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NOW...a truly professional quality

TeaDt pane

Jor EVERY sound recording need and EVERY recording budget!

PLASTIC-BASE AUDIOTAPE, on 1%-mil cellulose acetate,
- meets the most exacting requirements of the professional,
educational and home recordist to excellent advantage, providing
unsurpassed recording quality at minimum cost. This is the standard
Audiotape, which has already been sold in billions of feet. Series 51,
in the red and black box.

AUDIOTAPE ON 1V,-MIL MYLAR* is a premium-quality
tape that provides the utmost in mechanical strength and
immunity to extremes of temperature and humidity. Assures freedom
from breaking or stretching under stresses of super-fast rewind,
instant stops and starts or poorly adjusted clutches. Will not dry
out or embrittle with age, even under. unfavorable storage conditions.

Series 71, in the green box. * Du Pont Trode Mork for polyaster film

TYPE LR AUDIOTAPE on 1-mil “Mylar” gives you 50% more

recording and playback time — eliminates reel changes and
permits uninterrupted recording of program material that exceeds
conventional reel capacity by up to 50%. The 1-mil “Mylar” base
is actually stronger at high humidity than the standard 1%.mil
plastic base, assuring long tape life even under unfavorable condi-
tions of use or storage. Series 61, in the black and red box.

PLASTIC-BASE LR AUDIOTAPE provides 50% more recording
- and playback time per reel, on a low-cost 1-mil cellulose
acetate base. Ilence it afferds maximum economy for extended-play

applications where high mechanical strength is not required. Series
41, in the blue box.

SUPER-THIN AUDIOTAPE on Y:-mil “Mylar” gives you twice

as much recording time per reel as standard plastic base
tape. 1200 ft on a 5” reel, 2400 ft on a 7" reel. Suitable for extended
play applications where tape tension is not excessive. Series 31, in
the yellow box.

*x * X

These five types of Audiotape differ only in base material, tape
thickness and footage per reel. Whatever type best meets your
particular requirements, you can be sure that there’s no finer
recording tape made anywhere, at any price. That’s because
there’s only one Audiotape quality — the very finest that can
be produced. Its fidelity of reproduction and consistent, uni-
form quality have made it the first choice of critical professional
recordists the world over. Now amateur and home recordists
can get this same professional-quality Audiotape at no extre
cost. There’s no need to go elsewhere or accept substitutes, You
can meet all your requirements with genuine Audiotape. For
the complete story on all 5 types, ask your Dealer for a copy
of the new, S-color Audiotape Bulletin No. 250. Or write to
Audio Devices, Inc., Dept. H.

AUDIO DEVICES, Inc.

444 MADISON AVE., NEW YORK 22, N. Y.
IN HOLLYWOOD: 1006 N. Fairfax Ave. * IN CHICAGO: 6571 N. Olmsted Ave.
Export Dept.: 13 East 40th St., New York 16, N. Y, Cables ‘‘ARLAB""



H E

This Issue. We very nearly gave you a
photo feature about a man who installed
a modicum of fi in his Jaguar XK-140.
but at the last minute decided that enough
open air atmosphere was conveyed by the
articles on Glyndebourne, Britain’s delight-
ful summer opera center, and on summer
festivals throughout Europe. The Jaguar
will be along later, when we also hope to
offer an American festival survey. The
surprising fact is that managers of
European musical events are so much more
businesslike, and so much better organized,
than their American counterparts that the
contrast is pathetic. As we went to press
with this, only a few of the most ambitious
summer music managements in the United
States had more than the vaguest nodons
of their repertoire, artists, or even play-
dates for the upcoming season. We dwell
on this with such sour emphasis in the
hope that it may be read by sundry
Europeans whose contention it is that the
leading American obsessions are with {1)
dollars and (2) know-how. We wish
these obsessions would begin to affect
music festival managements here. For the
nonce, however, we must concede a virtual
monopoly to the Old World.

Next Issue. As sequel to John Newitt's
discussion of American electrostatic loud-
speakers in this issue, we offer next month
an evaluation by Robert Charles Marsh
of British developments in the same line.
Hint: don’t buy anything in a hurry.
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CORNER HORN LO JOSPEAKER SYSETEM

The ultimate in FIDELITY

of music reproduction

LIS CH
TEORTHORNM

 CCRMNER HORN
L DJDEFEAKER SYSTEM

For low or Mmedium budgal souni
=ystems the Shorthorn cormer horn
—ith Klipsch crtho 3-way driv2 systerm
approaches the Klipschorn syster— i
performanca.Available as shoan, witn
©or without d-izers, or in utl ity mcdeld
©r unasserrtied kit form,

Both the <lipschorn and Shorthcrn
sv=terms are fabricated under perscnal
=_pervision of their designer, Pau \W.
Kfiosch. Writ2 for the lat=st literature and
prices on Kl psch loudsgeaker systams.

KLIFSCH AND ASSOCIATES

HOPE ARKANSAS TELEPHONZIS!
PR=s>ec:|7-3335
PRos>ec:] 7-4538

PR-s>aci] 7-5575
T.5514

AUTHOR!itatively Speaking

Anthony Richard Parker Wrathall,
whose engaging description of Glynde-
bourne leads off this issue, will be re-
membered by some readers for a similar

| report on Bayreuth, printed in April of

1954. Lest it be supposed that he spends
all his time gadding about to sundry opera
festivals, however, it should be pointed
out that he is employed by a leading Lon-
don advertising agency. Not that this keeps
him in one place, exactly. Indeed, as
you read this, he will be filling an assign-
ment which single, personable, young ad-
vertising executives often dream of but
seldlom encounter — conducting a fashion
show around the British Isles. We are in-
clined to regret that the content-limitations
of this magazine preclude our offering to
print a report on that. Wrathall is fond
of the music of Delius, Walton, Bartdk,
Hindemith, and Wagner, not necessarily in
that order, and can play the bagpipes, an
accomplishment dating from his service
in Germany with the Black Watch.

Joan Griffiths, whose round-up of sum-
mer music in Europe begins on page 40,
is HIGH FIDELITY’S newest editor. British-
born, she spent her childhood in Canada,
mostly Winnipeg and Toronto, and fin-
ished her schooling at Smith College.
Thereafter she joined the Smith faculty,
became, in due course, an assistant pro-
fessor of English, and left to try free-
lance writing and editorial work in
general. She avers that her apartment is
graced by the lowest-i music system of
any HF. staff member, a claim which
will not survive the arrival, any day now,
of a fifty (s0) watt amplifier, flat from
1o to 68,000 cycles = 1 db.

A HIGH FIDELITY editor whose name will
not be in evidence in these pages for
some time, incidentally, is Roy H. Hoopes,
Jr., who commences with this issue a leave
of absence to work for the Democratic
National Committee. His sole misgiving
about this venture has been that his de-
parture gives the Republicans in the
editorial department a slight preponder-
ance. One cannot, in this life, have
everything.

Cambridge, Massachusetts, is where some
of the nation’s most advanced research in
electro-acoustics is done, which is one
reason John H. Newitt lives and works
there. He is on the research staff at
Massachusetts  Institute of Technology,
working in what M.LT. probably has a
long word for, but which we call high
fidelity. He is best-known to audiophiles
for his book High Fidelity Techniques
(Rinehart, $7.50), which always has
seemed to us something of a model of
two-level writing: it is technical enough
to serve as a serviceman’s manual, yet in
parallel with the technicality is layman’s
description of extreme clarity. This, in
conjunction with the fact that much of
the original research on electrostatic loud-
speakers has originated in Cambridge, led
us to ask him to evaluate for us this new
variety of transducer. He does so, admir-
ably, we think, on page 42.



Supraphon Records

We're very sorry to report that we

apparently gave you incorrect irfor-
mation in our Decembzr NWI as to
how you might purchase Supraphon
records. We s/l don’t know how
much they are but we do know where
you can buy them if you're interested:
Messrs. A. Rohel, Import & Export,

3505 W. 26th St., Chicago, 1ll.; Messrs. |

F. Pancner, Importers, 6514 W. Cer-
mak Rd., Berwyn, IIl; Messrs. Karel
Vesely, Export & Import House, 3690
E. 139th St, Cleveland 20, Ohio.
We're a bit confused about the
price, to say the least. Our December

item was prompted by a letter from |

a subscriber. He wrote to us asking
the price of and where he might
purchase Supraphon records, some of
which were reviewed in this magazine.
We told him we had been unable to
obtain the information he wanted
from Supraphon (Artia) ourselves,
having tried several times and having
received no reply, but that perhaps
he might be able to find out by
writing directly to the Czech company
himself. He did, and the information
he got from them is the information
we gave you in December: $2.00 per
12-inch LP, plus $1.00 postage and in-
surance.

We told you that there was no dis-
tributor of Supraphon records in the
U. S. because we had been so informed
by Supraphon.

So the latest from Supraphon is
that their complete record repertory

is available from the above named |

importers.
erroncous NWI item to get the in-
formation from them, but at least we
now have it

Now It’s Hi-Fi Pictures

Washington's high fidelity audio show
in March sported an exhibit new to
the industry. The LF.A. Galleries,
art dealers in that city, had a room

Continued on page ¢
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We're sorry it took an |

‘ THE VERY FINEST FOR LESS:
musical quality with distinguished appearance

Knight Custom components are built to ALLIED's
& at money-saving minimum cost. Each unit is

Fawmous knight H-E G(IMAPMW
own special high standards to deliver outstanding
unconditionally guaranteed for one full year.

Llow Cost knight '‘Uni-Fi”’
Tuner-Amplifier Combination

The high quality complete ensemble-
for limited-space applications, ex-
clusive with ALLIED at very low
cost. Features single chassis con-
struction including Hi-Fi FM-AM
tuner, preamplifier and amplifier
complete. Extremely compact cab-
inet (4%% x 15l x 1114") fits anywhere; simple to install.

Features automatic frequency conirol; crystal or magnetic
phono input; 3-position record equalizer; separate bass,
treble controls; volume-loudness control; output and input
for tape playback and recording; built-in antennas, ete.
Available in cabinet illustrated or in chassis form (4} x
15 x 1015”").

94 SX 730. Chassis only. Shpg. wt., 17 lbs. NET 510495
94 SZ 731. As above, in cork-grain finish metal cabinet. Shpg.

wt., 19 1bs. NET .. . ... ... ... . ... $109.95
I

Bogen ‘‘Saturday Review’’ Custom Hi-Fi Phono System

Here is top value in a favorite music system
perfectly matched for authentic Hi-Fi phono
reproduction. Ideal for easy custom installa-
tion. Includes the famous Bogen DB110 10-
Watt Amplifier, the nationally recommended
Electro-Voice SP12-B 12” “‘Radax’ Speaker,
latest Garrard RC88 3-Speed Record Changer,
G. E. Magnetic Cartridges (RPX-040A with
sapphire stylus; RPX-061A with diamond
stylus). Complete with color-coded plugs and
cables for easy installation. Shpg. wt., 45 Ibs.

94 PA 259. Net, F.O.B. Chicago . .. $]4800

only

514800

. knight knight 5 i

' DELUXE “BANTAM” P |
@"M 24-WATT 12-WATT (4 s —%ils'_{
' AMPLIFIER LS ey

3-position compensation; variable damp-

“*Space-Saver’ design; 16-position com-
pensation; variable damping; loudness
control; rumble filter; separate tone con-
trols; hum balance. Shpg. wt., 30 lbs.

94 SZ 701. Net, F.O.B. Chicago... $94.25

ing; loudness control; built-in preamp;
separate tone controls; 6 inputs; “‘space-
saver’’ design. Shpg. wt., 14 lbs.

94 $X 700. Net, F.O.B. Chicago...$61.95

R knight
LGt L "BANTAM"
DELUXE BASIC

BASIC VAR
L TUNER
TUNER

Matches amplifier above; AFC; FM
limiter and discriminator; temperature-
compensated oscillator; output level
control; high sensitivity.Shpg.wt.,13 bs.
94 SX 703. Net, F.O.B. Chicago.. $62.95

Matches amplifier above; AFC; tuning
meter; tuned RF on FM and AM; FM
discriminator; 2 cathode followers; ex-
ceptional sensitivity. Shpg. wt., 17 lbs.
94 $X 702. Net, F.O.B. Chicago.. $94.50

ALLIED RADIO

Awrerica’s Mi-Fi Center

Order today from

I ALLIED RADIO CORF., Dept. 49-E-6 l
' ee I 100 N. Western Ave., Chicago 80, lil. I
r I Ship the following KNIGHT Hi-Fi components: -
ALLIED’S 100-page I . osed I

- —$ enclosed
UL e L : D Send FREE 100-page ALLIED Hi-Fi Catalog :
Shows you how to select Hi-Fi sys- i 1
tems and components at lowest cost; | Name = 1
offers the worid's largest selection of 1 i - B |
Hi-Fi equipment. Send for your FREE ] ]
copy of this valuable book today. L City—— Zone State _}
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“LIVING SOUND"” IS YOURS TO ENJOY
WITH NORELCO

High fidelity and tonal qualities associated with
expensive multi-unit speaker systems—

are similarly produced with new

Norelco FRS Twin-Cone Speakers.

Norelco’s exclusive Twin Cones are made from
specially selected and matched materials —
operated from the same magnet and voice coil
—some covering an extremely wide range

up to 20,000 c/s. Norelco's twin-cones are always in
phase and operate in harmony— providing the same
degree of efficiency under all conditions.

Unequalled manufacturing precision and quality is
inherent in all Norelco speakers. All component
materials—including magnets, wire and even

cone materials—are manufactured and assembled
by Philips to suit a specific speaker design.

Many sizes in standard impedances are available
from your dealer or send to Dept.Ks today for
more details. Norelco FRS speakers are

priced from $59.98 to $9.90 audiophile net.

Add to...and improve any sound system

with /%re/co

*FULL RESONANCE SPEAKERS

NORTH AMERICAN PHILIPS CO., INC., 100 East 42nd Street, New York 17, N. Y.

8 HiGH FIDELITY MAGAZINE



NOTED WITH INTEREST |

Continued from page 7 ‘I
in which they displayed fine reproduc-
tions side by side with poor reproduc-
tions of paintings by Vermeer, Van
Gogh, Gauguin, and others. There
were also fine reproductions to be
compared with the originals from
which the prints were made by L.F.A
Thus, high fidelity in print making.

A sidelight of this exhibit was a
group devoted to proper framing of
pictures, demonstrating, of course,
that the wrong frame destroys the
“fidelity,” just as the wrong speaker
produces distortions in the reproduc-
tion of music.

Pretty cute exhibit. And not the
least of its attractions was the fact
that it was silent.

Theater Organ Devotees

There’s a publication called Cinemna-
Theater Organ Digest which may in-
terest you. We are told that it is
“chuck full of technical data on theatre
organ make-up” and theater organ
memorabilia.  For full information
write Alden E. Miller, Editor, Minne-
haha Station, P. O. Box so3s, Min-
neapolis 6, Minn.

Mirth Department

The Mozart Year culminated for a
record clerk at Macy’s San Francisco
store on the day a lady walked in
and asked for Mozart's I'm luclined
to Knock Music.

And our Book Department had its
day made when it received a ncarly
typed order from a Dutch subscriber |
for one copy of the High Fidelit;
Record Animal, 195s5.

Louisville Philharmonic Society

Nearly every month, in our Record
Review Section, you will sec a record
reviewed which bears the label,
LOUISVILLE. Quite often the com-
poscrs are people you've never heard
of, let alone being familiar with their
music. Most of our old subscribers are
familiar with this series of recorcs but
some new subscribers may not know
what the series is.

In 1955 the Louisville Orchestra
under the direction of Robert Whit-
ney, undertook the commissioning
and recording of newly created com-

Continned on next page .

MaAy 1956

ALL-TRANSISTOR!

America’s
FIRST!

BOTTOM VIEW WITH COVER REMOVED -+ PRECISION WORKMANSHIP THROUGHOUT

FISHER

ALL-TRANSISTOR
Preamplifier-Equalizer

\/ E ARE PROUD to announce the new FISHER All-Transistor Preamplifier-

Equalizer. Model TR-1. This little giant is the result of four years of
research and development and represents one of the greatest achicvements in
the long line of FISHER FIRSTS. We believe the TR-1 is the tirst all-transistor
produc; ol any kind in the high fidelity field. Its development wus no accident,
but rather the fruit of twenty years of leadership in audio technology. The
TR-1 has NO hum. We repeat: ABSOLUTELY NO HUM. Sccond. it hus
NO microphonism. Other unique features of the TR-1 are listed below. The
initial demand for this revolutionary device may exceed the availuble supply.
To avoid disuppointment, may we suggest that you place your order now.

Outstanding Features of THE FISHER Model TR-1

#8 Can be used with any existing amplifier, audio contral. or sound svstem. ® Battery
powered, Power consumption only 0.033 watts, Battery will lust us long as it wauld
when lying idie on a shell! B Can be used as a phonograph or microphone preamplifier.
® Uniform response, within 2 db, 20 to 20.000 cycles. ® Built-in switch selects car-
tridge impedance. 8 Handles all popular magnctic cartriddes including very low-level
type. Does not require transformer with the latter. ® Hum level: ubsolute zero!
& Noisc level, 65 db below 10 mv input for high impedance cartridges. Better than
60 db below 2 mv for low impedance cartridges. 8 Incorporates RIAA equalization,
now standard on all records. ® Permits output leads up to 200 ft. 8 Three Controls:
Power. Volume, Cartridge Impedance Selector, Phono-Microphone Selector Switch.
® Uses three transistors. Printed wiring throughout. 8 Fully shielded chassis with
hottom cover. ® Attractive control plate. ® sizr: 27x 47 x 413”7 deep. ® war.: 12 oz.

Price, $27.50 - Battery, $1.95 - 110V AC Power Supply, $4.95
WRITE TODAY FOR COMPLETE SPECIFICATIONS
FISHER RADIO CORP. - 21-25 44th DRIVE - L. L. CITY 1, N. Y.
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SERIES 80-C

>

¢ TARTLINGLY DIFFERENT,” says Edward Tatnall Canby, Audio

S Magazine. “Has cverything, at a very reasonable price for
top-quality hi-fi equipment. The eusiest to read and operate 1've ever
scen. The specs on performance arc breathtaking and the over-all
quality of its electrical operation is pretty closely comparable to that
of a professionul broadcast console control board. This is the current
standard for really hi-fi operation of controls in the home. Hum,
distortion, ef al are so low as to be inaudible and mostly unmeasur-
able in the lab. And all this, mind you. in the middle price range.”

Chassis Only, $99.50 * Mahogany or Blonde Cabinet, $9.95
Remarkable Features of THE FISHER 80-C

® I’rofessional, lever-type equalization for all current rccording character-
istics. ® Seven inputs, including twe Phono, Mic and Tape. ® Two cathode-
fotlower outputs. ® Complete mixing and fading on two, three, four or five
hannel<. ® Bass and Trehle Tone Contiols of the variable-crossover feed-
back type. ® Accurately calibrated Loudness Balance Control. ® Seif-powered,
® Nlagnetically shieldcd and potted transformer. ® DC on all filaments;
achieves hum level that is inaudible under any conditions. ® Inherent hum:
non-measurable. (On Phono, 72 db below output on 10 mv input signal;
better than 83 db beiow 2v output on high-level channels.) e IM and
harmonic distortion: non-measwrable. ® Frequency response: uniform, 10 to
100.000 cyeles. ® Separate cqualization and amplification directly from tape
plavhaclk lead. ® Four dual-purpose tubes. a'l shie'ded and shock-mounted.
® Separate, high-gain micraophone preamplifier. ® Push-Button Channel-
Selectors with individual indicator lights and simultancous AC On-Off
switching on two channels (for tuner, TV, etc.) ® Aaster Volume Control
plus 5 independent Level Controls en front fanel. ® 11 Controls plus 5
push-buttons. ® Three auxiliary AC receptacles. size: Chassis, 128”7 x 7347
x 4V high. Tu cabiner, 13-11/16” x 8" x 514~ high. Shipping weight, 10 pounds.

- Prices Sliyhtly Higher West of the Roclkies
WRITE TODAY FOR COMPLETE SPECIFICATIONS

FISHER RADIO CORP. - 21-25 44th DRIVE - L. L. CITY 1, N. Y.

NOTED WITH INTEREST
Continued from preceding page

positions by contemporaty composers
of orchestral, choral, and operatic
works. Most of the pieces received
favorable reviews in this and other
magazines, and on the whole the
project was proclaimed important and
deserving of public support.

Now the second year of the venture
is well underway and the Society
hopes for an even more successful
year than last. Their 1956 series in-
cludes recordings (engineered by
Columbia Masterworks technicians)
ot new compositions of, among others,
Antheil, Shapero, Weber, Sowerby,
Dahl, Guarnieri, and Krenek. In all
there will be fifteen composers rep-
resented on six records, issued every
other month.

You can't buy these records at
record stores; they're sold by subscrip-
tion only. The subscription price is
$32.50 a year, if paid in full, $35.70
if paid on receipt of each record
($5.95 per record, plus $3.20 carrying
charge). And at the time of this
writing (but don’t count on it uatil
you've checked with the Society) you
get a free bonus record and an album
for six records with each subscription.

Write for their brochure and fur-
ther information: the address is
Louisville Philharmonic Society, 830
S. Fourth St, Louisville 3, Ky.

Tape-Clip

For tape enthusiasts who have trouble
getting that tape to stay in the reels,
there’s a new gadget on the market
which might solve cheir problem.
The “"Magi-Clip” is a non-magnetic
brass clip that snaps over one flange
of the tape reel, keeping tape from
unwinding and wrinkling,

Price: 4 for $1.00, 10 for $2.00,
30 for $s5.00. Order from Niblack
Thorne Co., Dept. P-5, Box 86, Scotts-
dale, Ariz.

A New Opening and a Move

Have you Newark, N. J.-ites seen the
new Sound Reproduction Inc. show-
room at 35 New St.? They sell all
major brands of components and also
do custom installation work.

And Bill Case of San Antonio, Tex.,
has moved to 4206 Broadway (at
Hildebrand) in that city. His store

HiGH FIDELITY MAGAZINE



has a record department as well as
components (and, of course, HIGH
FIDELITY and AUDIOCRAFT).

Anyone Know. . . ?

Where a subscriber can obrtain
a plastic cover as a protective over his
record changer? There are covers for
mixers, blenders, toasters, roasters,
bowls, air conditioners, etc. Why not
audio equipment, especially record
players?

Strictly for “Hams”

We don't know how many “hams”
(the amateur radio varicty) are sub-
scribers to HIGH FIDELITY, (or for
that matter, how many of any other
variety) but we figure there probably
are a few. Anyway, of possible interest
to them is the fact that the Voice of
America has inaugurated a special
broadcast of information “of, by and
for the radio ‘hams’ of America.” The
program will be narrated by Bill
Leonard of CBS (W2SKE) and
will supply facts on new equipment
and operating techniques, upcoming
events in amatcur radio, forecasts of
armospheric conditions, and interviews
with experts in the communication
field.

Listen to the Voice on 17830,
15280, 15270, 15200, 11870, and
11790 ke, for fifteen minutes cach
Saturday at 1:45 p.m.

Westchester’s Westlab

Westlab Electronics Inc., 2475 Central
Ave., is in the midst of a series of
lectures and demonstrations, five or
six of which you still may be able
to attend. The series started on March
14 and was to go on for thirteen
weeks. The lectures (on high fidelity,
naturally) are free, but you should call
or write to assurc yourself a seat.
Theyre from 8 to 9:30 p.m. cach
Wednesday, and the 8 to 8:30 portion
is  broadcast  simultaneously  over
WFEFAS-FM.

If you do or don't take in the
lectures, it’s almost worth a trip to
Westlab to sce their signpost outside
the building. In addition to the name
of the company, the sign reads “West-
chester’'s own High Fidelity Hang-out,”
and just to the right of the sign is a
hangman’s noose, both of these hang-
ing from a gallows facsimile. Macabre,
huh?

Continned on next page
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Standard Amplifier

MODEL 20-A
ERE is the amplifier you hav-> asked far a low-cost unit of con-
H spicuous quality. The new FISHHER Standard Amplitier meets the

most exacting requirements in its field. As vou would expect, tradi-
tional FISHER quality, handsome appearance, exccllent workmanship
and advanced design are cvident throughout this exceptional unit.

Incomparable Features of THE FISHER Model 20-A

8 Power Output constant within 1 db at 15 wetts from 15 to 30,000 cycles.
® Less than 0.79% distortion at .5 watts; I2ss than 0.4% at 10 watts.
% Intermodulation distortion less than 1.5% at 10 watts and less than .75%
at 5 watts. 8 Uniform response, + 0.1 db from 20 to 20,000 cycles; within
1 db from 10 to 100,000 cycles. ® Hum and noise better than 90 db. below
full output! ® Internal impedance s 1 ohm fo- 16-ohm operation, glvm.g a
damping factor of 16. This assurcr low disto-tion and superior transient
response. ™ TURE COMPLEMENT: 1—12AX7, 2—EL84, 1—EZ80. ® ourpuT
IMPEDANCES : 4, 8 and 16 ohms. ® sizr: 414”7 x 137 x 637 high. WEIGHT: 13 lbs.

Price Slightly Higher In the West

Price Only $5950

WRITE TODAY FOR COMPLETE SPECIFICATIONS

FISHER RADIO CORP. - 21-25 44th DRIVE - L. I. CITY 1, N. Y.
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AN EXCEPTIONAL, NEW THIRTY-WATT AMPLIFIER « HANDLES SIXTY-WATT PEAKSH

An Outstanding Buy!

THE
[SHER

30-Watt Amplifier

MODEL 80-AZ

VOTHER FISHER FIRST our great new 30-watt amplifier with
A PowerScope, a Peak Power Indicator calibrated in watts to show
instantly the peak load on your speaker system. The new FISHER
80-AZ Amplifier is the first with a positive indicator to prevent voice
coil damage. The Model 80-AZ is magnificent in appearance and quality.

Incomparable Features of THE FISHER Model 80-AZ

a High output — less than 0.59, distortion at 30 watts; less than 0.05¢, at 10 watts,
Handles 60-watt peaks. m Intermodulation distortion less than 0.5¢, at 25 watts and
0.2¢, at 10 watts. m Uniform response 10 to 50,000 cycles; within 0.1 db from
20 to 20,000 cycles. m Power output is constant within 1 db at 30 watts, from 15 to
35,000 cvcies. @ Hum and noise level better than 96 db below. full output! & Three
separate feedback loops for lowest distortion and superior transient response,
m Unique cathode feedback circuit for triode performance with the efficiency of
tetrodes. m Qutput transformer has interleaved windings and a grain-oriented steel
core. m Three Controls: PowerScope, Z-Matic and Input Level. m Handsome, brushed-
brass control panel (with sufficient cable for built-in installations.) m Tube Com-
plement: 1-—12AT7, 1—12AU7A, 2—EL-37, 1-—5V4-G, 1—PowerScope Indicator,
1—Regulator. m 8- and 16-ohm outputs. m Si1ze: 15V x 414 x 6%~ high. WEIGHT: 22 Ibs.

Price Only $99.50

Price Slightly Higher West of the Rockies
WRITE TODAY FOR COMPLETE SPECIFICATIONS
FISHER RADIO CORP., 21-25 44th DRIVE * L. . CITY 1 * N. Y,
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' NOTED WITH INTEREST

Continned from preceding page

Standards: New Approach

Many individuals and several industry
committees have worked long and
hard in an effort to set up standards
for high fidelity equipment. As readers
know, the problem is well nigh im-
possible of solution. Now, from the
Radio-Electronic-Television Manufac-
turers Association comes word of a
| new approach. We quote: “Chairman
Joseph N. Benjamin of the RETMA
High Fidelity Sub-Committee an-
nounced that this group had started an
investigation of the possibility of in-
dustry-wide standards for advertising
of high fidelity products.

“This project does not contemplate
any attempt to set standards for high
fidelity or in any way to specify what
is or is not high fidelity. However,
the industry has grown so rapidly that
a serious problem has arisen with re-
gard to advertising. The conflicting
claims, confusing terms, and non-com-
parable specifications have caused con-
siderable misunderstanding not only
in the public mind but also with the
high fidelity dealer.

“For instance, high fidelity amplifiers
may have four different power output
ratings — normal output for sine wave
input, maximum output for sine wave
input, peak power for any input, and
pulse peak power. A manufacturer
may legitimately rate his amplifier in
any of the above ways, and all of these
terms are used without too much dis-
crimination.

“It is the aim of this project to allow
the use of any of the above methods
of specifying output provided standard
descriptions are used by all manufac-
turers so that the public and the high
fidelity dealers can compare and evalu-
ate competitive amplifiers.

“This procedure will be applied to
other components in the high fidelity
ficld as well as to amplifiers. Some of
the features which will be explored
for standardization in tuners and am-
plifiers are IM distortion, hum level,
and sensitivity; in cartridges, output,
in record changers and players, wow,
rumble and flutter; in speakers, power
handling capacity, response, etc.

"Further discussion of this project
will be had at the June mecting of
RETMA in Chicago.”

o eeeefefeofeode
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Sir:

1 congrarulate Roland Gelatt on writ-
ing the editorial on records in libraries
[March 19551, and I congratulate you
for publishing this editorial.

A master library of historic record-
ing should be established, but there
the matter shouldn’t rest. Lending
libraries should be established, par-
ticularly in the small towns, to offer
people the loan of records, quite in
the way that they can borrow books.
Records are as much a part of our
heritage as are books.

It so happens that I have written
an article on this very subject which
will appear in the May issue of Good
Housekeeping Magazine. You can see
that [ consider the matter of records
in libraries an important one.

George R. Marek

Manager,

Record Albums Department
RCA Victor

SIR:
Anybody in the record industry with
any sense of responsibility or any
feeling for the art with which he is
involved will certainly agree entirely
with Mr. Gelatt’s sentiments. More
than that, however, all of us have
felt, even over the last fifteen years,
terrible moments of poignant regret
and chagrin at the knowledge of what
has happened and is happening to
the archives of recorded history, both
musical and sociological.
All best wishes.
Goddard Lieberson
Executive Vice President
Columbia Records

Sik:
I read with great enthusiasm the edi-
torial by Roland Gelatt in which he
proposes the establishment of a
master library of tape recorded music.
Most of us in the tape recorder
and high fidelity industry  often
overlook the ultimate objective of
our being in business, which is the
manufacture of equipment to bring

Continned on next page
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FISHER

FM TUNER

MODEL FM-40

HERE 1T 18, a FISHER FM Tuner — with all that the name implies —
for only $99.50. Through the years it has been our policy to bring
equipment of FISHER calibre within the reach of the widest possible
audience. Rarely has that objective been more spectacularly attained.
For the FM-40 represents one of our greatest values in almost two
decades. It is a superb combination of engineering excellence and
dazzling performance at moderate cost. Its specifications, conservatively
outlined below, are your best index to the quality of this instrument.

Important Features of THE FISHER FM-40

® Meter for micro-accurate, center-of-channel tuning. ® Sensitivity: 3 micro-
volts for 20 db of quieting. ® Uuniform response, = 1 db, 20 to 20,000 cycles.
& Three-gang variable capacitor. ® Three IF stages and a cascode RF stage.
m Two outputs: Detector/Multiplex (on switch) plus cathocz-follower-type
Main Audio, permitting leads up to 200 feet. ® Two Controls: AC Power/
Volume, and Station Selector. ® Chassis completely shielded and shock-
mounted: includes bottom plate. ® 8 tubes: 1-—6BQ7A, 1—6U8, 3—6BHS6,
1—6ALS, 1—12AU7A, 1—6X4. ® Folded dipole antenna supplicd. ® Heavy
flywheel tuning mechanism. ® Beautiful brown-and-gold brushed-brass, front
control panel. ® Highly legible, edge-lighted glass dial scale (accurately
calibrated slide-rule type) with logging scale. W Self-powered. W size: 124~
wide, 47 high, 8% deep, including knobs. B SHIPPING WEIGHT: 15 pounds.

Professional FM Tuner * Only $99.50
MAHOGANY OR BLONDE CABINET: $14.95

Prices Slightly Higher West of the Reckies
WRITE TODAY FOR COMPLETE SPECIFICATIONS
FISHER RADIO CORP., 21-25 44th DRIVE * L. 1. CITY 1 * N. Y.
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AM TUNER

MODEL AM-80

HORTLY after the appearance of the famous FISHER FM-80
Tuner, we received many requests for an AM countcrpart of

the same blue-ribbon breed. The AM-80 was enginecred in response
to those requests and we are proud of it — as its owners will be. In
areas beyond the service of FM stations, users of the AM-80 will
discover with delight that it has the pulling power of a professional
communications receiver, bringing enjoyable reception of ordinarily
clusive, distant stations. The AM-80 offers broad-tuning for high
fidelity AM reception, as well as medium and sharp tuning for
suppression of interference where it exists; and it is a perfect com-
panion for the FM-80. The specifications below speak for themselves.

Outstanding Features of THE FISHER AM-80

x Features a relative-sensitivity tuning meter for micro-accurate station selec.
tion m Sensitivity: better than ome microvolt! @ Three-gang variable condenser.
x One tuned RF and two IF stages. m Three-position, adjustable band-width.
= Frequency response (broad position) m —3 db at 8 Ke. Audio section:
uniform response, 20 to 20,000 cycles. m Built-in 10 K¢ whistle filter. @ Dual
antenna inputs. Loop antenna supplied. m Three high-impedance inputs.
u Cathode-follower output permits leads up to 200 feet. m Completely shielded
and shock-mounted construction, including bottom plate. g Flywheel tuning.
= Slide-rule tuning dial with logging scale. m Beautiful, brushed-brass control
panel. m Four controls: Power/Sensitivity, Function, Tuning, Qutput Level
Control.  Tube Complement: Total of Eight. 3—6BJ6, 1—6BE6, 1 -6ALS,
2—06C4, 1—6X4. Size: 123" wide, 4” high. 8%~ deep, including knobs.

Price Only $139.50

Mahogany or Blonde Cabinet: $14.95
Price Slightly Higher West of the Rockies
WRITE TODAY FOR COMPLETE SPECIFICATIONS

FISHER RADIO CORP. - 21-25 44th DRIVE - L. I. CITY 1, N. Y.

LETTERS
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good music to a wider and wider
audience. It is certainly obvious that
the great libraries of our country
would be able to offer more music
to more people if recorded concerts on
tape could be made available on re-
quest. This would inctude music and
other programs of a historical nature;
also obvious is the fact that duplicates
of priceless records could be made on
tape, allowing the preservation of the
original recording.
Much luck to the American Insti-

tute of Recorded Sound.

Sid Weiss

Audio Sales Manager

Western Region

Berlant-Concertone

3

Sir:
Tt looks like a . . . good idea to us.
One idea which has not becn expressed
in the editorial is the possibility of
installing a duplicating system at the
central library which could provide
copies, either free or at some charge,
to other archives or institutions. |
assume that Mr. Gelatt may have this
in the back of his mind.

J. A. Ford

Manager, Advertising and Sales

Promotion
Ampex Corporation

SIR:
... The formation of an Institute of
Recorded Sound . . . is certainly a
worthy project, but it is only a start
in the right direction. What we need
1s a nation-wide program for the
formation of record libraries which
will serve, like the nation’s many
libraries of books, the entire country.
... Perhaps it is a bit early to dis-
cuss the technicalities of the function-
ing of such a library of recorded
music, but it is also important to point
out ways and means in order to show
many of the large private collectors
of this country that their prized disks
and cylinders can be put to good
use for educational purposes without
danger of mishandling their choice,
but fragile, prizes. Every collector
likes to think of his collection being
passed on intact, and not being
broken up and sold piecemeal by
his heirs who, chances are, will know
nothing and care less if his 1902
Carusos are represented by original
G & T pressings or by copies struck
from the presses at Hayes in 1950.

HiGH FIDELITY MAGAZINE



Naturally, the serious collector does
not like to think of his lovely originals
being circulated to the non-collecting
public like so many books thar are
dropped through a slot in the library
door after hours. Thus the first pre-
requisite for the ideal record library
(after suitable housing and cataloguing
are arranged for) will be an under.
standing librarian who will treat rare
recordings like rare art objects. In
order to make them available to the
student, the library must have avail-
able tape and disk recording equip-
ment, plus a loving technician, so
that copies of any record on the
library shelves can be made immedi-
ately available, and at low cost. If
our major libraries throughout the
country will offer such a repository to
the large and small record collectors
throughout the country, I am sure
that the bequests will come trooping
gaily. T for one have a collection of
something over 15,000 vocal record-
ings dating (at present) from 1895
to 1956 which I intend to expand and
enjoy as long as [ am in a position to
do so.

.. So let’s get existing libraries
interested. Of course they will need
funds—and, if 1 may quote Mr.
Gelatt’s editorial, "Are you listening,
Mr. Ford Foundation?” In the mean-
time, I stand ready and willing to
allow any public institution such as
The American Institute of Recorded
Sound, to place on tape my entire
collection, or any part of it, in the
public interest.

W. R. Moran
La Canada, Calif.

SIR:

I was decply interested in your edi-
torial in the March issue of HIGH
FpELITY. It is on a subject in which
I have long becn deeply interested.

The question arises “where do we

go from here!” Action is required —
so I am taking the liberty of offer-
ing a suggestion. Most metropoli-
tan newspapers and many magazines
have Record Editors or Columnists.
Couldn't a personal appeal be made
to them and through them to their
readers to contribute to such a central
depository as you suggest— or pos-
sibly a committee from among them,
together with other interested parties,
might be formed to further the idea.

As to the location of a depository
for such memorabilia, I suggest the
New York Public Library. They have

Continned on next page
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AMERICA'S TOP FM TUNER IN SENSITIVITY, APPEARANCE AND WORKMANSH P

150,000 Witnesses |

HAVE VERIFIED THE FM-80'S SUPERIORITY!
-~
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FM TUNER %%
Worlds Best by LAB Standards

HosE who attended the Audio Fairs in New York, Chicago,
Los Angeles, Washington, Boston and Philadelphia found that
only Fisher Radio Corporation had set up a battery of regular pro-
duction tuners so that you, the consumer, might operate them as you
saw fit, in an obviously radio-difficult location, and with only the

most elementary of antennas taped to the wall. More than 150.000 s
people made these tests, and were astonished to find FM stations
coming in perfectly from ‘impossible’ distances. This Missouri-show-me
style test has settled once and for all the question as to who makes
the best tuners in America. To those who did not attend the Audio
Fairs, we say: Try it before you buy it!  Chases On/y,$'| 39.50
Mahogany or Blonde Cabinet, $14.95

Outstanding Features of THE FISHER FM-80

s TWO meters. One to indicate sensitivity, one to indicate center-of-channel
for micro-accurate tuning. m Armstrong system, with two IF stages, dual
limiters and a cascode RF stage. w Full limiting even on signals as weak
as one microvolt. ® Dual antenna inputs: 72 ohms and 300 9hms bglanccd
(exclusive!) m Sensitivity: 112 migrovolts for 20 db of quieting on 72-ohm
input; 3 microvolts for 20 db of quieting on 300-ohm input. & Chassis
completely shielded and shock-mounted, including tuning condenser, to eli-
minate microphonics, and noise from otherwise accumulated dust. & Three
controls — Variable AFC/Line-Switch, Sensitivity, and Station Selector
PLUS an exclusive Output Level Control. @ Two bridged outputs — low-
impedance, cathode-follower type, permitting output leads up to 200 feet.
s 11 tubes. m Dipole antenna supplied. Beautiful, brushed-brass front panel.
m Self-powered. ® WEIGHT: 15 pounds. cHassis Size: 123" wide, 4" high,
814" deep including control knobs.

Price Slightly Higher West of the Rockies
WRITE TODAY FOR COMPLETE SPECIFICATIONS
FISHER RADIO CORP. * 21-25 44th DRIVE - L. 1. CITY 1, N. Y.
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a90-Watt, All-Triode!

THE LABORATORY STANDARD

FISHER

AMPLIFIER '3

50-AZ

® “Of the very best!”"—High Fidel-
ity Magazine. Will handle 100
watts peak. World’s finest all-tri-
ode amplifier. Uniform response
within 1 db from 5 to 100,000
cycles. Less than 1% distortion at
50 watts. Hum and noise content
96 db below full output—virtually
non-measurahle! Oversize compo-
nents and quality workmanship in
every detail. Includes FISHER
Z-MATIC, at no additional cost.

$159.50

MIXER-FADER ‘- Model 50-M

NEW! Electronic mixing or fading of any two signal
sources (such as microphone, phono, radio, etc.) No
insertion loss. Extremely low hum and noise level. High
impedance input; cathode follower output. 12AX7 tube.
Self-powered. Beautiful plastic cabinet. 01y $19.95

PREAMPLIFIER-EQUALIZER - 50-PR-C
WITH VOLUME CONTROL

Professional phono equalization. Separate switches for

HF roll-off and LF turn-over; 16 combinations of

phono equalization. Handles any magnetic cartridge.

Extremely low hum. Uniform response, 20 to 20,000

cycles. Two triode stages. Fully shielded. Self-powered.

New, Low Price $1 9.95
HI-LO FILTER SYSTEM - Model 50-F

Electronic, sharp cut-off filter system for suppression of
turntable rumble, record scratch and high frequency
distortion— with absolute minimum loss of tonal range.
Independent switches for high and low frequency
cut-off. Use with any high-fidelity system.

New, Low Price $24.95
PREAMPLIFIER - Model PR-6

A self-powered unit of excellent quality, yet moderate
cost. Can be used with any low-level magnetic car-
tridge, microphone, or for tape playback. Two triode
stages. High gain. Exclusive feedback circuit permits
long output leads. Fully shielded. Uniform response,
20 to 20,000 cycles. The best unit of its type available.

only $10.95
Prices Slightly Higher West of the Rockies
WRITE TODAY FOR COMPLETE SPECIFICATIONS

FISHER RADIO CORP. - 21-25 44th DRIVE - L. I. CITY 1, N. Y.
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LETTERS
Continued from preceding page

done such outstanding work in
pioneering along the very lines of
your suggestion that I think they are
worthy of recognition. It is also the
fact thar New York is the Musical
Center.

The only drawback now is space,
and I am informed that definite plans
are in hand for materially enlarging
the space at the library.

Walter W. Clark
New York, N. Y.

SIR:

In the Lippincott First Edition of my
Toscanini and the Art of Orchestral
Performance there are two slips worth
mentioning.

On page 49 the final two lines
should read: “six broadcasts of about
one hour each and fourteen concerts’;
while on page 121 the numbers of
the Rossini overture should be in-
serted as follows: *1sigr and DB-
3541

Both thesc errors have been cor-
rected in the first British edition, |
am happy to report.

R. C. Marsh
Cambridge
England

SIR:

There has appeared in a recent record
release a gross error. We are writing
this in hopes of setting the record
straight to the purchasers of this parti-
cular recording. We are referring to
the Mercury Olympian recording of
the 1812 Overture (MG 50054), and
in particular to the bell effects.

In the spoken commentary ap-
pended to the music, Deems Taylor
makes the statement that the bells
hung in the Harkness Memorial
Tower at Yale University are " . . as
close as it is possible to come, on
this side of the Atlantic, to the sound
of the Kremlin bells. . . .” This is not
quite true. The bell tower of Lowell
House at Harvard University has
seventeen bells, removed in 1930 from
the Danialovsky Monastery in Mos-
cow. They are hung in a stationary
position as is the Russian custom.
Their weight varics from twenty
pounds to thirteen tons, and they
are rung every Sunday. Not only
do the more numerous Lowell House
bells have a wider tonal range than
the Harkness bells, but they are dis-
tinctly Russian in origin.

We submit that the bells of the

HiGH FIDELITY MAGAZINE



Harkness Memorial Tower are defi-
nitely in second place, on this side
of the Atlantic, when it comes to
sounding like Russian bells, and we
sincerely urge Mercury Records to
take note of this fact.

William Day

Edmund Parsons

Robert Wilson

The Lowell House Bell-Ringers

Cambridge, Mass.

SIR:

The galaxy of black diamonds in the
March issue of Mein Lieber Schwann
gives rise to a few thoughrts .

The LP market must indeed be
glutted when so many famous works
and renowned “name” ralents are so
ruthlessly axed on such short norice
OR the plethora of duplications must
have made just selection too difficult
for many a prospective purchaser of
a given title.

Perhaps there is room for one or
more retail outlets specializing in
manufacurers’ remnants, some of
which surely will soon be sought at
premium prices — for, doubtless, more
massacres of the catalogue, will take
place from time to time.

This correspondent, having found
a mere six titles on his “wants” list
now withdrawn can, by dint of haste,
make hay before sunset. How many
others are so lucky?

The European system in the 78 rpm
days was to give about six months’
notice—a system eminently more
fair and one which sometimes brought
sufficient orders to prevent a deletion
until considerably later than planned.

Edward Hill
New York, N. Y.

SIR:
What's what with this blighter Wartt?
As your footnote pointed out, [ have
been using this PU circuit since before
1927 and have practically finished
work on my Trans Ulrimate design.
Why should you rehash all the ob-
solete material by Watr as if he had
originated it? If you want to set
your readers straight, please point out
that Watt’s only contribution was the
introduction of P-matic.

Predecessor D. Resonator

London, England
P. S. T am fortunate to be located in
a 220 volt area where we can use 8
ohm speakers in the PU design, with
76 output tubes instead of 38. This
gives over 1,500 watts peak. Since my

Continned on next page
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MODEL 80-T o MOST ADVANCED PROFESSIONAL TUNER WITH COMPLETE AUDIO CONTROL

Outperforms Them All!

THE SERIES 80

FISHER

FM-AM TUNERS

ERE are America’s onty FM-AM Tuners with TWO meters for micro-
H accurate tuning. Says @ FISHER dealer: “In a rather amazing test,
we logged some 23 FM stations in the greater New York area in.cludl'ng
several over 140 miles distant! All New York FM stations came in with
absolutely no background hoise. Even on weak stations there was no drift.”

— llouse of Music, Southampton, N. Y.

Outstanding Features of THE FISHER Series 80 Tuners

The SO-T features extreme sensitivity (1.5 mv for 20 db of quieting.) » Separflte
;rl\llh:ndo;\f\l front ends, completely shielded a_nd shockemounted. ® Separate tuning
meters for FM and AM a 7z-ohm, plus exrlustve,_b_nlancefi 300-chm antenna }nAD!fts
for increased signal-to-noise rat:o. ® AM selectivity :Idjusl_nhle;_ AM sensitivity
hetter than I microvolt. m Irherent hum non-measurable. m Distortion below 0.049
for 1 volt output. ®m 4 inpu-s, including separate rape playback preamp-equalizer.
m Six record equalization choices. 8 Two cathode follower outputs. m 16 tubes.
(80-R: 13 tubes.) m 8 contrads including Bass, ‘Treble, Volume, Function. Equaliza.
tion. Tuning. Loudness Balince, AFC. m Self powered. a Magnificent appearance
and work.manship. m Crasss Sizv: 123,” wide, 874" dcep less I;nob.s, ()"'lngh
(80-1R: 47 high.) m NOTE: Model K0-R is identical to the abhove. hut ls_desugned
for use with an external mudio controe such as THHE FISHEHR Series 80-C.

MODEL 80-T

$19950

MODEL 80-R

$1695°

MAHOGANY OR BLONDE
cABINET: $7795

MODEL 80-R ¢ FOR USE WITH EXTERNAL AUDIO CONTROL

Write For FULL Details

FISHER RADIO CORP.

21-25 44th DRIVE
LONG ISLAND CITY 1,N.Y.
1
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ENGLAND

THE CENTER OF SCIENTIFIC RESEARCH

.

Makers of the famous Black Box

Model HF25. This new wide-band amplifier, as its
specification shows, represents an outstanding advance in
sound reproduction.

Specification: Amplifier—output 35W. undistorted, 50W.
peak; .M. distortion 25W. 0.5%,, 35W. 0.72%,; response sub-
stantially flat 2— 160,000 c.p.s.; infinite damping factor. Control
Unit—inputs for radio, tape, pick-up (with interchangeable
pick-up compensator plugs), microphone; feedback equalization
networks; bass, treble, filter and volume controls; front panel of
heavy burnished copper.

Price: Amplifier $139.50 ; Control Unit $59.50.

DISTRIBUTED IN THE U.S.A. BY: BRITISH RADIO ELECTRONICS,
1833 JEFFERSON PLACE N.W., WASHINGTON 6, D.C.
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average listening level is about 9/16
watt, I am following true British con:
scrvative design techniques.

SIR:

Paul Affelder’s review of Oistrakh’s
Symphonie Ispagnole [Feb. issuc]
causes me to put in a word for onc
of my favorite recordings. Affelder
states that only Oistrakh’s and Men-
uhin’s recordings of this work contain
all of the five movements. How could
he have overlooked Alfredo Campoli's
brilliant performance (London LL
763), which contains the composer’s
Intermezzo and in addition posscsses
just about the most superb "presence”
and balance between the soloist and
orchestra that I have ever heard in
a recording of a violin concerto?

I can forgive Affelder's overlooking
the aged, but still excellent, Finlandia
by Eckerberg (Capitol H-8138) in his
Sibelius Discography [Nov. 'ss} since
this disk is no longer listed in the
LP catalogue; but I cannot forgive his
slight to Campoli’s masterpiece, for
this great artist has been slighted all
too often by American critics.

Daniel ]. Bendle
Parkersburg, W. Va.

SIR:
My problem is this: I wish to find
out where I may purchase the large
metal record discs which are played
on old fashioned music boxes. I am
particularly interested in getting some
music to be played on an old Regina
Music Box now in possession of my
grandfather.
If you know of any shops, collectors,
etc., would you please (let me know).
M. R. Swisher, M. D.
2119 Central Ave.
Middletown, Ohio

SIR:
I wonder whether anyone knows of a
supply source of cardboard record
covers. They certainly aren’t difficule
or expensive to make, but I can’t seem
to be able to get any as protection for
my club disks, replacement for worn-
out LP holders, etc. Some uniform
design upon which a label could be
pasted (a la Angel “Standard” pack-
aging) would be best. The manu-
facturers have ignored my notes, and
local record dealers use the unsatis-
factory manila sleeve.

George Liptak, Jr.

Linden, N. J.
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5280 feet on every 10%"” reel of PLUS 100

Thanks to its extra thin—extra strong magic
Mylar* base, Soundcraft Plus 100 magnetic record-
ing tape on a single 10% inch reel gives you
5280 feet of clean, rewarding professional sound.
Even on a conventional 7 inch reel, you take
advantage of 2400 fect . . . the recording length
that puts you on a par with the professionals.

With a 3 inch reel, Plus 100 gives you a full
1200 feet of recording pleasure.

The tape recorder expert who really knows his
equipment will insist on Soundcraft Plus 100
magnetic recording tape—the EXTRA, EXTRA
long-play quality tape. Ask for it wherever you
buy hi-fi equipment.

*DuPont Polyester Film
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FOR the past four years the most
literate and informative writing on
the subject of sound reproduction
has appeared in High Fidelity Mag-
azine. Now, for those of you who
might have missed some of High Fi-
delity’s articles and for those of you
who have requested that they be
preserved in permanent form, High
Fidelity’s Managing Editor, Roy H.
Hoopes, Jr., has selected 26 of them
for inclusion in a HIGH FIDELITY
READER. The introduction was
written by John M. Conly.

ALTHOUGH the READER is not
intended as a “layman’s guide” to
high fidelity, it tells you everything
you need to know, and perhaps a
little  more, for achieving good
sound reproduction.

INCLUDED in the READER are
articles by:
Roy E. Allison

Peter Bartk
John W. Campbell Thomas Lucci

L. F. B. Carini Joseph Marshall
Abraham Cohen  Gilbert Plass
Emory Cook R. S. Rummell
Eleanor Edwards  Paul Sampson
Charles Fowler David Sarser
Irving M. Fried Glen Southworth
Chuck Gerhardt  Fernando Valenti
Gus Jose
F. A. Kuttner Harry L. Wynn

ONLY $3.50
I HIGH FIDELITY MAGAZINE
Publishing House
Great Barrington, Mass.

|

|

I Enclosed please find $ . .. ...
Please send me

|

|

. copies of
THE HIGH FIDELITY READER

NAME ... ... ..

(PUBLISHED BY HANOVER HOUSE)

Richard W. Lawton
Theodore Lindenberg

Edward T. Wallace
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ACHMANINOFF the pianist
was unquestionably a titan of
our times and probably the first of the
keyboard giants whose greatness was
representatively captured for all time
in recordings. Rachmaninoff the
composer was an anachronism, a
relic of the age of ultra-romanticism,
whose lush emotionalism is likely long
to enrage tough-minded listeners as
violently as it transports the tender-
minded into sheer ecstasy. Rachman-
inoff the man was—and seems cer-
tain to remain—a baffling enigma.
In the past it was easy to assume
that the mystery of this artist’s person-
ality was deliberately cultivated by
his own implacably maintained reti-
cence and was needlessly enhanced by
the blind worship and even blinder
disregard of facrual accuracy which
have characterized most of the biog-
raphies, at least up to Seroff’s (Simon
& Schuster, 1950). But even now
that we are given what is probably
the closest possible approach to a
“definitive,” soundly documented life,
only the surfaces of the mystery are
satisfacrorily clarified — the basic per-
sonal enigma remains as impenetrable
as ever.

Cerrainly Sergei Bertensson and Jay
Leyda have done their best in the long
labors that went into Sergei Rach-
maninoff: A Lifetime in Music
(New York University Press, $6.50),
and they have profited by the close col-
laboration of the musician’s cousin and
sister-in-law, Sophia Satina, as well
as by access to the Rachmaninoff Ar-
chive at the Library of Congress and
to the memories and records of appar-
ently all surviving colleagues and
friends. The nine pages of photo-
graphs include some fascinating early
ones and scarcely less delightful in-
formal snapshots from the later years.
The detailed documentation is a-
chieved with admirable unobtrusive-
ness (without footnotes) in a fifteen-
page appendix. And there are not only
the usual catalogue of works (some

eighteen pages) and index (some
twenty-six pages), but also a very
model of what a discography should
be (some nineteen pages, prepared
by Philip L. Miller). Moreover, the
writing is straightforward and there
are generous, well-chosen quotations
from Rachmaninoff’s own letters and
those of his family, associates, and ad-
mirers.

I, for one, learned a great deal that
was new to me, particularly about
Rachmaninoff’s childhood and student
years. Yet while the account of his
decidedly strange upbringing and ap-
prentice years (as one of Zverev’s in-
credible ménage of “cubs”) might
provide a psychoanalyst with ample
clues to the complex personality which
evolved, I still have no real clue ei-
ther to Rachmaninoff’s “greatness” or
vulnerable “weaknesses.” Nor, since
no attempt is made to analyze the mu-
sic itself in any depth, have I found
any fresh bases for the evaluation of
its marked aesthetic dichotomies and
contradictions.

Yet the very enigmas which are
sharpened rather than resolved here
make the book itself, as well as its
subject, one of inexhaustible fascina-
tion. And reading it has reminded me
anew of the peculiar yet substantial
personal debt 1 owe to Rachmaninoff.
He was one of the first major virtuosos
I ever heard in person, and his Lincoln-
esque frame and tragedy-ravaged face
gave me my carliest, most vivid im-
pression of the authentic “look of
genius.” For some years I revelled
whole-heartedly in his music, both by
hand and by ear; then, for many more
years, I despised it just as whole-mind-
edly. And, finally, it provided one of
the pivots of my present aesthetic phi-
losophy, which acknowledges that cer-
tain kinds of art which cannot pos-
sibly be respected intellectually still
can be relished —and even “loved” in
one sense — for their uniquely power-

Continued on page 24
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I'd completely lost my hushand . . . but H. H. Scott helped me get him back:

Night afler night he’d be at a neighbor’s listening to Hi Ii. Saturdays he’d be
running to one Hi Fi dealer or another.

Then he started dropping hints like “TITH gives H. H. Scott equipment terrific
ratings . . . and you should see all the awards they’ve won for their engineering!”

I was worried because I figured good hi fi equipment would be way over our
budget ... Then I caught him sncaking in equipment.

“But honey,” he said, “Wait til you hear it! And the amplifier
only cost me $99. 95!

“The last time I heard you were talking nearer $200.”

“I told the dealer what I could spend and he told me the best buy for the price
is definitely H. H. Scott at $99.95. In fact he said the Scott equipment was
better than many other amplifiers and tuners at much more moncy.”

All 1 could think of was a mass of tubes and dangling wires ... butmy
husband just plugged in a few cords in the back. And no tubes show! The
cquipment comes in smart cases that look wonderful on our hookcase.

[ thought the blast of sound I've always associated with hi fi would
keep the kids awake at night . . . but Scott provides a special switch that
keeps in all the fi, even at low volume.

And the music that comesout! You can tell it's an oboe playing ...
not a clarinel . . and when the announcer speaks you think he’s right
in the room.

Yes . . . my husband's lost his heart to his H. H. Scott hi fi .. . but 'm not
going to sue for divorce. Pll have to admit Tlove our hi fi set, too!

“THE -
e
PERFECTIONIST” R
(Model 311) T o Plak -
* Sl
$119.95% Buys the H, H. Scott fighted Lucite dial with big, clear easy-to-read
SUPER SENSITIVE FM TUNER numbers and logging scale, » Signal strength and
With New Wide.Band Circuits tuning meter for precision tuning of weak sta-
tions. ® Separate tape output for off-the-air FREE '
recordings. * Special output for multiplex. = Sen- "
sitivity: 3 microvolts on 300 ohm I[nput for 20
TECHNICAL SPECIFICATIONS db quieting. Output: Maximum audio output 4 New H. H. Scott cataleg and guide to High Fidel-
» Wide-Band circuits allow you to separate sta- volts for 75 kc deviation; low impedance out- ity. Just off the press. ¢ Fill in card opposite
tions so close together ordinary tuners would put. 2 megacycle wide-band detector. 80 db. re- page 122 and get your free copy!

jection of spurious cross-modulation responses.

s righ er them. ¢ Absoluteiy free from
pass right over them o 2 | ’ « Dimensions in case: 1314 x 4%, x 9%,

drift. ¢ Stations stay locked-in. ¢ Exclusive
Scott planetary drive tuning for both quick Beautiful accessory case. .. .. .. ... .. $9.95*
across the band and precision tuning. ¢ Edge- *Slightly higher west of Rockies
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Continued from page 20

ful emotional, perhaps sheerly viscer-
I still think of these
last as appealing primarily to a #os-
talgie de la boue or to a sensual crav-
ing for sweetmeats, but at least I have
learned to accept the real existence of
such appetites and to recognize that
music which gratifies them must be
considered vitally significant when
judged by its own criteria.

But whether you unreservedly ad-
mire all facets of Rachmaninoff, dis-

| dain most of them, or adopt something

like my own scheme of double values,

| he is one of the most provocative and
| disturbing of all musical individual-

| ities

to read —and think — about.
This biography is a good place to start

| re-examining not only him but also

favorite [\'/ [2]2)0)(5[2/s\[}/ in

HIEEIRS QU NI

WITH THE REVOLUTIONARY

) *USING YOUR
FRESENT HI-FI EQUIPMENT

Your favorite TV programs
will come alive with rich,
HI-Fl sound — never before
obtainable in standard TV

reception. e 569.95

0 easily ... and
at low cost

5l *

Buy MUS-ET . . . and prepare to be
envied! In two minutes you can hook
up MUS-ET to any HI-FI amplifier, high
quality AM-FM radio or record player
system. Just set the MUS-ET dial to the
same channel to which your TV set is
tuned and the miracle of HI-FI sound
is yours.

MUS-ET has self-contained power sup-
ply, 13 channel turret-type tuner, IF
strip and low impedance audio output
— operates perfectly with any TV set
and good amplifier system.

If HI-FI is your “hobby” ...

TUN-ET is for you. Now, for the first time, you
can enjoy HI-FI TV sound by adding TUN-ET to
your existing HI-FI equipment operating through
your FM tuner. TUN-ET is inexpensive . .

mee $39.95

self-contained power supply
. is easy to install.

Ask your dealer . . . or write to

. has

one’s own aesthetic preconceptions and
ideals. Clearly differentiated blacks
and whites, oppositions of “good” and
“bad,” and other such facile simplifi-
cations cannot remain long valid in
either the realm of art or that of hu-
man nature.

Another Type of Ambiguity

All Vernon Duke (né Dukelsky)

. has in common with Rachmaninoff is

the circumstance that he too is a mu-
sician, born in Russia, and possessed

| of an even more explicitly split per-

sonality, which in this case is frankly
acknowledged, not to say thoroughly
exploited.  They differ markedly in

| stature, both artistic and personal.

They differ most of all in articulate-
ness, for Duke’s passion for remem-
bering all and telling all is as power-
ful as Rachmaninoff's was for isola-
tion and secrecy. But it is just this
difference which probably would have
made a Rachmaninoff autobiography
readable only by a few friends and
students, while it certainly makes
Duke’s (Passport to Paris, Little

| Brown, $5.00) one of the most absorb-

ing “spillings” of a perhaps-not-so-
“bright,” but definitely “incalculable”
soul I've ever come across in the world
of music.

This response really shouldn’t be.
After all, the adventures of a well-born

| White Russian fleeing the Revolu-

tion to establish a new life in France
and the United States make an old
story. Ditto the memoirs of a serious
composer who enjoys a brief vogue

Continued on page 27
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and then fades into obscurity. Ditto
the account of the (mild) trials and
(largely financial) triumphs of a
Broadway tunesmith. But when all
three are mixed together, spiced with
liberal dashes of venom, sweetened
with a few lumps of hero-worship,
and baked slowly in the oven of total
recall — the resulting  concoction
proves to have amazingly rich flavor
and substance.

This discovery doesn't change my
previous opinions of either the man or
his work, but 1 must admit that |
greedily devoured every one of its
some 484 pages, if not the eighteen-
page double-columned index of names
“dropped” along the way; and 1 rel-
ished especially its cattier gossip (the
portraits of the fantastic Diaghilev and
Koussevitzky entourages and of the
Great Men’s treatment of their com-
poser-protégés are nothing less than
superb!) and its rarer outbursts of
enthusiastic tribute (to Gershwin and
Prokofiev in particular).

Naturally enough, Duke-Dukelsky
has more to say about his own music
than anyone else could or would want
to; but happily he sticks mainly to
the circumstances of its composition
and performance (if any) and does
not try to provide any kind of de-
scription, explanation, or apologia.
His basic subject is himself — perhaps
his most interesting “composition” at
that! And as the non-scrupulous ¢on-
fessions of a multiple personality, his
story holds the reader’s attention with
a magnetic grip seldom encountered
in musical —or any other — autobi-
ographies.

Adoration of the Magus

Now, what a joy it is to turn from
composers whose personalities  or
works leave us at worst disinterested
and at best uncertain, to one who both

as man and artist is so charismatic that

he commands something closely ap-
proaching idolatry! And happily the
first new Mozart bicentennial publi-
cations not only rank right beside the
best of the previous literature (briefly
surveyed in this column last January)
but fill two aching gaps. One is the
first popular, cheap selection of
Mozart’s Letters, edited by Eric Blom
(Penguin, "Pelican” series, 85¢); the

Continued on next page
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HOW DIRECT-DRIVE SAVES YOU
TWICE THE COST OF THIS

THORENS MANUAL PLAYER

WITH PREASSEMBLED TONEARM...

You’d have to spend at least twice as much for a turntable comparable
in performance to the CB-33P Manual Player. Most quality units are
complex in design . .. more costly to make. Just as efficient but far less
costly is the “near-perfection” performance of the DIRECT-DRIVE
system in the CB-33P. A cast-iron frame encasing the Swiss-precision
motor and a mechanical filter act to reduce rumble. Power is trans-
mitted through machined gears which drive the main shaft with
unwavering speed regularity. A flyball governor on this electronically-
balanced shaft provides freedom from undesirable wow. In test after
test the CB-33P maintains a noise ratio of —48db below program level!
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The magniﬁcc_ant TRI-CHANNEL Sound System puts a magic new
world of music at your fingertips . . . a world of pleasure, prestige
and deep personal fulfillment.

To those who judge quality by these values, we offer the opportunity
to lgnow fine music as only a master instrument can reproduce it. We
invite you to join the select circle of true music lovers and audiophiles
who seek the satisfying richness of fine music . . . superbly performed
. . . faithfully reproduced.

*Because of the quality standards employed to obtain the amazing
and unparalleled performance of TRI-CHANNEL Systems, produc-
tion must, of necessity, be restricted. Ask your sound specialist to
contact us today to arrange a demonstration for you. :

TRI-CHANNEL SOUND SYSTEM SPECIFICATIONS

below 25—above 25,000 cps *= 2 db

. variation from 1000 cps level

Intermodulation Distortion___below recordable measurement

Harmonic Distortion_____ negligible

Hum Level down 80 db

Low-pass H.F. Filter 4,7, and 9 kes

Input Selector_ — 12 positions including AM/FM radio, tape
recording and playback, microphone,

. ) 78 rpm and LP records

Enclosure Dimensions____ 43" wide x 25” deep x 31” high

TRI-CHANNEL Sound Matched System, complete with 3 amplifiers, Tone
Colour Control unit, 4 speakers in matched enclosure $795.00

Frequency Response

Informative, independent report on system
performance available upon request.

RCONA CORPORA TION (Electronic Division)
551 Fifth Ave., Dept.H-5, New York 17, N. Y.
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other a collection of “Studies in Criti-
cism and Bibliography,” Mozart in
Retrospect (Oxford, $7.00), by one
of the outstanding authorities of our
day, A. Hyart King.

Surely there is no further need to
repeat myself on the subject of the
Letters or their absolute essentiality
to every serious listener. It is enough
here to spread the good news (for
those previously deterred by the size
or cost of Emily Anderson’s complete
edition) that at last they have easy
access to the very heart of that collec-
tion. For from it Blom has selected
the best of Mozart’s own letters (in-
cluding a few Miss Anderson dis-
covered too late for inclusion in her
three volumes), retained the most
useful of the Anderson annotations,
and added brief running interludes of
his own which skillfully supply the
necessary backgrounds of contem-
porary events. And all this is done
in a handsome pocket-sized paperback
of some 278 pages, for a price which
permits anyone to acquire a literally
priceless treasure for himself —and
indeed encourages every Mozartean
evangelist to scatter it far and wide
as a matchless gift to his friends.

King's essays demand something
other than such unqualified endorse-
ment, for I'm afraid that even among
whole-hearted Mozarteans many po-
tential readers may feel that these are
scholarly studies too specialized for
easy or full appreciation. Well, in a
sense that's true, and I must admit
that some of the bibliographic details
here (say those on autograph scores
and early English editions) must be
of limited concern to most non-pro-
fessionals.

But these constitute only a small
part of a book devoted mainly to the
changes in attitude toward Mozart and
his works over the years, to close ex-
aminations of his melodic idioms and
textural techniques, and to searching
illuminations of less familiar facets of
his genius (in mastering counterpoint,
writing for the clavier, organ, me-
chanical organ, etc.) —all of which
can be richly revelatory to everyone
who has come to know well the music
itself on records. Besides, King is one
scholar who knows not only how to
write clearly and well but also how
t0 communicate his own enthusiasm
for, as well as his vast knowledge of,

Continned on page 32
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“HMeetwood poks BETTER _

appreciates. She can have it any where she
wants it . .. any way she wants it to look.
Early American, transitional or advanced
as manana. And you, proud sir, can enjoy
civilized chairside tuning at viewing dis-
tance, possible on the Fleetwood remote
control models. Something else you'll like,
if you're a stickler for sound quality, is the
way Fleetwoods are equipped with audio
outputs to play through a hi fi system. See
your Fleetwood dealer soon.

+See Tested In The Home Report, October 1955 High Fidelty.
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INSTALLATION

NEW YORK
BUFFALO AUDIO CENTER
161 Genesee Street, Buffalo 3
Phone: MOhawk 1368
THE AUDIO EXCHANGE, INC.
159-19 Hillside Ave., Jamaica 32
Phone: OLympia 8-0445
HOUSE OF HI-FI

605 Plandome Road, Manhasset, L. L.
Phone: MA. 7-1376

ARROW ELECTRONICS, INC.
65 Cortlandt Street, New York 7
Phone: Dlgby 9-4714

ASCO SOUND CORPORATION
115 W. 45th St. (3rd Floor),
New York 36 Phone: JUdson 2-1750

HARVEY RADIO CO., INC.
103 West 43rd St., 1123 6th Ave.,
New York 36 Phone: JUdson 2-1500

HUDSON RADIO & TELEVISION CORP.
48 West 48th St., 212 Fulton St.,
New York

Phone: CI. 7-4907 DI. 9-1192

SUN RADIO & ELECTRONICS CO., INC.
650 Sixth Avenue, New York 11
Phone: ORegon 5-8600

SUTTON AUDIO SYSTEMS
970 First Ave. at 53rd St.,
New York 22 Phone: PL. 3-7224

TERMINAL RADIO CORP.
85 Cortlandt Street, New York 7
Phone: WOrth 4-3311

JERRY FINK CO.
644 Clinton Ave., So., Rochester 20
Phone: BRowning 3503

W. G. BROWN SOUND EQUIPT. CORP.

349 East Onondaga St., Syracuse 2
Phone: 2-8979

AUDIO EXCHANGE, INC.
367 Mamaroneck Ave., White Plains

NEW YORK (continued)
WESTLAB ELECTRONICS
2475 Central Avenue, Yonkers
Phone: SPencer 9-6400

OHIO
AUDIO CRAFT CO.
2915 Prospect Ave., Cleveland 15
Phone: CHerry 1-5560
PIONEER ELECTRONIC SUPPLY CO.
2115 Prospect, Cleveland 15
Phone: SU 1-9410
RICHARD J. SAUER
CUSTOM ELECTRONICS, INC.
1000 South Main Street, Dayton 9
Phone: ADams 3158
CUSTOM CLASSICS
13421 Euclid Ave., East Cleveland 12
Phone: GL. 1-0256
COUNTERPOINT
20971 Westgate Shopping Center,
Fairview Park 26 Phone: ED. 1-6448
R. S. T. LABS
14511 Granger Road, Maple Heights
Phone: MOntrose 2-3213

OKLAHOMA
CUSTOM-CRAFT ELECTRONICS
1314 S. Peoria, Tulsa
Phone: LUther 5-5148

OREGON
L. D. HEATER MUSIC CO.
1001 S. W. Morrison, Portland 5
Phone: CA. 8-8455

PENNSYLVANIA

AUDIO LABORATORIES, INC.
808 Mohican Street, Bethlehem
Phone:; UNiversity 7-3909

PENNSYLVANIA (continued)
DANBY RADIO CORP.

19 South 21st St., Philadelphia 3
Phone: RIttenhouse 6-5686

TEN CATE ASSOCIATES

6128 Morton St., Philadelphia 44
Phone: GErmantown 8-5448

SOUTH CAROLINA

HI-FI SOUND & RECORDS
621-23 Harden Street, Columbia
Phone: 6-3538

TENNESSEE
BLUFF CITY DISTRIBUTING CO.
234 East Street, Memphis 2
Phone: BRoadway 6-4501

TEXAS
MELODY SHOP
466 Pine Street, Abilene
Phone: 4-4848

TOWN NORTH MUSIC CORP.
5328 W. Lovers Lane at Inwood Rd.,
Dallas 9 Phone: ELmhurst 6477

CLIFFORD HERRING SOUND EQUIP.CO.

W. Lancaster at Burnet Sts.,
Fort Worth 3 Phone: FO. 4877

GULF COAST ELECTRONICS
1110 Winbern Street, Houston 4
Phone: JAckson 8-1551

WRYE CO., LTD.
2410 W. Alabama, Houston 6
Phone: JA. 3-7874

UTAH

DAYNES MUSIC CO.

15 East 1st So., Salt Lake City
Phone: ELgin 9-7633

VIRGINIA

AUDIO CONSULTANTS, INC.
76 North Glebe Rd., Arlington 3
Phone: JAckson 5-3355

WASHINGTON
OLYMPIC ENGINEERING CO.
2008 Westlake Avenue, Seattle 1
Phone: ELiot 4650

UNIVERSITY HI-FI SHOP
4111 University Way, Seattle 5
Phone: ME. 6000

WISCONSIN
THE HI-F1 CENTER, INC.
2630 No. Downer Ave., Milwaukee 11
Phone: WOodruff 4-3344

CANADA

PAYETTE RADIO LIMITED
730 St. James Street W., Montreal 3
Phone: UN. 6-6681

TOWER PRODUCTIONS LTD.
342 Gladstone Avenue, Ottawa 4
Phone: CEntral 6-7219

ALPHA ARACON RADIO CO., LTD.

29 Adelaide Street West, Toronto 1
Phone: EM. 6-1591

THE HIGH FIDELITY SHOP
557 Mount Pleasant Road, Toronto *

Phone: HUdson 8-6443
HAWAII
TELCO LTD.

605-607 South Queen Street,
Honolulu  Phone: 50-2964

your Fleetwood’dealer or write: Conrac, Inc., Glendora, Cal



MODEL RT-75

Broaden Your
High Fidelity Enjoyment

3=-speed Tape Recorder

Here is the "home” tape recorder designed expressly for the discriminat-
ing recordist. Capture your favorite or once-in-a-lifetime radio programs
right off the air, and keep these treasured reels to play back directly
through your high fidelity amplifier . . . or through the self-contained
amplifier and speaker in the RT-75 when you're away from home.
The RT-75 operates at three precisely controlled speeds. . .71/, 33/ and
17g ips. At 71/ ips, full wide-range sound is offered . . . both in record-
ing and playback.
At 3% ips, network quality sound is provided with excellent results . ., .
even on music. Record operas, oratorios and symphonies in their entirety
at this speed on a single 1200’ reel! And, for those important business
meetings, the RT-75 is right on the job at 174 ips . . . providing as much
as 8 hours of recording on a single double-play reel.
Tape loading is straight-line, and all controls are conveniently grouped
for single-hand operation. Proper equalization is effected automatically
when the speed selector lever is thrown. A positive push-button interlock
prevents accidental erasure. Three inputs (2 mic and one radio-phono)
are provided, and one mic and the
R < radio-phono may be used simul-
, N taneously. Two outputs . . . one
/ eu N, for auxiliary external speaker and
“ one which by-passes the recorder’s
Sound Systems, Inc. ] output stage to permit use of ex-
$55-57 Marion Road, Columbus 7, Ohio J ternal high fidelity amplifier.
At better high fidelity dealers
everywhere, or request full color
- literature No. 556.
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Those who demand the finest in “living reproduction” always choose Bell
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his  “specialized” subjects. 1 can't
promise that this will be “easy” read-
ing, but T can assure you that it
charts some of the most delightful
avenues I know to the acquisition of
an invaluable and almost encyclopedic
fund of Mozartean information.

Grace Notes

Building Your Record Library. By
way of strictly objective intramural
report: Roy H. Hoopes, Jr., has edited
a collection of “basic lists” from the
scries long familiar in the pages of
HiGH FIDELITY. Some twenty-eight
repertories are represented by over
five hundred recommended recordings
selected and discussed by seventeen
specialists  (drawn mostly from the
magazine’s regular reviewing staff).
These are framed between John M.
Conly’s introductory invitation to “Ad-
venture in Listening” and C. G.
Burke's prescriptions for the Care and
Treatment of LPs. The book over-all
runs to some 247 pages, including an
eleven-page index of composers and
performing artists  (McGraw-Hill,
$3.95).

Radio Handbook. An old-time, close
rival to the somewhat better-known
Radio  Amatenr’'s Handbook appears
currently in its fourteenth edition,
differing from its competitor mainly
in its use of hard covers and somewhat
greater length (761 pages). Designed
primarily for “hams,” it offers com-
paratively little audio material, but
much of the basic electronic informa-
tion, discussion of power supplies and
test gear, and especially the fine final
chapter on “radio” (ie., electronic)
mathematics and calculations will cer-
tainly be useful to any audiocraftsman
(Editors & Engineers, Ltd,, or from
Baker & Taylor, $7.50).

Dance Bibliography. 1 hadn't been
aware of it, but apparently one S.
Yancey Belknap has been indefatigably
engaged for some time in compiling a
monumental (and no doubt valuable,
to specialists) analytical guide to arti-
cles and illustrations in dance periodi-
cals, for here is Vol. 5, covering the
period 1951-52, with an 87-page index
of articles and 38-page index of illus-
trations (typescript reproduction, but
cloth covers; University of Florida
Press, $7.50).
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AS THE EDI

ROM TIME TO TIME this magazine has been accused
of being “against” tape, as a medium of recorded music
and other sonic entertainment. This is a preposterous
thesis if we ever heard one, and we've heard a good many.
Nevertheless, we take some slight pride in the accusation.
Its burthen would seem to be either (a) that we are
troglodytic mossbacks who, out of pure cussedness, oppose
progress in aural delectation or, (b) that we are in
sinister league with disk-record companies, who fear the
onset of tape. We don’t oppose progress; we just have an
uncomfortable habit of scrutinizing it pretty carefully
before starting to cheer. And if we are in sinister league
with anyone, it is not with manufacturers of disk records
or of preamplifiers, but with our readers. The customers.

Perhaps we have irked some people in the tape business
by refusing ever to say, or even to imply, that the prime
component in the new fi-fancier’s first rig should be a
tape recorder. But we couldn’t say it because we didn't
believe it. We still don’t. It remains a fact that in tape
recorders, mechanical and electronic performance com-
parable to that obtainable from disk playback equipment,
costs — face it—a lot of money. Bur we are pleased to
be able at least to qualify this criticism. It appears that
the market is going to offer now a welcome compromise,
in the form of playback-only machines which can combine
ruggedness and reasonable economy. We aren't cheering
yet; but if you can detect a gentle glow of approval up
in the hills, it probably emanates from us.

Inseparable from the problem of the recorder and play-
back machine — especially the latter — is that of recorded
tape repertoire and price. Frankly, until recentdy, we
would not have been able to recommend even a durable,
inexpensive playback machine as a good buy, because
there hasn’t been anything to play on it, except for people
with friends equipped to copy FM programs off the air.
Prerecorded tape has been in scant supply. Most of what
there was wasn't good, either musically or sonically. And
of what was good, much was weirdly assorted — scraps
of Haydn and Hindemith, Aaron Copland and Stephen
Foster. And all of it cost twice as much on tape as it
would have on disks.

Substantial changes are at hand now. We've seen the
catalogues, and we've even heard a few tapes. There is
major stuff coming, and in large quantities. We cannot
say that the companies plan exactly to give their tapes
away. The prices are still high. But we are confident
that as sales mount, prices will come down. They won't
drop to disk level, because it is more expensive to make
a tape-record than a disk-record, but they’ll come down
somewhat.
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TORS SEE IT

All this is by way of calling attention to a new column
we will present from this issue onward. It is titled “The
Tape Deck” and is written by R. D. Darrell, who has long
been a tape enthusiast—a sane tape enthusiast. He
describes his plans and purposes better on page ror than
I could here. Suffice it to say that he will discuss problems
—of the industry and the individual tape fancier— as
well as review recorded tape. (He dislikes the term “pre-
recorded,” and so do I.) How complete his coverage will
be will depend on how rapidly the recorded tape com-
panies begin to act like grown-up businesses. Most do
not do so yet, which is not surprising. They have not
discovered the need to send out release lists, price infor-
mation, and review copies. They have not learned to
package professionally, nor are they aware of the desirability
of jacket notes and instructions. These things will come.

We do not expect the recorded tape to sweep the disk
from the market now, or perhaps ever. The disk is too
convenient, among other things. But there are special
areas where we do expect speedy progress. Stereophonic
recording, in particular, should spurt enormously in popu-
larity when an adequate taped repertoire develops (this is
perhaps analogous to the color TV situation), and when
there is enough standardization to give prospective buyers
adequate assurance. We will keep an eye on developments,
and report them as they happen.

Indeed, a little later in the season, we will offer the
findings of a very practiced eye, that of the noted audio
consultant, C. J. LeBel, who, as vice-president of Audio
Devices, Inc., (tape and disks) probably is better qualified
than anyone else in the nation to write “The Case of the
Tape versus the Disk” — which is why we asked him to

do so.

MEANWHILE, there is a problem, strangely neglected
heretofore, which affects tape only in an industrial sense
but affects your disk music very directly. It is that of
pitch, or speed-control, in recording. Members of this
staff, early this winter, experimenting with a pitchpipe,
a piano, and four new, de luxe albums of a great musical
work, discovered that not one of them, in process from
microphone through tape to disk, had been kept at exact
speed and pitch—or anywhere near it. To discover the
scope and seriousness of this problem, we put to work
a man with the learning, equipment, and interest to
investigate it properly: Fritz A. Kuttner, whose writings
on allied subjects have appeared in these pages. His
detailed report, to run in three installments, begins in June.
We don't know if it will amaze you, but it amazed us.

JMC.
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T IS THE MOMENT of a summer’s day

when the sun, after hours in the south,
suddenly shows in the west and the scent of
evening creeps imperceptibly over the gentle
Sussex countryside. Stroll lazily about the
leafy lanes and you will come, perchance,
upon a herd of cows—not any ordinary
herd for, as you will notice from their in-
tent expressions, these are intelligent, sensi-
tive animals. You seem to catch an inkling
of music, there, just the other side of the
hedgerow. Take another look at the cows.
They are without a doubt the most musically
cultured cows alive, for the fields they graze
surround Glyndebourne and this is the only
opera house in the world where cows can
drop by to listen. Certainly they are outside
the precincts, but what are doors and walls
against the effervescence of Mozart? And if
they do not actually hear the music, they
will sense still the romantic impulse which
brought opera to the Sussex Downs in the
first place and also the sustained artistic
dedication which has made Glyndebourne
the only home of a recognizable operatic
style in the United Kingdom.

John Christie, who was once a school-
master at Eton, married in 1931 a soprano
named Audrey Mildmay, who was then sing-
ing with the Carl Rosa Opera Company. As
a wedding present he decided to build, on
to his sizeable country house at Glynde-
bourne, a theater for the production of
operas in which she might sing. The first

public performance took place on May 28,-

helpful to review immediately the ideals
for which the Christies worked from: the
start. They sought to banish the conception,
which between the wars had again become
prevalent, of opera as a vehicle for virtu-
o0so singing. Their aim was opera as an abso-
lute art form in itself, with equal emphasis
on singing, acting, and orchestral playing, ac-
cording to the Wagnerian principle. Poor
Wagner had to compromise, because singers
with the vocal capacity for his operas fre-
quently lacked the physical appearance im-
plied in their parts; but no such incon-
gruities are permitted at Glyndebourne,
where, by a judicious choice of works (this
was originally limited by the size of the
stage) they make their opera convincing
both visually and aurally.

At the outset they plumped for Mozart. It
was an encouraging coincidence that his
operas not only offered them boundless scope
in the field on which they wished to concen-
trate in their crusade for a balanced mu-
sical stage work — namely, clearly charac-
terized roles, singable melodies, and glowing
opportunities for the orchestra— but were
also rich in the light soprano parts, notably
Susanna and Zerlina, which came easily
within the compass of Audrey Mildmay's
delicate voice and which suited her temper-
ament as an actress.

The plan then was for opera purified and
revived by a balance of the dramatic, the
vocal, and the orchestral elements. The me-
dium through which this could be attained

Opera on the Sussex Downs

Time stands still, and music veigus, in Britain’s lovely Glyndebourne.

by A. R. P. WRATHALL

1934, when the Marriage of Figaro was given
to a sceptical audience in an auditorium of
three hundred seats. Since then a succession
of significant achievements has raised the
Glyndebourne Opera to the highest plane of
festival music-making. Today it attracts
professional musicians and discriminating
opera-lovers by virtue of its stylistic integ-
rity while, for less exalted reasons, the
charming and unorthodox ritual which is an
evening in this enchanted place makes a visit
one of the fashionable diversions of social-
ites during the London season.

Lest it should be thought that the success
of Glyndebourne has been the fortuitous
outcome of a rich man’s whimsey, it will b=

was the ensemble, whose members rec-
ognized the majesty of the total perfor-
mance in relation to their individual
contributions. This policy excluded the tem-
peramental artist with an independent streak
and countenanced no protocol, either on or
off the stage. Likewise, the producer, con-
ductor, and stage designer, in directing the
ensemble, also had to work with a common
purpose. It is still the custom that conduc-
tors and the producer stay in Christie’s
house during the season, while the singers
— whatever their standing — the orchestra,
and the technicians are quartered in the
neighborhood. This rule has created an un-
strained, friendly atmosphere in which re-
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hearsals can proceed apace and smoothly. The peaceful
Sussex Downs are, besides, infinitely more conducive to
the re-creation of beautiful music than the wilderness of
an urban opera house. Finally, in the midst of it all, there
has been the moving spirit of John Christie and, until her
death in 1953, of his wife. Theirs was the dream, but in its
realization they were helped by two outstanding men of
opera, Fritz Busch and Carl Ebert.

At the time when Busch was asked to take charge of
the music at Glyndebourne he was little known in England,
though in Europe he had a peerless reputation. He came
from a musical family —the violinist Adolf Busch and
the Cellist Hermann Busch being his brothers—and up
to 1914 he learned the standard orchestral and choral rep-
ertoire, first at the Cologne Conservatory and then as 4a-
pellmeister in various German towns. After the war he be-
came musical director at Stuttgart, where conducting opera
was included among his artistic duties. While he doubted
at first that opera could ever mean to him as much as ab-
solute music for orchestra and for chamber groups, he
worked to extend the range of his company. He was fortu-
nate in that the restlessness of the postwar era had awak-
ened public interest in new or neglected works. His years at
Stutegart saw a Verdi revival which spread throughout Ger-
many, and the operas of composers like Pfitzner and Hinde-
mith were often mounted. Busch became aware of the im-
portance of the producer in opera and he also developed an
interest in experimental lighting and stage effects.

Then he moved to Dresden, a more sophisticated, if
complacent, city boasting a lively musical tradition, an or-
chestra of 130 pieces, and a beautiful opera house contain-
ing the latest technical equipment. Busch
stayed there ten years. Strauss and Busoni
entrusted their latest works to him; he
introduced Menuhin to Germany at a
Dresden concert; he visited America als
gast; he conducted at Bayreuth. Yer, so
far as opera was concerned, Busch never
found a producer with both the imagina-
tion and the unqualified authority to re-
vive standard works by means of a vital,
new approach — never, that is, until he
worked with Carl Ebert on Dije FEni-
fiibrung aus dem Serail ar Salzburg in
1932. There followed, at Ebert's opera
house in Berlin, a fabulous production of
Un Ballo in Maschera and each man had suddenly found
the artistic partner with whom plans for refurbishing opera
could be carried through.

Busch was instrumental in bringing Ebert to Glynde-
bourne, when both left Germany because their conception
of art could not be reconciled with the cultural schemes
of the Nazis. Hitler sent for them to return, but in vain,
for they had found personal liberty in England and an
artistic sanctuary at Glyndebourne.

Ebert had worked with Max Reinhardt, the foremost
German exponent of Stanislavsky's theory that an actor
must live with his part. Ebert was himself an actor and
producer, and had founded an academy of dramatic art in
Berlin. As a schoolboy he feasted on music purveyed by
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Sena Jurinac in Ariadne.

Nikisch, Weingartner, Walter, Strauss, and a multitude
of celebrated performers. At Darmstadt he controlled,
for four years, opera, drama, and concerts given con-
currently in two houses. In 1931, he was called to the
municipal opera in Berlin as artistic director and general
administrator — an extraordinary tribute to his powers. He
remained there until his resignation.

Thoroughly grounded in the mechanics of the theater
and sensitive to the best in the traditional and modern
styles, Ebert was splendidly equipped for his part at
Glyndebourne. Since 1934, he has founded the Turkish
National Theater and Opera, and dramatic schools on two
continents. He still produces opera in Europe, but gives
Glyndebourne pride of place and returns annually. In the
case of Stravinsky's Rake's Progress, Ebert was responsible
for the world premiére at Venice and subsequently took
the work to Glyndebourne. He often joins in performances
of Die Entfithrung as Selim.

After high summer in Sussex, the operas are frequently
taken to the Edinburgh Festival (though not this year
as the season extends to August, in honor of Mozart).
In 1954 they went further afield. Ebert was appointed
Intendant of the Stadtische Oper in West Berlin and,
knowing the local temperament to be imaginative but solid,
he prepared his patrons for a leavening of their diet by
giving the Glyndebourne Cenerentola twice before his
repertory season started. It was a delightful shock for
them, a piece of glittering thistledown making a myth
of operatic gravity. Berlin in an evening remembered
that opera buffa is legitimate opera, and the welter of
curtain calls revealed appreciation of both the delicious
ensemble and the exquisite delicacy
of the production as a whole. (I
have mixed my metaphors madly here;
the 'sq Cenerentola still produces the
unsettling effect of sheer dazzlement.)

Another personality connected with
Glyndebourne, also from the earliest days,
was Rudolf Bing, the present director
of the Metropolitan. For two seasons
he was the foreign agent; then he
became general manager. All the way
through to 1949, when Bing left, Glynde-
bourne was controlled by the Christies,
Busch, Ebert, and Bing.

Twenty-three different  operas  have
been produced, including the seldom-given original ver-
sion of Ariadne. Many have appeared several seasons
running and Cosi fan tue this year will be the fourteenth
production of the opera that was Fritz Busch's favorite.
Glyndebourne was forced to close its doors in 1940 after
John Gielgud had mounted The Beggar's Opera ( Audrey
Mildmay was Polly and Michael Redgrave, the actor,
sang Macheath) as a patriotic rejoinder to the drone of
bombers from another opera-loving nation which passed
overhead using the house as a landmark, without under-
standing the full import of the liberty thus taken. In 1946
the cobwebs were swept away by Britten's Rape of Lucretia,
given again in the following season that was half Glynde-
bourne and half the English Opera Group.
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These two works aside, Carl Ebcrt produced every opera
at Glyndebourne until his son and pupil, Peter, first Hew
solo with Busoni's brief and lively Arlecchino,* the path-
finder for Ariadne in 1954. This year is all Mozart; Ebert
senior produces four operas and his son takes charge of
Die Entfichrung and Don Giovanni. The tradition is being
handed on, but Carl Ebert is still, as ever, producer-in-chief.

This goes some way toward explaining how Glynde-
bourne has built up a personal style of its own. Year by
year, therc was continuity as well as progress in Ebert’s
approach to the problems of production. And there was
Busch, always, on the rostrum, and between them they
fitted newcomers into existing productions withour dis-
rupting the ensemble. To have worked with them on a
new presentation — for instance, Alacheth, which, in the
fifth season (1938) was the first non-Mozart work heard
at Glyndebourne — must have been an inspiring experi-
ence. Each man brought to his work not only an intel-
lectual wisdom and an interpretative imagination but also
a humanity deepened by pain over the tragedy of Germany.
Since Fritz Busch’s death in 1951, the same understanding
has to a varying degree been reached between Ebert and
other conductors; perhaps most beneficially, through the
agency of Rossini, in Cenerentolu, 1l Barbiere, and Le
Comte Ory when Vittorio Gui conducts. There is certainly
time enough for producer and conductor to get acquainted.
Two seasons ago, six operas were given, of which three
were revivals with an almost idenrical cast of productions
from the previous year. All the singers knew their parts
before arriving, yet the three-hour rehecarsals numbered
221, no less. In the light of such industry, the price of
six or nine dollars a seat is chicken feed.

Many people no doubt first encountered Glyndebourne
through the records made by the 1936 cast. The recordings
admittedly sound dated, but the performances have a
positive value which is more than mercly historical. Com-
pare the rccent recorded versions of Don Giovanni with
the earlier Glyndebourne, now more enjoyable still on
LP. The new recordings carry star-spangled casts and many
are their vocal and orchestral felicities, but one gets an
impression of each-musician-for-himself, which may suit
some tastes, but not mine. The quicet, poised assurance of
the Glyndebourne set seems, however, to go deeper into
the work. Audrey Mildmay, Brownlec, and Von Pataky
sing winningly and act with their voices, while in the
menacing Or sui chi l'onore, taken by Busch at a stately
pace, Ina Soucz compels one to believe that she is out
for blood.

The standards which are set at Glyndebourne have been
amply discussed already. Suffice it to say that they are
maintained so that, as the opera proceeds, in an evening
at Glyndebourne, the confidence of the performers in onc
another communicates itself to the audience. There is no
stiffness in the doings. Onc is a guest being cntertained
by Mr. Christie in his own home.

Earlier in the afternoon, one’s fellow-listeners in evening
dress, had left London by special train for Lewes, county
town of Sussex and rich in historical associations back

to William the Continned on page 123

*Premiered in Dresden under Busch.
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Scenzs . . . in the gardeus, and from Rossini's Comte Ory.
On the terrace . . . the late Iriiz Busch, fownder Jobn

Christie, Carl Ebert, and general manager Moran Caplat.
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KRONBORG CASTLE, DENMARK. FRANCES A. NEWBURY

Summer Music in Europe -- 1956

by Joan Griffiths

THIS SUMMER, in Europe, she —and he —
shall have music wherever they go. The
fortunate ctraveler by private car who dares
to forgo the highways for the byways will
find all kinds of delights for the ear—
and for the eye too — in such folk spectacles
as the midsummer night celebrations in
Scandinavia with the great bonfires burning
along the dramatically beautiful lakes and
fjords during the spectacular sunlit Northern
night; in the vividly colorful local feast days
of the Catholic countries with their proces-
sions, singing, and dancing in honor of vil-
lage patron saints; and everywhere, from
cathedral to mountain chapel, in liturgical
music of endless variety. This listing is by no
means complete; the tourist in Iceland, in
Luxembourg, in Yugoslavia, and in the new-
ly glamorous principality of Monaco will
hear sweet strains, often indigenous ones,
there too. And every prospective traveler
should, as the brochures say, consult wich his
travel agent or with the official government
rourist bureau of the country concerned for
specific dates and places, and for details on
such essential matters as costs, accommoda-
tions, etc. An invaluable source of such infor-
mation and a veritable fountain of helpful
hints is the office of the European Travel
Commission. 295 Madison Avecnue, New
York 17, New York. To the traveler, we
wish a most hearty bon royage; and on the
stay-at-home (like ourselves) we bestow our
benison and hope that this compilation may
spur his will next year to hear the flutes of
Arcady.

SCANDINAVIA

Earliest in the season of the European summer musical
festivals is the Scandinavian Festival which is planned
to take advantage of the period (May 17 - June 18) when
the northern days are at their most brilliant and stretch
longest into the night.

In Denmark, at Copenhagen and nearby, from May
17 through May 31 takes place the Royal Danish Ballet
and Music Festival. The Royal Danish Symphony and other
orchestras will perform at the new Concert Hall of the
famous Tivoli Gardens and at the Radio Broadcasting
House. The Royal Theatre Opera will offer Die Zanberflite
and Le Nozze di Figaro. On May 20 at Frederiksborg
Castle Church (Hiller¢pd) Finn Vider¢ will present a con-
cert on the famous 1610 Compenius organ. On May 26
in the afternoon Mogens Weldike will lead a concert
by the Copenhagen Boys' Choir in the Maria Church at
Elsinore; and in the evening at the ancient Kronborg
Castle (where legend has it Hamlet debated whether to
be or not to be) the Hafnia Octet will play works of
Mozart and Carl Nielsen on a program which will also
offer cembalo music by Herman D. Koppel and Shakespeare
songs by Niels Brincker. On May 29 in the garden of
the Museum of Arts and Crafes the wind section of the
Royal Symphony will present a serenade concert including
works by Mozart, Stravinsky, and Hindemith. The visitor
to Denmark later in the season (June 15, 16) will have
an opportunity to hear and see the 3,500 participants of
the International Workmen's Song Association in their
choir meeting at Aalborghallen in Aalborg. And July
12 - 16 are chamber music weeks, when the best-known
Danish ensembles perform at Hindsgavl Castle at
Middelfart. Travelers in Denmark who had the opportunity
of seeing in America members of the Royal Danish Ballet
in their appearances here last year will look forward to
seeing the whole corps de baller during the festival season.

In Finland the Sibelius Festival will be held in Helsinki
from June 9 to June 18, with programs being given by
the British Broadcasting Corporation Symphony Orchestra
and various Scandinavian aggregations. The International
Song and Music Festival will take place at Turku (June
29 - July 1) with three thousand singers expected to
participate.

Norway holds its Bergen International Festival, May
25 - June 7. There will be presented orchestral concerts
by the Bergen Symphony Orchestra conducted by Carl
Garaguly and the BBC Symphony Orchestra under Sir
Malcolm Sargent, with music ranging from Mozart to
Khatchaturian. Concerts of Sacred Music with the Islandic
Choir  (Karlakér Reykjavikur) conducted by Sigidur
Thordarson will also be given. Boris Sirpo will direct
concerts by the Little Chamber Orchestra; and recitals of
the music of Edvard Grieg, with a variety of soloists, will
as usual be presented at Grieg's’own home “Troldhaugen.”
One of the unique features of the Bergen Festival will
be the performance of the first concerto ever written for
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the Hardanger fiddle—a Norwegian instrument — com-
posed by the Norwegian Geirr Tveitt.

This year’s music festival in Sweden (June 3 - 13)
will have among its visitors a particularly distinguished
lady in the person of Queen Elizabeth 1I of England, who
with King Gustav Adolf and Queen Louise is expected
to attend the concerc of the BBC Symphony Orchestra
under Sir Malcolm Sargent at the Stockholm Concert
House on June 13. Ordinary citizens with fewer official
engagements will, however, have much greater opportunity
than the Queen to satisfy their desire for music, both
ancient and modern. The BBC orchestra will give two
performances, the first on June 12 devoted to the work
of Sibelius and the second including Benjamin Britten’s
Young Person’s Guide to the Orchestra. A program of
eighteenth-century opera, drama, and divertissement will
be presented at the Drottningholm Theatre — Mozart’s La
Finte Semplice, Pergolesi’s I/ Maestro di Musica, and ¢x-
cerpts from eightcenth-century Italian opera by the singing
group [ Cadetti della Scala Milano being among the
features planned. Chamber music will be performed in
the House of the Nobility, the Waldemarsudde Palace of
the Painter-Prince Eugen, the Royal Exchange, the National
Art Gallery, and the Museum of History. At the Royal
Opera House entirely new productions of Figaro, Die
Zanberflote, and Die Meistersinger, as well as the Swedish
opera Singoalla, will be staged. Performances of ballet
and drama will also mark the festival.

During the same period, the International Society for
Contemporary Music will also hold its world meeting in
Stockholm. As part of its program, the Socicty will offer
twenty-seven compositions from nineteen countrics, includ-
ing two works by Swedish composers, Roger Sessions’ [dyll
of Theocritus, and a piano concert by the American Alexei
Haieff.

THE BriTiSH ISLES

The most spectacular musical event in England during
the summer months is almost certainly the Glyndebourne
Festival which A. R. P. Wrachall discusses elsewhere in
this issue. But in the lovely English countryside music of
a different sort may be heard in many places: at Aldeburgh
(June 16 - 24) which offers a festival of music and
other arts; at Haselmere (July 14 - 21) where carly music
will be celebrated; at Shrewsbury (August 15, 16) wherc
a music and floral féte will be held; and at Gloucester
(September 2 - 8) where the Three Choirs Festival will
take place. And those particularly interested in choral music
will not wish to miss the Welsh eisteddfods. at Llangollen
(July 10 - 15) and, later, at Aberdare (August 6 - 11

Before the peak of the tourist season is reached (May
6 - 21) there is held throughour all Ireland the festival,
An Téstal, offering an extremely varied program of cultural
and sporting events. Of special interest to the music-sceker
might be the International Choral Festival at Cork and
the Festival of Grand Opera at Dublin. For the out-of-
season visitor at the end of the summer, Ireland also
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offers the Wexford Festival of Music and
the Arts, (October 28 - November 4),
which includes orchestral concerts, opera,
and drama.

In Scotland, the Tenth International
Festival will be held at Edinburgh, from
August 19 to September 8, providing per-
formances of opera, chamber music, orches-
tral music, drama, and ballet. Among the
more interesting productions scheduled are
the first British performance of Stravinsky’s
Oedipus and Mavra and that of Cornelius’
Der Barber von Bugdad, by the Hamburg
State Opcra. Die Zauberflite and Salome
will also be presented. The Royal Phil-
harmonic, the Boston Symphony, The BBC
Scottish Orchestra — under Beecham, Munch
and Monteux, and lan Whyte respectively
— will also appear. Soloists will include
Dame Myra Hess, Casadesus, Curzon, and
[saac Stern. Devotees of the dance may sce
there the Sadlers Wells Ballet and the
Ram Gopal Indian Baller, while cinema
addicts take time out for the famous Edin-
burgh film festival. A spectacular military
tattoo will be staged within the precincts
of famed Edinburgh Castle, floodlit for the
occasion, featuring the pipe-and-drum corps
of noted Scottish regiments, massed military
bands, and authentic Highland dancing.

CENTRAL EUROPE

In Germany this year there will be about
two hundred Mozart festivals celebrated
(se¢c HiGH FIDELITY, January 19s56), one
of the more intcresting to takce place in
the baroque city of Ludwigsburg, in one of
the most celebrated German Rococo palaces.
Karl Miinchinger  Continued on page 114

Chamber music concerts will be played in
Grieg’s house, "T'roldbaugen,” near Bergen.



Is this the ticeeter in vour future?

The Electrostatice Speaker

by JOHN H. NEWITT

Mr. Newitt, an M.1L'T. researcher best-known as author of High
Fidelity Techniques, here describes and evaluates the American
examples of today's most revolutionary loudspeaker development.

T IS RARE indeed that one has the opportunity to

introduce something really new. The basic idea of
the electrostatic speaker is not new, although the embodi-
ment of the electrostatic principle in a practical engineering
design of high fidelity character is very new. The principle
of operation, the construction, and the operating require-
ments are entirely different from those of the dynamic
speaker. About the only thing that the electrostatic loud-
speaker has in common with other loudspeakers is that
as an end result it sets particles of air in motion to produce
sound. Even the diaphragm, if we may call it that for
the moment, is quite unlike that in conventional loud-
speakers.

When we compare an entirely new type of loudspeaker
with an established system, many new considerations will
be injected into such a discussion sooner or later. Without
a basic understanding of both systems, and of the relative
advantages and disadvantages of cach, the average non-
technical reader would be beset by a seeming series of
contradictions. The following is intended to enlighten him
without getting him involved in the highly technical engi-
neering details.

Only a few ways are known in which electrical impulses
can be changed into sound waves. Very basically, of course,
the loudspeaker form of transducer must make use of an
electric motor, if the term is not confusing. This motor,
instead of rotating, must produce mechanical thrust-and-
pull motions which correspond closely to the electrical
impulses supplied to it. If the resultant motion is utilized
to set particles of air in motion, sound will be produced.
Since the moving parts of the motor—the voice-coil
assembly —are usually small, it is customary to have the

Pickering's tweeter radiates from a single curved diaphragm.
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mortor actuate some large-surfaced device, such as a dia-
phragm, which can act on large quantities of air. Fidelity
in such a device is the measure of accuracy with which
the mechanism (including the whole of the diaphragm)
follows the applied electrical wave-form. If equal units of
diaphragm movement are produced by equal units of
electrical energy, a linear condition exists and distortionless
sound will be produced. There are many reasons why good
linearity is nos realized in practice, particularly with in-
expensive units.

To evaluate a particular loudspeaker design for high
fidelity purposes it is important to first examine the factors
which could adversely affect linearity, and then to see
just what has been done to correct them. To begin with,
the voice coil of the dynamic speaker must always operate
in a homogenous flux field if the mechanism is to respond
in a linear manner.

There are also purely mechanical hazards. If the dia-
phragm of the speaker is too flexible, the outer portions
of it cannot follow the rapid motion of the voice coil at
higher frequencies, and a common condition known as
“breakup” will then exist. Breakup means that the dia-
phragm is vibrating in two or more modes (different
portions of the diaphragm are doing different things),
and such a condition gives rise to distortion. If the
diaphragm is made heavier and thicker to resist breakup,
the high frequency response will be impaired since the
cone then will be too heavy to be able to vibrate at high
frequencies. Because of this and other such limiting factors,
a single loudspeaker structure cannot usually be made
to cover the complete audio range while maintaining ex-
tremely low values of distortion.

The dynamic speaker’'s movement comes from the re-
action between the varying magnetic field in the voice
coil and the constant magnetic field around it (from the
speaker’s magnet). The resulting movement is inherently
linear. Similarly, the push-pull electrostatic speaker utilizes
a constant bias which establishes an electrostatic field
against which the signal component can react. (This I
will explain later.) The constant fields in both cases are
the basis for the inherent linearity of the devices.

While both the dynamic speaker and the electrostatic
mechanism are inherently linear, some differences do exist
from this consideration onward. The dynamic speaker
mechanism must usually drive its diaphragm from a single
point, and this gives rise to the possibility of breakup,
as previously mentioned. The electrostatic speaker consists
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of a diaphragm suspended betwcen two electrodes, the
latter being in the shape of grilles or screens, permeable
to sound. Thus the electrostatic speaker drives its dia-
phragm uniformly over its entire surface, and there is no
likelihood of breakup in a properly designed unit. From a
practical standpoint, the electrostatic speaker seems to be
unsuitable for reproducing frequencies below about 500
cycles, because of the fact that large amplitudes of dia-
phragm-movement are required at low frequencies, and
this involves serious electrode spacing problems. The dy-
namic speaker, on the other hand, is remarkably well
suited to low frequency reproduction. Its distortion can
be held to negligible values when it is operated below
one or two thousand cycles. Further,. it is well adapted
to handle large amounts of power (most audio power in
music is in the bass range) since it can move through
large excursions with excellent linearity. The dynamic
speaker runs into serious difficuliy only in the middle
and high end of the audio range.

To appreciate fully the advantages of the electrostatic
design, it might be well to consider some of the problems
inherent in the dynamic tweeter. To produce high fre-
quencies and to avoid breakup, a small stiff diaphragm is
required. Small diaphragm surfaces unfortunately represent
a small radiation surface, and to put forth real volume,
either several direct radiator units must be used or some
acoustical amplifying device be employed—a horn, for
instance. Horns have been almost universally accepted
as tweeter components. The horn structure acts as a
“coupler” between the very small diaphragm of a dynamic
driver unit and the air of the room. The mouth of the
horn represents the effective radiating surface (acts like
a large diaphragm), while the actual moving structure may
be confined to the small opening represented by the throat.
The diaphragm of the horn driver unit sometimes consists
simply of a disk or dome covering the end of the voice
coil, and is small enough so that it can be very stiff and
yet quite light in weight. While this structure will certainly
avoid breakup with good design, other difficulties do
arise. The horn structure is subject to acoustic cancellations
in the throat area unless all portions of the diaphragm
surface are equidistant from the opening of the throat.
It is difficult to eliminate such cancellation entirely,
although much has been done ¢by the use of annular
acoustic plugs) to tuy to keep the diaphragm-to-throat
spacing reasonably even over the range. Some of the
better tweeter horns embody a remarkable job of compen-
sation, but there are many tweeters that should rightfully
be called "screechers,” since they radiate sound intensely
at several discrete frequencies over their range of operation,
with little output at intermediate points.

With the electrostatic speaker, smoothness of response
is inherent. The diaphragm is in reality a very thin
membrane, so light as to have virtually no reactive force
whatsoever. It is not connected to any heavy motor struc-
ture but is merely suspended from a frame and driven
directly by electrostatic force. Mechanical problems of
massive moving structures and stiffening to avoid breakup
are non-existent. In fact the device operates almost as if
it had no diaphragm, but were simply pushing the air.
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Four separate radiating cells are used in the Janszen 1-30 unit.

It is never operated near its major resonant point, so this
factor is not of concern.

The electrostatic speaker is actually, then, a direct radi-
ator of large diaphragm surface, which is not subject to
breakup or resonance effects over its intended range of
operation. The units ['ve seen have, in fact, an exceptionally
smooth response over the very wide range of 500 cps to
above audibility.

A review of the foregoing data leads one to the con-
clusion that a dynamic woofer and an electrostatic tweeter
should form a most desirable combination, and I think
this is true. I cannot comment on British electrostatic
woofers, since, though I have heard well of them, I have
not seen one yet.*

The blending of the electrostatic tweeter and the dy-
namic woofer into a system naturally requires that they
have approximately equal output, so that balance can be
maintained. Fortunately, the type of electrostatic speaker
described in this article very closely matches the output
of some present day high quality woofers.

For the best direct match, leading manufacturers recom-
mend the use of a good low efficiency woofer. Low efh-
ciency in a woofer commonly implies heavy mechanical
damping and a broadened and smoothed response in the
lower audio range, around the vicinity of mechanical
resonance. Damping in a loudspeaker acts to reduce the
severity of the peaks and valleys in the response charac-
teristic at low frequencies and, in addition, acts to extend
the range of uniform response. In particular, it makes
the speaker less responsive at resonance and more re-
sponsive to adjacent frequencies. With the electrostatic
speaker it is important that the woofer have a very smooth
response from 1,000 cps to the very low end of the range.

*We shall print a report on one British all-range electrostatic speaker system
in June. 5
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Generally, it might be stated that a speaker system does
not necessarily have to have a flat characteristic, but it
should have a smooth one. A gradual rising or falling
characteristic is easy to compensate for electrically. If the
rising or falling characteristic over the range of operation
is not smooth, and is beset with many peaks and valleys,
compensation cannot be made.

HE ELECTROSTATIC SPEAKER is essentially a form

of capacitor, or electrical condenser, while the dynamic
speaker is essentially an inductive contrivance. The former
is a high-voltage low-current device (a voltage-operated
device), whereas the dynamic speaker is a low-voltage
high-current device (a current-operated device). This
means that the impedances of the two are vastly different,
and matching to an amplifier may involve problems.

If we are to make a loudspeaker which is basically a
capacitor, we must provide certain features which are not
normally present in commercial capacitors. One such re
quirement would be that one of the plates be elastically
suspended so that it could move under the influence of
the electrostatic force set up by the signal. The dielectric
(insulation between the plates) in such a device will be
mostly air—space in which movement can take place.
A single-sided design (a single fixed plate and a movable
one) was employed in the early days of radio, and its
shortcomings led to the present design, in which a movable
plate (the diaphragm) is placed midway between two
fixed plates. Such a system operates in a push-pull manner.
The electrical arrangment for such a structure, for whoever
may be interested, is equivalent t0 two capacitors connected
in series. This then comprises a three-wire device where
the center connection (movable plate) is common to the
other two. For high fidelity results it was not only necessary
to resort to a push-pull structure, it was also necessary
to provide an operating bias in order to create a homo-
genous static field against which the signal component
could react.

In the case of our push-pull capacitor, the outer two
plates must be of an open-mesh construction if sound is
to escape. For good efficiency, the mesh sections of the
two outer plates must be carefully aligned (ro give maxi-
mum capacity for a given spacing) and they must have
highly plane surfaces which are exactly parallel, to insure
even action over the diaphragm surfaces. This is a manu-
facturing problem and has been solved —in the tweeters
I have seen —so that no adjustments are required during
the life of the device. In a typical electrostatic cweeter
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unit (see illustrations) it can be seen that the open
mesh plates are formed by fixed grids of wires. The center
movable plate is a thin plastic membrane which has been
given a conductive coating. The movable plate is clamped
at the edges, leaving its whole area free to vibrate. This
makes a three-wire sound cell. In the Janszen rweeter,
four such cells, together with a bias supply, matching trans-
former, and attenuator control, make up the complete
tweeter unit. Efficiency considerations dictate that the
plates should be spaced as close together as possible,
without having them touch and without having the move-
ment of the center plate restricted at its maximum expected
excursion. For reasons previously given, a high voltage
DC bias is required. If the wires of the stationary plates
were bare under such conditions, arc-over and ozone
generation would be a problem. In order to obtain the
advantages of close spacing, and to avoid the disadvanrages,
the wires are insulated.

In the bias connection, both sides of the cell receive
continuing and equal charges. The signal, however, is
connected across the cell in such a way as to “push” from
one stationary plate and “pull” from the other. With the
static field present, as provided by the bias, the signal can
act against the established field.

In this manner, non-linearities which might result from
the changing proximity of the plates will not be present.
When precision manufacture is employed, the static field
will be homogenous and the force exerted over all portions
of the diaphragm will be even and equal. Under such
conditions, exceptional linearity will be obtained over a
wide frequency range.

A surprisingly pleasant characteristic of the electrostatic
unit is its frequency response characteristic along the axis.
The response curve shows rising response over most of
the frequency range. The resistive nature of an electrostatic
radiator means that constant input voltage will produce
constant acoustic output level over the range. If we recall
that the polar radiation pattern of a loudspeaker tends to
narrow when the driving frequency is increased, the con-
stant acoustic output of the electrostatic unit will be con-
centrated into a narrowing beam, increasing the response
on axis by 6 db/octave. A dynamic speaker’s total acoustic
output falls off as the frequency increases, so concentration
of izs output on the axis produces a flar axial response.

The rising axial response of the electrostatic system is
an advantage rather than a disadvantage, since it overcomes
the tendency for highs to be more readily absorbed when
sounds are reflected within a room. Listening tests have
not indicated the need for further treble attenuation, but
when needed it is readily available from a treble tone
control.

No chain is stronger than its weakest link. An electro-
static tweeter will not make a bad system into a good one.
The associated equipment must measure up to the tweeter.
Of woofers I have spoken already, I hope not too severely.
It must be remembered though that some very excellent
woofers have concentrated on problems existent at a few
hundred cycles up to several thousand, to the neglect of
the very low range. While these fine woofers certainly
have their place, they Continued on page 126
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by Roland Gelatt

ISAAC
STERN

The Rise of

an American Virtuoso

MONG POSTW AR developments in the field of mu-
sic, none has been more arresting than the sudden in-
ternational recognition of performers trained and matured
in the United States. Throughout the world — whether it
be at a recital in the Salle Gaveau, an orchestral program
at the Vienna Konzerthaus, or a performance at the Teatro
San Carlo—our singers and instrumentalists are playing
with a high degree of competence to audiences disposed
to accept them not as American musicians but simply as
good musicians. Isaac Stern, a stocky and marvelously self-
possessed violinist in his mid-thirties, is by far the most
sought-after and peripatetic member of this considerable
group. To a good many people here and abroad he is the
successful American musician incarnate. Recently his starus
as our best-known musical property was further strength-
ened when the Soviet Ministry of Culture invited him to
undertake his current five-week concert tour of the USS.R.
Whether he deserves this rather extreme distinction,
whether he or another represents most worthily the success
—artistic or financial —to which American musicians
now may aspire, are of course legitimate and arguable
points. But there is no controverting the plain facts of
the case: Stern has traveled more miles, given more con-
certs, made more money, and won more praise than any
other American-trained musician of his generation.
Stern's all-American background is qualified by only
one detail: he was born in the town of Kriminiesz on the
Soviet side of the Russian-Polish border. He did not re-
main there long. At the time of his birth, July 21, 1920,
this area was embroiled in a volitant civil war, and his par-
ents escaped from it as soon as they could. They had both
come from well-to-do families and saw only a bleak fu-
ture in store for the new classless society ordained in Rus-
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sia. In 1921 they immigrated to the United States and
settled in San Francisco, where some relatives had preceded
them. Isaac was then ten months old. “My recollectinns of
the trip,” he admits, “are rather hazy.”

His father's liberal arts education had been ideal for
the son of an upper-class Russian rentier, bur it did not
help him much to earn a living as a house painter in San
Francisco. Isaac grew up in a household where money was
chronically in short supply, but where no one worried
much about it. When he was six, he began learning the
rudiments of piano playing from his mother, who had stud-
ied music in Russia and had for a short time attended clas-
ses at the St. Petersburg Conservarory. His progress was not
great. Two years later he switched to the violin in emula-
tion of a friend who was receiving lessons on that instru-
ment. lsaac’s aptitude for the violin was apparent immedi-
ately. His parents withdrew him from school and placed
him in the hands of private tutors so that he would have more
time to devote to music. “You might call me an educated il-
literate,” Stern says today. “Certain elements of the classic ed-
ucation I missed altogether and have had to make up for
since.” Another missing element was the normal delce far
niente of childhood. He had scant time for fun, though
he did manage to become a fairly expert tennis player.

The expense of educating a child prodigy was, of coursc,
far beyond the resources of Solomon Stern. But there are
usually no money problems for obvious rtalent; almost al-
ways someone can be found to foot the bill. In Stern’s casc
this was Miss Lutic Goldstein, an elderly and wealthy San
Franciscan who interested herself in Isaac’s progress and
undertook to finance a great part of his education. In the
course of five years, young Stern went through four violin
pedagogues and found none of them satisfactory. "“The
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problems,” he feels now, "were basically with me. 1 was
not yet really interested in the violin.” Isaac, one gathers,
was made to work at his instrument whether he liked it or
not. In the fall of 1933, shortly after his thirceenth birth-
day, Stern’s attitude toward the violin suddenly changed.
All'at once it became the consuming interest of his life; he
sensed for the first time the joy of making music and for-
got the drudgery of playing notes. This metamorphosis
coincided with his introduction to a new teacher, Naoum
Blinder, concertmaster of the San Francisco Symphony.
Under Blinder's tutelage Isaac began to make startling pro-
gress. Stern today cannot praise this teacher too highly: “He
gave me a perfect grounding, put me on the road, and
showed me how to teach myself.”

Although he had made the rounds of musicales and pri-
vate recitals customary for budding ralent, Isaac Stern did
not appear in a full-scale public concert until the age of
fifteen. In 1935 he played the Saint-Saéns B minor Con-
certo at a summer concert of the San Francisco Civic
Orchestra, with Willy van den Burg conducting. The next
year the San Francisco Symphony celebrated its Silver
Jubilee, and Stern, as a leading local prodigy, was invited
to perform. He played the Brahms Concerto. Alfred Frank-
enstein, the Chronicle’s new music critic, wrote that Stern
“acquitted himself as brilliantly and nobly as the music re-
quires, which is saying a very great deal. The poetic ex-
pressiveness, the technical flash, and the temperamental fire
of a major performance all were there, as well as the
smooth, vivid, singing tone.” Word-of-mouth reports on
this concert began to circulate up the West Coast, and in
the next few months Stern was invited to play in Seattle,
Spokane, and Vancouver.

His wife helps Stern pick out a camera. He owns dozens.

Musical reputations in America are not made on the
West Coast, however, but in New York City; and having
thrilled the press in Vancouver, Stern decided it was time
to do the same in Manhattan. Miss Goldstein and other
friends bought him a fine Guadagnini violin and commis-
sioned NBC Artists Service to arrange the details of a
Town Hall recital, which took place on October 11, 1937.
He did not take New York by storm. In fact, the reviews
were typical of the kind invariably accorded to unprepos-
sessing musicians making a debut. Olin Downes spoke
appreciatively of “his spirited, straightforward playing” but
followed this praise with the observation that “he seldom
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went far below the surface of his music, or displayed very
much warmth or distinction of style.” It was not a bad
review, but it was not a rave. Unhappily, Stern boarded
an open double-decker bus on Fifth Avenue the following
morning and spent several hours riding between Washing-
ton Square and Fort Tryon Park in an attempt to assuage
his rudely wounded feelings. Later on he realized that he
had come to New York woefully unprepared. At most, he
had given a dozen professional concerts in his whole life,
and he was not yet equipped to perform before the most
exacting audience in the country.

For the next sixteen months he worked at realizing those
“unusual potencies as an artist” to which Downes had re-
ferred. He gave more concerts on the West Coast and
thought more seriously about the special problems of play-
ing to an audience. When he returned to New York for
his second Town Hall recital, in February 1939, the press
was more enthusiastic. Irving Kolodin, in the New York
Sun, called it "violin playing of uncommon technical solid-
ity and musical distinction,” and his view was shared by the
other critics who attended. As a result of these reviews,
NBC Artists added Stern to its roster. Unfortunately, a
home-grown violinist of nineteen did not seem to have
much sales appeal. Bookings were almost nonexistent and
Stern had to borrow money to keep going.

By 1940 he was ready to give up the concert field al-
together and take a regular salaried job with an orchestra.
But at this point an independent manager named Paul
Stoes entered the picture and persuaded Stern not to give
up. Stoes had confidence in Stern’s ultimate box-office po-
tentialities and he was willing to invest his time and energy
in grooming him for a big career. "He gave me my basic
grounding in the business end of music,” says Stern, “and
encouraged me to continue when 1 needed it most.” But
the immediate box-office intake was still discouragingly
small — too small, indeed, to keep Stoes’s independent man-
agement solvent. In 1941 he went out of business and
Stern joined the exclusive company of musicians managed
by Sol Hurok.

Hurok can hardly be credited with having discovered
Isaac Stern, but his astute management certainly helped
transform him in three years from a struggling violinist
into a very successful one. The times assisted, too. The
country was at war, money was plentiful, and music was
unrationed. Stern had entertained hopes of entering Army
Intelligence, but he turned out to be a 4F, so he diverted
his energy to concert halls. Thereafter, he played with
the major orchestras, and his New York recitals were now
held in Carncgie Hall. There, on January 12, 1943, Stern
gave a concert that seems to have been the real turning
point in his career from the status of promising young man
to that of accomplished artist. The next morning Sol Hur-
ok telegraphed Isaac’s parents: "Such violin playing is heard
rarely, and in so young a person prophesies a long and en-
during career.” Even the Herald Tribune's hypercritical
Virgil Thomson was impressed to the point where he
termed Stern “one of the world’s master fiddle players,”
though later in the review he managed to blunt this en-
comium by finding "a certain absence of poetic continuity”
and a lack of “personal involvement” in the violinist's per-
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Stern and Zakin: I want the conception to he my own.”

formances. Once the corner had been turned, there was no
rallentando in Stern’s progress. Columbia Records put him
under exclusive contract in 1945. By 1947 he was, ac-
cording to Time, playing ninety concerts a year at mini-
mums of $1,000 to 81,500 a concert.

That still lefc 275 days unaccounted for each year, and
in July 1947 Stern began filling them overseas. His first
tour abroad (not counting USO missions to the Pacific dur-
ing World War I1) took him to Australia. The following
year he made the rounds of Europe's capitals and has been
going back almost annually. In 1949 he toured the South
American circuit and in 1953 made his first concert tour
around the world (he has since undertaken another). Ex-
cept for one trip to lceland, none of these foreign appear-
ances has been sponsored by the United States Govern-
ment. Stern would just as soon keep it this way, for he feels
that “the overt adding of a political symbol to an artistic
act is wrong.” When he plays in Paris, or New Delhi, or
Tokyo, it is as a private individual. Nonetheless, he is often
regarded abroad as a musical ambassador of the United
States; and the satisfaction of playing this role capably
—especially before musically sophisticated Europeans —
is, he says, something uniquely exhilarating.

In Antwerp one evening in 1951, just as Stern was about
to go on stage, his local manager ran up to him and an-
nounced: “David Oistrakh is in the audience. He has come
over from Brusscls just to hear you play!” The news was
not calculated to soothe Stern's nerves; but apparently
he played to Oistrakh’s satisfaction, for the Soviet violinist
congratulated him afterward and made an appointment for
lunch in Brussels the next day. They talked of many things.
The Cold War was then at its height, and in the Soviet
press America was being charged with committing atroci-
ties in Korea. Even two violinists could not help reflecting
the antagonisms of their respective countries; but when
they came to a point of disagreement, they preferred to
throw up their hands and afhrm that “the world is crazy”
rather than hurt cach other’s feelings. They parted good
friends. "Come to Moscow and play for us,” Oistrakh said.
“I'd like to,” Stern replied, "when you come to New York
and play for us” Four years later Oistrakh did come to
this country, and Stern — thanks to an invitation from the
Soviet Union — is now in Russia fulfilling his part of the
agreement.

When he is not pursuing his profession in Moscow or
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Tel Aviv or Wichita or some other distant city, Stern pre-
fers to be in Manhattan, where he has recently rented a
nineteenth-floor duplex in a still-elegant Central Park West
apartment house. The “parlor floor,” where the Sterns en-
tertain guests, is only about three-quarters furnished as
yet; the Sterns do most of their living upstairs. Here,
with a magnificent view of the city, the violinist has his
studio, which includes not only the expected grand piano
and music cabinet but also an elaborate high fidelity in-
stallation complete with tape recorder. The latter Stern
finds useful both for studio work and off-the-air recording.
In February, for example, he had his long-time accompan-
ist, Alexander Zakin, make a taping of the New York Phil-
harmonic-Symphony broadcast in which he was soloist in
the Prokofiev Violin Concerto No. 1. The next morning
he was able to analyze his performance minutely; and when
he went to Columbia’'s Thirtieth Street studio that after-
noon to record the concerto for LP, he had already antici-
pated many of the problems that would arise.

The high fidelity equipment is not only employed to
reproduce the music-making of its owner. Stern tries to
hear at least once all the important recordings in his field.
“But,” he adds, "when | am preparing to record a piece,
I never listen to previous recorded performances of that
work. I want the conception to be my own.” As a matter
of fact, Stern feels that he has been very little influenced
by performances of other musicians, whether live or record-
ed. In his formative years in San Francisco he went to con-
certs regularly and heard such masters of his instrument as
Kreisler, Szigeti, Heifetz, and Menuhin. None of them,
however, served as an idol or model. Pablo Casals, with
whom Stern has played on many occasions in recent years,
seems to have exercised a greater influence than any
of the musicians he heard in his teens. "Casals,” he explains,
“was a confirmation of many things I had felt and had been
trying to do. My primary interest is to use the violin to
play music rather than to use music to play the violin.
Bur to achieve this there are interpretative walls that you
have to climb over. Casals makes those walls disappear.
He expands the limits of taste and shows that one need not
necessarily get lost in the freedom of expression entailed.
What I got from Casals was general, not specific. No great
artist can be imitated; what he can do is to teach you an
attitude.”

Continned on page 136

Alchough Stern has likes and

Stern (right) and Qistrakh: the Cold War was shrugged off.
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WHEN SIR THOMAS BEECHAM
spoke to me in mid-February about
his recording plans for the future
(duly reported here in the March
issue), I had the impression that he
was choosing his words gingerly to
avoid mention of a still-secret project.
He was. At that time Sir Thomas
and RCA’s George Marek were dis-
cussing the possibility of a Beecham-
directed recording of Lz Bohéme for
the Victor label. Apparently, the con-
ductor’s interest turned into real en-
thusiasm when he was told that the
soprano Victoria de los Angeles would
be available for the role of Mimi,
and he agreed to go ahead if Victor’s
artist and repertoire department could
assemble the rest of the cast and re-
cruit an orchestra and chorus practi-
cally overnight; otherwise there would
be no time to do a proper job before
De los Angeles' unpostponable de-
parture for La Scala early in April.
For the next two weeks the people
at Victor concentrated on getting
“Operation La Bohéme” under way.
Jussi Bjoerling, Lucine Amara, and
Robert Merrill were engaged to round
out the Bohéme quartet, the New
York City Opera chorus was put under
contract (the Robert Shaw Chorale
being out of town), and a large free-
lance orchestra with several dis-
tinguished first-desk men was as-
sembled. Richard Mohr, who was in
charge of the recruiting and the ses-
sions, still finds it hard to believe that
so many busy musicians were actually
corralled on such short notice.
Recording began on March 16 in
the Grand Ballroom of New York’s
Manhattan Center, a structure on
Thirty-fourth Street that began its
existence as Oscar Hammerstein's
Manhattan Opera House hfty years
ago. Today it is a seedy and garish-
looking establishment entirely rebuilt
from top to bottom and bearing no
resemblance inside or out to a grand
opera house; but the large ballroom
on the seventh floor has excellent
acoustic properties, and it is there
that RCA Victor has made many of
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by ROLAND GELATT

its recent operatic recordings. The
Bohéme sessions lasted until the very
last day that De los Angeles was avail-
able, April 6. All told, thirty hours
of recording time were used to tape
the two-hour opera. Dick Mohr re-
ports that Sir Thomas could not have
been more efficient or co-operative and
that the singers remained in excellent
voice throughout the sessions—a
minor miracle considering the blustery
weather and the face that all of them
were also appearing concurrently
either at the Metropolitan or the City
Center. Jussi Bjoerling, it is true,
came down with a case of sciatica
when Act 1 was being recorded, but
Beecham cheered him up with the ob-
servation that he “had never yer asked
a tenor to sing with his back.”

This Bohéme (due for release in
September, incidentally) will very
probably be the last large-scale re-
cording to share RCA and EMI artists.
Both Sir Thomas and Victoria de los
Angeles are under contract to the
British company and hence will not
be available to Victor after the present
alliance expires. Judging from the
snatches of tape I was able to sample,
RCA and EMI have collaborated on
a magnificent swan song.

KIRSTEN FLAGSTAD said four
years ago: "1 am almost positive that
my very last public appearance will be
on December 12, 1953. The place
will be the National Theater of Oslo.
It was there that I made my debut
just forty years before, and it is there
that I think I should finish my career
as a singer.” It is lucky for her, and
us, that she hedged a bit with that
“almost”; for although Flagstad did
make her “farewell appearance” in
Oslo on the appointed date, she has
continued since then to prolong her
glorious career.

This spring Flagstad has been extra-
ordinarily busy making recordings for
Decca-London, another striking coup
for this energetic company. In Oslo
she took part in an uncut, six-LP ver-
sion of Gétterdimmerung under the

direction of Eiven Fjeldstad, with Set
Svanholm as Siegfried and Egil
Nordsjo as Hagen. Most of this was
originally taped for broadcast on the
Norwegian radio system; Decca-Lon-
don later recorded the remaining por-
tions of the score so that the LP
version would be complete. Late in
April, Flagstad was scheduled to begin
recording Gluck’s Alceste in London
with Raoul Jobin as Admetus and
Geraint Jones conducting. This too
had its origins as a radio broadcast,
but Decca-London will be taping all
of it again in its own studio. Those
who heard Flagstad’'s Alceste at the
Metropolitan in 1952 will know how
marvelously suited in voice and tem-
perament this singer is to the part
and how nobly she conveys the classic
calm of Gluck’s music.

A projected Fidelio featuring the
Leonore of Flagstad and the conduct-
ing of Erich Kleiber collapsed because
of the conductor’'s death. Instead, the
soprano will record a program of
Wagnerian excerpts with the Vienna
Philharmonic under Knappertsbusch.
And when she is in Vienna she may
record as well the first act of Die
Walkiire with Mario del Monaco in
the role of Siegmund. That's right,
Del Monaco.

SOME OF THE GRIEVING over LP
cutouts in the March Schwann cata-
logue appears to have been a bit
premature. At RCA Victor plans are
now being formulated to bring many
of the condemned disks back into
circulation. Watch for an announce-
ment in June or July. Although de-
tails are still to be worked out, Victor
apparently intends to set up a kind
of “connoisseur service” for buyers
who wish to order historically im-
portant recordings that are no longer
listed in the regular Victor catalogue.
So far, no word as to repertoire, but
it seems pretty certain that such clas-
sics as the Lehmann-Schumann-Mayr
Rosenkavalier and Fritz Kreisler's
Mendelssohn Concerto will be given a
new lease on life.
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RELEASES

OPERA

STRAVINSKY: LE ROSSIGNOL
1st recording of this enchanting exotic opera, based on
the fairy tale by Hans Christian Andersen, of the Chinese
Emperor and The Nightingale.
Cast of leading singers from the Paris Opéra:
Janine Micheau, The Nightingale; Jean Giraudeau, The
Fisherman: Genevieve Moizan, The Cook; Lucien
Lovano, The Emperor; Michel Roux, The Chamberlain ;
Bernard Cottret, The Bonze; Christine Gayraud, Death.
Conductor: André Cluytens Chorus and Orchestre
National dc¢ la Radiodiffusion Francaise
One 127 record
Grand Prix 1956 de L'Acodémie du Disque Frongaoise

Other French Operas conducted by Cluytens:

Bizet: Les Pécheurs de Perles
Opéra-Comique cast Album 3524 B/L (35174.5)

Gounod: Mireille (Aix-en-Provence Festival)
Grand Prix du Disque Album 3533 C (35210-1-2)

Poulenc: Les Mamelles de Tirésias
Grand Prix du Disque

Opéra-Comigue cast

Angel 35204/L

Angel 35090/L

Ravel: L’Heure Fspagnole
Opéra-Cominque cast

ORCHESTRAL

SIR THOMAS BEECHAM, Bart. (his first Angel recording)™*
Schubert: Symphony No. 6 in C major
Grieg: Overture, “In Autumn” and
0Old Norwegian Romance with Variations
Royal Philharmonic Orchestra. Notes by conductor.
*hy permission of Columbia Recurds, U.S.4.
One 12” record Angel 35339

HERBERT VON KARAJAN

Sibelius: Symphony No. 6 in D minor and
Symphony No. 7 in C major

Conductor: Herbert von Karajan  Philharmonia

One 12” record Angel 35316

Previously' released (Karajan-Philharmonia) :

Sibelius: Syniphony No. 1 and “Tapiola” (35082) ;
Symphony No. 5 and “Finlandia” (35002).

ANDRE CLUYTENS
Ravel: Menuet Antique, “Mother Goose” Suite, Introduc-
tion and Allegro (for harp, with string quartet, flute,
clarinet), Valses Nobles et Sentimentales
Conductor: André Cluytens
Orchestre National de la Radiodiffusion Francaise

One 12”7 record Angel 351713

Released ((luytens — French National Orehestra) :

Ravel: Daphnis et Chloe, Suites 1 and 2 (with Chorale
Marcel Briclot) and Alborada del Gracioso (35054) ;
Bolero, Pavane pour une Infant Défunte and Le
Tombeau de Couperin (35102).

SCARLATTI ORCHESTRA OF NAPLES (SCHIPPERS)
Durante: Concerto No. 5 for Strings, A major
Concerto No. 1 for Strings, I minor
Salieri: Uverture to opera, “Axur, Re d’°Ormus”
Vivaldi: Sinfonia in B minor for Strings, “Al Santo
Sepolero,” Concerto for Orchestra in C major
Conductor: Thomas Schippers (his 1st orchestral
recording)
One 12” record

Angel 35018/L

Angel 35335

at the sign of the “Angel”

PIANO
GIESEKING-RAVEL: COMPLETE PJANO SOLO WORKS
Originally announced for April ; postponed until May 1st.
Three 12" records (5sides) Angel Album 3541-(35272.3-4)
MOUSSORGSKY: PICTURES AT AN EXHIBITION
Pianist: Eugene Malinin Recorded in London
1st American recording of 25.year Paris.prizewinning
Russian pianist. “Great power and true cantabile tone.
Great interpreter.” London Daily Telegraph, Dec. ’55.
One 12” record Angel 35317
GIESEKING-MOZART PIANO SOLO SERIES
10th of 11 records, devoted to Mozart piano solo music.
Album 10: Sonata No. 10 in C, K.330; Rondo in D, K.485;
Sonata No. 7 in C, K.309; 8 Variations in F on the
March from Gretry’s opera, “Les Mariages Samnites,”
K.352; Capriccio in C, K.395
One 12” record Angel 35077
Note for Mozart Year: Ten records of this series are now
available individually: Angel 35068, 69, 70, 71, 72, 73,
74, 15, 76, and above. Ask your dealer for complete
contents. Some dealers also have a few copies of the
original complete De Luxe Limited Edition.

VIOLIN
DAVID OISTRAKH
Sibelius: Violin Concerto  Soloist: David Oistrakh
Stockholm Festival Orchestra Conductor: Sixten Ehrling
Sibelius: Symphony No. 3 in C
Philharmonia Orchestra Conductor: Paul Kletzki
One 12” record Angel 35315
MICHAEL RABIN
Michael Rabin plays great music for solo violin:
Bach: Sonata No. 3 in C major
Ysaye: Solo Violin Sonatas Nos. 3 and
One 12”7 record

CHAMBER MUSIC
VEGH QUARTET PLAYS BARTOK QUARTETS 3 and 4
2nd of 3 records devoted to the 6 Bartok String Quartets.
One 12” record Angel 35241
Previously released: Bartok Quartets 1 and 2 (35240)
QUARTETTO ITALIANO PLAYS HAYDN
Haydn: String Quartet, Op. 33, No. 3 (“The Bird”)

String Quartet, Op. 76, No. 4 (*Sunrise”)
One 12” record Angel 35291

ON THE “LIGHT BLUE LABEL
CHARLES TRENET “ON THE ROAD TO THE RIVIERA”

12 wonderful new songs by the poet-troubadour, “le fou
chantant”. .. the one-and-only Trenet...including

Route National 7 (“of all the roads in France, or in
Europe, the one I like best leads to the South of France™).
One 127 record Angel Blue Label 65023
Previously released:

Trenet: “Le Coeur de Paris” (64001); Trenet and
Jacques Helian Invite You to “Dance in Paris” (61004).

Anqd Reords

Angel 35305

ANGEL RECORDS, ELECTRIC & MUSICAL INDUSTRIES (U.S.) LIMITED, 38 WEST 48 ST., NEW YORK CITY
a subsidiary of Electric & Musical Industries Ltd., Hayes, Middlesex, England
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CLASSICAL

ALBENIZ
Cantos de Espaiia
tLecuona: Andalucia (Suite Espagitol)

Leonard Pennario, piano.
CAPITOL P 8319. 12-in. $3.98.

The contents of the Albéniz suite have
turned up separately on many disks — Mr.
Pennario has himself previously recorded
the Seguidillas — but are happily presented
here as a unit in a coolly impeccable inter-
pretation. The Lecuona suite. which in-
cludes the ubiquitous Andalucia (The Breeze
and I} and Malagueiia, is equally flawless in
performance. Good, smooth tone, excep-
tionally clean in engineering. R. E.

ALFVEN

Midsommervaka, Op. 19, The Mountain
King, Op. 37

tRangstrdm: King Eric’s Songs: Diverti-
mento elegiaco

Royal Swedish Orchestra, Hugo Alfvén,
cond. (in his own works); Stig Westerberg,
cond. (in the Rangstréom). Erik Saedén,
baritone.
WESTMINSTER 18131.
$3.98).

Hugo Alfvén's Midsommervaka (Midsummer
Vigil), a gay piece of folklike music, has
found its way into popular favor in recent
years via American juke boxes, as Swedish
Rhapsody. It has been around on LP for
quite a2 while too, but never in such a telling,
penetrating interpretation as that offered
on this disk by the eighty-four-year-old
composer. The Mountain King is a slightly
more elaborate score with overtones of
Richard Strauss, but it still maintains a

12-in. $4.98 (or
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JOHN S. WILSON

certain naive simplicity thac is utterly capti-
vating.

Ture Rangstréom (1884-1947), the other
Swedish composer represented on this ap-
pealing disk, seems — at least in his diverti-
mento — to have a close spiritual relation-
ship to Grieg. Perhaps he is a bit more ad-
venturous harmonically, but his music quite
definitely belongs to the Romantic era.
The song cycle heard here is a fine example
of straightforward lyrical writing. Spacious
recording.

ALBINONI

Concertos for Oboe and Strings: in B-flat,
D, F, and C, Op. 7, Nos. 3, 6, 9, 12

Concerti a cinque: in 1D minor and B-flat,
Op. 5, Nos. 7 and 1

Pierre Pierlot, oboe; Ensemble de L'Oiseau-
Lyre, Louis de Froment, cond.
OISEAU-LYRE OL s0041. 12-in. $4.98.

The solo writing in the oboe concertos is
not as advanced as in Albinoni’s Opus 9
and the compositions from Opus 5 are or-
chestral concertos, but all of these works
have the gay vivacity — and, as in the first
movement of Op. 7, No. 6, even jauntiness
— characteristic of this unjustly neglected
composer of the late Italian Baroque. Their
smooth elegance makes for very pleasant
listening. Pierlot has the thin, rather nasal
tone favored by many European obolists
(others, including most Americans, go in
for a rounder, richer tone), but the per-
formances have a fine verve and the re-
cording 1s good. N. B.

BACH, C. P. E.
Magnificat in D

Dorothea Siebert (s); Hilde Rossl-Majdan
(c); Waldemar Kmentt (t); Hans Braun
(bs); Vienna State Opera Orchestra and
Akademie Choir, Felix Prohaska, cond.
VANGUARD BG 552. 12-in. $4.98.

C. G. BURKE
JOAN GRIFFITHS
HOWARD LAFAY

-

RAY ERICSON
JAMES HINTON, JR.
PHILIP L. MILLER .

..... . . 53 Music Between ... .. i ... 80
........ .. .. ... 54 Dialing Your Disks ... ... .. ... . 82
........ ... 63 Spoken Word ... 82
.................... 75 The Best of Jazz ... ... ... ... . 84
..... . . ... 79 Bach: The Chamber and Orchestral Music ........ 86

This fine work, written in 1749 by Johann
Sebastian’s second and most gifted son, has
power as well as beauty. From the stand-
point of style, it represents a transitional
stage between the Baroque and Classic
eras. Not only the big final fugue, with its
elaborate polyphony, but some of the other
movements show the strong influence of
Philipp Emanuel's father. Other sections
foreshadow the new style with its im-
portant admixture of Italian elements. The
performance has some good qualities and
some that are not impressive. Prohaska
keeps things moving nicely. Rssl-Majdan’s
singing of the Swscepit Israel is lovely, but
the other soloists are no more than ade-
quate. The chorus does not sound like a
large one, but even so it is not as clear as
it might be, and the tenors are often in-
audible. The recording as a whole is rather
flat, as though the microphone had been
placed just a little too far from the per-
formers. N. B.

BACH, J. C.

Siufouia in B-flat, Op. 18, No. 2
tDittersdorf: Symphony in C

tHaydn: Divertimento in G

tMozart: Symphony No. 14, in A, K. 114

Chamber Orchestra of the Danish Radio,
Mogens Wdldike, cond.
LONDON LL 1308. 12-in. $3.98.

Two men who influenced Mozart greatly —
the “"London’ Bach and Haydn — are repre-
sented here by airy masterpieces more in-
teresting than the sixteen-year-old’s Four-
teenth Symphony, which nevertheless has a
fine high prance in it. The Sinfonia in B-
flat is famous for its nonchalant grace. and
the Haydn divertimento, or symphony with
two minuets, flashes with changing colors.
A step lower because less incisive. the
Dittersdorf symphony is an attractive early
example of the music of a composer hard
to dislike.
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RECORDS

People who remember the Mengelberg
78s will not find the same whipping stimula-
tion in the Sinfonia as driven by Mr. Wgl-
dike, but Mengelberg was a specialist in
that piece, while the Danish conductor is a
specialist in the period. He is orderly and
circumspect, and commands a fine definite-
ness from whatever orchestra he may be
leading. The record is recommended with
heat as an ideal lure to music’s age of posi-
tivism. C. G.B.

BACH
Organ Music

Toccata and Fugue in D minor, BWV
565; Fughetta (BWV 679) and Chorale-
Prelude (BWV 635) on Dies sind die heil gen
zebn Gebot; Toccata and Fugue in F, BWV
540.

Carl Weinrich, organ.

WESTMINSTER W-LAB 7023. 12-in. $7.50.

An extraordinarily clear and lifelike repro-
duction of the sound of the organ. Under
Weinrich's capable hands and feet the im-
provisational quality of the great D minor
Toccata and the monumental power of the
F major Toccata, with the tensions generated
by its enormous pedalpoints, are given full
value — a value enhanced by the fidelity
of the recording. The Fughetta on the
chorale is played twice, with a different
registration the second time. In the two
big works the pedal sometimes lacks defini-
tion in rapid phrases, but whether this is a
fault of the registration or of the instru-
ment I cannot tell. In any case it is 2 minor
point, as is the reverberation that is occa-
sionally carried over into rests; the latter is
indeed only another tribute to the realism
of the disk. Here is that still not very com-
mon combination — true high fidelity ap-
plied to a good performance of great music.
N. B.
BACH
Organ Works

Toccata and Fugue in D minor, BWV 565;
Passacaglia and Fugue in C minor, BWV
582; Prelude and Fugue in E-flat, BWV
552; Prelude and Fugue in A, BWV 536.

Gaston Litaize, organ.
LONDON DTL 93037. 12-in. $4.98.

When the organ is going full blast, as in
the Toccata and the big E-flat Prelude, the
floor trembles, the house shakes, and poor
Bach is drowned in the din. Elsewhere
Litaize is revealed as a sensitive, intelligent
performer. He takes the Passacaglia and
Fugue at a tempo deliberate enough to
permit him to give full value to the fascinat-
ing detail of this majestic masterwork, yet
vital enough to allow him to do justice to
its grand line. Unlike some organists, he
does not indulge in frequent and fussy
changes of registration. The lovely work in
A major also comes off well. There were
clicks on Side 1 of the review disk. N. B.

BACH

Concertos for Violin and Strings: in A
minor; in E

tVivaldi: Concerto for Two Violins and
Strings in A minor, Op. 3, No. 8

David Oistrakh (in the Vivaldi and Bach E

major), Isaac Stern (in the Vivaldi and Bach

A minor), violins; Philadelphia Orchestra,

Eugene Ormandy, cond.

COLUMBIA ML 5087. 12-in. $3.98.
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George Jean Nathan once wrote of James M.
Barrie that he represented the triumph of
sugar over diabetes. When I listened to
Oistrakh begin the slow movement of the
E major Concerto, it seemed that Nathan's
words would be applicable here too; but as
the movement progressed, diabetes won out.
Stern’s treatment of the A minor does not
suffer from saccharinity. It is a first-rate
job, whose only rival is the superb Heifetz
recording. And it would have given that
one even stiffer competition if Ormandy had
used a continuo instrument to fill the gaps
between top and bottom. The Vivaldi is a
revision of one of the twelve concertos of
L’Estro harmonico. The editor changed the
orchestral portion considerably and replaced
Vivaldi's finale with an entirely different one,
of unknown authorship. This edition, made
about fifty years ago, was a bold and
pioneering venture then, when Vivaldi was
only a name in the musical dictionaries.
But it won't do today. We want what Vi-
valdi wrote, not what an editor — no matter
how well-intentioned — thought he should
have written. N. B.

BACH
Suites: No. 1, in C; No. 2, in B minor

Amsterdam  Concertgebouw  Orchestra,
Eduard van Beinum, cond.

EPIC LC 3194. 12-in. $3.98.

A rather large force is employed here but it
makes a fine sound. The tempos are good,
the phrasing nicely modeled. The only
interpretative question arises in connection
with some of the ornaments. In No. 2 the
flute is a bit distant in solo passages, and in
tutti is heard only as a faint edge of liquid
color. Van Beinum takes the Badinerie in
this suite somewhat more slowly than many
of his colleagues, but it retains its playful-
ness and bounce. N. B.
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BACH
Suites: No. 1, in C; No. 3, in D

Berlin Chamber Orchestra, Hans voa Benda,
cond.
TELEFUNKEN LGX 66040 12-in. $4.98.

While this is listed as a chamber ~rchestra,
there is nothing puny about its sound. It
is, if anything, a little too “‘close up.”" The
instrumental balances are very good, par-
ticularly with respect to the blending of the
excellent trumpets with the rest of the en-
semble in No. 3, and the performances as a
whole are quite acceptable. The only ques-
tionable spot is the Gavotte in No. 3, where
Benda takes the main section too broadly
and has to speed up the middle portion. To
these ears, however, the good qualities of
the recording are offset by the sound of the
violins, which is coarse and unreal. N. B.

BACH

Two-Part Inventions; Concerto for Harp-
sichord and Strings, in D minor, BWV
1052

Wanda Landowska, harpsichord; string en-
semble, Eugene Bigot, cond.
RCA VICTOR LM 1974. 12-in. $3.98.

The next best thing to playing these mar-
velous little inventions oneself (no matter
how badly) is to listen to them as Landow-
ska plays them here. Each comes out a little
gem, performed with eloquence but with
no trace of sentimentality. She adds more
ornaments than you or I would dare to,
but they are always in perfect taste, and who
is to say that she is wrong? The Inventions
were recorded last year. The concerto re-
cording was made in 1938 and, alas, sounds
like it. It only proves what enormous
strides the audio engineers have made. But
there is so much fire underneath those peaky
old sounds that one wishes Landowska would
record the concerto again. N. B.

BALAKIREV
Thamar; Russia; Islamey (orch. Casella)

Philharmonia Orchestra, Lovro von Matacic,
cond.
ANGEL 35291. 12-in. $4.98 (or $3.48).

These three works represent the best and
principal output of Mily Balakirev, mentor
of a number of other great Russian com-
posers. Thamar, the direct ancestor of Rim-
sky-Korsakov's Scheberazade, has been re-
corded a number of times, notably by Bee-
cham (Columbia), Ansermet (London), and
Fistoulari (M-G-M). Each has its merits,
but the present version — despite some
rather slow tempos in certain sections —
adds up to the most exciting presentation
with the most thrilling sound. Since all four
recordings are good, however, the choice
will depend on what you want to go with
them — Dvorak’s Symphonic Variations (Bee-
cham), a collection of Liadov pieces (An-
sermet). the suite from Rimsky-Korsakov's
Ivan the Terrible (Fistoulari), or the works by
Balakirev himself noted above (Russiz here
makes its first appearance on LP). If you
want a representative collection of Bala-
kirev's music, performed with requisite color
and dynamism, this is your disk. P. A.

BARBER

Symphony No. 1 — See Hanson: Symphony
No. 5.
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BARTOK
Cantata profana

Richard Lewis, tenor, Marko Rothmuller,
baritone; New Symphony Orchestra and
Chorus, Walter Susskind, cond.

Four Slovak Folk Songs; Eight Songs from
Twenty-seven Choruses

The Concert Choir, Margaret Hillis, cond.
BARTOK BR 312. 12-in. $5.95.

The Cantata profana is Bartdk's most im-
portant choral work. Its text, by the com-
poser himself, is based on a Rumanian folk
ballad and tells simply of nine young hun-
ters who were changed into nine handsome
stags and could never go home again to
their parents. Reduced to so bald a synop-
sis, this sounds like nothing at all; but the
poem serves to bring forth some of Bartok's
finest barbaric writing, some of his eeriest
atmosphere-music, and one of his most
beautiful lyric endings. The performance is
superb and the recording is quite good. The
short folk-song arrangements on the other
side are all expertly done, but they are all
too bland and innocent to be effective as a
group. A. F.

BARTOK
Concerto for Orchestra

Chicago Symphony Orchestra, Fritz Reiner,
cond.
RCA VICTOR LM 1934. 12-in. $3.98.

This is a virtuoso piece, but its virtuoso ele-
ment can be overdone, as it is here. The
interpretation has a nervous, fidgety, hair-
trigger quality that does the music no good,
and the acid brilliance of the recording fails
to honor either Barték or the Chicago Sym-
phony Orchestra. A. F.

BEETHOVEN

Concerto for Piano and Orchestra, No. 4,
in G, Op. 58

Rondo for Piano, in C, Op. 51, No. 1

Wilhelm Kempff, piano; Berlin Philhar-
monic Orchestra, Paul van Kempen, cond.
DECCA DL 9742. 12-in. $3.98.

Pursuing the course taken with the Emgeror
Concerto, Decca remasters the Fourth from
the tapes used in her complete edition of the
Beethoven piano concertos, with a corre-
sponding improvement in the quality of
sound. The piano now reproduces in good
likeness of itself, and the orchestra is satis-
factory notwithstanding some filtering
through distance. There is no occasion to
alter the opinion of the performance stated
at the appearance of the complete ediuon:
the pianist combines music, symmetry, and
pianistics into a willowy felicity of natural
utterance; and the orchestra, not quite
matching this, yet plays with high compe-
tence.

A double-barreled editorial misfire com-
mitted here is going to cause vexation.
Side 1 closes with the dying echo of the
andante, into which should intrude (segue i/
rondo) the breezy reassurances of the finale.
This we cannot hear without a hiatus for
changing sides, without an interruption of
the mood intended by Beethoven to be
broken by himself. Now the sweet little
Rondo in C for piano solo is the guiltless
cause of the disaffection we must feel at the
untoward interruption, for that (beautifully
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DEREK ALLEN
Matacic’s Thamar: dynamism and color.

played) miniature was appended to the con-
certo in the hope that it would obviate
disdainful reception of a short long-play.
It is not only a poor choice for such padding,
since Decca has already issued it on another
disk which people may be presumed to
have bought, but it was inserted at the
wrong place. A filler of that length, pre-
ceding the concerto, with the frontier be-
tween them clearly marked, would have been
easily within technical limitations for dura-
tion and would have allowed andante and
rondo, adjacent on Side 2, to flow without
pause. C. G.B.

BEETHOVEN
Concerto for Piano and Orchestra, in D
(after the Violin Concerto, Op. 6I)

Artur Balsam, piano; Winterchur Symphony
Orchestra, Clemens Dahinden, cond.
CONCERT HALL 1239. 12-in. $4.98.

In a review of the only other edition, this
notable oddity's features were recited with-
out condescension. It is not a freak, bur a
new coloration of the Violin Concerto ad-
justed without awkwardness but obviously
with less fluency in the very violinistic first
two movements. It is embellished by a
striking cadenza to the first movement,
five minutes of duet between piano and
timpani that give an individual character to
the transcription. Mr. Balsam makes no
effort to imitate a violin: his crisp nimble-
ness in music of this period is a pianist’s;
and he and the conductor accord in a per-
formance of continuous decisive movement
rare in the Violin Concerto and inappropri-
ate to the more singing instrument. This
and a cleaner bite to the sound gain favor
for the disk over the other one (by Helen
Schnabel and a Vienna orchestra conducted
by F. Charles Adler) in a comparison of
their respective general aspect; and to clinch
this judgment is the Balsam playing of the
cadenza, a most imposing application of
imaginative alterations of force.

The sound is hard to adjust, and after the
finest adjustment will not be of high quality
except in definition at low volume. The
violins are shrill and the piano is never
quite right on wide-range apparatus. On
lesser instruments reproduction is more
satisfactory. C. G. B.

BEETHOVEN

Sonatas for Piano: No. 8, in C minor
(“Pathétique”), Op. 13; No. 14, in C-
sharp minor (“Mooulight™), Op. 27,
No. 2

Rudolf Firkusny, piano.
CapiToL P 8322. 12-in. $3.98.

Still glows the Moonlight, glows and grows,
In leagues of microgrooves
As protocol behooves.

What dog would build a catalogue
Without a Pathétique?
What list so bare and bleak?

Dispiriting as it is to contemplate the
twenty-oddth of each, it must be admitted
that both are justified by high quality of
play and sound, the Moonlight especially in
the separate clarity of bass and treble lines
and in the respect given to its lictle center
movement. The carefully shaped adagio of
No. 8, with greater than usual prominence
in the secondary themes, is worth a laud.
Living piano-sound. C. G. B.

BEETHOVEN

Sonatas for Violin and Piano: No. s, in F
("“Spring’’), Op. 24; No. 9, in A ("“Kreut-
zer”), Op. 47

Mischa Elman, violin; Joseph Seiger, piano.

LONDON 1L 1258. 12-in. $3.98.

It would be sadism to deride this astonish-
ing pair of performances. The violinist
strings together some thousands of lovely
noises in a quite personal and unfamiliar
way, although there are reminiscences of
Beethoven in many measures and in the
adagio of the Spring Sonata we hear Beetho-
ven absolute.  Excellent reproduction.
C. G. B.

BEETHOVEN
Symphonies: Nos. 1-9

Vienna Staatsoper Orchestra (in Nos. 1, 3,
6, 7, 9), with Magda Laszlo (s), Hilde
Rossl-Majdan  (c), Petre Munteanu (t),
Richard Standen (bs), and Chorus of the
Vienna Singakademie (in No. 9), and Phil-
harmonic Symphony Orchestra of London
(in Nos. 2, 4, 5, 8), Hermann Scherchen,
cond.

WESTMINSTER 7701. Seven 12-in. $39.50.

Without exception these performances have
been reviewed here at the time of their
separate original appearances. Now pre-
sented in numerical sequence (but not in
automatic couplings) in a handsome, well-
built album with forty pages of notes taken
from Tovey's Essays in Musical Analysis,
they confirm in concentration all the im-
pressions of Dr. Scherchen’s work made by
the individual editions.

A reprocess has been effected on some of
the records so that all now respond to the
RIAA curve, not that this is to mean that
they all sound alike or that all will give their
best reproduction from the same adjustment
of controls. No marked deviations from the
sound of the first editions are to be heard,
for which thanks may be offered, the original
reproduction being of a quality not in need
of tampering. Indeed the orchestral repre-
sentation on all these fourteen sides, made
at different times and places with different
orchestras, has an extraordinary merit of
combined robustness and clarity. Even the
four sides of unusually long duration, even
the Seventh Symphony recorded five years
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ago, emit an instrumental discrimination
still elusive to most records.

There is not room here to repeat the de-
tails of interpretation already printed. Cer-
tain of the symphonies in these performances
— Nos. 1, 2, 3, 7, 8 especially, and 9 —
are an absolute requisite for study by any
fervent of Beethoven, and perhaps the others
are too, in each of which a movement is
given an individuality of tempo in opposi-
tion to most tastes. Forwunately the in-
dividuality is that of a conductor who seeks
not an éclat but a truth. C. G. B.

BEETHOVEN

Symphony No. 3, in E-flat (“Eroica),
0p. 55

Pittsburgh Symphony Orchestra, William

Steinberg, cond.

CAPITOL P 8334. 12-in. $3.98.

One greets another Eroica at this date with
a rather sad wave, especially when it is as
good as this one. Of the twenty-six issued
on LP, four or five will be paramount until
the next new apocalyptic revolution in the
reproduction of sound. There is no apoc-
alypse left for the conductors and orches-
tras. It is nevertheless fair that Mr. Stein-
berg, a musician of obstinately wholesome
preferences and force, and Capitol's big
American exponent of big music, be al-
lowed to present his sturdy concept.
Sterling too; firm and self-possessed in
the first movement, leaning more to Crom-
well than to Bonaparte, never breathless
(as this opinion would like it to be) but
determined and formidable. Thereafter we
are less conscious of restraint in three move-
ments not notably different in shape and

force from other good projections. In a
pure reproduction of less than average vol-
ume the contrapuntal distinctness is vividly
apparent, and the vague discomfiture felt
here is explained after analysis by the failure
of true grandeur to burst our of the grooves.
It seldom does in this orchestration hostile
to the requirements of records.

A particularity of this Ereica is the gener-
ous phrasing of the heart-stopping points of
tender relief with which the intrepid nobility
is punctuated. Surely Beethoven and Pitts-
burgh are at one there. C. G. B.

BEETHOVEN

Symphony No. s, in C minor, Op. 67

tHaydn: Symphony No. 4s, in F-sharp
minor (“Farewell”)

Camerata Academica of the Mozarteum

A Beautiful Beethoven Ninth by Angel out of Vienna

EARLY SIMULTANEOUSLY in the

fall of 1952 three masterful versions of
the Ninth Symphony were hustled into the
light to dispute for public favor. That
was a herculean and by its nature an incon-
clusive melee which heaped honor and dis-
paragement on all three contesrants, Kleiber,
Scherchen, and Toscanini, in accordance
with the biases of the onlookers. A corollary
result, the intmidation of other entre-
preneurs, was easier to perceive than victory
for any champion. For three-and-a-half
years —a whole epoch on the LP calendar
— only two versions, sonically lame, were
allowed to steal upon the glorious, well-oc-
cupied field; and one of these, with a lofty
performance led by the same Herbert von
Karajan now in reappearance under other
auspices, was baited by Columbia with a
low price that is still a strong attraction.
Perhaps the heroic vitality of the veteran
Hermann Abendroth was supposed to cover
the sonic oddities of the other interim pro-
duction. Possibly it was issued merely be-
cause it was available,

At any rate, there is nothing casual about
the newest edition. It was inevitable;
Beethoven's last two symphonies have been
expected in Karajan interpretations since
January, when the appearance of the Second
completed Angel's recording of the first
seven by her most active and most imposing
conductor. It has been reasonably expected
that the Eighth and Ninth would be very
good, or at least very impressive, given the
quality of their predecessors and of the rival
versions, and the sharp audio-musical sensi-
bilities of the Messrs. Angel. One hearing
shows that the expectations were not too
sanguine, and several hearings confirm a
feeling of respect at a phonographic ac-
complishment of significant probity and
resourcefulness.

The Philharmonia Orchestra traveled to
Vienna. there to unite with the chorus al-
ready trained, for the recording of the Ninth
Symphony. The Eighth was made in London,
and one will note the softer glow of the
Vienna acoustics. Both registrations are ex-
cellent in clarity and force, particularly the
woodwinds’ clarity in the Ninth, but the
blazing fff's in the earlier work smite more
percussively than equally powerful but more
resilient fortes in the Ninth. Both sym-
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phonies make an impression above all of
vehemence, of dogmatic energy; forceful
emphasis, both of shape and weight, is
certainly not spared, but much of the ve-
hemence makes its effect less by inherent
intensity than by contrast with the extreme
lightness of the whispered ppp’'s. There is
always a reserve of energy for the finales,
which nowhere else are so completely and
overwhelmingly vociferated. The downy
quality of the violins, piano, in the Ninth,
will not be taken for granted by collectors
accustomed to the orthodox stridence of
most records.

The two tiny sequences on which most of
the first two movements of the Ninth is
built are delivered with a firm decision of
accent, and it is accent, more than tempo,
which gives character to these movements.
It is not too strong to say that the difference
between a soft and an imperious accent in
the first movement is the difference between
peace and war. Burt conflict is the condition
to be established, and only in the Tos-
canini playing is it established as it is here.
In the second movement the dominating
harshness of the humor is relieved by a
particular litheness in the second subject.
The long-held cantabile of the third move-
ment is played to melt the viscera but shares
honors with several other versions in this.

The choral projection is hugely dynamic
and excellent in reproduction, exception

- | :
Ninth’s notables: Hdéffgen, Karajan,
Schwarzkopf, Edelmann, and Hifliger.

made for an overgreat effect of distance in
some of the quieter passages. In sonic terms
it is the most capable Ode t0_Joy, although its
excitement has not the breathless quality of
the Toscanini record.

Four editions of the Ninth Symphony —
the three of 1952 and the newest one — are
sonically acceptable in terms of 1956.
Several others, the Weingartner and Walter
in particular, offer beautiful interpretations,
but the sound of the former is very old
and familiarity with berter things is inexor-
ably blunting to the effect of the latter. Of
the four, the impetuous Toscanini and
gravely intellectualized Scherchen sets ate
remarkably personal essays quite apart from
any of the other versions and from what is
current in concert halls. Both excite ex-
travagant responses of eulogy or vituperation,
and it is more than ordinarily unwise to
coast with a reviewer’s leaning and commit
oneself to either without a precautionary
hearing. Not to pussyfoot about it, this
reviewer's preference among them all aver-
ages into the Toscanini. The other first-
rate recording is of a sage and authoritative
communication from the lamented Erich
Kleiber. The Karajan records are more
compulsive.

The Eighth Symphony on the fourth
side is rare and rarefied sport. In this pro-
jection, extremes are hustled about with
extraordinary address: no equivocation in
the boisterousness of the first movement or
the insistent mock-anger of the vivacious
ukase in the finale, with its elongated rtail of
laughing pomposity, nor in the filtered
finesse of the perfect little allegretto; every-
thing entirely obvious but played with the
kind of gusto disdainful of protocol that
Beethoven must have hoped for in his
“kleine” and “unbuttoned” symphony. The
enormous dynamic scope displayed by the
engineers naturally represents an equivalent
played by the musicians, and yet the final
chord of the Philharmonia men is intact
like the first.

C. G. BURKE

BEETHOVEN: Symphonies: No. 8, in F,
Op. 93; No. 9, in D minor ("Choral’),
Op. 125

Philharmonia Orchestra; Elisabeth Schwarz-
kopf (s), Marga Hoffgen (c), Ernst Hifliger
(1), Ouo Edelmann (bs); Chorus of the
Society of the Friends of Music (Vienna);
Herbert von Karajan, cond.

ANGEL 3544. Two 12-in. $9.98.
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(Salzburg), Bernhard Paumgartner, cond.
(in the Beethoven); American Artists’ Sym-
phony Orchestra, Erich Leinsdorf, cond.
(in the Haydn).

GRAND AWARD 33-319. I2-in. $5.95

When a conductor who is primarily a
scholar turns an erudite eye to the core of
the repertory, we must expect revelation,
whether we wish it or not. Dr. Paumgart-
ner's revelation is of a quick-trotting finale,
not unjustified by the score, but productive
of a thin, transient excitement in place of a
triumph of majestic strength — more the
victory of State U. over the Aggies than of
man over himself. This nullifies the effect
of a compelling andante and a fine grim
scherzo. Circling, not unimpressive sonics,
but distant violins and a reverberation that
rolls out the bass to smother much of the
detail.

The Farewell too is given a fast finale
here — in this case the adagio fifth move-
ment taken at a surprising clip and be-
reaved of the gentle melancholy of its
sweet complaint. Perhaps this was done to
provide space for the talk by Mr. Deems
Taylor that precedes the performance. Ade-
quate sound verging on acerbity. C. G. B.

BERLIOZ
Quertures

Le Carnaval ramain, Overture, Op. 9; Le Ros
Leuar, Overture, Op 4; Le Corsaire, Overture,
Op. 21; Les Francs-Juges, Overture Op. 3;
Waverley, Overture, Op. 1

Royal Philharmonic Orchestra, Sir Thomas
Beecham, cond.

COLUMBIA ML 5064. 12-in. $3.98.

This is a first recording for the Warerley
Overture which turns out to be quite good
for an Opus 1, even with its Rossinian over-
tones. As for the interpretations, they are a
perfect combination of clarity, drama, and
style — brilliant performances that should
please everybody. Sir Thomas is definitely

in his element here. P. A.

BERNSTEIN

Facsimile — See Gould: Fall River
Legend.

BRAHMS

Hungarian Dances, Nos. 4, 3, 2, 11, 1, 12,
13, and 17
tSchubert:  Fantasy in F minor, Op. 103

Helen and Karl Ulrich Schnabel, pianos.
EpIC LC 3183. 12-in. $3.98.

Brahms wrote his twenty-one Hungurian
Dances for piano four-hands, yet this marks
their first appearance in this form on disks.
[t is too bad, therefore, that the Schnabels
didn’t elect to perform all twenty-one, in-
stead of limiting themselves to eight. It is
a pity, too, that they didn't lavish a litde
more care on them and provide us with
cleaner, more precise, and more convincing
interpretations. They are at their best in
the slower sections, where both ensemble
and tone are more pleasing; in the more
rapid sections they tend to become heavy-
handed.

The same criticism applies to the lovely,
introspective Schubert Fantasy, one of the
more rewarding of the composer’s works for
piano duet, Recording throughout is ade-
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Brabms glows for Schmidt-Isserstedt.

quate, with some noisy surfaces on my
copy. P. A.

BRAHMS
Sonatas for Cello and Piano: No. 1, in E
minor, Op. 38 No. 2, in I, Op. 99

Pierre Fournier, cello; Wilhelm Backhaus,
piano.

LONDON LL 1264. 12-in. $3.98.

Fournier and Backhaus add to an embarrass-
ment of riches, for the catalogue already
contains some superb recordings of these
two beautiful sonatas. Elegance and noble
refinement are the hallmarks of this newest
collaboration. However, I would have liked
a fuller, more rounded tone from Fournier,
part of which might have been accomplished
had the engineers placed the microphone
a bit nearer to the cellist. As microphoned
here, Backhaus’ piano sometimes over-
balances the lighter-toned stringed instru-
ment.

To my mind, the preferable recording of
these sonatas is still that of Starker and
Bogin (Period). However, the Fournier-
Backhaus and the De Machula-Mikkila are
also accomplished interpretations. All three
are worth hearing and comparing. P. A.

BRAHMS
Symphony Na. 2, in D, Op. 73

NWDR Symphony Orchestra, Hans Schmidt-
Isserstedt. cond.
CariTOL P 18000. 12-in. $3.98.

The Second Symphony of Brahms has re-
ceived from Dr. SchmidtIsserstedt a per-
formance of pure but glowing classicism.
expressive in no discernible way of the con-
ductor's “personality.” It illuminates the
Symphony without an extraneous glare. in a
warm triumph of the best kind of Kapell-
meistery. Poise and proportion, equable
fluidity and natural shading distinguish a
leadership in which nothing is erratic. The
orchestra is excellent in unruffled reproduc-
tion, particularly to be commended for the
timbres of the woodwinds and the nice
bite, acid-free, of the strings. There is
nothing quite like it among the recorded
versions already in existence, of which the
best express the strong individualities of
their conductors and are outstanding in

different ways. Careful collectors will com-
pare this with the Toscanini and Boult
editions. C. G. B.

BRUCKNER
Symphony No. 8, in C minor

Pro Musica Symphony (Vienna), Jascha
Horenstein, cond.
Vox PL 9682. Two 12-in. $9.96.

Symphony No. 8, in C minor
tSchubert: Symphony No. 3, in D

Amsterdam  Concertgebouw  Orchestra,
Eduard van Beinum, cond.

Eric sC bo11. Two 12-in. $7.96.

A lot of Brucknerite blood is likely to be
spilled over these two excellent new record-
ings of the Eighth Symphony. As anyone
familiar with the Bruckner symphonies
knows., most of these works exist in several
different versions. During his lifetime, the
composer succumbed to criticism of his
scoring and to complaints about the exces-
sive length of his works — with the result
that both he and others after him made
numerous alterations and cuts in the scores,
many of which have been condemned in
recent years. An authoritative complete
edition of the symphonies was attempted,
with the original scores as the basis for de-
parture. Robert Haas published such an
edition of the Eighth in 1935. Sdill the
Brucknerites — at least some of them — were
not satisfied, and in 1955 a second "‘original
edition,” based this time on the revisions
of 1890, was published by Leopold Nowak.
The complete story is told by Dr. Joseph
Braunstein, of the New York Public Library,
in his scholarly notes for the Vox set. Van
Beinum uses what is presumably the Haas
edition, while Horenstein employs the one
by Nowak. To the average listener — in-
cluding this one — there will be little ap-
parent difference, though close examina-
tion of the two scores may reveal certain
discrepancies.

The big differences here are in matters
of tempo and price. Horenstein adopts a
more leisurely pace throughout, especially
in the Scherzo, and his version runs to four
sides. Van Beinum, on the other hand, fits
his interpretation neatly onto three sides,
allowing us to enjoy a beautifully propor-
tioned reading of the delightful and un-
deservedly neglected Schubert Third Sym-
phony on the fourth side. By paying two
dollars less for the Epic set you get an extra
symphony. The reproduction in both sets
is exceptionally fine, as is the orchestral
playing, but Vox's sound is a trifle brighter
and more sharply focused (especially in the
brasses) and has greater over-all hall reso-
nance.

Fervent Brucknerites will undoubtedly
want to compare the two sets; others will
probably be happier with the less expensive
Van Beinum version. P. A.

BUXTEHUDE
Organ Works, Vol. 1

Alf Linder, organ.
WESTMINSTER 18117.
$3.98).

Dietrich Buxtehude is usually classified in
the history books as a "“forerunner” cf Bach.
It is certainly true that Bach learned much
from him, but it is time that Buxtebude be
considered on his own merits and not be

12-in.  $4.98 (or
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Gaetano Donizetti

judged only by his effect on the younger
master. That those merits were very con-
siderable is shown by the contents of the
present disk: two chaconnes, a passacaglia,
and three chorale fantasias. They reveal
their composer as 2 man with trenchant
ideas and great skill and resourcefulness in
working them out. The passacaglia and
chaconnes are not tremendous works, like
Bach’s compositions in that form, but they
are fine pieces in their more modest frames.
The fantasia on Wie schin leuchtet der Mor-
genstern conveys with serenity the elation of
that sturdy old chorale. That on Ich dank
dir schon is perhaps less interesting, but the
elaborations on Ich ruf zu dir are masterly.
Linder, playing on the same instrument —
in Skinninge, Sweden — that Westminster
is using for the complete organ works of
Bach, favors the softer stops, which make a
lovely sound. Once or twice, one has the
impression that he is changing registration
unnecessarily or too soon, but in general
his playing is tasteful. The recording is
wide-range and clear. Westminster plans to
complete the organ works of Buxtehude in

ten more volumes. N. B.
CHABRIER

Dix piéces pittoresques

Ginette Doyen, piano.

WESTMINSTER 18141. 12-in.  $4.98 (or

$3.98).

Four of these works were orchestrated by
Chabrier to form his Swite Pastorale, and in
this form they are moderately well known.
But in their original form, together with the
other six pieces, they are seldom heard.
This is unjustifiable neglect of some of the
freshest, original piano music to come out
of nineteenth-century France. When not
trying to imitate Wagner, as he did rather
ludicrously in his opera Guendoline, the
largely self-taught Chabrier could write in
2 unique style that sounds more like his suc-
cessors than his contemporaries.  Miss
Doyen, who called attention to some other
Chabrier pieces in a previous disk, plays
this suite with comparable spirit, style, and
lovely tone. Recommended. R. E.

CHOPIN
Nocturnes

No. 2, in E-flat, Op. 9, No. 2; Ne. 5, in F-sharp,
Op. 15, No. 2: No. 10, in A-flat, Op. 32,
No. 2; No. 12, in G, Op. 37, No. 2; No. 13,
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in C minor, Op. 48, No. 1; No. 20, in C-sharp
minor, Op. Posth.

Nadia Reisenberg, piano.
WESTMINSTER W-LAB 7029. 12-in. $7.50.

Miss Reisenberg’s playing is so good that
it is a pity she did not record all the noc-
turnes. The pianist seldom adds any per-
sonal element to her interpretations, any
extra poetic intuitions, but she makes all
the points that are in the score, or that are
implied there, having at her disposal a sing-
ing tone and complete technical command.
More should not be expected of any artist.
When Miss Reisenberg does more than is
implied, the result is an improvement, as
when she treats the A-flat Nocturne with
exceptional delicacy, lifting the work out of
its inherent sentimentality. These six noc-
turnes are representative rather than the
best.

The recording is incredibly natural. No
other piano disk I know of, even from West-
minster, has managed to eradicate so com-
pletely the listener's awareness of the re-
cording mechanism or the engineering pro-
cess. Highly recommended. R. E.

CLEMENTI

Sonata for Piano, in B minor, Op. 40, No. 2
— See Hummel: Concerto for Piano and
Orchestra, in A minor, Op. 8s.

COUPERIN
Keyboard Music

Les Vienx Seignenrs; Les Jeunes Seigneurs; La
Superbe; Courante; Muséte de Taverni; Les
Rozeaux; Les Dars homicides; Le Tic-toc-choc;
L' Amphibie; Le Rossignol-en-amounr.

tRavel: Le Tombean de Couperin

Robert Wallenborn, piano.

TELEFUNKEN LGX 66041. 12-in. $4.98.

Robert Wallenborn, an American-born and
trained pianist now living in Europe, is a
musician of unusual intelligence and tech-
nical facility. These attributes combine to
produce a rather cool, glib interpretative
style, the stress being on form rather than
on color. With the exception of the Ravel
Toccata ~— unaccountably played too fast
and messily — the performances are unfail-
ingly urbane, delicately dry, and witty. A
good illustration is the amusing and original
quality of mockery he brings to the middle
section of the Rigaudon. The choice of
Couperin works is discriminating, and only
the Tic-toc-choc has had much currency. Mr.
Wallenborn's fastidious tone is satisfac-
torily reproduced. R. E.

DEBUSSY
Petite Suite (orch. Biisser)
Children’s Corner (orch. Caplet)

Concert Arts Orchestra, Felix Slatkin, cond.
CAPITOL P 8328. 12-in. $3.98.

Anyone looking for a good “"demonstration
disk” at a nonpremium price need look no
further than this meticulously engineered
recording of the Petite Suite. The instrumental
timbres are just, the balance between wood-
wind and strings has been sensitively regu-
lated, and the general effect is of natural
(not artificial) vibrancy. Hurrah for hi-fi.
Fortunately, the performance is worthy of
the care expended on its registration; Slat-
kin's Hollywood ensemble plays with re-
fined virtuosity and conveys just the right

feeling of vernal freshness. The Children's
Corner, however, suffers in comparison with
the more freely nuanced interpretation of
André Cluytens and the Orchestre National
(Angel).

Incidentally, Henri Biisser’s marvelously
wrought orchestration of the Petite Suite has
always whetted my interest in this composer’s
own works, of which there are aplenty —

but not on LP. R. G.
DEBUSSY

Quartet in G minor

Curtis String Quartet.

WESTMINSTER W-LAB 7045. 12-in. $7.50.

The sound is superb, like having a string
quartet playing in your home. But if you
want to hear the Debussy Quartet performed
with optimum style and imagination, you
would do well to invite another ensemble.

R. G.

DITTERSDORF
Symphony in C — See J. C. Bach: Sinfonia
in B-flat, Op. 18, No. 2.

DONIZETTI
La Favorita

Giulietta Simionato (ms), Leonora; Gianni
Poggi (1), Fernando; Ettore Bastianini (b),
Alfonso XI; Jerome Hines (bs), Baldassare;
Bice Magnani (s), Ines; Piero di Palma (t),
Don Gasparo. Chorus and Orchestra of the
Maggio Musicale Fiorentino (Florence),
Alberto Erede, cond.

LONDON XLLA 39. Three 12-in. $14.94.

In March, Angel released a twelve-inch
disk of excerpts from Donizetti’s La Favo-
rita. And now London has issued a com-
plete recording of the opera — the first in
the history of the phonograph. (The long
and banal ballet music, however, has been
omitted.) Henry Chorley, a famous British
critic of the Victorian era, wrote of La Favor-
i#ta: “Essentially a second-rate composer.
Donizetti struck out some first-rate things
in a happy hour—such as the last act of
La Favorita . . . . There is musical and
dramatic beauty enough to make a story
painful to the verge of vileness, forgiven.
. . . . The anathema scene in the second
act is forcible . . . . There is a voluptuous
tone in the heroine’s grand air . . . . So pas-
sionate is the romance for the tenor that
it is hardly possible to sing it without
effect.  As given by such singers as M.
Duprez and Signor Mario, it is to be ranked
among the most thrilling songs of the
Italian stage. . . . In Lz Favorita he [Doni-
zetti] proved himself worthy of admission
to the stage which a Rossini and 2 Meyer-
beer had studied with solicitude.” These
remarks, written in 1860, for the most part
hold true today, though one would perhaps
hesitate to be shocked by the ''vileness™ of
the triangle involving Alfonso XI of Cas-
tile, Leonora di Guzman, and her cavalier,
Fernando. Such a setup must seem mild
indeed to a generation brought up on the
present-day excesses of press, radio, and
motion pictures.

La Favorita's bel canto arias, suave duets,
and impressive ensembles deserve recogni-
tion. All of the score may not be grade-A
Donizetti, but the finest portions, especially
the universally admired final act, are well
worth study and careful examination for
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lovers of mid-nineteenth-century ltalian
opera.

London has now made this possible with
a performance that, if open to specific reser-
vations, is nevertheless impressively idio-
matic and excellently recorded.  Albetto
Erede is not the most dynamic of conduc-
tors, but his care and sense of style are ¢b-
viously lavished on this set, and he has a
provocative cast at his disposal. Giulietta
Simionato and Gianni Poggi, the Leonora
and Fernando, were chosen to sing these
roles at the important September 1948 cen-
tenary celebrations in Bergamo, Donizetri’s
native city. Miss Simionato’'s pungent,
vibrant mezzo-soprano proves ideal for the
music of Leonora, which demands just such
a voice. O mio Fernando' is wonderfully
effective, and twice she ascends to a high C
with thrilling effect. Mr. Poggi has a basi-
cally excellent voice — clear, well-resonated,
capable of carrying in a large theater; but he
lacks distinction and imagination for rthe
role of Fernando (an ideal part for Jussi
Bjoerling), and his singing of "*Spirto gentil”
is wanting in the fine-spun finesse that can
make it a lovely moment. He does, however,
command range, power, and a sense of the
conventions.

Ettore Bastianini is every inch the King
of Castile, singing with breadth and dignity.
He might have made the irony of "' A tante
amor’' more biting, but his is a performance
worthy of respect. The voice is among the
best of our day. Jerome Hines, making his
London Records debut as Baldassare, should
have been far more forceful in the scene in
which the prelate thunders out the Papal
curse. His best singing, by far, occurs in the
final act, especially in the serene ""Splendon
pin belle in ciel le stelle”

The singing of the London cast is natur-
ally more mature and assured than that of the
young singers heard in the Angel record of
excerpts. However, Angel's Dino Formi-
chini sings a far more artistic ""Spirta gentil”
than Poggi. MAX DE SCHAUENSEL

DOWLAND
Lachrimae

Geneva Chamber Ensemble, Franz Walter,
cond.
EMS 12. 12-in. $5.95.

John Dowland’'s “Lachrimae or Seaven
teares figured in seaven passionate pavans,
with divers other pavans, galiards, and al-
mands, set forth for the lute, viols. or vio-
lons, in five parts” were published at Lon-
don in 1604, when their composer was
court lutanist to the king of Denmark. The
present recording offers four of the "pas-
sionate pavans’ arranged with other pieces
from the set so as to form two suites. each
beginning and ending with a “teare.” The
performers comprise two violinists, a vio-
list, two cellists, and a lutanist, and Peter
Warlock's edition is used.  While the
Lachrimae proper are saturated with the
melancholy characteristic of this compeser.
they are not entirely dolorous, for, as he
wrote in his dedication, ""Pleasant are the
tears which music weeps, neither are rtears
shed always in sorrow, but sometime in
joy and gladness.” In any case, they are
cleverly set apart by lively litde dances,
some of which are quite cheerful and hearty.
This is lovely music, and, except for one or
two imprecise attacks on Side 1, it is
smoothly played and well-recorded. N. B.
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DVORAK
Slavonic Dances, Opp. 46 and 72
tTchaikovsky: Romeo and Juliet

Vienna Philharmonic
Kubelik, cond.
LONDON LL 1283/4. Two 12-in. $7.96.

Orchestra, Rafael

The outstanding LP interpretation of these
dances has been that by Vaclav Talich and
the Czech Philharmonic Orchestra (Urania).
From the standpoint of stylistic elegance,
this performance is not likely to be replaced.
But Talich's compatriot Kubelik also is an
adept interpreter of this infectious music,
and he has the benefit of slightly superior
reproduction. At first glance, the London
set might seem the better bargain, since
Kubelik gets the dances on three sides and
devotes the fourth to Tchaikovsky's Romeo
and Juliet: but his is not a particularly dis-
tinguished or forceful reading of the latter
work, so that it need not enter into the con-
sideration. Either set of the dances will do
very nicely. My choice is still Talich. P. A.

DVORAK
Symphony No. 3, in I, Op. 76

Netherlands Philharmonic Orchestra, Walter
Goehr, cond.

MusicaL MASTERPIFCI SOCIETY 121. 10-in.
$1.89.

Dvorak’'s Third Symphony, a neglected work
endowed with youthful freshness, charming
melodies, and — in the Finale — even a
faint breath of Bruckner, dates from 1875
and originally bore the opus number 24.
It was drastically revised in 1887, when it
acquired its present deceptively high opus
number. Goehr gives the work a vivacious
and persuasive reading, but since this is a
reissue of an earlier Concert Hall limited
edition, the tonal range is somewhat re-
stricted. Not so much. though, to spoil the
delights of the music. P. A

Demus: Austrian honor to French music.

FAURE

Piano Music

Five Impromptus, Opp. 25. 31, 34, 91,
and 102; Theme and Variations, Op. 73;
Barcarolle, Op. 70; Nocturne, Op. 63,
No. 6

s

Joerg Demus, piano.
WESTMINSTER 18118.
$3.98).

12-in. $4.98 (or

The pieces in this collection are all late
romantic in style and minor masterpieces
of their type, particularly the powerful Theme
and Variations. Despite his Austrian back-
ground and his predilection for Bach, Schu-
bert, and Schumann, Demus not only does
full justice to this French music, he does it
honor. His approach is warm, sensitive,
often forceful yet never forced, and West-
minster has allowed the tone of his piano to
sound glitteringly natural. P. A.

FAURE
Sonatas for Vielin and Piano: No. 1, in
A, Op. 13; No. 2, in E minor, Op. 108

Zino Francescatti, violin; Robert Casadesus,
piano.
COLUMBIA ML 5049. 12-in. $3.98.

Though these two sonatas were composed
more than forty years apart — the Second
after Fauré had become deaf — they are
both full of ardor and melodic beauty. The
Second Sonata, however, does take a little
while to grow on the listener, whereas the
First has an immediate appeal. Francescatti
and Casadesus make an ideally martched
sonata team, in almost any music, and their
French background equips them to inter-
part the Fauré idiom with great sensitivity.
Theirs is the most desirable interpretation
of these two sonatas currently on disks. P. A.

FLOTOW

Martha

Elena Rizzieri (s), Lady Harriet; Pia Tas-
sinari (ms), Nancy; Ferruccio Tagliavini (1),
Lionel; Carlo Tagliabue (b), Plunkett; Bruno
Carmassi (bs), Sir Tristan; Mario Zorgniotti
(bs), Sheriff. Chorus and Orchestra of Radio-
televisione Italiana (Turin), Francesco Moli-
nari-Pradelli, cond.

CETRA B 1254. Two 12-in. $9.96.

Notwithstanding the notes that come with
the new Cetra set, Flotow's Martha can
hardly now be called a2 work " . . . certain
to remain fixed in the standard operatic
repertoire because its rollicking melodies
offer great singers frequent opportunities
to shine without having to worry too much
about characterization or any subtle musical
demands in the score itself.” Potting at
record notes is, in general, a pretty inutile
form of literary target-practice; but this
sentence is so fresh from Looking Glass
Land that it is irresistible.  Besides, it has,
at least by inversion, a certain relevance. In
brief, Martha isn't and doesn’t. It isn’t in
the standard repertoire of here and now, let
alone certain of remaining fixed in it. Tt
doesn't offer the opportunities described.
Since 1929. Martha has not seen the light
of the Metropolitan stage; and although it
lasted well into the 1930s in Chicago, it has
for the past twenty years been hearable in
this country almost exclusively in decreas-
ingly frequent second-line performances
using the rather unnerving Schirmer English
version. The shine of great singers is pre-
cisely something it has not had. Nor does
it in the new set, though the phrase ™ . ..
without having to worry . . ."" is quite
evocative of the laissez-faire quality of the
performance, which is fast, casual about
proper notes in proper places, and blithely
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opportunistic in matters of choice between
what is right and what is easy or superficially
effective. This is a pity. Muartha is not a
work of massive consequence, viewed from
any angle, but it is one of the best-tempered,
sweetest-natured, most engagingly tuneful
of operas.

Its history is nothing if not international.
Flotow was German by birth and back-
ground, but his musical roots were in the
Paris of the 1830s-1840s. The point is
commonly and justly made that even though
Martha was composed for Vienna it is
closer to, say, Auber than it is to Singsprel —
that it is really a kind of French opéra bouffe
composed to an originally French-derived
German libretto. However, Parisian taste
in comic opera was strongly Iralian-in-
fluenced too, and Martha had no difficulty
in becoming established wherever there were
opera houses. As a resule of this early and
widespread dissemination, Martha has a
multiple personality so far as performing
traditions are concerned; a German Martha
is one thing, an ltalian Marzha another, a
Martha & la Schirmer another yet, and there
is no basis for doctrinaire assignment of
virtue to one and damnation to the others.
The Cetra version should not pose too many
problems for most listeners whose ideas
about the work have been formed domesti-
cally. The cuts are numerous and a few
quite extensive, some unfamiliar, but on
the whole they are fewer and less down-to-
the-bone than those made in, say, perform-
ances by the old touring San Carlo company.
Listeners free of preconceptions, though,
might well consider the older, less carefully
recorded Urania set, in German; it can still
be found. The performance is better in-
tegrated musically and better sung on the
whole, with Erna Berger in superb fettle as
Lady Harriet. And the German text casts a
Lied-like, almost Schubertian glow over
melodies that seem merely sweet and full of
sentimentality when sung to Iwalian or
English words.

Of the individual performances in the
Cetra set, by far the most accomplished and
artistic is that of Pia Tassinari as Nancy.
She is adept, highly musical, and richly
humorful without ever shading over into
cheap comic effectiveness; it cannot really
be blamed on her that she ends by seeming
more aristocratic as a lady’s maid than does
Elena Rizzieri, who sings fleetly and often
prettily but without much vocal character,
as Lady Harriet. Ferruccio Tagliavini, not
in top vocal condition, gives much attention
to sounding like himself, very little to any-
thing else. The result is a pompous, un-
sympathetic characterization and a slovenly
musical performance, frequently no more
than proximate as to note values and marred
further by considerable goldbricking in en-
sembles. Carlo Tagliabue is steady, but not
facile or imaginative enough to make up
for the fact that the quartets, of which there
are a gracious plenty in Martha, balance
out rather better if the Plunkett is a bass
rather than an essentially Verdi-type bari-
tone of mature years. The Sir Tristan is
Bruno Carmassi, whose name (to the best
of recollection) has not turned up on records
since the old Victor I/ Trovatore, with Aureli-
ano Pertile as Manrico, which Camden
has just reissued on LP. He sounds fine, too
— and not just by the courtesy that might be
extended for old times' sake. The minor
roles are done well enough. As for Francesco
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Molinari-Pradelli, he seems mainly in a
hurry to get through; and although he is
too competent a conductor to let things go
to pot completely, his tempos are often
too fast for the music to expand and sing.

The sound is bright and clean. J. H., Jr.
FRANCK

Quartet in D

Parrenin Quartet.

WESTMINSTER 18136.  12-in.  $4.98 (or

$3.98).

In a great many instances, César Franck com-
posed one-of-a-kind music — one sym-
phony, one violin sonata, one piano quin-
tet, and this lone string quartet, which con-
tains some of Franck’s most beautiful music
and constitutes one of his finest examples of
cyclical form. The Parrenin Quartet, a
young Parisian ensemble, gives a polished,
sensitive, and sensible account of this
noble composition. A superior and welcome
recording. P. A.

GERSHWIN
Porgy and Bess (concert version)

Broc Peters (b), Porgy; Margaret Tynes
(s), Bess; Miriam Burton (s), Serena; Joseph
Crawford (t), Sportin’ Life; William Dillard
(b), Crown; Theresa Merritte (s), Clara and
Strawberry Woman; Charles Colman (b),
Jake. Opera Society Chorus and Orchestra,
Paul Belanger, cond.

CONCERT HALL CHS 1247. 12-in. $4.98.

This is an admirable solution of a vexing
problem for those listeners who shy away
from complete recordings of operas as being
too time-consuming, yet who find the ex-
cerpts issued by most companies exasperat-
ingly meager. Here on one twelve-inch disk
can be found practically every major vocal
portion of the work, even to the street cries.
An extremely able cast, in which the robust
voice of Broc Peters as Porgy is outstand-
ing, gives a most agreeable performance.
The work is well paced and firmly directed
by Paul Belanger, and Concert Hall's sound
is always satisfactory, if a trifie enclosed.
How effective this “‘concert version' would
be in actual performance, I cannot say. On
records it does lack one ingredient necessary
for a completely successful realization of
this folk opera: atmosphere. That an
imaginative record producer can inject this
quality into a recording has been proved by
Goddard Lieberson's excellent Columbia
version. This is my only reservation about
an otherwise excellent record. J. E. L

GLAZUNOV
Five Novelettes, Op. 15— See Smetana:
Quartet No. 1.

GLINKA
Russlan and Ludmilla

Vladimir Gavrushov (b), Svetozar; Vera
Firsova (s), Ludmilla; Ivan Petrov (b),
Russlan; Eugenia Verbitskaya (c), Ratmir;
Alexei Krivchenia (bs), Farlaf; Nina Pokrov-
skaya (s), Gorislava; Georgi Nelepp (1),
Finn; Elena Korneyeva (ms), Naina; Sergei
Lemeshev (t), Bayan. Chorus and Orchestra
of the Bolshot Theater, Kiril Kondrashin,
cond.

WESTMINSTER OPW  1401. Four 12-in.
$19.90.

Glinka's A Life for the Czar (1836) and
Russlan and Ludmilla (1842) are universally
said to be the first recognizably Russian
operas.  Certainly, they created a family
type that has persisted in most of their
successors. Their librettos by Pushkin are
fragmentary; their scores are crazy-quilts of
genius and banality; outside Russia (like
all of their progeny but Boris Godunow)
they are more discussed than performed.
Conventional in almost everything, Russlan
surprisingly boasts a young hero who is a
baritone; a prince who is a contralto; a
bardic minstrel and an old magician who
are both tenors; and a heroine, daughter of
the Grand Duke of Kiev, who is a colora-
tura straight out of Donizetti.

This first complete recording has special
values for students. How many listeners
will share my surprise on finding that the
rapid opening section of the familiar Over-
ture is the much-discussed ""Slzva!" chorus
that ends the opera, or that the more
romantic second section of the Overture is
a lovelorn lament by Russlan, or that the
renowned ""Russian’ touches are all but
swamped in apings of Weber, Rossini,
Bellini, and Donizertti?

Westminster has provided superior sur-
faces and a complete libretto in Russian, in
transliteration, and in English. The trans-
literation, unfortunately, is based upon a
system rather than upon what the singers
pronounce, and the translation is comfy
rather than accurate (when, for example, the
Russian says “‘going to Kiev,"” the transla-
tion reads 'going home”).

Swift, metallic, accurate, and cold, Vera
Firsova is the best of the uninspiring singers.
Kiril Kondrashin conducts with limp hands,
evoking uniformly inexact ensemble. Above
the generally dreary level of uneven music
raggedly performed rise, not the ballet mu-
sic (which is of the Minkus-Pugni school),
but only the ever-fresh Overture, Russlan’s
impressive Act II aria, Ludmilla’s aria with
string obbligato in Act III, the march and
lezginkain Act1V, and the concluding chorus.
The recording, technically almost up to cur-
rent Western standards, unmercifully ex-
poses both the spottiness of Glinka’s taste
and talent and the inferior singing, orchestral
atrack, and choral discipline.

HERBERT WEINSTOCK

GOULD
Fall River Legend
tBernstein: Facsimile

Ballet Theater Orchestra, Joseph Levine.
cond.
CapPITOL P 8320. 12-in. $4.98.

Morton Gould is a gifted composer of light
music, but he was "way beyond his depth in
tackling the score for Agnes de Mille's
ballet about the Lizzie Borden case. It is
one of the real tragedies of the arts in
America that that great piece of choreo-
graphy was not given its musical investiture
by someone really capable of coping with
its dramatic, atmospheric, and spiritual im-
plications. Bernstein's Facsimile comes out
under Levine's baton as an agreeable, work-
manlike affair, but not one to supplant the
same composer's Fancy Free as his best
balletic achievement to date. The inade-
quacies of the Ballet Theater orchestra are
less cruelly exposed here than in its previous
recordings. A. F.
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GRANADOS
Goyescas, Part 2
tMompou: Impresiones intimas

Alicia de Larrocha, piano.
DEcca DL 9815. 12-in. $3.98.

This disk completes Miss de Larrocha’s re-
cording of Goyescas. Although it takes three
sides and costs more than any other, it also
is much the best. Her playing has virtually
everything, including a beautiful tone and
flawless technique; but it is her volatiliy
and temperament that distinguish her arts-
try. She envelops E/ Amor y La Muerte in an
atmosphere of mystery, in spite of its violent
variations of mood. One sample of her
imaginative reading comes at the end of
this section, as she lets the sounds of clash-
ing chords rise and mingle in subtle dis-
harmony.

Miss de Larrocha plays Mompou's sad,
plaintive miniatures with equal felicity,
matching the composer’s gentle, caressing
performances on his own recording of three
of the six pieces in the suite. The recorded
tone is not the best, thinning out in loud
passages. R. E.

GRIEG
Peer Gynt Suites Nos. 1 and 2
tIppolitov-Ivanov: Caucasian Sketches

Hollywood Bowl
Felix Slatkin, cond.
CAPITOL P 8329. 12-in. $3.98.

Symphony Orchestra,

On paper, this looked like just another disk
of war horses; on the phonograph, it was
something quite different.  Perhaps with
the consciousness that he had some over-
worked material on his hands, Felix Slatkin
took pains to lavish the utmost polish and
reverence on this music, phrasing it as
carefully as he would a Brahms or Moczart
symphony. Since he has a top body of
instrumentalists at his disposal, and since
Capitol has provided the very last word in
superbly natural sound (with especially
resonant, but not clashing, percussion), this
record can be highly recommended even to
those tired of hearing the music. F. A.

GRIEG
Songs

Mir einer Primulaveris: Ich liebe dich: Was jch
sah: Solvejgs Wicgenlied; Jigerlicd; Glicks-
hote mein; Letzter Frihling; Zur Rosenzeit:
Herbesturm; Erstes Begegnen; Auf der Reise zur
Heimat; Dereinst, Gedanke mein: Verborgne
Liche: Herbstimmung, Zickeltanz; Der Prinzes-
sin: Margaretens Wiegenlied, Geschieden; Lichte
Ncht; Beim Sonnenuntergang; Ein Schwan.

Hilde Réssl-Majdan, mezzo-soprano; Vik-
ror Graef, piano.
WESTMINSTER 18089.
$3.98).

12-in.

$4.98 (or

Notwithstanding the lasting popular (or,
as many now regard it, semi-popular) appeal
of Grieg's piano concerto, his truest creativi-
ty found expression in smaller forms. It is
in his songs, his marvelously wrought small
pieces for piano, that the quintessential
Grieg is to be met with. But unhappily, as
Philip Miller remarks in his fine jacket notes
to this disk, the temper of our post-Wagner
time is still to equate mass with greatness,
to regard the craftsman of little musics as
almost automatically inconsequential, and
to slight his works. Taking this into con-
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sideration, it is pethaps rematkable that so
many Grieg songs do get sung; but there
are many more, and very fine ones, that turn
up only ever so seldom in recital programs.

Hilde Rossl-Majdan, a rising young
member of the Vienna Staatsoper roster,
has as her main asset — and it is a consider-
able one — a warm, round, securely pro-
jected voice, called on the jacket a contralto
but really closer to the mezzo-soprano in its
most characteristic timbre.  If not quite
unflawed, her singing is firm, straightfor-
ward, with pleasant tone. And she is musi-
cally scrupulous according to her interpreta-
tive lights. These lights, however, are not
really very bright. She does vary dynamics
sensibly; she does pay attention to tone
colorations, or does try; but the same pat-
terns keep repeating themselves, so that
long before the twenty-first song on the
list, monotony has cast its shadow and
listening with concentration becomes some-
thing of an effort. Still, it is wonderful to
have a collection of this sort — by far the
most extensive LP investigation of Grieg's
vocal music — let alone have it so compe-
tently done. Viktor Graef’s accompani-
ments are very reputable; the engineering is
good. Recommended, but for consumption
in moderate dosages. J. H., Jr.

HANDEL
Concertos (6) for Orchestra, Op. 3

Boyd Neel Orchestra. Boyd Neel. cond.
LONDON LL 1130. 12-in. $3.98.

In making Opus 3, the composer plagiarized,
in his convenient way, from the works of
Handel. Seven or eight of the twenty move-
ments, and probably more, are familiar in
other settings. This quickens an engaging
kind of perplexity. the stranger recalling
past intimacies; not that the six concertos
are not engaging without this goad, in their
Handelian bounce from grandiosity to frolic
and thence to contemplation, everything in
the bounding bundle except hypochondria.

Slatkin: Grieg’s war horse comes to life.

The music scems to have the sanest, most
concrete kind of inspiration: Trooping the
Color, the Good Book, Puss-in-the-Corner;
and all juxtaposed. Hard to resist.

The performance has the broad, stout
outlines usually given by this physician-
conductor to his Handel, and the response
of the players is one of consolidated sleek-
ness in the even registration given to them.

The record has several advantages over the
only other version: the use of two generous
sides instead of three scantier ones, a sound
of greater refinement, and a cleaner accord
among the strings. But the Prohaska ver-
sion (Vanguard) is in most of the concertos
played with wider latitude, more variation,
and more interest. Since London's favor in
comparative cost is as four to ten, hers is
the eloquence likely to prevail.  C. G. B,

HANDEL
Water Music

Philharmonic Promenade Orchestra, Sir
Adrian Boult, cond.
WESTMINSTER 18115.

$3.98).

$4.98 (or

12-in.

Four complete Water Musics have appeared
in the last year and a half, and none dupli-
cates the sequence of the twenty pieces as
they are presented by any other. In the ab-
sence of authoritative precedent or imperious
logic, the Westminster directors have de-
vised 2 new ordination peculiar to their
record and bolder in concept than that of
any other version. . we conceived the
Water Music as a coherent suite of dance
movements interconnected by concertante
pieces of almost symphonic character . . . .
we proceeded to reconstruct both instru-
mentation and order of selections.” This
we read in the notes of Dr. Kure List, and
thus we hear some mild surprises.

Very briefly stated, the music in this edi-
tion is reassembled into clusters of pieces
related by tonality or form, with some repe-
titions inserted and some repeats omitted.
Perhaps it makes no important difference.
The Water Music, for all its occasional gran-
deur, is highly informal and sounds good
no matter in what order its elements suc-
ceed each other. Important, however, to
this record is the influence the concept has
had on the execution heard as a whole:
this is the least outdoored of performances,
the Thames channeled into the concert hall.
The playing, although robust enough, is
refined and defined into nuances and nice-
ties not imagined in other versions and not
imaginable on a barge; all very fine, in this
delicate seizure of civilized sound, if the
hearer will forget the setting that gave the
tidle.

To recapitulate the other versions best
worth notice, the Hewitt-Haydn Society is
the briskest and maybe too brisk; the Neel-
London is the jolliest and maybe too jolly;
the Lehmann-Archive is the most imposing
(not the Lehmann-Decca plain) and the one
with which the amiable high sophistication
of Boult-Westminster ought to be compared.

C. G. B.

HANSON
Symphony No. s: Cherubic Hymn
tBarber: Symphbony No. 1

Eastman-Rochester Symphony Orchestra,
Eastman School of Music Chorus {in the
Hymn), Howard Hanson, cond.

MERCURY MC 400014. 12-in. $3.98.

Whatever reservations one may have about
Howard Hanson as a composer, one must
go all out in admiration of his conductorial
gifts. His performance of the Barber sym-
phony forces a complete revision of one's
atticude toward that far from obscure work.
Previous recordings and performances have
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made it seem pale and well-mannered and
guaranteed to do nothing much to any-
body; Hanson, however, makes it sing.
gives it body and strength and a genuinely
impressive symphonic thrust. Needless to
say, this result could scarcely have been
achieved without superb co-operation from
Mercury’s recording staff. Hanson's own
Fifth Symphony, subtitled Sinfinia Sucra.
is all right, but the Cherubic Hymn is a major
achievement. It is a tribute to the spirit
and color of the Eastern Orthodox liturgy.

and a very good one. A. F.

HAYDN

Divertimento in G —See Bach: Sin-
fonia in B-flat, Op. 18, No. 2.

HAYDN

Symphonies:  Nos. 93-104 (The Twelve

London Symphonies)

Vienna Staatsoper Orchestra (in Nos. 93, a4,
96, 98, 99, 101); Vienna Symphony Or-
chestra (in Nos. 95, 97, 100, 102, 103, 104),
Hermann Scherchen, cond.

WESTMINSTER 66or1. Six 12-in. $33.50.

By unhesitant use of the added percussion
instruments in two movements of the Mi/i-
tary Symphony, No. 100, Hermann Scher-
chen battered his way to a recognition from
discophiles that twenty years of musical
scholarship had not been able to obrain
from any considerable section of the general
musical public. No. 100 was then backed
by No. 95, replaced in the rational progres-
sion of the first complete edition by No. 99.

The twelve symphonies composed by
Haydn during his two sojourns in London,
Nos. 93 to 104, were the last he composed,
and public attention has been concentrated
on these to the neglect of eighty-odd of the
earlier ninety-two. This is ludicrous, but
the phonograph has given voice to about
half of the oversights. Admittedly these
London symphonies are unsurpassed in
Haydn, but so are a dozen others in the pro-
duction of 2 composer whose hottestadmirers
cannot make a consistent choice of favorites.
But there is a homogeneity of pattern, or-
chestration, and mood in the last twelve
symphonies that fits them well for considera-
tion as a unit. Here in effect are more than
five hours of imaginative and artful amiability
in a cascade of splendor.

No other conductor has ever recorded all
twelve. The various records containing the
symphonies before their reprocess and re-
arrangement into a complete edition have
been reviewed here, with lavish favor, as they
separately appeared. It is not necessary,
nor is there space, to detail here again the
qualities brought by Dr. Scherchen and the
engineers to make their statement of the
twelve symphonies one of the most lumin-
ous monuments in the history of recording.
In their new transference to disks plotted to
the RIAA curve, their sound — which in
the initial appearance was almost invariably
excellent — is easier in reptoduction, and
those places with too much lash to the
treble have been curbed to docility. The
steadily impressive character of the sonics
on all twelve of the sides warrants durability
to Dr. Scherchen's monument.

The symphonies are distributed one to a
side in numerical order, a squeeze for Nos.
103 and 104 which together last an hour.
They are enclosed in a heavy and prepossess-

let containing (rather casual) notes by Dr.
Karl Geiringer.
It is an album inspiring affection. C. G. B.

HONEGGER
Chant de joie — See Stravinsky:
Bird Suite.

Fire

HUMMEL

Councerto for Piano and Orchestra, in A
minor, Op. 8s

tClementi: Sowata for Piano, in B minor,
Op. 40, No. 2

Artur Balsam, piano; with Winterthur Sym-
phony Orchestra, Otto Ackermann, cond.
(in the Concerto).

CONCERT HALL 1241, 12-in. $4.98.

Mozart's pupil Hummel wrote a generous
amount of music admired in his time, but
the phonograph remains indifferent to all
except a tiny fraction of it. The works re-
corded, including this glib and interesting
concerto, reward the listener with a definite
light pleasure. Mozart’s influence on the
present piece is less than Beethoven's and
much less than Weber’s, while the concerto’s
effect on the shaping of the two by Chopin
needs no more illustration than one hear-
ing. Artut Balsam, whose deft and polished
playing is like what we read of Hummel’s
own, was a good choice for the solo part,
and the sound of the piano manages its
elegant involvements with crisp accuracy.
The orchestra is subsidiary in the writing
and in the performance, supplying punctua-
tion and background, with smooth strings,
and wind instruments a litcle mild.

Long reaches of the Clementi sonata
sound like Beethoven, especially in the first
movement: Beethoven studied Clementi,
and he did not fail to study this work.
Brilliant technical pianism here, how ex-
pressive the reviewer cannot say until he will
have acquired familiarity with the music.
The piano sound is soberly natural. C. G. B.

IPPOLITOV-IVANOV
Cauncasian Sketches — See Grieg:
Gynt Suites.

Peer

LECUONA
Andalucia (Suite Espagiiol) — See Al-
béniz: Cantos de Espaiia.

LISZT
A Faust Symphony

Orchestre de la Sociéé des Concerts du
Conservatoire de Paris, Ataulfo Argenta,
cond.

Les Préludes

Orchestre de la Suisse Romande, Ataulfo
Argenta, cond.
LONDON LL 1303/4. Two 12-in. $7.96.

For the second time Liszt's attractive but
overly lengthy Fuwust Symphony has been re-
corded in its entirety except for the final sec-
tion, a setting of the Chorus Mysticus for
tenor solo and chorus, which he added
later. If the composer thought that this
section belonged to the symphony, why
(except fot reasons of economy) have Urania
and London seen fit to leave it off? Not that
the symphony isn’t an entity without it;
but with the choral part added, those who
preferred not to hear it would have only to

Continued on page 65
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building your record library

number thirty

HE COMPILATIONS on LP of recorded performances of

artists of the past, though plenteous, have not solved the
problems of collectors. The question where to start is a formidable
one, and as one gets further into the game it seems impossible to
avoid duplications. Many of the “recitals” have been thrown to-
gether in a haphazard manner, great performances appearing side
by side with highly dispensable items. Even the singers of the
“Golden Age” — a period, if we listen to all the claims, extending
from 1877 (the year of Edison's invention) to 1948 (the birth
date of LP) — were no more consistent and all-of-a-piece than
their successors in our own time. In some cases the quality of the
dubbings is so good that they may even seem an improvement
on the originals; more often, however, they can be fully enjoyed
only if no direct comparisons are made. In cutting out mechanical
noises the engineers have frequently sacrificed vocal vitality.
When the recording speeds have been carefully checked, the
selections emerge in the correct keys and tempos; but this has
not always been so, and I have not been able to compile the
following list without some reservations on that point. How,
then, shall we cover the “historical” field in ten disks with
few compromises and no duplication?

The most monumental issue in this field so far is RCA
Victor's Fifty Years of Great Operatic Singing, selected by
Irving Kolodin, but this we must pass by because of its bulk
(it runs to five disks) leaving it for the advanced opera specialist.
So too the more recent Caruso program. The great tenor remains
the biggest name in phonographic history; but so generous a
portion of his works —three LPs’ worth—is not for the
beginner, while the particular specialist in early Caruso will
want another disk, made from his Zonophone and G & T
recordings of 1902 by Rococo Records.

Let us start with one of the most remarkable disks ever
presented to avid operaphiles — Echoes of the Golden Age of
Opera (IRCC 7006). Here are some twenty-two fragments
of actual performances at the Metropolitan in New York,
recorded (1901-3) with primitive apparatus by Lionel Mapleson,
librarian of the company, at first in one of the boxes, later (after
many complaints about the distracting noises) high above the
stage. That so much could have been caught thus by the soft
wax cylinders is noteworthy enough; amazingly little has been
lost in the transfer to disks. Noisy as some of the recordings
are, far away as the singers seem, something of the electrifying
atmosphere of the live performances carries over. Those who
know the commercial recordings of Sembrich and Melba will
be thrilled by the uninhibited vitality of their bits from
Daughter of the Regiment, Traviata, and Huguenots. The little
we can hear of Jean de Reszke and Lucienne Bréval in spots
from Siegfried and Africaine is very nearly all we are ever likely
to have from these fabled artists. Other singers include Scotti,
Gadski, Nordica, Schumann-Heink, Calvé, and Campanari.

Next | have chosen two disks from RCA Victor's "Treasury”
series as giving a fairly rounded picture, both in repertoire and
in the representation of distinguished singers. The Golden Age
at the Metropolitan (LCT 1006) brings us the Caruso of 1908
and 1909, and it ranges from a 1907 Calvé to a 1929 Ruffo. I
have certain reservations about the Calvé “Habanera” from
Carmen because she made a far better record of it with piano
accompaniment, surprisingly as late as 1916. But Ponselle’s
Ernani, Rethberg's Aida, Bori's Bobéme, and Journet's "Berceunse”
from Lowise will stand in any company. Tetrazzini and Galli-
Curci show what can be done with bravura arias from Sonnanbula
and Rigoletto, and Chaliapin gives a sample of his unctuous Don
Basilio in The Barber of Seville (a disk of selections from his
unforgettable Boris Godunov would be included if my list could
be stretched). Finally there is that greatest of Mozart recordings,
McCormack’s “Il mio tesoro.” Farrar and Schipa complete the
roster. Golden Duets (LCT 1004*) includes the first concerted
record in which Caruso took part — the Forza del Destino duet
with Scotti (1906) — together with his magnificent bout with
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PHILIP L. MILLER PICKS TEN DISKS
OF GOLDEN AGE VOCAL REPRINTS

Ruffo in the vengeance duet from Otello (1914) and his tender
Faust garden scene with Farrar (1910). The Gioconda duet
of Gigli and Ruffo (never released until this program was
assembled) proves again that powerfully dramatic singing was
no discovery of the present generation. Magnificent vocalism
may be studied in the Aida finale (Ponselle and Martinelli), the
celebrated Norma duet (Ponselle and Telva), and — by no means
least — the end of the first act of Bobéme (Bori and McCormack).

From a series called “Famous Records of the Past,” produced
by Jack Caidin, I choose FRP 2 as the best rounded selection
and perhaps the highest average of vocalism. There is a
superlative performance of the first act aria from Trovatore by
the youthful Ponselle, a splendidly free Bohéme narrative by
the young Martinelli, a vocally opulent Fazst aria (in German)
by Slezak, a stupendous tonal outpouring in "Piff paff” from
Huguenots by Mardones, and Nordica's best recording — the
dazzling air from the Hungarian opera Hunyadi Laszlo. Other
selections by Renaud, Didur, and Campanari are by no means
negligible.

Several first-rate interpretations of Gluck Arias (and Gluck
is a composer to demonstrate how much or how little a singer
has mastered in matters of style) are included on Eterna 49s.
The justly featured performance is Frida Leider's “Ahb, si la
liberté” from Armide; there is a beautiful first act arioso from
Orfeo by the rich-voiced Emmi Leisner (in German), a superb
“O del mio dolce ardor” by Hedwig von Debicka, and others
by Rogatchewsky, Schipper, Balguerie, and Domgraf-Fassbaender.
Passing from Gluck to Handel Arias (Eterna 488), we find the
incredible “O bad I Jubal's lyre” (in German) by Lilli Lehmann
— whose two recitals on Eterna are omitted here with regret —
Bispham’s fine “O ruddier than the cherry,” a lovely "Sweet
bird” (in ltalian) by Ritter-Ciampi, a virile “Sound an alarm”
by Morgan Kingston, a respectable “Es blaut die Nacht” by
Eva Liebenberg, and rather disappointing arias by Anselmi (better
served in his Eterna recital) and Leisner.

RCA Victor's Wagner Treasury (LCT 1001*) cannot be
overlooked, though one regrets the splitting of both Hans
Sachs’s monologues from AMeistersinger in Schorr’s superb per-
formances (the breaks in the original two-sided 78s have been
preserved) and the disadvantage under which Gadski and
Schumann-Heink labor with their acoustic recordings among so
many electrics. Frida Leider is heard as Kundry, Rethberg as
Elisabeth, and Lotte Lehmann as Sieglinde.

But we have had no songs. Lieder recordings (among which
we include art songs of all languages) have such a reputation
as miserable sellers that many of the great nonoperatic singers
have not been considered for reissue. So again I compromise
by listing a lieder and opera recital by Heinrich Rehkemper
(Scala 809). Schubert, Schumann, and Wolf are represented in
wonderfully intimate performances, while Mozart (Rehkemper’s
operatic forte) and Verdi round out the program. Two of
Papageno’s songs are the cream of the second side (Figaro and
the Verdi pieces suffer some from translation). Leaving both
the opera house and the staid concert hall, I feel I must include
the incomparable disexse Yvette Guilbert in a program of French
chansons made in the 1920s. This is only a sample of a great
and incredibly versatile art in which perfection of diction was
combined with a musicality that triumphed over severe vocal
limitations (Angel 64011).

Finally, for one sample of a classic opera cast 1 give you
Rosenkavalier (RCA Victor LCT 60os*). There have been
other Oktavians to equal the admirable Maria Olszewska, but
Lotte Lehmann was the Marschallin of her time, and the role
of Sophie was Elisabeth Schumann’s own. Nor have we had
another Ochs like Richard Mayr. The reproduction is happily
still listenable, which certainly helps, though it is not the major
consideration in a performance that touches greatness.

The records followed by an asterisk were marked for
deletion in March, but copies may still be available.
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With Fond F idelity to George Frederick

OSARME is an opera in three acts, sung

in Italian, its scene the Lydia of
antiquity. Semele is an opera in three
acts, to the English of no less a man than
Congreve. Its events are placed in the
Greek Thebes and in soft retreats on
Mount Olympus. Political circumstances
no longer prevailing dictated the pro-
duction of Semele in the aborted form of
oratorio or dramatic cantata. On records
all operas are oratorios, their action stimu-
lated in our imagination by their music.
No doubt before the Handel Bicentennial
three years hence we shall have recordings
of more of the operas and oratorios than
anyone has been able to hear in public
performance during the two centuries. So
far what we have had has been tentative
except ten Messiabs. The present pair of
editions throw a sharper eye than usual
on the problems of Handelian performance
and point a pretty satisfactory course for
imitation in the principal directions.

The fundamental problem is the re-
creation of very beautiful music, naturally;
and next comes the necessity of giving
dramatic illusion. In the first case we
have affair with the archaic, and in the
second with the obsolete. Taking the
second first, we find that the Handel works
for the stage are incompatible with modern
expectations of the theater and impossible
to mount successfully for any considerable
audience except for occasional ceremonial,
or in one of those revolting productions
in which quaintness is used for a magnet.
Neither the characters nor the sentiments
which Handel illustrated, drawn from a
heroic age, are known or comprehensible
to the opera-audiences of today. The con-
ventions of action, in the Handelian
theater, are far too naive for acceptance
without alteration: they would be laughed
at now. In oratorio or on records there
are no difficulties which the adaptable
mind, imagining through the ears and not
distressed by the eyes, cannot resolve. All
the illusion necessary can be imparted by
conscientious singers trying to impart it.
Discophiles are especially fitted by training
to let their dramatic fancies travel in the
direction ordained by the music.

It is physically possible, then, but entirely
impracticable, to represent Handel's stage
action as the old librettos command. How-
ever, it is an entire impossibility to re-
create Handel's most imposing music —
the operas and oratorios — as the composer
himself heard it. We have heard much
of “authenticity” in connection with recent
Handel performances; the word expresses
a laudable aspiration and not a condition
to be realized absolutely.

Our singers are not trained to the vocal
style of Handel's day and cannot sing
much of his music except in approximation
of his declamatory and melodic lines. It
is not to be expected that singers will
devote themselves to the very arduous
study of a kind of delivery for which there
is only a small specialism of demand.
Handel's highest roles were sung by
eunuchs, and the most ambitious of to-
day’s impresarios must admit that a revival
of caponization as an aid to art and faith
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does not seem imminently feasible. Our
wind instruments do not sound like those
for which Handel wrote; and although his
orchestra might contain some viols like
ours, it would contain others dissimilar
both to ours and to others of the same
kind in the same Handelian orchestra. The
composer often altered his work in re-
sponse to changes of conditions and op-
portunities, and the nature of many of
the alterations we do not exactly know
and of course cannot imitate.

But if we are unable to make replicas
of the eighteenth-century productions, we
can avoid gross anachronisms, and we
can make all the necessary departures from
the Handelian customs seem right and
natural, if we do not strain; and it is
just this easy air of self-control, this dis-
dain of portentous flurry, that make the
pair of works presented here by Oiseau-
Lyre worthy of praise for establishing a
pattern that does not clash with precon-
ceptions of style and does not fuss with
scholarly preoccupations either.

In both Semele and Sosarme the or-
chestra on these records is small, strings
and harpsichord in lonely control except
for the interpolation of certain wind
instruments here and there — oboes, horns,
and trumpets; and timpani as a necessary
accessory to Jupiter. A cello backs the
harpsichord in accompanying much of
the dry recitative, not dry at all in
Handel’s superb theatrical pungency.

There is no great singing here, although
Miss Ritchie approaches it in "Rendi’!
sereno al ciglio,” but nearly everyone is
competent and convincing, and there is
no bothersome fumbling with the insoluble
problem of providing the vocal ornaments
which Handel left unwritten. The counter-
tenor voice, is given work in both operas,
prime work in Sosarme, Sosarme himself
singing in such voice, to great effect in
the ethereal duet “Per le porte del tor-
mento’’; but the artificiality is at home in
one of the most meretricious librettos
ever set by a great little composer, as
dubious in its reality of character and
event and place as Aida, and constructed
with puny skill compared to Ghislanzoni's.
But Handel provided a more deeply emo-
tional music to the crude rot he had to
set than Verdi could give to the sophisti-
cated rot be transfigured. (No one believes
in the tragedy of Aida: until one reflects,
one is forced by Handel to believe in hap-
penings equally factitious and operatic.)

The power of music is in Sosarme, a
greater power of gentler music in the later
Semele, graced by an airy pliancy of its
verses and a tongue-in-cheek contemplation
of the tragedy by the poet. Semele sings
to her mirror:

Myself I shall adore,
If 1 persist in gazing.
No object sure before
Was ever half so pleasing.

And after her intemperate presumption
has caused her death, the chorus — learn-
ing from Apollo that Bacchus will be
born from her ashes — repudiates mourn-

ing:

Alfred Deller

Happy, happy shall we be,
Free from care, from sorrow free.

Imperial Handel found such worldliness
to his liking and made the most of it
Semele is crowded with big and little
felicities — not only such wondrous, cele-
brated things as "O sleep” and "“"Where'er
you walk,” but Semele’s “"With fond de-
siring” and “Myself I shall adore” the
chorus of Loves and Zephyrs, the accom-
paniment and epilogue to Somnus' aria,
again the accompaniment, the terrible
anxiety to make unforgettable Jupiter's
tear that she will have him kill her,
and a continuously expressive recitative
which will be a revelation to the many
who think all recitative dull.

In both works, competent singing well
stylized without importunity (and in places
transcending competence), a direction in
general spirited, and a union of effort in
a lofty cause create a feeling of authority
not to be questioned basically. The regis-
tration is equable, avoiding grandeur and
special effectiveness while keeping soloists,
chorus, and orchestra distinct with no seri-
ousness contretemps. (Side 1 of Sosarme
has several points of prominent seepage
from adjoining grooves, and there is ex-
pected slight constraint in the blending of
high voices.)

Both are recommended as great examples
of a kind of music seldom heard, and un-
likely to be heard by most music-lovers
except on records. C. G. BURKE

HANDEL: Semele

Jennifer Vyvyan (s), Semele; Anna Pol-
lak (c), Juno; Helen Watts (c), Ino;
John Whitworth (ctr-t), Athamas; Wil-
liam Herbert (t), Jupiter; George Prang-
nell (bs), Cadmus; George James (bs),
Somnus. Saint Anthony Singers and New
Symphony Orchestra (London), Anthony
Lewis, cond.
OISEAU-LYRE 50098/100.
$14.94.

Three 12-in.

Sosarme

Margaret  Ritchie (s), Elmira; Nancy
Evans (c), Erenice; Helen Watts (c),
Melo; Alfred Deller (ctr-t), Sosarme;
William Herbert (t), Haliate; John Ken-
tish (t), Argone; lan Wallace (bs), Al-
tomaro. Saint Anthony Singers and Saint

Cecilia  Orchestra  (London), Anthony
OISEAU-LYRE 50091/93. Three 12-in.
$14.94.

Lewis, cond.
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lift the tone arm, whereas those who wanted
the work complete could also be accom-
modated. Instead, London has given us
the eighteenth Les Préludes on LP, admirably
done but certainly not needed.

For what /s here | have nothing but the
highest praise. Argenta infuses the music
with ample warmth and dramatic fervor,
and the engineering values are equally high.

MESSAGER
Véronique

Géori-Boué (s), Véronique; Roger Bourdin
(b), Florestan; Mary Marquet (c), Ermer-
ance; Genevieve Moizan (c), Agathe; Marcel
Carpentier (b), Coquenard; and others.
Chorus and orchestra, Pierre Dervaux. cond.
LONDON TW 91093/94. Two 12-in. $9.96.

If your French is very good and your ear
attuned to all the subtleties of colloquial
French speech, AND if you are prepared to
take an awful lot of it at one sitting, then
you should be charmed by Véronique. Let's
not pretend that the libretto is a master-
piece of wit, but it has its points, and any-
way you can always sit back during the
dialogue knowing that another of Messa-
ger's sparkling little numbers is not far off.
For make no mistake, this is a most elegant
and graceful score in every respect, not just
for the lovely melodies themselves, but also
for the charming manner in which Messager
has orchestrated them. Nor does the music
(written in 1898) betray any signs of old
age; on the contrary, it sounds as fresh and
gay as any musical comedy score of the past
five years.

London has assembled an imposing cast
headed by Mme. Géori-Boué and Roger
Bourdin, both of the Paris Opéra, which
might lead you to suppose that you are in
for an ideal performance. Unfortunately, it
doesn't turn out that way. Géori-Boué as
Véronique is badly miscast; for though she
sings her music stylishly, the voice sounds
old, cutting, and shrill, so that one envisions
a shrew rather than a charming jewne fille.
Yvonne Printemps, at the same age, could
create the illusion of youth that Géori-
Boué misses completely. The Florestan ot
Roger Bourdin is more agreeable. At least
some attempt is made to bring the character
alive; and though he has a few bad moments,
his singing is generally first-class. Gene-
vieve Moizan is the outstanding member of a
supporting cast that is otherwise completely
undistinguished. On the whole, I don't
think this matches the excerpts issued on
Vox PL 21100, where no dialogue intrudes
and where Marthe Angelici is delectable
as Véronique. J. F L

MILLOECKER
Der Bettelstudent (excerpts)

Emmy Loose (s), Trude Eipperle (s), Maria
Wolf (ms), Karl Terkal (t), Rupert Gla-
witsch (t), Benno Kusche (bs). Chorus and
Orchestra of the Bavarian Radio (Munich),
Werner Schmidt-Boelcke, cond.
TELEFUNKEN TM 68039. 1o-in. $2.98.

Like various other Strauss-period operettas
once of hit status on Broadway but now vir-
tually forgotten here, Karl Millécker's Der
Bettelstudent is still a regular part of Austrian
and German repertoires — and well so, for
the score, which dates from 1882, has great
dash and charm, as those who have heard
either the recent two-disk Vanguard set or
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Reiner: "every sparkle disciplined.”

the Period single of excerpts will already
know. Operetta fans who prefer to begin
with small earfuls can get a very good no-
tion of what the music is like from this new
Telefunken release; it by no means exhausts
the attractive tunes, but it does present some
of the best, ordered in potpourri fashion.
The playing is brisk and spirited, and the
singing is clean and very alert stylistically.
The most familiar name in the cast is, of
course, that of Emmy Loose, but the richest
single bit of operetta theater preserved —
and it is only a bit here — is Benno Kusche’s
performance as the stiff-necked but amorous
Colonel Ollendorf. The sounds he makes
when he breaks off in the middle of lush
romancing to deliver an angry chewing-out
that ends in a vein-popping splutter are
certainly among the more remarkable things
on records; they could only have been learned
first-hand. Apparently choleric officers are
all of a breed no matter what their nation or
branch of service. For this inclusion alone
the little record would be worth while. En-

gineering: good. J. H., Jr.

MOMPOU

Impresiones intimas — See Granados.
Goyescas.

MOZART

Concerto for Piano and Orchestra, No. 27.
in B-flat, K. 595

Sonata for Piano, No. 11, in A (" Alla-
turca’’) K. 331

Wilhelm Backhaus, piano; Vienna Phil-
harmonic Orchestra, Karl B6hm, cond.
LONDON LL 1282. 12-in. $3.98.

The concerto is prim, simple, as a matter of
principle, in this performance wherein the
Vienna Philharmonic, at its ripest, makes a
point of slurring not one hemidemisemi-
quaver. The larghetto is folkishly tender,
sidestepping here deeper implications, but
complicating the simple phrasing with or-
chestral niceties of pronounced refinement
Gay suggestions in the finale are minimized
in an effort to have the concerto more of a
piece, and the elegant attack, in luminous
sound for the orchestra, evades a definite
mood.

Elegance and restraint are deliberately
dominant in the sonata, which must be ad-
mired even by those who would prefer a
greater proportion of exuberance in the

rondo, whose calculated poise is part of an
overriding plan. The bass of the piano rolls
with a richly satisfying growl, a good com-
panion for the luster of the orchestra, and
notably cleaner and crisper than the treble.

C. G. B.

MOZART
Divertimento No. 11, in D, K. 251
A Musical Joke, K. 522

Members of the NBC Orchestra, Fritz
Reiner, cond.
RCA VICTOR LM 1952. 12-in. $3.98.

The divertimento has the aloof gleam of
gems on display at a fashionable jeweler’s,
every facet calculated, every sparkle disci-
plined. Nothing could be more proper for
music as tidily groomed as this than the
spotless assurance of the performance here,
unified in spirit and stroke to the final
nicety of good form and emotional neutral-
ity. There are hearty divertimentos by
Mozart but this is not one of them, and the
superiority of this version over the Casals
record — besides its patent superioricy in
sonics — is the acceptance by the NBC
men and their conductor of the primary de-
mands of fastidiousness, while the others
attain a comparatively loose jauntiness, not
unattractive, but less relevant.

The same expert precision adds salt to
the bewildered trials in the Musical Joke,
whose errors were never expounded in a
suaver manner nor ever seemed more listen-
able — when the treble control has been
used to diminish the glitter of a very bright
and hard registration, which fortunately
responds easily to modification and then is
remarkable for etched definition. C. G. B.

MOZART
Divertimento No. 15, in B-flat, K. 287
Serenade No. 12, in C minor, K. 388

Sinfonietta, Arthur Fiedler, cond.
RCA VICTOR LM 1936. 12-in. $3.98

Transparent playing, sensitive recording.
Irresistible features and exasperating fea-
tures. The octet of winds in the serenade
cannot be heard on any of the six other
records in such poised equilibrium; and the
small body of strings (weak in bass) colored
by a pair of horns, in the divertimento,
demonstrate a technical comfort and tonal
unction hard to overpraise. There is no
evidence that anyone imagined very hard,
or studied very hard, to make the scores
give up their inherent delight. By what
may be hazard, four of the total of ten
movements are beautifully expressive: the
rest are as dispassionate as mannequins.

C. G. B.

MOZART

Divertimento No. 17, in D, K. 334

Serenade No. 13, in G (“Eine kleine
Nachtmusik’), K. 525

Chicago Symphony Orchestra, Fritz Reiner,
cond.
RCA VICTOR LM 1966. 12-in. $3.98.

Beautifully iced performances, nothing like
them. The chill is not on the lustrous strings
(except horns in the divertimento. the only
instruments) but in the calculated aloofness
of the phrasing hostile to sentiment not
courtly. To the sophisticated ceremonial
of Eine £ N, this urbanity, in slightly ac-
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celerated but of course unhurried graceful
tread, brings the insuperable artificiality of
a lying love-letter beautifully writcen. It is
quite apart from rhe twenty-some other
versions.

The same suavity of production, the same
elegance of concept, the same delicate dis-
tinction of recorded sound — the same de-
precation of vulgar man — are featured in
the divertimento, and they may be thought
less pleasing there. Three editions from
Vienna are much warmer, and do not falter
in musicianship. Only one of these, the
Prohaska record for Vanguard, multiplies
the string parts like the Reiner disk, but all
three infuse the music with gusto. Granted
the velvety mechanics of the newest version,
it is pertinent to inquire does ir divert most,
or least, of these four? C. G. B.

MOZART

Litany (Eucharistic No. 2) in E-flat,
K. 243; Litany (Loretine No. 2) in D,
K. 195

Jennifer Vyvyan (s), Nancy Evans (c),
William Herbert (t), George James (bs);
Saint Anthony Singers and Boyd Neel Or-
chestra, Anthony Lewis, cond.

OI1SEAU-LYRE 50086/87. Two 12-in. $9.96.

Formal confessions of penitence were not
close to Mozart's great heart, and the wonder
strikes that he could have conveyed any
conviction at all through this kind of music,
after his deadly abuse from the placeman
archpriest Jerome Colloredo, who answered
for divine forgiveness in Salzburg and had
the genius booted from his palace. Devo-
tion is not absent from the two liranies re-
corded here for the first time, but as in all
of Mozart's earlier church music we are re-
minded that the opera is just around the
corner. The lighter Loretine text is provided
with a lighter and more engaging music than
the Eucharistic, but the greater freedom of
thought and immeasurably superior orches-
tration of the latter (provided with flutes,
bassoons, and trombones in addition to the
oboes, horns, and strings of the former)
provide a deeper and more resistant in-
terest.

Intricare sleight of voice is prescribed for
tenor and high soprano, the latter realized
here by a woman instead of a man specially
treated. Miss Vyvyan is in process of be-
coming an inevitable reliance in the kind of
vocal difficulty presented here, and her work
must win praise for the most part. The
tenor too, friendly and unpretentious, with
a healthy candor substituting for high style,
is in familiar precincts and cannot be dis-
liked. The direction of the small chorus and
adept orchestra is broad, lyrically supple and
forbears overly in decision of accent. Gen-
erally good sound in all respects except
orchestral articulation, in one or two places
slighted to the point of disappearance.

C. G. B.

MOZART

Quartets: No. 6, in B-flat, K. 159; No. 7,
in E-flat, K. 160; No. 8, in F, K. 168;
No. 9, in A, K. 169

Barylli Quartet.
WESTMINSTER 18092.
$3.98).

Nimble performances, lively and unpreten-
tious in appearance, but expert in organiza-

12-in.  $4.98 (or
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Markevitch: a quick wand for Mozart.

tion and with a beguiling effect of intimacy
under a formal finish, as if the music were
only for the hearer of the moment. There
are perplexities of tone as such which can
hardly result from deficiencies in registra-
tion, since that seems nowhere wayward,
but on the contrary incisive and accurarte.
The tone has long stretches of neutralism,
particularly in Quartet No. 6, which give
way to an attractive glow in No. 7. This
may be inherent in the writing, for a similar
phenomenon can be remarked in another,
comparable, edition. Where it appears the
quality is not mean or distorted, but anony-
mous, and rather disappointing than dis-
agreeable. C. G. B.

MOZART

Siufonia concertante in E-flat, K. 364

Adagio for Violin and Orchestra, in E,
K. 261

Rondo for Vielin and Orchestra, in C,
K. 373

Rondo concertante for Violin and Orchestra,
in B-flat, K. 269

Nap de Klijn, violin; Paul Godwin, viola;

Vienna Symphony Orchestra, Bernhard

Paumgartner, cond.

EPIC LC 3197. 12-in. $3.98.

For convenience call the Rondos No. 1
and No. 2, and it may be noted that the
earlier, K. 269, is somewhat better in this
edition than in the only other one. That is
the last thing one need note: the conductor
is fatigued, the auditors will be, during a
performance of the great K. 364 as naked
of spirit and insight as one could possibly
dread. The soloists cannot pull the inert
orchestral mass with them and relapse into
superficiality early in the first movement.
No one ought to forget his previous ver-
sion., whichever it may be, for this drear.
Clumsy orchestral play in the Adagio, leav-
ing to the Rondos the only laurels, the solo
violin taking charge there. Dr. Paumgartner
needs a rest. C. G. B.

MOZART
Symphony No. 14, in A, K. 114 — See J. C.
Bach: Sinfonia in B-flat, Op. 18, No. 2.

MOZART
Anniversary Album

Symphonies:  No. 26, in E-flar, K. 18y4;
No. 29, in A, K. 201; No. 34, in C, K. 338;
No. 38, in D (Prague), K. so4; No. 39, in
E-flat, K. 543; No. 40, in G minor, K. 550;
No. 41, in C (Jupiter), K. ss1. Requiem
Mass, in D minor, K. 626. Serenade No. 13,
in G (Eine kleine Nachtmusik), K. 525. Sin-

fonia concertante in E-flat, KA. 9. Sinfonia
concertante in E-flat, K. 364.

Various orchestras and conductors.
RCA CAMDEN CFL 105. Six 12-in. $10.98.

It is a high pleasure to direct attention at an
inexpensive record that does not sound
cheap. There are more of these than might
be thought, and Camden has some of them.
But here the sound is artificial even when it
is not unpleasant, and it cannot be called
pleasant for half the contents of this omni-
bus. The original recordings were made
long ago and apparently resist transfer from
their 78-rpm sobriety to the giddier cycles
of LP.

There is no occasion to bemoan the sound
as a travesty of great performances: there
are no great performances here. Some of
the Koussevitzky and Walter work is good,
notably several of the K finales: bur there
are more enlightening performances of all
these symphonies, and none poorer of the
two concerted works. It is best not to men-
tion Eine £ N (Walter-Vienna Philharmonic)
and the Requiem (conducted by Harl
McDonald) except in one aspect of the
larter in this album: in the records received
for review its first side — Side 11 in the auto-
matic sequences adopted for the album —
was occupied by a second copy of the
Prague Symphony, probably the most suc-
cessful of these recordings but hardly worth
this kind of emphasis. It is probable that
many other sets were issued with this em-
barrassment included.  Discophiles who
might want to own this curious version of
the Requiem are advised to listen to Side
11 before purchase. C. G. B.

MOZART

Symphony No. 34, in C, K. 338
tSchubert: Symphony No. 3, in D

Berlin Philharmonic Orchestra, Igor Marke-
vitch, cond.

DEcca DL 9810, 12-in. $3.98.

Both are played by what sounds like a full
force of strings, unusual for either work,
but telling in the Mozart with its burly first
movement and impertinent effervescent
finale; also in the fat minuet, K. 409, com-
posed later than rhe rest and recorded else-
where only in the Béhm version for Lon-
don, with which this more decisive, less
lyrical performance must be compared.
Schubert’s utterly individual recipe of beer
and roses needs a good force of strings to
balance its exuberant winds and drums, and
its savory joy of life gains expressive virility
when force is put behind its fortes. Its
three quick movements, under Mr. Marke-
vitch's quick wand, are the most infectious
of the examples recorded. The allegretto,
interpreted severely, is too fast for its gentle
simplicity to imprint itself into memory as
less precipitate statements do. It must be
left to readers to determine if the rich gusto
of the rest does not compensate for this stain,
particularly in view of the robust sound,
distinct in bite although covered with a long,
warm reverberation. The Deccas coming
from Berlin are in obvious and gratifying

amelioration. C. G. B.
MOZART
Symphonies:  No. 38, in D (“Prague”),

K. soq No. 39, in E-flat, K. 543
Philharmonic Symphony Orchestra of Lon-
don, Erich Leinsdorf, cond.
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WESTMINSTER 18116, r12-in.
$3.98).

$4.98 (or

The record inaugurates a series without
precedent: the registration of the forty-one
symphonies of Mozart under the leadership
of one conductor. The inscription, *Mozart:
Symphonies, Vol. XI,” seems to promise that
the presentation will be in numerical order,
a kind of rationale hitherto pretty generally
despised in the recording of Mozart. It
will be good to be able to locate a wanted
symphony; and if the series remains as
laudable as it starts, it will be good to hear
the wanted symphony when it is located.

Mzt. Leinsdorf, true to the honorable iradi-
tion exposed in a number of excellent records
made for other companies, gives taut direc-
tion to both symphonies, 38 and 39, so
different, on this first disk, They emerge
direct and clean, unmodified by idiosyn-
crasy or novelty except in the very careful
discrimination of instrumental quality and
force. All the winds are arranged to be
clearly heard, with a resultant tapestry dap-
pled by new gleams and illustrative of little
adventures released from obscurity for the
first time on records. Like Dr. Reiner re-
cently, Mr. Leinsdorf takes the andante of
No. 39 at a quick clip; correct enough, but
indifferently expressive when compared to
a slower tread. No other exceptions to a
first-class performance, and none to the de-
livery of the Prague.

Eleven more records are to come, fall of
thirty-nine more symphonies, and it is not
naive to believe that most of the sordid
spots visible now in the Mozart symphonic
product as recorded will have been erased
by the time the last is issued. C. G B.

NYSTROEM
The Merchant of Venice (Theatre Suite
No. 44); Songs at Sea

Stockholm Radio Orchestra, Tor Mann,
cond. Aulikki Rautawaara, mezzo-soprano,
in the songs.

WESTMINSTFR 18147. 12-in.
$3.98).

$4.98 (or

Since we hear far too little music from the
Scandinavian countries, it is always good to
make the acquaintance of another composer
from the Northland. Gosta Nystroem, a
contemporary Swedish musician, is definite-
ly Nordic in his outlook, even though he
studied with such Gallic masters as Vincent
d'Indy and Camille Chevillard. If one is to
judge from the works recorded here, he is
no striking creator like Sibelius or Niel-
sen; yet he manages to turn out efiective
material, especially in the five atmospheric
Songs ut Sea. The Merchant of Venice suite is
a bit lighter in texture, with an intentionally
ltalian flavor, but it makes very pleasing
listening too. Neither the singing of the
Finnish mezzo-soprano Aulikki Rautawaara
(she of the old Glyndebourne Figare) nor
the conducting of Tor Mann is exceptional,
but the interpretations are sound and service-
able. P.A.

PEPUSCH-AUSTIN
The Beggar's Opera

(Members of speaking cast are listed second )
Carmen Prietto (s) and Molly Lawson.
Polly; Martha Lipton (ms) and Olive
Gregg, Lucy; Marjorie Westbury (ms),
Mrs. Peachum; William McAlpine (t) and
lan Sadler, Filecch: Dennis Noble (b) and

May 1956

Norman Shelley, Macheath; John Cam-
burn (b) and Ernest Jay, Lockit; Roderick
Jones (bs) and Ivan Samson, Peachum.
Singers of the Argo Chamber Ensemble and
instrumental group, Richard Austin, cond.
WESTMINSTER OPW 1201. Two 12-in. $9.95.

Like so many other fascinating eighteenth-
century things, The Beggar's Opera germi-
nated first in the strange, original, brilliant
mind of Jonathan Swift. As early as 1716
he let fall in 2 letter to Alexander Pope
“what an odd pretwty thing a Newgate
pastoral might be.”” Since Newgate was the
most notorious prison of the day, “odd”
may seem a more proper adjective than
“pretty.” And it is sure that when, in 1728,
the poet John Gay at last took up the idea,
what he brought to being was odder than
pretty and far closer to acid urtban comedy
than to any sort of pastoral. Writing highly,
or lowly, vernacular dialogue and putting
his own words to familiar tunes (which
Christopher Pepusch harmonized), he ended
with a piece that was partly a venomous
topical satire on Walpole’s government and
partly a parodistic spoof of the newly
popularItalian operas of Handel and Buonon-
cini, with highwaymen and whores standing
in for ministers and classic heroes and
heroines all alike.

The novelty was an immediate success in
London, with a run of some sixty-two per-
formances during its first season, and its
stage history on this side of the Atlantic
goes back to the very beginnings. The
version recorded here (by Argo, released by
Westminster) is that of Frederick Austin.
“with new settings of the Airs and additional
music’” by him. It had its premiere at the

Leinsdorf: thirty-nine Mozarts to come.

Lyric Theatre, Hammersmith, in 1920, and
ran for three-and-a-half years — or over
1,400 performances, not including fairly
regular revivals. The harmonizations are
not rigidly eighteenth-century, but they are
generally clean and unfussy (nine players
are listed in the recording ctedits, including
such notables as Leon Goossens and An-
thony Pini) and come about as close as
most of us are likely to get to a twentieth-
century counterpoise of the score as it was
meant to be heard.

The cuts, however, approach the drastic
— a fact that ought be mentioned if for no
other reason than that The Beggar's Opera is
so notable a landmark in the history of

| b

English theater and is so often included with
full text and tunes in textbook anthologies.
From the very starc there are substantial
verbal alterations. Speech after speech is
telescoped without mercy; and close to a
third of the specified airs are not to be heard,
while others are shifted about. All that re-
mains has character and to spare, but any-
one hoping for an urtext Beggar's Opera is
more than likely to be dissatisfied with what
Westminster provides.

The new issue, quite adequately engineered
in rather unvarying intimate perspective, is
decently sung throughout, but rather less
well acted. And it suffers somewhat from
noc very credible pairing of voices in sung
and spoken sections of certain roles; why,
for example, should lan Sadler as Filtch
speak with a trace of what sounds like a
stage-Welsh accent while William McAlpine
as Filtch sings standard British English?
Carping aside, one can honestly say that
Carmen Prietto sings often quite prettily as
Polly Peachum, and Martha Liptcn (the
only American, I think, in the cast) carries
off her duties as Lucy Lockit very capably
(I almost wrote “with honor”” — a phrase
scarcely applicable to Lucy). The best of
the men singers is Roderick Jones, who
gives a strong, growly performance as
Peachum. As Macheath, Dennis Noble is a
disappointment — tight-voiced and mostly
undashing — and his speaking counterpart,
Norman Shelley, despite a certain style,
manages to sound distressingly like George
Sanders playing an English bounder in a
Hollywood film.

The instrumental ensemble is very good
indeed, and Richard Austin sets live 1empos.
Even with cuts in the salty dialogue, even
with numbers missing, this is always en-
tertaining ballad-opera; and so, with reserva-
tions, recommended. Full text of the ver-
sion used (if deviated from on occasion) is
supplied. J. H., Jr

PLANQUETTE
Les Cloches de Corneville

Louis Musy (b), Gaspard; Ernest Blanc (t),
Le Marquis; Colette Riedinger (s), Ser-
polette; Huguette Boulangeot (s), Ger-
maine; and others. Chorus and orchestra,
Pierre Dervaux, cond.

LONDON TW 91114/15. Two 12-in. $9.96.

Where French 9péra-comigue s concerned,
the more things change the more chey re-
main as they are. Old-fashioned and melo-
dramatic as the plot of Les Cloches de Corne-
ville may seem today, exactly the same sort
of plot — changed possibly only as to
locale — may be found in the pieces now
playing at the Mogador or Chatelet theaters
in Paris today. But what these modern pieces
lack is the sort of robust, tuneful score
Robert Planquette provided for Les Cloches.
If it sounds a little dated now, what can one
expect after eighty years? Thart it offers a
bevy of fine tunes, some rousing choruses,
and even some dramatic music cannot be
denied.

It needs real singing, and fortunately that
is exactly what it gets from this casr of out-
standing operetta artists. Coletre Riedinger,
probably the finest perfotmer in this fiekl
in Paris today, is a superb Serpolette, sing-
ing with charm and style, a combination
rather rare in the modern French theater.
The Marquis of Ernest Blanc is manly and
atcractive, and Louis Musy as the miser
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Gaspard is always convincingly villainous.
The whole performance is notable for its
fine style, and a good deal of credit goes to
Pierre Dervaux for his brisk direction. The
sound, a trifle on the dry side, is well for-
ward and clean. If you are interested in
what a certain A. Mortier wrote about the
work in 1877, you will find it (in French)
on both record sleeves. You won’t find
any text, either in English or French, nor
will you discover anything about the plot.

].F L

RAMEAU
Iustrumental Music

Ruggero Gerlin, harpsichord; Jean-Pierre
Rampal, flute; Roger Albin, cello; Ensemble
Orchestral de L'Oiseau-Lyre, Louis de Fro-
ment, cond.

OISEAU-LYRE 50080/84. Five 12-in. $24.90.

Complete Harpsichord Works

Robert Veyron-Lacroix, harpsichord.
W ESTMINSTER WN 3303. Three 12-in. $14.85.

The instrumental works of Rameau consti-
tute a relatively small portion of his outpur.
Of pieces for solo harpsichord there are
three sets, published in 1706, 1724, and be-
tween 1727 and 1731 respectively, plus an
individual composition — La  Dauphine —
and five transcriptions. The first of the sets
does not contain much of outstanding in-
terest, but the other two include some re-
markable works which are marked by a
noble elegance and (despite the profuse
ornamentation characteristic of French harp-
sichord music of this period) a clarity and
conciseness of facture.

They are well played in both albums. If
Gerlin’s phrasing is more sensitive, Veyron-
Lacroix achieves more contrast in tempo and
in color. The Westminster recording is
brilliantly alive and clear. In the Oiseau-
Lyre, despite its softer quality, the noises
made by the harpsichord mechanism are
plainly audible, though they are not in the
other.

In addition to the solo harpsichord music,
the Oiseau-Lyre album contains the rest of
Rameau’s instrumental works — the five
Piéces de Clavecin en Concerts, which are suites
for harpsichord, flute (or violin), and viol
or a second violin (here a cello). These are
mostly in three movements in the order
fast-slow-fast. They are, surprisingly for
this often grave composer, predominantly
gay and lighthearted. There is also a set of
six string sextets; five of these are transcrip-
tions of the trios just mentioned and the
sixth is a transcription of some of the solo
harpsichord pieces.  These transcriptions
are probably by someone other than the
composer.

The Westminster album is an unusually
handsome one and contains an illustrated
booklet of notes by Philip L. Miller. N. B.

RANGSTROM
King Eric’s Songs; Divertimento elegiaco —
See Alfvén: Midsommervaka.

RAVEL
Le Tombean de Conuperin — See Couperin:
Keyboard Music.

SCARLATTI
Sonatas, Vol. 14

Fernando Valenti, harpsichord.
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WESTMINSTER 18153. 12-in. $4.98 (or

$3.98).

At least eight of the dozen pieces in this
volume are out of Scarlatti’s top drawer, and
the other four are by no means negligible.
Once more Valenti has varied his selections
cleverly, giving us such works as the tem-
pestuous sonata in G, Longo 81; the little
pastoral scene in the same key, L. 79; the
grand improvisation in D minor, L. 67;
the poetic and rather elaborately constructed
piece in A, L. 222; and the melancholy pas-
sion of the one in A minor, L. 392. His
playing, too, seems to have gained in variety;
there is more delicacy and nuance here than
in some of the earlier volumes. N. B.

SCHOENBERG

Pierrot Lunaire

Echel Semser, vocalist; Virtuoso Chamber
Ensemble, René Leibowitz, cond.
WESTMINSTER 18143,  12-in.
$3.98).

This is the most beautiful Prerrot Lunaire 1
have ever heard; in fact, it is more beautiful
than I thought Pierrot Lunaire could be,
thanks to a superbly sensitive interpretation
and an equally sensitive recording. Semser
indulges in no screaming, explosions, or
breathy scoops; she explores all the hair-
drawn subtleties of the Schoenbergian
Sprechstimme with magnificent skill and pene-
tration, and the parallel subtleties of the
instrumental fabric are handled with equal
mastery by her collaborators. A great pro-
duction in every respect, down to and in-
cluding the provision of the text in German
and English. A. F.

$4.98 (or

SCHUBERT
Fantasy in Fminor, Op. 103 — See Brahms:
Hungarian Dances.

SCHUBERT
Sonata for Piano, No. 21, in B-flat
Lindler, Op. 171

Leon Fleisher, piano.
COLUMBIA ML 5061. 12-in. $3.98.

A delicate wizardry of startling digitation —
a mechanism of nimbleness with the effort
concealed — will by itself carry this pianist
up and up to that curious heaven-on-earth
imperiously ordained by adulating women
at afternoon recitals in the big halls. There
are higher heavens; and these are reached
through sterner efforts whose results may be
clumsier. The ultimate delicacy is achieved
in Schubert’s ultimate marvel for the piano,
and it obtrudes like a courtier’s rapier into
the fight at Bastogne. The problems are
made pianistic, and all this skill seems un-
comfortably superficial after the records of
Messrs. Kempft, Wiihrer, and Aitken.

The Ldndler too have been scrubbed in
the same limpid cool waters, giving the
effect of a painted empty smile intent on
not cracking. Great promise applied to a
work too great, now; but music-lovers are
urged to hear Mr. Fleisher's subsequent
records, whatever their music may be, in the
expectation that after the initial flash the
pianist will get at the core. Good sound if
the volume is kept low. C. G.B.

SCHUBERT
Symphony No. 3, in D — See Moazart:
Symphony No. 34.

SCHUBERT
Symphony No. 3, in 1> — See Bruckner:
Symphony No. 8.

SCHUBERT
Symphony No. 6, in C

Bamberg Symphony Orchestra, Joseph Keil-
berth, cond.

TELEFUNKEN LGM 65026. 10-in. $2.98.

This is a delectable little record, and a revela-
tion in the purity with which it presents the
flute and the horn. These ears have never
heard reproduction of those instruments in
more convincing sonance.

However, a proviso must be submitted,
that the reproducing apparatus be gauged
to the record. Only one speaker-system
out of several tried with this record could
bring out a full succulence of the juices
therein. Telefunken put them there; and if
they cannnot be extracted, the failure is
not the record’s. It is a2 very good record
in any reproduction, a jaunty performance —
notwithstanding nice precision — of one of
the most delectable symphonies ever com-
posed, with a very clear and positive es-
tablishment sonically of the values of the
small orchestra for which it was written.
Less regularity in the finale would have
been an improvement, but the record is
empbhatically the preference among five ver-
sions. C. G. B.

SCHUMANN
Carnaval, Op. 9; Kreisleriana, Op. 16

Geza Anda, piano.

ANGEL 35247. 12-in. $4.98 (or $3.48).

These two sets of unabashed romantic ex-
travaganzas probably combine immediacy
and durability of appeal more strikingly
than any other pair of works in Schumann’s
creation for the piano. This is their first
union on one disk, nearly an hour of bright
and supple fancy. Authoritative piano-
sound, rich and distinct, as good as any
Angel has produced, bears performances in
which considerable freedom of expression is
concealed within a calculated neatness of
plan. The fantasies emerge complete and
convincing, but unsullied and particularly
vivid in the riddance of irrelevant pianistics.
The pianistics are in fact here in quantity,
but each little sketch of Schumann’s has
been accorded an individual style to endow
it with an indelible outline. There is actually
some of the formal sense of classical varia-
tions in this nevertheless stoutly romantic
projection of twenty-nine highly colored
tales. Remarkable. C. G. B.

SCHUMANN
Davidsbiindler Dances, Op. 6
Sonata for Piano, No. 3, in F minor,

Op. 14

Friedrich Wiihrer, piano.
Vox pL 8860. 12-in. $4.98.

The sprawling, prolix, and inflated F minor
Sonata gives little stabs of real interest in
material least relevant to the wavering
linearity by which Schumann admits his
discomfort in the sonata form of a more
positive age. Perhaps a looser style of play
than Mr. Wiihrer's could be more telling,
but the literalism practised infuses a bright-
ness of irony into its clarification of perspec-
tive, which a more fanciful translation could

Continued on page 70
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NEW RCA VICTOR STEREOPHONIC TAPES

Here are six brilliant additions to RCA Victor’s
fast-growing catalog of exciting Stereophonic
tapes. See the Record Dealer nearest you and
ask to hear your favorites soon. You'll find the
music you want performed by the world’s
greatest artists in *New Orthophonic™ Sound
— truest High Fidelity ever achieved! All RCA
Victor tapes are dual-track on 5” and 7” reels,
and are recorded at 7%2” per second.

STEREOPHONIC TAPES

For use on stereophonic reproducing system con-
sisting of two identical channels. Albumis with
designations ending in letter ‘S’ are for use on
reproducers with in-line (or stacked) heads.
Albums with designations ending in letter “D”

are for use on reproducers with displaced (or
staggered) heads.

NEW RELEASES

“pPATHETIQUE” SYMPHONY (Tchaikovsky) Bos-
ton Symph. Orch., Monteux, Cond. GCS-5/
GCSD-5 $18.95

SYMPHONIE FANTASTIQUE (Berlioz) Boston
Symph. Orch.,, Munch, Cond. GCS-6/GCSD-6
$18.95

SYMPHONY NO.5 (Beethoveny Boston Symph.
Orch., Munch, Cond. ECS-7/ECSD-7 $14.95

CONCERTO NO. 1 (Tchaikovsky) Gilels; Chicago
Symph. Orch., Reiner, Cond. ECS-8/ECSD-8
$14.95
CONCERTO FOR ORCHESTRA (Bartdk) Chicago
;ymph. Orch., Reiner, Cond. ECS-9/ECSD-9
14.95

Don’t miss these RCA VICTOR Monawral Tapes. ..
finest, most complete selection of Pre-Recorded Tapes in the world today!

For use on conventional tape recording systems
consisting of a single record track for sound.
Asterisk (*) preceding title indicates S-inch reel.
*AURORA'S WEDDING BALLET SUITE (Complete)
(Tchaikovsky) Stokowski Symph. Orch. BC-1
$8.95

SYMPHONY NO. s (Tchaikovsky) Stokowski
Symph. Orch. DC-2 $12.95

*poN QUIXOTE ( R. Strauss) Boston Symph. Orch.,
Munch; Piatigorsky, 'Cellist. BC-3 $8.95
*:EMPEROR’ CONCERTO (Beethoven) Horowitz:
RCA Victor Symph. Orch., Reiner, Cond. BC-4
$8.95

VICTORY AT SEA (Rodgers) Members of NBC
Symph. Orch., Bennett, Cond. CC-5 $10.95
CONCERTO NO. 2, IN B-FLAT, OP. 83 (Brahms)
Rubinstein; Boston Symph. Orch., Munch, Cond.
CC-6 $10.95 .

*NEW WORLD' SYMPHONY (Dvordk) Toscanini
and NBC Symph. Orch. BC-7 $8.95

SYMPHONY NO. 1, IN C MINOR_ (Brahms) Tos-
canini and NBC Symph. Orch. CC-8 $10.95

MAY 1956

*SYMPHONY IN D MINOR (Franck) Robin Hood
Dell Orch. of Phila., Leinsdorf, Cond. BC-9 $8.95
CONCERTO IN A MINOR (Grieg); Concerto No.
1, in G Minor (Mendelsschn) Robin Hood Dell
Orch. of Phila., Leinsdorf, Cond.; Dorfmann,
Pianist. DC-10 $12.95

*RHAPSODY IN BLUE (Gershwin); Grand Can-
von Suite—Excerpts (Grofé) Winterhalter Orch.;
Janis, Pianist. BC-11 $8.95

swaN LAKE (Tchaikovsky) Philharmonia Orch.,
Irving, Cond. DC-12 $12.95

LES SYLPHIDES (Chopin) Orch. of the Royal
Opera House, Covent Garden. Irving, Cond.;
English Dances (Arnold) The Philharmonia Orch.,
Irving, Cond. CC-13 $10.95

GAITE PARISIENNE (Offenbach); Les Patineurs
(Meyerbeer) Boston Pops Orch., Fiedler, Cond.
DC-14 $12.95

CONCERTO NO. 1, IN D MINOR (Brahms) Rubin-
stein; Chicago Symph. Orch., Reiner, Cond. CC-
15 $10.95

PICTURES AT AN EXHIBITION (Moussorgsky-

“JUPITER" SYMPHONY (Mozart) Chicago Symph.
Orch., Reiner, Cond. DCS-10/DCSD-10 $12.95

PREVIOUSLY RELEASED

ALSO SPRACH ZARATHUSTRA (R. Strauss) Chi-
gago Symph. Orch., Reiner, Cond. ECS-1/ECSD-1
14.95

EIN HELDENLEBEN (R. Strauss) Chicago Symph.
Orch., Reiner, Cond. FCS-2/FCSD-2 $1695

CONCERTO FOR JAZZ BAND AND SYMPHONY OR-
cHEsSTRA (Liebermann) Chicago Symph. Orch.
and Sauter-Finegan Orch., Reiner, Cond; Don
Juan (R. Strauss) Chicago Symph. Orch., Reiner,
Cond. ECS-3/ECSD-3 $14.95

VIOLIN CONCERTO IN D (Brahms) Heifetz: Chi-
gago Symph. Orch., Reiner, Cond. ECS-4/FCSD-4
14.95

Ravel); Psyché and Eros (Franck) Toscanini
and NBC Symph. Orch. CC-16 $10.95

MUSIC FOR DINING: Diane, 8 others. Melachrino
Strings CP-1 $10.95

*MUSIC FOR RELAXATION: Star Dust, 9 others.
Melachrino Strings. BP-2 $8.95

*MUSIC FROM HOLLYWOOD - THEME MUSIC FROM
GREAT MOTION PICTURES: High Noon, 9
others. Al Goodman’s Orch. BP-3 $8.95
*INSIDE_SAUTER-FINEGAN: Four Horsemen, 12
others. BP-4 $8.95

THE GREAT MUSIC THEMES OF TELEVISION:
Melancholy Serenade, 11 otkers. Wintertalter’s
Orch. CP-5 $10.95

PASSION IN PAINT: Mona Lisa, 11 others. René’s
Orch, CP-6 $10.95

*SOFT AND SWEET: There Is No Greater Love,
11 others. The Three Suns with String Orch.
BP-7 $8.95

*JUST TOO MUCH: All the Things You Are, 11
others. Hal Schaefer Trio. BP-8 $8.95

-



not do. In the Davidsbiindler, where the
composer returns to the kind of disjointed
short narratives nearest his genius, a scurry-
ing, soaring, nervous fancy is needed and is
not supplied by the pianist. Worthiness is
regrettably too often dull. Room-filling
reproduction, close to the listener and of
good accuracy, best with a substanual
measure of volume and a capacious room to

be filled. C. G. B.

SCHUMANN
Etudes symphouiques, Op. 13;
zenen, Op. 15

Kinders-

Paul Badura-Skoda, piano.
WESTMINSTER 18138.  12-in,
$3.98).

Schumann wrote five extra variations for
his Symphonic Etudes that were published
posthumously. Although four of the five
(Nos. 1, 2, 4, 5) are comparable to the origin-
al set in quality, they are seldom performed.
Mr. Badura-Skoda has worked the four men-
tioned into the scheme of the études for
this recording. In addition to this valuable
bonus, the performance is 2 good one —
technically brilliant, with attractive readings
of many phrases, though somewhat light-
weight dramatically and lacking in breadth.

The Kinderszenen are completely satisfac-
tory — tender, warm, guileless. Few pian-
ists have captured so well the childish
pomposity of Important Event or the hushed
drowsiness of Child Falling Asleep. Only
Clifford Curzon's version seems superior
as 2 whole; without sacrificing the innocence
of the music, he shapes the appealing Schu-
mann phrases with an extra degree of ex-
pressiveness that Mr. Badura-Skoda may
achieve when he is Mr. Curzon’s age. R. E.

SCHUMANN
Noveletten, Op. 21

$4.98 (or

Jacqueline Blancard, piano.
LONDON LL 1266. 12-in. $3.98.

This is the first LP of an obviously diarian
set of eight pieces scintillant with romantic
notions. It always gives an impression of
disorder — although each section can be
reconciled with an existing form — through
its recurrent display of sudden staccato in-
trusions. It is perplexing because we sense
pictures hidden behind and cannot identify
them. Miss Blancard releases a high-grade
pianism which lacks only color to make it
altogether laudable; but the powerful, close
recording requires considerable volume for
good reproduction, and when we have ob-
tained that reproduction, undeniably ac-
curate, we find the closeness inimical to
suavity and contrast. We demand the oc-
casional relief of a true péano. It is interesting
and suggestive that a record technically so
good can be so uncomfortable. C. G. B.

SHOSTAKOVICH
Preludes and Fugues, Op. 87 (in part)

Dimitri Shostakovich, piano.
CONCERT HALL CHS 1314. 12-in. $4.98

Opus 87, composed in 1951, would seem
to be Shostakovich’s finest composition for
piano solo. Unfortunately only seven of its
twenty-four preludes and fugues are pro-
vided on this disk; we could easily take them
all, especially when recorded by the com-
poser himself.

This work tends to confirm the widely
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held theory that Soviet composers play safe
in their large-scale things for general con-
sumption, but let themselves go in music
of more intimate character. At all events,
the preludes and fugues are studies in style
and structure, and in the relationship of the
two; they rely on none of the familiar Shos
takovich formulas, but reveal the searching,
experimental side of this composer’s nature
at its strongest. The recording is good, the
performance colossal A F

SMETANA
The Bartered Bride (excerpts)

Hilde Zadek (s), Marie; Hans Hopf (t)
Hans; Otto Edelmann (bs), Kezal. Vienna
Symphony Orchestra, Wilhelm Loibner,
cond.

EpiCc LC 3181, 12-in. $3.98.

In his accompanying notes for this set of
excerpts, George Jellinek rightly observes
that "in spite of the impression one might
gain from some performances, this work is
no Bohemian 'Opera Buffa,” and any em-
phasis on low comedy and gross exaggera-
tions will distort the author’s intentions.”
Another way to distort the captivating score
is to treat it as anything less than the master-
piece it is. Jellinek points out that Die
verkaufte Braut is a repertory staple in Ger-
many and Austria. Perhaps even in Vienna.
as sometimes here, a repertory staple may
lose its freshness. In this country it has
become customary for the frequent revivals
to be presented in English, and recordings
made in Prague have given us the oppor-
tunity of getting used to hearing it in the
original Czech, which has a wonderfully
amusing sound even for those of us who
don’t understand it. At this point I don’t
think the heavier German helps the music
much.

Hilde Zadek, with her fine natural equip-
ment, hasn’t the vocal finesse to make a
character of Marie (Marenka), and Hans
Hopf treats the role of Hans (Jenik) as
though it were Siegfried. Ortto Edelmann,
who should be a good Kezal (Kecal),
enters into the spirit of the occasion and
gives with all his lung power. Perhaps the
major responsibility rests with the conduc-
tor, who — to put it in the most charitable
way — apparently has no Czech blood in

his veins. P. L. M.

SMETANA

Quartet No. 1, in E minor ("'From My
Ltfe“)

tGlazunov: Five Novelettes, Op. 15

Hollywood String Quartet.
CAPITOL P 8331. 12-in. $3.98.

This disk is especially welcome, since it
offers the first completely satisfying per-
formance and recording of the rich-hued.
powerfully dramatic Smetana quartet From
My Life — a sort of poor man’s Ein Helden-
leben, but often more easily and pleasantly
digested. The Hollywood foursome, cer-
tainly one of the best quartets on records,
plays this music for all it’s worth, and their
efforts have been reproduced with excellent
fidelity. The Glazunov pieces are charming
miniatures in a2 somewhat lighter vein, and
are also admirably performed. P A.

STRAUSS, JOHANN, JR.
Piano Miscellany

Ariist's Life; Die Fledermaus; Wine, Women,

and Song (all arranged by Godowsky).
Treasure Waltz (arr. by Dohnanyi). Pizzi
cato Polka (arr. by Schulhof)

Edith Farnadi, piano.
WESTMINSTER 18064.  12-in.
$3.98).

One of the chief contributors to the reper-
toire of piano transcriptions and paraphrases
was Leopold Godowsky, who loved to elabo
rate pieces with a special kind of chromati-
cization of the harmony until everything he
touched sounded alike. The results make
display pieces of considerable charm, even
when they do great violence to the original
music, as in the case of eighteenth-century
keyboard works. The Godowsky treatment
also set a trend that has continued to this
day — for his style of decoration is still
prevalent in a lot of arrangements to be
heard in concert halls and night clubs,
particularly where two pianos are concerned.

Miss Farnadi has a real flair for these
works, as she does for Liszt's (with which
they have much in common). She does not
lose sight of the basic tunes and dance
thythms, but she handles the decorative
material with great delicacy, color, and ap-
propriate capriciousness. Even when the
technical difhiculties confound her briefly.
she never loses her verve. Many listeners
should find the record good sport.

This Strauss collection lacks one of the
most famous paraphrases — the Schulz-
Evler one on the Blue Danube waltz. Most
of it can be found done to a turn by Josef
Lhevinne onarecent Camden reissue. R. E.

STRAUSS, JOHANN I1

Waltzes

Emperor Waltz: Roses from the South; On the
Beautiful Blue Danube; Voices of Spring

Philharmonic Symphony Orchestra of Lon-
don, Artur Rodzinski, cond.
WESTMINSTER W-LAB 7026. 12-in. $7.50.

$4.98 (or

Of the recordings of Strauss waltzes that |
know, Anton Paulik's on Vanguard have
always seemed to me to steer the happiest
course between Viennese sentiment and
musical sensitivity. But now Artur Rod-
zinski comes close to displacing Mr. Paulik
in my affections, for he shows a similarly
scrupulous regard for tone, balance, and,
above all, rhythmic precision in these gener-
ally carelessly played works. A few of his
tempos are brisker than Paulik’s, making the
music less graceful but more danceable.
The orchestra enters into the Viennese spirit
with a wonderfully crisp style, and the sound
is fabulous in its range and clarity. The
dreamlike, murmurous opening of the Blxe
Danube is as delectable as anything I know
on records. R. E.

STRAUSS, JOHANN 11
Der Zigeunerbaron (excerpts)

Uta Graf (s), Hedda Heusser (s), Rita Pich
(s), Hans Rudolf Kaltenbach (t), Albert
Kunz (t), Karl Pistorius (b), Mathias
Schmidt (b), and others. Radio Zurich
Chorus and Orchestra, Walter Goehr, cond.
MusiCAL MASTERPIECE SOCIETY M 130-
or 12. Two 10-in. $3.78.

By the simple expedient of eliminating all
the spoken dialogue and a few musical

measures of little importance, Musical Mas-
terpiece Society has produced a “concert

Continued on page 72
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*“NO, MARK ANTONY, DEFINITELY NOT TOO M

UCH SFORZATO!”

Obviously Cleopatra is listening to a WESTMINSTER

record. Only WESTMINSTER has “Natural Balance?”...and
what else reveals every nuance with such clarity! And
with such emotion. For

“NATURAL BALANCE" IS ELECTRONICS...PLUS

Not mere reproduction, it is re-creation. It is musical
mind and heart, as well as machine. So it attempts the
recording “impossible”...and achieves it.

That is what has made WESTMINSTER “the record in high

fidelity”...the record audio manufacturers themselves

play to demonstrate their equipment!

oNLY WESTMINSTER

HAS “NATURAL BALANCE"

NATUR2AL BALANCE

I3
etminsler

e

Probably never, even in live concert, have you heard the opening brass fan.
fare of the ‘Light Cavalry’ with such sharp-honed clarity. This brilliance,

N o e throughout the rm;vord, made it the sensation of the Washington Fair. As}(
P e your dealer for W-LAB 7033 in the Westminster Laboratory Series: Sir

Adrian Boult conducting the Philadelphia Promenade Orchestra in favorite
Suppé overturces.

LONG PLAY RECORDS
— —
s

Hear Boult's Suppé Overtures...in ‘‘Natural Balance”
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version” of Johann Strauss's melodious
operetta which is certainly worthy of respect.
There is no point in comparing it with the
complete recording on London, but this
one has merits of its own, chiefly the sensi-
tive and persuasive work of Uta Graf as
Sath, some free-wheeling tenoring by Al-
bert Kunz as Barinkay, and the delightful
vocal clowning of Karl Pistorius as Zsupan.
Add to these a well-balanced and vigorous
performance under the skillful guidance of
Walter Goehr, good chorus work, and ade-
quately clean sound, and you have an ex-
tremely attractive recording at 2 most reason-
able price. Let’s add a word of thanks and
appreciation for the complete text, in both
German and English, which this company
supplies with the album. J. E L

STRAUSS, RICHARD
Don Juan, Op. 20; Till Eulenspiegel, Op. 28

Philharmonic Symphony Orchestra of Lon-
don, Artur Rodzinski, cond.
WESTMINSTER W-LAB 7016, 12-in. $7.50.

How surprising, one thinks, that the West-
minster Laboratory Series has allotted until
now no record to the munificent orchestra-
tion of Richard Strauss. Where else such a
fertility of brawling brilliance? Such a
thunderous hullabaloo of crafty voices?
And then one thinks, not so surprising.
The sonic pre-eminence of this series is
not evinced so much in tumult as in order
and, above all, purity. Indeed a certain dy-
namic restriction is deliberately enforced
upon these records in order to promote
dynamic regularity and minimize distortion.
A wider orchestral sweep can be obtained
from other records of T#/ and Den Juan:
and to satisfy the soul with the full crash of
climaxes, the volume must be higher than
usual, which will distend a little more the
pianos, already a little louder by design than
on most records.

A Furtwingler disk (RCA Victor LHMv
19), with both Ti// and Don Juan plus a pair
of Weber overtures, can thunder a greater
crash of finality and is in every way estim-
able; but this Laboratory record carries the
special eloquence of the series in the trans-
parent distinctness of the instrumental
characteristics, all the instruments there and
audible. More subsidiary detail can be heard
from this disk than from all the other Tills
and Don Juans combined, and the timbres
have an immaculacy of imprint invaluable
to the revelation of strong and subtle colors.

It may be that the conductor is a little
intoxicated with the superb delineation and
tone of his orchestra, the suave strings, the
seductive solo violin, in Don Juan, where
the erotic episodes are long fondled, and
maybe it is right that he should be. At any
rate, Ti// has a performance of deftly regi-
mented, energetic, scalawaggery, no ras-
cally trick lost in its most masterly record-
ing. Encased, of course, in the luxurious
triple layer of this series, with that wonder-
ful zipper. C. G. B.

STRAUSS, RICHARD
Lieder

Ach Lieb, ich muss nun scheiden; Ach webh mir
unglickhaftem Mann; Allerseelen; Heimbkebr;
Heimliche Aufforderung; Im Spithoot; Leises
Lied; Lied des Steinklopfers; Mit deinen blauen
Augen; Morgen; Die Nacht; Nachtgang;
Nichts; Das Rosenband: Rube, meine Seele;
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Traum durch die Dimmerung; Waldseligkeit;
Zueignung

Norman Foster, bass-baritone; H. Schmidr,
piano.
Vox PL 9610. 12-in. $4.98.

Half of the eighteen songs are very familiar
and half are rather obscure in the repertory.
They are distributed on the record not in
the alphabetical fashion above, but in a
sequence to provide separation of the songs
alike in mood. The singer has a pliant bass
and he knows his métier The strong tempta-
tion to lard the German art-song with ham
— to lavish head tones, whispers, and shouts
in illustration of texts already illustrated in
music — has been stoutly repelled to favor
a steadily controlled vocal delivery intelli-
gently modulated in intensity and inflection
to illumine the musical and emotional cur-
rents. Not many Strauss songs have been
sung by men for LP, and this is the largest
collection. There are no complications in a
bland, realistic reproduction. Texts in Ger-
man and in English are printed inside the
cover. C. G. B.

STRAVINSKY
Fire Bird Suite
tHonegger: Chant de joie

Philharmonic Symphony Orchestra of Lon-
don, Hermann Scherchen, cond.
WESTMINSTER W-LAB 7032. 12-in. $7.50.

A fine photograph of a familiar scene can,
by virtue of its translation of the actual into
the pictorial, call our attention to aspects
of actuality which we have never seen be-
fore. A fine recording can do something
similar. This ultra-high-fidelity registration
of The Fire Bird brings forth some qualities
of Stravinsky’s instrumental fabric which
one is very unlikely to notice in the concert
hall. 1t lays special stress on the fact that
a richly orchestrated chord is not merely a
complex of its written notes but of all their
upper partials as well. The tape makes more
of these than does the ear under conditions
of "live” performance; hence the pleasant
paradox that an effore at the highest fidelity
to "real” sound can lead to a super-real
sound that has strong virtues of its own.

So far as recording is concerned, this,
then, is the best of the numerous versions of
The Fire Bird on LP. The interpretation is
another story; Scherchen's approach lacks
the luxurious serenity of Stokowski's so far
as the slow movements are concerned, but
it has plenty of energy in the fast ones, and
on the whole is respectable if not over-
whelming.  The little Chant de joie of
Honegger is a brilliant filler. A F.

STRAVINSKY
The Fire Bird

Orchestre de la Suisse Romande, Ernest
Ansermet, cond.
LONDON LL 1272. 12-in. $3.98.

This is the first complete Fire Bird to appear
on disks. As such, it is of some interest,
even if one is forced to conclude from it
that the portions omitted from the suites
are tedious and uninteresting; at least they
are in this interpretation. That the interpre-
tation may be at fault is shown by the rather
listless character of the playing in the fa-
miliar movements. The recording, however,
is gorgeous. A. F,

SUPPE
Overtures: Light Cavalry; Fatinitza; Poet
and Peasant; Boccaccio

Philharmonic Promenade Orchestra, Sir
Adrian Boult, cond.
WESTMINSTER W-LAB 7033, 12-in. $7.50.

Sir Adrian’s honest readings and his or-
chestra’s near-spotless playing of these over-
tures should help to wean listeners away
from the association the music has with film
cartoons and German street bands. As
rousing theater or concert pieces these
overtures are as good as they come, tuneful
and astutely orchestrated. The sound is as
glamorous as might be expected from the
Westminster Laboratory Series. R. E.

TCHAIKOVSKY
Romeo and Juliet — See Dvorak: Slavonic
Dances.

TCHAIKOVSKY
Suite No. 3, in G, Op. 55

Orchestre de la Société des Concerts du
Conservatoire de Paris, Sir Adrian Boult,
cond.

LONDON LL 1295. 12-in. $3.98.

Of the three orchestral suites of Tchaikov-
sky, only the Third — thanks to the con-
tinued popularity of its final section, the
delightful Theme and Variations — has
managed to retain its place in the modern
orchestral reperroire. A new recording of
the complete suite has been needed for some
time, for the one by Walter Goehr on Con-
cert Hall CHs 1144 is a performance of little
distinction, and its sound is barely accept-
able by present-day standards. It would be
fine, then, to be able to say that this Boult-
directed performance fills the bill. Alas,
such is not the case. The first three move-
ments are managed with considerable suc-
cess, if not always with all the nuance in-
herent in Tchaikovsky's writing. But with
the finale, disaster overtakes the recording,
as Boult— using some highly exaggerated
and whimsical tempos — permits the sec-
tion to rush along pell-mell and then sag
sadly, so that all cohesion is lost. J. F. I.

TCHAIKOVSKY
Symphony No. s, in E minor, Op. 64

New York Philharmonic-Symphony Or-
chestra, Dimitri Mitropoulos, cond.
COLUMBIA ML 5075. 12-in. $3.98.

A first hearing of this recording gave me the
impression that everyone concerned had an
off day; a second hearing confirmed it
The quality of the orchestral playing seems
well below the Philharmonic’s usual level;
the engineers have produced an over-all
sound that varies from being thick and
murky to one that is of almost waferlike
thinness; and the direction of Mitropoulos
seems unusually lethargic throughout, with
many fussy accentuations that fail to add
any great illumination to the score but do
retard its forward movement. For a few
fleeting moments there are hints of the usual
dynamism associated with this conductor,
but not enough of them to offset the gen-
erally soggy air of the entire performance.

J. E L

Continued on page 74
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CHANTS
GREGORIENS —Vol. 2

The Ordinary of the Muss ¢ Mass for
the Dead ¢ CHOIR OF MONKS OF

THE ABBEY OF ST. PILRRE DE
SOLESMES e Dircctor:
SEPH GAJARD

4 107 records $11.92
Volume 1 of this series is «
set of 5 127

hoolklet.

records with
London firr al-
bum number LLA 14

DOM JO-

LSA.T

Prokofiev: SUITE

from “'LIEUTENANT KUJE”
SUITE from ““THE LOVE
FOR THREE ORANGES"'*

SIR ADRIAN BOULT con-
ducting THE PARIS CONSERVA-

TOIRE ORCHESTRA e

THIE

LONDON PHILHARMONIC

ORCHESTRA

127 %398
LL.1204

MAY 1956

VERDIANA

Exeiting pages in orchestral form from the operas of
Giuseppe Verdi—exeerpts and famous arjas from “Rigo-
letto,”  ““Traviata,” ‘'‘Masked Ball,” “Trovatore” and
others.

CAMARATA conducting THE NEW SYMPHONY
ORCHESTRA OF LONDON 12”7 $3.98 LL.1385

RECORDS

FIVE ROSSINI
OVERTURES

Tancredi o William Tell ¢ La Ceneren-

tola e Il Signor Bruschino e Thé
Sicge of Corinth .

PIERINO GAMBA

conducting THE LONDON

SYMPHONY ORCHESTRA

127 $3.98

LL.13&6

@

s lnv,zu‘ﬂmusm

mﬂﬁmm&

Yo toraare
br ftocrur

FAMOUS BERLIOZ
OVERTURES

Le Carnaval Romain . Le Corsaire
Les Franc-Juges . King Lear
ALBERT WOLFF conduct-

ing THE PARIS CONSERVA-

TOIRE ORCHESTRA
127 $3.98

LL.1297
5
ME N SYRTVMINT LA NEZTRA F LONTER
romducrad by SALYALGR € AMARATA
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TORELLI
Concerti Grossi, Op. 8

Ensemble Orchestral de L'Oiseau-Lyre, Louis
Kaufman, cond

OISEAU-LYRE OL 50089/90. Two 12-in
$9.96

There 1s some lovely music in these twelve
early concertos, along with a bit of routine
note-spinning, It was all made available
last year in a handsome set issued by Vox.
These works are hardly likely to rival the
Nutcracker Suite in general appeal, so that
the only logical reason for duplicating them
would be a superior performance. This,
unfortunately, they do not receive. The
style of the violin playing displayed here

leans more towards the school of Leopold
Auer than towards that of Corelli; and the
realization of the continuo part is sometimes
aimless and unconvincing. Nor does this
set supply anything to parallel the detailed
notes of the Vox album. The only advan
tage of these disks is the price N B

VERDI
Il Trovatore

Maria Carena (s), Leonora; Olga de Franco
(s), Inez; Itene Minghini-Cattaneo (ms),
Azucena; Aureliano Pertile (t), Manrico;
Giordano Caflegari (t), Messenger, Ruiz;
Apollo Granforte (b), Conte di Luna; Bruno
Carmassi  (bs), Ferrando; Antonio Gelli
(bs), Old Gypsy. Members of chorus and

The Brass Includes a Cannon

UNLESS someone wants to get Stereo-
phonic about it, there is no need for
anyone to make another recording of the
1812 Overture. The eighteenth micro-
groove version, just issued by Mercury, can
be regarded as final, so far as I am con-
cerned.

Indeed, I will not hesitate to call this
a great record, though I must qualify this
with two admissions. One is that it is
a tour de force; the other, that the almost
invariant final reaction to it is laughter.
However, the Overture itself was frankly
intended as a towr de force by Tchaikovsky,
and Mercury’s David Hall and Robert
Fine have done nothing more than go
along with his intent. And I think the
reason people laugh when the finale ar-
rives, and the cannon and the chimes start
shaking their brains loose, is less that it
is funny than that it is stupendous. Laugh-
ter is a common random nervous reaction
to shock.

Of course, it 45 funny, to. It was
— ot would have been —in the original
presentation Tchaikovsky had planned for
it, with the conductor pushing electric
buttons to fire sixteen field guns, and the
monstrous bells of the Kremlin trying t
outbellow them. (This outdoor premiére
actually didn't come off.) Such wildly
extravagant effects, one atop another, ap-
plied to content so broadly corny, are bound
to sound grotesque to modern ears. So we
laugh. But perhaps we laugh a little also
because Tchaikovsky was so very, very
good at this kind of thing and, much as
it embarrasses us, he manages to move us
—a little — just as he meant to.

The proper way to perform and produce
an 1812 today, it seems to me, is not to
actempt to refine it, but to go all-out
after the effect Tchaikovsky had in mind.
This is what Hall and Fine and conductor
Antal Dorati have done. For the purely
musical part of the production, the Uni-
versity of Minnesota Brass Band (Gerald
Prescott, director) was combined with
the brasses of the Minneapolis Symphony,
to reinforce them at least during the
finale. They can be heard when they come
in, but they never get out of hand. In
tact, they and everyone else seem to have
been infected with the fun of the whole
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venture. Dorati leads with a raprurous
violence and, all in all, I think this is
the most exciting reading of the Overture
I've ever heard, quite apart from its de-
cibels.

There is artistry, too, in the application
of the decibels. Tchaikovsky would have
settled for Crimean War breechloaders to
create his 1812 effects. Fine and Hall went
to West Point and prevailed on the
authorities to let them use a 1761 brass
cannon. The intrepid artilleryman who
fired a maximum blank charge from this
antique is not identified in the jacket notes;
but he did very well, and the recorder
picked up a splendid soul-satisfying thud,
to be dubbed later into the master tape.
With the Harkness Memorial chimes, the
procedure was even more audacious. As
well as recording them with startling im-
mediacy, Fine and Hall also overlaid the
bell clamor with a double-speed re-record-
ing of itself, so that the listener feels him-
self almost showered with sound, much as
a Muscovite may have when his city's
thousand bell towers rang at once.

The inner band of the 1812 side of the
disk is filled out with a commentary by
Deems Taylor. He sounds a little ant-
climactic, but it must be suspected that
he’s there principally to let the 1812 end
well out in the trouble-free grooves, with-
out letting the disk look vacant.

The Capriccio italien is no throw-away
item, either. Dorati plays it very nearly
as well as the Overture, which is saying
plenty.

A note of caution: not every pickup
will track the final grooves of the 1812,
and hardly any will do so repeatedly with-
out abrading them. If you have a tape
machine, make a copy and play that.

JouN M. CoNLY

TCHAIKOVSKY: Capriccio italien, Op.
45; Overture 1812, Op. 49

Minneapolis Symphony Orchestra; Univer-
sity of Minnesota Brass Band; bronze can-
non -(Strasbourg, 1761); bells of the
Harkness Memorial Tower, Yale Univer-
sity; Antal Dorati, cond. Spoken com-
mentary by Deems Taylor.

MERCURY MG 50054. I2-in. $4.98.

orchestra of La Scala (Milan), Carlo Sabajno,
cond,
RCA CAMDEN caAL 289/90. Two 12-in. $3.96

In view of the populatity of I/ Trovatore, it
may seem surprising, at first blush, that the
opera has not been more frequently recorded
After almost eight years of LP, there are
only four versions current, and two of these
— including the very welcome new Camden
set — are reissues based on 78s. The reasons
for this relative dearth are not far to seek
1! Trovatore is not at all easy to cast really
well in all four major roles at once. In the
opera house, it can take care of itself quite
well, for its distribution of vocal duties and
rewards is such that, given even one good
singer, it can face what seem to be astonish-
ing odds and still make a success —a fact
that has been demonstrated thousands of
times. But on a recording we want four top-
quality artists.

Yet, ultimately, in the opera house or on
records, an I/ Trovatore is as good as — which
is to say, can be no better than — its
Azucena. Whatever individual triumphs the
other members of the cast may have, it is
the distraught, vengeful, adoring, wild-
blooded old gypsy woman whose strange
story is the dramatic mainspring of the work.
It is this factor that makes the new Camden
set the one that | myself would choose to
keep if only one I/ Trovatore on LP were to
be allowed. For Irene Minghini-Cattaneo
throws her impressive all into a vocal
characterization that is full of vigor, life,
and searing emotional communication that
never flickers, even when her full-blown tone
sometimes does. Her "Stride la vampa,”
“Condotta ell'era in ceppi,” and (most es-
pecially) her scene in the Count’s camp.
are of the kind that make the Trovarore-vul-
nerable listener turn clean inside-out. She
never sang in this country and her career was
not 2 long one — perhaps because, like the
comparably exciting Cloe Elmo during her
Metropolitan years, she threw her whole
body voice up to high notes with no regard
for the inevitable destructive effects on vocal
machinery. But when she had it, she ap-
parently had a lot of it; and so she does in
this set. Far from being a Stignani in techni-
cal control, she generates more electricity
than her LP rivals, including Fedora Bar-
bieri, whose school and temperament are
less impressive and whose creamier voice is
rather beside the point.

Known during some of the greatest days
of opera in Milan as “Toscanini's tenor,”
Aureliano Pertile is in about the same de-
gree — and in some of the same good ways
— the best Manrico on records. A fine
artist with exceptional vocal stage-sense
(after retiring he headed the La Scala opera
school), his was a strong, true, drammatico
voice, without much plush but with tre-
mendous thrust and capacity for urgent
statement; whereas that of Jussi Bjoerling
(RCA Victor) is undeniably on the light-
weight side for such a part as Manrico
though it too goes up to the interpolated C
in "Di quella pira” and is employed with
more grace in lyric passages.  Neither
Giacomo Lauri-Volpi, who was rather past
it when the Cetra set was made (especially
as regards pitch), nor Francesco Merli
(Columbia), not at his potent best, offers
real competition.

As Di Luna, Apollo Granforte is superb,
the voice dark, solid as a rock, and propul-
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sive, his vocal-dramatic presence command-
ing (may not his fine Iago count points
towards 2 Camden reissue of the old Victor
Ntello?). The least-good Camden principal
is the Leonora, Maria Carena. Her scale is
not well-equalized; and although her style
is idiomatic and her passage-work acceptable
her tone tends to shrillness at the top. Less
absolutely painful to hear than Bianca
Scacciati (Columbia), she has not the free-
swinging abandon, nor the voice, of Caterina
Mancini (Cetra), and she does not at all
measure up to the challenge of Zinka
Milanov's cannily taped RCA Victor sing-
ing.

Despite some tempo inconsistencies (this
was cut on 78-rpm sides, recall), Carlo
Sabajno’s reading is incisive and altogether
better than Renato Cellini’s for the latter-
day RCA, fully as good as either Carlo
Molajoli’'s (Entré) or Fernando Previtali's
(Cetra).

The Camden sound is dressier than the
original 785 — highs cut down (to Miss
Carena’s benefit), echo techniques used to
add a more spacious, and specious, resonance
and some perspectives altered — burt, taken
four minutes at a time, the ¢rea-1930
shellacs seem to me more satisfying, per-
haps because they comprised the first full
opera recording | ever owned. Still, the LPs
are much to be preferred for convenience,
and the filtering has cut down noise. No
album, no libretto; but three superb vocal
characterizations ought to be more than
worth the modest price. J. H., Jr.

VIVALDI

Concerto for Two Violins and Strings, in D,
Pincherle 159; Concerto for Oboe and
Strings, in D minor, P. 259; Concerta for
Viola d’ Amore and Strings, in D minor,
P. 288

Louis Kaufman, Peter Rybar, violins; Egon
Parolari, oboe; Winterthur Symphony Or-
chestra, Clemens Dahinden, cond. (in the
first two). Johan van Helden. viola d'amore;
Netherlands Philharmonic Orchestra, Otto
Ackermann, cond. (in the third).

MUSICAL MASTERPIECE SOCIETY 84. 10-in.
$1.89.

Competent performances of three fine con-
certos. The work for oboe is No. 9 in Op.
VIII, the set that begins with the Four Sea-
sons. Parolari has an attractive tone. Van
Helden is also a capable player, and his
concerto contains a short but especially ap-
pealing Siciliano as a slow movement. No
continuo is audible in the Concerto for Two
Violins, and the recording on thart side is
only adequate. But it improves on the side
containing the other two works, which em-
ploy 2 harpsichord. N. B.

RECITALS AND
MISCELLANY

ALMA MUSICA
The Golden Line of Polyphony from
Sweelinck to Mozart

Willaert: Ricercar a tre wvoci. Sweelinck:
Six Variations on Mein junges Leben hat
ein End. Giovanni Gabrieli: Sonata a tre.
Vivaldi: Concerto in G minor, Op. 10,
No. 2 (La Notte). Mozart: Adagio and

MAY 1956

Fugue for String Trio, in D minor, K.
404a; Quartet for Flute and Strings, in C,
KA 171.

Sextuor Instrumental Alma Musica.
LONDON DTL 93046. 12-in. $4.98.

The rather pretentious title is applied to
a group of pieces that not only begins with
Willaert rather than Sweelinck but ends
with about as homophonic a work as
Mozart ever wrote. Actually this is a
pleasant, if somewhat miscellaneous, col-
lection. The Fugue is Mozart’s transcription
of the E-flat minor Fugue in Book I of
The Well-Tempered Clavier and it is pre-
ceded by Mozart’s own Adagio. It is good
to have his Flute Quartet, a delightful litcle
composition. The Vivaldi, which is for
flute and strings, is here played by a group
in which an oboe is also prominent. No
doubt it was often so performed in the
eighteenth century; if an oboist was pres-
ent, he would want to join in the fun.
But the work is available in its original
form in good performances. N. B.

ROSE BAMPTON
Opera Arias

Gluck: Alceste: Ab! malgré moi . .
Non, ce n'est point un sacrifice. Rossini:
Semiramide: Bel raggio lusinghier. La
Cenerentola: Nacqui all’ affano . . . . Non
pin mesta. Mozart: Don Giovanni: Era
gia alquanto . Or sai chi lonore;
Non mi dir. Verdi: Aida: O patria mia.
Ernani: Ernani involami. Puccini: Tosca:
Vissi d'arte. Massenet: Hérodiade: 1l est
doux, il est bon.

Rose Bampton, soprano; Hardesty Johason,
tenor (in Don Giovanni). Victor Sym-
phony Orchestra, Wilfred Pelletier, cond.
RCA CAMDEN CAL 293. 12-in. $1.98.

Had Rose Bampton been born into another
vocal age, she might have fared differently,
for her voice was, and remains, a splendid
one, controlled by superior musicianship.
As matters stand, though, her career can
best be described as unfulfilled — this to
avoid grinding the edge of the private con-
viction that she has been one of the most
undervalued singers of the past twenty-odd
years.

Calling herself a contralto, no less, she
made her Metropolitan debut, as Laura in
La Gioconda, in 1932. Then she decided
to exercise the remarkable extension of
her voice and become a soprano—a Tro-
vatore Leonora, an Aida, and, later, a
Fidelio and a Marschallin. Although the
the scale never became absolutely even
between top and middle registers (few
scales are, for that marter), she made the
transition with more than usual success.
But for all the great beauty of her voice,
for all her excellent musicianship, she
never really rose to the level of a great
career from that of a good one, and now
she has virtually given up opera for
concert and recital appearances. Somehow
the artistic-personal adjustments she made
did not solve the problems of having been
created a mezzo-soprano with a long voice
and an essentially classic, restrained tem-
perament. And the failure—a failure by
only a small margin —shows in this Cam-
den reissue from 78s. For when the sing-
ing comes short of being first-class, it does
so either by the margin of not having
either quite the expression-through-tech-
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edited by Roland Gelatl

@® Don't fail to get the first volume
(containing High Fidelity record re-
views from July 1954 through July
1955) in what is planned as a perman-
ent and continuing series — the only
one which will keep you up-to-date
with the thousands of long-playing
records released every year.

@® These are the reviews that one
reader called “marvels of literacy” —
delightfully readable as well as fair and
accurate audio and musical criticism.

@® Edited by Roland Gelatt, the re-
views have been entirely rearranged
and organized for easy reference. In
permanent form they will be a treasur-
ed addition to your library as well as an
invaluable shopping guide.

Composers (from Albeniz to Zeller)
are arranged alphabetically; rer-
formers are indexed.

@® More information about more rec-
ords for less money than in any other
record review collection — only $4.95.
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A magical, musical glimpse of

PARIS IN THE SPRING!

on Columbia Records!

APRIL IN PARIS
REHIHEL L EOGRAND
SACQUELIME FRAMCOIS

APRIL IN PARIS—Jacqueline Francois
sings a4 dozen songs with orch. of Michel
Legrand and Paul Durand. ML 5091 $3.98

SR THOMAS BERECHAM o 1w -
- ROYAL PRLMARIONID QRCHESTRA

DELIUS: PARIS—SIir Thomas Beecham,

Bart., conducts the Roaul Philh. Oreh.:

also includes “Sea Drife,” M1 5079 $3.98
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FRENCH FOR TRAvEu_——‘\II the  basic
Liench a traveller should know, taught by

4 UNINErSITY professor. N 5086 S9N

IR NRTEEN

DINNER AT MAXIM's—Dinner Music by
Leo Chauline and his Orchestra. recorded
at Maxim's in Paris. CL 859 5398

JULIETTE GRECO &7

JULIETTE GRECO—dramatic vignettes in
song by anincomparable stylist: with Michel
I egrand and his orchestra. ML S0%8 $3.98

HENRI SALVADOR an cntertainer in the
hest music hall tradition sings with Michel
Legrand and his orchestra. ML 5089 $3.98

'EUROPEAN
HOLIDAY 44

R
EUROPEAN HOLlDAY*’“IKh Miller helps

tell o way, romantic story of two young
travellers abroad. Cl. 2586 $1.98

PATACIIOU'S PARIS

PATACHOU'S PARIS—!2 of the songs that
huve made her a legendary figure in the en-
ertamment hife of Paris. - ML 5092 $3.98

All of these delightful new albums available at your dealer’s now!
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nique of the finest classic vocalism or the
earthiness of the finest veristic.

Yet at her best Miss Bampton is very
good indeed, and she is at her best in
the French repertoire here — partly, per-
haps, because of the influence of her con-
ductor husband, Wilfred Pelletier, partly
because of natural affinity. Her “"Amour,
lardente flamme,” from La Damnation de
Faust, has already been put on LP in
Fifty Years of Great Operatic Singing, and
on this disk the finest single performance
is Miss Bampton's sweepingly phrased and
delicately shaded delivery of the Alcesre
scena.  “Ernani involami’ is sufhiciently
abstract for her and is sung expertly, with
big line and ripe tone; but the dithcult
cabaletta finds her making heavy weather.
though singing full-out and intrepidly.
Similarly, both of the Mozart arias are
done with style and a good deal of art,
if without true inner tension of phrase.
The Cenerentola finale is sung very well
by present standards, but misses the
brilliance and joy-in-coloratura cthat it
needs if taken in context; the Semiraniide
has the same essential qualities. The
Hérodiade is so lush in sound that no ex-
ception seems reasonable.  All told. this
is the singing of a fine, intelligent artist.

The sound of the LP does not often fall
below the level of the generally good 78s,
and the changes in resonance, perspective,
and so on are not extreme. No texts, no
notes, but recommended. J. H. Ir

CHINESE OPERA

Peking Opera Ensemble

Eight excerpts and fragments trom Chinese
classical opera: The Court of the Phoenix:
The White Serpent; AMoonlight on the
Springtime River, The Farewell 1o the
Farvorite: The Return of the Fisherman:
The Three Scourges; Song of the Yunnan
Province: Dance to a Drum.

Official Ensemble of the Chinese People’s
Republic, from the Peking Opera.
ANGEL 3s5229/L. 12-in. $5.98.

Just a little less than a year ago, in
July 1955, an ensemble from the Peking
Opera appeared in Paris to take part in
the second International Theater Festival.
Almost overnight. by all accounts, this
Chinese troupe became the fashionable
rage, in much the same way that Hindu
and Balinese dance groups have been feted
in New York. Reviewer after reviewer
exclaimed that the impact on Paris was the
greatest  since the first  visits of the
Diaghilev Ballets Russes. Now Angel has
issued a recording given over to essentially
the same program of excerpts that was
offered in Paris.

Although no complete works are to be
heard here, the fragments are said by
those who might be expected to know to
be fairly well chosen as an introductory
survey. These opera-plays (for much of
the text is spoken, or, rather, intoned) all
date from the second half of the nine-
teenth century, though the literary roots go
back some five hundred years to the Yuan
dynasty and the Mongol conquest, the
musical roots two thousand. None has the
name of a composer or librettist attached
to it, and the instrumentalists do not play
from scores, instead taking their cues from
well-established conventions as indicated
by the singers on stage. Yet the traditions
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are so thoroughly ingrained (members of
the Peking company begin training at the
age of six) that it would be misleading
to describe Chinese opera as merely stylized
drama with instrumental obbligato. Even
without the make-up and the highly formal
movement techniques, it is obvious — per-
haps too obvious — that this is a complex
kind of musical theater that might take
vears of concentrated effort to understand.
And when not understood it can be sonie-
what trying.

The first band is called The Court of the
Phoenix, and, according to the bookiet
notes, “evokes and describes the song of
birds.” The effect, apart from a certain
organization, is roughly that of a trip to
the tropical bird house at any moderately
well-appointed zoo. Band 2, The White
Serpent, presents a falsettist in the dilemma
of having married a serpent-woman; the
only really happy thing about it is the
thought that Melusine came from East of
Suez, and then some. It may be the
very loveliest Chinese operatic excerpt to
be heard, but even after weeks of listening
to it, off and on, it seunds unpleasantly like
generalized wailing. Band 3, Moonlight on
the Springtime River, is rather lovely even
the first time, and becomes ( or seems to
become) more evocative with each rehear-
ing. Band 4, The Farewell to the Farorie.
sounds like chaos. Band 1 on Side 2,
The Return of the Fisherman, makes —
apart from difficulties with intermediate
woodwind pitches — as pleasant an effect

as does Moonlight on the Sbringtime
River. Band 2, The Three Scourge . lives
up to its name with a vengeanrce; with

nothing to look at and no Mandarin, it
is quite incomprehensible, even with an
English text. Band 3, Song of the Yunnan
Province, which — like the number before
it — may or may not be legitimately opera,
1s very lovely; whether the comment misses
the point or not, it sounds not unlike a
Cantaloube-collected  French  provincial
song, and Miss Chang Chia-Ling has a
very attractive voice. The final baad,
Dance to a Drum, also comes closer to
Western modes; it sounds like a Chinese
realization of some Russian-appropriated
orientalism, which may possibly indicate
that the Peking Opera program presented
in Paris had been subjected to a sort of
Soviet-style Hurokizing, just as some Hindu
dancers seen in this country have been
subjected to managerial influences so as
to make their efforts more palatable.

This record cannot help raising the
question whether Chinese opera can be
truly meaningful to non-Chinese ears,
especially when the visual element is
totally lacking. Reactions are sure to be as
varied as the individuals who have them.
My own is that it may possibly seem
meaningful, but scarcely ever in the terms
intended by its creators. In any case, the
disk should appeal to lovers of the eso-
teric.

The engineering is quite adequate, or
seems so to a listener ignorant of the live
performances. Translated texts,
that while superficially helpful
really very informative.

and notes
are not
J. H., Jr.

THURSTON DART
Masters of Early
Music, Vol. 1

English  Keyboard

MAY 1956

Thurston Dart, organ, harpsichord, clavi-
chord.
OISEAU-LYRE OL 50075/76. Two 12-in.

$9.96.

Thurston Dart was one of the musicians
who took part in London Records’ Special
Commemorative Coronation Release called
Early English Keyboard Music, and in a
way this new Oiseau-Lyre issue might be
thought of as an extension of the com-
memorative album. The latter was devoted
pretty much to masterworks by well-known
composers. The new disks, more of a
survey and covering a greater span of
time, offer works not always on quite such
a musically elevated level. The repertoire
differs completely save for two instances.
the Salishury pavanes and galliards of Gib-
bons and Byrd. However, Mr. Dart did
not play these particular works in the
earlier recording, and his interpretations
have an exceptional courtliness and dignity.

Quite expectably Byrd’s music is the
richest in melody, rhythmic variety, and

decorative invention, but the best music
of his pupil Tomkins is scarcely less
rewarding than that of the master. The

other works, ranging from the primitive-
sounding, fourteenth-century Retroue to
the glittering, eighteenth-century, Scarlattian
Allegro in F of Arne, command interest,
but sometimes only of a purely historical
nature.

Mr. Dart plays on three instruments: a
bureau organ made by Snetzler about 1760,
whose spare, neat sound is one of the
chief delights of the recordings; a two-
manual harpsichord made by Thomas Goff
in 1950; and a gently beguiling clavichord,
also made by Goff, which gives added ex-
pressiveness to the music played on it

Besides playing with vitality and stylistic
authority, Mr. Dart has edited and filled
out much of the music, in thoroughly
tasteful fashion, and he provides brief,
explicit, scholarly notes about the music.

R. E.
DELLER CONSORT
The English Madrigal School,

Morley: Ho! who comes here?: Sueet
Nymph. Weelkes: Cease, sorrows, now:
To shorten Winter's sadness: O Care, thou
wilt despatch me; The Ape, the Monkey,
and the Baboon: Strike it up, Tabor.
Vautor: Alother, I will have a busband.
Richard Edwards: In going to my naked
hed. John Bartlett: Of all the birds that
I do know. John Bennet: All creatures now
are merry. Weep, O mine eyes. Wilbye:
Oft have I rowed. John Ward: Hope of
my heart.

Vol. 1

Deller Consort, Alfred Deller, cond.
VANGUARD BG 553. 12-in. $4.98.

This recording would be worth having if
only for one madrigal in it, Weelkes's
O Care, thou wilt despatch me. So amazing
are its bold dissonances, so moving its
subtle harmonies, so sustained its limpid
polyphony, that it is quite rightly called
by the annotator “perhaps the most beau-
tiful of {Weelkes's] secular vocal compo-
sitions.””  But almost every work on this
record seems like a masterpiece — whether
the mood is gay, satirical, lovesick, or
boisterous — and always the lyrical beauty
of the poetry is perfectly matched with the
expressive beauty of the music. The six
voices of the Deller Consort have an in-

Lo
OISTRAKH, STERN
and The PHILADELPHIA
ORCHESTRA perform
THREE CONCERTI ..
ONE COLUMBIA @
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AN HISTORIC RECORDING!

Russia’s famed David Oistrakh joins
American virtuoso Isaac Stern in a per-
formance with Lugene Ormandy and The
Philadetphia Orchestra of Vivaldi's Con-
certo in A Minor for 2 Violins and Orches-
tra. This single 12”1, record also includes
performances of Bach's Violin Concerti
No. lin A Minor (Stern) and No. 2 in E
Major (Oistrakh)  both with Ormandy
and the Philadelphians. Ask for ML 5087
$3.98

OTHER NEW COLUMBIA
RELEASES THIS MONTH:

Ambassador Satch —Louis Armstrong and his
All-Stars, recorded during their European con-
cert tour of 1955. CL 840 $3.98

Reflections of An Indian Boy a4 tone poem by
Carl Fischer performed by Paul Weston and his

Orchestra. CL 788 $3.98

Cat Meets Chick-
Clayton,

-4 story in jasz, told by Buck
Jimmy Rushing and Ada Moore. CL

| 778 S3.98

Bach: Eight Little Preludes and Fugues -,
Power Biggs plays these anything but little pieces
on 8 tamous European organs. M1 5078 $3.98

Swing Low in Hi Fi: Percy Faith and his Orches-
tra play spirituals. CL 796 $3.98
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strtumental purity that makes a perfect
blend for this music. (The voice of one
soprano — Miss Cantelo? — has more vi-
brato and warmth than the others, but not
disturbingly so.) The presence of Mr.
Deller as director assures the stylistic
security of the performances. Labeled Vol.
1, this disk whets the appetite for future
issues. Highly recommended. R. E.

MARIA JERITZA
Opera Arias

Massenet: Hérodiade: 1] est doux, il est
bon. Thais: L'Amour est un vertu rare.
Tchaikovsky: Jeanne d'Arc: Adien foréts.
Bizet: Carmen: L' Amour est un oiseau re-
belle (Habanera); Les tringles des sistres
(Chanson bobéme). Gluck: Alceste: Divi-
nités du Styx. Ponchielli: La Gioconda: Sui-
cidio!; Puccini: Tosca: Vissi d’arte. Wagner:
Lobengrin: Einsam in triiben Tagen. Tann-
hasiser: Elisabeths Gebet. Die Walkiire:
War es so schmilich? Der Fliegende Hol-
linder: Trafft ibr das Schiff.

Maria Jeritza, soprano; Merle Alcock,
mezzo-soprano (in Carmen); orchestra.
RCA CAMDEN CAL 275. 12-in. $1.98.

Although she has made fairly recent ap-
pearances both in this country and in her
ever-adoring Vienna, as Rosalinda in Dije
Fledermans and as Tosca (a role in which
she was one of Puccini’'s favorites), Maria
Jeritza has nearly brought to an end her
distinguished career, a career that began
well over forty years ago. All the more
cause to be delighted at the issue of this
LP miscellany from her operatic 78s—
except that the RCA engineers apparently
either napped while it was being made
or kept themselves awake by exercising
perverse ingenuity. This is a great pity.
For though Mme. Jeritza (like other
notable operatic actresses, including, for
one, Mary Garden) got latterly something
of the reputation of being a great per-
sonality rather than a great singer, she
was, in fact, a splendid vocalist at best
and never less than a compelling one.
Not all the performances re-released here
are of her very best, but they certainly
deserve better treatment than they have
been given. The trouble is that eternal bug-
bear of 78-to-LP reissues: pitch.

At standard LP speed, something like
half of the arias offered sound sharp by
as much as a half-tone, quite enough to
alter the timbre of the voice substantially,
let alone prejudice other musical values.
It is true that some Victor 78s of the 1930
period were cut to run fast and so, pre-
sumably, sound more brilliant, but spot-
checking of originals against the LP bands
here makes this explanation inapplicable.
Of course, it is possible — given a variable-
speed turntable, a pitch pipe, all the
originals, and scores of all the operas repre-
sented — to set matters to rights. But this
is asking rather much of the average
listener who has paid out his $1.98 to get
an accurate idea of how Mme. Jeritza
sounded in particular arias. In her case
the effect of this mysterious mechanical
sharpening and speeding is especially mis-
leading; for her voice was a forward,
clean-cut, bright one, without great depth
of color perspective, and speeded up a
semitone it sounds thin and rather peepy
and lacking in punch — things it certainly
was not, as witness her success in Turandot
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at the Metropolitan. This kind of geffe is
bad enough when it comes from a small,
understaffed company; from such a com-
pany as RCA it seems inexcusable.
Suitably adjusted as to pitch, the per-
formances are all well worth hearing,
though in some instances the singer made
artistically superior pre-electric versions;
and even with the sharped bands as
they are (but the bass picked up) the
temperament and inner vitality tell. It is
not seamless singing, much of it, but it
is all truly of the opera house, and the
“Vissi d'arte” alone is worth the price
of the whole disk. But no one should give
away the 78s — particularly those who are
lucky enough to own Jeritza’s recording of
Marietta’s lute song from Korngold's Die
Tote Stadt, which unaccountably was not
included in this reissue. No texts; no notes.
J. H., JR.
MILIZA KORJUS
Arias and Songs

Verdi: Ernani: Ernani involami. 1 Vespri
Siciliani: Bolero. Mozart: Die Zauberflote:
Der Hélle Rache. Delibes: Lakmé: Bell
Song (in ltalian). Adam: Le Toréador:
Variations on Ab, vowus dirai-je, maman?
Arditi: Parla Valse: 1l Bacio. Strauss: Die
Fledermaus: Mein Herr Marguis. Friib-
lingsstimmen. Denza: Funiculi, funicula.
Strauss-Hammerstein: One Day When
We Were Young. Tiomkin (arr.); There
Will Come a Time. Proch: Air and
Variations.

Miliza Korjus, soprano; various orchestras
and conductors.
RCA CAMDEN CAL 279.

12-in. $1.98.

I distinctly remember my first impression
of the Korjus voice, some time in the mid-
Thirties. One day in the lamented Gramo-
phone Shop I was handed an HMV recotd
of her Ahb, vous dirai-je, maman? with the
suggestion that it was worth hearing. I
bought it, of course, and over the years
have had my money’s worth many times
over. Nothing like this had been heard
since the heydays of Frieda Hempel and
Galli-Curci, unless perhaps from Toti dal
Monte.

For a while I watched the lists for new
Korjus importations; and of course a few
of her recordings actually found their
way into the domestic Victor catalogue.
Then she went to Hollywood. I cannot say
that she ever again quite equaled that
first recording, though some of the others
were (and are) phenomenally brilliant.
Nor did she maintain at all times the
purity of her intonation, as witness her
performances of the Ernani and Vespri
Siciliani numbers included here, dazzling
as they are in certain respects. But her
Queen of the Night aria remained for
a time the only acceptable electric record-
ing; what it lacks in dramatic force seems
more apparent now. Korjus does the Arditi
waltzes and the Proch Variations well with-
out making them seem more important
than they are. I like the Fledermans piece
less, partly because it is sung in unintel-
ligible Spanish; and One Day When We
Were Young is not neatly so good a
number as the duet from Der Zigeuner-
baron upon which it is based.

The dubbings are quite successful,
though 1 found I had to cut a brilliant
edge off the voice before it sounded
natural. P. L M.

SINGING BOYS OF MEXICO

Singing Boys of Mexico (Ninos Cantores
de Morelia), Romano Picutti, cond.
PERIOD SPL 1625. 12-in. $5.95.

A virtuosic, well-disciplined ensemble, the
Singing Boys of Mexico make sounds that
are more often shrill than appealing. Part
of the trouble, I think, is that their reper-
toire consists largely of ornate, sometimes
offensive, arrangements of folk or popular
songs. The group sounds best in its least
pretentious and most sentimental numbers,
such as the Cancion de Cunma— a lullaby
of the Virgin Mary, of Austrian origin.
Schubert’s setting of the Twenty-thitd
Psalm, also sung in Spanish, is likewise
tonally attractive, because of its melodic
and harmonic simplicity. R. E.

GLADYS SWARTHOUT
Opera Arias

Gounod: Roméo et Juliette: Que fais-tu,
blanche tourterelle? Faust: Faites-lui mes
aveux. Saint-Saéns: Samson et Dalila:
Amour, viens aider; Mon coeur souvre a
ta voix. Bizet: Carmen: L'Amounr est un
oisean rebelle (Habanera); Prés des rem-
parts de Seville (Séguidille). Thomas:
Mignon: Connais-tu le pays?; le connais
un pawvre enfant (Styrienne).

Gladys Swarthout, mezzo-soprano; Victor
Orchestra, Wilfred Pelletier, cond.; orches-
tra, Alexander Smallens, cond. (in Samson
et Dalila and Mignon).

RCA CAMDEN CAL 273.

12-in, $1.98.

If not one of the very greatest names
among singers, Gladys Swarthout's surely
deserves a place among those of well-above-
average professional accomplishment. And
—although it may seem ungallant to
make a point of it, since she is still active,
and charming, as a recitalist— she oc-
cupies a rather interesting place in the
history of American operatic singing; for
her career bridges what might otherwise
be a gap between generations. Born in
Missouri, she made her first public appear-
ances (to go by managerial arithmetic)
at the age of twelve; her officially mature
operatic debut was in Chicago in 1924.
Mary Garden was still in full control; Rosa
Raisa and Claudia Muzio were at their
peaks; Toti dal Monte was making her
first American appearances. In Chicago,
and at the Metropolitan at first, the
Swarthout roles were mainly secondary —
Frederick in Afigrnon, Siebel in Faust, Sté-
phano in Roméo et Juliette. Then, with
the retirement of Marion Telva, she was
promoted to Adalgisa status, and later
became a Carmen rather than a Mercédeés.
Through it all she maintained and im-
proved the gifts she had —a very good
and truly mezzo voice (if one with an odd,
characteristic break in quality between
registers) and a personality so attractive
that it led her into the movies (remember
Rose of the Rancho?). She was, in fact,
successor to the generation of Telva and
Homer and, at the same time, the precursor
and contemporary of the generations of
Risé Stevens and the present crop of
mezzo-soprano hopefuls.

This Camden reissue of 78-rpm record-
ings made in the 1930-40 period gives a
very good idea of Miss Swarthout’s best
singing. The voice is ripe and plummy
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in the middle and lower ranges and (apart
from some everybody-does-it scooping in
the Fawst aria) securely placed at the top.
There is not really enough weight to it for
the Samson et Dalila excerpts, but that is
a familiar disability nowadays, and the
interpretation is thoroughly professional.
Perhaps the best singing is as Stéphano
and Frederick; for if the style here is
sometimes on the broad side, the vocali-
zation is quite sure and the interpretation
musicianly and never lacking in liveliness.
The sound from the grooves is variable
according to original dates, the transfers
o LP well done. J. H, Jr

FOLK MUSIC
by Howard LaFay

LAURINDO ALMEIDA
Guitar Music of Latin America

Laurindo Almeida, guitar.
CAPITOL P 8321. 12-in. $3.98.

Perhaps never before has such purity of
recorded sound been lavished on a guitar
recital. Almeida matches the achievement
of the engineers with masterful, moody
readings of a dozen South American
guitar compositions. Not the least surprise
of the disk is the exceedingly high quality
of the music. The Villa-Lobos ¢tudes in
particular are small-scale gems.

MARGARET BARRY
Songs of an Irish Tinker Lady

She Moves Through the Fair; The Cycling
Champion of Ulster; The Factory Girl:
The Hills of Donegal; The Turfman from
Ardee; Moses Ritoorel-i-ay; My Lagan
Love; The Galway Shawl; The Bold Feunian
Men; The Flower of Sweet Strabane: The
Cottage with the Horseshoe o’er the Door:
Belfast Hornpipe.

Margaret Barry, with banjo accompaniment.
RIVERSIDE RLP 12-602. 12-in. $4.98.

Margaret Barry is in her forties, toothless,
and lank of hair. A one-time nomad on
the roads of Ireland, she now works as
cook or dishwasher until "I get to think-
ing about a tune and the next thing 1
know, the meat’s burned to a cinder or
the sink's overflowing and flooding the
place. I just haven't got the heart for
anything but singing.” So, with her bat-
tered five-string banjo, she inevitably drifts
away to a likely street corner or country
fair where she can give her heart full
play.

In the Irish volume (SL 204) of Alan
Lomax's Columbia World Library of Falk
and Primitive Music, Margaret Barry sang
two brief stanzas of She Moves Through
the Fair. It was the most memorable
item on that memorable disk. Now, in
a well-engineered record, Riverside offers
a fulsome sequel to that solitary song. Let
it be said immediately that Miss Barry’s
voice is an imperfect instrument. It is
coarse and wobbly; it shows the erosion
of long use under less than optimal condi-
tions. But it remains a voice without
compare in its ability to convey stark, un-
complicated emotional moods that tran-
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THE EDDY DUGCHIM STORY
SCUNG TRAGE
CAMMEN CAWELLAR
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“The Eddy Duchin
Story”: Carmen Ca-
vallaro plays selec-
tions from the Co-
lumbia film; ‘Man-
hattan,” ‘You're
My Everything,
etc. (DL 8289,
ED-844)

“The Man With The
Golden Arm”: Music
from the Sound Track
of the Otto Preminger
film; E. Bernstein &
Orch., Shorty Rog-
ers®, Shelly
Manne®®, Pete Can-
doli, others.

(DL 8257, ED 2335-6)

The Lover’s Touch:
Bill Snyder; Piano
Solos with Orch.; ‘My
Melancholy Baby,
‘Don’t Say Goodbye,”
‘Lonely Wine’ and
others.

(DL 8237, ED-791)

e
NEW DECCA ALBUMS

...soothe the savage beast,
please the most particular listener!

“Picnic”: Music from
the Sound Track of
the Columbia film;
No. 1 movie in the
country; Awarded
‘Best Score’ for a non-
musical picture.

( DL 8320, ED-846)

Rock Around The
Clock: Bill Haley and
his Comets; ‘A. B. C,
Boogie,” ‘Razzle Daz-
zle,” ‘Dim, Dim the
Lights,” ‘Shake, Rat-
tle and Roll,” ‘Rock
Around The Clock,
ete. (DL 8225,

ED 2168, 2209, 2322)

FLHDDLE e
Fuorian ZaBacy -~ |

Hi-Fi Fiddle: Florian
ZaBach, Violin Solos
with Orchestra; ‘“The
Hot Canary,” ‘Jalou-
sie,” “Tea For Two,”
‘Gypsy Fiddler,” and
others. (DL 8239,

ED-792, 2154)

*Shorty Rogers Bppears courtesy Atlantic Records.

**Shelly Manne ap courtesy C ¥ Records.

“DL" indicates 33V Long Play Recordings
“ED" indicates 45 Extended Play Records
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scend the national strictures of her material.
Her Bold Fenian Men is a requiem for all
heroes dead in hopeless causes; her She
Mowves Through the Fair (happily repeated
on this release) epitomizes the bittersweet
poignance of young love everywhere. The
ballads she sings here are virtually all trace-
able to a not-too-long-removed composer;
but all have been incorporated into the
Irish oral tradition.

Margaret Barry is a unique artist — one
of the dying breed of wandering trouba-
dors who have preserved and disseminated
so much that is significant in Western
music. And this is an important record,
one that deserves an arttentive hearing.
Along with excellent annotation, River-
side provides a booklet containing the
texts of the songs.

A. L. LLOYD
Australian Bush Songs

The Lime-Juice Tub; The Maryborough
Miner; The Drover's Dream; The Banks
of the Condamine; Bluey Brink; Click Go
the Shears; The Wild Colonial Boy; Enaba-
long Ball: The Cockies of Bungaree; Bris-
hane Ladies; The Road to Gundagai; The
Castlereagh River; The Lachlan Tigers:
Bold Jack Donahue.

A. L. Lloyd; accompanied by Al Jeffrey
(banjo and harmonica), Alf Edwards
(concertina), and E. L. Rewald (guitar).
RIVERSIDE RLP 12-606. 12-in. $4.98.

Songs of lonely vistas, hard work, and
periodic hell-raising in the slangy argot
of Down Under. Practcally without ex-
ception the ballad tunes are of British
origin, but their texts have undergone a
radical sea-change in the migration to
Australia.

Lloyd is a noted English folk singer who
served a long stint shearing sheep in
New South Wales. The result is a solid
ring of authenticity in his handling of
these songs. The sound is more than
adequate, though one or two bands suffer
from tape hiss. Lloyd himself provides the
album notes; complete texts are included.

OLGA SOULINE
Russian Popular Songs

Olga Souline.

PERIOD SPL 725. 12-in. $4.98.

While not wholly free of distortion, this
is much more meticulously engineered
than the average disk derived from Russian
tapes. Olga Souline’s voice is both rich
and supple; her Russian “pops” literally
burst with melody — and with folk afhni-
ties. By turns they are gay, sad, lilting,
nostalgic; and Miss Souline gives each a
three-dimensional life of its own. An
accordion and guitar accompaniment pro-
vide her with a suitably atmospheric back-
ground. Regrettably, neither texts nor
translations are furnished.

THOMAS L. THOMAS
Welsh Traditional Songs

Thomas L. Thomas, baritone; with Enid
Simon  (harp) and Jacob Hanneman
(piano).

LONDON LL 1249. 12-in. $3.98.

Superb London reproduction and the fine,
fluent singing of Thomas L. Thomas make
this an outstanding offering — particularly

8o

in view of the surpassing beauty of the
songs Thomas has chosen. In fact, the
end product seriously threatens, but does
not eclipse, Meredydd Evans’ superlative —
and probably definitive — recording  of
Welsh folksongs for Folkways (FP 835).
Happily, the two disks overlap only in
two ballads. Thomas’ full-bodied interpre-
tations therefore stand as new and very
worthy additions to the catalogue. He is
blessed with a skilled, atmospheric harp-
piano accompaniment. No texts, no trans-
lations, but informative notes. Recom-
mended.

TRIO LOS PARAGUAYOS
Paraguayan Folk Songs

EPIC LN 3189. 12-in. $3.98.

An ingratiating, brightly engineered record
made in Europe, where the Trio Los Para-
guayos recently scored a considerable ar-
tistic triumph on a Paraguayan govern-
ment-sponsored good will tour. As rep-
resented here, their repertory of Para-
guayan folk songs shows the melding of
Spanish and Indian influences common to
most of Latin America’s indigenous music.
The trio's singing is very effective; an
exotic-sounding harp and guitar accom-
paniment underlines their effortless vocal
co-ordination. In total effect, the Para-
guayans — and their songs — are reminis-
cent of the mariachis of Mexico. No texts;
no translations.

JOSH WHITE
Josh White Comes A-Visitin’

Bury Me High; You Know, Baby: She's
Too AMuch for Me; Bonbons, Chocolates
and Chewing Gum; When the Dark Clouds
Roll Away: Go Away From My Window;
Come Along, Charlie; Evil Hearted Me.

PERIOD SPL 1115. 10-in. $3.98.

Most of these selecrions are listed as “Josh
White Originals.” They seem to be a re-
weaving — occasionally larded with con-
temporary allusions — of traditional folk
material. Although White is a deft re-
molder, somehow the “Originals™ are never
quite as effective as their antecedents. The
singer is his usual suave self but seems to
lack the intensity that distinguishes his
better work. Assorted combinations of six
friends and relatives provide him with
choral and instrumental support, none of
it very successful. Good sound.

THE MUSIC BETWEEN

VICKI BENET
Woman of Paris

Autumn Leaves; Domino; 1t's So Nice to Have a
Man Around the House; Hymne a [amour;
Pigalle; The Heart of Paris; Cest la vie;
Tenderly;, La Seine: Mon homme; Puarlex moi
d'amonr; Mademoiselle de Paris.

Vick: Benet.
DEecca DL 8233. 12-in. $3.98.

A bilingual onslaught on a dozen songs that
have found a welcome audience both in
France and America. The young lady who
sings them, Vicki Benet, handles their
nostalgic lyrics with a big voice that smokes

with vibrato and ranges farther up and down
the scale than you would think possible.
This record is for those whose hearts are
sturdy enough to withstand forthright ap-
peals and robust sadness. R. K.

BETTY CARTER - RAY BRYANT

Sneaking  Around; Moonlight in  Vermont,
What Is This Thing Called Love?; Thou Swell,
Willow Weep for Me; I Could Write a Book:
Threesome; Gone with the Wind; Old Devil
Moon; The Way You Look Tonight; No Moon
at All; Can’t We Be Friends?

EpIC LN 3201, 12-in. $3.98.

An exciting collaboration between singer
Betty Carter and pianist Ray Bryant, with
fill-ins from a trio. Carter and Bryant are a
distinctive couple, bending melodies to their
will, allowing lyrics to make their point;
even though their duets sometimes threaten
to become merely eccentric, they never fail
to provide less than enough understanding
for their material and genuine pleasure for
their audience. It's almost impossible to
define the exact quality of their work, which
is both free-wheeling and controlled, and
always original. R. K.

LES ELGART
For Dancers Only

Les Elgart and his Orchestra.
COLUMBIA CL 803. 12-in. $3.98.

Another smooth foray into dance-floor
thythms by one of today’s most accom-
plished practitioners. The tempos are all
civilized; and just so you won't stumble,
the beat is always there. R. K.

PERCY FAITH
Swing Low in Hi-Fi

Swing Low, Sweet Chariot; All God's Children
Got Wings; Sometimes 1 Feel Like a Motherless
Child; Little David Play on Your Harp; Were
You There?; It's Me, Ob Lord; Ger on Board,
Deep River;, Ev'ry Time I Feel the Spirit; Steal
Away; Roll the Old Charior Along; Nobods
Knows the Trouble I've Seen; Go Down Moses;
Ezekiel Saw the Wheel.

Percy Faith and his Orchestra.
COLUMBIA CL 796. 12-in. $3.98.

The charm of most spirituals is in their sim-
plicity and here are a full fourteen of them.
all dolted-up in gaudy but skillful artange-
ments, in which every instrument — at one
time or another — has its chance to set off
musical fireworks. Fine for hi-fi listening
but pretty tough on the spirituals. R. K.

CONLEY GRAVES TRIO
Genius at Work

The Mun I Love; Laura; Slaughter on Tenth
Avenne; Prelude 11 — Fugue; Stella by Star-
light; Love for Sale; Flamingo; Malagueha.:
Humoresque; St. Lonis Blues; Walk It Off.

Decca DL 8220, 12-in. $3.98.

The Conley Graves trio consists of piano,
drums, and bass, with Mr. Graves himselt
at the keyboard, and working hard too.
His style is eclectic, romping with aplomb
through cockrail-lounge exercises, a Bach
fugue that swings easily, and some tricky
variations on pop tunes. Fortunately, Mr.
Graves and his rhythm background are
rarely in trouble, and the cascades of sound
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he produces on his piano are frequently gay
and bright. R. K.

GUCKENHEIMER BAND
Ouvm-Pah-Pab in Hi Fi

Trink mir noch @ Tropfche; Gaudeamus; Die
Wacht am Rbein; Lauterbach; Rain Ruin
Poika: Present Arms; Hi-Le-Hi-Lo: Schub-
plattler Tanze: Under the Double Eagle: Vilia.
Blue Danube; Village Tavern Polka: Kommi
ein Vugel geflogen; Bier Her, Bier Her: Alre
Kameraden March.

The Guckenheimer Sour Kraut Band.
SAN FRANCISCO M 33005. 12-in. $4.98.

A delicious serving of Teutonic marches,
polkas, folk songs, and waltzes, in which
some deliberately strangulated dissonances
blast the air from time to time. It’s all been
done on purpose, and the beautifully pitched
sour notes that enhance all the melodies
here can do nothing but spread joy and
tickle the listener’s eardrums. A litde
tickling, of course, goes a long way, bur on
I.P you can take your repertoire in doses
as small as you like. Suggested dose here:
two bands a sitting. R. K.

JOE LILLEY
Alone Together

April in Paris; Autumn in New York; Alone
Together: Dancing in the Dark: In the Still of
the Night; Where or When; My Heart Stood
Still; You Were Meant for Me; Easy to Love;
I'm Throngh with Love; These Foolish Things
(Remind Me of You): There's a Small Hotel.

Joe Lilley, his choir, and the Skylarks.
Decca DL 8223, 12-in. $3.98.

Standard tunes in extremely pleasant ar-
rangements by Joseph Lilley, musical direc-
tor of Paramount Pictures. A choir, a
quintet, and various instrumentalists give
the arrangements all they have, and the per-
formances more than match the music in

taste and general attractiveness. R. K.
SUZY SOLIDOR

1] était un trofs-mats

Horizon chimérique; A quoi songes-tu?; 1 1

un trois-mats; Le marin d'eau douce: Si I'on
gardait; La fiancée du pirate; La brume;
Jaime étre avec toi; Le batean espagnol: Amster-
dam; Le marin et la rose; La marie salée: An
retoir, belle fille; Le batean en bouteille: Chunte
me belle.

Suzy Solidor; orchestra, Freddy Balta, cond.
LONDON WB 91098. 10-in. $2.98.

A lovely, quiet, unusual record; 1 wu.
tempted to say “of its kind,” when I realized
that it is probably unique. Certainly I
know of no other recording comparable to
it. Upon it has been lavished not only
affection, but also something much rarer:
real imagination. In a low, throaty, svelte
voice Suzy Solidor sings or recites the joys,
the sorrows, the heartaches, and the loves
of those who follow the sea, be they sailors
or the women who wait for them. Calmly
and sweetly she sings, coolly and gently she
recites, quietly and softly she creates little
cameos that breathe and have life. This is
not merely another French chuntense at work
but an artist of deep understanding and
teeling, portraying the ebb and flow of the
sea and its effect on its followers. Don't
worry if your French is a trifle rusty; Miss
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NINE OF THE WORLD’S
GREATEST RECORDINGS—ON EPIC!

BEETHOVEN: Symphony No. 5 in C Minor; SCHUBERT: Symphony
No. 8 in B Minor (“Unfinished”’)—Cleveland Orch., Szell, cond.
LC 3195 $3.98

PAGANINI: Violin Concerto No. 4 (First Recording)—Grumiaux
(Violin), Lamoureux Orch., Gallini, cond.; Violin Concerto No. 1—
Krebbers (Violin), Vienna Symphony Orch., Van Otterloo, cond.
LC 3143 $4.98

HAYDN: Symphony No. 88 in G Major (‘‘Paris’"); Symphony No. 104
in D Major (“London™)—Cleveland Orch., Szell, cond. LC 3196
$3.98

TCHAIKOVSKY: Romeo & Juliet Overture Fantasia; 1812 Overture;
Capriccio Italien—Amsterdam Concertgebouw Orch., Van Kempen,
cond. LC 3008 $3.98

BRAHMS: Symphony No. 2 in D Major—Amsterdam Concertge-
bouw Orch., Van Beinum, cond. LC 3098 $3.98

DEBUSSY: Images (Set No. 3 for Orch.)—Amsterdam Concertge-
bouw Orch., Van Beinum, cond. LC 3147 $3.98

MOZART: Mass in C Minor, K. 427 (“The Great”)—Stich-Randall
and others, Vienna Symphony Orch. and Chamber Choir, Moralt,
cond. SC 6009 (2 records) $7.96

RACHMANINOFF: Concerto No. 2 in C Minor—de Groot (Piano),
Hague Philharmonic Orch., Van Otterloo, cond. LC 3009 $3.98
SAINT-SAENS: Symphony No. 3 in C Minor—Asma (Organ), Hague
Philharmonic Orch., Van Otterloo, cond. LC 3077 $3.98
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For a complete catalog, write to EPIC RECORDS, Department H, 799 7th Avenue, New York. N.

LATEST EPIC RELEASES

BACH: Suites No. 1 in C Major, No. 2 in B Minor—Amsterdam
Concertgebouw Orch., Van Beinum, cond. LC 3194 $3.98

VIVALDI: “The Seasons’” Op. 8—*1 Musici,”” Felix Ayo (Violin)
LC 3216 $3.98

TCHAIKOVSKY: Serenade in C Major for String Orchestra; Mozar-
tiana Suite No. 4 in G Major, Lamoureux Orch., Van Kempen,
cond. LC 3213 $3.98

BRUCKNER: Sympliony No. 8 in C Minor; SCHUBERT: Symphony
No. 3 in D Major—Amsterdam Concertgebouw Orch., Van Beinum,
cond. SC 6011 (2 records) $7.96

MOZART: Piano Concerto in A Major K. 488; Piano Concerto
in D Minor K. 466,—Clara Haskil (Piano), Vienna Symphony
Orch., Paumgartner and Sacher, cond. LC 3163 $3.98
ROUSSEL: Bacchus et Ariane Suites Nos. 1 & 2—Lamoureux Orch.,
Martinon, cond. FAURE: Pelleas et Melisande, Op. 80; DEBUSSY:
Petite Suite—Lamoureux Orch., Fournet, cond. LC 3165 $3.98
SCHUBERT: Die Winterreise, Op. 89; Laurens Bogtman (Bass),
Felix de Nobel (Piano) LC 3154 $3.98

MENDELSSOHN: Violin Concerto in E Minor—Grumiaux (Violin);
DVORAK: Violin Concerto in A Minor—Magyar (Violin); Vienna
Symphony Orch., Moralt and Loibner, cond. LC 3173 $3.98
PIANO MUSIC FROM SPAIN: (Works by de Falla, Albéniz, Mom-
pou)—de Groot (Piano) LC 3175 $3.98
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Dialing Your Disks
All LP disks are recorded with treble boost following values in the table below. ROLL-
and bass cut, the amount of which often OFF — 10.5: LON, FFRR. 12: AES, RCA,
varies from one manufacturer to another. Old RCA. 13.7: RIAA, RCA, New RCA,
To play a disk, the bass below a certain New AES, NARTB, ORTHOphonic. 16:
turnover frequency must be boosted, and NAB, LP, COL, COL LP, ORTHOcoustic.
the treble must be rolled off a certain num- TURNOVER — 400: AES, RCA. s500C:
ber of decibels at 10,000 cycles. Recom- LP, COL, COL LP, Mod NAB, LON,
mended control settings to accomplish this FFRR. sooR: RIAA, ORTHOphonic,
are listed for each manufacturer. Equalizer NARTB, New AES. soo: NAB: 630:
control panel markings correspond to the BRS. 800: Old RCA.
NEW OLD
L HEDSI T 0 Turnover Rolloff Record No. or Date: Turnover, Rolloff
Allied 500 16
Amer. Rec. Soc. 400 12
Angel 500R 13.7
Arizona 500R 13.7 To 1955: 400, 12.7
tAtlantic ] 500R 13.7
Audiophile 500 12 - -
Bach Guild 500R 13.7 No. 501-529: 500, 16 —
*Bartok 500R 137 No. 901-905, 308, 310, 311: 500R, 13.7
No. 906-920, 301-304. 309: 630, 16
Bethlehem 500R 13.7
Blue Note Jazz 500R 13.7 To 1955: 400, 12
Boston 500C 16
*Caedmon 500R 13.7 No. 1001-1022: 630, 16
Canyon 500R 13.7 To No. C6160: 400, 12
Capitol 500R 13.7 To 1955: 400, 12.7
Capitol-Cetra 500R 13.7 To 1955: 400, 12.7
Cetra-Soria 500C 16 .
Classic Editions 500R 13.7
Colosseum 500R 13.7 To January 1954: 500, 16
*Columbia 500R 13.7 To 1955: 500C, 16.
Concert Hall 500R 10.5 To 1954: 500C, 16.
*Contemporary 500R 13.7 No. 3501, 2501, 2502, 2505, 2507, 2001,
2002: 400, 12. No. 2504: 500, 16
1Cook (SOOT) 500 12-15
“Coral 500 16
Decca 600R 13.7 To November 1955: 500. 16
Elektra 600R 13.7 No. 2-15. 18-20, 24-26: 630, 16. Ne. 17,
- 22:400, 12, No. 16, 21, 23. 24: 500R, 13.7
EMS 500R 13.7
Epic 500R 13.7
Esoteric 500R 13.7 No. ES 500, 517, EST 5, 6: 400, 12
“Folkways 500R 13.7 To 1955: 500C, 16
*Good-Time Jazz 500R 13.7 No. 1, 5-8: 500, 16. No. 3, 9-19: 400, 12
Haydn Society 500C 16
HMV 500R 16
Kapp 500R 13.7 No. 100-103, 1000-1001: 800, 16
Kendall 500 16
*London, Lon. Int. 500R 13.7 To No. 846: 500C, 10.5
Lyrichord 6500 16
Melntosh 500R 13.7
*Mercury 500R 13.7 To October 1954: 400, 12
MGM 500R 13.7
Montilla 500R 13.7
New Jazz 500R 13.7
Nocturne 500R 13.7 No. LP 1.3, 5, XP1-10: 400. 12
Oceanic 500C 16
*L’Oiseau-Lyre 500R 13.7 To 1954: 500C, 10.5
*Overtone 500R 13.7 No. 1-3: 500, 16
Oxford 500C 16
Pacific Jazz 500R 13.7 No. 1-13: 400, 12
Philharmonia 400 12
tPolymusic 500 16 T
Prestige H500R 13.7
RCA Victor 500R 13.7 To September 1952: 500 or 800, 12
Remington 6500 16
Riverside 500R 13.7 To 1955: 400, 12
Romany 500R 13.7
Savoy 6500R 13.7
Tempo 500 16
Transradio 500C 16
Urania 600R 13.7 No. 7059, 224, 7066, 7063, 7065, 603,
7069: 400, 12. Others: 500C, 16
Vanguard 500R 13.7 No. 411-442, 6000-6018, 7001-7011, 8001-
8004: 500, 16
Vox 500R 13.7 500, 16 unlesas otherwise specified.
Walden 500R 13.7 |
*Westminster 500R 13.7 ‘ Tu October 1955: 500C, 16; or if AES speci-
fied: 400, 12
*Currently re-recording old masters for RIAA curve.
1Binaural records produced on this label have no treble boost on the inside band, which should be
played without any rolloff.
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Solidor's diction will help you understand,
quite easily, the import of her songs. And
in a recording so devoted to the sea. it 15 -
refreshing to find that nobody found 1t
necessary, at any time, to overwhelm us
with portions of Trenet's La Mer. J. F. 1

MAXINE SULLIVAN
Maxine Sullivan — 1956

Loch Lomond; Turtle Dove; Ohb, No John; A
Brown Bird Singing; Barbara Allen; Wraggle
Taggle Gypsies; Jackie Boy; I'm Coming Vir-
ginia; I Didn't Know About You; St. Louis
Blues; The Folks Who Live on the Hill: Ab!
Sweer Mystery of Life; When Your Lover Has
Gone.

$4.98.

Maxine Sullivan 's6 is Maxine Sullivan "41,
for no changes have taken place. Still very
much in evidence are the light, effortless
style (as though it were coming right off
the top of the singer’s head) and a repertoire
of slightly hopped-up folk songs that is as
disarming as it ever was. A welcome return
to records. R.K

PERIOD RL 1909. 12-in.

NANCY WALKER

I Can Cook Too; Some Other Time; I'm Tired
of Texas; Get Married, Shirley; Down to th
Sea; Irving; Milkman, Keep Those Bottls
Quiet; Oh, So Nice; The Charade of the Maria-
nettes; A Funny Heart; My Cousin in Mil-
wankee.

Nancy Walker; David Baker, piano.
DoOLPHIN 2. 12-in. $4.98.

Best Foot Forward, a wartime musical that
had a fine score by Ralph Blane (which.
incidentally, someone should record in its
entirety), also introduced to Broadway one
of its funniest new comediennes, Nancy
Walker. A cross between Fannie Brice and
Martha Raye (only louder, if that's possible),
Miss Walker is a real hoyden, a comedienne
of remarkable — if limited — range, and a
solid singer of off-beat numbers. Here is a
pretty generous sampling of her ralent,
and most of it is off the top shelf. Give
her something to shout about, as in the title
song or that celebrated request to the mik-
man, and she is immense. She is no slouch
either when it comes to the sardonic over-
tones of Get Married, Shirley ot the impish
hymn to the physical attributes of Irving.
But when she wants — as many comics
do — to be tragic, she comes something ot
a cropper. Fortunately, only two songs fall
in this category; and since both are quite
short, there is no need to be scared — the
remainder of her program is nothing but
sheer enjoyment. J.F L

THE SPOKEN WORD

W. R. RODGERS

Europa and the Bull and other poems. read
by the poet W. R. Rodgers.
WESTMINSTER 1815I1. 12-in.
$3.98.)

Europa and the Bull is a long (one and
a half sides of the disk), philosophical

$4.08 (or
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(the poet takes his point of deparwre
from Canto | of Dante’s Inferno) poem
which retells Moschus’ idyll of the beau-
tiful Phoenician maiden who arouses the
lust of Zeus and is seduced by him in
the guise of a bull. The bull here ap-
parently represents ‘'man, the amalgam”
suffering from the “deep duplicity of flesh
and spirit,” “lov[ing] to have but fear{ing]
to hold” Absolute Beauty, the Ideal — or
whatever other noble abstraction one
chooses to set up. In W. R. Rodgers’
version of the myth the usual dichotomy
is resolved as one of “fructifying friction,”
and the poem concludes with a kind of
hymeneal: “. . . may the nodding moth of
myth in every mouth take breath and wing
now and dance these words out in honor
of that wedding.”

At least on frst hearing this record,
the listener is advised not to struggle for
the “meaning.” In Mr. Rodgers’ read-
ing, the poem creates a hypuootic, trancexike
state (in part owing to the perhaps exces-
sive use of alliterative verse, of rhyme, and
of iambic rhythms) as a positive torrent
of verbal imagery pours forth in lavish pro-
fusion — and one can derive a good deal
of pleasure from this drowning of the
senses in language of a richly sensuous
kind. — The short poems with which the
reading concludes make more explicit the
suspicion that Mr. Rodgers has possibly
gone to school to Joyce and is amusing
himself, as well as his audience, with
verbal legerdemain. 1.G.

KEATS AND SHELLEY

Selections from the poems of John Keats
and Percy Bysshe Shelley, read by Theo-
dore Marcuse.

LEXINGTON 7505. I2-in. $5.95.

Perhaps no poetry lends itself more readily
to cheap and easy satire than that of Keats
and Shelley; and the reading of their
verse on this recording will, unhappily,
do nothing to correct this situation. If
you really want to indulge in an emotional

orgy — to “fall upon the thorns of life
{and] bleed” or to “shrieck and clasp
[your} hands in ecstacy” — this disk will

afford you full opportunity; otherwise, you
may very well be reduced to unbecoming
fis of laughter. And surely a reading
which provokes either response is unfair
to poetry which has considerable sensuous
beauty and, in the case of Shelley, anyway,
some pretension — however  jejune — to
intellectual and ethical implications.

For the most part, Mr. Marcuse declaims
these poems in the manner usually de-
scribed as "fraught with emotion.” Vehe-
mently, passionately, his voice occasionally
choked by the sob (quite audible; of
anguish, he expresses the cry, "the fever
and the fit,” of a soul tormented by the
recognition of the transience and mutability
of all things. Admittedly, the Ode to a
Nightingale is a song of death and a song
of despair. But it is also a “plaintive
anthem’ (italics mine) and, with most
of Keats's poetry, it combines the qualities
of lyrical reflectiveness and poignancy. It
is this pensive melancholy which one
misses in Mr. Marcuse's cxlamatory. de-
nunciatory, sometimes even savage notes.

Shelley probably was more of a spirit
“tameless, and swift, and proud” than his
younger contemporary; but even Prome-
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thean rebel as he may have liked to be
considered, he is addressing himself, in
the Hymn to Intellectual Beauty, for
instance, primarily to an abstract idea of
the true and the beautiful. For him.
pleasure was heightened by the conscious-
ness of pain; but again, as with Keats,
the pain is a sober and meditative one.
In his own view, Shelley was a philosophic
poet, and not even the Ode to the West
Wind needs to be shrieked with all the
stops out. In brief, Mr. Marcuse's inter-
pretations seem to me far too violent for
verse which is in the main sad, somber,
and somewhat emasculate. [ would very
much like to hear Mr. Marcuse read some
Byron.

As for the selections here, they are
the usual choices found in any short an-

thology of English Romantic poetry. The
single surprise is Somg About AMlyself
("There was a naughty boy”), the dog-
gerel which Keats composed in a letter
for the amusement of his sister Fanny and
which I for one could do without. Shelley’s
Adonais, the lovely threnody for Kearts, is
missing. Perhaps it was too lengthy for
inclusion, but still its omission is regret-
table, both by reason of its intrinsic merits
and the lost opportunity for a romantic
gesture, which this disk initially makes by
coupling Keats and Shelley. To direct
one’s comments to the manufacturer fur-
ther, one might add that an organization
which calls itself Educational Audio Visual,
Inc., ought to pay more attention to its
spelling than the notes on this jacket indi-
cate it does. 1. G

"

o VANGUARD

recordings for the connoisseur

FOR A LIMITED TIME ONLY!

NOT EXCERPTS, hut COMPLETE PERFORMANCES . . . test your hi-fi rig on its ability to reproduce
faithfully the distortion-free, realistic erchestral sound, perfect balance and 25-18,000 cycle

response of this disc.

VANGUARD'S Second

HI-FI DEMONSTRATION DISC

5

MOZART

Re-¥i | Eine kleine Nachtmusik, . 525
g \*- Symphony No. 40 in G Minor, k. 550

Vienna State Opera Orchestra
felix Prohaska conductor

$1.98

'™

1-127 SRV-102

You've Heard the popular hit, Moritat
Now listen to the complete THREE PENNY OPERA

LIANE

as Polly Peachim

d cy of stars
of the Viewna State Opera
I:n;mpletz score swng in German,

English translation of all ftexts,
YRS-9002

By JOHN D. MOLLESON

Though it has a Soho back-
ground apnd characters with Eng-
lish names, XKurt Weill's “The
Three-Penny Opera” is an acid
portrait that describes and had its
origin In the disillusioned and de-
feated Germany of the 1920s.
When sung in German, as it is {n
an excellent new Vanguard release
($4.98), the opera has the power to
recreate and distill a shabby and
slightly ominous decade.

The performance {3 conducted
by P. Charles Adler, an old hand
with this music, who has the ad-
vantage of a fine cast of slnging
actors, smong them the dusky-
voiced Liane as Polly Peachum,

whose songs have a distinctly Ger-
man blend of Freud and torch,
Others in the Viennese cast are
Helge Roswaenge, Kurt Preger and
Hedy Fassler, accompanled by the
chamber orchestra of the Vienna
State Opera, and splendidly re-
corded

Comparison of Polly Peachum’s
songs with English recorded ver-
slons and with a French disk by
Juliette Greco demonstrates
strongly the uniqueness of opera
in German. Translating it loses a9
much of the flavor as would &
German version of "Porgy and
Bess.” This cast seems to have
llved with the inimitable words for
some time and the singers present
them with a splendid feeling for
their mockery and bite,

Deliberately and ingeniously
tawdry in most of its tunes, the
opera would appear to offer little
promise as & permanent vessel to
hold the essense of an era. With
its shreds of tango and continental
Jazz, and its atmosphere of a run-
down rathskeller, it is. not an
especially lovely period piece. But
the craftmanship of its authois
captures a mood and state of mind
8o perfectly that an authentic per-
formance, such as this one, gives
the opera the aspcct of a classic.

Vanguard Recording Society, Inc., 256 West 55th Street, New York 19, N.Y.
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THE BEST OF JAZZ |
by John S. Wilson

L

COUNT BASIE
Count Basie Swings, Joe Williams Sings

Every Day: The Comeback: All Right.
Okay, You Win; In the Evening: Roll 'Em
Pete; Teach Me Tonight: My Baby Upsets
Me; Please Send AMe Someone to Lore:
Ev'ry Day.

CLEF MG C-678. 12-in. 35 min. $3.98.

Count Basie's new blues singer, Joe Wil-
liams, makes his LP debut on this disk
and, by and large, it is a memorable in-

N
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Williams is an up-to-date de-
scendant of the main tradition of blues
singing —a big-voiced bellower in the
manner of Joe Turner with more varied
ways of attacking the blues than his pre-
decessors usually had. He shouts them,
he talks them, and he croons them, some-
tmes introducing elements of sophistica-
tion which seem a little at odds with the
basic nature of his material. Every Day
(not to be confused with another selec-
tion on this same disk, Ev’ry Day) has
been his big popular hit, but it is one of
the least interesting of these performances.
It's on numbers such as In the Evening,
My Baby Upsets Me, and the old Joe
Turner-Pete Johnson favorite, Roll ’Em.
Pete, that both Williams and the Basie
band achieve a fascinating blend of the basic

troduction.

“Ein Dirigent Von Grossem Format'
DR. HD. WIESBADEN KURIER

“Une Sensibilité Communicative'
CLARENDON FIGARO (PARIS)

“Extraordinaria Personalidad’
eL reponoeL (MeXico)

“Qualita Direttoriali Veramente di Eccezione’
BALDO BRAND! LA NAZIONE ITALIANA (FLORENCE)

“Un Maitre de La Direction’
R. DE GUIDE LA NOUVELLE GAZETTE (BRUSSELS)

TRANSLATION:

GENIUS!

¥ EDOUARD
VAN REMOORTEL

What . . . another youthful prodigy? That must have been the
thought in many critical minds when Edouard van Remoortel first
appeared as a conductor at the age of 17 in Geneva. After his
performance, the critics were more mindful of his power and
control than of his youth. Certainly, it was not because of

his youth that van Remoortel was chosen at Salzburg to direct the
orchestra of the Mozarteum on the 160th Anniversary of
Mozart's death. In 1952, 1953 and 1954, he conducted at the
famous Nice Festival and the Belgian Summer Festival at Ostend.
In 1955 he conducted the Pro-Casals Festival in Mexico. He
has conducted the famed Zagreb Chamber Orchestra.

Hear Edouard van Remoortel on VOX. .. and discover why he is
ranked as one of the great conductors by the most knowledgeable
music critics in the world!

ARE THEY RIGHT?

Is the 30-year old Belgian conductor,
Edouard van Remoortel, a genius
beyond compare? Just listen to...

LYRIC SUITE, OP. 54
NORWEGIAN DANCES, OP. 35
WEDDING DAY AT TROLD-
HAUGEN, OP. 65, NO. 6
HOLBERG SUITE, OP. 40
Bamberg Symphony —

Edouard van Remoortel,

conductor PL 9840

®
(D g ULTRA HIGH FIDELITY, 236 WEST 55th STREET, NEW YORK 19, N. Y,

guttiness requisite for a proper blues and
a subtlety and delicacy that are, strangely,
quite in character. Basie’s band, which has
been wretchedly recorded by Clef in the
past, is given a fair aural shake this time.

FRENCH TOAST

Nice Joke; Saxology — Christian Chevallier
and his Orchestra. Fiction: Quartet Mind
— Christian Chevallier and His Quartet.
Little Story; Halbe Finf; Two Cats and a
Piece of Lung — Andre Persiany and His
Otchestra.  Christmas Song — Guy Lafitte
and His Orchestra.

ANGEL 060009. 10-in. 22 min. $2.98.

The style of the French groups on this
disk is basically middle-period swing with
some modern overtones. They have ob-
viously benefited from association with
the American jazzmen who move in and
out of Paris. Fats Sadi, the Belgian vibist,
is heard to excellent advantage with
Chevallier's Quartet on Fiction. Low Reed,
a saxophonist best known for his work
on baritone, proves to be even better on
alto with Persiany's band in Little Story,
while Benny Vasseur, a versatile and big-
voiced trombonist, dominates Halbe Fiinf.
The writing for the big-band selections
is rather soggy (Saxology is a crisp excep-
tion) but as long as the soloists have the
Hoor all the numbers move.

GENE KRUPA-LIONEL HAMPTON-
TEDDY WILSON
The Benny Goodman Movie

Avalon; I Got Rhythm: Moonglow: Blues fur
Benny: Just You, Just Me; Airmail Special

Lionel Hampton, vibes; Teddy Wilson.
piano, Red Callender, bass; Gene Krupa.
drums.

CLEF MG C-681. $3.98.

12-in. 44 min.

One more disk inspired by the Benny
Goodman film and, in its way, one of the
best. This is the Benny Goodman Quartet
without Goodman, an arrangement that is
not quite as pithless as one might suspect.
The vacuum created by Goodman's absence
is easily filled by Lionel Hampton, and in
consequence the group smacks much of
Hampton and only very slightly of Good-
man. This is the sort of set-up in which
Hampton is usually at his best and he is
true to torm here, playing with beauty.
skill, and drive. Wilson is overshadowed
by Hampton these days but he contributes
several lucid solos and Krupa's drumming is
much more sensitive than we have become
accustomed to expect. Essentially, this is «
Hampton record and a very good one.

THE MUNDELL LOWE QUARTET

Wil You Still Be Mine?; | Guess I'll
Hare to Change My Plans; I'll Never Be
the Same; All of you: Yes, Sir, That's Aln
Baby: The Night We Called It a Day:
Bach Rervisited: Cheeb to Cheek: Far from
Vanilla.

Mundell Lowe, guitar; Dick Hyman, piano.
organ, celeste; Trigger Alpert, bass: Ed
Shaughnessy, drums.

RIVERSIDE 12-204. 12-in. 36 min. $4.98.

Sparkling and imaginative forays by one
of the most craftsmanlike of modern guitar-
ists, abetted by a polished rhythm section.
Lowe's playing is spare, clean, to the
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point, and delightfully adventurous (from
the merriment of Yes, Sir, That's My
Baby and the baroque whimsy of Bach
Revisited on one hand, to the modernism
n extremis of Far from Vanilla on the
other). Equally provocative is Dick Hy-
man’s demonstration that he can be
counted, along with Fats Waller and Count
Basie, among the very few musicians
who can coax light, swinging sounds from
an organ.

SELDON POWELL

Go First Class; Why Was 1 Born?: Lore
Is Just Around the Corner: Someone to
Watch Over Me; Count Fleet; Autumn
Nocturne: Swingsville, Obio; Summertime.

Jimmy Nottingham, trumpet; Bob Alexan-
der, trombone; Seldon Powell, renor saxo-
phone; Tony Aless, piano; Billy Bauer,
guitar; Arnold Fishkin, bass; Don Lamond,
drums.

ROOST 2205. 12-in. 33 min. $3.98.

Powell is a recently arrived tenor saxo-
phonist with a hard tone and a strong
attack, both of which bring a good measure
of wvitality back to an instrument that
has been leaning more and more toward
the namby-pamby. On first hearing, his
tone may seem unpleasantly harsh; but
it is so perfectly suited to his style, and
that style has so much vigor and grace,
that this sense of harshness soon disappears.
He moves easily and creatively ar fast
tempos, while his ballads have a cool ele-
gance, never descending to sentimentality
or turning overripe. His playing through-
out the disk is well disciplined and he gets
sound support from his rhythm section
and trombonist Bob Alexander.

CY TOUFF
His Octet and Quintet

Keester Parade; TNT; What Am 1| Here
For?: Groover Wailin'.

Cy Touff, bass trumper; Harry Edison,
Conrad Gozzo, trumpets; Richie Kamuca,
tenor saxophone; Matt Utal, alto and bari-
tone saxophones; Russ Freeman, piano;
Leroy Vinegar, bass; Chuck Flores, drums.

Prez-ence: Half Past Jumping Time: A
Smooth One; Primitive Cats.

Touff; Kamuca; Vinegar; Flores; and Pete
Jolly, piano.

PACIFIC JAZZ 1211. 12-in. 43 min.
$5.98.

Cy Touff is the first jazz musician who
has had the audacity to tie his career to
the bass trumpet. They — Toufl and
trumpet — have done very well together.
After several years as one of the more
torceful factors in Woody Herman's band,
Touff emerges on this disk as a leader of
his own groups for the first time. The
easy, ingratiating swing style that is
characteristic of Touff’'s playing is caught
by both the octet and the quintet. There
are occasional routine moments when the
larger group is playing en masse, but Touff,
Richie Kamuca, and Harry Edison are to
the fore most of the time riding brightly
over excellent rhythm support. The
quintet’s playing is pleasantly relaxed with
Pete Jolly joining Touff and Kamuca in
aptly conceived solos. It is all top-notch,
swinging jazz, played with consistent,
knowing skill.
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LENNIE TRISTANO difficult to appreciate. Complexities and
gimmicks are on hand aplenty; but for
one who is more interested in listening
than in dissecting, the music is absorbing
and compelling, with strong fresh rhythmic

Requiem; Turkish Mambo — Lennie Trist-
ano, piano. Line Up; East Thirty-Second
— Tristano; Peter Ind, bass; Jeff Morton,
i?um;e;l?ej;} FIOO;-II.Z:J T)I;Zﬁﬁg;z;, G:f t;) and melodic accents. The fact that Line
(lj/ance' ’A// the  Thines ! You Are— Up, Turkish Mambo, and East Tbhirty-
S . S Second involve tape manipulations is of
Tristano; Lee Konitz, alto saxophone; Gene . X .
T Y [ [ i lm.le importance beside the fact that what
’ ’ ’ ; Tristano has contrived with his piano and

ATLANTIC 1224. 12-in. 46 min. $3.98. tapes is fascinating and stimulating piano

jazz. On the selections with Konitz,
An influential jazz figure for the past recorded at a night club performance, he
decade, Tristano has done comparatively is tuneful and moving; his strong, firm
little recording in recent vyears. This statements are in sharp contrast to the
striking disk is significant not only because saxophonist’s leaning toward limp me-
it marks his return to recording but because andering. Tristano plays with easy author-
it also serves as a refutation to the widely ity throughout the disk but on his solo
held idea that his playing is obscure ot numbers he is nothing short of brilliant.

ILYA MOUROMET

...in Decca @ High Fidelity

Gliére’s monumental Symphony
No. 3 in B Minor breathes vivid
musical life into the epic story of
Ilya Mourometz, legendary Russian
folk hero. Now Ferenc Fricsay and
the RIAS Symphony Orchestra bring
you a truly monumental performance
of this breathtaking work! Recorded in
Europe in impeccable high fidelity by
Deutsche Grammophon. Compression
moulded on silent polystyrene
surfaces and individually wrapped
in protective plastic sleeves by
Decca. Gliére’s Ilya M ourometz
combines superb musicianship
with a new standard of
technical excellence.

(DL 9819%)

b B

Tchankovsky Sym- Hindemith: Math:s Mozart: The Magic

phony No. 6 (Pa- Der Maler Symphony; Flute (complete); Fric-
thétique), Op. 74; Hindemith, Berlin say, famous soloists,
Markevitch, Berlin Phil. Orch. (DL RIAS SymphonyOrch
Phil. Orch. 9818%) also: Sym- Deluxe full libretto

(DL 9811%*) phonic Dances. included. (DX-134%)

*Recorded in Europe by Deutsche Grammophon.

DECCA" (3, /s4/ RECORDS

a New Worid or Sound

85



by Nathan Broder

BACH did not essay any category of composition that he

did not enrich. In the great choral works he attained
sublimity; in some of the organ works he engaged in
intimate and ecstatic prayer; the clavier works include
music written for educational purposes but raised to the
level of high art. The chamber and orchestral works are
social music, written for the enjoyment of the players and
their guests, of Bach's princely employer at Cothen or
another noble music-lover, of the members of the Collegium
Musicum at Leipzig. Yet to please these people was for
Bach a task hardly less exalted than the service of the
Lord and of the young. For the creation of music, for
whatever purpose, was to him a sacred privilege and duty,
without which life was inconceivable. And for these
occasional pieces he drew without stint from the bottomless
well of his resources of melody and harmony and counter-
point, constantly experimenting with form and design and
texture.

In the bewildering variety of works that he produced in
this field we find such extremes as a grand and noble
fugue for a single violin and a gay little dance for about
as large an orchestra as Bach ever dealt with. And between
these extremes are such masterpieces as the lovely sonatas
for violin and harpsichord and flute and harpsichord, the
impassioned and dramatic concertos for one or more violins
or harpsichords with orchestra, and the healthy, robust, yet
finely drawn Brandenburg Concertos. At the end of his
life come the two works —the Musical Offering and the
Art of the Fugue — that sum up the accumulated gains of
centuries of contrapuntal writing. But the Art of the Fugue,
especially, is music so moving that technical considerations
recede into the background, and the blind old Master stands
revealed once more as a tremendous creative force.

The works are listed here in the order in which they
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appear in Wolfgang Schmieder’s thematic catalogue, the
Bach-Werke-Verzeichnis. This is not a chronological cata-
logue, like the Kochel of Mozart or the Deutsch of Schubert.
Instead the works are first divided into categories and
then numbered continuously from 1 to 1080. Thus the
category of Chamber Music comprises Nos. 1001 to 1040.
The Schmieder has unfortunately come to be abbreviated
“BWYV,” instead of the more sensible (and internationally
understandable) “S.” In this discography I shall deal with
the following categories: Lute Works, Chamber Music.
Concertos, Suites, and the Musical Offering and Art of rhe
Fugue. Keyboard works will be treated in a third, and final.
Bach discography.

As in the discography of Bach's choral works [HiGH
FIDELITY, September 1955}, 1 shall make no attempt to
discuss the proper interpretation of the ornaments. The
cases where modern instruments are used instead of those
specified by Bach (e.g., flute instead of recorder) are noted.
The quality of the recording may be assumed to be adequate
or better unless something is said to the contrary. No account
is taken here of individual movements or of the numerous
transcriptions of some of these. The order of the listing
at the end of each item is intended to reflect the order of
merit in the opinion of the reviewer. Listings in brackets
indicate recordings that were not available to the writer.

I should like to take this opportunity to correct two
errors that have turned up in the discography of the choral
works. In Cantata No. 65 (Lyrichord LL 50) the horns
are played in the proper register, not an octave too low. The
solo singers and instrumentalists in Cantatas Nos. 41, 42,
and 60 (RCA Victor LM 6023) are all members of the
Bach Aria Group, William Scheide, director; and it is
this group, not the Robert Shaw Chorale, that is
responsible for the arias in the same album.

LUTE WORKS

SUITE IN G MINOR, BWV 995; SUITE
IN E MINOR, BWYV 996; PRELUDE AND
FUGUE IN E-FLAT, BWV 998 (1 Edi-
tion)

Whether Bach could play the lute himself

and wrote all of these pieces for it (as

well as some others that are attributed to
him) has been the subject of some dis-
cussion in the Bach literature. It has been
pointed out that Bach owned a lute and
had an expert lutanist among his pupils;
and lute players say that these works lie
well for their instrument and were written
by someone familiar with its technique.

The G minor Suite is a transcription of

the Suite No. s for unaccompanied cello,

and the Prelude and Fugue lack the final

Allegro that follows them in the Complete

Edition. Neither the music nor its per-

formance, it seems to me, lifts this disk
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out of its special status as an item prin-
cipally for Bach specialists and lute en-
thusiasts.

—Michel Podolski, lute. 12-in PERIOD
SPL 724. $4.98.

SUITE IN C MINOR, BWV 997 (1 Edi-
tion)
An attractive work, with an expressive
Prelude and a Sarabande that begins like
the last movement of the St. Matthew
Passion. Schmieder lists it among the
lute compositions; there is pretty general
agreement that it is not a clavier work,
which is the way it was published in the
Complete Edition. There seems to be no
good reason for objecting to the present
arrangement, made by Veyron-Lacroix for
flute and harpsichord. The bass is taste-
fully “realized” and the work is nicely
played.
—Jean-Pierre Rampal, flute; Robert Vey-

ron-Lacroix, harpsichord. 12-in. HAYDN
HSL 80 (with Vivaldi: Concerto for Flute,
Oboe, Violin, Bassoon, and Figured Bass,
in G minor; Sonata for Flute and Figured
Bass, in D minor). $5.95.

PRELUDE IN C MINOR, BWYV 999; FUGUE
IN G MINOR, BWYV 1000 (1 Edition)
The Prelude is one of Bach’s atmospheric
little pieces and the Fugue is a transcription
for lute of the second movement of the
G minor Sonata for unaccompanied violin.
Segovia plays them with his customary
musicality. His virtuosity in the Fugue
is remarkable. Also included on these
disks are two movements from the Lute
Suite in E minor, BWV 996.
—Andrés Segovia, guitar. 10-in. M-G-M
E 123 (with four other pieces and tran-
scriptions). $2.98. Also 12-in. M-G-M
E 3015 (with same pieces and three pre-
ludes and fugues for organ). $3.98.
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CHAMBER MUSIC

SONATAS AND PARTITAS FOR UNACCOM-
PANIED VIOLIN, BWV 1001-1000,
CoMPLETE (4 Editions)

These six compositions are one of the

glories of the violin literature and the

despair of countless violinists. To play
them properly requires deep insight into

a type of musical structure that does not

yield its secrets easily, a lively but con-

trolled temperament, and a technique that
overcomes all obstacles. The combination
of these qualities in a single player is,
obviously, rare; and none of the per-
formances dealt with here is so convincing
as to compel one to exclaim, “This is it!”

Nevertheless all of them have value or

interest for one reason or another, and

some of the readings of single works are

as good as we are likely to get in a

world where fiddlers are only human.

The three sonatas each consist of four
movements in the pattern slow-fugue-slow-
fast. In each case the second slow move-
ment is in a key different from but related
to that of the other sections of the work.
The partitas contain five or more move-
ments, almost all being in the idealized
dance forms of the time. Here the same
key is maintained throughout each work.
In other words, the sonatas correspond to
the “church sonatas’” of the Italian Baroque,
while the partitas correspond to the “cham-
ber sonatas.”

Some years ago there arose a movement
advocating the return to a curved bow in
playing these works. It was claimed that
the chords in these compositions were
meant to be played solid, not arpeggiated
as they must be if a modern bow and
bridge are used. There is strong evidence
to contradict this view, but that did not
Jdeter members of the movement from
experimenting with curved bows and flatter
bridges. The Schroeder set represents the
results of one such experiment. It is not,
it seems to me, a success. The tone is thin,
spread, and wiry; despite the curved bow,
some of the multiple stops sound awkward
and coarse; and the musical interprctation
is not exactly inspired. Another exper-
iment — this one more successful —is of-
fered in the Telmanyi set. His bow, while
curved, is fitted with a new gadget which
enables him to control the tension of the
hairs at will. His tone is much pleasanter
than Schroeder’s, and the chords sound rich
and sonorous. The playing in general,
however — probably owing to the relative
unfamiliarity of the bow—is nor very
lively. Moreover, it makes everything
sound too easy; the vicarious thrills we
get in following a performance on the
modern instrument are diluted.

Such thrills are present in abundance in
the Heifetz set. While we may not agree
with a tempo here and there and while
other reservations are expressed below in
the discussion of the individual works,
this set is by and large the best of the
complete Sonatas and Partitas obtainable
at present. The Martzy is distinguished for
superior beauty of tone and clarity of
recording, but, as will be seen, is not so
strong musically.

—Jascha Heifetz, violin. Three

RCA VICTOR LM 610s5. $11.94.

—Johanna Martzy, violin. Three 12-in.

ANGEL 35280/82. $14.94.

12-in.
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—Emil Telmanyi, using the "“Vega” Bach
Bow. Three 12-in. LONDON LLA 20.
$11.94.

—-Ralph Schroeder, using a curved bow.
Three 12-in. COLUMBIA SL 189. $11.94.

SoNATA NoO. 1, IN G MINOR, BWYV 1001
(9 Editions)
From the standpoint of sheer violin-play-
ing, every one of the first seven recordings
listed below has a good deal to be said
for it. None of them, however, reveals
any great depth of insight into the structure
of the music. All in all, Heifetz and Mil-
stein seem to come off best, with Olevsky
next. Martzy has a lovely tone but could
do with more bravura in the Fugue and
more rhythmic vitality in the Siciliano.
Renardy’s instrument (or recording?)
sounds a little wiry, and he alters the
text in one measure of the Fugue.
Oistrakh, son of the celebrated David,
plays quite acceptably on the whole, but
the reproduction here is not as lifelike as
in the other disks.
— Heifetz, in RCA VICTOR LM 6105.
—Nathan Milstein, violin. 12-in. CAPITOL
P 8298 (with Partita No. 2). $3.98.
—Julian Olevsky, violin. 12-in. WEST-
MINSTER WL 5306 (with Partita No. 2).
$2.99.
—Ossy Renardy, violin.
LPS 423. $2.98.
—Martzy, on ANGEL 35280.
—Igor Oistrakh, violin. 12-in. COLOS-
SEUM CRLP 193 (with Sonata No. 5, in
F minor, for violin and piano; Vitali:
Chaconne). $3.98.
—Telmanyi, in LONDON LLA 20.
—Schroeder, in COLUMBIA SL 189.

10-in. LONDON

SONATA NO. 2, IN A MINOR, BWYV 1003
(s Editions)
Both the Olevsky and Martzy perform-
ances are respectable though not exciting.
While Olevsky's Grave has a moving quali-
ty, neither he nor the dulcet-toned Miss
Martzy has the technical aplomb of Heifetz
or the bravura with which that wizard
sweeps through the fast movements.
—Heifetz, in RCA VICTOR LM 6105.
—Julian Olevsky, violin. 12-in. WEST-
MINSTER WN 18072 (with Partita No. 3).
$4.98.
—Martzy, on ANGEL 35281.
—Telmanyi, in LONDON LLA 20.
—Schroeder, in COLUMBIA SL 189.

PARTITA NO. 2, IN D MINOR, BWYV 1004
(7 Editions)

Heifetz

The crown of this work, and indeed of
the whole set, is of course the giant
Chaconne, which has been subjected to
all kinds of mayhem in the form of
transcriptions for anything from a guitar
to a symphony orchestra. Here all of
our violinists put their best foot forward,
and it is even more difficult than usual to
choose among them. The order of the
listing below should not be taken too
seriously. The greatest intensity is to be
found in Heifetz and Francescatti. Mil-
stein’s performance, while somewhat more
detached, is also first-rate; and Olevsky
and Martzy are close behind. Francescatti
makes his points a little more obviously
than the others. Heifetz, Francescatti, and
Milstein all indulge in a bit of rhythmical
shenanigans — Heifetz and Milstein in the
third variation from the end, and Heifetz
and Francescatti in the next variation. The
others all stick to the score, as do these
men everywhere else.

—Heifetz, in RCA VICTOR LM 6105.
—Nathan Milstein, violin. 12-in. CAPITOL
P 8298 (with Sonata No. 1). $3.98.
—Zino Francescatti, violin. 12-in. COLUM-
BIA ML 4935 (with Partita No. 3). $3.98.
—Martzy, on ANGEL 35281.

—Julian Olevsky, violin. 12-in. WEST-
MINSTER WL 5306 (with Sonata No. 1).
$2.99.

—Telmanyi, in LONDON LLA 20.
—Schroeder, in COLUMBIA SL 189.

SoNATA No. 3, IN C, BWV 1005 (5
Editions)

Heifetz here, too, though both the Marrzy

and Renardy are almost as distinguished.

—Heifetz, in RCA VICTOR LM 6105.

—Martzy, on ANGEL 35282.

—Ossy Renardy, violin. 10-in. LONDON

LPS 259. $2.98.

—Telmanyi, in LONDON LLA 20.

—Schroeder, in COLUMBIA SL 189.

PARTITA NoO. 3, IN E, BWV 1006 (6
Editions)
A toss-up among the first four listed below.
Martzy has the most appealing tone. Sound
first-rate in Columbia, Westminster, and
Angel, with the Victor only a step below.
—Julian Olevsky, violin. 12-in. WEST-
MINSTER WN 18072 (with Sonata No. 2).
$4.98.
-—Zino Francescatti, violin. 12-in. COLUM-
BIA ML 4935 (with Partita No. 2). $3.98.
—Martzy, on ANGEL 35282.
—Heifetz, in RCA VICTOR LM 6105.
—Telmanyi, in LONDON LLA 20.
—Schroeder, in COLUMBIA SL 189.

SUITES FOR UNACCOMPANIED CELLO,
BWYV 1007-1012, COMPLETE (1 Edi-
tion)

These suites are not, in my opinion,

among Bach's great works. Aside from

one or two movements that have achieved

a measure of popularity (but in piano

arrangements), they offer little to de-

light the ear or stir the viscera. For the
cellist's practice-room and the scholar’s
study they are of course important, but
for sheer listening pleasure they seem to
me among the least enjoyable of Bach’s
works. This, I gather, is not an opinion
that is shared by Janigro. He lavishes upon
these dry and elephantine compositions the
resources of an excellent technique and
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a good tone. In some of the Preludes he
even manages to achieve some eloquence.
The recording is so clear that one occasion-
ally hears the cellist's breathing. In the
second and sixth suites (WL 5348) no
visible bands separate the movements;
and in the reviewer's copy there is a de-
fective groove in the Allemande of No. 6.
—Antonio Janigro, cello. Three 12-in.
WESTMINSTER WL $217, WL 5348, WN
18073. $2.99, $2.99, and $4.98.

SUITES NOS. 2, 4, 5, AND 6 FOR UNAC-
COMPANIED CELLO, BWYV 1008, 1010-
1o12 (1 Edition)

Here the suites are played skillfully and

with a beautiful tone on the viola. Miss

Fuchs makes rather free with the rhythm

in some of the movements, but one can

hardly blame her for attempting to avoid

a metronomic beat and to lend interest to

the phrasing.

—Lillian Fuchs, viola. Two 12-in. DECCA

DL 9544, 9660. $3.98 each.

SUITE No. 1, IN G, BWV 1007 (2 Edi-
tions)

—Janigro, on WESTMINSTER WL 52I7.

[—Janos Starker, cello. 12-in. PERIOD

s82 (with Suite No. 4). $4.98.]

SUITE NO. 2, IN D MINOR, BWV 1008
(3 Editions)
If these suites must be played in public,
then Casals’ is the way to play them.
His penetrating musicianship and infec-
tious verve are combined here in a per-
formance that is a model in every respect
but one—his rather cavalier treatment
of the letter of the text. In one measure
of the Praeludium he changes the notes;
in the Allemande he adds some as bass;
in the Sarabande he omits one. No doubt
he has thought long and hard about these
things in a lifetime of study, but knowing
his reverence for Bach one finds such
changes puzzling. The recording is old
but still acceptable.
—Pablo Casals, cello. 12-in. RCA VICTOR
LCT 1104 (with Suite No. 3). $3.98.
—Janigro, on WESTMINSTER WL 5348.
—Fuchs, on DECCA DL 9544.

Surte No. 3, IN C, BWV 1009 (4 Edi-
tions)
Mainardi turns in a clean, straightforward
job, but even though he is favored with
better recording than Casals, he is no
match for his illustrious competitor. Both
players take a few liberties with the text
in the Gigue, Mainardi’s being even less
excusable than Casals’.
—Pablo Casals, cello. 12-in. RCA VICTOR
LCT 1104 (with Suite No. 2). $3.98.
—Janigro, on WESTMINSTER WL $217.
—Enrico Mainardi, cello. 10-in. LONDON
LPS 403. $2.98.
f—Janos Starker, cello. 12-in. PERIOD
s43 (with Suite No. 6). $4.98.1

SUITE NO. 4, IN E-FLAT, BWV 1010 (4
Editions)

A particularly dreary Praeludium and a
relatively gay Bourrée are features of this
Suite, which is well enough played by
Mainardi. One wonders why it should take
both sides of a twelve-inch disk when
Janigro, with not very different tempos,
gets it onto one side.

—Janig:o, on WESTMINSTER WN 18073.
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—Enrico Mainardi, cello. 12-in. LONDON
LLP 404. $3.98.

—Fuchs, on DECCA DL 966o.

[—Janos Starker, cello. 12-in. PERIOD

582 (with Suite No. 1). $4.98.]

SUITE No. 5, IN C MINOR, BWV 1011
(2 Editions)

—Janigro, on WESTMINSTER WN 18073.

—Fuchs, on DECCA DL 966o.

SUITE No. 6, IN D, BWV 1012 (3 Edi-
tions)

—Janigro, on WESTMINSTER WL 5348.

—Fuchs, on DECCA DL 9544.

f—Janos Starker, cello. 12-in. PERIOD

s43 (with Suite No. 3). $4.98.]

SONATA IN A MINOR FOR UNACCOM-
PANIED FLUTE, BWV 1013 (See So-
natas for Flute and Clavier, BWYV 1030-
1035)

SONATAS FOR VIOLIN AND CLAVIER,
BWV 1014-1019, COMPLETE (1 Edi-
tion)

These six sonatas are among the cream
of Bach's chamber music. All of them
have the clear-cut themes, the variety of
moods, the extraordinary harmonic in-
genuity, and the unsurpassable contrapuntal
skill characteristic of their composer. Most
of the slow movements are very beautiful
(the Largo of No. s is a particularly out-
standing example), and most of the fast
ones have an incisiveness and a com-
municative power that raise them above
the status of merely skillfully wrought
sound-patterns. The theme of the first
Allegro of No. 3 has such a catchy, folk-
like character that it is surprising that
the Tin Pan Alley boys haven't done any-
thing with it yet. Each of the first five
sonatas Is in four sections, in the order
slow-fast-slow-fast.  The sixth is the
maverick of the group: it is in five sec-
tions; the key scheme does not follow the
pattern that is pretty consistently observed
in the others; and the work is the only
one of the six that has a movement for
clavier solo. Bach tinkered with this
sonata twice after its first version was
finished.

It is regrettable that no satisfactory
recording of the set is now available. The
harpsichord is much to be preferred to
the piano here. Not only does its tone
harmonize better with that of the fiddle,
but it has the required rhythmic precision
and, because of its coupler mechanism,
a brightness of timbre that the piano
lacks. One has only to compare the Lan-
dowska recording of No. 3 (see below)
with the same work in the present set
to see how pale, relatively, the piano is.
The performances here are clean and
pleasant, if not particularly exciting. There
is an excellent balance between violin and
piano. Menuhin does not penetrate very
far below the surface, but he manages to
achieve an attractive tone without too much
vibrato.

—Yehudi Menuhin, violin; Louis Kentner,

piano. Two 12-in. RCA VICTOR LHMYV

1016/17. $4.98 each.

SONATA NoO. 3, IN E, BWV 1016 (3
Editions)
Both the Columbia and the earlier Victor

are excellent performances. The Menuhin-
Landowska still sounds good, despite its
age, even though the right-hand part of
the harpsichord is sometimes a bit faint.
If you want the keyboard part played on
a harpsichord, as Bach intended it to be,
then this is for you. If you don’t mind
the piano and prefer a silkier violin tone,
the Stern-Zakin is your disk.

—Yehudi Menuhin, violin; Wanda Lan-
dowska, harpsichord. 12-in. RCA VICTOR
LCT 1120 (with Concerto for Two Violins
in D minor). $3.98.

—Isaac Stern, violin; Alexander Zakin,
piano. 12-in. COLUMBIA ML 4862 (with
Sonata in E minor, BWV 1023; Sonata
in G minor, BWV 1020). $3.98.
—Menuhin and Kentner, on RCA VICTOR
LHMV 1o16.

SONATA NO. s, IN F MINOR, BWV 1018
(2 Editions)
Oistrakh’s playing is lovely and somewhat
more imaginative than Menuhin's, but the
recorded sound is definitely inferior.
—David Oistrakh, violin; Lev Oborin,
piano. 12-in. COLOSSEUM CRLP 193
(with Sonata in G minor, BWV 1001;
Vitali: Chaconne). $3.98.
—Menuhin and Kentner, on RCA VICTOR
LHMV 1017.

SONATA IN G MINOR FOR VIOLIN (OR
FLUTE) AND CLAVIER, BWV 1020 (2
Editions)

An agreeable work, possibly originally for

flute rather than violin, with some

curiously Brahmsian sixths in the Adagio.

Its authenticity has been questioned, but

most authorities consider it an early work

by Bach. Nicely performed by both pairs.

—John Wummer, flute; Fernando Valenti,

harpsichord. In WESTMINSTER WAL 216

(with Sonatas for Flute and Harpsichord).

$5.98.

—Isaac Stern, violin; Alexander Zakin,

piano. 12-in. COLUMBIA ML 4862 (with

Sonata in E, BWV 1016; Sonata in E

minor, BWV 1023). $3.98.

SONATA IN G FOR VIOLIN AND CLAVIER,
BWYV 1021 (1 Edition)

This sonata, the discovery of which was
announced in 1928, is for violin and
tigured bass and is played here by violin,
harpsichord, and cello. Both the work and
its performance are pleasant, if not parti-
cularly inspired.

—Ulrich Grehling, violin; Irmgard Lech-
ner, harpsichord; Martin Bochmann, cello.
12-in.  OISEAU-LYRE OL so0o01s5 (with
Sonata in G, BWV 1038; Sonata in E
minor, BWV 1034; Trio in D minor,
BWYV 1036). $4.98.

SONATA IN E MINOR FOR VIOLIN AND
CLAVIER, BWYV 1023 (2 Editions)
This sonata (labeled “partita” on the
Columbia disk), for violin and figured
bass, consists of a rhapsodic introduction,
a fine Adagio, an only moderately interest-
ing Allemande, and a characteristic Gigue.
The editor of Stern’s version is not named;
Rostal uses an edition by Howard Fer-
guson. Rostal, supported by the more
authentic accompanying apparatus, plays
with a quite un-Bachian vibrato in the
slow movement. There is more fire and
less schmalz in the performance by Stern.
—Isaac Stern, violin; Alexander Zakin,
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piano. 12-in. COLUMBIA ML 4862 (with
Sonata in E, BWV 1016; Sonata in G
minor, BWV 1020). $3.98.

—Max Rostal, violin; Frank Pelleg,
harpsichord; Antonio Tusa, cello. 12-in.
CONCERT HALL CHS 1174 (with Biber:
Passacaglia; Tartini: Violin Concerto in
G minor). $4.98.

SONATAS FOR VIOLA DA GAMBA AND
CLAVIER, BWV 1027-1029, COMPLETE
(3 Editions)

The first of these sonatas, in G major, is

an especially attractive work, but the other

two seem less interesting, for all their good
tunes and impeccable workmanship. Both

Wenzinger and Scholz play them very

capably. Scholz's tempos in the fast move-

ments are perhaps a little brisker but in
some passages his gamba, leading for the
moment, is covered up by the harpsichord.

This ticklish problem of balance is better

solved in the Wenzinger recording. To

modern ears the tone of a cello— es-
pecially in the hands of a Casals — is more
expressive than that of a gamba, but the

Columbia recording is another proof that

the piano is not often a satisfactory sub-

stitute for the harpsichord in baroque en-
semble music. The engineers favored the
cello here, and the piano sounds a little
distant; but even if the balance had been
better, Bach’'s lines would still be blurred
on that instrument as played here com-
pared to the sharp, rhythmic crispness of
the harpsichord. Some faulty grooves near

the end of the first movement of No. 3

on the Vox review disk.

—August Wenzinger, viola da gamba;

Fritz Neumeyer, harpsichord. 12-1n.

ARCHIVE ARC 3009. $5.98.

—Janos Scholz, viola da gamba; Egida

Giordani Sartori, harpsichord. 12-in. VOX

PL go10. $4.98.

—Pablo Casals, cello; Paul Baumgartner,

piano. Two 12-in. COLUMBIA ML

4349/50 (with Chromatic Fantasy and

Fugune and Italian Concerto on latter).

$3.98 each.

SONATA NO. 1, IN G, BWV 1027 (5
Editions)
Fournier's playing here is often fine-
grained and elegant, and the balance be-
tween cello and piano is better than in
the Casals. Since the music goes below
the lowest open string of the ordinary
viola only once, Vardi is enabled to play
it on that instrument without shifting
registers except for that one time. He is
a skillful violist with a fine tone, but
this music does not seem to have stirred
his imagination.
—Wenzinger, on ARCHIVE ARC 3009.
—Scholz, on VOX PL 9010.
—Pierre Fournier, cello; Ernest Lush,
piano. 12-in. LONDON LL 700 (with
short pieces by Bach, Bloch, Kreisler, De-
bussy, Fauré, Gershwin, Nin). $3.98.
—~Casals, on COLUMIA ML 4349.
—Emanuel Vardi, viola; Vivian Rivkin,
piano. 10-in. REGENT MG 5003 (with
Sonata No. 2). $3.00.

SONATA NoO. 2, IN D, BWV 1028 (5
Editions)

Good balance and fine tone in the clean

and straightforward performance by Pia-

tigorsky and Berkowitz. There are times

when the ornament for a particular figure

is played by one artist and not the other,
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an inconsistency that does not seem justi-
fied by the results. Vardi's playing is just
as skillful and as unimaginative here as
in No. 1; and this time he shifts an
octave higher even when he doesn’t have
to, a procedure that plays hob with Bach’s
carefully calculated layout.

—Wenzinger, on ARCHIVE ARC 3009.
—Scholz, on VOX PL 9o10.

—Gregor Piatigorsky, cello; Ralph Berko-
witz, piano. 12-in. RCA VICTOR LM 1792
(with Prokofiev: Sonata for Cello and
Piano, in C, Op. 119). $3.98.
—~Casals, on COLUMBIA ML 4349.
—FEmanuel Vardi, viola; Vivian Rivkin,
piano. 10-in. REGENT MG 5003 (with
Sonata No. 1). $3.00.

SONATAS FOR FLUTE AND CLAVIER, BWV
to30-1035 (2 Editions)

All four performers are artists, but the
Westminster set seems superior for several
reasons. While both flutists have a fine
tone and phrase musically, Wummer's
breath-takings are not audible and Baker’s
often are. Some of the tempos employed
by the former seem better chosen: the
first movement of the first sonata and the
last movement of the third, for example,
sound hurried in the Decca set. The
recording in that album is ‘“close-to,”
with the result that while Baker’s full,
round tone is done justice to, Miss Mar-
lowe’s harpsichord sounds blurry compared
with the clean incisiveness of Valenti’s
instrument, particularly with respect to the
right-hand part. Both pairs omit the first
movement of the A major Sonata, which
is incomplete in Bach's manuscript. The
Westminster set contains, in addition to
the six works represented in the Decca,
a sonata in G minor (BWYV 1020, see
above) and one in A minor for unaccom-
panied flute, BWV 1013.

The authenticity of these last two as well
as of two of the other six (BWV 1031
and 1033) has been questioned (contrary
to the statement in the Westminster notes,
which are unusually poor in several re-
spects). But at least four of the sonatas
are undeniably by Bach; and their lovely
material and delicate workmanship place
them among his most attractive chamber-
music compositions.

—John Wummer, flute; Fernando Valenti,
harpsichord. Two 12-in. WESTMINSTER
WAL 216. $5.98.

—Julius Baker, flute; Sylvia Marlowe,
harpsichord. Two 12-in. DECCA DX 113.
$7.96.

SONATA IN E MINOR, BWV 1034 (3
Editions)

The Oiseau-Lyre is a well-played per-

formance whose excellence is enhanced by

the addition of a cello, customary in Bach's

time.

—Kurt Redel, flute; Irmgard Lechner,

harpsichord; Martin  Bochmann, cello.

12-in. OISEAU-LYRE soo1s (with Sonata

in G, BWV 1038; Sonata in G, BWV

1021; Trio in D minor, BWV 1036).

$4.98.

—Wummer and Valenti, in WESTMINSTER

WAL 216.

—Baker and Marlowe, in DECCA DX 113.

TrRIO IN D MINOR FOR FLUTE, OBOE,

AND CLAVIER, BWV 1036 (1 Edition)
Originally written for two violins and
clavier, this work may not be by Bach

ALFRED
DELLER

BUXTEHUDE: Jubilate Domino; .;‘::‘
In dnlei jubilo®

CAMPIAN : Lutenist Songs
{swith Eileen MeLoughlin, soprune and Muurice
Revan, hoass)

I Oiseau Lyre 12 OL30102 £31.9¢
“The best record Deller has made . . . deep-
Iy moving . . . a disc not to miss.”

—The Gramophane

a VIVALD] Tn
o@‘jW

F MAJOR for OBOE AND ORCHESTRA

D MINOR for OBOE AND ORCHESTRA

B FLAT MAJOR for OBOE, VIOLIN

AND ORCHESTRA

A MAJOR for ORCHESTRA

F MAJOR for ORCHESTRA

Claude Maisonneuve. oboe Georges Alés,

violin Orchestra cond. by Louis De Froment §
L' Oiseau Lyre 127 OLS50073  $4.98

Cimarosa: CONCERTO IN G MAJOR
FORTWO FLUTES AND ORCHESTRA

tJean-Pierre Rampal, Robert Hériché, flites)

Barsanti: CONCERTI GROSSI, Op. 3
Nos. 4, 10

L Orchestre de Chambre des Concerts La-

moureux cend, by Pierre Colombo

L"Oiseau Lyre 127 OLS5S0008 %498

Mozart

SYMPHONY No.29 IN A MAJOR (K.20D
SIX GERMAN DANCES (K. 509)
SIX GERMAN DANCES (K. 571
The Bamberg Symphony Orchestra cond. by
Joseph Keilberth

L Oisewu Lare 127 OLS0005  $4.98

Thuwe ©
(g, Tl

ORGAN RECITAL by ANDRE MARCHAI
Ducretet-Thomson 127 DTL93056  $4.9%8
“one of the most distinguished players of

our time” —~The Gramophone

4 FLUTE SONATAS

Jean-Pierre Rampal. flute; Robert Veyron-

Lacroix. harpsichord: Jean Huchot. ‘cello
Ducretet-Thomson 12 DTLO3058  $4.98

CONCERTI IN C MAJOR AND

D MINOR FOR THREE PIANOS

AND ORCHESTRA
CONCERTO IN A MINOR POR

FOUR PIANOS AND ORCHFSTRA
Gistle Kuhn. Georgette Astorg. Livia Rev.
Monique Mercier, pianos. Orchestre du
Théatre des Champs-Elysées cond. hy Ar-
thur Goldschmidt

Ducretet-Thomson 127 DTL9053  S4.9K §

LONDON INTERNATIONAL, INC.

539 WEST 25th STREET. NEW YORK I, N, V.8

89



W

at all. It has two expressive slow move-
ments and two sprightly fast ones. Good
performance.

—Kurt Redel, flute; Helmut Winschermann,
oboe; Irmgard Lechner, harpsichord. 12-in.
OISEAU-LYRE OL soors (with Sonata in
G, BWV 1038; Sonata in E minor, BWV
1034; Sonata in G, BWV 1021). $4.98.

SONATA IN G FOR FLUTE, VIOLIN, AND
CLAVIER, BWV 1038 (2 Editions)
This trio is built throughout upon the
same figured bass as the sonata in the
same key for violin and continuo, BWV
ro21. It has been suggested that the
present work may be the product of one
or more of Bach’s Leipzig pupils, attempt-
ing to fashion a new work on a foundation
taken from one of the master's com-

positions. The attempt, I should say, was
successful. In any case, the comparison
between two works with the same bass
but almost entirely different superstructures
is interesting and instructive. The Oiseau-
Lyre performance is competent, employs a
harpsichord, and was recorded with more
“presence”; the Columbia recording is
still adequate, uses a piano, and the
players are excellent. My own tendency
would be to lean towards the slightly less
elegant playing of the Oiseau-Lyre be-
cause of its harpsichord and better sound.
—Kurt Redel, flute; Ulrich Grehling,
violin; Irmgard Lechner, harpsichord. 12-
in. OISEAU-LYRE OL 50015 (with So-
nata in E minor, BWYV 1034; Sonata in
G, BWV 1021; Trio in D minor, BWV
1036). $4.98.

UNUSUAL RECORDINGS

. [ ol
for the Discriminating H;-'Fl Record Collector
—

by
John

Klein
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New York Percussion Ensemble
Harold Glick, Cond.
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e Soarch
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RECORDS for the FIRST TIME!!
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The most exciting, original and
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® “Great” Fugue in G Minor
® Toccata in F Major
® Fugue in C Major
AUDIO FIDELITY AFLP 1812 127
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ABSOLUTELY STARTLING !!!
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Vol. 1 now 12” REPLICA No. 2501
Vol. 2 12” 2503
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with all new material ! ! !

Vol. 4 12" REPLICA No. 2507

REPLICA FANS — Note that the 3 new 127
(2501, 2503, 2505) contain the material in the 4
original LP’s (33x501, 503, 505 and 507). The
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—John Wummer, flute; Isaac Stern, violin;
Eugene Istomin, ptano. 12-in. COLUMBIA
ML 4353 (with Violin Concerto in A
minor; Harpsichord Concerto in F minor;
Toccata and Fugue in E minor). $3.98.

CONCERTOS

CONCERTO FOR VIOLIN AND STRINGS, IN
A MINOR, BWYV 1041 (6 Editions)
Barylli's playing has a relaxed and easy
flow. Either because of the conception or
because of the position of the microphone,
the solo instrument is not very assertive;
and the effect is of an orchestral concerto
with occasional solos for one of the instru-
ments. The highs are a bit strong here.
The Heifetz has livelier tempos and more
tension. The old maestro is here at the
top of his form and in that happy condi-
tion he is still unbeatable. Stern, in the
earlier Columbia disk, plays beautifully
too, and his Andante is particularly poetic;
but its effect is diluted by the heaviness
with which Casals stresses the strong beats
of the ostinato figure. Stern himself tends.
in the first movement, to add emphasis to
notes that are prominent anyway. These
defects largely disappear in the petform-
ance with Ormandy; but here there is no
continuo instrument, and it is missed es-
pecially in the first movement, which con-
tains a number of passages where nothing
is heard between the violin and the basses.
The Barchet is acceptable, despite slowish
tempos and slightly overaccented highs;
to me this soloist’s tone is not as attractive
as that of the others. Bernstein plays
neatly, but there is some surface noise;
and the lack of a keyboard instrument here
too, as well as too much diffidence on the
part of the upper orchestral strings, results
in frequent gaps between top and bottom.
—Jascha Heifetz, violin; Los Angeles
Philharmonic Orchestra, Alfred Wallen-
stein, cond. 12-in. RCA VICTOR LM
1818 (with Violin Concerto in E). $3.98.
—Isaac Stern, violin; Philadelphia Orches-
tra, Fugene Ormandy, cond. 12-in.
COLUMBIA ML s087 (with Violin Con-
certo in E; Vivaldi: Concerto for Two

Violins in A minor). $3.98.
—Isaac Stern, violin; Prades Festival
Orchestra, Pablo Casals, cond. 12-in.

COLUMBIA ML 4353 (with Toccata and
Fugue in E minor; Harpsichord Concerto
in F minor; Trio Sonata, BWV 1038).
$3.98.

—Reinhold Barchet, violin;
String  Orchestra  (Stuttgart), Walther
Davisson, cond. 12-in. VOX PL 9150
(with Violin Concerto in E; Concerto for
Two Viclins in D minor). $4.98.
—Walter Barylli, violin; Vienna State
Opera Orchestra, Hermann Scherchen,
cond. 12-in. WESTMINSTER WL 5318
(with Violin Concerto in E). $2.99.
—Joseph Bernstein, violin; Concert Hall
String Ensemble. 12-in. CONCERT HALL
CHC 40 (with Vivaldi: Violin Concerto in
A minor; Violin Sonata in A). $4.98.

Pro Musica

CONCERTO FOR VIOLIN AND STRINGS, IN
E, BWV 1042 (7 Editions)
Several excellent performances of this
fine concerto, with its unusually interesting
adumbration of symphonic working-out in
the first Allegro and its brooding and
poetic slow movement. Only the Stevens
has difficulty getting off the ground, and its
sound is not as smooth as that of the
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others. The remarks made above con-
cerning Heifetz, Barchet, and Barylli, in
connection with the A minor Concerto,
are also applicable here. As far as beauty
of tone is concerned, Francescatti and Gold-
berg are here in a class with Heifetz.
But there is a tinge of nervousness in
Francescatti’s playing of some of the rapid
figures in the first movement, and the
Goldberg disk contains distortion in loud
passages. Oistrakh’s playing is oversweet
in the slow movement and one misses a
continuo in his recording.

—Jascha Heifetz, violin; Los Angeles
Philharmonic Orchestra, Alfred Wallen-
stein, cond. 12-in. RCA VICTOR LM
1818 (with Violin Concerto in A minor).
$3.98.

—Zino Francescatti, violin; Columbkia
Symphony Orchestra, George Szell, cond.
12-in. COLUMBIA ML 4648 (with Proko-
fiev: Violin Concerto No. 2). $3.98.
—Szymon Goldberg, violin; Philharmonia
Orchestra, Walter Susskind, cond. 10-in.
DECCA DL 7507. $2.98.

—Reinhold Barchet, violin; Pro Musica
String  Orchestra  (Stuttgart), Walther
Davisson, cond. 12-in. VOX PL 9150
(with Violin Concerto in A minor; Con-
certo for Two Violins in D minor). $4.98.
—Walter Barylli, violin; Vienna State
Opera Orchestra, Hermann Scherchen,
cond. 12-in. WESTMINSTER WL 5318
(with Violin Concerto in A minor).
$2.99.

—David Oistrakh, violin; Philadelphia
Otrchestra, Eugene Ormandy, cond. 12-in.
COLUMBIA ML 5087 (with Violin Con-
certo in A minor; Vivaldi: Concerto for
Two Violins in A minor). $3.98.
—Louis Stevens, violin; Berlin Symphony
Orchestra, Leopold Ludwig, cond. 12-in.
ROYALE 1367 (with Brandenburg Con-
certo No. 2). $1.80.

CONCERTO FOR TwO VIOLINS AND
STRINGS, IN D MINOR, BWV 1043 (6
Editions)

This is one of the loveliest and most

popular of all the Bach concertos. The
best recorded sound may be found in
Menuhin-De Vito, Barchet-Beh, and Kreh-
bers-Olof. The last of these may be dis-
missed at once, because of its sluggish
tempos. The Barchet-Beh is a competent
but rather unimaginative affair; the first
movement is a little too comfortable and
lacks excitement, while the slow move-
ment actually drags in spots. This leaves
the Menuhin-De Vito, which is a large-
scaled conception with a broad sweep.
Probably the best violin playing is that
offered by Stern-Schneider. There is a
good deal of sensitive phrasing here, but
especially in the Largo perhaps too much
attention to detail, at the expense of the
long line — a somewhat romantic approach.
The Heifetz affair, with its too fast tem-
pos, is of interest only as an engineer-
ing stunt. As for the old Menuhin-Enesco
recording, it has a sentimental appeal be-
cause of the collaboration of the young
artist with his celebrated teacher, but the
sound is no longer acceptable.
~—Yehudi Menuhin, Gioconda de Vito,
violins; Philharmonia Orchestra, Anthony
Bernard, cond. 12-in. RCA VICTOR LHMV
16 (with Handel: Trio Sonata No. 2 in
D; Vivaldi: Concerto in C, Il Piacere).
$4.98.

MAY 1956

—Reinhold Barchet, Will Beh, violins;
Pro Musica String Orchestra (Stuttgart),
Walther Davisson, cond. 12-in. VOX PL
9150 (with Violin Concertos in A minor

and E). $4.98.
—Isaac Stern, Alexander Schneider, violins;
Prades Festival Orchestra, Pablo Casals,
cond. 12-in. COLUMBIA ML 4351 (with
Concerto for Violin and Oboe in C
minor). $3.98.

—Herman Krebbers, Theo Olof, violins;

Hague Philharmonic Orchestra, Willem
van Otterloo, cond. 12-in. EPIC LC 3036
(with Beethoven: Romances in G and

F). $3.98.

—Jascha Heifetz (both solo parts); RCA
Victor Chamber Orchestra, Franz Waxman,
cond. 12-in. RCA VICTOR LM 1051 (with
Mozart: Violin Concerto No. 4). $3.98.
~—Yehudi Menuhin, Georges Enesco, vio-
lins; Orchestra, Pierre Monteux, cond. 12-
in. RCA VICTOR LCT 1120 (with Sonata
in E). $3.98.

CONCERTO FOR VIOLIN AND STRINGS, IN
D MINOR (1 Edition)

This is an attempt, by an unnamed person,
to restore the violin concerto that is pre-
sumed to have been transcribed by Bach
into his Harpsichord Concerto in D minor,
BWYV 10s2. It is an interesting experi-
ment, more plausible in some sections
than in others; but its interest was some-
what lessened for this listener by the heavy
accents Casals sees fit to make on the first
of each pair of eighth notes in the Adagio
and by Szigeti's excessive vibrato in the
same movement. A piano is used for the
continuo.

~—Joseph Szigeti, violin; Prades Festival
Orchestra, Pablo Casals, cond. 12-in.
COLUMBIA ML 4352 (with Concerto for
Clavier, Violin, and Flute in A minor).
$3.98.

CONCERTO FOR VIOLIN, OBOE AND
STRINGS (See Concerto for Two Harpsi-
chords and Strings, in C minor, BWV
1060)

CONCERTO FOR CLAVIER, VIOLIN, FLUTE
AND STRINGS, IN A MINOR, BWYV 1044
(1 Edition)

“The general character” of this concerto,

says Spitta, “is not so much deep or grand

as cheerful, delicate, and refined.” The first
and last movements are based on a Prelude
and Fugue in the same key for clavier

(BWV 894) and the Adagio, for the

soloists alone, similarly derives from the

slow movement of the third Organ Sonata

(BWV s27). These are not mere tran-

scriptions but re-creations, and the result

is not a pastiche but a fine work that
deserves to be heard oftener than it is.

The flute is a little too far back in the

Allegro and the orchestral sound is rather

heavy, but otherwise performance and re-

cording are good.

—Mieczyslaw Horszowski, piano; Alexan-

der Schneider, violin; John Wummer,

flute; Prades Festival Orchestra, Pablo

Casals, cond. 12-in. COLUMBIA ML 4352

(with Violin Concerto in D minor).

$3.98.

BRANDENBURG CONCERTOS, BWV 1046-
1051, COMPLETE (7 Editions)

There are several excellent recordings of

these splendid works, despite the difficulties
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—Berlin Symphony Orchestra, Karl List,
cond. 12-in. ROYALE 1372 (with Bran-
denburg Concerto No. 6). §1.89.

BRANDENBURG CONCERTO NoO. 6, BWV
1os1 (8 Editions)
The performances here range from excel-
lent to merely competent. The sound of
the Prohaska is particularly rich and round
and the next four are almost as satisfying.
The Haas is rather dull and thick, the
Casals coarse, and the List dry, with over-
accented highs.
—Prohaska, on VANGUARD BG 542.
—Miinchinger, on LONDON LL 144.
—Sacher, on EPIC LC 3167.
—Horenstein, in VOX DL 122,
—Reiner, on COLUMBIA RL 3106.
—Haas, on WESTMINSTER WL 5172.
—Casals, on COLUMBIA ML 4347.
—Berlin Symphony Orchestra, Karl List,
cond. 12-in. ROYALE 1372 (with Bran-
denburg Concerto No. 5). $1.89.

CONCERTO FOR HARPSICHORD AND
STRINGS, NoO. 1, IN D MINOR, BWV
1052 (4 Editions)

The violin concerto of which this is pre-
sumably a transcription is not known.
(See above, Concerto for Violin and
Strings in D minor.) Some scholars be-
lieve that the model was not one of Bach's
own compositions. Be that as it may, the
concerto, in the form that has survived, is
one of the finest of the lot, with a vigorous
and passionate first movement, a brooding
Adagio, and a lively finale. Bach seems
to have been especially fond of it, because
he used portions of it again in two sacred
cantatas (Nos. 146 and 188). The Lan-
dowska is the most vital of these per-
formances, but unfortunately the recording,
made in 1938, sounds practically pre-
historic. Both the Haydn Society and the
Vox recordings are energetic and straight-
forward, doing justice to the differing
qualities of the fast movements but a bit
heavy and lacking in nuance in the
Adagio. Viderg plays with sweeping and
intelligent virtuosity; Elsner is also skill-
ful and spirited. At the beginning of the
Vox the sound of the harpsichord is
occasionally drowned by the strings, but
the balance soon improves. The basses in
this recording sometimes have a fuzzy
sound. The Decca version is thinner and
more restrained. Foss wisely does not
attempt to exploit the properties of the
piano. Except for a long curve that swells
and diminishes in the pedal point for solo
cembalo near the end of the first move-
ment, his instrument sounds like a liquid
harpsichord, as far as his style of playing
is concerned.

—Finn Viderg, harpsichord; Orchestra of

the Collegium Musicum (Copenhagen),

Lavard Friisholm, cond. 12-in. HAYDN

HSL 92 (with Harpsichord Concertos Nos.

4 and 5). $s.95.

—Helma Elsner, harpsichord; Pro Musica

Orchestra  (Stuttgart), Rolf Reinharde,

cond. 12-in. VOX PL 9s10 (with Harpsi-

chord Concerto No. 2). $4.98.

—Lukas Foss, piano; Zimbler String Sin-

fonietta. 12-in. DECCA DL 96o1 (with

Harpsichord Concerto No. s). $3.98.

—Wanda Landowska, harpsichord; string

ensemble, Eugéne Bigot, cond. 12-in. RCA

VICTOR LM 1974 (with Two-Part Inven-

tions). $3.098,

CONCERTO FOR  HARPSICHORD  AND
STRINGS, NoO. 2, IN E, BWV 1053 (2
Editions)

A less interesting work than No. 1 but

still worth an occasional hearing. Elsner’s

performance is robust and the recording
is good, except for the sound of the basses,
which is sometimes gruff.

—Helma Elsner, harpsichord; Pro Musica

Orchestra  (Stuttgart), Rolf Reinhardt,

cond. 12-in. VOX PL 9sio (with Harp-

sichord Concerto No. 1). $4.98.

[—Hans Andreae, harpsichord; Winterthur

Symphony Orchestra, Kromer, cond. r10-in.

CONCERT HALL 33. $3.98.}

CONCERTO FOR  HARPSICHORD AND
STRINGS, NoO. 3, IN D, BWV 1054 (3
Editions)

A transcription of the Violin Concerto in

E (BWV 1042). Both Nef and Rapf

play well, but the Oiseau-Lyre orchestra

sounds ponderous in the fast movements,
and tutti chords are heavily punched out.

—Kurt Rapf, harpsichord; Vienna Cham-

ber Orchestra, Rapf, cond. 12-in. VAN-

GUARD BG 509 (with Harpsichord Concerto

No. 4). $4.98.

—Isabelle Nef, harpsichord; Ensemble

Orchestral de L'Oiseau-Lyre, Pierre Colom-

bo, cond. 12-in. OISEAU-LYRE OL 50042

(with Harpsichord Concerto No. 5).

$4.98.

[—M. Van der Lyck, harpsichord; Ton

Studio Orchestra  (Stuttgart), Michael,

cond. 12-in. PERIOD 547 (with Harpsi-

chord Concerto No. 6). $4.98.]

CONCERTO FOR  HARPSICHORD AND
STRINGS, NO. 4, IN A, BWV 1055
(3 Editions)

This fine work has a sunny, cheerful first

movement, one of those brooding sicilianos

that Bach loved to write as a slow move-
ment, and a bright and dancing finale.

Both available performances are satis-

factory, but the Haydn Society recording

seems to be richer in highs, though not
exaggeratedly so.

—Finn Viderg, harpsichord; Orchestra of

the Collegium Musicum (Copenhagen),

Lavard Friisholm, cond. 12-in. HAYDN

HSL 92 (with Harpsichord Concertos Nos.

1 and 5). $s5.95.

—Kurt Rapf, harpsichord; Vienna Cham-

ber Orchestra, Rapf, cond. 12-in. VAN-

GUARD BG 509 (with Harpsichord Con-

certo No. 3). $4.98.

[—Helma Elsner, harpsichord; Pro Musica

Orchestra  (Stuttgart), Rolf Reinhardt,

cond. 12-in. VOX PL 7260 (with Harpsi-

chord Concertos Nos. s and 7). $4.98.1

CONCERTO FOR  HARPSICHORD  AND
STRINGS, No. s, IN F MINOR, BWV
1056 (s Editions)

A lovely work with a nobly melancholy

first movement and a dramatic finale. Of

the two available harpsichord recordings,
the Nef instrument has the more charming
tone but her conductor is rather ponderous
and indulges in an enormous retard at
the end of the slow movement. The
Viderg is nicely played and would be un-
reservedly recommended if the Largo were
not so four-square. If you prefer the
piano, Foss’s playing is cleaner and crisper
than Haskil's, but that lady has the ad-
vantage of a more eloquent orchestra.
which is also more precise in the plucked
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chords of the Largo. None of these record-
ings is ideal, but for all-around merit, in-
cluding the proper performance of the
ornaments, I should choose the Viderg.
— Finn Viderg, harpsichord; Orchestra of
the Collegium Musicum (Copenhagen),
Lavard Friisholm, cond. 12-in. HAYDN
HSL 92 (with Harpsichord Concertos Nos.
1 and 4). $5.95.

—Isabelle Nef, harpsichord; Ensemble
Orchestral de L'Oiseau-Lyre, Pierre Colom-

bo, cond. 12-in. OISEAU-LYRE OL 50042
(with Harpsichord Concerto No. 3).
$4.98.

—Lukas Foss, piano; Zimbler String Sin-
fonietta. 12-in. DECCA DL 96or (with
Harpsichord Concerto No. 1). $3.98.
—Clara Haskil, piano; Prades Festival
Orchestra, Pablo Casals, cond. 12-in.
COLUMBIA ML 4353 (with Violin Con-
certo in A minor; Toccata and Fugue in
E minor; Sonata for Violin, Piano, and
Flute). $3.98.

[—Helma Elsner, harpsichord; Pro Musica
Orchestra  (Stuttgart), Rolf Reinharde,
cond. 12-in. VOX PL 7260 (with Harp-
sichord Concertos Nos. 4 and 7). $4.98.]

CONCERTO FOR  HARPSICHORD  AND
STRINGS, NoO. 6, IN F, BWV 1057 (I
Edition)

[—M. Van der Lyck, harpsichord; Ton

Studio Orchestra  (Stutegart), Michael,

cond. 12-in. PERIOD 547 (with Harp-

sichord Concerto No. 3). $4.98.]

CONCERTO FOR  HARPSICHORD  AND
STRINGS, NO. 7, IN G MINOR, BWV
1058 (1 Edition)

[—Helma Elsner, harpsichord; Pro Musica

Orchestra  (Stuttgart), Rolf Reinhardt,

cond. 12-in. VOX PL 7260 (with Harpsi-

chord Concertos Nos. 4 and s5). $4.98.}

CONCERTO FOR Two HARPSICHORDS
AND STRINGS, IN C MINOR, BWV 1060
(2 Editions)

One of Bach's finest concertos. It has an

expressive first movement, whose principal

theme, first presented by the full ensemble,
ends with a charming echo in the harpsi-
chords; the slow movement is a serene
dialogue between the two keyboard instru-
ments accompanied by plucked strings;
and the finale is gay, despite the minor
key. It is clearly and briskly played on
the Vox disk. This work is thought to
be a transcription by Bach of a lost
earlier concerto for violin and oboe. Sever-
al attempts have been made to reconstruct
the original from the transcription. One
of these attempts is recorded on the
same side of the Vox. Transposed to D
minor, it is a plausible version; the
transcriber mostly allots the right-hand
part of Harpsichord I to the violin and
the same part of Harpsichord II to the
oboe. For some reason, however, he (or
the conductor) omits the continuo that

Bach would undoubtedly have required

in the original version. The soloists on

the Columbia disk are both first-class but
the sound is rather dull and dry.

—Helma Elsner, Rolf Reinhardt, harp-

sichords; Will Beh, violin; Friedrich Milde,

oboe; Pro Musica String Orchestra (Stutt-
gart), Reinhardt, cond. 12-in. VOX PL

9580 (with Concerto for Two Harp-

sichords in C). $4.98.

—Isaac Stern, violin;

Marcel Tabuteau,
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”ONCE UPON A TIME there was an aged man.
He had nine bhandsome boys.

Never bad he taught them any bandicraft,

he taught them only how to hunt in forests dark.
There they roamed, bunted all the year round,

and changed into stags in forests dark and wild.

“Never will their antlers enter gates and doors,

but only woods and shrubs;

never will their bodies wear a shirt and coat,

but only foliage;

nevermore their feet will walk on bouses floors,

but only on the sward;

nevermore their mouth will drink from cups and jugs.
but from the clearest springs.”

This is the recapitulation of the Rumanian folk-ballad, in
Béla Bartdk’s translation, on which he based his Cantata
Profana. The work was recorded by Walter Susskind, The
London New Symphony Orchestra and Chorus, Richard
Lewis and Marko Rothmuller, solos. If not available from
your store, the record may be ordered directly from Bartok
Records, 113 West 57th Street, New York 19, N. Y, for

$5.95.
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pre-recorded

tapes.
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SONOTAPE
CORPORATION
185 Madison Ave.
New York 16, N. Y,
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"TANGUARD

MOZART

24 SONGS

4 Anny Felbermayer, soprano
F Erik Werba, piano
1-12” VRS-481
""Anny Felbermayer is as fine
a soprano as 1s singing today,
er voice has a quality that is best described
as silvery—it floats over the music in 2 man-
ner almost magical.”” T'he New Records

ROSTROPOVICH]
plays BACH

Suites No. 2 in D minor and
No. 5 in C minor for 'cello
solo Air and Adagio
1.127 VRS-6026
""His masterly playing combined sobriety and
assion in a manner reminiscent of Casals in
1s prime. A ‘cellist can win no higher
praise.”” The London Times, March 4, 1956

THE ENGLISH
MADRIGAL SCHOOL

Vol. Il (works by Weelkes, Wilbye, Tallis
and anon. part-songs)
The Alfred Delier Consor'

Alfmd Deller, counter-tenor -12” BG-554

eyond question this_first volumc contains
the Y veliest madrigal singing this lxstcner has
ever heard on records.” N. Y., Times (on
English Madrigal School, Vol. I, BG-553)

SHOSTAROVICH
FIFTE STMPEONY

Leningrad Philharmonic Orchestra

EUGENE MRAVINSKY, conduc'or
-12” VRS-6025

Send for new catalog to:

YANGUARD RECORDING SOEC., INC.
256 West 55th Street, Mew York 19, N. Y.

Festival Orchestra, Pablo
12-in. COLUMBIA ML 4351
in D

oboe; Prades
Casals, cond.
(with Concerto for Two Violins
minor). $3.098.

CONCERTO FOR TWO HARPSICHORDS AND
STRINGS, IN C, BWV 1061 (3 Edi-
tions )

This is one harpsichord concerto that

does not seem to be a transcription. The

lovely slow movement and the fine fugue
that serves as finale more than make up
for a first movement whose thematic ma-
terial strikes this listener as emotionally
neutral and in which the two claviers
function as hardly more than counterpoint
machines. Both the Vox and the Concert

Hall versions ate on the whole excellently

performed, although the larter chooses a

rather breathless tempo for the first move-

ment and the entrances of the fugue subject
in the harpsichords could be clearer in
the former. The Victor recording dates
from 1936; it is still acceptable, although
in the transfer to LP, tape hiss has crept
in, especially in the last two movements.

The Schnabels play it competently. Sur-

prisingly, there seems to be a slight dif-

ference of opinion between father and
son about the phrasing of the fugue sub-
ject.

—Helma Elsner, Rolf Reinhardt, harp-
sichords; Pro Musica String Orchestra
(Stuttgart), Reinhardt, cond. 12-in. VOX

PL 9580 (with Concerto for Two Harp-
sichords in C minor; Concerto for Violin

and Oboe in D minor). $4.98.
—Hans Andreae, Theodor Sack, harp-
sichords; Winterthur Symphony Orchestra,

Clemens Dahinden, cond. 12-in. CONCERT
HALL cHS 1081 (with Haydn: Concerto
in F for Violin and Harpsichord). $4.98.
—Artur Schnabel, Karl Ulrich Schnabel,
pianos; London Symphony Orchestra, Sir
Adrian Boult, cond. 12-in. RCA VICTOR
LCT 1140 (with Mozart: Concerto in E-
flat, K. 36s5). $3.98.

CONCERTO FOR TwO HARPSICHORDS AND
STRINGS, IN C MINOR, BWV 1062 (1
Edition)

A transcription of the great D minor Con-
certo for Two Violins (BWV 1043). The
transference is faithful, and a fascinating
glimpse into Bach’s workshop is afforded
by the small changes he makes in order
to accommodate to keyboard instruments
the two solo parts originally conceived
in terms of bowed strings. The orchestra
part remains practically unaltered. The
more familiar version is considerably the
more effective one, but those interested
in the transcription will find it very well
performed here.
—Finn  Viderg, Soren Sdrensen, harp-
sichords; Orchestra of the Collegium Musi-
cum (Copenhagen), Lavard Friisholm,
cond. 12-in. HAYDN HSL 115 (with Con-
certo for Three Harpsichords in D minor).
$5.95.

CONCERTO  FOR THREE HARPSICHORDS
AND STRINGS, IN D MINOR, BWV 1063
(3 Editions)

For ideal results in listening to this and

the following concerto at home, we really

should grow a third ear and require audio
engineers to develop trinaural reproduction.

Only thus could we do full justice to the

masterly way in which Bach keeps each

clavier an independent entity while vyet
blending all of them into a superb en-
semble. In the concert hall, of course,
when the three instruments are well
separated, the problem does not arise; but
when the sound comes out of a single
speaker it is impossible to tell which is
doing what, unless one is following with
a score. Pending the necessary anatomical
and acoustic developments, however, we
shall have to be satisfied with what nature
and the engineers have bestowed upon us.

Friisholm takes the first movement more
crisply than Reinhardt and his last move-
ment is gayer, though perhaps a bit too
fast. The Siciliano has more character in
the Reinhardt performance (it is a little
too brisk in the Friisholm), even though
Miss Elsner plays the short cadenza met-
ronomically instead of like an impro-
visation. Throughout this version the low
strings tend to lag slightly behind the
harpsichords.  Of these two disks, the
Friisholm would seem to have a slight
edge in musical value, while the Reinhardt
has the definite advantage of containing an
additional work. The Regent record is
nicely done, but uses pianos and has tape
hiss in the second and third movements;

its: sound is not the most faithful
imaginable.

—Finn Viders, Sgren Sdrensen, Eyvind
Moller, harpsichords; Orchestra of the
Collegium Musicum (Copenhagen), Lav-
ard Friisholm, cond. 12-in. HAYDN HSL

115 (with Concerto for Two Harpsichords
in C minor). $s5.95.

—Helma Elsner, Rolf Reinhardt,
peter Goebels, harpsichords; Pro Musica
String  Orchestra  (Stuttgart), Reinhardr,
cond. 12-in. VOX PL 8670 (with Con-
certo for Three Harpsichords in C; Con-

Franz-

certo for Four Harpsichords). $4.98.
—Tanana-Nicoiayeva, Dmitri  Shostako-
vich, Paul Serebsyakov, pianos; Berlin

Radio Symphony Orchestra, Kiril Kondra-
cond.

shin, 10-in. REGENT MG 5020
(with Handel: Concerto Grosso No. 7 in
B-flat, Op. 6). 8s5.45.

CONCERTO FOR THREE HARPSICHORDS
AND STRINGS, IN C, BWV 1064 (3
Editions)

Whether this is an original work or a
transcription of a concerto for three violins
by Bach or someone else, is unknown.
There is not much to choose between the
Vox and Haydn Society recordings. Both
are well performed. The Vox has a slight
advantage in that the balance in it is
somewhat better (the orchestra is more
distinct in the first movement) and its
performance has a litle more vitality.
Also, it contains three works instead of
two. A disadvantage is that it has no
visible separation between movements,
while the other two disks have such
bands. The far greater dynamic flexibility
of the piano enables the Victor performers
to obrain sharper contrast between piano
and forte and allows them to bring out
the principal lines better. In the Victor
first movement, however, there are slight
fluctuations in tempo; these were no doubt
introduced for expressive purposes but the
effect they produce is of nervousness.

—Helma Elsner, Renate Noll, Franzpeter

Goebels, harpsichords; Pro Musica String

Orchestra  (Stuttgart), Rolf Reinharde,

cond. 12-in. VOX PL 8670 (with Concerto
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for Three Harpsichords in D minor; Con-
certo for Four Harpsichords). $4.98.

— Christa Fuhrmann, Bruno Seidlhofer,
Erna Heiller, harpsichords; Vienna Cham-
ber Orchestra, Anton Heiller, cond. 12-in.
HAYDN HSLP 1024 (with Concerto for
Four Harpsichords). $5.95.

—Fdwin Fischer, Ronald Smith, Denis
Matthews, pianos, Philharmonia Orchestra,
Fischer, cond. 12-in. RCA VICTOR LHMV
1004 (with Mozart: Piano Concerto in
C, K. so3). $4.98.

CONCERTO FOR FOUR HARPSICHORDS AND
STRINGS, IN A MINOR, BWV 1065 (2
Editions)

[t would have been interesting to have on
the same disk the Vivaldi Concerto for
Four Violins of which this is a transcrip-
tion. Both of the present performances
are acceptable. Reinhardt takes the jolly
first movement more briskly than Heiller,
but the latter maintains a slightly better
balance between the solo instruments and
the orchestra, which is occasionally too
prominent in the Vox.

— Helma Elsner, Renate Noll, Franzpeter

Goebels, Willy Spilling, harpsichords; Pro

Musica String Orchestra (Stuttgart), Rolf

Reinhardt, cond. 12-in. VoOX PL 8670

(with Concerto for Three Harpsichords

in D minor; Concerto for Three Harp-

sichords in C). $4.98.

— _Frna Heiller, Bruno Seidlhofer, Christa

Fuhrmann, Kurt Rapf, harpsichords; Vien-

na Chamber Orchestra, Anton Heiller, cond.

12-in. HAYDN HSLP 1024 (with Concerto
for Three Harpsichords in C). $5.95.

SUITES FOR ORCHESTRA

Sultes (OR OVERTURES), BWYV
1069, COMPLETE (5 Editions)
Bach is at his gayest and most charming
in the dances of these suites, and most of
the conductors of the complete sets do
justice to those qualities as well as to the
graver moods of the overtures proper. The
choice, it seems to me, lies between the
Prohaska and the Scherchen. In the former
version there are excellent playing, clean
sound, good tempos, and considerable
nuance. There is also a bonus: the over-
tures of the Third and Fourth Suites are
played twice— once (at the beginning of
the Suite) with the unwritten dotted
rhythms characteristic of the French style
and once (at the end) as written. This
experiment would have been even more
interesting if Prohaska had used a string
body of the size available to Bach — say
six violins instead of fourteen. Scherchen’s
orchestra sounds like a fairly large one
but it skips about lightly, the strings never
overpowering the winds. The general
vitality of his performances is enhanced by
nuances of dynamics and phrasing that
are immanent in the notes but not always
brought to the ear — at least in so tasteful

a fashion.

Reiner’s crack players produce the most
beautiful sound of all, but some of his
tempos and other interpretative ideas seem
questionable. The Hewitt performances are

1066-

bluf and hearty and not devoid of
imagination, but there is more charm in
the dances than can be heard on this

recording. Klemperer's is an expert job
and would have been quite satisfactory
if the sound were more lifelike. The highs

MAY 1956

are exaggerated, and no amount of fiddling
with the controls could bring a true string
tone. Both Vanguard and Angel supply
the score of the suites.

—Vienna State Opera Orchestra, Felix
Prohaska, cond. Two 12-in. VANGUARD
BG 530/31. $4.98 each.

—English Baroque Otrchestra, Hermann
Scherchen, cond. Two 12-in. WEST-
MINSTER WN 2201. $9.90.

—RCA Victor Orchestra, Fritz Reiner,
cond. Two 12-in. RCA VICTOR LM Gorz.
$7.96.

—Hewitt Orchestra. Two 12-in. HAYDN
HSL 90/91. $5.95 each.

Orchestra, Otto  Klem-
ANGEL 3530B.

—Philharmonia
perer, cond. Two 12-in.
$9.90.

SuIte No. 1, IN C, BWV 1066 (9 Edi-
tions )
The Casals and Van Beinum are perform-
ances of the big-orchestra type rather than
the more authentic chamber orchestra kind.
If you like that type of sound, you will
doubtless enjoy the Hollanders part-
cularly. The Berlin group is presumably
smaller but also sounds full, owing prob-
ably to the engineering; the audio boys
have not, however, solved the problem of
attaining realistic violin tone in this one.
Casals chooses to omit the Minuet, which
is one of the dances marked as optional
in the score. (In the other recordings
nothing is omitted except an occasional
repeat.) Scherchen includes the harpsi-
chord — not  prescribed — in  the second
Bourrée, but its use there is effective. An
inner line is stressed by Klemperer in the

A lively classic
in a brilliant new translation

EVENINGS WITE
TEHE ORCEESTRA
by HECTOR BERLIOZ

Translated, edited, and annotated by

JACQUES BARZUN

When the first English transla-
tion of this extraordinary book
on music and musicians appeared
in 1929, Berlioz was little played,
less discussed. Now his work is a
living part of concert life, broad-
casting, and recording. As trans-
lated and edited by a noted
Berlioz enthusiast, here is a witty,
exciting key to the mind of the
great French composer and an
indispensable guide to musical
taste. Hustrated

$6.00 at most bookstores
ALFRED A. KNOPF, Publisher
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ome of our friends tell us that curiosity prompted
them to sample Audiophile records — (probably to de-
termine if the same company who uses such stupid ad-
vertising could possibly make a good record) — but
“what they heard” caused them to want others.

It is gratifying to have one of our pet notions con-
firmed: we have always believed that merchandise should
be sold on its demonstrable merit. Sometimes, unfor-

tunately, intermodulation distortion in advertising is

less easy to detect than in records.

Have you seen our descriptive booklet? Our limited
library surely will not please everyone, but maybe you

will find a “sample” . . .
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second Gavotte, for which he can hardly
be blamed, because that line has a surpris-
ingly Meistersingerish character.
—Prohaska, in VANGUARD BG 530/31.
—Scherchen, on WESTMINSTER WN 18012.
—Amsterdam  Concertgebouw  Orchestra,
Eduard van Beinum, cond. 12-in. EPIC
LC 3194 (with Suite No. 2). $3.98.
—Reiner, in RCA VICTOR LM 6o1az.
—Prades Festival Orchestra, Pablo Casals,
cond. 12-in. COLUMBIA ML 4348 (with
Suite No. 2). $3.98.

—Klemperer, on ANGEL 35235.
—Hewitt, on HAYDN HSL 9o.

—Berlin Chamber Orchestra, Hans von
Benda, cond. 12-in. TELEFUNKEN LGX
66040 (with Suite No. 3). $4.98.
[—Berlin  Symphony Orchestra, Joseph
Balzer, cond. 12-in. ROYALE 1393 (with
Suite No. 3). $1.89.]

SUITE NO. 2, IN B MINOR, BWYV 1067
(10 Editions)

The best all-round version is the Miinch-
inger. It has style and good sound, though
not perhaps the best flutist; and it is the
only one, besides the Prohaska, in which
the appoggiaturas seem to be played
properly. In the Van Beinum the flute is
barely audible in nonsolo passages and
not far enough forward when it is playing
alone. The Casals and the “Centennial”
are good of their kind. Both have first-
class soloists but both reveal a touch of
romanticism here and there. The Centen-
nial has noticeable surface noise. The
Stokowski version is heavily “expressive,”
with Wagnerian swellings and exaggerated
retards.

—André Pepin, flute; Stuttgart Chamber
Orchestra, Karl Munchinger, cond. 12-in.
LONDON LL 848 (with Suite No. 3).
$3.08.

—Prohaska, in VANGUARD BG 530/31.
—Scherchen, on  WESTMINSTER WN

18012.
—Reiner, in RCA VICTOR LM 06o12.
—Hubert Barwahser, flute; Amsterdam

Concertgebouw  Orchestra, Eduard van
Beinum, cond. 12-in. EPIC LC 3194 (with
Suite No. 1). $3.98.

—Klemperer, on ANGEL 35235.

—John Wummer, flute; Prades Festival
Orchestra, Pablo Casals, cond. 12-in.
COLUMBIA ML 4348 (with Suite No. 1).
$3.98.

—Hewitt, on HAYDN HSL go.
—Centennial [Boston] Symphony Orches-
tra, [Serge Koussevitzky, cond.}. 12-in.
RCA CAMDEN CAL 158 (with Suite No.
3). $1.98.

GIBSON GIRL TAPE SPLICERS

[T
wred Hiei tplus

At Your Dealers

] AUTOMATIC CHANGER NEEDLE BRUSH

KLeeNeeDLE

KteeNeeDLE automatically keeps
record changer needles clean
It is designed to remove the
fomiliar ""dust-bleb’’ from under
the needle point At Your

Dealer

ROBINS IMDUSTRIES CORP. Boyside &1,

—Julius Baker, flute; Symphony Orchestra,
Leopold Stokowski, cond. 12-in. RCA
VICTOR LM 1176 (with several Bach tran-
scriptions). $3.98.

SUITE No. 3, IN D, BWV 1068 (10 Edi-
tions)
The Miinchinger seems best here, as re-
gards both interpretation and sound. Of
special interest is the Weingartner, ap-
parently the only example on LP of that
great conductor dealing with Bach. It is,
as one would expect, an authoritative per-
formance and, as one might not expect, free
of romantic notions. The sound is still
mostly adequate but there is a bad splice
in the Overture, the trumpets are a little
uncertain on high notes and sometimes
inaudible, and a continuo is lacking. The
“Centennial” has more surface noise than
the others and its conductor leans towards
fast tempos. Here, too, the trumpets can
barely be heard.
—Stuttgart  Chamber  Orchestra, Karl
Miinchinger, cond. 12-in. LONDON LL
848 (with Suite No. 2). $3.98.
—Prohaska, in VANGUARD BG 530/31I.
—Scherchen, on WESTMINSTER WN 18013.
—Reiner, in RCA VICTOR LM Go12.
—Klemperer, on ANGEL 35235.
—Hewitt, on HAYDN HSL 91.
—Berlin Chamber Orchestra, Hans von
Benda, cond. 12-in. TELEFUNKEN LGX
66040 (with Suite No. 1). $4.98.
—Orchestre de la Société des Concerts du
Conservatoire, Felix Weingartner, cond.
12-in. COLUMBIA ML 4783 (with Brahms:
Variations on a Theme by Haydn). $3.98.
—~Centennial [Boston] Symphony Orches-
tra, [Serge Koussevitzky, cond.}. 12-in.
RCA CAMDEN CAL 158 (with Suite No.
2). $1.98.
[—Berlin Symphony Orchestra, Joseph
Balzer, cond. 12-in. ROYALE 1393 (with
Suite No. 1). $1.89.]

SUITE NO. 4, IN D, BWV 1069 (6 Edi-
tions)
In the slow section of Balzer’s Overture
there is an attempt to reproduce the
sharper rhythms of baroque practice, but
it is not as thorough or as convincing here
as in the Prohaska version and it results
in some rather ragged playing. Otherwise
this performance is not outstanding and
the sound is dry. Scherchen takes it upon
himself to add a descending bassoon line
in a portion of the Gavotte.
—Prohaska, in VANGUARD BG s530/31I.
—Scherchen, on  WESTMINSTER WN
18013,
—Reiner, in RCA VICTOR LM Go1a2.
—Hewitt, on HAYDN HSL 91.
—Klemperer, on ANGEL 35234.
—Berlin  Symphony  Orchestra, Joseph
Balzer, cond. 12-in. ROYALE 1438 (with
Brandenburg Concerto No. 3). $1.80.

MUSIKALISCHES OPFER

MusICAL OFFERING, BWV 1079 (3 Edi-
tions)
What an endlessly fascinating composition
this is! One never ceases to marvel at it,
not merely because of what Bach does with
the theme supplied by Frederick the Great
— he stretches it, he contracts it, he stands
it on its head, he works it backwards, he
builds a whole tric sonata around it, he
subjects it to all sorts of fugal procedures
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— but because the result of all this contra-

puntal ingenuity happens to be deeply
affecting music as well. Bach indicated
the instrumentation for only three of

the thirteen sections. Each of the present
versions uses a somewhat different instru-
mental layout. Another problem that has
concerned musicologists is the proper order
of the sections, which was not clear in
the first edition. The solution this listener
finds most convincing is that offered by
Hans T. David in his admirable edition of
the work. David places the trio sonata in
the center, flanked on each side by five
canons, with the three-part ricercar at the
beginning and the six-part ricercar at
the end. Minchinger's version follows
David’s suggestions about instrumentation
in most respects, and the only radical de-
parture from David’s text is in the con-
ductor’s solution of the four-part puzzle
canon—a solution that sounds quite
plausible. This performance is live, intel-
ligent, and musical. So is the Scherchen,
which employs an edition by Roger Vuataz.
Three of the canons are worked out dif-
ferently here from the way in which they
are presented by David; in at least one
case the David seems to me better. Neither
Miinchinger nor Scherchen follows David’s
structural layout. Both lump the three-part
ricercar and all ten canons on one side
of the disk and the trio sonata and six-part
ricercar on the other side. The Ghedini,
orchestrated by the conductor, is an old-
fashioned overblown transcription, with an
opening brass fanfare, two pianos, sugary
violin solos, and so on. It is about as far
away from the spirit of Bach as it is
possible to be while still using most of
his notes.

—Stuttgart Chamber  Orchestra, Karl
Miunchinger, cond. 12-in. LONDON LL
1181. $3.08.

—Camillo Wanausek, flute; F. Wachter,
oboe; J. Noblinger, English horn; F Kil-
linger, bassoon; G. Swoboda, A. Bog,
violins; A. Kreiner, viola; V. Gorlich,
cello; Kurt Rapf, harpsichord; Hermann
Scherchen, cond. 12-in. WESTMINSTER
wL 5070. $2.99.

—Scarlatti Orchestra di Napoli, Giorgio
Ghedini, cond. 12-in. COLOSSEUM CLPS
1044. $3.98.

MusICAL OFFERING — EXCERPTS (1 Edi-
tion)

The three-part ricercar, in an effective per-
formance for piano solo; the trio sonata
in the instrumentation prescribed by Bach
(flute, violin, and continuo); and the six-
part ricercar, played by strings.

—J. Wummer, flute; A. Schneider, O.
Pernel, violins; M. Thomas, K. Tuttle, vio-
las; L. Teraspulsky, D. Saidenberg, cellos;
J. Rotenberg, bass; L. Mannes, piano. 12-
in. COLUMBIA ML 4347 (with Branden-
burg Concerto No. 6). $3.98.

DIE KUNST DER FUGE

THE ART OF THE FUGUE, BWV 1080 (4
Editions)
It is astonishing to realize that this great
work, which was published less than a year
after Bach's death, was apparently not
performed in public until 1927. True, no
one knew how Bach intended it to be
performed: in the manuscript it is written
mostly on four staves, with no indication
of what instrument or instruments are
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to play it, and the last fugue breaks off
before it is finished. To the nineteenth
century this masterpiece, which is not only
the epitome of the application of the
fugue principle to a single theme but pro-
foundly moving music, was a cold, abstract
affair, suitable only for purposes of study.
It was only in our own time that scholars
began to try to bring the printed notes
to life; and so it is that each of these
four versions represents a transcription by
a living musician. And there are a number
of other transcriptions, published but un-
recorded. Not only the instrumentation but
the order of the sections is unknown. Many
editors have proposed many different solu-
tions, each with some logic but none with
enough to win any great number of ad-
herents. This, too, is reflected in the
present performances: no two of them use
the same pattern.

All four have solid values. A choice
among them will probably be largely deter-
mined by a preference for one medium
over others. My own inclination is towards
the Redel. To me this contrapuntal music
calls for the utmost linear clarity, and this
Redel (who conducts his own transcrip-
tion) supplies in the fugues, using the
clearly differentiated but warm and homo-
geneous voices of the string body, and
adding oboes and bassoons occasionally in
somewhat the same manner as a discreet
organist would add reed stops. For the
canons, however, he employs sometimes the
harpsichord and sometimes an organ, a
procedure which may be legitimate enough
but which sounds dull and mechanical here.
Moreover, unlike the others, he includes
two fugues for harpsichords (No. 2 on
Side 4) that are only Bach's arrangements
of the preceding Fugue XIII.

Scherchen uses a transcription by Roger
Vuataz for strings and woodwinds, the
latter including only those with which Bach
was familiar. Much of this is very fine,
but Fugue IV sounds a little sleepy; VIII
and IX seem somewhat overorchestrated;
and the bassoon has some trouble with
high notes in the Canon at the Octave.
The Dichlers play sensitively a transcrip-
tion for two pianos by Bruno Seidlhofer.
The only objection to this (if you don’t
mind pianos in this music) is that the
transcriber has added octaves above and
below which sometimes weaken a melodic
climax by anticipating the register in which
it occurs. The same objection holds in
the transcription for harpsichord made by
Leonhardt. The polyphony is least clear
here, the effect, for example, of Bach's
occasional long-held notes being impossible
to obtain on this instrument. Leonhardt,
for some reason, breaks off the last fugue
seven measures before Bach did. The
microphone was apparently too close to
the harpsichord in this recording. The
Dichler, incidentally, is the only version
that includes the chorale that was appended
to the work after Bach’s death.
—Orchestre de Chambre Pro-Arte, Kurt
Redel, cond. Two 12-in. WESTMINSTER
WAL 220. $5.98.

—Radio Orchestra of Beromiinster, Her-
mann Scherchen, cond. Three 12-in.
LONDON LLA 2. $11.94.

—Josef and Grete Dichler, pianos. Two
12-in. WESTMINSTER WAL 215. $5.98.
—Gustav  Leonhardt, harpsichord. Two
12-in. VANGUARD BG 532/33. $9.90.
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EVERY DAY
EVERY WEEK
EVERY MONTH

more and more discriminating music
listeners, owners of high fidelity equip-
ment, looking for perfect copies of Long
Playing Records, are discovering the
outstanding personal mail order record
service of

THE MUSIC BOX

A unique mail order service which
guarantees that:

% Every record mailed is a brand
new, factory fresh, unplayed copy.
Every record mailed is most care-
fully inspected for visible imperfec-
tions. Every possible flaw is care-
fully spot checked, on the finest
equipment, and records that do not
conform to our rigid standards are
rejected.

% Every record is dusted, cleaned and
enclosed in a polyethylene envelope,
to protect it from possible dust
damage, while in transit.

% Every record is carefully packed, to
reach you in absolutely perfect
condition.

% Every order over $6.00 is mailed
POSTAGE FREE anywhere in
the U. S. A. On orders of less than
$6.00, please add 40c to cover mail-
ing charges.

% Our service is fast, prompt and
courteous.

% All records are sold at the manu-
facturer’s suggested list price only.

% We can supply you with any LP,
on any label, IF it is currently
available.

% THE MUSIC BOX is devoted to
mail orders exclusively. The gen-
eral public do not have any access
to our stock, which is handled only
by two people.

% When ordering, simply list the
records needed, plus your check or
money order to cover their cost. To
avoid delay, list substitutes, since
we will never make substitutions,
without your written permission.
Sorry . .. no C. O. D.’s.

*

e Wusic Pox

MAIN STREET
GREAT BARRINGTON, MASS.
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“there’s only
one way
to prove 1t..”

a FREE
HOME
TRIAL

of

AMPEX STEREOPHONIIC sSOUND*

**Sure —we know that stereophonic sound is the
biggest thing in high fidelity, and it sounds great in the store, but
we were interested in how the Ampex 612 Stereophonic Sound
System performed in our own living room.

‘A free home trial of the 612 proved overwhelming ! What a differ-
ence Ampex stereophony made — depth and clarity that give you
a real sense of actually being at the performance. And the surpris-
ing thing is that such big clean sound can come from such compact

equipment. My wife is really pleased because we’re one hi-fi family
that won't have to re-design our living room in order to enjoy good
listening.

*‘Believe me — there’s nothing beyond the fidelity of the 612 ex-
cept two tickets to the concert hall. But don't take my word. The
only way to prove it is to hear it yourself on an Ampex Free
Home Trial.

. incidentally, we're buying ours on the Ampex Time Pay Plan.'

ASK YOUR AMPEX DEALER FOR A FREE HOME TRIAL— WITHOUT OBLIGATION

*The Ampex 612 system consists of

o tope phonagraph and two amplifier-
speakers. Plays full-track, half-track and
two-track stereophonic tapes. Available

AMPEX

Dealers in principal cities (see your local
Telephone Directory under ‘“Recording Equipment’’).
Canadian disiribution by Ampex American.

SIGNATURE OF PERFECTION iN SOUND

in handsome hardwood cabinets with

either blonde or brunette finish CORPORATION

934 Charter Street * Redwood City, California
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the Tape Deck

by R. D. Darrell

T WAS a few months short of thirty

years ago that I first ventured into print
as a record reviewer, in Vol. I, No. 1
of the pioneer American magazine devoted
exclusively to music on disks — the now-
long-defunct Phonograph Monthly Review.
And by curious if blind coincidence, one
of the works I wrote about then, Berlioz’s
Symphonie  fantastiqgue  (conducted by
Weingartner for Columbia, in the first
electrical recording of a complete sym-
phony), confronts me again today (now
in Munch’s RCA Victor “stereo” version)
among the initial releases received for
discussion in this newly launched HIGH
FIDELITY column devoted exclusively to
tape recordings.

“Déja vw!” 1 mutter almost supersti-
tiously into my beard, and “Plus ¢a change,
plus c'est la méme chose. . . ." Of course
there are tremendous differences in both
recorded sound qualities and standards of
home reproduction, to say nothing of my
own musical and audio philosophies. Yet
the supreme significance of magnetic tape
recording of today strikes me as much the
same as that of the then equally novel and
miraculous electrical disk recording of
1926: it can be above all else a galvanizing
stimulus to our ears, imaginations, and
listening appetites. For magnificent as
many current LPs may be, and aurally
satisfying as contemporary high-fidelity
disk reproduction is at its best, too many
listeners have begun to take these
high merits smugly for granted. Something
almost revolutionary is needed, above and
beyond continued technological advances,
to bring — as I wrote long ago of electrical
recording’s bringing — “new thrills to even
the most hardened phonograph enthusiast.”
And surely the strongest candidate for
that reanimating function is music on
tape, perhaps especially in its quasi-multi-
dimensionality of stereo sound.

Now, my personal metamorphosis into
a tape reporter, if not evangelist, may ap-
pear to some of my fellow discophiles as
the act of an unprincipled renegade; while
pioneer tape enthusiasts who are familiar
with some of my earlier writings on this
subject are quite justified in suspecting the
“conversion” of an admitted Doubting
Thomas where both tape in general and
two-channel “stereophony” in particular
are concerned. Nevertheless, 1 sincerely
believe that I have neither renounced my
allegiance to disks nor abandoned my
skeptical attitude toward many of the
more outrageously ballyhooed magnetic
"miracles.” Instead, I'm bold enough to
argue that such perhaps die-hard prejudices
may well be actually advantageous to an
observer of the contemporary recorded-tape
scene, since they reflect to a considerable
extent the characteristic psychology of the
disk-connoisseurs who must finally make
up the tape market.

To them, as to me, tape represents a
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challenge that is nearly as much resented
as welcomed. . . a new medium which so
far at least seems to have promised far
more than it actually has delivered. . . an
unfamiliar mode of listening which can be
accepted only if one is prepared to pay a
seemingly exorbitant price —in the time
and thought required to cope with radi-
cally different techniques, as well as for the
costly tapes themselves and the still more
costly equipment needed to reproduce them
properly. 1 can't honestly minimize the
vexing problems or expenses involved, nor
guarantee that our home (7.5 ips) tape-
reproduction will invariably be superior to
that of disks, or, even if so, demonstrably
worth the extra expenditures required. The
only assurances | can give (at this early
stage of my own odyssey) is that any
experimentation we are willing to under-
take with tape recordings can be great—
and incredibly fascinating — fun; that it
is sure to prove incalculably stimulating;
and that there’'s a better than fair chance
of its proving to be richly re“ral}ling.

Mirages and Realities

But if tape recordings are to capitalize on
their current vogue and permanently es-
tablish themselves in the musical lives of
more than a small fanatical or sophisticated
“elite,” there must be some debunking of
the misconceptions which their first pro-
moters have heedlessly or deliberately en-
couraged. At the same time, the indis-
putable and sometimes unique advantages
of tape must be made more convincingly
apparent than they have been so far.

I don’t know how many others share my
own annoyance over the looseness of much
current tape terminology, but I'm sure that
some must find “pre-recorded” as ridi-
culously redundant as I do. A reel of
tape is either blank or a recording has been
made on it. The useful distinction here is
mainly that between amateur or home-
made tape recordings, from live perform-
ances, broadcasts, or disks, and commer-
cially made and distributed tape recordings,
duplicated from the master tapes which
usually also serve as the master-sources of
commercial disks.

And I for one object even more violently
to the misuse of “binaural” for two-channel
sound recordings which are not exclusively
intended for reproduction through head-
phones. On the other hand, true stereo-
phonic sound implies, for me at least, a
minimum of three channels — which
would leave the fast-growing two-channel
home systems nameless, except for such
circumlocutions as “'quasi-stereophonic,” if
no acceptable substitute were available.
Fortunately one is. And it boasts both the
justification and the popularity of analo-
gous photographic usage. Moreover it's as

Continued on next page
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Series 20 |
CONCERTONE CUSTOM
TAPE RECORDER

Only tape recorder with all these
professional features:

1\\\_ %]

3 Heads — for instantaneous moni-
toring from the tape while record-
ing. Space for 2 extra heads for
sound-on-sound, stereo recording,
echo effects, etc.

All reel sizes up te 10%2"— No
adapters necessary. Record and
playback up to 12 hours of unin-
terrupted music.

A-B Test fader —compare original
sound with recorded sound while
making recording. Permits accurate
comparison.

Cueing and editing—simplest, fast-
est, most accurate means of locat-
ing tape at exact desired spot for
splicing and cutting.

4Y2” metal signal lever meter —
eliminates guesswork in recording
by accurately measuring input sig-
nal and output signal. Measures
bias level.

e ot e e

CHOICE OF 9 MODELS IN: Full or Half Track
Stereo
Sound-on-Sound
Playback only

Models available for custom iustallatiou, in hand-

some hardwood cabinets or in newly styled carry-
ing cases.

See your Concertone d'strihutor for a demwonstra-
tion of these new models and find out why the Con-
certone is the personal choice of leading audio
manufacturers .. and the first choice of audiophiles
too, according to a recent survey. For detaited
literature write to Department 4-MY.

Brﬂaﬁﬁ&» @mwﬁfm

Audio Division of American Electronics, Inc.
655 West Washington Bivd., Los Angeles 15, Calif.

FOR INDUSTRIAL REQUIREMENTS CONSULT RECORDATA OIVISION
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The Citation, finest port-
able tape recorder in the
moderate-price field,

is as modern and hand-
some in design as it is
rich and clear in faithful
reproduction,

More important, the
Citation makes it possible
for you to afford profes-
sional levels of full
frequency and undistorted
fidelity — with features
usually found only in tape
recorders for professional

use,

Before you decide, see the
Citation, To be convinced,
hear the Citation.

Write for full information, or ask
your Magnecord dealer for o
demonstration. He's listed in the
classified telephone directory
under '‘Recorders.”

e R A A
& R &

‘@ 3 o )7'%(% B »s :
Maognecord,inc
gﬁéﬁ%?;mak@e e

3
" 71101 $; KILBOURN AVE,
TUTEHICAGD 24, ILLINOIS

2.3
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crisp and catchy as "hi-i” iwelf: stereo,
which you may consider an abbreviation of
stereophonic if you insist, but in any case
serves admirably as a distinctive term for
a mode of sound reproduction we're all
going to have to reckon with, if not per-
sonally utilize, in the future.

I won’t bother here with ignorant fears
that tape recordings signal the early — or
even eventual — doom of disks, or that
stereo sound will make single-channel sys-
tems obsolete in any proximate future,
since, the commercial success of the new
types of recording and players can be
ensured only by the substantial support of
the present host of disk and broadcast lis-
teners, not many of whom will entirely
abandon their present cherished program
materials and systems. The real “selling”
point for tape and stereo is that they offer
striking extensions of our present listening
potentialities — extensions  which  many
music lovers will not or cannot take ad-
vantage of, which some will concentrate
on (unwisely, 1 feel) exclusively, but
which many others will exploit, along with
all the other available media, to the best
of their ability.

For myself, I'm confident that disks will
continue to supply a large part of my
listening-for-pleasure, but I've already dis-
covered that certain musical works and
many “display” types of wide-range re-
cording make an even more effective im-
pact, and seem less susceptible to distrac-
tions and deteriorations, via tapes. [ still
won't claim that, given the best in disk
surfaces and playback equipment, a ‘good
LP can’t be reproduced as well as a 7.5-ips
dual-track tape, but in actual practice I
must frankly concede that it often seems
easier to get continued optimum perform-
ance from tapes. Among the first releases
sent me for review there are Phonotapes
of two Vox recordings I happen to know
exceedingly well in their earlier diskings:
the Ravel program by Leibowitz, in which
the Alborado del gracioso long served as
one of my best transient-response test
pieces, and the Spotlight on Percussion,
which 1 have favored more recently for
the same purpose. Yet now that I know
the tapes, I find it increasingly irksome
to tolerate the signs of wear that are
becoming more and more distracting in
my heavily played disk versions. I still
claim that such surface deteriorations might
have been avoided by more careful
handling and cleaning, but the sad fact
is that I just don't go to that trouble,
and hence am particularly grateful for the
easier handling (in this respect) of the
tapes —as well as for their lowered in-
herent background noise and consequent
broadened dynamic range.

Unfortunately, I'm not yet set up at
home (although I expect soon to be) for
adequate stereo reproduction, so I can’t
anticipate how I'll react to it after the
close acquaintanceship that can be acquired
only in familiar acoustical environments
and over a considerable period of time.
All I can say now is that while all of
the early demonstrations of stereo left me
lukewarm at best (in marked contrast to
the fabulous effect of three-channel stereo-
phony in the memorable Stokowski-Bell
Laboratories concerts of long ago), I began
to get much more sympathetically in-
terested at the Ampex 612 unveiling last

summer and the Sonotape-Westminster
demonstrations of Weinrich's Bach per-
formances at the Audio Fair last fall.
And more recently, when | was given
an opportunity to "preview’ RCA Victor’s
imposing six-item, all stereo April tape
release, I heard-— along with some pas-
sages which reawakened my old doubts —
others which came close to sweeping me
off my normally steady feet! The excerpts
I heard then from Reiner's Bartdk Con-
certo for Orchestra and Monteux’s Tchai-
kovsky Pathétique literally made chills
run up my spine in a way only my greatest
moments in sonic experience ever have
done before. I'm keeping my fingers
crossed until T can test out all these tapes
in my own living room, but if the best
of them succeed even partially in dupli-
cating their first truly sensational impact,
my conversion to stereo sound is sure to be
no less whole-hearted than it has been
slow and reluctant. Maybe the old adage
will have to be revised to: An old dog
can be taught new tricks —it just takes
longer and better teaching. . . .

“Coming Soon to This Theater!”

Anyway, I'm eagerly anticipating facing
and reporting on my tape adventures, stereo
and otherwise, in more specific detail in
forthcoming columns. 1 had hoped to
begin here with at least a few actual re-
views, but time exigencies, the difficulties
of setting up equipment and accurate
equalization facilities, and the accumulation
of review samples from a representative
number of recorded-tape manufacturers —
to say nothing of getting off my chest the
foregoing confessions of a tyro tape enthu-
siast— have all conspired to delay matters.
But happily a considerable variety of cur-
rent tapes is promised to be on the way,
and since at least several of the major
manufacturers are now or shortly planning
regular monthly, rather than sporadic, re-
lease schedules, the job of systematic re-
viewing should start getting under way
next month.

It remains to be seen, of course, to
what extent the present readership is genu-
inely interested in more extended tape
news and reviews, and in my own un-
inhibitedly personal slants on them. Per-
haps many audiophiles have shared my
previous — and still not entirely expunged
— dubiety about the role recorded tape can,
or will, play in our lives, obstinately pro-
claiming with Coleridge that our minds
are "in a state of doubt as to . . . mag-
netism.” But I hope I'll be able to com-
municate some of the electrifying fun I'm
now enjoying in attempting to substantiate
—or eliminate — such doubts once and
for all.

At the very least, tape recordings and
stereo sound are eminently newsworthy, in
high vogue, and extravagantly promising.
If they still have to establish irrefutable
claim to more profound appeals, they de-
serve the tairest possible chance to translate
their theoretical potentialities into practi-
cable realities. Like Hamlet, we anxiously
demand of tape —

Be thou a spirit of health or goblin

damn’d?

Bring with thee airs from heaven or

blasts from hell?
We'll never be sure until we find out for
ourselves.
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TESTED IN THE HOME :sn TR
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Equipment reports appearing in this section are prepared by members of HIGH FIDELITY'S staff, on the basis of actual use in
conjunction with a home music system, and the resulting subjective evaluations of equipment are expressed as the opinions of the
reviewer only. Reports are usually restricted to items of general interest, and no attempt is made to report on items that are ob-
viously not designed primarily for high fidelity applications. Each report is sent to the manufacturer before publication; be is free
to correct the specifications paragraph, to add a comment at the end of the report, or to request that it be deferred (pending changes
in bis product) or not be published. He may not, however, change the report. Failure of a new product to appear in TITH may mean
either that it has not been submitted for review, or that it was submitted and was found to be unsatisfactory. These reports
may not be quoted or reproduced, in part or in whole, for any purpose whatsoever, without written permission from the publisher.

Sound Sales Tri-Channel
System

SPECIFICATIONS (furnished by manufacturer): a
complete integrated system consisting of a control
unit, three-channel amplifier system, and three-
way speaker system. Frequency response: 25 to
25,000 cycles. Harmonic distortion: negligible.
Intermodulation distortion: unmeasurable Hum
ond noise: —80 db. CONTROL UNIT — Inputs: total
of five, three at high-level high-impedance for
Radio 1, Radio 2, and Tape Playback; two at low-
level high-impedance for magnetic Phono and
Microphone. Controls: input selector and equalizer
(Microphone, Radio 1, Radio-1-Tape Out, Radio 2,
Radio-2-Tape Out, Tape Playback, Phono: 78
BRIT., 78 FFRR, 78LP, LP 78 NAB, LP DECCA,
LP HMV); mid-range level; bass level; treble level;
high-frequency cutoff (Flat, 9 ke, 7 ke, 4 ko)
master volume and AC power. Outputs: two to
tape recorder input. Speakers in enclosure: 2—12-in.
dual-suspension auditorium woofers; 12-in. dual-
suspension mid-range speaker; electrostatic tweeter.
Amplifiers: 30 watts to woofers; 12 watts to mid-
range speaker; 1 watt to tweeter. Enclosure dimen-
sions: 43 in. wide by 25 wide by 31 high. Price:
$795.00, complete. MANUFACTURER: Sound Sales
Limited, Farnham, Surrey, England. DISTRIBUTOR:
Ercona Corporation, Electronic Division, 551 Fifth
Avenue, New York 17, N. Y.

It now becomes necessary to discard the
word “system” and find a new one. There
have been speaker systems — matched en-
closures and speakers. There have been
amplifier systems. But this is the first
integrated preamplifier-amplifier-speaker-
enclosure system, of commercial manufac-
ture that | have worked with. The
results indicate that integration of this type
may well be the next development that
is just around the high fidelity corner. It
seems to be a logical development.

It is well established that, to cover the
audible spectrum with optimum results,
two or more speakers are necessary. Nowa-
days, one speaker will do surprisingly well,
but two are better. Three are likely to
be still better, and, theoretically at least,
the more the merrier. Several manufac-
urers of speaker systems divide the audible
range into four segments, so that each
speaker can be optimized in a relatively
narrow band of frequencies.

We can move a step closer to perfection
if the enclosure is carefully matched to
the speakers in such a multiple-speaker
system. And still another step forward can
be achieved by driving each speaker with
a separate amplifier. Only in this way can
the refinements of modern amplifiers be

MaAy 1956

passed on fully to the speakers; if a divid-
ing network is inserted between an am-
plifier and two or more speakers (to divide
the total range into two or more bands),
some — and perhaps many — of the bene-
fits of amplifier damping are lost. This
whole matter was discussed some years
ago in HIGH FIDELITY (November-Decem-
ber 1952 issue), when Roy Allison wrote
about a biamplifier system.

The Sound Sales “‘system”™ is a tri-
amplifier system. The speaker system
is divided into three bands. Two 12-in.
woofers carry the frequencies up to 250
cycles. A single, wide-range 12-in. unit
covers from about 200 to about 12,000
cycles. An electrostatic tweeter (single-
ended, phased variety) picks up at about
10,000 ¢ps and goes on out 0 25,000 Cps
or so.

The enclosure is maximized for these
speakers in their respective ranges — and
I mean maximized. The enclosure is small,
compared to many now on the American
market; the pair of 12-in. woofers can be
expected to do well but not startlingly.
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The Tri-Channel preamp-control unit.

This expectation is flat-footedly wrong;
they do startlingly. Using an oscillator as
a sound source, this system went smoothly
and evenly right down to 30 cycles! The
enclosure design is too complex to be dis-
cussed here; suffice it to say that both
12-inchers radiate directly but their rears
are interconnected by a long, labyrinthine
path which produces a push-pull effect.
The mid-range 12-in. unit is smooth
and ample; on the bright side with con-
siderable crispness and excellent projection.
The tweeter is barely audible except in

the extreme high range where it adds a
nice shimmer.

Now then, we have a speaker system
consisting of four speakers arranged to
cover three bands of frequencies, in an

b )

The three-way speaker system section.

unusual and effective enclosure of relatively
small size. To this is added a power am-
plifier specifically designed for this speaker
system. There are three separate power
amplifiers, on two chassis. A 30-watt unit
(British rating) drives the woofers; an-
other of 12 wartts handles the frequencies
from 200 to 12,000 cycles, and a tiny
1-wart amplifier (on the bigger chassis)
drives the tweeter. And finally — inte-
gration — there is a special preamplifier-
control unit, which looks normal at first
glance — bur isn’t! The two big knobs
are standard; the one ar the left is input
selection (with some novel variations),
and the one at the right is a standard
volume control (not loudness). The small
one at the upper right in the center cluster
appears on many British units: it is a
sharp cut-off filter for the highs. But
the other three, which look like tone con-
trols, aren’t— there aren’t any tone con-
trols. These three knobs are, in effect,
input level controls for the three amplifiers.
If they are turned fully counter-clockwise,
there is no sound, regardless of the position
of the main volume control. The one in

Continued on next page
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the lower right hand corner is marked
TREBLE. Turn this clockwise, and the
electrostatic tweeter comes in. Unlike a
tone control, this does not make the re-
sponse curve tip up or down, giving in-
creasing highs as frequency increases. This
control brings in the entire band of fre-

i ; . . sy

Two Chassis handle the three bands.

quencies handled by the tweeter — from
10,000 cps on up — with equal emphasis
to all frequencies in that band.

Similarily, the small knob at the lower
left (marked BASS) regulates the level of
the sound to the amplifier which drives
the two 12-in. woofers. Thus, if you turn
this knob up part way, it will increase
the loudness of a so-cycle sound by, let's
say, 40%. It will also increase the loudness
of a 150-cycle sound by the same 40%.
A tone control would raise the so-cycle
sound by, say, 80% while raising the
150-cycle sound only 40%. Tone controls
may be said to have a tapering effect.
These controls do nor.

The last of the three controls, in the
upper left corner of the cluster, is marked
NORMAL and adjusts the level of the
frequency band from 200 to 12,000 cycles.
(Of course, the three bands blend together
smoothly; there is no sharp demarcation
as might be indicated by my use of specific
frequencies. The crossovers are at about
200 and 11,000 cycles.)

And how does it sound? Highly listen-
able. As mentioned earlier, the bass is
exceptional, considering the size of the
cabinet and the fact that only two 12-in.
woofers are used. Sound is brilliant aad
crisp, with plenty of presence, but the
presence is not unpleasantly obtrusive and
can be adjusted by the NORMAL control
within a wide range. The electrostatic
tweeter is sharp, but it can be cut out
completely or adjusted to give the barest
shimmer to .brasses, etc. The sound has
exceptional clarity and separation between
instruments; this, I believe, is a direct
result of utilizing the tri-amplifier ap-
proach, and is probably the outstanding
benefit achieved by this method. The
sound also has unusual breadth and body,
due probably to several factors, including
enclosure design. But some of it is prob-
ably due to the separate low-frequency
amplifier. For example, as this is being
written 1 am listening to a concerto for
piano; the low piano notes, and the bass
viols, have a distinctness from the rest
of the orchestral sound —they do not
merge with it and "mumble” — which is
decidedly unusual.
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Thus basically: | approve strongly of
the idea, and the execution of the idea
sounds fine.

I have had to use so much space to
describe the basic and unusual principles
of this “system” that [ can touch only
briefly on the features of the preamplifier-
control unit. It has a low-level, flat channel
for high impedance microphone; two (or
three) high-level channels, for radio,
TV; the third is intended for playback
from a tape recorder but can be used
also for radio or other high level input.
There is a single magnetic phono channel;
by American standards, gain is not quite
enough. The cartridge should have, ac-
cording to the manufacturers, an output
of about 20 millivolts. This is a bit higher
than some popular units now on the
market; a transformer is the answer.

The input selector knob has six positions
of equalization, unfortunately (for us)
marked in terms of British records. The
instruction manual indicates which ones
match the standard U. S. curves, but the
basic instruction is probably wise: experi-
ment for the sound you like best.

There is a tape output connection. This
is inoperative on the phono and micro-
phone channels; it is operative on the
two high-level channels. The selector
switch actually has two positions for each
of the two high level (or radio) channels.
One position, for each channel, activates
the tape output connection; the other posi-
tion kills the tape output.— Finally, one
unusual feature of the input selector knob:
it does not have a stop, so you can turn
it round and round.

Miscellany: input connections are made
by means of screw terminals of neat
British design. My first reaction was
strongly unfavorable — all my cables seem
to have standard phono plugs on them —-
but then 1 realized it was much easier
to attach a piece of shielded wire lead
to a couple of screw terminals than to
solder one of those phono tips. Power
output connections are provided for oper-
ation of tuners, etc; this is standard
practice in England but rare in the U. S.

The unit I worked with was one of
the first two to be imported to the United
States; it did not include an AC on-off
switch. Subsequent imported models will,
I am told, have this switch on the master
volume control. Hum, even with a mag-
netic cartridge plus transformer, was in-
audible.

And a last word: this is an unusual
system, all the way through. Expect un-
usual results, and be willing to fiddle with
the three amplifier level controls, if I may
call them that, for quite a while until you
get a balance that suits you. Your incli-
nation will be to treat them like tone
controls. Remember that they behave in
quite a different fashion. Pull the NORMAL
control up to a good listening level, with
the volume control two-thirds to three-
quarters on. Then add body and fullness
by bringing up the BASS control. Given
just the right amount, sound is truly dis-
tinguished and impressive.— C. F.

MANUFACTURER’S COMMENT: Your report is quite
factual. You are quite correct in that the enclosure
design is complex, but it does make possible the
maximum performance of the speakers, and you
may be sure that if bhetter performance would
have Dbeen attainable by employing larger sized
units than the 12 in. dual suspension auditorium
units, they would have been used. Although you

state smooth and even bass response down to
30 cps, laboratory reports have substantiated that
we have reached as low as 20 ¢ps, and our claim of
25 is felt conservative. It is possible with this
system to obtain a quality of reproduction which
we believe cannot be approached by any existing
equipment or combination thereof presently being
marketed.

IFisher 80-C Control Unit

SPECIFICATIONS (furnished by manufacturer): a
self-powered preamplifier-mixer master audio con-
trol unit. Inputs: seven; three at high-level high-
impedance: one for constant-amplitude phono: one
for magnetic phono; one for microphone input;
and one for tape recorder playback head. Con-
trols: volume; loudness on-off; five channel-selector
push buttons; five independent input channel level
controls; bass turnover (AES, LP, RIAA-ORTHO,
NAB); treble rolloff (FLAT, AES, RIAA-ORTHO,
LP-NAB); bass (%15 db at 50 cps); treble (£ 15
db at 10,000 cps). Ovtputs: two cathode followers.
One to main amplifier, one to tape recorder.
Response: =£0.25 db from 20 to 20,000 cps; =2 db
from 10 to 100,000 cps. Distortion (intermodulation):
unmeasurable up to 5 volts output; 0.2% at
10 volts; 0.65% at 15 volts. Dimensions: 1234 in.
wide by 73 deep by 4} high. Tubes: 3—
12AX7, 12AU7. Price: chassis only, $99.50;
blonde or mahogany cabinet, $3.95 extra. MANU.
FACTURER: Fisher Radio Corp., 21-25 44th Drive,
Long Island City 1, N. Y.

Someone certainly did some daydreaming
here . . . and then built the dream. This
is quite a preamp! Don't really know
where to begin. Let's start on the front
panel. There are the usual separate tone
controls for bass and treble — the concen-
tric knobs at the right. There is a volume
control which combines on-off for line
current and a loudness on-off knob. Then
there are two lever switches, like those
which have appeared on earlier Fisher pre-
amp-control units.  These provide four
positions each of bass and of treble equaliza-
tion. At the bottom of the throw of each
lever is a position Jabeled TAPE.  More
about this in 2 minute.

In the center of the panel are five small
level control knobs, five pushbuttons, and

The 80-C

mixer-preamp-control  unit.

five pilot lights. The pushbuttons select
input channels; the lights indicate the
channel or channels selected. The level
controls operate in a double fashion: they
adjust the level into the input channel
but, since you can push two or more but-
tons at once and thereby select two or
more inputs, the level control knobs also
serve the purpose of mixers. For example:
suppose you are tape recording and want to
mix voice with music. Put on anappropriate
record; turn both MIC and pPHONO level
controls off. Push down both correspond-
ing channel selector buttons. Now, with
the tape recorder running, you bring up
the music, let it play, fade it down and
bring in the voice. You can blend them
together at any desired level by adjustment
of these level-mixer controls. Slick idea;

Continued on page 108
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one which the tape recorder enthusiasts will
definitely like.

Another worthwhile "'tape’” feature on this
unit is the tape playback position on the
two equalization controls.  When these
levers are pulled down to their bottom posi-
tions, the phono channel is cut out and the
tape playback channel is cut in. As every-
one knows, tape requires equalization. Some
of the equalization is accomplished in the
record phase, some in the playback phase.
This preamp is so arranged that you can
connect direct from the playback head! to the
tape input jack on the back of the chassis,
and secure this equalization. This means
that if you are interested only in playing
back tape, you need to purchase only a tape
transport mechanism. With the increasing
availability of pre-recorded tapes, more and
more people want playback equalization
only; with this preamp, they do not need to
pay extra for electronic components supplied
with most tape recorders to provide record
and playback equalization.

The playback equalization built into the
80-C consists mostly of bass boost, and is
said to be that required by NARTB standards.
These standards apply to 15 ips tapes; ac
the time of writing this report, no playback
standard had been set for 7Y ips tapes.
Many pre-recorded tapes will play back
properly through the Fisher; some will sound
a little thin in the bass end, but this can be
rectified to a certain extent by adjusting the
bass tone control.2

Now to the back of the chassis. To begin
with, there are three AC convenience outlets.
All three are controlled by the master on-
off-volume knob on the front panel. One is
for the amplifier. The other two outlets are
additionally switched by the pushburtron
channel selectors.  For example, one is
labeled TUNER. This AC outlet does not go
on unless the tuner pushbutton on the front
panel is depressed. This is another excellent
idea; I have always thought it wasteful to
have a tuner burning up electricity, tubes,
and components while playing the phono-
graph, yet that is the way most of the con-
venience outlets on preamp-control units
operate. The third AC outlet is tied in to
the AUX 1 pushbutton.

Then there are nine standard jacks. Two
are for outputs; one of these is for the am-
plifier and one for connection to a tape re-
corder. The latter is not affected by volume
or tone controls. Both are cathode follower
outputs. For this reason, the length of cable
attached to them is not important.

There is a TAPE channel, which is for the
playback head lead, as discussed earlier.
There are two phono inputs, one for mag-
netic cartridges and the other for constant
amplitude units such as ceramics, crystals,
and FM cartridges. These two inputs cannot
be used simultaneously, since there is only
one basic phono channel.

The magnetic phono channel has a
47,000 ohm load; cartridges requiring other
loads than this will operate best if the in-
ternal resistor is changed or if one is added

!These leads should be kept as short as possible

3See ‘‘Manufacturer’s Comment.”
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outside the preamp to bring the load to the
correct amount.3

I bring up these points because the 8o0-C
is unusually free of distortion, but improper
connection of input devices could bring
about distortion or incorrect equalization,
which would not be the fault of the 8o-C.
The sound output of the Fisher unit is super-
lative.  Definition on complex orchestral
passages is unusually good and there is a
solid, brilliant feel to it.

All in all —and at a price of $99.50 —
this is (to put it colloquizlly) quite a piece
of goods! — C. F.

38ee ‘“Manufacturer’s Comment.”

MANUFACTURER'S COMMENT: (1) The character-
istics of the tape equalization network were arrived
at by having it match the majority of currently
available pre-recorded tapes.

(2) Operating and Installation Instructions sup-
plied with the 80-C describe the correct resistor
to be used with each of the major makes of car-
tridges.

Fenton Perpetuum-Ebner
Rex Changer

DESCRIPTION: a three-speed record changer which
plays 10 records of any size from 6 to 12 in., inter-
mixed and in any sequence. Speeds: 33.3, 45, 78
rpm. AC supply: 110/125 or 220/240 volts, select-
able by switch; and 50 or 60 cycles, using different
drive gulleys. Dimensions (with 12-in. record on
turntable): 1334 in. wide by 11 7/8 deep, over-all.
534 in. required from motor board to top of spindle.
3 in. required from top surface of motor board to
bottom of changer mechanism. Price: $59.50.
DISTRIBUTOR: The Fenton Co., 15 Moore Street,
New York 4, N. Y.

This is one of the most unusual record
changers I've examined for some time, and
I must say I was impressed with a few of
its features.

Probably the most remarkable thing about
it is its simplicity. Considering what it
can do, it has very few moving parts, and
none of them looks as if it would get out of
order with normal use.

The changer can be loaded with a stack
of up to ten records, in any mixture of sizes,
and the pile is then topped with a heavy,
dish-shaped weight which holds the records
level. To start the mechanism, you slide a
lever beside the pickup arm toward the rear
of the changer until the turatable has made
two revolutions, and then it goes into action.

First the pickup arm lifts from its rest,
and the bottom record on the stack drops
about a half-inch down the spindle and
hangs there at an angle, with the edge of
the disk that is toward the pickup hanging
about four inches above the turntable. The
pickup then moves inward until it meets
the edge of the half-dropped record, and
then the record drops onto the turntable,
leaving the pickup arm suspended where
it came to rest at the edge of the disk. Next,
the arm moves inward about 5/8 of an inch
to put the stylus just a little farcher toward
the center than was the edge of the arm,
and it is lowered squarely into the record’s
lead-in groove. It doesn’t matter what size
the record is; the pickup unerringly sets
down in the lead-in groove.

This arrangement will even work with
odd-sized pre-electric recordings, most of
which lack lead-in grooves. The inward
pull that always exists to some extent when
a stylus rides a record is sufficient to pull the
pickup into the first groove.

The arm is very free-moving, and since
it does not begin to activate the trip me-

chanism until it is well inco the final run-in
groove, friction against the groove walls is
kept at an absolute minimum at all times.
The changer will trip on any type of run-in
groove, be it a slow spiral or an eccentric
ring groove, and even if there is no run-in
at all, the inward pull that was mentioned
before will run the arm far enough after the
last groove to trip the mechanism. The
friction-clutch that drives the arm will slip
freely if the arm is held or twisted while
the changer is in cycle, so the likelihood of
the changer becoming jammed through
misuse is practically negligible.

After the entire stack has played through,
the pickup returns to its arm rest, depressing
a switch and shurtting off the mechanism.

The other two controls on the changer
panel are for speed change (which can be
effected while the unit is running), and a
sort of a tone control to provide three treble
rolloff positions from a crystal or ceramic
cartridge.  This tone control, which is lo-
cated at the left front corner of the changer’s
base, will not work with a magnetic pickup
(which has its own rolloff provisions in the
external preamplifier). If a magnetic cartridge
is used, the control should be set in the full
clockwise position. This setting cuts out
the resistor and capacitors from the pickup’s
output circuit.

The drop mechanism in the Fenton
changer is built into the center spindle,
which can be easily removed and replaced
with a short spindle for manual playing.
When so used, the arm is placed onto the
disk by hand, but when the side is finished
it returns to its rest as usual and shuts off
the unit. A nice feature about the trip
mechanism, though, is that even while it
remains effective in the Manual play mode,
it will not trip when you try to play a band

The Rex changer on its integral base.

near the inside of the recorded area. It
trips only in the standard run-in area.

The automatic spindle has a slot cut into
it to take the long moving levers which
drop the disks.

Speed regulation is very good, and rumble
is quite low. This may be largely due to
the fact that, according to the manufacturer.
the spring suspension between each unit
and its integral base frame is adjusted to
temove its resonance from the frequency of
the motor vibration. In its Off position. the
idler is left in light contact with the drive
pulley, but I doubt that the slight spring
tension exerted would be enough to cause
flats on the idler tire.

All in all, a really ingenious unit which
should find wide application where a good,
dependable changer is needed to play a
variety of old and new recordings.— J. G. H.

Continued on page 110
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symphony in sound

Sound by Stephens is always noteworthy when selecting the finest in superlative
speaker systems. Ddesigned, constructed, and tested by the pioneer sound engineers in high
fidelity equipment, the name Stephens stands for true fidelity with music listeners
the world over. Each pictured note represents quality speakers and components that
will insure the listener a true symphony in sound.
Stephens Tru-Sonic speaker systems are scientifically developed to
reproduce brilliant, artistic sound reproduction without fidelity
loss or distortion. From the designer’s table to your home or
business, Stephens speaker systems will provide flawless

and trouble free operation throughout the years.
~ Consult your Stephens dealer as to a recommended Tru-Sonie
y q 7?/[/} speaker system for your particular needs.

For name of dealer nearest you, write:

STEPHENS MANUFACTURING CORPORATION

8538 WARNER DRIVE / CULVER CITY, CALIFORNIA

CABLE ADDRESS: "MORHANEX" EXPORT ADDRESS 458 BROADWAY, NEW YORK 13, NEW YORK
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Heath SS-1 Loudspeaker
Kit

SPECIFICATIONS (furnished by manufacturer): a
two-way loudspeaker system supplied in complete
kit form. Frequency response: == 5 db. 50 to 12,000
cycles. Crossover: 1,600 cycles. Power rating: 25
watts program, 15 watts continuous. Nominal im-
pedance: 16 ohms. Cabinet: ducted-port bass re-
flex. Speakers: specially-designed Jensen 8-inch
woofer and compression-horn tweeter. Tweeter
level control at rear of enclosure. Dimensions:
11}4 in. high by 23 wide by 113{ deep. Price:
$39.95. MANUFACTURER: The Heath Company,
Benton Harbor, Mich.

To anyone who dislikes woodworking as
much as 1 do, this kit was a very pleasant
surprise. The Heath Speaker kit eliminates
all demands on one’s manual dexterity,
arriving on the user’s bench already pre-
cut, pre-sanded, and pre-drilled.

The first thing I noticed on unpacking
the SS-1 speaker kit was that all the small
parts (with the exception of screws, staples,
and other assorted bits of small hardware)
were wrapped in Kimsul, which is ideal
material for acoustic padding in speaker
cabinets. I was surprised then to find no
mention in the instruction manual about
installing the padding, so I omitted it for
the first series of listening tests.

As with all the other Heathkits [I've
encountered in the past, this one was easy
and straightforward in construction, and
came supplied with the usual step-by-step
instruction manual that leaves little room
for error or misunderstanding.

The whole job took me about 414 hours,
from the sealed carton to the completed
speaker system. But since 1 didn’t paint
it or attempt to add any additional finish-
ing, the estimated total time involved in
its construction by the average hobbyist
might run between five and twelve hours
(depending upon what kind of finish he
wanted). The only problem I ran into
was in mounting the small strip of ply-
wood that supports an internal shelf in
the cabinet. This strip is supposed to
take four screws into its edges, and the
piece 1 was supplied with must have been
poorly bonded, as it simply split apart
when the third screw was tightened. Small
bother, though the strip was easily
replaced by one of the same size from
my scrap pile.

The speakers that go into this small
cabinet are, according to the descriptive
literature, specially-designed Jensen units,
and while it still isn't quite clear to me
what special design considerations went
into them, it is audibly clear that they
are really excellent driver units. Initial
listening tests on the SS-1 were conducted
using tape as the signal source, and the
first thing that became evident was that
this system is zery nicely balanced. With
the tweeter level control (located at the
rear of the enclosure) adjusted for what
seemed to me like optimum balance, the
high end was quite smooth and wide-
range, but the middle and low-frequency
ranges were definitely disturbing. A spot
check with an audio oscillator showed at
least three bad peaks in the middle range,
and the low end had a definite wooden
coloration.

Adding the Kimsul padding that came
with the kit was all that was required to
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clear up both of these dithculties. All of
the Kimsul was used, being stapled to
all the large exposed inner surfaces of
the cabinet. There were enough staples
supplied (for attaching the grille cloth)
that after the cloth was attached there were
plenty left over for the internal padding,
which was applied in V5-inch thicknesses.

The improvement in sound was rather
remarkable. The SS-1 now covered the
major part of the audible spectrum with
surprising smoothness, and the two sources
of sound (the tweeter is located about
eight inches to one side of the woofer)
blended together quite well. At listening
distances of over three feet there was no
detectable tendency for the sound source
to “shift” from one side to the other as
the frequency of sound changed. The
Jensen driver units match each other very
well, with the result that the over-all sound
has a remarkable quality of “openness”
which I haven't heard from many very
large speaker systems.

The thing that impressed me the most
about this little system was that, even with
the tweeter’s level control turned up full.
there was very little tendency toward shrill-

The completed Heath SS-1 speaker Fit.

ness. The SS-1 was apparently designed
to have no “presence peak,” and I must
say I like it this way.

Smoothness in the high-frequency range
is quite good, very much better, in fact,
than I had come to expect from most com-
pression-type tweeters. Audible “fuzziness”
when playing worn LP records was quite
low, which verifies the impression of
smoothness that the tweeter gives from
ultra-clean program material.

The low end, of course, is no match for
a large horn-loaded or multiple-woofer
installation, but is quite good enough when
the speaker operates from a corner of the
room to give the sound a comfortable
amount of body and solidity.

It is hardly necessary to point out that
this speaker is not capable of matching
the performance capabilities of the Heath-
kit amplifiers, but for a little short of $40
and a few hours of construction the SS-1
offers performance that is going to be
very hard to match.—]J. G. H.
MANUFACTURER’S COMMENT: We carefully con-
sidered the problem of adding acoustic padding
ingide the 88-1 enclosure. A series of listening
tests by a small group of high-fidelity enthusiasts
was run. All types of program material were used.
The results showed no definite preference for
cither the padded or unpadded version, although
there is a definite difference in sound. as pointed
out. [In cases like this, Heath Company relies on
sound presgsure measurements and picks the con-
dition which appears more desirable. This was
done in the $S-1 design. One of the advantages in
building high-fidelity equipment in kit form is that
the constructor has very little fear about modifying

his equipment. since he is completely aware of
what makes it “‘tick.” We are happy that in this

case we had accidently furnished the malerials
used. And, because we respect the judgment of
thereviewer, we will carefully recheck our measure-
ments again — we could be wrong.

Axiom Eneclosures

SPECIFICATIONS (furnished by manufacturer): a
series of specially-designed loudspeaker enclosures
for one, two, or four speakers. The model 180 uses
a single Axiom 80; the 280, two Axiom 80s; the
480, four Axiom 80s; and the 172 accommodates
any good 12-in. speaker but is designed for the
Axiom 22. All four models incorporate the resist-
ance slots developed by Goodmans Industries,
Ltd., manufacturers of the Axiom line of speakers
and enclosures. Dimensions (width, height, depth,
respectively): Model 180, 23 7/8 in. by 16 by 18;
Model 280, 32 in. by 1634 by 20; Model 480,
35 7/8 in. by 1614 by 24; Model 172, 32 in. by 1614
by 20. Prices: Model 180, $66.00; Model 280,
$85.50; Model 480, $93.00; Model 172, $85.50.
SALES AGENT FOR U. S.: Rockbar Corp., 215 East
37th St., New York 16, N. Y.

This is one of the most difficult TITH re-
ports | have ever undertaken; if someone
had wanted to conjure up the ideal TITH-er's
nightmare, it couldn’t have been much
worse! Problem is, I had four speaker en-
closures to listen to; enclosures and speakers
were by the same manufacturer; all cabinets
were of identical design; two were of the
same size; three of them used identical
speakers. For the past several hours I have
been switching back and forth among the
tour systems, noting differences and trying
to think of descriptive adjectives.

The basic difference seems to be not in
the enclosures but in the speakers. The
Axiom 80 is more brilliant than the Axiom
22. Its low-middle and bass sound is more
subdued, relative to the middle highs, than
the 22; hence, from the 8os in their three
enclosures, you get a feeling of greater
presence and immediacy to the sound, and
a stronger sense of projection out of the
cabinet and into the room. The 22 gives a
richer sound, more mellow at first listening
but, in mid-wall locations, better balanced.
Put the 22 into a corner, and bass becomes
almost too heavy, whereas the 8o series
balance out rather nicely and the differences
between the one, two, and four-speaker
systems become apparent. If power levels
are maintained, the bass fills out as more
speakers are employed.

One would expect that the bass on the
four-8os system would be substantially

The Axiom 480 four-speaker enclosure.

better than with the single 8o. It is better;
but the four-8os system (these are 9l-in.
units) does not appear to have the fullness
of the single, 12-in. Axiom 22 system.
This is contrary to what one would expect,

Continued on page 112
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Let Moussorgsky’s spirits of darx-
ness twirl out of your custom Bogen
hi-fi for the first time, and you’ll ai
last understand what happens on
Bald Mountain every Saint John’s
Night. In the very midst of a Black
Mass in your own living room, you'li
quite likely rise, join the assembly
of witches, and ask the first dance
with Satan’s uncomely sister.

New Bogen R660 FM-AM Tuner. New
styling, new design. Response, 15-15,000 ¢ps
= 0.5 db; superb seleciivity! FM sensitivi‘y,
2.5 microvolls @ 70 ohm outpul. Features:
new calibrated “Zero-In” Tuniny Meter:

How Hi is Fi?

THlumineted Dial Pointer; striking gold-
finish cege. R660 chassis, $119.50. Metal
enclosure, $7.00. FM tuney only (FM50),
$.79.50.

New Bogen DB130 25W Awmplifier. De-
scended from famous Bogen DB20 (the
“Champ”). Response, 15-;0000 ¢ps *= 0.5
db: distortion within 0.5% @ 35 wutts.
Features: built-in Speaker Selector
Switch; visual indicator on Variable
Damping Control; Tape Monitor; Two
4-Position Filter Switches; Separate LCS
Control; 7-Position Record Equalizer.
DB130 Chassis, $115.00. Enclosure, $7.50.

IFor a rare experience in listening, hear
these two perfectly matched Bogen units
a: your favorite hi-fi Sound Salon now.

Don’t miss the third edition of Bogen’s
popular booklet, “Understanding High Fi-
delity”. Get this 56 page “easy-to-under-
stand” tllustrated primer on hi-fi—while it
lasts. Send only 25¢ to Dept. WIE, David
Bogen Company, Inc., 29 Ninth Avenue,
New York 14, N. Y.

HIGH FIDELITY
Because It Sounds Better




TESTED IN THE HOME

Continued from page 110

and contrary to theory; I'm not sure why it
happens, but it does — in my test set-up.
It is possible that it is an illusion: the bass
may be substantially better but so are the
middles and highs, so that the relative
balance thtoughout the frequency spectrum
is maintained. If these were strictly woofers,
with a falling high-end characteristic, the
improvement in low-end response would
probably be more noticeable.

My personal taste in reproduced sound
would be best suited by the model 172 with
the single 12-in. Axiom 22. Those who
like a bit more presence would probably
choose one of the systems utilizing the
Axiom 8o0s. Which one of the three is
likely to depend on room acoustics and
where in the room the enclosure can be
placed.

All four systems are smooth, and bass
by aural test is good to 45 to 75 cycles, de-
pending on the system.

A word about the design of the cabinets;
they are unusual. They're nicely styled, but
more interesting are the ‘‘slots.” At first
glance the cabinets appear to be bass re-
flexes, with the port on the bottom, facing
the floor. Further study of the bottom panel
reveals the “'slots’" . . . a series of slots about
1/16th-in. wide and 10 to 15 inches long.
The total area devoted to port and to slots
(slits might be a better word) varies, de-
pending on the speaker(s). For example, a
design sheet which Goodmans publishes says
that fot a 12-in. speaker such as their
Axiom 22, port area should be 16 sq. in.
*10%, and total slit area should be 18 sq.
in. Because making these slits is a rather
tricky problem, Goodmans makes available
rectangular panels which combine port and
slit functions, so that all you have to do is
to slip one of these panels into a correctly
sized opening in the cabinet.

The effect of the slits is to smooth out
bass response where most bass reflex cabinets
deliver their double peaks. Critical de-
signers of bass reflex enclosures will tell
you that in addition to careful port tuning,
you must also add layers of grille cloth
across the speaker opening until optimum
reduction of peak heights is obtained; the
slits perform a similar function. The fre-
quency of the peak is lowered; furthermore
the volume of the enclosure can be reduced
to about two-thirds that of a comparable
bass-reflex one without slits.

Well, that's about the best I can do with
a very difficult subject! All in all, these make
a nice series of enclosures (very sturdily built,
by the way) with good sound from all of
them. As I said, my pet of the four is the
172 with the Axiom 22. — C. F.

The Dynakit Mark 11
Amplifier

SPECIFICATIONS (furnished by manufacturer): a
complete 50-watt power amplifier kit. Input: high-
level, high-impedance. Controls: AC power; out-
put tube bias adjust. Power output: 50 watts
continuous; 100 watts peak. IM distortion: less than
1.0 per cent at 50 watts output. Frequency response:
== 0.5 db, 6 to 60,000 cycles. Power response: == 0.1
db, 20 to 20,000 cycles at any level up to 50 watts.
Square wave response: 20 to 20,000 cycles, essen-
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tially undistorted. Sensitivity: 1.5 volts required
for 50 watts output. Demping factor: 15. Output
impedances: 8 and 16 ohms. Preamplifier pcwer
takeoff socket. Provision for remote on-off switch-
ing. Tubes: 2—6CA7/EL34; 6ANS8; 5U4GB.
(6550 tubes can be used in output stage without
circuit changes.) Dimensions: 9 in. wide by 9 deep
by 634 high. Price: $69.75. MANUFACTURER: The
Dyna Company, 5142 Master St., Philadelphia 31,
Pa

I have been tempted of late to wonder
just how far amplifier design can go before
there is no longer any room for improve-
ment. Each time I've run across an ampli-
fier that prompted me to say “This is it,”
another one has come along that was just

Bottom view shows completed wiring.
8

a little bit better in one respect or another.
The recent crop of top-quality amplifiers
has, in many cases, left little room for
such improvement, with distortion levels
that our modest test equipment was unable
to measure, almost perfect reproduction
of square waves, power response curves
that look like frequency response curves,
and frequency response curves that can
be accurately drawn with a straight-edge.
And in most cases the sound has been
correspondingly excellent.

But perfection generally costs money,
which is one reason why many hi-fi enthu-
siasts have had to settle for something a
little less than the best. The Dynakit,
though, may well change the picture,
provided one is willing and able to under-
take the assembly of a kit. The Dynakit
offers to anyone with a yen to do-it-himself
so watts of very clean audio at a cost
of a little less than $1.40 per active watt,
plus a few hours over a workbench. And
"a few hours” is no understatement, either.
The Dynakit comes supplied with a pre-
wired, pre-soldered printed circuit board
that mounts the first tube and a great
majority of the amplifier’s circuitry. About
all there is left to do is to assemble the
major components and a few sockets and
bits of hardware, and connect them into
the circuit. The whole job took me a
little less than 234 hours from the sealed
carton to the finished product, and I'm
not a very fast worker at that.

The only difficulty I ran into was start-
ing the nuts that mount the AC switch,
which is tucked under the fold at the
bottom of the chassis. In subsequent
models of the Dynakit, though, 1 have
been informed that this minor kink has
been ironed out by reorienting the switch
to allow more room to get at the mounting
flanges.

The step-by-step instructions and pic-
torial diagrams are very clear and straight-

forward, leaving no room for misunder-
standing. They are accurate down to the
last detail, and my completed unit worked
propetly the first time it was tried.

None of the tubes in the Dynakit re-
quires matching, and the only adjustment
that is needed before the amplifier is put
into use is setting the output tube bias
control to the recommended 35 volts. This
adjustment requires a vacuum-tube or high-
resistance voltmeter, which can be borrowed
from a trusting local radio dealer if you
don’t happen to own one. Otherwise, the
amplifier could be taken to him with a
request to set the bias voltage as specified.

Before I prepared this report, I used
the amplifier for about 8o hours, which
is quite enough time for it to deteriorate
if it is going to do so, and its performance
at this time was found to meet the manu-
facturer’s original specifications. So in terms
of deterioration with use, I found no evi-
dence to support the idea that this is a
“critically-adjusted” amplifier.

Further instrument tests failed to show,
as far as I could determine, any aspect of
the Dynakit's performance that might be
significantly improved, and its sound re-
flects these findings.

It is difficult to describe the sound of
a top-quality amplifier; the best I can
do is say that the Dynakit seems to have
no sound of its own. It is not “smooth,”
“mellow,” “crisp,” or “brilliant,” but is
rather completely uncolored, as an ideal
amplifier should be. It reproduces music
with an effortless cleanliness and natural-
ness that can best be described in terms
of the original sounds. There is no sense
of strain or “pushing” on high-volume
musical passages, and the over-all sound
at all volume levels has a really remark-
able transparency and solidity about it.

Kit or no kit, this is very definitely
in the top of the pile as far as amplifiers

The Dynakit with its cover removed.

go. Its design simplicity and high-quality
components look as if they would contri-
bute to a long, dependable life, and at the
price it sells for, there is no reason why
every music listener who knows how to
solder two wires together can't afford to
own a top-quality amplifier. — J.G.H.

MANUFACTURER’S COMMENT: We are pleased to
note that HIGH FIDELITY’S bench tests were
made after 80 hours use of the Dynakit. We hope
that this policy will be followed generally in check-
ing equipment. since it gives a better representation

of what the customer can expect in home use than
do data based on initial peak performance.
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After two years in the laboratory, the JBL Signature Modzl (75 High Fre-
quency Precision Transducer has been perfected and is now -eady for re-
lease. “he organization which has advanced the art of high fidelity music
reprodLction with such innovations as the Koustical Lens and The Ha-tfield,
now introduces the Ring Radiator. In the 075, a ring radiates sound znergy
into th2 annular -1roat of an exponentially-tapered, solid aluminur ho-n
When you add the JBL Signature 075 to your system, you get br lliant, dis-
tortion-free, smoo-1 response from 2500 cps on up. The further advantages
of the -ing radiatar are discussed in detail in Bulletin SB100ZHF. Fcr yeu-
free cooy write tc James B. Lansing Sound, Inc., 2439 Fletchar Drive, Los
Angeles 39, California.

The 075 balances
perfectly with JBL
Signature Extendec
Range Speakers
such as ths

D130 and D123.

THE N2500 DIVIDING NETWOR

effects smooth,
indetectable
crossover between
the 075 and cone
speaker.

An attenuator,
connected to the nt
work by a cable,
provides a means f
balancing the volu
level between the
two driving units

egnaturn X ssund
:

ultimate choice of the audio sophisticate




MUSIC LISTENER'S
BOOKSHOP

A TIME-SAVING SERVICE TO OUR READERS.

WE ATTEMPT

TO SEND YOU THE BOOKS YOU ORDER BY RETURN MAIL.
Just send the coupon with your remittance.

NEW BOOKS

BUILDING YOUR RECORD LIBRARY, Edi-
ted by Roy H. Hoopes, Jr. An ex-
cellent guide to more listening enjoy-
ment. 17 qualified experts help you to
build a well-balanced record library,

custom-tailored to your individual
taste.
No.208. . .. ... ... .. .. . . .. . . $3.95

Hi-FI LOUDSPEAKERS AND ENCLOSURES,
Abraham B. Cohen. A complete, well-
written book dealing with one of the
most important features of a hi-fi sys-
tem. Includes an appendix of 18 com-
plete plans for construction.

TOSCANINI AND THE ART OF ORCHES-
TRAL PERFORMANCE, Robert Charles
Marsh. A book unique in the Tos-
canini literature. A critical study, in-
cluding evaluation of every recording
ever released to date under the Maes-
tro’s baton. An invaluable and stimu-
lating experience for the musical reader.

THE RECORD GUIDE, Edward Sackville-
West and Desmond Shawe-Taylor.
Enlarged and completely revised edition.
Both a catalogue and critical review of
long-play records available in England,
listing the British record number. Full of
details of many special recordings not in-
cluded in the ordinary published lists.

BINDERS FOR HIGH FIDELITY Magazine:
Red Leatherette, gold stamped on front

Binders are now in stock for Volumes 5a,
5b, and 6A.
Binders . .. ... . . .. . .. . .. .. $2.75 each

We have on hand a limited supply of
Binder Number 3 — which holds six copies
of HIGH FIDELITY. Special clearance
price — $2.00.

The New HIGH FIDELITY HANDBOOK.
Irving Greene and James Radcliffe. 250
illustrations, diagrams and plans. A com-
plete practical guide for the purchase,
assembly, installation, maintenance, and
enjoyment of high fidelity music systems.

RECORD INDEX - 1954: Complete alphabet-
ical listings by composer or collection-title
of all the classical and semi-classical, jazz
and spoken word record reviews contained
in HIGH FIDELITY Magazine in 1954.
Discographies included. 50¢ each.

NOTICE! Sorry, the 1951-1953 Record
Index is out of print.

THE HIGH FIDELITY READER: edited by Roy

H. Hoopes, Jr. Introduction by John M.

Conly. An anthology of outstanding
articles originally appearing in HIGH
FIDELITY Magazine covering various
aspects of the high fidelity phenomenon.
Among the contributors are Charles
Fowler, Roy Allison, Fernando Valenti,
Peter Bartok, Emory Cook, and David
Sarser.

No. 155.. .. ... .. . ... ... .. . .. $3.50

HIGH FIDELITY RECORD ANNUAL — A first
volume of record reviews — classical mu-
sic and the spoken word — from HIGH
FIDELITY Magazine. Edited by Roland
Gelatt.

and backbone. Each binder holds 6 issues. No.20T1. . ... ... .. ... ... ... .. ... $4.95
Book Department
HIGH FIDELITY Magazine
Great Barrington, Mass.
I enclose $....... . for which please send me, postpaid, the books indicated by

155 200 201 206

Binders: 3, 5a, 5b, 6a.

the circled numbers below. (No C.0.D.’s or charge orders, please.)
Foreign orders sent at buyer's risk. Add 55¢ for postage on foreign orders.

Record Index 1954 [J

208 209 210
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and Karl Schuricht will be among
those conducting and Monique Haas
and Wilhelm Kempff among the solo-
ists (June 29 - July 15). Another
concert of special flavor will be given
in the famous baroque basilica of
Ottobeuren in the Bavarian Allgaeu
mountains by the orchestra and choir
of the Bavarian Broadcasting Com-
pany, on July 10. That same evening,
a Mozart serenade will be played by
the Koeckert Quartet in the Imperial
Hall of the abbey. Augsburg, the
medieval city from which Mozart’s
father’s family came, is also holding
festive concerts throughout the whole
of the year. Much Mozart will be
played, together with (July 28 - Au-
gust 12) special performances of Ital-
man opera. Among the other more im-
portant German festivals are those in
Wiesbaden (May 1 - 28) ar which
opera companies of Vienna, Rome,
Belgrade, and Stockholm will appear;
in Wuerzburg (June 9 - 23) at which
Eugen Jochum will conduct music of
Mozart; Bayreuth (May 29 - June 3)
also devoted mainly to Mozart, and
in the same town (July 24 - August
25) the annual celebration of the
music  of Richard Wagner; and
Munich (August 10 - September 9)
at which Lobengrin, Die Meistersin-
ger. ILgyptian Helen by Richard
Strauss, and Handel's Julins Caesar
will be performed as part of the Bavar-
ian State Opera Festival. July 25 -
August 1 will be Bach week at Ans-
bach. Menuhin and Kirkpatrick will
appear as soloists. For the rtourist in
search of pastoral atmosphere and
lighter musical fare, from June 30 to
September 16 at Coblenz is held an
operetta festival on a floating stage
in the Rhine.

In Austria music is an integral
part of life in every village and ham-
let, and here are mentioned only those
festivals which have acquired an in-
ternational reputation. Of these the
Festival of Vienna is held earliest in
the summer (June 2 - 24). Mozart
of course will dominate proceedings,
with performances of Don Giovranni,
Die Zanberflote, Cosi fan tutte, Le
Nozze di Figaro, and the Requiem.
The Berlin Philharmonic, the Amster-
dam Concertgebouw, and the Phil-

Continued on page 116
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now gwes You. . .
component convenience

with
the New

FM-AM Tuner—Phono and Tape Preamp—20-Watt Amplifier

LA AN NN

4
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On One Chassis . . . In One Handsome Enclosure

How welcome this will be to those of you
who have been seeking an easier path to gen-
uine high fidelity. For it is true, that many of
you have actually denied yourselves the thrill-
ing performance of components — simply
hecause of a disinclination to ‘do it yourself’.

Recognizing this, Pilet developed the fabu-
lous HF-41. With one hold stroke, Pilot elimi-
nated the inconvenience of wiring and the
chore of special installation. In the HF-41,
Pilot embodied all the necessary high fidelity
components — integrated on one chassis and
ready for use: a superb FM-AM tuner —a
versatile phono-preamp with full record and

See your high fidelity dealer or write: Dept. SI-2

the

Prdot* ] RADIO CORPORATION

QOver 35 years leadership in electronics

MAY 1956

s 50 slightly higher
West of Rockies

tape equalization — dual tone controls —
and a 20-watt amplifier.

And then, Pilot designers styled ar. enclosure
for the modern home and set it off in deep
burgundy and brushed brass. The result is
so attractive that you’ll want to shew it off on
an open shelf or table top.

To complete this truly fine high fidelity sys-
tem, you need only add a Pilot Companion or
other high quality speaker system. And with
the inclusion of a changer or turntable, you
can enjoy record reproduction that
approaches the realism of the conezrt hall.

wemnte
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@
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37-06 36th STREET, LONG ISLAND CITY 1, N. Y.
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HIGH FIDELITY
LOUDSPEAKER

MADE IM ENGLAMD

ROCKBAR CORPORATION, Dept. LE-2
215 East 37th St., New York 16, N. Y.

In Canada: A. C. Simmonds & Sons, Lid.,
Toronto, Canada

Please send complete description of the
Goodmans Axiette.

Name

Address.

CY e Zane.....State...........

My Dealer is
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harmonic Orchestra of Leningrad all
are expected to participate; and Van
Beinum, Bohm, Cantelli, and Von
Karajan —among other conductors —
will appear on the podium. As most
Americans know from their daily
papers, the State Opera and the
Burgtheater — both located on Vien-
na’s Ring— have both been rebuilt
and are reopened.

The Bregenz Festival (July 19 -
August 15) will present Carl Mil-
locker’'s operetta Der Bettelstudent,
conducted by Anton Paulik, and Otto
Nicolai’s The Merry Wives of Wind-
sor, conducted by Ferdinand Leitner.
Both performances will be given by
the Vienna Symphony Orchestra, the
Berlin State Opera Ballet, and the
Bregenz Festival Choir. Wilma Lipp,
Hilde Roessl-Majdan, and Franz Bo-
heim will appear among the soloists.
The Amsterdam Oratorio Choir will
present a performance of The Damna-
tion of Faust, with Piet van Egmond
as conductor. Among the orchestral
concerts planned will be a cycle of
Mozart, with Georg Solti conducting;
of Wagner, under Ferdinand Leitner;

and of Mussorgsky and Tchaikovsky
under Heinrich Hollreiser.

The Salzburg Festival (July 21 -
August 30) will of course center on
the music of Mozart — including pro-
ductions of Cosi fan tutte, Don Gio-
vanni, ldomeneo, Die Zauberflite, Le
Nozze di Figaro, and Il Seraglio.
Lieder recitals and concerts of chamber
music, church music, and orchestral
works will also be given. Among those
appearing on the podium will be Karl
Bohm, Eugene Ormandy, Bernhard
Paumgartner, and Bruno Walter.

Switzerland’s Mozart Festival has
been designed to coincide with Ge-
neva’s traditional Rose Weeks, June

- 30. Earlier in the season (June
1 - 2) Hans Munch will conduct the
Mass in C minor at the Cathedral in
Basel. Until June 7, Lugano will hold
its annual “Musical Thursdays” with
concerts under distinguished conduc-
tors. Braunwald (July 10 - 20), En-
gadine (mid-July - mid-August), and
Lucerne (August 15 - September 8)
will all hold musical festival weeks.
And for those whose musical taste
is catholic, let there be noted also that
from June 2 - 4 there will be a can-
tonal song festival.

Continued on page 118
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“Coronation 400"

40 WATT AMPLIFIER

“first rank in construction, appearance and listening qualities . ..
takes a place among the best of modern amplifiers.”

ONLY INTERELECTRONICS gives you
such startling realism, superb defini-
tion, unsurpassed quality. Outper-
forms equipment selling for twice the

ONLY INTERELECTRONICS gives you
such great undistorted output . . .
power for the largest speaker systems.
ONLY INTERELECTRONICS gives you
— Write Dept. H for complete specifications
and High Fidelity Magazine performance report.

INTERELECTRONICS

lifetime encapsulated precision net-
works that seal-in the original su-
perb performance. Audiophile net:
$109.50.

CORONATION 85 PREAMPLIFIER —
Incomparable companion to the
CORONATION 400. Hear these su-
perb matched instruments at your
dealer today. Even the untrained ear
can hear the difference.

“”mﬂllllllllnnn

INTERELECTRONICS

2432 Grand Concourse, New York 58, N. Y.
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“BUILD-IT-YOURSELF” AND ENJOY .. ...
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© Heathkit FM TUNER KIT

Features brand new circuit and physical design. Matches
WA-P2 Dreamplifier. Modern tube line-up provides bet-
ter than 10 uv. sensitivity for 20 db of quieting. Built-in
power supply. .
Incorporates automatic gain control—highly stabilized
oscillator—illuminated tuning dial—pre-aligned 1F and
ratio transformers and front end tuning unit. Uses MODEL FM-3
6BQ7A Cascode RF stage, 6U8 oscillator—mixer, two $2450
L

6CB6 IF amplifiers, 6AL5 ratio detector, 6C4 audio
amplifier, and 6X4 rectifier. Shpg. Wt. 7 Lbs.

@ Heathkit 25-Watt HIGH FIDELITY AMPLIFIER KIT

Features a new-design Peerless output transformer and KT66 output tubes. Frequency
response within =1 db from 5 cps to 160 Ke at 1 watt. Harmonic distortion only 19; at
25 watts, 20-20,000 cps. IM distortion only 19 at 20 watts. 4, 8, or 16 ohms output.
Hum and noise, 99 db below rated output. Uses 2-12AU7's, 2-KT66's and 5R4GY.
Attractive physical appearance harmonizes with WA-P2 Preamplifier. Kit combinations:

W-5M AMPLIFIER KIT: W-5 COMBINATION AMPLIFIER
Consists oflmain amplifier and KIT: Consists of W-5M am-

wer supply, all on one chas- slifier kit plus Heathkit Model
5.1; Shpgl. pva,t. 31 Lbs. Express $5975 kNA-l’2 Preamplifier kit. Shpg. $7950
only. M wt. 38 Lbs. Express only. U

© Heathkit HIGH FIDELITY PREAMPLIFIER KIT

Designed specifically for use with the Williamson Type Amplifiers, the WA-P2 features
5 separate switch-selected input channels, each with its own input control—full record
equalization with turnover and rolloff controls—separate bass and .

treble tone controls—and many other desirable features. Frequency MODEL WA-P2

response is within +1 db from 25 to 30,000 cps. Beautiful satin-gold $ 75
finish. Power requirements from the Heathkit Williamson Tt";a)e
Amplifier. Shpg. Wt. 7 Lbs. .

@ Heathkit Williamson Type HIGH FIDELITY AMPLIFIER KIT

This amplifier employs the famous Acrosound TO-300 ‘‘Ultra Linear’ output trans-
former, and has a frequency response within +1 db from 6 cps to 150 Kc at 1 watt.
Harmonic distortion only 19} at 21 watts. IM distortion at 20 watts only 1.3%,. Power
output 20 watts. 4, 8, or 16 ochms output. Hum and noise, 88 db below 20 watts. Uses
2-65N7’s, 2-5881’s and 5V4G. Kit combinations:

W-3M AMPLIFIER KIT: Consists of W-3 COMBINATION AMPLIFIER
n’;ainfampliﬁer and lE)ower sup- KlIﬁT: Cons}sts of W-3M am-
ply for separate chassis con- plifier kit plus Heathkit Model
struction. Shpg. Wt. 29 Ibs. $49 75 WA-P2 Preamplifier kit. Shpg. $69 50
Express only. . Wt. 37 lbs. Express only. O

© Heathkit Williamson Type HiGH FIDELITY AMPLIFIER KIT

This is the lowest price Williamson type amplifier ever offered in kit form, and yet it
retains all the usual Williamson features. Employs Chicago output transformer. Fre-
quency response, within +-1 db from 10 cps to 100 Kc at 1 watt. Harmonic distortion
only 1.5%, at 20 watts. IM distortion at rated output 2.7%. Power output 20 watts.
4, 8, or 16 ohms output. Hum and noise, 95 db below 20 watts, uses 2-6SN7’s, 2-5881’s,
and 5V4G. An exceptional dollar value by any standard. Kit combinations:

W-4AM AMPLIFIER KIT: Consists of W-4A COMBINATION AMPLIFIER
main amplifier and power sup- KIT: Consists of W-4AM am-
ply for single chassis construc- plifier kit plus Heathkit Model
tion. Shpg. Wt. 28 lbs. Express $3975 WA-P2 Preamplifier kit. Shpg. $5950
only. . Wt. 35 Ibs. Express only. .

@ Heathkit 20-Watt HIGH FIDELITY AMPLIFIER KIT The World's

This model represents the least expensive route to high fidelity performance. Frequency Finest
response is +1 db from 20-20.000 cps. Features full 20 watt output using push-pull .
6L6’s and has separate bass and treble tone controls. Preamplifier and Electronic
main amplifier on same chassis. Four switch-selected inputs, and MODEL A-9B E uipment
separate bass and treble tone controls provided. Employs miniature $ 50 . q .

tube types for low hum and noise. Excellent for home or PA 35 in Kit Form
applications. Shpg. Wt. 23 Lbs. U

#

Heathbits are wosy o build .. HEATH COMPANY

Heathkit construction manuals are full of big. clear pictorial diagrams that show the A Subsidiary of Daystrom Inc.

placement of each lead and part in the circuit. lr/: t[z[ddilio;, the Istep-?ly-slep ;)rocedure Y 4

describes each phase of the construction very carefully. and supplies all the information .
you need to assemble the kit properly. Includes information on resistor color-codes. BENTON HAR B OR 8’

tips on soldering. and information on the tools you need. Even a beginner can build
high quality Heathkits and enjoy their wonderful performance. MICHIGAN . . . . . s =« =
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WHICH ONE ARE YOU?

I have a speaker
I'd like to keep.

I'd like to start
from scratch.

| have a system
I'd like to improve.

| custom-build
systems for resale.

the answer to all is P-S-E

Now you can buy a speaker and never

worry about it becoming obsolete . .
Or improve vour present speaker or sys-
tem without discarding what you have.

P+S-E (University's Progressive Speaker

Expansion plan) is the most revolution-
ary concept in speaker history.

University speaker components, enclo-
sures and networks have been so uniquely
designed that it is possible to start an
excellent basic system. ar low cost, and
add to it later—while enjoying immediate
listening satisfaction.

P+S-E makes it possible to build up to

a great varicty of magnificent sounding
syslems in successive, inexpensive stages
regardless of budget or space limitations.

A complete selection of speakers and

components cnables you to build (or

have assembled for you) a system to
suit your musical taste or hearing re-
quirements.

You owe it to yourself to learn what
P+S+E can do for you.

Simplified, easy to follow instructions

called TECHNIGRAMS are available free.

v T
'D] For a "Higher Education’ in "“'{r" 7@
ll Hi-Fi, fill out coupon below 3 4 *
) e EE)
= 2 :
i)\ /A
LOUDSPEAKERS, 7 INC, ™

80So0. KensicoAve ,WhitePlains.N. Y. Desk A9
Please send me further details.
7] 1 have a speaker I'd like to keep,
[ 1 1'd like to start from scratch
[71 1 have a system 1'd like to improve.
| custom-build systems for resale,

NAME
ADDRESS
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Continned from page 116
THE LOow COUNTRIES

Brussels, capital of Belgium, will play
host from April 25 to June 1 to the
Queen Elizabeth International Musical
Competition, to which composers of
all nationalities and ages are invited to
submit piano works—and perform
them. An international jury will
choose twelve winners.

In the Netherlands from June 15
to July 15 is held the Holland Festival
at Amsterdam, The Hague, and Sche-
veningen, the famous resort near the
capital.  Features will include per-
formances of four operas from four
countries, each performed in the orig-
inal language: Verdi's Falstaf], Beetho-
ven's Fidelio, Sampiero Corso by
Henri Tomasi, and Peter Grimes by
Benjamin Britten. Orchestral concerts
will be given by the Concertgebouw
Orchestra under Van Beinum, Dorati,
and Von Klemperer and by the Czech
Philharmony (Prague) under Karel
Ancerl, among others. The visitor will
also be able to hear choral works of
Bach and Monteverdi by the Nether-
lands Bach Society under the direction
of Anthon van der Horst, the latter
performed in Naarden Cathedral and
St. John's Cathedral, Gouda. Per-
formances of chamber music, drama,
and ballet are also planned.

THE MEDITERRANEAN COUNTRIES

Almost anywhere one travels in
France this season one will find festi-
vals of music and drama, often dis-
tinguished by the beautiful and dra-
matic mises en scéne provided for
them. For instance, from the end of
May through the first week in July at
Sceaux, on the outskirts of Paris, "mu-
sical nights” will be held in a setting
which was designed by the famous
park planner Le Notre and which
in the seventeenth century, was the
particular pleasure ground of the Du-
chesse du Maine and her "Court.”
This year the concerts will be devored
mainly to French classical and contem-
porary music. At Lyons-Charbonniéres
from mid-June to the end of the
month concerts, plays, and dancing
take place alternatively on the stage of
the Charbonniéres Casino, on the open
space in front of the Cathedral, or in
the remarkable setting of the Roman

Continned on page 120

DYNAKIT

Mark 11

50 WATT POWER
AMPLIFIER KIT

BEST IN EVERY WAY

v FINEST QUALITY

New circuit designed by David Hatler
using the Dynaco A-430 output trans-
former, sets new performance standards
both on the test bench and in listening.

v BEST SOUNDING

Smooth translucent highs and clean un-
muddied brass characterized the Dyna-
kit's sound. Listening superiority is due
to highly stable circuit with outstanding
transient response and distortion reduced
to vanishing point.

v HIGHEST POWER

so watts at less than 1% IM for listen-
ing ease. 100 watts peak. Frequency
response .5 db 6 cps o 6o kc. Full
power available 20 ¢ps to 20 k¢ within
1 db of so watts without exceeding 1%
harmonic distortion over this range.

v EASIEST TO ASSEMBLE

Uses pre-assembled printed circuit board
and simple physical arrangement. Only
9" x ¢” x s5-34" high without sacrifice
of performance, and can be assembled
in 3 hours.

¢/ GREATEST VALUE
$69.75 complete with all top quality
components, including pre-wired printed
circuit board, pre-punched chassis, pro-
tective cover, and detailed assembly in-
structions.

Complete specifications and circuitry on this new

amplifier kit are available. See your Audio
jobber, Electronic Parts Dealer, or write direct.

DYNA COMPANY
5142 Master St., Phila. 31, Pa.
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SIDE VIEW Of

SHOWING MOTOR

STARLIGHT TURNTABLE
MODEL 60

TURNTABLE

NLL LD L LD L L LDl bbbl ol

CHECK THESE IMPORTANT FEATURES

*

*

*

Continuous variable speed control from 16 'to
83 RPM

Built-in illuminated stroboscope for setting
speed exactly to 16%5-33%5—45--78.26 RPM

“wow and flutter” less than 0.2% RMS

Rumble and noise more than 40 db below
average recording level

Massive, precision-machined aluminum turn-
table

Attractive, satin-finished ¥8” aluminum mount-
ing plate

.

Over-all hum shield assures best performance
with all types magnetic cartridges

Center drive » no belts » no pulleys * no cones

CLLLLELLEY DL ELE L LT T Yy

May 1956

silent as

the

The METZNER

il

HIGH FIDELITY

stars”

COMPLETE
STARLIGHT TURNTABLE
MODEL 671

gTURNTABLE

Continvously Variable SFEED CONTROL
and BUILT-IN STROBOSCOPE permits
EXACT SETTING of 16, 33, 45, 78 RPM.

STARLIGHT TURNTABLE

MOégEL $49 50

{Mounting plate dimensions
127 x 13%4,".)

COMPLETE UNIT
Turntable, Pickup Arm, and
Unfinished Birch Base

o 79

{Dimensions
16" x17%" x 6%, " overall.)

DEALERSHIPS AVAILABLE

ENGINEERING CORPORATION

1041 N. SYCAMORE AVE.,

HOLLYWOOD 38,

CALIF.
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DON'T BUY A
CHEESEBOX

When You Buy a “Do-It-Yourself"
Speaker Enclosure Kit

Your speaker enclosure is not just a box. It's
an important component of your Hi-Fi system.
A ‘“build-it-yourself’’ enclosure should be as
good as the finest factory-assembled enclosure.
When you “build your own' don't end up with
a cheesebox ... make sure that the kit you buy
has all these features:

1. Select %" Hardwood Cabinet Plywood

Heavy, full 3% inch thickness of Select Grade
White Birch used throughout. Same quality as

used in finest furniture.

2. All Wood Pre-Shaped

Providing locked and mitred joints for extreme

rigidity and buzz-free performance. Almost all

assembly done with a screwdriver.

3. Speaker Mounting Board Flexibility
Interchangeable adapter boards for countless
P.SE. combinations of multispeaker systems
with provision for future speaker expansion.

4, "Decor-Coustic” Design

A perfect union of the most advanced principles
of acoustic baffling and interior decoration. No
screws or other hardware visible on surface of
enclosure. Self-contained...functions independ-
ently of walls and floors. Truly ... a cornerless-
corner enclosure.

Only University “KwiKits'" have all these im-
portant features. Don't forget, the difference
between mediocre kits and the finest is only
a matter of a few dollars. Don't jeopardize the
quality of your whole system by a false economy.

EN-15 enclosure used in the ‘“Master’

Speaker Systems. Combpleted

Model KEN-15—Net Price $19.75.

Net Price §39.75.

(Instruction manual supplied
free with each kit)

KEN .12

leorn more obout magnificent University "KwiKits."”

Model KEN-(5 — Similar to the Model

s

* Speaker System. Unique mounting board
1s pre-cut for 15” speakers and supplied
i with adapter for 12” speakers. Also, for
; most of the popular 2 or 3 way P.S.E.
enclosure
measures 377 H x 28" W x 19%” D,

Model KEN-12—Similar to Model KEN-
15 except that mounting board is pre-cut
for all 12” speakers. Also for most of the
popular 2 or 3 way P.S.E. combinations.
Completed enclosure measures 30” H x
21%” W x 15%” D. Model KEN-12—

glﬁ you're interested in a lifetime of musical enioymonD

LOUDSPEAKERS, “INC.
80S0.KensicoAve.. WhitePlains.N.Y.Desk A. 1
Please send me valuable “*KwiKit’ information.

Name.

SUMMER MUSIC
Continued from page 118

theaters of Fourviéres. Strasbourg will
present music by Mozart (June 8-23)
in its cathedral of pink sandstone or in
the eighteenth-century Chateau des
Rohan. Throughout the summer, con-
certs of chamber music are presented
on Friday evenings in the Italian room
of the Museum, adjoining the mag-
nificent Cathedral. At Toulon, con-
certs are given during the latter part
of July at the Tour Royale, a six-
teenth-century fortress. At Aix-en-
Provence is to be held probably the
most formal of the French musical
festivals, from July 7 to August 2.
Five operas will be given including
Menotti's The Telephone and Ra-
meau’s Platée; a number of orchestral
concerts including performances by
the Orchestre de la Société des Con-
certs du Conservatoire under the dir-
ection of Jacques Pernod and Hans
Rosbaud; chamber music performances
by 1 Musici and the Quartetto Irali-
ano; and recitals by Teresa Stich-Ran-
dall, Ida Presti, and Alexandre Goya.

In Greece, from June to October,
open-air symphony concerts are pre-
sented in the Odeon of Herodes Atti-
cus at the foot of the Acropolis in
Athens.

In Italy, each major city presents
its share of music. Here are mentioned
only some of the more conspicuous
programs of summer music. In Flor-
ence, May 2-June 30 comprises the
XIX May Music Festival. During the
entire month of August, in addition,
symphonic concerts are presented in
the Cloister of Santa Croce. At Milan,
may be heard (May 1 - June 30) an
Iralian Mozart celebration. In Naples
during both July and August, open air
opera may be heard at Campi Flegrei.
At Ravello (June 15-30) Wagnerian
concerts are presented at the Villa Ru-
folo. During July and August in
Rome, open air opera graces the Baths
of Caracalla and the open air
summer concert season holds sway
at the Basilica of Maxentius. And in
Verona from July 15 - August 15 will
be held the thirty-fourth scason of
open air opera in the ancient Roman
arena. During the first half of May
in Taormina there will be concerts and
classical dances at the Greek Thearter.

Spain will hold its Fifth Interna-
Continued on page 123

NEW

BOOKS!

FOR HI-FI AND
TAPE RECORDER FANS!

HOW TO SELECT & USE YOUR TAPE
RECORDER

by David Mark

Written for the user of magnetic tape recorders
-—and to serve as a guide in selecting a ma-
chine that most suitably meets his or her in-
dividual requirements.

The material is written for tape recorder fang —
office workers — housewives — businessmen —
lawyers — music listeners — and all those who
have little or no formal training in the science
of electronics.

It's a book which ‘“shows you how'! It is
practical throughout. It uses easy-to-follow
pictures to illustrate the actual “set-ups” for
the many different applications of tape re-
corders . . . Read this book before you buy a
tape recorder . . . It will save you many
dollars! NO OTHER BOOK LIKE IT!

150 pages 54 x 814-in. 152 illus. Soft cover
$2.95

HI-FI LOUDSPEAKERS and ENCLOSURES

by Abraham B. Cohen

THE *“CLASSIC” IN HI-FI LITERATURE!
Here is a long-needed book. Every question
which any hi-fi fan may ask about hi-fidelity
loudspeakers and enclosures is answered.
This book is supremely authoritative and
brilliantly written! The author is a recog-
nized authority — a musician — an engineer.
he book is not only informative — but it is
exciting and interesting reading.
Vivid and imaginative illustrations help you
in selecting and using hi-fi loudspeakers and
enclosures. Room acoustics are explained and
advice is given . . . A MUST book for all hi-fi
and audio enthusiasts and technicians.

No. 176. 360 pages, 54 x 8}4-in. Leather
finish MARCO cover. Hundreds of illustra-
tions ...t Only $4.60

HIGH FIDELITY SIMPLIFIED

by Harold Weiler

This is the overall hi-fi guide for the hi-fi fan.
More than 50.000 copies have been sold. Dis-
cusses in understandable language what the
hi-fi fan wants to know about sound, tuners,
changers, amplifiers, pickups, tape recorders,
speakers, etc. It’s the perfect primer — and
guide as to what to buy .. . NO OTHER BOOK
LIKE IT!

Cat. No. 142, 224 pages, 5%%-in. x 8%4-in. Soft
Cover, fllus.. ... ... $2.50

GUIDE TO AUDIO REPRODUCTION
by D. Fidelman

An A to Z explanation of the reproduction of
sound, covering design, construction, assembly
and testing of sound systems and their com-
ponents,

No. 148. Soft Cover: 240 pages, 5% x 8}4-in.
i Only $3.50

HOW TO SERVICE TAPE RECORDERS
by C. A, Tuthill

Completely describes operation of recording
heads, types of electronics circuits, drive
mechanisms, ete.

No. 167. Soft Cover: 160 pages, 514 x 814-in.
i Only $2.90

RIDER BOOKS ARE AVAILABLE AT ELECTRONIC PARTS
DISTRIBUTORS AND IN TECHNICAL BOGK STORES.
IF UNAVAILABLE THERE, ORDER DIRECT.

TOHN F. RIDER Publisher, Inc.
480 Canal Sireet, New York

L KT

Cmlario
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SUMMER MUSIC

Continned from page 120

tional Music and Dance Festival this
year in Granada (June 20 - July 3).
Concerts will be given in the gardens
of the Alhambra and in the adjacent
open-air oval-shaped theater of the
Palace of Charles V (which, inciden-
tally, offers— in addition to good a-
coustics and seating for several thou-
sand —a magnificent view of the sur-
rounding mountains). While at this
writing, plans are indefinite for spe-
cific programs, it is expected that Ye-
hudi Menuhin, Walter Gieseking, Hil-
da Gueden, and the guitarist Andres
Segovia will be among the soloists
participating.

VotV Vo ¥ Vo Y ¥ b o b

GLYNDEBOURNE
Continned from page 39

Conqueror.  Thence, four miles to
Glyndebourne  with  time for a
stroll in  the magnificent gardens,

gencrous of space and color. By five
thirty, when it is time for the opera,
the world bears no resemblance ro that
familiar turmoil of shifting compro-
mise between past and future . . . it
has become, in these country surround-
ings, a lovely place where time stands
still. No nced, later, to hurry over
dinner. A long interval is provided,
and two restaurants, Over Wallop and
Middle Wallop. Moments also for
musing on past productions — operas
otherwise raritics in England, like
‘Ballo in Maschera, ldomeneo, Alceste,
or unknown treasure like the hilarious
Comte Ory . . . and unforgettable in-
dividual performances. For instance,
three travesti roles: Kathleen Ferrier
as Orfeo and Sena Jurinac as Cheru-
bino and as the Composer in Ariadne.
Jurinac sings the Countess now in
Figaro but her Voi che sapete was
ravishing. And when, in Ariadne, she
afirms that "Musik ist eine heilge
Kunst,” you need only to hear her
to believe it.

There was a time after the war,
when the music might have ceased
altogether. Repairs to the buildings
were necessary, costs had risen, and
the financial situation was critical.
Outside assistance was necessary if
the unique opera house was to remain
active. It came initially from the
John Lewis Partnership — department
stores — who backed the 1950 season.

Comtinued on page 125
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the listening post, inc.

WHERE SELLING QUALITY IS BUILDING BUSINESS

A selection for the music lover and audio perfectionist

The JansZen Electrostatic Speaker

The Dynakit Mark I

50 watts of quality in a bug-free
kit ... You can hear the difference

. complete stability . . . superior
transient response . . . 20 to 20,000
cps within 1 db of 50 watts at less
than 19, distortion. Available in

kit form including all components
and tubes for $69. 75 or completed,
tested, and guaranteed by us for
only’ $99.75

Electrosonic Cartridges

The finest magnetic cartridge avail-
able . . . highest compliance, lowest
dynamic mass result in low record
wear, startling clarity and detail in
the most complex recorded pas-
sages . . . No listening fatigue.

The Professional Arm and
cartridge .............. $106.50
The Concert Series cartridge
for all quality arms..... $35.95
The Soloist Series designed
specifically for changers. .$29.95

Order these components for your lasting musical pleasure

the listening post, inc.

161 Newbury St., Boston, Mass.

The Connoisseur Turntable

TheJansZen Electrostatic Specker

The most nearly perfect high fre-
quency loudspeaker ever develoned.
120° high frequency dispersion. No
hangover . . . no screech . . . no
ringing .. . far less record scratch . . .
no coloration . . . the most realistic
sound you’ve ever heard.

from $161 to $189

i

o g

The Dynakit Mark Il

The Connoisseur Turntable

A dynamically balanced hysteresis
motor and positive speed adjust-
ment combine to give you the finest
turntable at any price . . . ability
to realize the full dynamic range
available on records . . . absolutely
quiet operation. Price $110

Electrosonic Cartridges
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OUR DIRECT IMPORTATIONS
YOU SAVE IMPORTERS PROFIT! : %

nol TRANSCRIPTION TURNTABLE

COMBINATION DEAL

PK-100 TURNTABLE AND

PK-90 TONE ARM 59.50

The above with G.E. RP);-

052A DIAMOND d SAP-

PHIRE Cartridge cn.n- € ae 72-50
LATEST MODEL

The above with FAIRCHILD
DIAMOND L.P. Cortridge 87. 50

THE FINEST TRANSCRIPTION TURNTABLE FOR BOTH

THE PROFESSIONAL USER AND THE AUDIOPHILE

® 127 CAST ALUMINUM RIM DRIVEN TURNTABLE ® HEAVY DUTY 4-POLE
CONSTANT SPEED MOTOR © VARIABLE SPEED CONTROL, PERMITS CONTINU-
OUSLY VARIABLE ADJUSTMENT OF EACH SPEED WITHIN *79, ® SPEED SE-
LECTOR SAFETY SWITCH © FREELY FLOATING MOTOR MOUNT @ RC FILTER
NETWORK

New 3-speed instrument to delight the connoisseur. The 3 |b. 12” non-mognetic die-cost lathe
turned aluminum turntable is precision engineered to provide dynamic balance and *‘wow-free’"
operation having an extra-heavy rim for smooth effective fiywheel action. The turntable, mounted
within a speciol deep flanged well, is rim.driven and actuated by perfectly true pulleys ond o
rubber wheel which are ball-bearing maunted. Ball-bearing balance like-wise assures noiseless
rumble-free rotation of the precision graund main spindle.
The extra-sized lubricant housing in which it is seoted insures proper lubrication of the spindle
at aoll times. A heavy rubber recard cushion eliminotes recard slippage and makes far greoter
record pratection.
A ve-y high torque, heavy-duty, canstant speed 4-pale shaded-pale matar rotates the turntable
ot 33-1/3, 45 or 78 rpm. A balanced armoture insures minimum wow ond fiutter cantent ond
accurate speed regulation. A variable speed control permits instant odjustment af the individual
speeds within +7%, thraugh on exclusive adjustable 3-point brake action. A speed
selector safety switch protects idlers and other mechanism by moking it ooligatory to pass
through an OFF positian when switching from one speed to another. The matar is freely
suspended and isolated by means of three unique shock mountings which eliminate vibration
transferral. An R-C network does awoy with unwanted shut-off naise when the unit is turned off.
For 100-130V 60 cycle AC, with each unit also equipped with o 50 cycle pulley. Wow is less
than 0.2%, fiutter less than 0.05% ond there is practically no rumble, Size 1314” deep, 14"
wide, and requires cleorances of 23,” above motorboard {excluding pick-up' arm} and 3
below motarboord. Supplied with removable 3-speed stroboscopic disc ond removable 45 rpm
adapter. Hondsome hammertane gray finish. Shpg. wt. 20 lbs.

Net 49.50

VISCOUS-DAMPED TRANSCRIPTION
TONE ARM

PROFESSIONAL QUALITY TRANSCRIPTION PICKUP ARM
FOR THE MOST EXACTING HIGH FIDELITY INSTALLATIONS

‘ ® JEWEL BEARING SUPPORT © PERFECT RECORD TRACKING
OF TONE ARM MOVEMENT o ACCEPTS RECORDS UP TO 16 INCH DIAMETER

CARTRIDGES ® PREVENTS TONE ARM DAMAGE TO RECORDS

This new Viscous-Damped tone arm represents the ultimate in advance transcription arm design and engi-
neering, utilizing the principle of ''viscous-damping'' or fluid control to regulate both the horizontal and
vertical movement of the tone arm. Perfect complionce is ochieved at oll three speeds for both old and new
records at lowest stylus pressure, consequently eliminating tone arm resonance. The bolance provided by this
suspension principle virtually eliminates groove jumping and skipping.

The slide-in cartridge holder allows instantaneous mounting of all standard types, including the turnover
G.E. cartridge, with correct stylus pressure automatically obtained. Spring clips maintain positive electrical
contact without necessity af soldering. The omount of damping and pressure is controlled by a manual
viscosity adjustment mounted an top of the arm. A finger rest positions the tone arm. Records are pratected
against damage even when the tone arm is accidentally dropped.

The arm is 12 inches long with its height fully adjustoble by means of a telescoping shaft. Self-leveling
screw adjustments are built into the tone arm base. A pick-up rest whose height is adjustoble, accompanies
the tone arm.

This tone arm is a professional quality companian ta the PK100, with motching finish. Shpg. wt. 2V Ibs.

PIa00 oo et Net 19.50
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SKIN-EDGED CONE

at least $49.50. Shpg. wt. 11 Ibs.

Boston, Mass. 110
Bronx, N. Y.
Newark, N. J.

100 6th Ave.

adio

NEW YORK 13, N.Y.
Remit by Chech or Money Order. Include sufhcient quinﬁeld, N. J. 1 39 Wesf 2nd S'.

Write for FREE Bargain Packed Catalog! meney for Fortuge  Wre Refund unvicd amounts.

® AUTOMATIC FLUID CONTROL

SK=58 oo e e e

® INSTANT PLUG-

IN SOLDERLESS CARTRIDGE CHANGE ® ACCOMMODATES VIRTUALLY ALL STANDARD AMERICAN

ARM WITH G.E.
RPX-052A
DIAMOND AND
SAPPHIRE
CARTRIDGE

34.50
WITH FAIRCHILD
DIAMOND LP
CARTRIDGE

49.50

12" HIGH FIDELITY COAXIAL SPEAKER

® FREQUENCY RANGE 30-15000 CPS © HANDLES 20 WATTS OF POWER © COM-
PLETE WITH LEVEL CONTROL ® POWERFUL TSK-5 MAGNETS e SPECIAL SHEEP-

This Lafayette exclusive import is a highly efficient 12” coaxial speaker and represents an exceptional high
fidelity value. The low frequency woofer has o 12” special chemically processed fibre composition cone with
logarithmically placed pleats. The low resonant cone achieves a flooling edge by means of o free edge of
sheepskin which suppresses unwanted circular and radial nodal vibrations and insures clear beautiful tone
quality. A 2Y;” tweeter is cooxially mounted within its own metal caso and protective grille with front
mounted diffuser. The construction is such that there is no back radiation whatsoever. A crossover network to
provide proper separation of high and low frequencies, and having a crossover point of 3000 cps, is also
built-in. Highly efficient TSK-5 magnets permit a compact system, delivering full-bodied brilliant tone.
A high frequency level control provides variation of vp to 6 db cut. Power hondling capacity is 20 watts
continvous and 35 watts peak. Voice coil impedance 8 ohms, resonant frequency 40 cps. Connections are
made to screw cap terminals. Rugged all-metal frame.. If made in this country this speaker wovuld sell for

........... Net 29.50

Federal St.

542 E. Fordham Rd.
24 Central Ave.
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Imarant=

: Ot Conisorte™

equalizer — preamplifier S

Properly engineered #
to assure you of ¢
L

b INAUDIBLE HUM |
b EXCEPTIONALLY LOW NOISE
b EXTREMELY LOW DISTORTION

$162 with cabinet
west and Deep South $170.10

HUM— Completely inaudible with Bass and
Volume Controls turned up full (far below
Thermal noise).

NOISE—with high impedance cartridge
and equalizers to RIAA curve; better than
66 db below 10 mv input.

I. M. DISTORTION - with volume control
at maximum and all other controls at *‘flat"
position, 60 cps and 7 Kc. mixed 4:1 ratio,
typical measurement: l
12 volts RMS—0.5%—2 volts RMS—0.07%.

Combine the MARANTZ
{SOLETTE and POWER
th listening.

AUDIO C
AMPLIFIER for su

IX2 A X a6 == COMPANY
44-15 Vernon Blvd., Long Island City, N. Y.

]
See your audio dealer or E
write for specifications !
|
I

GLYNDEBOURNE

Continned from page 123

This provided an impetus to other
firms and to private individuals. They
formed a Festival Society, whose mem-
bers subscribed in support of each
annual opera season. “In any normal
year,” states the Society’s manifesto.
“the cost of a Festival will exceed
possible box office receipts and it is
this margin which the Festival Society
has to fAll.” The important point is
that the price of seats has not altered.
In return for their support, subscribers
are enabled to book in advance of
the general public. Only in the Festi-
val-of-Britain year did the State con-
tribute.

The formation of the Society and
its generosity allowed for alterations
which more than doubled the original
capacity of the auditorium and, by
enlarging the stage area, increased the
range of operas which might be pre-
sented.

Subsequently  the  Glyndebourne
Arts Trust was formed “to ensure the
future of the Opera in perpetuity by
the establishment of an  endow-
ment. . . The TFestival society still
exists to give annual support, but the
Arts Trust has taken a lease on the
opera  house, private  house, and
grounds, and it is responsible finan-
cially for Glyndebourne. Stemming
from the Trust is a body which is

responsible  for administering  the
Opera Executive,
with  four members including Mr.

Christie and Professor Ebert. The eco-
nomic hazards which lay across the
path of Glyndebourne have in this
way been circumvented without affect-
ing the artistic continuity.

The motto of the Christie family is
Integer Vitae. It can as justly be ap-
plied to the Glyndebourne Opera.

Visitors to England will find the
London Office at 23, Baker Street,
W. L. — telephone Welbeck os71.

|

h! What is a
D’FFAX’AL

See page 129
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¥ SPECIFICATIONS

L] Fia WERGY res
[0-20,00

L Hm'rl loading—
1000 cps cuteff

= Dimenzions—81%" x
Slatx 415"

= Force mass ratio—
4 ¥ 107 dynes/gm,

Audir::?rh‘.la 58395

complete wilh
Crossover netwark

Write for complete information
n T&lll.l.w UHF reproducer.
AT LEADING HI-FI MUSIC CENTERS

ERCONA CORPORATION

{Electroals Diyision) ]
331 FIHH Ave,, Bapt. H-5 Hew Yark, N, ‘f_d
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Evei the master magician is wemployed now that everyoue choosing

g a pickup turis to The Audio League Report. Its authoritative
verdict: "By far the finest phonograplt reproducing instruments”™ are
the ESL Professional aud Concert Series electrodyuamic cartridges.™

Musicians, engineers, and music lovers are replacing their old-

fashioned pickups with the seusational new ESL. How about you?

FOR LISTENING AT ITS BEST

Electro-Sonic Laboratories, Inc.
35-54 Thirty-sixth Street « Long Island City 6, N.Y. |

=

Soloist Series from $14.95 « Concert Series $35.95 « Professional Series arm and cartridge $106.50 ’

* Authorized quotation No. 28, Please consult Vol, 1, Nos, 6-7 & 10 (March-April & Nov. to:3) of The Audie Leagre Repert, Pleasamville,
N. Y., for the complete rechwical and subjective report.

CANADA'’S FIRST HIGH-FIDELITY RADIO,
PHONOGRAPH, RECORD AND TELEVISION CENTRE

%‘V Complete stock of Stromberg-Carlson, Fisher, Berlant-
Concertone, Brociner, Scott, Weathers, Sonotone, Electro-Voice,
Bogen, National and General Electric Hi-Fi equipment.

Prompt attention to mail orders — We ship from coast-to-coast
in Canada, aircargo, express or freight.

Custom Sound and Vision Ltd.

390 Eglinton West Telephone HUdson 9-2117 Toronto, Ontario ‘

&

ELECTROSTATIC
Continued from page 44

are not the best to use¢ in this
application. Typically good units for
this system are the Bozak B-199A,
Bozak B-199AL — used as direct radi-
ators—and  the Acoustic  Research
Model AR-1W. The AR-1W is a
driver-and-enclosure,  whereas the
Bozak must be carefully batfed for
proper response. The power response
of these woofers falls off evenly above
1,000 cps, and no sharp peaks are
present in the response above that
point.

When a woofer is used that has a
smooth, uniform power response be-
low 1,000 ¢ps and a significantly high
or peaky response above that fre-
quency, a rolloft network should be
applied to the woofer, with the cut-off
frequency at 1,000 cps. Woofers that
do not have smooth response to 1,000
cps would require a cut-oft filter o
suppress the uneven response; another
mid-range speaker can be used from
this point to 1.000 cps. Such an under-
taking may seem complex —in view
of the fact that there are good woofers
available which cover the whole low
range smoothly —but not everyone
will want to buy a new woofer.

When a high-efhciency woofer s
to be used with an electrostatic
tweeter, a juggling of impedance con-
nections plus an adjustment of the
attenuator  control on the unic will
provide the proper balance between
the units. Data for making such ad-
justments can be procured from the
tweeters:  manufacturers.  When a
horn woofer (a very high-efficiency
woofer) is to be used, an attenuator
must be added. Horn woofers usually
do not have smooth characteristics in
the range from so00 to 1,000 cycles,
and another speaker must sometimes
be added to such a system to augment
response in this range.

Phasing of the woofer and tweet-
er{s) is of course important due to
the gradual nature of the overlap
(both units are operating together in
the mid-range).

Current  American  electrostatic
tweeters should always be connected
directly to the output terminals of the
power amplifier. They include their
own low-to-high-impedance matching,
and have their own built-in crossover
network, so they should never be con-
nected to an additional crossover net-

Continned on puge 128

HiGH FipELITY MAGAZINE
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GUARANTEED

The D & R Turntable

Given the usual protection from dust and acca-
sional lubrication, this unit revolves silently and
permanently at three exact speeds. Its design is
beautifully simple, and its phenomenally close
tolerances are protected from wear by an ingeni-
ously foolproof drive system. Really quiet!

DR 12A $87; DR 12B (Hysteresis) $108, Base $15

The Bard Orthosonic V-4 Tone Arm
The usual question is: ‘‘Does it work?’’ The
answer is '"'yes.” You can actually hear the dif-
ference, particularly on inner grooves. A number
of record saving features have been incorpo-
rated, making operation safe and easy. We've
tried to wear one unit down by constant use in
our lab, and we are happy to report that we can't.
V-4 Arm $44.50

The Electrosonic Concert Series C-1 Cartridge
The clarity, definition and ‘“‘sweetness’’ of sound
inherent in the C-1 have won it an increasing
share in the Hi-Fi market, and its high compliance
and low tracking force have made it unnecessary
for us to replace a single stylus after much more
than a year of sales and service.

ESL C-1 $35.95, 201M Transformer $11

BY
LECTRONICS

~ FOR
N\ 2 YEARS
R

(L

\\\ assurance from

lrving M. Fried
{Owner of LECTRONICS)

Yes, we will guarantee any product
we advertise for fwo years (except
tubes and styli—one year).

Why? Why put ourselves out on a
limb on the quality of someone
else’s products? Isn’t it, in fact, a
bit pretentious on our part to put
our stamp of approval on these units
when the manufacturer’s reputation
should suffice?

Perhaps. .. but we have found, quite
frankly, that some reputations are
not deserved by present production
models, and that some manufactur-
ers seem to have forgotten what
their reputation came from, and
should stand for — quality. Some
dealers don't seem to care. We do.

a Personal

Furthermore, some superior compo-

nents are overlooked by the average
consumer because of limited distri-
bution and advertising, which de-
prives many people of the excellent
service, and often, excellent huys
offered hy such units.

First, last, and most important of all
—the equipment we sell must work

. must meet its specifications over
years of service. We feel that our
reputation and good will rides on
any purchase you make with us.
This is why we seek out the best.
This is why we test and torture it to
make sure it will give service. This
is why we pass on our findings and
our recommendations to you, and
back them up, all the way!

Very sincerely,

The Brociner Mark 30 C Control Amplifier
We have long maintained in our previous adver-
tising that this is not only the ‘“best buy' in
quality preamps, but at least the equal of any
unit available, regardless of price. We still think

S0.
Mark 30 C $88.50

| S

N W

B4 vrey ®
e .

The Dynakit Mark 11 (50 watt power Amplifier)
(Completely wired and assembled)
Our test laboratory is becoming hard put to find
anything to equal, much less surpass this ampli-
fier. Its remarkable stability under actual work-
ing conditions, its fabulous power output and
frequency characteristics make its price (as a kit,
or as a completely wired unit) seem ridiculous.
The Dynakit Mark 11 $99.50 (Assembled)

Acoustic Research Speaker Combinations

The AR-1

The AR-Janszen (lllustrated)

The AR-Hegeman Speaker System

The amazing performance of the AR-1 woofer in
its diminutive cabinet has been attested to by
the Audio League, etc.; and the overall perform-
ance of the AR-Janszen Combination has been
hailed as the finest available, period. Lectronics
has asked Mr. A, Stewart Hegemen, famous audio
designer, to create a tweeter which would have
a wider dispersion characteristic than the AR-1,
and would approach the performance of the
Janszen Electrostatic, at a lower cost. He suc-
ceeded nobly, and we offer a 200 cycle crossover
and 180° dispersion in a unit which matches the
AR-1W perfectly in size and in sound.
Dimensions: AR-1W 14" x 113" x 25"; Hegeman
Tweeter: 1134” x 11358"” x 24",

Irving M. Fried AR-1 $185
- AR-Janszen $329
LECTRONICS AR-Hegeman $218.50
TO: LECTRONICS, CITY LINE CENTER, PHILA. 31, PA. This complete system, including the
Gentlemen: | wish to order: DR12A and the AR-Hegeman: mounted
tested, pre-wired and coded, with
ggﬁd lvzﬁ §225E0] 0 128 $108 O Base $15 0 NrRE individual instructions and
ESL C-1 $35.95 [J 201M $11 O ADDRESS
Brociner Mark 30C $88.50 [ GUARANTEED
Dynakit Mark I1 (Assembled) $99.50 (] CITY : - STATE for 2 R
AR-1 $185 []  AR-Hegeman $218.50 [J Please ship C.0.0. [J Please ship prepaid [J or £ years:

AR-Janszen $329 [J

LECTRONICS * SERVICE * LECTRONICS * GUARANTEES ¢ LECTRONICS

MAy 1956

All prices F.0.B. Philadelphia

F.O.B. Phila.
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TESTED IN THE HOME BY HIGH FIDELITY MAGAZINE ELECTROSTATIC

ontinned from page 126
Rated BETTER Because...® ™. Coneafron s

work. Any good high fidclity amplifier
of recognized quality may be used.
For best results a damping factor of

“Such performance ¢s excellent; exceeded only > or more should be presenr in the
by a very few units, all of which are much higher in price.” response above 10 ke, This is not too

“The cantilever-stylus-armature construction is inherently capable serious, however, sincce only a slight

of more rough treatment than most moving-coil mechanisms.” rolloff will otherwise be present abox;e
10 k¢ and the transient response will

not be affected, because the unit is

“Will fit Just about any American-made arm.”

“Listening quality is very good, smooth and free of strain air damped.  Note, however, that a

even on heavily recorded passages.” damping factor claimed for an ampli-

“In terms of what you receive per dollar spent, fier at some low frequency does not

|||@ G the ‘500" is a noteworthy bargain.” necessarily imply the same value above
|I|l|||lll|||lllllll - Only $9.90 including 2 10 ke

ﬁ [HMH. i synthetic sapphise styli Pickup cartridges that exhibit sharp

””“l ““*" | | / (diamond siyli extra) g L peaks between 7 and 20 kc are not

recommended for use with this unit.

Units which have a resonance of 20
kc or higher (between the dynamic
mass of the stylus and groove wall)
are recommended.
The forcgoing data applies pri-
“500" MAGNETIC TURNOVER - marily to the Janszen Mode! 1-30
_ clectrostatic speaker. Ac the time of
CARTRleE ' writing of this article, the Pickering
- b version of the electrostatic speaker had
not made its commercial appearance.
The following comments on the Pick-
ering unit are based on a limited
amount of cxperimental information
— that has just recently been made avail-
able. The author, frankly, has not
been able to evaluate the Pickering
unit in any way or to learn much
about its constructional details. It
] would be interesting to know what
‘ sort of impedance the fixed clectrode
presents to the propagation of sound.
!' A flat grille, for example, may not
[! be as desirable as round wires, due to
| its relatively greater interference pat-
‘ “ tern. The spacing of the elements in
I
!
il

At leading hi-fi distributors; write for descnphve meramre to:

RECOTON CORPORATION, 52—35 Barnett Ave., Long Islond Cny 4, N. V.

Manufocturers of World-Fomous Phonogroph Styli.

Why is there a difference

in diamond needles?

Not all diamond needles are alike. Nor do all give you true
record protection. The difference lies in the inspection. 1

You must be sure of the finish or vou have only false
SCCUrity. cach system, together with the chosen

‘ value of bias, will atfect relative ef-

I'rust the Duotone Diamond Needle that the inspector
himself certifies for absolute concentricity. His picture is ,
in the package and right beside it he says: “This tip has i
been polished 15,000 times by Radius Control to give ‘ electrostatic speaker, a small model
vour records complete diamond protecrion. Inspected by i ‘ it covers the range from 1,000 cycles
shadowgraph blown up 500 times, it passed rigid scrutiny : { upward while a large model covers

ficiencies. This sort of data will no
doubt have to await a furure article.
In the Pickering versions of the

for absolute concentricity.” ‘ that from 400 cycles upward. The
i schematic of the Pickering speaker
'| secems identical to that of the Janszen.
b

= . ! It is interesting to note that while the
your records. The Duotone Company, KNeyport, N. J., 1 &

o ) . ) . ) il two units are fundammentally the same
Manuf’auurel z}nd Supplier. Exp. Div., Ad Auriema, il (push-pull struceures with bias), dif-
New York, N. Y. it

ferent physical embodiments charac-
terize the approach of each manu-
facturer. The Pickering speaker is a
large single-unit sound cell which is

—— gently curved in a horizontal plane to
Design after a frame on a famous Columbus portrait diSPCI‘SC the sound. The JaﬂSZeﬂ unit

lLook for the inspector’s picture in the Duotone Diamond i
Needle Package. There’s assurance of real protection for

123 HigH FIDELITY MAGAZINE



“possibly the
finest tweeter
available
at any
price’’

High
Fidelity,
Nov. ’55

LISTEN!

® 120° high frequency
dispersion
® No hangover . ..
no screech . . . no
ringing
® Far iess record scratch
® No coloration . . . the
most realistic sound
you’'ve ever heard

WRITE!

Get full information
on this amazing speaker.

JANSZEN Laboratory Inc.
Dept H-5, 69 Harvey St., Cambridge, Mass

JANSZEN

MAY 1956

uses four perfectly flat sound cells
which are arranged in a pattern to
produce a very wide angle of hori-
zontal coverage. It would appear that
the latter unit could be expected to
give better horizontal distribution
while the former should produce
slightly  better  vertical ~ coverage.
Generally, listening is done within a
relatively narrow vertical angle al-
though it may often be done at very
wide horizontal angles. Curvature in
both units is therefore concentrated
in a horizontal plane. One big dif-
ference between the units of the two
manufacturers is the handling of back
radiation. In the Janszen unit, back
radiation is absorbed by acoustic ma-
terial within the tweeter cabinet. In
the Pickering unit, the back is free
to radiate and the unit is essentially
unbaffled. Just how seriously this af-
fects the over-all response is yet to be
seen. It can be said, however, that
baffling at high frequencies is far less
important than at low frequencies.
To avoid undue loading of the dia-
phragm from reflected sound, the unit
must be operated at least six inches
away from a wall. Unless the rear
radiation is needed for sound re-
inforcement, it would appear to the
author that the unit should be
operated in front of some heavy drapes
which would aid in the absorption
of the rear side radiation. Such an
arrangement will no doubt cut down
the apparent output but should at the
same time eliminate the out-of-phase
components that might be produced
by rear-end reflection from a wall. In
the evaluation of the unit, it would
seem that the above effect would be
a most important one to study.

Another difference between the two
designs is their relative size. The
Janszen unit is short and deep and
has its power supply, crossover unit,
and attenuation control in the same
cabiner with the sound cells. The unit
can be mounted either within or on
top of a woofer cabinet. The Picker-
ing unit is tall and thin and has its
power supply, crossover network, and
attenuation control in a remote box.
This unit is designed to stand on top
of a woofer cabiner. It might possibly
be mounted within a woofer cabinet,
although it would occupy an inordi-
nate amount of room especially since
a rear protective enclosure would then
have to be provided behind the unit.
Were it not for the back radiation
problem, this speaker might be hung
on the wall like a picture!

Continned on next page

For lows...

N
|
DIFFAXIAL |
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' See page 131
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BRAINARD TUNER-AMPLIFIER

Every feature the experts specify, plus the exclu-
sive Brainard Acoustic Balance Control. For
complete specifications write to Engineering
Department for Catalog H-2,

ELECTRONICS

B | . d
8586 Santa Monica Blvd,/Los Angeles 46, California
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B-305 — in its class the purest voice for @ birch, or mahogamy veneers. If you wish,
performance fram 35 cycles ta beyand 16 Tull three-way B-305 with two coexizls and

ke is phenamenal for subtlety of detail and 2 midrange—without carpentry, tuning the
effortless handling of dynamics. Transient enclosure. or balancing the speakers. From

BOZAX EB-305.
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ELECTROSTATIC
Continued from preceding page

It might be noted that while the
designers of these units were confined
to using the same basic approach, the
selection of electrode spacing and bias
are subject to individual choice. For
example, if close element spacing is
chosen, relatively high efficiency may
be realized but costly (precision)
manufacture is implied. If the tight
spacing requirement is lessened or a
lower bias voltage used, poorer ef-
ficiency will result but the device will
be easier and less expensive to make.
To compensate for lower efficiency
more diaphragm can simply be sup-
plied, but this makes for a larger struc-
ture.  Also, a lower efficiency unit
means that more audio power must
be supplied for a given sound output
and with many amplifiers this results
in higher operating distortion. The
designer’s choice is thus a tough one
and the old factor of high cost for
low distortion rears its ugly head once
again.

In comparing the above units for
purchase it is of course well to make
an AB comparison test under the most
favorable conditions possible.  The
fina] choice will rest with the in-
dividual and what his ears tell him
when the same material is fed to both
units. If there seems to be little dif-
ference, it is well to try several dif-
ferent musical selections that are rich
in highs. If still no difference can be
discerned, the choice might be made
on the basis of physical convenience
(the large, thin unit versus the short,
deep one) or other limitations of the
installation room.

Whichever  electrostatic  unit  is
finally chosen, the listening test should
convince the discriminating listener
that electrostatic speakers are here to
stay.

FM STATION
DIRECTORY

In NEW YORK CITY

FOR QUALITY MUSIC
NIGHTLY
6 P.M. to 12 Midnight
dial

WWRL-FM---105.1 Mc

Have you heard

WEATHERS

High Fidelity Sound ?

With a Weathers you listen to clear,
undistorted reproduction of your records

. and you have the sense of knowing
your records are being cared for, frec
from harsh treatment. protected for all
future moments of keen enjoyment. . . .
Because then —and only then — will
you hear the absolute smoothness and

convincing  realism that  only the
Weathers FM pickup can give you . . . .
WHY?

Simply because owning a Weathers FM
pickup gives you the lowest stylus force
of 1-gram. This 1-gram pressure means
much to you. It means that your pre-
cious records will not wear out

it means that the life of your sapphire
is extended thousands of times longer
than with conventional pickup . . .
it means that your diamond will practi-
cally last indefinitely.

REPRODUCTION?

Startling! The clarity, the sweetness
the fidelity of the Weathers FM

pickup grow on you and stay with you

and yes . . . actually spoil you for any-

thing else.

FRAGILE?

We've been asked that many times.
Our answer is No! It's operating night
and day in radio stations who have
discovered its stability, ruggedness and
continuously smooth performance. It's
frequency range of 15 to 25,000 cycles
is a proven characteristic. Distortion as
measured by prominent and qualified
engineers is less than 29 — many
times less than some conventional pick-
ups. The Weathers can actually be
dragged or dropped on a record without
permanent damage to the stylus or
record. The stylus will also automati-
cally retract under excessive pressure
and will spring back automatically when
correct pressure is restored thus
another guarantee against excessive
record wear. As for tracking no
problem . its superbly damped ver-
tical compliance rides the tortuous path
of the groove without loss of contact.
To complement this “pickup of the
future” we have designed a speaker
especially for your living room. . . 2
radially-damped speaker whose beauty,
naturalness of sound gives one the
feeling that a curtain has been lifted

. a window wiped clean. . . .

WHAT OTHER ADVANTAGES
DOES WEATHERS OFFER?

A modernization program . . . one de-
signed especially for Weathers owners
in the past years. In accordance with
our progressive policies, we would like
to pass on the benefits of all our
advances to these owners. You may
have your pickup modernized to include
all the latest features at remarkably
low cost the pickup will be re-
turned performing as magnificently as
our brand-new pickups.

Ask your authorized Weathers dealer
for a demonstration or write us.

WEATHERS INDUSTRIES, INC.

66 E, Gloucester Pike Barrington, N. J.

HicH FIDELITY MAGAZINE



SIR:
My speaker system is a three-way one,
with crossovers at 8oo and 5.000
cycles.
I read in a technical magazine that
a lower crossover frequency was bet-
ter, and 1 would like to know how to
change mine to 4o0-cycle crossover.
Any information would be appre-
ciated.
Lindsay Taylor
Spokane, Wash.

The crossover [requencies wused in
three-way systems are not arbitrarily
chosen, but must be selected to suit
the loudspeaker drivers being wused.
If a speaker is designed to operate
down to 8oo cycles, it is likely thar it
is designed to give rapidly falling re-
sponse below that frequency, so that
no matter how low you choose to
make its section of the crossover net-
work, its response will fall off below
8oo cycles anyway.

A second reason for not operating
a speaker at below its optimum range
is that such operation is likely to pro-
duce too-violent excursions of the
diaphragm, and may distort or tear it.

If you wish to extend your nid-
range Span 1o 400 L‘yc/ar, you should
replace  the present dviver with a
unit designed specifically  for  4qoo-
cycle operation. If it is a compression-
type driver, it should be equipped
with a horn designed for qoo-cycle
cutoff.

SIR:
I have a Meissner 8C FM tuner, a
Heathkic WA-P2 preamplifier and a
Heathkic W-sM amplifier. As you
know, both the tuner and preamplifier
have volume controls, and the pre-
amplifier has an input level control.
The relationship between these three

variables presents a problem. T would
appreciate it if you could give me any
information as to the proper relative
settings of these controls.

Bernard H. Lerlein

Brookline, Mass.

Here is the procedure for setting uf the

control levels in your system.
Turn all the equipment on, set the front-

MAyY 1956

panel volume control on the Heath con-
trol unit at about the 1 or 2 o’ clock position,
turn the phona level control all the way
down, set the input selector to Phonn, and
start a vecord of average volume playing
on the turntable.

Bring up the phono level-vet control until
the music is playing at the volunme level
at which you are likely to do most of your
listening.

Then turn the tuner's volume control
and the preamp’s Tuner input level-set
contral all the way off, and flip the Input
selector to the tuner, keeping the Heathkit's
volume  control ar its previous setting.
Slowly bring up the level-set control until
hum or hiss begins to be andible from the
tuner.  Reduce the level-set to put this
noise just below the point of andibility,
and bring up the volume control on the
tuner until a signal is heard. Tune to a
station of average strength, and advance
the tuner’s volume control until the system
is reproducing at about the same level as
was the disk record.

Repeat the last steps for any other anxili-
ary equipment.

SIR:
One detail in your Tested in the Home
reports puzzles me.

Regarding some of the control unit
reports:  the output is often desig-
nated as low impedance, whereas the
inputs on power ampliﬁers are always
labeled high impedance. The question
is, does this difference constitute an
impedance mis-match?

Now, a second question. Will any
ill-effects result from simultaneously
driving one 8-ohm speaker system
from the 8-ohm tap of my amplifier,
and one 16-ohm speaker system from
the 16-ohm tap of the same amplifier?

Dr. R. S. Ball
Brockton, Mass.

All eontrol  uniti ave deiigned to he
matched correctly to any  high-fidelity
power amplifier, all of which have high-
impedance inputs.  In TITH reports, the
statement that a control unit has a low-
impedance ontput simply means that the
output impedance is low enough to pre-
vent high-frequency losses in the intercon-

Continued on next page
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THIS IS THE BOOK 3
FOR EVERYONE INTERESTED IN

TAPE RECORDING

Y g s s o
o w L ?ﬁ 4 e

o
o

o
/ “'Tape Recorders—
How They Work”’
by
Charles G. Westcott

jaPt
Rfcoﬁl}“s

All the important facts in one book

Now you can have an expert understanding of

tape recording. Explains magnetic recording
theory; describes characteristics of tape. Tells
how a recorder operates; discusses motorboard
mechanism, drive motors, volume indicators,
bias oscillators, equalization circuits, ampli-
fiers and magnetic heads—includes diagrams,
photographs and schematics. Tells you how
to get best frequency response with lowest
noise, how to avoid tape overload, how to
obtain best bias settings; includes procedures
for testing tape recorders and tape. The com-
prehensive book about Tape Recorders. 176 %
pages; 514 x 814”; over 150 illustrations. Use 3
coupon below to order your copy today

Postpaid, only ... .. 52.75

HOWARD W. SAMS & €O., INC. =-'—---9=-;‘—|
2201 E. 46th St., Dept. 17-E6
I Indianapolis 5, Ind. I
| Send me your book: “Tape Recorders” ($2.75) l
I Name..... ... ... ... .« .o - I
l |
| Address..........o o |
I Gty T Zone. . ... State. . .. .. 1
(priced slightly higher outside U. S. A.) __l
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THE B« SYMBOL
MEANS QUALITY

THES SYMBOL IDENTIFIES EQUIPMENT MEETING QUAL
V1Y STANDARDS PRESCRIBE O BY KEROES ENTERPRISES

This “K"” Symbol* identifies electronic
equipment which meets standards pre-
scribed by Keroes Enterprises. It is a
certification that the equipment on
which it appears is the finest the in-
dustry can produce.

LICENSED ULTRA-LINEAR

& Faf. moo3,TE0,3121

THIS SYMBOL IDENTIFIES EQUIPMENT MEETING QUAL-
1Y STANDARDS PRESCRIBED BY KEROES ENTERPRISES

The world famous “Ultra-Linear” cir-
cuit is protected by U. S. Patent No.
2,710,312, owned by Herbert 1. Keroes.
The phrase "'Licensed Ultra-Linear” can
be displayed only by amplifier manufac-
turers who are licensed under the pat-
ent. Technical services made available
to licensees enable them to incorporate

the latest refinements in “Ultra-Linear”
design in their products. i

LICENSED ULTRA-LINEAR

4. 5. PAT. NB. 2,710,312}

THIS SYMBOL IDENTIFIES EQUIPMENT MEETING QUAL
1TY STANDARDS PRE SCRIBED BY KEROES ENTERPRISES

when used with the “K” Symbol*, is
your guarantee that the manufacturer
of the amplifier to which it is affixed is
using an amplifier circuit that makes
the best use of its output tubes, pro-
duces maximum power over the great-
est band-width for more articulate lows
and sparkling highs, and reduces dis-
tortion to a minimum.

\
The phrase “Licensed Ultra-Linear,”
|
[
!

0. 2,910,302

P/ vrcenseo uirea-unear

THIS SYMBOL IDENTIFIES EQUIPMENT MEETING QUAL
1Y STANDARDS PRESCRIBED BY KEROES ENTERPRISES

Your amplifier offers all the advantages |
of “Ultra-Linear” performance when it
bears the black and gold K" Symbol*.
Inquiries concerning the benefits of
“Ultra-Linear” operation are invited.

*Trademarks identifying electronic equipment meeting ‘
standards controlled and prescribed by Keroes Enterprises.

KERDES ENTERPRISES ‘

369 SHURS LANE, PHILADELPHIA 28, PENNSYLVANIA
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necting cable.  Such a “low impedance”
output will perfectly match the high-im-
pedance input of any power anmplifier.

Since yowu will be operating your
speakers in  parallel, they should be
connected 1o the 4 and 8-obm ampli-
fier taps, respectively.

SIR:
What is the technique of placing a
stylus on a record so that it will be
accurately set for playing an inner
band? 1 am sure that there must be
some trick to this, because otherwise
exact cuing would be impossible, but
I don’t know the answer.

Eduward H. Marsh

Purcellville

Loudoun County, Va.

“Cuing” in radio stations or recording
studios is done by marking the record
groove with grease pencil, holding the
record with one hand while letting the
turntable slip beneath the record, putting
the stylus on the proper spot, and releasing
the record so that it will turn when the
cue is recetved.

SIR:

My Grommes 55C amplifier produces
a persistent high-pitched “ringing.”
This is audible even at normal levels,
and there is, naturally, a momentary
“ping” when the case is touched, when
a dial is turmed, or when a tube is
touched.

I bave had the amplifier for four
months, and I have not had the rubes
tested or changed. Would you please
tell me how I can eliminate this ring-
ing?

Kenneth Slapin
Norwalk, Conn.

It sounds as if the first 12AX7 pre-
amplifier tube in your amplifier i
microphonic.

Locate the first 12AX7 tube by
turning the selector switch to Tuner,
and unplugging and re-inserting each
of the mintature tubes until you find
one that does not produce a loud pop
when yon plug it in and out. Then
you might try swapping that tube with
one of the other 12AX7 tubes. If
both of the others prove equally noisy
when wused in the first stage, you
should try a new one in the first
12AX7 socket.

If this does not solve your problem,
vou had better bhave your ampli-

:‘%ﬂ

TELEFUNKEN ELITE
{ FM] PORTABLE H/-FI
SYSTEM

FM, Standard and Short Wave brood-
casts plug-in for phono, tape re-
corder and additional external speoker.

VTELEFUNKEN £

HIGH FIDELITY E
: SYSTEMS

5:: 2 Imported by '

- I'}E s B

Write for details

ALY -

'3 5
et :.‘ai-":«‘ltﬂ

MODEL 800

Combination equipment,
record storage and speaker cabinet

prices shghtly higher west and south $1 80

99 North 11th Street, Brooklyn 11, N. Y.
largest manufacturer of cabinets and kits for hi fi
o division of G & H Wood Products Co. Inc

HiGcH FIDELITY MAGAZINE



STEREOPHONIC
BROADCASTING

EACH SUNDAY 2:05 P.M.

5

.) (/\

by

)\\
— Q.

WORB

1330 AM 102.5 FM

/

’\

Esutkwamf\

Boston’s
Concert Music Station

A Good Music Broadcasters Affiliate

TRADER’S MARKETPLACE

MCINTOSH MC-30 $115.00; C-8 Compensator $69.00;
Dyracord, complete, $435.00. Brand new condilion.
Must sell. D. Witt, 510 Evelyn, Freeport, Ill.
L J

THREE WHARFEDALE W12 /CS woofers in perfect con-
dition, used less than 5 hours, $30.00 each. Finished
mahogany RAM Portraitist system, better than new,
$170.00. Box B, HIGH FIDELITY Magazine, Gt. Bar-
rington, Mass.

[ ]
6 ELEMENT BROAD BAND FM antennas.
aluminum, $10.95 ppd.
Lunenburg, Mass.

All seamless
Wholesale Supply Co.,

[ ]

HELP WANTED! EXECUTIVE TO HANDLE CONSUMER
TECHNICAL CORRESPONDENCE AND ASSIST IN GEN-
ERAL SALES. MANUFACTURER NEW YORK SALES
AREA. TECHNICAL BACKGROUND AND EXPERIENCE
IN HI FI AND PUBLIC ADDRESS COMPONEMTS AND
INSTALLATIONS ESSENTIAL. SEND RESUME. STATE
SALARY REQUIRED. BOX NO. A, THE PUBLISHING
HOUSE, GT. BARRINGTON, MASS.

[ ]
HI-FI SPEAKERS REPAIRED. Amprite Speaker Service,
70 Vesey St., N. Y. C. 7. BA 7-2580.

[ ]
TAPE RECORDERS, TAPE. Unusual value. Free Catalog.
Dressner, 69-02K 174 St., Flushing 65, N. Y.

[ ]
DIAGRAMS — SERVICE INFORMATION! RADIOS,
TUNERS, HI-FI AMPLIFIERS, PHONOGRAFHS, RE-
CORDERS, CHANGERS, $1.00; TELEVISIONS, $1.50.
SEND MAKE, MODEL, CHASSIS. TV MILTIE, BOX
101-H, HICKSVILLE, NEW YORK.

[ ]
FM BROADBAND YAGI for fringe and long distance
recention. High gain design for maximum sensitivity
to 72 or 300 ohm tuner input. Apparatus Develop-
ment Company, Inc., Wethersfield 9, Conn.

[ ]
TANGLEWOOD — Lakeshore two rooms with private
bath, sleep thres. Teachers preferred for full season

occupancy.  Will consider renting six weeks Boston
Symphony Festival. R. V. Murphy, P. O. Box 6, Lenox,
Mass.

May 1956

fier serviced by a qualified andio ser-
vice agency, or return it to the factory.

SIR:
1 am interested in mounting my loud-
speaker in the plywood paneling of
a door which leads into a small room.
Would you tell me how 1 might go
about doing this?
Rev. Charles A. Jackson, Jr.
Wynnton Methodist Church
Columbus, Ga.

To install a speaker in the thin panel
of a door, cut a hole about three-
fourths of an inch less than the di-
ameter of the speaker, and then simply
bolt the speaker to iz,

Install the speaker cable from the
hinged side of the door, so that it will
not be stretched by the opening and
closing of the door.

SIR:

I have decided that what s called
“Doppler distortion” in loudspeakers
cannot exist for the following reason:
while it 1s true that a loudspeaker cone
might move back and forth a relatively
large distance at, say, 4o cycles per
second, thereby becoming a moving
sound source for a 3,000 cycle tone,
the eardrum alin becomes a moving
sound receiver for the 3,000 cycle
tone. It also vibrates at 40 cycles a
second.

At a frequency at which the eardrum
would not vibrate, perhaps at subsonic
pitches, the high-frequency tone might
be heard to vary in pitch, but not
where the response of the eardrum is
linear.

William Devine
Detroit, Mich.

You may have overlooked a couple of

important considerations in your comments
about the Doppler effect from londspeakers.

Firat of all, a speaker cone mores
through much greater excursions than does
the eardrum, so the modulation effect is
likely 10 be more severe in a speaker than
m the ear.

Secondly, regardless of how much Dop-
pler effect the ear itself may introduce, it
remains constant at all times, for a signal
of given harmonic Sructure and intensity.
But a ludspeaker generates sound in a
different manner from that in which an
orchestra produces sound.  An orchestra
does not produce low notes from the same

Continued on page 135

See page 135

New ENGINEERING DESIGN!
New LUXURY STYLING!

New MUSICAL mm\'msml

MIRAPHON
XM=110A

Manual Record Player
TRANSCRIPTION-QUALITY FEATURES

Constant-speed 4-pole motor * Rubber-
matted, balanced turntable ¢ $pecial Spring
mounts * Plug-in head ¢ 3-speed drive ¢
Ball-bearing-mounted tone arm PLUS . . .
ALL THE PERFORMANCE-PROVED BASIC REC-
ORD PLAYING FEATURES OF THE WORLD-
RKENOWNED MIRACORD XA-100.

At High Fidelity Dealers Everywhere

$37.50

Shipped completely assembled with all plugs
and leads attached, ready for operation.
with GE RPX-050A Cartridge.............. $44.50

AUDIOGERSH CORPORATION
» WOrth 48585

Yin Corp., Lid. * Feranfo, Canada

23 Park Plat! New York 7, M. Y.
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PROFESSIONAL DIRECTORY

hd CALIFORNIA .

hd ILLINOIS ¢

L4 OHIO L)

HIGH-FIDELITY HOUSE

Most complete stock of Audio
components in the West

Phone: RYan 1-8171
536 S. Fair Oaks, Pasadena 1, Calif.

VOICE AND VISION

HI«FI SPECIALISTS
® COMPONENTS

ﬂ @® CUSTOM DESIGNING
® INSTALLATIONS

n ® SERVICING

RUSH & WALTON CHICAGO 11, ILL.
WHitehall 3-1166

EVERYTHING IN HI-FI SOUND EQUIP MENT

WORLD’S
FEATURING AMPEX FINEST
MAGNITIC RICORDIRS TﬂéggRDERS

SANTA MONICA SOUND
12436 Santa Monica Bivd.
West Los Angeles 25 GRanite 8-2834

the finest in Hi-Fi
featuring Ezm%ﬁ.':@

HIGH FIDELITY COMPONENTS

- '\I -
ol Ly
‘n-
Lo e
s LT
[ - =
KIERHLFF - BRI O R T O

820 W. Olympic Bivd. - L.A. 15, Calif. . RI 7-0271

HOLLYWOOD ELECTRONICS

HI-FI COMPONENTS

Since 19-44
EXCLUSIVELY
featuring

ll EleioYoree ,

7460 MELROSE AVENUE
Los Angeles 46, Calif, « WE 3-8208

L4 MASSACHUSETTS o

CUSTOM INSTALLATIONS

65 Kent St.
Brookline 46
ASSOCIATES Mass.
T s
THE High Fidelity Center

Components

Professional Servicing
Acoustie Consultants

Cabinet Design

L4 NEW YORK L4

AIREX
RADIO CORP.

“The Electronics Supermarket®
171 Washington St.,N.Y.C.7 CO 7-5218

SEND FOR OUR FREE
HiI-FI CATALOG

Includes a full line of hi-fi equip-
ment. Send us your requirements.

DON’T EXPERIMENT . . .
CONSULT A SPECIALIST IN
TRUE HIGH FIDELITY
NEW YORK CITY AREA
Specialist in the best in sound.

BOHN MUSIC SYSTEMS CO.
PL 7-8569 550 Fifth Ave., N, Y, 36

IN CINCINNATI aND THE
TRI-STATE AREA

* COMPETENT ENGINEERING

* COMPONENTS AT NET PRICES

A SERVICE ON ALL HI-FICOMPONENTS

eudomcaaﬁud, Ine.

2259 Gilbert Ave., CA 1-3153 - Cincinnati 2, Ohio
“A Component or a Complete System’”

L4 PENNSYLVANIA .

In the Delaware Valley Area it's the
M%ﬂ RADIO CO.

DISTRIBUTOR OF THE FINEST . ..

HIGH FIDELITY COMPONENTS

Such as Bell, Bogen, Fisher, G, E.,, Karlson, National,
Pilot, Scott, Stromberg Carlson, and University. For
a thrilling demonstration come into the

ALMO HI-FI STUDIOS

509 Arch St. 1122 French St.
Phila., Pa. Wilm., Del.
WA 2-3133 Wilm. 6-9467

in the PHILADELPHIA area

YOUR COMPLETE SUPPLIER is
’ !0 E%! a L]
SERVICE CO. OF PENNA., INC,

HIGH FIDELITY & COMMERCIAL
SOUND STUDIO

709 Arch St., Philadelphia 6, Pa.
Phone: LOmbard 3-7390

In PITTSBURGH and the
TRI-STATE AREA

gaaufl‘/u'ny in -G

WOLK'S HIGH FIDELITY CENTER
right next to Wolk's Kamera Exchange

306 Diamond Street Pittsburgh (22), Pa.
EXpress 1-0220

L4 ILLINOYS o

L4 CANADA .

CABINET MAKERS

WE SPECIAITE I THE DESION
AND CONSTRUCTION OF PINER
FUSNITUSE FOR WNI-ZIDERITY

725 % LA SAUS §5., CHICAGO
e 92858

\‘ CONTEMPORARY AMERICAN FORNITURE CO.

In Westchester it's

CONSULTATIONS
SERVICE

2475 Central Avenue Yonkers, N. Y.
Spencer 9-6400

COMPONENTS
CUSTOM INSTALLATIONS

IN CANADA —

There’s one place where you can find — and
hear — all your high-fidelity equipment needs.
We carry a complete stock . . . come in, or write
in, for a chat, a look. and a listen.

GLECTRO-VOICE
SOUND SYSTEMS

141 Dundos St., West, TORONTO

L4 GREAT BRITAIN L4

EVERYTHING IN HIGH FIDELITY

3 ALLIED HIGH FIDELITY STUDIOS

100 N.Western Ave., Chicago 80, IiI.
HAymarket 1-6800

2025 W, 95th St., Chicago 43, til.
BEverly 8-1067

602 Davis St., Evanston, IIl.
DAvis 8-8822 + SHeldrake 3-6233

No lemons here!

CRAIG AUDIO LAB

thoroughly bench tests all units
before selling. Lowest net prices.
We pay shipping within U.S.A.

12 Vine St. Rochester 7, N. Y.

“a stylus to « Klipschorn"
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ALL THE BEST FROM
THE LONDON AUDIO FAIR
The widest selection of all top makes of
British Hi-Fidelity Equipment available.
We ship {0 any part of the world. Send for
Special 32 Page 2 Colour Export Catalogue.

CLASSIE@

ELECTRICAL CO. LTD.
*The Quality Speciulists’
352-364 LOWER ADDISCOMBE RD., CROYDON, SURREY
Telephone: ADDiscombe 6061

HiGH FIDELITY MAGAZINE



Do YOU Like
To Waste Money?

Can You AFFORD
To Throw Money
Away?

If not, there are some things you
showld  know before buying  any
high fdelity equipment, regardless
of where you plan to purchase.

After three years in the audio feld,
during which time we have become
one of the largest distributors in
the nation, High-Fidelity House
has published Bulletin G.

This bulletin contains some  start-
ling informacion, much of which
has never before been put into
print. It can help you to prevent
costly mistakes, and you will find it
most fascinating reading. We sug-
gest you write for your copy at
once. Bulletin G is absolutely free.

HIGH-FIDELITY HOUSE
Dept. H605
536,;South Fair Oaks, Pasadena, California

Orﬂm - sum: via

TRACKS COURSE OF ORIGIMAL RECORDING STYLUS

VITAL ENGINEERING
PRINCIPLE SOLVED'!

Tracking Error Eliminated

FLAWLESS REPRODUCTION ATTAINED.
Stylus moves in straight line from
edge to center as originally recorded.
INSPIRED DESIGN: Increases record
life . . . fits smallest cabinet . . .
plays all size records . . . no scratch-
ing possible . . . all popular cart-
ridges fit.

NEVER BEFORE in the history of Hi-Fi
development has the introduction of
a single component created such
wide interest, laboratory and edi-
torial endorsement.

Get ORTHO-SONIC V 4 with 1ts10
incomparable features. ONLY $44.50.

AT BETTER HI-FI DEALERS EVERYWHERE

Write For {Hustrated Literature

64C Mechanjc Street, New Rechelle, M. Y.

May 1956

ORTHO-SONIC INSTRUMENTS, Inc,

AUDIO FORUM

Continned from page 133

moving surface which is producing all the
high notes. So the fundamental difference
i method of sound generation between an
orchestra and « single londspeaker means
that the loudspeaker will introduce modila-
tions in the higher frequencies that were
nut present in the original sound. This
of course means that the speaker is in-
traducing distortion, but whether or not
this distortion is significant or even detect-
able to the listener is still 4 highly de-
batable point.

SIR:
When tubes are weak, do they glow
blue?

A repairman replaced three tubes in
my set about four months ago, be-
cause they glowed blue. T looked at
the amplifier the other day and noticed
two glass tubes which are bluish look-
ing from top to bottom.

As far as I can tell, the sound has
not been affected by this condition,
but [ would appreciate it if you could
tell me whether I should replace them.

Jesse Joseph
Brooklyn, N. Y.

Blue glow in tubes can mean that they
have developed an air leak and have lost
part of their vacunm (that is, become gaisy),
but only when the glow is general throngh-
out the entive volume of the bulb, or inside
the element structure.

A thin blue glow on the inner surface
of the glass bulb, which fluctuates slightly
with the signal, bowever, indicates « good
vacuum rvather than a poor one. Al
many tubes which are operating dt or
necr their maximum disiipation ratings
(s are many power ontput tubes in present
amplifier designs) may show intense spots
of blue luminescence iniide the element
structure. These too are normal, and are
not 1o be taken as a sign of tube defects.
In the case of a puair of output tubes, the
difference between the amount und natnre
of glow in them iv « pretty good indication
of whether one is defective. It is rare that

both tubes will become gasiy at once, so if

one shows intense blue glow aronnd the
entire element tructure while the other
does not, 1t 7s good reason for suspecting
that it is gassy.

Mercury-vapor rectifiers and  voltage
regulator tubes should produce « pinkish
glow at all times. If they do not, either
they ave defective or something is wrong
with the asiociated circuits in the amplifier.

 DIFFAXIALS

See page 137

MIRACORD
XA-100

with PUSHBUTTON CONTROL
and the'MAGIC WAND'SPINDLE

TWO in ONE!

[Hl’usm Autlmmng&r
(2] Pushbutton Manmal Player

Nothing compares with MIRACORD . . . the
miracle of modern high fidelity record repro-
duction! Acknowledged the world over for
perf.ormel‘lce-Per'etﬁon ond versatile con-
venience.

See what you've been missing — Hear the
MIRACORD a! your Dealer now!

$67.50

Shipped completely assembled with all plugs
and leads atlached, ready for operation.
with GE RPX-050A Cartridge............. $74.50

AUDIOGERSH CORPORATION

Wirth 4-8565

23 Park Place, Naw York 7, M. . -

in Cannde Aflcs Fodee Corn |, Lt + Taromic, Carado
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)

( “GOLDEN SERIES"
HIGH FIDELITY

TR Uy Bust poe Lose !

HF155 %%6%4
@p FM-AM HI-FI TUNER

Here is quality FM (response + 0.5 db,
20 to 20,000 c¢ps) and improved AM,
both most perfectly realized for fincst
reception in a unit only 47 high—at a
very reasonabic price. Outstanding fea-
tures: Sensitivity, FM-—3microvolts for
20 db of quieting; AM—3 microvolis
for 1.5 volts output; scparate RF stage
on FM and AM: discriminator with
dual limiters: cathode foliower with 2
outputs; AFC; flywheel tuning, FM
di-pole antenna, etc.

NEW! HI-FI SOUND FOR TV!

Now, make your TV sound '"come
alive” Just plug the new RAULAND
TV55 Tuner into the unit above and
enjoy TV sound through your hi-fi system.
Exclusive with RAULAND. See it—
hecr it soon.

é) 20-WATT HI-FI AMPLIFIER

Designed for those who appreciate the
finest in Hi-Fi reproduction—the very
best for less. Features: Full 20 watts
output; response, + 0.5 db, 20 to
40,000 cps; 6 response curves {compen-
sation for all record types); 5 inputs fer
complete hi-fi versatility ; separate bass,
treble controls: contour and volume
controls; variable damping control;
rumble filter, plus many other deluxe
features. In compact cabinet, 4” high.

HANDSOME “SPACE-SAVER" DESIGHN

an RAULAND motching '‘Space-Saver”
units are decorator-styled in smart char-

TS coal black with marbleized gold finish,
¥ it t control panels in soft brushed brass. No
~® ) cabinets required—fit beautifully any-

!* '/l'/, where. (Extension shafts available for
" behind-panel mount.)

Hear these
RAULAND Hi-Fi
units at your
dealer’s, or write
for full details

RAULAND-BORG CORPORATION
3515 W. Addison St. Dept. F Chicago 18, Ill.
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STERN
Continued from page 47

- dislikes so far as specific composers

and works are concerned, he does not
declare a special sympathy or aptitude
for any particular school or genre of
music. "I should be sad to find out
that 1 have an affinity for one kind
of music. I'd consider it a limitation.
I want t bz an amalgam and to be
able to give full worth to each musical
style” Unlike some American musi-
cians of his generation, he does not
carry the rtorch  for contemporary
music. He avows no Messianic feel-
ing for thz music of our times and
has found through experience that “it
is unwise to perform music just for
the sake of doing one’s bit for the
‘cause.” Too often works are pro-
grammed so that the artist may say
he is playing modern music.” Stern
frankly admits chat cerrain varieties
of contemporary music (especially
music for the violin) leave him cold,
though there are others he likes very
much. A Copland sonata was on his
opening program in Moscow. As for
the staples of the standard repertoire,
he finds they do not stale no matter
how often he plays them. "There's a
reason why these things live and why
audiences want to keep on hearing
them. It's the mass public, after all,
that is the final arbiter of musical
worth.”

The danger in the “amalgam” ap-
proach to art is exemplified in the
phrase “jack of all trades and master
of none” Sometimes the torch car-
ricrs — for whatever cause —are the
most  interesting  and  illuminating
musicians. Their vision in some areas
of music may be blurred or astigmatic,
but in others it is thrillingly sharp and
revelatory. Stern does not exhibit this
apocalyptic insight, but relics instead
on technical mastery and musical
sobriety. On the concert platform he
projects a feeling of solid capability.
In a sense, he might be called the
musical equivalent of the airplane
pilot—a man who can be depended
upon to perform his task with calm

I assurance. There is nothing of the

neurasthenic aesthete in his deport-
ment or appearance. Judging from
the box office, one must assume that
this combination of catholic taste and
cool self-assurance is very much to
the liking of contemporary audiences.
Perhaps, without his realizing it, Isaac
Stern is sctting a pattern for the
American virtuoso of tomorrow.

| O, a5
- real

| high fidelity
| music

made easy —

You no longer need to under-
stand the complications of high
fidelity sound systems to have
the very finest music in your
home. MusiCraft experts will
recommend the best combina-
tion of components in your price
range and demonstrate them in
an atmosphere like that of your
own living room.

We will handle all or any part
of a high fidelity installation . . .
from supplying a single compo-
nent to designing special cabinet
work or built-in construction
detail. We are also prepared to
work with your architect or in-
terior decorator,

./Vludi&'mﬂ‘

48 East Oak
Chicago 11 « DEilaware 7-4150
COMPONENTS AND COMPLETE INSTALLATIONS

IN ALL PRICE RANGES

HIGH FIDELITY MAGAZINE




