The Peggy Gilbert Story: American 
Jazz Band Leader, Saxophone Player and Advocate for Women Musicians" -- the past four 
years.  
 
"She had just a fabulous recollection of people's names, dates, and places," said Pool. "One of 
the things about the film and the book is she not only tells about her own life, she documents 
dozens of women musicians and their careers."  
 
That's why she described Ms. Gilbert as an "advocate" in the book's subtitle, Pool said.  
 
"She often went down to the union and demanded equal opportunity for women 
instrumentalists, and she wrote a column (about women musicians' activities) for the Local 47 
newspaper. She was always calling for an end to discrimination."  
 
Pool said Ms. Gilbert's various all-girl bands played "hot jazz, and she was in the forefront of the 
Swing movement in the 1930s," when her band also appeared in a number of movies.  
 
In 1937, Ms. Gilbert's band opened "The Second Hollywood Swing Concert" at the Palomar 
ballroom. Billed as Peggy Gilbert and Her Orchestra, it was the only female band on a bill that 
included Benny Goodman, Stuff Smith, Louis Prima, and Les Hite.  
 
"So if she had been a man she would have been considered one of the great American 
bandleaders," said Pool. But she was a woman, said Pool, "and they kept dismissing girl players 
as a novelty act, a freak show: 'Come and see if a girl can play a trombone.' She said, 'That's 
ridiculous; we're as good as a man.' "  
 
For Ms. Gilbert, who did her own musical arranging and contracting, the prejudices female 
musicians faced came to a head in 1938 after Downbeat magazine published an article 
headlined "Why Women Musicians Are Inferior."  
 



In response, an irate Ms. Gilbert wrote an article chronicling the discrimination female musicians 
faced, only to be embarrassed when her article was published under the headline, "How Can 
You Blow a Horn With a Brassiere?"  
 
"It caused a big uproar in the jazz community," Pool said of the original Downbeat article. And 
Ms. Gilbert's response "sort of set her as the national advocate for women jazz musicians. She 
heard from musicians coast-to-coast thanking her for speaking out."  
 
Pool is currently looking for a distributor for her documentary, "Peggy Gilbert and Her All-Girl 
Band." The film is narrated by another friend of Ms. Gilbert's, actress Lily Tomlin.  
 
"We were just bonded the minute we met," said Tomlin.  
 
Tomlin was among a couple of hundred friends and admirers who showed up for Ms. Gilbert's 
100th birthday party at the Professional Musicians Local 47, where Ms. Gilbert entertained the 
crowd by singing, in full voice, "It Had to Be You."  
 
By then, Ms. Gilbert hadn't played the sax publicly in four years. Tomlin, who has one of Ms. 
Gilbert's saxophone reeds as a keepsake, recalled asking the bandleader where her sax was 
several years ago.  
 
"Oh, I sold it," Ms. Gilbert replied. "It was way too good a horn not to be played."  
 
Ms. Gilbert leaves her longtime partner, Kay Boley.” 
 
 



MARL YOUNG obituary (LOS ANGELES TIMES, 2009) 
 
“Marl Young, a musician who was instrumental in the merger of the all-black and all-white 
musicians unions in Los Angeles in the early 1950s and two decades later became the first 
black music director of a major network television series, "Here's Lucy," has died. He was 92. 
 
Young, a recently retired longtime member of the board of directors of Professional Musicians 
Local 47, died Wednesday in a medical rehabilitation center in Los Angeles, said his 
granddaughter, Audrey Jackson. Young had prostate cancer, she said, but the exact cause of 
death has not been determined. 
 
A pianist and arranger who arrived in Los Angeles from Chicago in 1947, Young became 
involved in the efforts of the black musicians union in L.A., Local 767, to unite with the white 
Local 47 in 1951. 
 
"Segregation was a way of life," Young, who joined the all-black local in Chicago in 1933 at age 
16, recalled in a recent interview with Overture, the Local 47 newspaper. "It was just the way 
things were." 
 
But times were changing. 
 
"There was a group of us that got together and said we wanted to end segregation in Local 47," 
Young said. "The purpose of each union, as stated in the bylaws, was to unite all the 
professional musicians of the Los Angeles area. 
 
"To unite the two organizations would be proper, because it would live up to that portion of the 
bylaws." 
 
Young was "one of the key figures in moving from segregated unions into an integrated 
American Federation of Musicians," said Steven Isoardi, who interviewed Young for "Central 
Avenue Sounds: Jazz in Los Angeles," a 1998 book published by the University of California 
Press. 
 
Along with fellow black musician union members Buddy Collette and Bill Douglass, Isoardi said, 
Young "led the fight to eliminate segregation in the Los Angeles Local of the AF of M. 
 
"Not only was Marl articulate and smart, but he had a law degree, and so he was the one who 
came up with a formula for how to do this, which was an amalgamation of segregated unions by 
merger. It's a formula that was [later] followed nationally." 
 
At the same time black members of Local 767 were working to end segregation in Local 47, 
Isoardi said, a number of similar-minded white musicians were working toward the same goal. 
"It wasn't just the black local," he said. 
 
But there also "were people within the black local and white local who didn't want it," he said. "It 
was a long battle." 
 
Young wrote the merger proposal that the two unions voted on, and on April 1, 1953, the two 
locals officially merged. 
 



That, Isoardi noted, was one year before Brown vs. Board of Education, the landmark U.S. 
Supreme Court decision that outlawed segregation in public schools. And it was two years 
before the Montgomery bus boycott in Alabama. 
 
"So these civil rights battles were being fought elsewhere earlier," he said, "and these guys 
were doing it." 
 
"When we achieved our amalgamation, then it became evident to the AFM that segregation was 
on the way out," Young said in his Overture interview. "That's when they started their civil rights 
movement." 
 
In his interview with Isoardi, Young said the struggle to end segregated locals in Los Angeles 
"brought me out of my shell, I guess, because then I got on the board of directors of the 
NAACP, and I became a political power." 
 
In 1957, Young became the first black member of the Local 47 board of directors. 
 
A year later, singer Marilyn Lovell asked him to accompany her on her audition for the Lucille 
Ball-Desilu Workshop Theater. That led to Young's long association with Lucille Ball and Desi 
Arnaz. 
 
In 1959, according to the Overture article, Young began doing the basic arrangements for the 
workshop theater. 
 
And, in 1962, Arnaz asked him to be the pianist in the studio audience warmup band for Ball's 
sitcom "The Lucy Show." Young later did some composing and arranging for the show. 
 
In 1970, after the death of Ball's longtime music director Wilbur Hatch, Young took over as 
music director of Ball's latest sitcom, "Here's Lucy." Young then integrated the show's recording 
orchestra, hiring a black saxophonist, trombonist and trumpeter. 
 
When Ball's series ended in 1974, Young ran for -- and won -- the full-time position of Local 47 
secretary; he served for eight years. 
 
He completed his last term as a member of the board of directors in 2008. 
 
Young was born in Bluefield, Va., on Jan. 29, 1917, and moved with his family to Chicago seven 
years later. 
 
He began playing piano at age 6, and by the time he was in high school, he was spending his 
nights playing piano in speakeasies and "bawdy houses." 
 
Later, while writing arrangements and conducting nightclub floor shows, he attended John 
Marshall Law School in Chicago. He graduated in 1943 but was so involved with music that he 
never took the bar exam. 
 
Young was married and divorced twice. 
 
In addition to his granddaughter, he is survived by a son, Marl A. Young; and a great-grandson, 
Daniel Pickens. 
 
A memorial service is pending.” 



 
 



MARL YOUNG (OVERTURE, 1999, Local 47 publication) 
 
“In late 1950 while attending UCLA, I met a graduate student and professional singer by the 
name of Estelle Edson. The subject of her graduate thesis was “The Negro in Radio.” Ironically, 
she discovered that there were scarcely any blacks working in the broadcast industry in any 
capacity. 
 
Because I was a musician, she felt that I would have some insight as to the role of the black 
musician in the broadcast industry. As far as I knew, there were no blacks working regularly in 
the industry, especially on the networks – ABC, CBS and NBC. 
 
She asked me if the fact that the Musicians Unions were segregated contributed to the scarcity 
of blacks in the industry. It certainly could have been a contributing factor in that all the contracts 
for employment of musicians in the broadcast and motion picture studios were negotiated by the 
then all-white union, Local 47. The black union, Local 767, merely adopted the scales 
negotiated by Local 47, if and when a black musician got a studio call. 
 
With the exception of New York and Detroit, the largest cities – Chicago, Philadelphia, Los 
Angeles and San Francisco – had segregated musicians’ locals. At Ms. Edson’s request, a 
group of 767 members prevailed upon our officers to have a meeting at the local to discuss this 
matter. The meeting was attended by Local 767 President Leo Davis and other Local 767 
officers. Also in attendance were such Los Angeles prominent black musicians as John 
Anderson, Red Callender, Buddy Collette, Bill Douglass, Percy McDavid, Gerald Wiggins, 
Gerald Wilson, Bobby Short, Ernie Freeman, and others. 
 
Prior to this, meetings of black and white musicians were held in halls and private homes to 
discuss the matter of amalgamation. Black musicians Collette, Freeman, Douglass, McDavid, 
John Ewing, Jimmy Cheatham, Anderson and others, joined by such white musicians as 
George Kast, Gail Robinson, Seymour Sheklow, Roger Segure, Joe Eger, Henry and Esther 
Roth, Erica Keen, Emma Hardy Hill, and with the support of Josephine Baker, made concerted 
efforts to arouse public interest in this fight. 
 
In 1951, as the amalgamation effort developed, this group was joined by, among others, Benny 
Carter, Estelle Edson, Russell McDavid, Joe Mullendore, Mike Ortiz, Allen Robinson, Al 
Woodbury and myself. Musicians from this interracial group held regular and frequent meetings 
and were responsible for devising the strategy and approach necessary to achieve our goal. By 
mid-summer of 1951, amalgamation was the number one issue at the monthly Local 767 
meetings, and there was always a quorum. 
 
As a result of the Local 767 election of December 1951, the pro-amalgamation forces won a five 
to four majority on the Local 767 Board of Directors. We had run William “Buddy” Collette for 
President, but incumbent President Leo Davis was re-elected. 
 
Secretary Florence Cadrez, the incumbent, won over Estelle Edson, by then a Local 767 
member. Paul Howard (no opposition) won as Treasurer, and Harvey Brooks was re-elected 
Trustee. The amalgamation faction elected Bill Douglass Vice President. John Anderson and 
Russell McDavid as Directors, and Benny Carter and me as Trustees. Both Harvey Brooks and I 
wanted the Chairpersonship of the Board of Trustees. We agreed to flip a coin and Brooks won 
(remember this!). 
 



After the inauguration of officers in 1952, the Local 767 membership chose a committee for the 
purpose of initiating amalgamation discussions with Local 47. The Committee members were 
Benny Carter, Paul Howard, Bill Douglass, Buddy Collette, Estelle Edson, President Davis and 
me. We selected Benny Carter as our Chairperson because of the high esteem in which he was 
held by musicians all over the United States. 
 
On February 7, 1952, the Local 767 Committee met with the Local 47 Board of Directors. 
Chairperson Carter read a statement expressing the wishes of Local 767 to establish one 
Musicians’ Local in the Los Angeles area. In reply, Local 47 President John teGroen, speaking 
for his Board, stated that in the event Local 767 dissolved, the members of Local 767, under 
Federation Law, could apply for membership in Local 47 on the same terms as any other 
member of the Federation. The Local 767 Committee stated that the terms outlined by Local 47 
were not acceptable and proposed that the matter of the amalgamation be negotiated by the 
two locals. Local 47 then suggested that Local 767 come back with concrete proposals to 
resolve the many, complex and mainly financial problems. 
 
An Overture article written by Local 47 Secretary Maury Paul from the Board Room stated the 
Local 47 Board’s position on the amalgamation. In brief, the Board of Local 47 felt that the 
matters of life membership and death benefit rights of incoming 767 members were paramount. 
The Local 47 Board also felt that property rights of Local 767 members in the assets of Local 
767 and its corresponding corporation, The Rhythm Club (which owned 767’s real property), 
must be handled in such a way as to avoid any lawsuit by dissatisfied Local 767 members. 
 
Under the original proposition of Local 47, which called for the dissolution of Local 767, life 
members of Local 767 would lose all seniority and would have to start all over to obtain these 
rights in Local 47. Also, under the Local 47 proposal, members of Local 767, who were 40 or 
over at the time of amalgamation, would lose their Local 767 death benefit rights. We knew that, 
since the Local 767 Bylaws required the written consent of nine-tenths of our membership to 
dissolve, we would never achieve the task of dissolution, even if we wished to pursue this path 
toward an amalgamation. 
 
I volunteered to try to write a proposal that would solve the problems of life membership 
seniority and death benefit insurance, and at the same time avoid the impossible task of 
dissolution. The proposal was finished the first part of May 1952 and adopted by the Local 767 
Amalgamation Committee. It was presented to the Local 47 Board of Directors on May 13, 
1952. Local 47’s Board Minutes from the May 13, 1952, meeting follow: 
 
“Committee from Local 767, under the Chairmanship of Benny Carter, appeared to discuss an 
amalgamation of Local 767 with Local 47. Marl Young, speaking for the Committee, presented 
the following proposals.” 
 
PROPOSAL FOR AMALGAMATION PRESENTED TO LOCAL 47 FROM THE COMMITTEE 
FROM 767 
 
May 13, 1952 
 
Dear Brothers: 
 
Whereas, members of Local 47 and 767 have been working in the jurisdiction for many years, 
and whereas, no additional musicians would be brought into this territory by a joining together of 
the two organizations, and whereas, in addition to the assets to be considered, the members of 



Local 767 would, immediately upon this joining together, begin paying dues and taxes to the 
resulting organization, we feel that merger would be the proper procedure to amalgamate the 
two locals. 
 
In order to effect the aforementioned principle of merger, we of Local 767, taking cognizance of 
the fact that the problems are, in the main, financial, present for your consideration the following 
proposals, which we feel, will not result in any financial loss to either organization. 
 

• All the assets of Local 767 will be turned over to Local 47, which, in this instance, will 
be the resulting organization.  

• As of the date of merger, every member of 767 will have and retain the status that he 
enjoys as a member of Local 767 with the following provisions: 

 
(a) An amount equal to the sum that 767 has in its death benefit fund as of the date of merger 
shall be set aside to provide insurance coverage for one year from the date of merger for all 
those members of 767 who were eligible for the death benefit under the bylaws of that 
organization. 
 
(b) After one year from the effective date of merger, all the members of Local 767 who were not 
over 40 at date of merger, will be covered by the $1000 death benefit now in effect in Local 47. 
 
(c) After one year of the effective date of merger, all those members who were over 40, at the 
date of merger, will continue to be covered by the $400 death benefit for the duration of their 
membership in the resulting organization. 
 
(d) All of those who are life members in Local 767 (and all those eligible as life members under 
Article 2, Section 10, Parts A and B, of the bylaws of Local 767) as of the effective date of 
merger, shall be covered by the $400 death benefit now in effect at Local 767, for the duration 
of their membership in the resulting organization. 
 
After one year from the date of merger, the residue of the fund referred to in Section (a) will be 
used for the purpose of providing insurance for those referred to in Section (c) and Section (d). 
 
Those members of 767, referred to in Section (c), shall pay the sum of $8 a year to the above-
mentioned fund that is set aside to provide for the insurance coverage of those mentioned in 
Sections (c ) and (d). Those members will pay the regular fee of $9 dues per year to the 
resulting organization. We trust that Local 47 will give the above proposals immediate and 
careful consideration and inform this committee as to Local 47’s disposition thereto. 
 
Fraternally yours, 
 
Benny Carter, 
Chairman of Committee 
(June 1952, Overture, Page 25) 
 
The reader will note that “merger” was stated as the “proper procedure to amalgamate the two 
locals.” This was critical because in the process of merger it is not necessary for either of the 
two amalgamating organizations to dissolve in order to accomplish a legal merger. In the other 
amalgamation process, consolidation, both organizations must dissolve and then form a new 
organization. The rest of the proposal dealt with the transfer of Local 767 assets to Local 47, the 



matter of life membership seniority, and the very serious financial problem of death benefit 
rights. On July 8, 1952, the Local 47 Board rejected the 767 proposal by declaring the following: 
 

• Local 767 must dissolve and relinquish its AFM Charter. 767 members could then join 
Local 47 for $50 and the Musicians Club for $1.  

• Local 767 members 40 years of age or over would not be eligible for the 47 death 
benefits.  

•  Life members of 767 would not become life members of 47.  
• Local 47 would not accept any assets of Local 767 for fear of suits by disgruntled 767 

members. (August 1952, Overture, Page 25). 
 
At this point the amalgamated effort seemed stalemated. On August 5, 1952, a Local 47 
committee favoring the amalgamation of 47 and 767 appeared before the Local 47 Board of 
Directors. The committee included George Kast, Ed Lustgarten, Sam Albert, Al Lustgarten, Gail 
Robinson, Allen Robinson, Arthur Shapiro. Julius Kahn, Joseph (Sasha) Borisoff, Joe 
Chassman, Sam Fordis, Seymour Sheklow, Joe Egger, Emma Hardy Hill, Herb Lessner, Eddie 
Gorosbayne, Chick (Leonard) Dhalsten, Paul Powell, Rudy Schrager, Armand Roth, Milton 
Fehr, Lisa Minghetti, Harold Schneier, Sidney Greene, Saralee Konigsberg, Edith Rapport, Dan 
Scharlin, Alex Reisman, Philip Bass, Samuel Ross, Ralph Schaeffer, Charles Gould, Roger 
Segure, Milton Kestenbaum, and Joseph Reilich. 
 
The committee asked for permission to use Local 47’s mailing list for the purpose of mailing a 
circular presenting their favorable views on the proposed 767/47 amalgamation. This letter “To 
the Members of Local 47” endorsed the Local 767 proposal and stated that the 767/47 merger 
would not put Local 47 at any financial risk. It also stated that a united local could better fight the 
anti-union factions of this area. In the meantime, on July 14th, the 767 membership had 
dissolved our amalgamation committee and the 767 Board of Directors assumed the task of 
carrying on the negotiations. In a letter dated August 22, 1952, the 767 Board rejected the Local 
47 counter proposal and requested that the Local 47 Board submit the 767 proposal to the Local 
47 membership on August 26 the Local 47 Board voted to put the 767 proposal on the ballot for 
their December 15, 1952, election. (September 1952, Overture, Page 24). 
 
It was at this time that we asked for and received the help of Lester Bailey, the Executive 
Secretary of the Los Angeles NAACP, for the purpose of arousing public interest in our cause. 
We also received great support from the People’s Daily World and two Black community 
newspapers, the Los Angeles Tribune, Alamena Lomax, publisher, and especially the California 
Eagle, Chazz Crawford and Wendell Green, columnists. 
 
Even though we were successful in getting our proposal on the Local 47 ballot, we were faced 
with the problem of retaining a majority on the 767 Board at our December 2, 1952, election. We 
felt that by far the strongest presidential candidate we could run would be Benny Carter. 
However, incumbent President Leo Davis proved to be a formidable foe and he won over Benny 
by a mere 15 votes. 
 
To say that we were crushed is a colossal understatement. We just knew there were at least 16 
members who would have supported Benny if they had just thought to come to the union and 
vote. The opposition also re-elected Florence Cadrez, Secretary, Paul Howard, Treasurer, and 
Harvey Brooks, Trustee. In addition, our director candidate, Russell McDavid, lost to Baron 
Morehead. We re-elected Bill Douglass, Vice-President, John Anderson, Director, and myself as 
Trustee. Buddy Collette also won as Trustee. 



 
This election gave our opponents a one-vote majority (5-4) on the Board of Directors, but we 
had a one-vote majority (2-1) on the Board of Trustees. This latter majority was important in that 
the 767 membership had changed its mind again and, before the 767 election, had put the 
matter of the amalgamation into the hands of the Board of Trustees. Besides our being 
personally discouraged by the 767 election results, we were extremely concerned as to whether 
the outcome of our election would have a deleterious result upon the coming Local 47 vote on 
our amalgamation proposal. 
 
We needn’t have worried. The Musicians for Amalgamation at Local 47 put on a continuous and 
masterful campaign. As early as April 10, 1952, in a letter printed in Overture, these members of 
Local 47 had urged that an amalgamation be favorably considered. They advocated the 
merging of the financial resources of the two locals, and immediate full membership for 767 
members upon the date of the amalgamation. This letter, listed in the Overture as having been 
signed by Alexander Koltun, Seymour Sheklow and Robert Konrad (because of space 
considerations), was actually signed by 350 members. 
 
An October 1952 Overture article (Page 22) asked Local 47 members to accept the merger 
proposal presented to the Local 47 Board meeting of May 13, 1952. The article outlined the 
many advantages of having all of the musicians of the Los Angeles area gathered in one 
organization. Finally, in a hard hitting article titled “MUSICIANS OF LOCAL 47, 
AMALGAMATION WITH LOCAL 767 WILL NOT COST YOU ONE CENT,” the committee 
pointed out that immediately upon amalgamation, 600 Local 767 members would start paying 
dues and taxes (now called work dues) into the treasury of Local 47. This letter also dealt with 
the philosophical factors of wiping out segregation and living up to our stated (but not yet 
realized) American traditions, (November 1952 Overture, Page 2). These musicians also 
published pamphlets, held unofficial discussion meetings with prominent speakers, and, in 
short, conducted a proud, professional campaign. 
 
Without this dedication on the part of our white brothers and sisters of Local 47, THERE 
WOULD HAVE BEEN NO AMALGAMATION, at least not at that time. 
 
The Musicians For Amalgamation also sent out a position paper with the sample election ballot 
urging a Yes vote on the 767 proposal. We got an unexpected break when the Local 47 position 
paper, written by Secretary Maury Paul (in which we expected that he would urge a NO vote on 
the proposition) turned out to be relatively neutral. He summarized the Local 47 Board’s 
position, but also stated that ridding the Musicians’ Union of the “blight of segregation” might 
outweigh the cold financial facts involved in the amalgamation. He left it up to the Local 47 
membership to decide the matter. 
 
The Sunday night (Dec. 14, 1952) before the 47 election, in an effort to increase public interest 
in our cause, Ms. Edson and I took news releases about the election to every newspaper, every 
news service, and every radio (and television) station in the Los Angeles area. We literally 
stuffed a release in commentator Chet Huntley’s hands five minutes before his KABC 
broadcast. Several minutes later we turned on my car radio and were thrilled to hear him 
mention the Local 47 election and the vote on the Amalgamation Proposal. This gave us a great 
feeling but we knew that the real and decisive work which would determine the outcome of the 
vote on the amalgamation proposal had been done by our friends at Local 47. 
 
The night of Monday, Dec. 15, 1952, when we knew they were counting the ballots at Local 47, 
was a long and nervous one. No sleep. Finally, in the wee, wee hours of the morning of Dec. 16, 



1952, we received a telephone call from George Kast. He gave us the vote on the 
amalgamation proposal. No – 1,375. Yes – 1,608. WOW!! 
 
After the election the old 767 Board of Trustees (Harvey Brooks, Benny Carter, Marl Young) 
recommended that the Local 767 membership vote at a special election on the merger proposal 
approved on Dec. 15, 1952 by Local 47. 
 
The day before the Local 767 election we gave an affair for the amalgamation and were 
honored by the presence of such entertainers as June Christy and Nat King Cole. 
 
This Local 767 special election was held on the first Monday in January 1953. The 767 
membership approved the merger proposal by more than a two-thirds margin. The next day, the 
new Board of Trustees (Harvey Brooks, Buddy Collette, and Marl Young) met to elect a 
Chairperson. I was elected Chairperson by the vote of Buddy Collette (no coin flip this time). 
 
On Jan. 23, 1953, Local 47 President John teGroen and I, representing Local 767 as the 
Chairperson of the Board of Trustees, appeared before President James Petrillo and the AFM 
International Executive Board (IEB) for the purpose of consummating the merger of Locals 767 
and 47. During this meeting the question arose as to whether the 767 proposal met all the legal 
requirements of a merger. At this point, Assistant to President Petrillo, Rex Ricardi, stated that it 
was the position of the Federation that the proposal did meet all the legal requirements of a 
merger. The IEB then took the following action: “President teGroen of Local 47, and Marl 
Young, representing Local 767, Los Angeles, California, appear and discuss the proposed 
amalgamation of the two locals. The matter is left in the hands of the President.” 
 
On Jan, 26, 1953, John teGroen and I again appeared before the IEB. Minutes of this meeting 
follow: “In connection with the proposed amalgamation of Locals 47 and 767, Los Angeles, 
Calif., the Board rescinds its previous action in placing the entire matter in the hands of the 
President and appoints a committee to meet with the locals in Los Angeles in order to assist in 
carrying out the contemplated action.” 
 
The committee referred to in the above minutes included Federation Treasurer George Clancy, 
Secretary Stanley Ballard, IEB member William Harris and IEB member Herman Kenin 
(Chairperson). The three 767 trustees, Vice-President Douglass, along with Local 47 officials 
had several meetings with the IEB committee working out the many details necessary for a 
smooth transition from two locals to one unified Los Angeles Musicians’ Local. 
 
On Feb. 13, 1953, there was a joint meeting of the 767/47 Boards chaired by Herman Kenin. At 
this meeting it was agreed that “members of Local 767 who had been out of 767 for more than 
two years must pay a full initiation fee to Local 47 and a full initiation to the Musicians’ Club of 
Los Angeles, a Corporation, upon completion of the merger between the two locals.” Also at this 
meeting Local 47 Counsel Lawrence Grannis reported that “the title company would not insure 
title to 767’s property until a membership meeting of the Rhythm Club voted for the transfer of 
title by a simple majority.” 
 
This Rhythm Club meeting, held in early March of 1953, elected the following officers as its first 
order of business: President, Marl Young; Vice-President, Bill Douglass; Secretary, Estelle 
Edson; Treasurer, Paul Howard. The meeting also approved the transfer of the Rhythm Club 
(767) corporation property, (the building headquarters at 1710 S. Central, etc.) to the Musicians’ 
Club (47) Corporation. John teGroen and Maury Paul attended this meeting. IEB member 



Herman Kenin addressed the meeting and congratulated the members of the Rhythm Club/767 
on their successful merger. 
 
Over the next several days, there were meetings between teGroen, Paul, Edson, Howard, 
Douglass and the 767 Trustees to make sure that all of the many matters involving the merger 
were dealt with. We set April 1, 1953, as the target date for the merger. We also agreed that 
when a 767 member appeared to get his/her card in Local 47, that he/she would sign the 
necessary waiver approving the transfer of all 767/Rhythm Club property to Local 47/musicians’ 
Club. A few days before April 1, 1953, Rhythm Club Secretary Edson and I, as Rhythm Club 
president, along with Musicians’ Club Secretary Maury Paul, signed the final documents 
effecting the transfer of Rhythm Club property to the Musicians’ Club and the merger between 
Locals 767 and 47 was complete. 
 
On April 1, 1953, Local 47 started accepting Local 767 members as part of the membership of 
Local 47 and segregation was forever banished from the Musicians’ Union structure in the Los 
Angeles area. 
 
Minutes from the I.E.B. Meeting of June 25, 1953 
 
In connection with the merger of Local 47 and Local 767, Los Angeles, CA the following 
resolution is presented: 
 
“WHEREAS, on April 1, 1953, Local 767 and 47 of the American Federation of Musicians, with 
the approval and consent of their respective memberships, consolidated their two locals under 
the name of Local 47 American Federation of Musicians; and 
 
“WHEREAS, all of the assets, real and personal and wheresoever situate, of Local 767 have 
been transferred to Local 47; 
 
“NOW, THEREFORE, BE IT RESOLVED, that the said merger of the said locals is hereby 
approved, consented to, and in all matters ratified. On motion made and passed the resolution 
is adopted.”” 
 



MAHLON CLARK, JR. obituary (LOS ANGELES TIMES, 2007) 
 
“Clark was an advocate for musicians in the mid-1950s, a time when many worried for their jobs 
and salaries at Hollywood studios. Musicians feared the studios would end the practice of hiring 
musicians to play live, opting instead to use prerecorded music.  
 
During this debate, the leadership of the American Federation of Musicians was challenged by a 
newly created rival union, the Musicians Guild of America. Los Angeles Musicians Local 47 
responded by purging members believed to be associated with the rival group, including Clark, 
who later served on the new guild's board.” 
 



AMALGAMATION TO INAUGURATION (OVERTURE, 2009, Local 47 publication) 
 
“Having just elected our first black President, our nation has come further than ever before in 
erasing the color line of inequality. But it wasn't all that long ago when segregation was in full 
force, a time when it was accepted as a given that blacks should be separated from whites in 
society.  
 
Our very union was among the many and varied institutions in the nation enforcing racial 
segregation. During this time, the AFM had more segregated Locals than any other international 
or national union. Up until the early 1950s, Los Angeles musicians belonged to one of two 
Locals: the all-white Local 47, or the all-black Local 767. 
 
"Segregation was a way of life," explained Marl Young, recently retired from the Local 47 Board 
of Directors and who was instrumental in the amalgamation of the two Los Angeles musicians 
unions. "Nobody thought too much about it at the time. It was taken for granted as just being the 
way things were."  
 
Under union segregation, black musicians received some protection. The Federation ruled that 
its black members came under the jurisdiction of the black Local, no matter what type of 
engagement they played. For example, if black musicians performed in a white club, the black 
Local had to enforce the wage and working conditions of the white Local, a rule meant to ensure 
equal pay. The Federation also ruled that if a black musician were denied admission to a Local, 
he or she could join the nearest Local that would accept the musician and should receive all the 
privileges of membership of that Local. 
 
Segregation continued in the AFM for 51 years until a group of L.A. musicians decided that 
having two separate unions for one group of musicians just didn't make sense. The Bylaws of 
each Local stated that the purpose of each organization was to unite all the professional 
musicians of the Los Angeles area. They maintained that "all" should be inclusive of black and 
white musicians. 
 
Starting around early 1950, prominent black musicians including Buddy Collette, Ernie 
Freeman, Bill Douglass, Percy McDavid, John Ewing, Gerald Wiggins, Jimmy Cheatham, John 
Anderson, Red Callender, Gerald Wilson, Marl Young and Bobby Short, joined by white 
musicians including George Kast, Gail Robinson, Seymour Sheklow, Roger Segure, Joe Eger, 
Henry and Esther Roth, Erica Keen, and Emma Hardy Hill, with the support of Josephine Baker, 
began making concerted efforts to arouse public interest in the fight for equality within the 
musicians union.  
 
After years of dedication and hard work, the first merger of black and white Locals took place in 
1953 in Los Angeles when Local 767 amalgamated with Local 47. In the pre-civil rights era of 
the early 1950s, this was an extraordinary feat. Marl Young wrote the amalgamation proposal 
that took effect April 1, 1953, forever eradicating racial segregation from the musicians union of 
Los Angeles. This historic merger set the precedent for other Locals throughout the nation to 
follow suit and end segregation within the entire AFM. 
 
Now, five decades later, the equal rights movement has come further than ever before in 
creating equality in our society. The nation watched as Barack Obama was sworn in on Jan. 20, 
2009 as our 44th President. Without the steadfast dedicated efforts of our brothers and sisters 
fighting in the equal rights movement, this vision could not have been realized.” 
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	Proposed Monument Name: Musicians Union of Hollywood
	Name Description: [Former name of property]
	Associated names: American Federation of Musicians Local 47
	Street Address0: 817 N Vine St, Los Angeles
	Zip: 90038
	CD: 13
	Range of Addresses on Property: N/A
	Community Name: Hollywood
	Assessor Parcel Number: 5533-030-026
	Tract: Seneca Heights (M B 16-72)
	Block: H
	Lot: FR 16
	Identification cont'd: Map Sheet 141B185
	Proposed Monument Type: Buil
	Additional1: 
	Additional2: 
	Year Built: 1950
	Accuracy: Factual
	Threats to Site: [Private Development]
	ArchitectDesigner: Kaufmann/Stanton
	Contractor: Kaufmann/Stanton
	Original use: Musicians Union and Clubhouse
	Present use: Musicians Union and Clubhouse
	OriginalSite: Yes
	Style: [Corporate International]
	Stories: 2
	Plan Shape: [Rectangular]
	Primary Construction Type: [Unknown]
	Secondary Construction Type: [Select]
	Primary Cladding Material: [Concrete block]
	Secondary Cladding Material: [Select]
	Primary Shape: [Flat]
	Secondary Shape: [Select]
	Primary Roof: [Composition shingle]
	Secondary Roof: [Select]
	Primary Window Type: [Double-hung]
	Secondary Window Type: [Select]
	Primary Window Material: [Steel]
	Secondary Window Material: [Select]
	Primary Main Entry Style: [Off-center]
	Secondary Main Entry Style: [Select]
	Primary Door Material: [Double]
	Secondary Door Material: [Select]
	AS Date 1: 1990
	AS Summary 1: Addition of non-weight-bearing, interior partition
	AS Date 2: 1993
	AS Summary 2: Repair of fire damage to non-bearing partition(s) and suspended ceiling
	AS Date 3: 1993
	AS Summary 3: Addition of storage room
	AS Date 4: 1997
	AS Summary 4: Removal of non-weight-bearing wall and addition of 3 doors
	AS Date 5: 1998
	AS Summary 5: Re-roofing work
	AS Date 6: 1998
	AS Summary 6: Tenant improvements--addition of Credit Union on 2nd floor
	AS Date 7: 2008
	AS Summary 7: Tenant improvements to auditorium, foyer, pantry (new walls, finishes, ceiling, millwork)
	AS Date 8: 
	AS Summary 8: 
	National Register: 
	California Register: 
	Formally eiligible: 
	HPOZ: Off
	Contributing Feature: 
	Non-contributing Feature: 
	Historic Resource Survey: Yes
	Survey Name1: Survey LA
	Survey Name2: 
	Other Historic Designation: 
	broad history: Yes
	person event: Yes
	architecture: Yes
	master: Yes
	Contact Name1: John Girodo & Andrew Eisenlohr
	Company1: Hollywood Heritage, Inc.
	Contact St Address1: 2100 N Highland Ave
	ContactCity1: Hollywood
	State1: CA
	Contact Zip1: 90068
	Phone1: (408) 469-3314
	Email1: jgirodo@gmail.com
	Owner Supported: 
	Contact Name2: Matt Howell
	Company2: Lincoln Property Co
	Contact St Address2: 915 Wilshire Blvd
	ContactCity2: Los Angeles
	State2: CA
	Contact Zip2: 90017
	Phone2: (213) 538-0900
	Email2: matt.howell@lpc.com
	Contact Name3: Hollywood Heritage, Inc. 
	Company3: Hollywood Heritage, Inc.
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	State3: CA
	Contact Zip3: 90068
	Phone3: (323) 874-4005
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