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THE FISHER
HANDBOOK

Third Edition

A new, completely revised and greatly en-
larged edition of the internationally renowned
Fisher reference guide, idea book and com-
ponent catalogue for the hi-fi and stereo buyer,
with new articles by leading authorities.

CONTENTS

A Word from Avery Fisher

“What High Fidelity Is All About” by Richard Hamilton

“Best Seat in the Living Room” by Edward Tatnall Canby

“The Why and How of High Fidelity Components” by C. G. McProud .

“Adding Music to the Room Scheme” by Sherman R. Emery

“The Art and Adventure of High Fidelity” by John M; Conly

“How Loud Hi-Fi?” by Lewis A, Harlow

“The Proper Storage and Handling of Records” by Charles A. Fisher

High Fidelity Terms: A Technical Glossary

The Complete Stereo System

The Stereo Receiver

The Speaker System

The Tuner

The Amplifier

Exclusive Fisher Audio Accessories

Fisher StrataKits

Who Owns A Fisher?

Why Fisher Owners Keep On Being Fisher Owners

Fisher Firsts
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The new Third Edition of the Fisher Handbook is undeniably
a bid for your goodwill by the world’s largest hi-fi manufacturer.

But it’s just the opposite of hi-fi advertising literature.

It doesn't tell you that the absolute ultimate in thrilling, real-
istic, three-dimensional sound will be yours only if you buy a certain
product. And it doesn’t try to impress you with technical term-
dropping. It is a reference guide that deals with basic facts rather
than unqualified claims.

Its newly revised and rewritten 80 pages are devoted to a
clear, nontechnical, comprehensive introduction to high fidelity

"and stereo, with illustrated articles by well-known authorities. Spe-
cial attention is given to do-it-yourself installations. There is even
a 4-page glossary of hi-fi terms—just what the bewildered music
lover needs to cope with the ads. Much of this information has
never before been available.

Only in the latter part of the book is there any specific refer-
ence to Fisher equipment, in the form of a detailed catalogue of
currently available Fisher components. You will forgive this very
restrained touch of commercialism when you realize that it gives
Fisher a reason to send you this $2.00 volume absolutely free, with-
out any obligation on your part.

Simply mail the post card below.

The FISher CIRCLE 35 ON READER-SERVICE CARD
No ad man can doitjustice.
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FISHER RADIO CORPORATION
11-35 45TH ROAD
LONG ISLAND CITY, N.Y. 11101
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For
cleaner
grooves.

For
cleaner
tracing.

New Pickering V-15/3 cartridge with Dynamic Coupling for mini-
mum tracing distortion and maximum tracking ability, plus Dustamatic™
feature for dust-free grooves.

As stereo cartridges approach perfection, dust in the grooves becomes intolerable.

The Pickering V-15/3 Micro-Magnetic™ cartridge has a new moving system that
reduces tracing distortion close to the theorétical minimum, thanks to Dynamic Coupling
of the stylus to the groove. But what good is perfect contact between the stylus tip and
those high-velocity turns if dust particles get in the way?

That is why the Dustamatic brush assembly is an essential part of Pickering’s
total performance cartridge. It cleans the groove automatically before the stylus gets there.

The new moving system also provides a further refinement of Pickering’s famous
natural sound by extending peak-free response well beyond the audible range, and the
patented V-Guard Floating Stylus continues to assure the ultimate in record protection.

There are four “application engineered” Pickering V-15/3 Dustamatic models
with Dynamic Coupling, to match every possible installation from conventional record
changers to ultrasophisticated low-mass transcription arms. Prices from $29.95 to $44.95.

For free literature complete with all details, write to Pickering & Co., Plainview,

L.I., New York.
For those who can[hear]the difference. P":Kel‘lnu

CIRCLE 64 ON READER-SERVICE CARD
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The “living end”. . .

for pro quality
home recordings

Sonotone full fidelity microphones

Wondering why your home recorded tapes sound
dead, lack professional quality? Stop guessing.

That accommodation mike given with your tape
recorder just isn’t in the same league with your
recorder’s pick-up capabilities.

For results you'll be proud of, plug a full fidelity
Sonotone microphone into your tape recorder. The
improvement will delight you!

Sonotone microphones capture all the richness
and vibrancy of “living” sound ... consequently,
you take full advantage of your tape recorder's
output capabilities.

For fine dynamic, as well as ceramic. microphones
...ask for a Sonotone mike. At your hi-fi dealer.
Or write to

ELECTRONIC APPLICATIONS DIVISION

SONOTONE

audio products

SONOTONE CORPORATION. ELMSFORO. WY, 10523

Electronic Applications Division, Export: Singer Prods. Co., Inc., N.Y.C., Cable: Exregnis; N.¥
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‘COLUME
STEREO TAPE

9

FOR
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now offers you

ANY 5

STEREO TAPES

097

CLUB

if you join the Club now and agree to purchase
as few as 5 selections in the next 12 months
from the more than 200 to be offered

if you join now

FRE E REVOLUTIONARY

SELF-THREADING TAKE-UP REEL

—l\‘l A
y i AL
o 2

Just drop the end of the tape
over the reel, start your record-
er, and watch it thread itself!
Unique Scotch® process auto-
matically threads up tape of any
thickness, releases freely on re-
wind.

- KAPS
- J¥lan of
t@ ancha
o Starring
X~ RICHARD
e, N KILEY
Oripmal Cast

If You Can Believe
Your Eyes and Ears
THE MAMAS AND
THE PAPAS

e Calitornia

2595. Also: Oo You
Wanna Oance, Span-
ish Harlem, etc.

HAPPINESS 1S

RAY CONNIFF Saint- $See What Tomortow Brings
tus SINGERS o Saens + Early Mornin' Rain
and ORCHESTRA Piano c * | Were Free
Blue Moon —~ Concertos ?
All by Myselt Nos. 2 & 4 W v\
EUGENE ORMANDY
0 MORE
Lc(l,wm_.?.... »_ PHILADELPHIA ORCH. s

PETER PAUL & MARY

10 MORE

2398. Also: Melodie
0'Amour, Jamaica
Farewell, etc.

2217. Glittering per-
formances of these
two charming works

2225. Also: Jane,
Jane; The Rising of
The Moon; etc.

Barbra Streisand

Color Me Barbra

Py

2407. Where Am §
Going, C'est Se Bon,
Yesterdays, etc.

THE SUPREMES
1 Hear A Symphony
Plus My World Is Empty
Without You

2417. Also: Yester:
day, Unchained Mel-
ody, 12 in all

7

£

Original Soundtrack

|comuaial Recording
1037. “The most ad-

venturous  musical
ever made.''—Lite

TWO FAVORITE
GUITAR CONCERTOS
CASTELNUOVO TEDESCO
RODRIGO
JOHN
WILLIAMS

Guitar -
ORMANDY {cortMala
Philadeiphia Orchestra

2471, It is a bril.
liant composition."
—St. Louis Glohe

DAVE BRUBECK QUARTET
Angel Eyes [COIUMBIA
Let's Get Away From ft All

Viotets For Your Furs
4 momt

2639. *'The best mu-
sical score of '65."
Am. Record Guide

2159. Also: The
Night We Called It
A Day, etc.

RAMSEY LEWIS TRID
THE "IN" CROWD
PLUS 3y

Tennessee o
Wailz '

Come

Sunday

2435. Also: Since |
Fell For You, Sparta-
cus, etc.

ROGER MILLER'S
GOLDEN HITS

England
Swings

King of
the Road
Dang Me
9 MORE

JACK

#§JONES

¥ THE
“4 IMPOSSIBLE
DREAM
Plus — Sieangers in the Nignt
Altie—9 w0Rt  [KAPP)

2695. Also: The
Shadow Of Your
Smile, 12 in all

Today's Golden Hits
ANDRE KOSTELANETZ
What Now

My Love

Try To
Remember

COLUMBIA

k|

Michelle
7 MORE

3449. Plus: A Taste
0f Honey, Unchained
Melody, Mame, etc.

AUDREY EX
HEPBURN HARRISON

1530. Greater than
ever...winner of &
Academy Awards

THE HIT SOUND OF
DEAN
MARTIN

A Million
and One
Shades
9 MORE

Rernme)

axe

2276. Also: Kansas
City Star, In The
Summertime, etc.

3432. Also: Come
Running Back, Any
Time, 7 more

TCHAIKOVSKY:
THE NUTCRACKER
SWAN LAKE (Suites)

ORMANDY

PHILADELPHIA ORCHESTRA

2405. ' Exciting, sen-

suous romanticism.”’
—N. Y. Times

2673. Also: On A
Clear Day, All Or
Nothing At All, etc.

ROGER WILLIAMS
plays THE HITS

Dear Heart < Mr. Lonely
People

2077. Also: Willow
WeepForMe, Frenesi,
TryToRemember, etc,

Rhapsody in 8lue

An American in Paris

Leonard
Bernstein
plays
Gershwin

1098. "'Fierce impact
and momentum.”
N.Y. World-Telegram

One Stormy Night

THE MYSTIC MOODS
ORCHESTRA

2676. A truly uni-
que listening exper-
ience awaits you.

SEPTEMBER
|OF MY YEARS |

Frank %
|SINATRA |

|
| 12 was a Very |
Good Year

Once
Upon a Time, Don't
wait Too Long, etc.

2346. also:

NEW &3 e | [PETULA CLARK
KICK! . NEW
MY LOVE
christy | [ MY o \
MINSTRELS A SIGN N
These Boots OF THE . -
- Are Made I‘:M‘s o
tor Watkin' il .
A s

3559. Also: A Corner
In The Sun. Home-
ward Bound, 8 more

2462. Also: We can
work It Out, Cance
With Me, 8 more

HERE'S A FABULOUS OFFER from the
world-famous Columbia Stereo Tape
Club . . . an exceptional offer that allows
you to build an outstanding collection of
superb stereo tapes at great savings!
Yes, by joining now you may have
ANY FIVE of the magnificently recorded
4-track stereo tapes described here —
sold regularly by the Club for up to
$46.75 — for only $2.97!
TO RECEIVE YOUR 5 PRE-RECORDED
STEREO TAPES FOR ONLY $2.97 — simply
fill in and mai! the coupon at the right.
Be sure to indicate the type of music
in which you are mainly interested:
Classical or Popuiar.

HOW THE CLUB OPERATES: Each month
the Club’s staff of music experts chooses
a wide variety of outstanding selections.
These selections are described in the
entertaining and informative Club maga-
zine which you receive free each month.

You may accept the monthly selec-
tion for the field of music in which you
are primarily interested . . . or take any
of the wide variety of other tapes of-
fered by the Club . . . or take NO tape
in any particular month.

JAMES BROWN
Plays New Breed

2661. Also: Slow
walk, Jabo. MHooks,
Fat Bag. 5 more

After purchasing your first tape

With Respect to Nat

*E

OSCAR PETERSON

Tui0 AN ORCHES RS
Sweet Lorraine
Unforgettable - 30 more
[ (imELiGut }

WILLIAM
TELL

and
Othee
Favorite

[Cotumnia) Overtures

LEONARO BERNSTEIN
NEW YORK PHILHARMONIC

2485. Also: Walkin'
My Baby Back Home,
Unforgettable, etc.

2267.*Stunning, with
staggering articula-
tion."~High Fidelity

ANDY WILLIAMS
The Shadow ol
Your Smile

2460. Also: Try To
Remember, A Taste
0f Honey, etc,

THE MOVIE SONG ALBUM TRl :{\
TONY BENNETT | | pyceLn g
= LANSBURY

T 2
- =
\-: & ey | | MAME
. 10 MORE HROADWAY CAST
240:. also: Never 2672. *‘The best

Too tate, The Pawn-
broker, Smile, etc.

musical of the sea-
son.""—CBS News

through this advertisement, your only
membership obligation is to purchase
5 additional tapes from the more than
200 to be offered in the coming 12
months. Thereafter, you have no further
obligation to buy any additional tapes
...and you may discontinue your mem-
bership at any time.

FREE TAPES GIVEN REGULARLY. If you
wish to continue as a member after ful-
filling your membership agreement, you
will receive — FREE — a 4-track stereo
tape of your choice for every two addi-
tional tapes you buy from the Club.

The tapes you want are mailed and
billed to you at the regular Club price
of $7.95 (occasional Original Cast re-
cordings somewhat higher), plus a small
mailing and handling charge.

SEND NO MONEY —Just mail the coupon
today to receive your five pre-recorded
4-track stereo tapes for only $2.97!

Note: All tapes offered by the
Club must he played hack on
4-track stereo equipment,

COLUMBIA STEREO TAPE CLUB - Terre Haute, Indiana

CIRCLE 23 ON READER-SERVICE CARD
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SEND NO MONEY — JUST MAIL COUPON!

COLUMBIA STEREO TAPE CLUB, Dept. 410-7

Terre Haute, Indiana 47808

1 accept your special offer and have writte|
boxes at the right the numbers of the
would like to receive for $2.97, plus a small mailing
and handling charge. I wlll also receive my self-

threading take-up reel — FREE!
My main musical interest Is (check one) :

[] CLASSICAL

I understan
ic. 1 agree to purchase five selections from
the more than 200 to be offered in the coming 12
months, at the regular Club price plus a small mail-
ing and handling charge. Thereafter, if I decide to
continue my membership, I am to receive a 4-track,
pre-recorded tape of my choice FREE for every two
additional selections I accept.

Print

[J POPULAR

d that I may select tapes from any field

Initial

NAAress . covogrvemomnpesessssp SEBA - S adaonsiaie sessesersrassiane oo

This ofler is available only within
the continental limits of the U.S.
L w N N N N N N N N N N ¥ ¥ _§ _§ N _J} J
© 1987 Columhia Record Club  T53/567

n in the
5 tapes I

Tip Code

SEND ME
THESE FIVE |
TAPES

(fill in numbers I
below)

Last Name

5


www.americanradiohistory.com

6

— YT
Todern Siereo’
Jou KnoW you've gol yoursel
an ampliir!

Best known test lab in the field! Their findings (Oct., 1966 Electronics World)
are typical of the reviewers who have tested Acoustech Add-A-Kits. “Clean and
effortless,” they said, and “perfectly flat response”. Well, you can imagine what
kind of product it takes to get words like that from experienced judges like
Hirsch-Houck!

(el “unneard of” flexinility from 2 Acoustech Add-A-Kils

With the Acoustech X! 70-watt kit or Acoustech XII 100-watt model, you get
Acoustech-quality and component flexibility never before possible. Build the
basic amplifier (normal construction time: 5 hours). Then you either move on
to the P/M preamp module or operate the amplifier alone and add the preamp
to the same chassis whenever you like.

Write for catalogs and “Critics Library”, a portfolio of critics’ opinion of
Acoustech Add-A-Kits. One look at the specifications shows why one test lab
after another has dug deeply into the bag of praise for Acoustech Add-A-Kits.

70-watt Acoustech X1 $129.50 100-watt Acoustech XI11 $159.50 P/M Preamp Module $89.50

/A
Wy ACOUSTECH

Acoustech Inc., Dept. HF-2
div. of KOSS ELECTRONICS INC.

/
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139 Main Street, Cambridge, Mass.

Vo

My,

EETrERY

Wagner and His Discographer

Sir:

Allow me to extend congratulations for
your entire November issue spotlighting
Richard Wagner and his operas. Especial-
ly delightful to the musician already fa-
miliar with Wagner's unique history and

| even more unique art was the series of

photographs most imaginatively compiled

| by Roland Gelatt—I felt like an invited

guest at Bayreuth.
Thomas Lewis, Conductor
Roswell Symphony Orchestra
Roswell, N.M.

Sir:

It was with great pleasure that I read the
two fine articles by Conrad L. Osborne in
your Wagner issue: his review of the new
London Die Walkiire and the compara-
tive discussion of other recorded Wagner
operas. It is an immense pleasure for a
record collector like myself to find my
views echoed in almost every sentence by
a responsible critic; even if that had not
been so, it would still be enjoyable to
read such finely detailed reviews by
someone who obviously knows what he's
writing about. Articles of this nature very
seldom appear in American publications.
and I, for one, am very grateful to you

| and hope for many more in the future.

I would like to call Mr. Osborne's at-
tention to a few points. The Abendstern
aria sung by Herbert Janssen /las been
transferred to LP, on Telefunken TEL 25.
As for the fine Sieglinde of Marianne
Schech, much more of it may be heard
on a deleted Metropolitan Opera Record
Club set (MO 728). This album presents
excerpts from Die Walkiire with Har-
shaw, Thebom, Vinay, and Uhde—all of
them galvanized into a sizzling perform-
ance by Dimitri Mitropoulos. whose con-
ducting combines the demonic energy of
Coates and Toscanini with the human
experience of Furtwangler.

I must also second Mr. Osborne in his
cry for more domestic reissues of Lauritz
Melchior's unsurpassed Wagner record-
ings. RCA Victor could easily issue a
two-LLP compilation. One dis¢c might in-
clude Tannhiiuser’'s Rome Narrative and
Hymn to Venus, Siegfried’s Forging
Scene (from the 78-set M 749), as well

| as excerpts from Parsiful and Lohengrin

with the Philadelphia Orchestra (on M
516). The other LP could be devoted to
Melchior’s fine recordings of songs—
many, of course, by Scandinavian com-
posers in addition to his fine Strauss
Lieder records. It seems high time for us

Continued on page 8
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Do you belon
to any of these record clubs?

Record Club of America?
Capitol Record Club? Columbia Record Club?
R.C.A.Victor? Or any other?

Then you’re entitled to
a three-month trial membership
in Citadel, free!

If you’re presently enrolled as a member of
any legitimate record club, then you’ve got a sur-
prise in store for you! For the next three months,
you can be a participating member in the Citadel
Record Club without paying a penny in membership
fees! You'll enjoy the same discounts and privileges
as Citadel’s regular members, but the service will be
absolutely free.

Prove that Citadel’s the better club.

Why does Citadel offer you this marvelous
opportunity? Because we want you to see for your-
self that you get the best record club deal from
Citadel. For three months you’ll be enjoying mem-
bership both in Citadel and in your present record
club. You’ll be free to explore their possibilities. To
compare them. At the end of three months time,
we’re confident you’'ll feel that Citadel offers you
more. Then, after you’ve made an honest side by side
comparison, you can join the club at a low fee. And
that single membership fee will be good all your life.

Citadel gives tremendous discounts

What will you get with your lifetime member-
ship fee? Tremendous discounts on all phonograph
records, by every artist, in every category, on every
label. We'll always give you a minimum discount of
35% and we’ll regularly give you discounts on the
discounts. That can save you more than half the
listed price. Even if a record is obscure, we'll find it
for you. At no extra charge. If you collect 4-track
stereo tapes, we’ve got every tape in print including
auto tapes.

Once Kou join the club, though, you don’t have
to buy anything. Citadel doesn’t make you take any
obligatory records. There are no records sent to you
that you didn’t ask for. No card to return if you don’t
want a record. You buy the records you want. Only
the records you want. As few or as many as you want.
Or even none at all.

Citadel has jet-speed service

If you do want records, though, we’ll give you

faster service than any other record club. Once we’ve

received your order, we send you your records im-
mediately. Often on the same day as received. If
you’ve ordered a record that’s hard to find, we’ll send
it as soon as we find it. Your other records will go on
ahead.

Once your records come, they’ll be factory
fresh and free from defects or damage of any sort.
That we guarantee. But if by any chance a defective
record does get through our inspection, we’ll im-
mediately replace it free of charge.

And the very minute you become a life member
of the Citadel Record Club, we’ll send you a free
Schwann Record Catalog, listing over 30,000 record-
ings by artist, label and title. If you collect tapes,
we’ll also send you a free Harrison Catalog listing all
available tapes.

Try Citadel for yourself

No wonder we feel that Citadel gives you the
best possible deal! But don’t just take our word for
it. Take advantage of our three month offer and try
us out. Compare Citadel with your present club. And
see if we don’t prove everything we say. Then, after
you’ve seen for yourself that Citadel ofters you more,
enjoy our record and tape privileges for the rest of
your life.

[P eI e CJC I JC XXX XXX X X -

: Citadel Record Club :
545 Fifth Ave., New York, N.Y. 10017

| - |
Please enroll me as a participating member of your record

| club. I understand that for the next three months, I am |

| entitled to all membership privileges without paying a fee. |

| If, after three months, I decide to join Citadel, T will |

| ?ecome a paging memger. . f th |

m a member in good standing of the

| R:cord Club. |

| My club membership number is |

| O {)quu]d like to be a participating member in the Record |

ivision,

: DO I would like to be a participating member in the Récord I

| & Tape Division. |

: Name :
Address

| |
City State Zip

!.______________________“' 27_“_!
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Whatever your receiver or amplifier is
capable of doing, EMI loudspeakers have
a unique way of making it sound better.

Perhaps it's the ease with which EMI
loudspeakers project sound. So smooth
and natural, it seems to float on the air
in all its concert hall glory. Filling the
room.

Or perhaps, it's the deep bass, the in-
comparable realistic midrange and the
full, silky highs.

Or it could be the subtie detailing of
their transient perfect response that
catches you unawares.

So, for better sound from your receiver
or amplifier, come on up to EMI loud-
speakers.

There's an EMI loudspeaker
to meet any requirement and
budget. From $49.95* to
$395.00*

*Slightly higher in South and West

EMI/SCOPE

Scope Electronics Corporation
470 Park Avenue South
New York, New York 10016

Also available in Canada.
CIRCLE 37 ON READER-SERVICE CARD
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to honor the man who possessed the
voice and talent that Richard Wagner
dreamed of but never heard.
William Zakariasen
New York, N.Y.

Sir:

After reading Conrad L. Osborne's re-
marks concerning London's new Die
Walkiire and after having compared these
remarks with his previous reviews of
Siegfried [April 1963]) and Die Gdirer-
dimmerang [July 1965], 1 feel I must take
exception to Mr. Osborne’s unjustifiable
complaints concerning the “excessive” use
of various extramusical devices through-
out the first complete recorded produc-
tion of the Ring.

It seems to me that Mr. Osborne is
basing his complaints about the use of
echo chambers. “funny-business-with-
tapes,” sound effects, etc., in terms of
their appropriateness to situations in-
volving conventional opera, which. of
course, Wagner is not. In fact. Wagner
quite correctly refers to his mature operas
as "music-dramas”: i.e., works in which
the music serves as an aid to, but not in
total exclusion of, the action taking place
on the stage. Mr. Culshaw’s ecxcellent
essays accompanying the records and
tapes of the albums make this quite clear.
Since the musical scores have all of these
extramusical effects indicated in detail,
why leave them out?

Mr. Culshaw further states that he has
attempted to re-create a visual picture in
terms of an aural medium, and for me
this has been completely realized. So, if
the libretto and the score call for Wotan
to strike a rock three times, clank,
whonk, then 1 expect to hear it.

Bvron E. Jordan
Sunland, Calif.

Sir:
Your pictures for the November Wagner
issue must have cost many hours in ex-
tensive and untiring research. I have not
known any magazine in fifty years to at-
tempt or approach such an achievement.
May 1 cite a date in the family tree
(page 70) which may be in question and
quite possibly in error? You gave 1921
as the year of Isolde’'s death but Ernest
Newman. in Volume 3 of his definitive
biography of Wagner, states that Isolde
Ludowika Josepha Wagner died on Feb-
ruary 7. 1919. Perhaps you took the date
from Friedelind Wagner's book The
Heritage of Fire. in which Miss Wagner
tells how the name of her waunt Isolde was
forbidden by Cosima at Wahnfried, and
had been since the sensational court ac-
tion of 1914. At this trial Isolde (wife
of conductor Beidler of the Munich
Royal Opera) was enjoined from drawing
her pension of 30.000 Marks ($7,500)
from the Wagner estate. Cosima or Sieg-
fried (or both) appeared to think that
Isolde was in veality the daughter of
Biillow, and therefore had no claim to the
inheritance (she wanted the money princi-
pally for her son, Dr. Franz Beidier).
Isolde produced an affidavit by Anna

www americanradiohistorv com
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Wrazek, then eighty-two, who had been a
maid in Wagner’s house in Munich when
Cosima was acting secretary in residence
and at the time when lIsolde was born
(on the morning of April 10. 1865—the
same hour. ironically enough, when
Biilow began orchestral rehearsals for the
Munich production of Tristan). Unfor-
tunately Anna Wrazek died before the
trial but she had already sworn to her
testimony. The Musical Courier of July
8, 1914 maintains that the Wrazek affi-
davit revealed some very startling facts
concerning the relations of Wagner and
Cosima, but whatever they were, the
ruling magistrate considered them unsub-
stantiated and the testimony was disal-
lowed.

I was privileged 10 know Mr. Herbert
Peyser, critic for the New York Times
based in Paris before the Hitler ex-
plosion. He told me he knew Dr. Beidler
—who married a Jewess and was official
distributor of milk in Geneva during the
war—and of a book by him. partially
completed, in which he would bring
to light new material relating to his
mother and the severity of treatment ac-
corded her by the Wagner family. I have
tried to get some information from
Alfred A. Knopf who was to publish the
book. but to no avail—it seems to have
faded from sight. It well may be that
Wahnfried has suppressed or destroyed
the MSS. At any rate lsolde remains a
very shadowy figure to this very day.

Arthur Wilson

Boston, Mass.
News from an Addict
Sir:
Congratulations! Your December issue

turned out to be especially fine. Mr.
Gelatt’s article on shortwave [“The Long
and Short of Shortwave™] was greatly
appreciated by one who for the past
fifteen years has been a vicarious short-
wave addict: i.e.. | listened to other peo-
ple’s radios whenever 1 could. But now.
prompted by your article, {'ve crossed
the border and invested in a radio of my
own.

Gene Lees's article [“Melvin and the
Little People”™] was also excellent. He
should be applauded for deriding the
idiocies to which commercial interests
drive an artist such as Mel Tormé. I was
convinced of Tormé's ability many years
ago after hearing the fine recording that
he made of Porgy and Bess.

J. Richard Swenson
New York, N.Y.

The Vanishing Composer

Sir:

I read with interest Anthony Keller’s
article “Composers on Campus” [October
1966]. Today the university is simply a
big umbrella where the composer, tired
of trying to please a public who couldn’t
care less, finds security and a place to

Continued on puge 10
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After one year of intense research and experimentation

ENOCH LIGHT

Prm ect

Enoch Light has led the way in stereo sound recording from the
beginning. Now, after a year of research, he takes us the next
step to total sound! A new sound, never before achieved on rec-
ords that completely involves the listener in a unique emotional
experience in musical communication. The first PROJECT 3 al-
bums are at dealers now. Listen!

e spamsh
1 7]/ S nartbence '\):/ 1rdel, strings
5 / h =

.’,‘ ~)

TONY MOTTOL A ISSIN® GoUS N

GUTR 1

HEART & SOUL .................. THE KISSIN' COUSINS SING ... ...... THE RENAISSANCE QUARTET ........ SPANISH STRINGS ................
Tony Mottola/GUITAR With Lew Davies and His Orchestra Top Hits ... C.1420-1635 A.D. Enoch Light and The Light Brigade

PR50035D* PR5001SD* PR7000SD PR500SD*
Also available in 4 track tape and 8 track cartridge 'Master Recorded on 35mm Magnetic Film

SPECIAL OFFER $298

Handling and shipping included

Enclosed is my check /or money order for $2.98. Please send me:

. PROJECT 3 “PATTERNS IN SOUND” STEREO RECORD!
Two complete selections from each of the 6 new Project 3 albums.
PROJECT 3, 1270 Avenue of the Americas, New York, N. Y.

NAME
A PRODUCT OF THE TOTAL SOUND INC. ADDRESS
RADIO CITY, 1270 AVENUE OF THE AMERICAS
NEW YORK, N.Y. PHONE: (212) 765-9760 CIry STATE ZIP CODE

[0 Please send me full information on current and future releases.
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At *400 this would be
a great little
microphone.

At *99.50 it's a great
big miracle.

If you had $400 to blow on a new
microphone, you'd expect the moon: a
professional-quality condenser mike with
“field effect transistors,” the finest of printed
circuitry, solid state at its solid best...to
upgrade your system to top recording studio
standards of realism.

Now you can have all of that for far less in the new

PML 71 Series Micro-Miniature Condenser Microphones.
Performance? Superb signal-to-noise ratio. High sensitivity.
A linear frequency response of 40 Hz to 18 kHz = 3 db.
Selectable output impedance: 30/50, 200 or 600 © balanced or
HI-Z unbalanced.

In a word, you get 1'4 ounces of PML Micro-Miniature magic
... and the price is a third to a fifth of what you might
reasonably expect.

A, _ MICROPHONES
8  Cardioid (15 db rejectivity) EC71 $109.50
w]ﬂ Omni-Directional EK71 $ 99.50
(Microphones supplied with stand adaptor
FROM SWEDEN and 12 ft. cable to power supply)
POWER SUPPLIES
71408 Battery Operated, Stereo/Mono with two 12 ft. signal cables ................. $49.50
7130  A.C. (110/125v), Mono with one 12 ft. signal cable $69.50
71308 A.C. (110/125v), Stereo/ Mono with two 12 ft. signal cables ...........ccveuuune. $89.50

Microphones, power supply and signal cables are all fitted with locking connectors.

At your dealer or write exclusive U.S. representative: Dept. HF-2

ERCONA CORPORATION

432 Park Avenue South, New York, N. Y. 10016 * (212) LE 2-6560
CIRCLE 40 ON READER-SERVICE CARD
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write his kind of music and have it per-
formed with no union rehearsal prob-
lems. Thus we are being pushed into an
era of electronic and computer music-
making in which traditional instruments
and sounds have no place. The composer
has replaced these sounds with synthetic
noises in an attempt to widen his sonic
spectrum.

If music is to continue as an art—one
that has enriched our nation and the
world with such composers as Bach,
Beethoven, Brahms, Debussy, Stravinsky,
and Schoenberg—then composers today
need to find solutions to their creative
problems with the musical forces at hand
and not turn themselves into tape han-
dlers. data processors, or computer feed-
ers who produce incomprehensible scores
and unintelligible charts. The age of ma-
terialism is manifesting itself in our
thinking and is leading music to the
abyss which might eventually end a po-
tent force in our lives.

The university can be a proving ground
for composers’ experimentation, but 1
don't think it should be a retreat nor do
I think it should educate a generation of
composers to forget the public. We still
have to communicate: and if we limit our-
selves to only the few who understand
(if they really do), it will be our own
fault if music is pushed further into the
background as an important contempo-
rary art form. The possibilities for the
composer today are tremendous and his
challenge is to seek a solution by utiliz-
ing the freedom of the enlarged sound
spectrum and rhythmic vitality to pro-
duce works that are new in concept, ex-
pressive for our time, and that inspire
faith in the future.

Frederick Koch
Rocky River, Ohio

Letters Answered

Sir:
The letters in your November 1966 issue
were all of extreme interest to me. I wish
to second Mr. Pernick’s plea for record-
ings of Busoni's Doktor Faust and Piano
Concerto: from my experience as a
record dealer I am sure that there would
be a large demand for these discs. T am
especially disappointed that EMI will not
record the Busoni Concerto with John
Ogdon, who has played the piece on
numerous occasions. As usual the record
companies are several years behind the
consumer—a very sad state of affairs.
In regard to Mr. Gillis’ letter about
the Russian Furtwiingler LPs: T dis-
covered these discs several years ago
when 1 began exchanging records with a
correspondent in Russia. I have broadcast
the Brahms Piano Concerto No. 2 and
the Beethoven Ninth several times over
KPFK in Los Angeles and have received
a very strong reaction from listeners. I
hope the records may eventually be re-
leased outside of Russia, but it is likely
that royalty problems will not permit

Continued on page 14
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Interchangeable center
spindles fcr manual or au-
tomatic »lay.

Dynamically balanced, re-
siliently mounted 4-pole
motor shielded from hum.
The heavy-duty, constant
speed design assures mini-
mum wow and flutter.
(wired for either 110 or
220 volt operation—easily
convertible to 50 cycle
operation).

Low mass tubular alumi-
num pickup arm is per-
fectly counter-balanced
both horizontally and ver-
tically — less susceptible to
external shock, even tracks
upside down! The arm is
supported on virtually
frictionless pre-loaded hor-
izontal ball bearings for
sensitive and accurate
tracking.

Resiliently mounted, coarse
and fine vernier adjustable
counterweight. Exclusive
micrometer stylus pressure
adjustment that permits 14
gram settings from 0 to 6
grams.

Automatic lock secures the
pickup arm whenever the
machine is “off.”” Another
exclusive BSR development
prevents jamming —with-
out having to reset the
arm! The controls are easy
operating for manual or
automatic selection of 7"
10” or 12" records at 16, 33,
45 or 78 rpm.

Cue:ng and pauze control
lets you select -he exact
band on the reciyrd — you
can even “pause” at any
point, and then gently
lower the stylus into the
same groove.

All Klddlng ASide, would you spend %49.50 for a74.50 automatic turntable?

You already know that the British are experts at
building the world’s finest changers. And now
there’s a new automatic turntable available in
America from BSR Limited. It’s the McDonald 500
Automatic Turntable—$74.50 features for $49.50.*

The reason it’s on its side? The McDonald 500

has a truly adjustable, counter-balanced arm ... a
feature you would expect to find only on the $74.50
model. Look over the other McDonald 500 features,
too. Think about all the records you can buy with
the money you save by getting the McDonald 500—
precision crafted in Britain. = Suggested Retail Price

McDONALD

500

BSR tUSA) LTD, McDONALD DIVISION, ROUTE 303, BLAUVELT, N.Y. 10913
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ADC-404

For people more impsessed with sound than size and
for all who want truly shelf-size units, this new system
1s as satisfying as it is startling. *’Puts out an astonish-
ing amount of clean, wide range, well-balanced
sound,” found High Fidelity. Bass response that defies
belief. Less than 12" by 8", ADC-404s won top ratings
over systems up to 8 times as big! Heavily built sealed
units in handsome walnut. Virtually in a class by them-
selves among high fidelity speakers. $56.

ADC-505

NEW! Just introduced, this new system is a full-fledged
member of the ADC quality family. Superior to most
costly systems of ten years ago, it is priced to fit mod-
ern high fidelity budgets. Incorporates many of the
ADC technical features that produce broadly-blended
smoothness and natural clarity. Frequency response is
45 to 20,000 Hz *+ 4 db in a typical room. Only 19" by
10%** and 8" deep, it goes almost anywhere. Attrac-
tive oiled walnut finish. Side by side comparison with
other under $50 systems quickly dramatizes its out-
standing value. $49.95,

CIRCLE 9 ON READER-SERVICE CARD
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Is there a secret reason
why ADC speakers keep
winning those top ratings?

We rather wish we could explain our success in
speakers by referring to some exclusive gadgetry we
keep locked in our labs, guarded by alarms, electric
eyes, and suspicious police dogs.

Fact is, each of our four speaker systems is engi-
neered differently in terms of its own dimensions
and requirements,

What they do have in common is pleasurable
sound. And we strongly suspect this is what has won
us our remarkable succession of top ratings, includ-
ing two recent ones where the ratings count most.

Pleasurable, of course, means pleasurable to hu-
man ears. Lab equipment can still only measure cer-
tain aspects of a speaker’s performance. Beyond that,
the ear must take over. Only the ear can detect those
subtle, vital qualities which determine the natural
musical performance of a speaker. For in the final
test, what we hear is what sets a speaker apart from
its look-alike, measure-alike competitors.

It's not hard today to design a speaker system that
will, by lab readings, have an excellent range and a
good, flat curve.

At Audio Dynamics that's where we begin . . .
Then we listen.

We keep the good, clear, pleasant highs, clean,
rich lows and the smooth curve. Then, by ear, we
work for a broad blending of tweeter and woofer—
that parallels the blending of musical instruments.

You hear the music, not the speakers. Highs, lows
and middle tones are unmistakably there, but you
aren’t conscious of them separately. Even if you put
your ear a yard in front of an ADC speaker, the
tones blend. You still hear music.

Pleasurable, because it’s v tterly natural, unstrained.
Hour by hour, at any volume. In your room.

Simply request “Reports on ADC Speakers” if you would
like more on independent evalvations from various sources.

AUDIO DYNAMICS CORPORAT'ON, Pickett District Road, New Milford, Conn. @

ADC-18

Among larger speakers for larger rooms, this unique
system has won rapid acceptance at the very top. Only
17" wide, it takes little more wall space than a “book-
shelf” type put on the floor. Audio reports, ““one of the
fullest ‘bottom ends’ we have experienced . . . top
rank.” High Fidelity agrees, “one of the finest available

. eminently satisfying.” First system to use an ex-
panded foam, rectangular woofer with twice the air-
moving surface of a cone. Modest power requirements.
$195 (previously $250).

ADC-303A Brentwood

This full “bookshelf’ size system is the type most
popular today for use in almost any room of normal
dimensions. May be used vertically or horizontally; on
shelf, floor, or wall. Winner of ove of the most im-
pressive comparative tests of the year, it also wins
the experts’ praise. ‘’Presence wittout the peaked un-
natural, response usually associated with that term,”
reported HiFi/Stereo Review. ‘“Very live and open
sound.” Heavy, handsome walnut cabinet just under
two feet by 13" wide. Two adjustment switches. $95.
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STEREO
INFORMATION

FM Station Directory
The directory lists 1571 FM sta-
tions in the United States and
Canada. All the stations broad-
casting in stereo are listed.

Test Reports

Test reports full of facts. The test
reports were made by independ-
ent laboratories. Tests cover tun-
ers, preamps, power amp/pre-
amps. Read the facts from test

experts.

Big 36-Page Catalog

You get a 36 page catalog. It
tells you about tuners, power
amplifiers, preamplifiers, pre-
amp/power amplifier combina-

tion and tuner preamps.

ALL FREE

MtIntosh

PLEASE SEND ME YOUR CATALOG
Mclntosh Laboratory, Inc.

Chambers St. Binghamton, N. Y. 13903
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this. The recordings, by the way, are not
listed in MK's export catalogues, only in
their Russian language catalogues for
domestic use.

Finally, I am glad to see that Angel
Melodiya  will  release  Shchedrin's
Naughty Ditties. In my opinion Shche-
drin is definitely the great talent among
the younger Russian composers. Naughty
Ditries should be a very big hit: it is a
clever, brilliantly scored little piece,
somewhat beholden to American sources
(especially Copland), but well worth
listening to on its own merits. When I
recently met the conductor of the record-
ing, Kiril Kondrashin, he told me that
seven rehearsals were necessary before
the work could be recorded—decidedly
a tricky little number to bring off suc-
cessfully.

Joseph Cooper
Beverly Hills, Calif.

Breathless

Sir:
It was with great interest that I read
Philip Hart's review of the Vox recording
of the Dvoidk Stabat Mater [October
1966]. However, [ would like to point out
an error in the casting of the soloists:
Grace de la Cruz is the soprano and I
am the alto, not the reverse as listed in
Vox's program notes. Of course I am
gratified that Mr. Hart was pleased with
my performance: if it did sound a bit
“breathy,” it is possibly because I was
given exactly one day in which to learn
the role, whereupon my colleagues and
myself were rushed from Berlin to Reck-
linghausen to record the work. The ses-
sions were held in a huge, barnlike, un-
heated pay hall of a coal mine (on an
unbelievably cold January day), and we
were constantly interrupted by rather
dirty-faced miners, who seemed very in-
terested in the proceedings.

Suzanne Summerville

Beaumont, Texas

Feckless Fairs

SIR:

Your comments on audio fairs [“As HiGH
FibELITY Sees It,” October 1966] are
greatly appreciated. In 1949 I attended
the first audio fair in the Hotel New
Yorker and 1 still have the program.
There were no mobs and we had time
(as well as the opportunity) to meet the
engineers and discuss the equipment.

But the scene has changed. Five years
ago 1 got tired of being immobilized in
the halls or landlocked just inside the
door. And as you point out, a jam-packed
small room is not a proper acoustic
setting. I've had it.

Nicholas B. Cook
Totowa, N.J.

SIR:

Having just visited the 1966 High Fidelity
Show 1 must say that I was very dis-
appointed. For an admission price of
$2.00, something more should have been
offered. There was no organization, com-
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Continued from page 10

ponents were constantly being switched
on and off, and the music was not ap-
propriately chosen to give a true picture
of the equipment. A schedule should
have been posted so anyone interested
could come back to hear the music they
would most likely play in their homes.
A confusing proliferation of new com-
ponents was exhibited, but none of them
seemed to show any real improvements
from the past two or three years. The
more I saw the more I realized how
satisfied I am with my present setup.
George Toth
Wayne, N.J.

For Norsemen, a Norse

SIr:
With the current interest in the music of
Jean Sibelius and Carl Nielsen, it seems
strange that a great exponent of these
composers has been totally ignored by
the record companies in recent years. I
refer to the Swedish conductor Sixten
Ehrling, currently director of the Detroit
Symphony. Having heard Ehrling's early
Sibelius recordings (on Mercury) as well
as his concert performances, I am con-
vinced that he should be given the chance
to record this repertoire. Any takers?
Radley M. Smith
Ann Arbor, Mich.

Correction

Sir:
With reference to your article “The Rus-
sians (and Italians) Are Coming” [No-
vember 1966], I would like to correct
two points of misinformation. All the
opera sets in the Everest/Cetra Opera
Series will be supplied with librettos and
all the albums will be priced at the same
retail level as other low-priced classical
lines, such as Crossroads, Nonesuch,
Seraphim, and World Series.

Bernard C. Solomon

President

Everest Records, Inc.

Los Angeles, Calif.

High Fidelity. February 1967. Vol. 7. No.
2. Published monthly by The Billboard
Publishing Co.. publisher of Billboard,
Vend, Amusement Business, American
Artist. and Modern Photography. High Fi-
delity/Musical America Edition published
monthly except December, when it is pub-
tished semimonthly. Member Audit Bureau
of Circulations.

Editorial correspondence should be ad-
dressed to The Editor. High Fidelity, Great
Barrington, Mass. 01230. Editorial con-
tributions will be welcomed. Payment for
articles accepted will be arranged prior to
publication. Unsolicited manuscripts should
be accompanied by return postage.

Subscriptions should be addressed to High
Fidelity, Great Barrington, Mass. 01230.
Subscription rates: High Fidelity/Musical
America: Anywhere on Earth, 1 year $9.
National and other editions published
monthly: Anywhere on Earth, 1 year $7.

Change of address notices and undelivered
copies (Form 3579) should be addressed to
High Fidelity. Subscription Fulfillment
Dept.. 2160 Patterson St., Cincinnati, O.
45214,
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At $149.50,
less cartridge and base,
your hi-fi dealer should
be able to demonstrate
the new Miracord 50H

as decidedly superior

/ to any other automatic.
Insist upon it!
" Exclusive features include hysteresis motor and stylus-overhang adjustment plus anti-skate and

cueing dynamically balanced turntable and tonearm, and feathertouch pushbutton operation.

For complete details, write: Benjamin Electronic Sound Corp. Farmingdale, New York 11736
%

At -,
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NOITES

FROM OUR CORRESPONDENTS

STOKOWSKI LEADS STRAVINSKY
AS VANGUARD TRIES THE DOLBY SYSTEM

Whether conducting a contemporary score or working with the latest
advance in sound technology, Leopold Stokowski has always been
NEW YORK closely associated with the very newest developments. So the scene
in Vanguard Records’ brand-new 23rd Street recording studio one
evening last November was a typical one: Maestro Stokowski hard
at work taping a twentieth-century classic (Stravinsky's L’Histoire du
soldar—a piece which the conductor incorporated into his repertoire shortly after
its 1918 premicre) while utilizing for the first time in this country a device whereby
tape hiss may be virtually eliminated (the Dolby “stretching” system—see HiGH
FiDELITY “News & Views,” November 1966).

During the sessions Stokowski divided his attention equally between the ma-
chine, his musicians (seven crack New York free lancers), and the music. “This
work is like a clenched fist,” he remarked while listening to a playback of the
Marche royale; “a listener must have a very sensitive palate if he can taste every-
thing that Stravinsky has concentrated into L'Hisioire.”

Even the most unsensitive palate among the assembled musicians, engineers,
and invited guests must have been impressed by the technical demonstration that
followed next. The entire evening's proceedings had been taped on a machine con-
nected to Mr. Dolby's “little black box™ as well as on ordinary equipment. Seymour
Solomon, Vanguard's co-director and producer for the Histoire sessions, explained
that the musical information had been fed through the Dolby signal-to-noise stretcher
where it was scrambled and reassembled, decreasing background noise to the point
of total inaudibility. “You’ll see when we compare the two tapes, Maestro—it's just
like listening to a live performance.” So saying, Mr. Solomon set both machines in
motion, switching every now and then from one to the other. And sure enough. . . .

“I'm recording for Decca/London next spring in England—could [ use the
new system for those sessions?’ asked Stokowski, obviously sold on what he had
heard. “Sure,” replied Solomon, proud of the results but a little pained at the mention
of a competitor; “they're all set up with them there Continued on page 21
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We were making
fine microphones
back when high fidelity
meant an electrical
recording of “Ramona”
on this splendid
old console.

But in almost
40 years
microphones

and high fidelity

have come a long way.

For example...



www.americanradiohistory.com

r
STUDY

THIS BRIEI
PROGRESS
REPORT FROM

ElechhoYores

We’'ve gone to unusual lengths to
extend microphone ‘‘reach”. Seven feet
long in the case of the E-V 643 which
picks up sound at enormous distances.
This highly directional ‘‘shotgun’’
microphone is widely used in motion
pictures and TV, where you’'ll find it
at football games, news conferences . . .
wherever distant sounds must be heard.
$1,560.00 list.

On the left the handsome 65-watt* FM
stereo receiver is our Model 1177 . . .
one of the smallest around. Solid state
of course. $280.00. Underneath it, a
genuine breakthrough —the new E-V
FIVE-A with a four-layer voice coil to
insure better bass at lower cost. Just
$88.00. Or choose an old favorite, the
SP12B for installation anywhere.
$39.00. On the right our newest re-
ceiver, the E-V 1179. 55 watts* of FM
stereo for only $223.00. Add the big
sound of the tiny E-V SEVEN for just
$66.50 each. You'll save enough to put
pairs of LT8 3-way speakers in every
room of the house. $33.00 each.

*IHF output at 4 ohms.
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A rare view of the E-V 668 dynamic
cardioid microphone . . . normally just
out of sight above your favorite TV
performer. Chosen by TV and film
engineers because it offers 36 different
response curves, plus outstanding
directional pickup. $495.00 list.

Side-by-side on the left, the perfect
team: an E-V 1144 65-watt* stereo
amplifier ($125.00) and E-V 1155 FM
stereo tuner ($160.00). Each no bigger
than this page —no taller than a coffee
cup! They rest on the E-V FOUR, our
finest compact, a three-way system with
12" woofer. $138.00. Or build the
versatile 12TRXB into any existing
cabinet. $69.00 each. On the right, the
cool E-V 1178 with AM/stereo FM and
65 watts* of solid-state power. $315.00.
Just below, the highly regarded E-V
SIX that bridges the gap between big
speaker sound and compact con-
venience. $333.00. Or go custom with
the finest 15" dual-cone speaker any-
where . . . the SP15. $88.00 each.

*IHF output at 4 ohms.

T Wwww.americanradiohistorv.com
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This deceptively simple-looking micro-
phone can make a major improvement
in your tape recordings. The Model 674
is a Continuously Variable-D® dynamic
cardioid model, equipped to eliminate
rumble, reject interfering noise, and
control poor acoustics. And quality
control is so rigid, any pair is exactly
matched for stereo. $100.00 list.

o BICH RINEIITY

On the right, a handsome stack of
electronics with 65 watts* of stereo
power (Model 1144, $125.00) plus a
sensitive AM/stereo FM tuner (Model
1156, $195.00). Easy to use — even easier
to listen to. And below, one of the
biggest loudspeaker systems of them
all—in every way—the fabulous
Patrician 800. Choice of two styles,
three finishes, $1,095.00. Just look at
what's inside: a 30-inch diameter
woofer for sound you feel as well as
hear, a 12-inch speaker solely for mid-
bass, plus two sophisticated horn-loaded
drivers for treble and high frequencies.
Patrician components only, $597.00.

*IHF output at 4 ohms.

7 / -
-
% mc; SETTING NEW STANDARDS IN SOUND

high fidelity speakers and systems - tuners, amplifiers, receivers - public address loudspeakers
microphones - phonograph needles and cartridges - organs . space and defense contracts

ELECTRO-VOICE, INC., Dept. 274F, 619 Cecil Street, Buchanan, Michigan 49107

A
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Continued from page 16

already.” In fact. by the time these lines
appear, many major U. S. labels will be
provided with the Dolby system, which
rapidly scems to be developing into a
standard picce of recording equipment.

A Dream on 23rd Street. After work
had concluded for the night, Mr. Solo-
mon talked briefly about Vanguard's
new quarters. “The new studio is a
dream—really a pleasure to work in.
We've only been here for about six
weeks but already we've recorded under
numerous, diverse conditions: there was
the Esterhiazy Orchestra—that's a group
cf about thirty-five. Mischa Elman, and
several folk singers: they were all de-
lighted with the place. It used to be a
chape! you know.” and he pointed to
the control booth which. appropriately
enough. had replaced the minister’s pul-
pit.

As a parting bit of information. I dis-
covered that this recording of L’Histoire
will not be merely the familiar suite,
but the entire score complete with narra-
tion, which will be dubbed onto the
tape at a later date. The soldier himself
has not yet been cast, but the narrator
is to be Madeleine Mithaud (wife of the
composer) and Martial Singher will im-
personate the Devil. P.G.D.

Two New Worlds—

LONDON | The LSO,
Kertesz, Ormandy

Twice within two weeks the lLondon
Symphony Orchestra recorded Dvorik's
New World Symphony—a particularly
difficult assignment when the conductors
involved happen to be as unlike as
Eugene Ormandy (for Columbia) and
the LSO’s own principal conductor, Istvan
Kertesz (for Decca/l.ondon). Ormandy,
first in the field, learned of the orches-
tra’s forthcoming engagement during his
sessions at Watford Town Hall. I know
what Kertesz will say.” he predicted, with
the assurance of one Hungarian talking
about another. “Who was that idiot who
has changed everything?”

If not everything was changed, the
guest conductor’s approach was certainly
a new and different one for the London
men. While Ormandy himself continual-
ly denies that there is any such thing as
the “Philadelphia sound,” he has at the
same time maintained that there is a
*conductor’s sound.” Here was a fine
chance to find out whether a highly in-
dividual  “conductor’s sound” could
emerge from an orchestra other than his
own. (This was Ormandy's first non-
Philadelphian recording since he went to
the City of Brotherly Love from Min-
neapolis thirty years ago.)

That appears to have been the main
reason why CBS devised the project in

Continued on page 24
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This is the new KLH* Model Twenty-
Four high-performance stereo mu-
sic system. At first glance, it looks
very much like our Model Twenty,
the most ambitious and expensive
music system we make. Under-
standably so, since it is derived
from the same design concept that
produced the Twenty.

The Twenty-Four costs a hun-
dred dollars less than the Twenty.
But when it comes to sound, it's
almost impossible totell them apart.
The Twenty-Four is not quite as
powerful as the Twenty, (It's not as
well suited to very high listening
levels in the largest rooms.) And
it's not as flexible. (It doesn’t have
a tuning meter or a separate head-
phone jack or a speaker shut-off
switch.)

But its sound is uncanny. As
good as the Model Twenty's and,
not to mince words, better than
that of the majority of expensive
equipment in living rooms across
the country. In its clarity and musi-
cal definition, the Model Twenty-
Four is close to the most expensive
and elaborate equipment ever

made.
For $300!the KLH Model Twenty-

Four offers an entirely new order of
value. Its performance and fea-

FEBRUARY 1967

Look
amiliar?

tures, we think, are exactly what
most people have in mind when
they walk into an audio store and
ask for “something really good.” It
uses the same automatic turntable
(made specifically for us by Gar-
rard) as our other music systems,
and the same new Pickering
V-15/AT-3 cartridge. Its FM stereo
tuner is within a hair of the per-
formance of the Model Twenty's,
using the same miniaturized 4-
stage IF section and multiplex de-
coder; it will bring in difficult
stations without distortion, over-
load, or cross modulation.

The amplifier of the Model
Twenty-Four is entirely new. So re
the speakers. The former is a direct-
coupled design providing 35 watts
IHF music power. The latter are two-
way acoustic-suspension systems
with an 8-inch woofer and 2-inch
direct-radiator tweeter. If any sin-
gle factor is paramount in achiev-
ing the remarkable sound of the
Twenty-Four, it is the quality of
these new speakers—designed and
manufactured, like other KLH
speakers and other critical parts of
the Twenty-Four, entirely within
our own plant.

Several years ago, KLH pio-
neered the technique of contouring

Take
another look.

amplifier response to the precise
low-frequency power requirements
of a loudspeaker. In the Model
Twenty-Four, this technique has
been extended to produce truly
startling bass response from speak-
ers of particularly graceful size.

We don't generally use superla-
tives to describe the performance
of our products. But the Twenty-
Four doesn't call for understate-
ment. We have never been prouder
of any product.

We suggest that you listen criti-
cally to the Model Twenty-Four and
measure it against your own re-
quirements, If you need more versa-
tility, or higher power for a very
large room, you mey well prefer the
KLH Model Twenty—still our best
system in terms of absolute per-
formance. But if your objective is
the greatest possible amount of
sound quality and overall perform-
ance for a moderat= price, the new
Model Twenty-Fou- was designed
for you.

For more information, write to
KLH, 30 Cross Strzet, Cambridge,
Massachusetts 02139, Dept. HF-3

kol

®A TRADEMARK DF KLt RESEARCH AND DEVELOPMENT CORP,
Ttuousr:o rRICE.

CIRCLE 52 ON READER-SERVICE CARD
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Enfarged view of photo-
sensitive cut-off switch area.

REVOX B MARK III

G-36 TAPE RECORDER

We can't begin to tell you about all the many features of this quality tape
recorder. So here are a few facts:

® 10V inch reel — up to 4800 feet of play.

@ Three Papst motors.

@ Exclusive photosensitive cut-off switch.

@ No belts — direct drive.

® 331/7% IPS — 2 track or 4 track.

® Only $549.

Get the complete details at your hi-fi dealer
or write for literature. Dept. 7G2.

ELPA MARKETING INDUSTRIES, INC., NEW HYDE PARK, N.Y. 11040

CIRCLE 37 ON READER-SERVICE CARD

- We don't care if you accidentally
drive your car over it.
If the 5 year warranty is still in effect,
we'll fix it, no questions asked.

In Driftwood Grey, it's
beautiful listening for under
$25. Write for name of nearest

Nice? What’s more, Clevite Stereo
Headphones give you pure stereo.
True reproduction from the lows
to the highs, Foamy, removable dealer. Clevite Corporation,
cushions adjust to fit any Piezoelectric Division, Bedford,
head, glasses or not. Ohio 44014,

Clevite Stereo Headphones

CIRCLE 20 ON READER-SERVICE CARD
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the first place, As CBS Eaecutive Pro-
ducer Thomas Frost explained to me be-
forchand, the companv had been asked
for records of Ormandy with a European
orchestra, and the London Symphony
was chosen as the most suitable. Just
why the New World Symphony was
chosen for CRBS's old world project re-
matned more obscure. 1t did not follow
a concert performance, and Ormandy's
only contact with the orchestra before
the sessions had been his rehearsal and
direction of Deryck Cooke's performing
version of Nahler’s Tenth Symphony,

The LSO and the Ormandy Spell. This
made it a tight schedule to get the whole
svmphony taped in two three-hour ses-
sions. particularly when much of the
first one was spent in getting the orches-
tra’s sound suitably “Ormandified.” In the
first full playback Ormandy found some-
thing tuzzy about the sound ("It does not
represent what 1 stand for™) and ftlatly
declined to accept Frost's suggestion that
the playback speakers might be at fault.
Instead, he gave the orchestra a detailed
exposition of what he was striving for.

The results were quickly apparent—a
greater clarity of texture, an exemplary
balance among the orchestral choirs.
Points of balance, it secemed, were an
Ormandy specialty. One was forcibly re-
minded over and over again that he had
started his musical career in Hungary
as a virtuoso violinist; he always had a
practical  hint ready—whether on the
hardness of some violinist’s bridge mak-
ing a scratch on a sforzando, or on a
graduation between  piano  and  mezzo
piano to produce a new balance between
firsts and seconds.

By the end of the second playback
there was no doubt whatever of the spell
that Ormandy was casting over the or-
chestra. If the sound had not exactly
become Philadelphian—the L.ondon Sym-
phony strings have a special character
of their own—it was a sound that began
to please Ormandy’s ear. After the third
playback his satisfaction was obvious, but
he still felt the need of one more com-
plete  play-through. Barry Tuckwell,
chairman of the orchestra and first horn,
assured him that the players would not
regard this as too much, and a pleased
conductor ("My own orchestra knows
me, of course: in Philadelphia they call
me "My, Slave Driver’ ™) made off for the
hall again.

The LSO and the Kertesz Touch. De-
tailed comparisons with Kertesz's New
World will be in place when the rival
records come to be issued. Kertesz had
the advantage not only of having had the
work thoroughly rehcarsed by his rival
(it indeed that was an advantage) but of
having himself conducted a concert per-
formance at the Royal Festival Hall the
night before the recording sessions began.
He started off by making detailed com-

Continued on page 26
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Step up, press the power button, and find out.

First, try the FM stereo. As you spin the heavy fly-
wheel tuning knob, you experience the satisfaction
of hearing and feeling each station lock in, sure and
crisp. That's Harman-Kardon's new MOSFET front
end working for you. What's a MOSFET? A metal-
oxide silicon field-effect transistor—the latest, most
effective device for reducing cross-modulation, in-
creasing sensitivity and selectivity, and improving
antenna match under all reception conditions.

Now put on one of your favorite sterec records.

Notice things you never heard before? Better def-
inition of instruments, inner-voice lines that were
missing except at a live performance? That's
Harman-Kardon ultra-wide frequency response, re-

storing the spaciousness and clarity that were there
when the record was made.

This is the new Harman-Kardon NOCTURNE
Seven Twenty, a solid-state receiver that constitutes
a major step forward in high-fidelity design. What's
behind that pretty face? 80 watts of startling stereo
realism. $369.50*.

The Seven Twenty heads & new line of Nocturne
receivers that includes the Two Ten (50 watts, AM/
FM) at $269.50 and the Two Fundred (50 watts, FM)
at $239.50. Unmistakable sound quality and long-
time reliability are the family trademarks. We sug-
gest you hear these new receivers soon at your
Harman-Kardon dealer’'s. Harman-Kardon, Inc., 401
Walnut St., Philadelphia, Pa. 19105

*Prices slightly higher in the West. Walnut enclosure optional,

mm LEADER IN SOLID-STATE STEREO COMPONENTS

A subsidiary of The Jerrold Corporation

CIRCLE 44 ON READER-SERVICE CARD
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True concert

Clark Headsets are not for everyone. Only a dis-
criminating listener and buyer will appreciate

their quality. Natural reproduction

»%— is a result of flat response that
comes through so smoothly with

David] Glark company such subtle detail that it catches
INCORPORATED yoy almost unawares. Acclaimed

0 Franklin St., Worcester, Mass. 01604 . ewdt
960 Frankiin orcester, Mass. 01604 the finest for listening pleasure.
West Coast Oftice: 1696 Centinela, Suite 2,

Inglewood, Cal. 90302

CIRCLE 19 ON READER-SERVICE CARD

RUXTON COMBO WALNUT CASE

for the trangistor receiver and changer of your choice

RUXTON COMBO AND COMBO JR.'S FROM $30 DEPENDING ON MODEL AND ACCESSORIES.

RUXTON

2420 NO. ROSEMEAD BLVD., SO. EL MONTE, CALIF.

CIRCLE 71 ON READER-SERVICE CARD
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ments on the concert performance, most
of his remarks concerning subtle rhythmic
details. With Ormandy the emphasis had
been on balance and texture: with Kertesz
it was on rhythm. He called for the
clarinet, playing legato against the other
woodwind’s staccato, to anticipate his
quaver: “Otherwise it sounds too late.”
At another point he insisted that the
result would be too hard if strict tempo
were kept: “l want very long quavers.”
Naturally, there was a greater freedom
between conductor and men at the Dec-
ca/London sessions (held at Kingsway
Hall) than was possible during the rela-
tively brief encounter between the LSO
and a visiting maestro. While waiting
for the engineers Kertesz would wander
among the players, his Czech Artia mini-
ature score in hand, checking on the ac-
curacy of individual parts. After a dis-
cussion with recording manager Ray
Minshull, he went tactfully to the trom-
bones. The microphones were not pick-
ing them up in the first note of the motto
theme, he had been told, and he wanted
a good hard blare on the first beat.
Unlike Ormandy, Kertesz observed the
exposition repeat; but unlike Ormandy,
he was not nearly so rushed for time,
with three full sessions instead of two.
It is only five years since Kertesz made
his first recording of the New World
(with the Vienna Philharmonic), but Dec-
ca/London is anxious that the Kertesz
Dvoidak Symphony cycle should be with
the LSO from first to last. The cycle now
progresses rapidly: Symphonies Nos. 7
and 8 are already out, and No. 1, in
C minor (The Bells of Zlonice), was com-
pleted at sessions held shortly after those
for the Ninth, Epwarp GREENFIELD

Polish Discs

L On the Upswing

“In twenty years we've put our name
right up with the majors.” With this
cheerful assertion, Pawel Kruk, direc-
tor of Poland's state-owned record-
ing company, summed up the story of
Polskie Nagrania.

Our talk took place last fall, at
the time of the firm’s twentieth-anni-
versary celebrations, and Mr. Kruk was
in a properly festive mood. Polskie
Nagrania seems now about to play a
significant role on the international re-
cording scene. For the past couple of
years the firm has been able to issue
its discs in stereo (stereo recording be-
gan in 1957), and it is no longer depend-
ent, as was once the case, on cooperative
arrangements with such firms as Philips
and Deutsche Grammophon. An inter-
esting example of what Polskie Nagrania’s
own resources can produce is the recent
release, on the company's Muza label,
of Krzysztof Penderecki's Passion and

Continued on page 30
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Would you believe...

A SOLID STATE AM/FM RECEIVER with silicon power
transistor, b LF. stages with 4 limiters, automatic stereo/mono |
indicator, illuminated pin-point tuning meter, exclusively patented
blowout-proof automatic transistor protection circuit, 30 watts
music power and many other outstanding performance features...
PLUS...A SET OF COMPATIBLE SPEAKERS with a

large size woofer and built-in tweeter for dynamic bass
with brilliant clarity and distortion-free treble sound...

ALL FOR ONLY

$24995

COMPLETE

AND
KENWOOD
DEPENDABILITY

KENWOOD TKS-40 SOLID STATE STEREO MUSIC SYSTEM

KENWOOD brings you a handsome, superbly engineered
sound system that adds up to unusual quality and value.
The KENWOOD TK-40 solid state AM/FM Receiver can
be purchased separately at $189.95 (includes cabinet)
as well as the S-40 speakers housed in attractive walnut
cabinets at $79.95 a pair.

See and hear this outstanding musical trio at your nalhe sornd dppioaeh to quality

nearest KENWOOD franchised dealer or write us for free, @ KENWOOD

colorful brochure.

KENWOOD's fabulous new lux-
ury model TK-140 FET, AM. FM
Stereo Receiver with 130 watts
and highly advanced circuit
engineering plus feather touch
control panel. $339.95

69-41 Calamus Avenue, Woodside, New York 11377

3700 South Broadway Place. Los Angeles. California 90307
CIRCLE 50 ON READER-SERVICE CARD
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When a stereo receiver
costs $500 and is made by Fisher;
it doesn't need advertising claims.

FiSuen e RPOBATION INC ., 11-35 48TH ROAD. LONC an ™. 11101, OVERSEAS AND CANADIAN RESIOENTS FLEASC WRITE TO FISHER RaDIO INTERNATIONAL, INC.. LONG I1SLAN TY.NLY. 11101,

CIRCLE 35 ON READER-SERVICE CARD
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4, 5. 6. 7.
Sowel'll just tell youwhat’s init.

1. Transist-O-Gard overload protection circuit.

2. Output transistors on massive heat sink.

3. Time-Division multiplex system with Four-Diode Coincidence Circuit,
4. Fisher Stereo Beacon® for automatic mone-stereo switching.

5. Four FM IF stages.
6. Heavy flywheel tuning.
7 Super Synchrode’ front-end with Field Effect Transistors.

THE ALL-SOLID-STATE FM STEREO RECEIVER.
1.8 MICROVOLTS (IHF) SENSITIVITY, 120 WATTS (IHF) MUSIC POWER,
0.8% HARMONIC DISTORTION, $499.50 (CABINET $24.95).

FOR MORE INFORMATION, PLUS A FREE CCPY OF THE FISHER HAND-
BEOOK, USE POST CARD ON MACAZINE'S FRONT COVER FLAP,

The Fisher700T

No ad man can doit justice.
®PATENT PEHDING

CIRCLE 35 ON READER-SERVICE CARD
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Get with AZTECG in1967

THE FAR OUT SOUND IN SPEAKER SYSTEMS
AT JUST THE PRICE FOR THE “IN"' CROWD

CEZANNE It

See and compare at only

‘89"

Before you buy. be sure vou hear the incomparable
Aztec sound from the finest speaker systems ever

built to satisfy the most discriminating ear.
different Aztec models.

from $39.95.

See and hear Aztec wherever fine sound systems are

sold or write for details.

““For the ultimate in quality sound”

AZTEC SOUND CORP. Manufacturers

2140 South Lipan « Dept. HF « Denver, Colorado 80223

the truly complete speaker
line. offer you wide choice to fit any decor. Quality
controlled volume production has-lowered costs many
dollars to bring you improved sound at modest prices

COQUETTE 500

Here's a comnact 2-way speaker Sys-
tem designed to reproduce the full
audio spectrum in the range of 40 to
20,000 cycles. You'll vibrate as an 8”
linear suspension woofer clearly pro-
vides the rich bass frequencies. Aztec's
3” closed back tweeter handles the
mid and treble frequencies, with ad-
vanced electronic 2-way cross over
network. Suf)erb sound with 20 watts
power handling capacity and 8 ohms
impedance. Hand rubbed oiled walnut
finish for any decor. 15" x 10*

$ 95
Unbelievable at only 39

ATHENA 1A

Dramatic styling in
solid wainut or oak

$1 5950

Nine

AZ 7.3

CIRCLE 12 ON READER-SERVICE CARD
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Death of Our Lord Jesus Christ Accord-
ing to St. Luke. Commissioned by the
West German Radio on the occasion
of the 700th anniversary of Miinster
Cathedral and given its premiere per-
formance there, the work was later
performed in Krakow and in Warsaw
[where it was heard and glowmgly com-
mented upon by this magazine's cor-
respondent Paul Moor: see Hign
FIDELITY/Musical  America. December
1966]. The recording was made later
in the courtyard of historic Wawel Castle.
The two-disc album may be found at a
few New York shops handling imports.

Polskie Nagrania Takes Pride. The Pen-
derecki set forms part of an ambitious
project entitled "A History of Polish
Music on Records,” the central part of
which contains music written between
1800 and the outbreak of World War 11.
Chopin is, of course, well represented
here, but Mr. Kruk made a special point
of emphasizing that Polskie Nagrania
is also responsible for a number of
disc premieres of works from this period,
including  Szymanowski's opera King
Roger and highlights from Moniuszko's
The Haunted Manor. Earlier Polish mu-
sic, written between 1200 and 1800,
forms a special series in the over-all
anthology, called “Musica  Antiqua
Polonica.” Of the ten discs so far re-
leased, Mr. Kruk particularly called my
attention to a collection of eighteenth-
century organ music played by Joachim
Grubich and to several records of vocal
music from the sixteenth and seventeenth
centuries which was unearthed from
various archives and edited by the emi-
nent Polish scholar Zofia Lissa. | was
particularly impressed by the recordings
of a cappella works by Marcin Leopolita
(d. 1589) and B. Pekiel (d. 1670),
which may well throw new light on the
history of choral music of the time.

Until recently, Mr. Kruk pointed out,
recording projects in Poland were
hampered by the fact that Polskie Na-
grania lacked its own studios. This situa-
tion has now been changed by the com-
pletion, last fall, of the Warsaw Music
Academy’s new building, which con-
tains a number of acoustically fine audi-
toriums and technically up-to-date
studios. This achievement is in large part
due to the initiative of Professor Janusz
Urbanski, whom 1 also had the oppor-
tunity of meeting. Professor Urbanski
takes much pride in the fact that “The
Art of Recording” is now part of the
Academy's syllabus.  KURT BLAUKOPF

An Apology. During the final
stages in the production of HIGH
FIDELITY's December 1966 issue,
the by-line of the distinguished
British writer Peter Heyworth was
inadvertently dropped from the
page beginning his article on Hans
Werner Henze. Our apologies.

HiGH FIDELITY MAGAZINE
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AUTOMATIC
REVERGE
o —

Up to & hours of superD
continuous stereo sound

No need to turn over reels,
rethread or even shut off the new
Concord 776 Stereo Tape Recorder.
With Automatic Reverse-a-Track,
the 776 records or plays your own
or pre-recorded tapes continuously
in both directions — to give you up
to 6 hours of uninterrupted opera-
tion — then shuts off automatically.
And the tape can then be replayed
at the touch of a lever without
rethreading. Using 7" reels, offers
almost 509% more continuous
recording or playback than a broad-
cast type studio tape recorder with
large 10” reels.

Concord 776 features include
four professional quality stereo flux

FEBRUARY 1967

./4ulomalic /eeuerde 776

NEW Goncord /76

FESTWIND STODPF pLAY
L L] ]

S16re0 [ape recorder

field heads combined in new double
head enclosures for optimum head
alignment and stereo separation...
automatic tape lifters...VU record
level meters .. . digital tape counter
... vertical or horizontal operation
...Trans-A-Track recording. ..
many other advanced-design fea-
tures. Optimum recording and
reproduction through its own power
amplifiers and separable speakers
or as a tape deck in any high fidel-
ity music system. Solid mahogany
vinyl-covered cases.

Whether you’'re getting your first
stereo tape recorder or stepping
up from your present system, don’t
decide until you see and hear the
new Concord 776 —
Stereo Tape Recorder
that combines out-
standing perform-
ance with Automatic
Reverse-A-Track® to
double your listening
pleasure. .. for under

CIRCLE 26 ON READER-SERVICE CARD
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automatic
reverse-a-track®

*

$350! Write Concord Electronics
Corporation, for complete specifi-
cations and the name of your near-
est Concord dealer.

Concord, one of the three leaders
in the audio and video tape recorder
industry, is noted for solid state
electronics innovations resulting in
price breakthroughs without sacri-
tfice of outstanding performance.
Concord offers a complete line of
15 audio tape recorders, the new
Concord VTR-500 video-tape
recorder system, today's fastest-
selling closed circuit TV cameras,
a new Cordless P.A. system and
other outstanding products in com-
munications. Write for complete
information in your particular field
of interest.

s o

1935 Armacost Ave., Los Angeles, Calif., 90025
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THEATRE ORGAN IN KIT FORM

The Schober Organ Corporation has announced what it
terms its first theatre model organ in assemble-it-yourself
form. The individual Kkits that comprise the organ may
be bought all at once or over a period of time: total
cost is $1,350. The new model has the traditional horse-
shoe-shaped console, 25-note pedalboard, and two full
61-note keyboards. There are 48 stop tablets and the
pitch registrations range from one to sixteen feet. The
organ has 35 speaking stops and four couplers. An
optional combination action and 8-voice percussion
section also is available. Keyboards, wood console, and
bench come fully assembled: only the electronics (solid-
state and mostly on printed circuit boards) require

assembly.
CIRCLE 145 ON READER-SERVICE CARD

KODAK OFFERS TAPE ACCESSORIES

New aids for the tape recordist are offered by Kodak.
For splicing. there are Y4-inch-wide pre-cut Presstapes
which can be applied directly to a splice without trim-
ming. Another item is a tough leader and timing tape.
colored yellow; on one surface you can write with
ordinary pencil. The third item is a tape timing guide,
notched at one end for use with any of Kodak’s re-
cording tapes. Positioning the guide against the reel
spindle lets you read directly the number of minutes
left on the reel. The guides come as a pair—one for
7V2, the other for 3%, ips tape speed. They are cali-

brated for standard. extra-. double-. and triple-play tapes.
CIRCLE 146 ON READER-SERVICE CARD

TEA WAGON SOUND SYSTEM

An unusual hybrid design is the Allen Organ Company’s
new Music Center. With 12-inch wheels and extended

handles. it can be moved about. and it offers facilities
for producing and reproducing music—the former by
means of an electronic clavichord with standard Keys.
the latter via a four-speed, single-play turntable. The
unit has its own 20-watt solid-state amplifier, speaker
system, and output for headphones.

CIRCLE 147 ON READER-SERVICE CARD

NEW KNIGHT AMPLIFIER

Allied Radio has released the Knight KN-975 amplifier.
a solid-state integrated unit offering a full array of
inputs and controls plus a rated power output (IHF) of
37.5 watts per channel, or 22 watts continuous power
per channel at 4 ohms. Harmonic distortion is listed as
less than 1 per cent. Headphone output and a main-
remote speaker selector switch are included. The unit
costs $149.95, and optional cases for housing it are
available at slight extra cost.
CIRCLE 148 ON READER-SERVICE CARD

CONCORD OFFERS RADIOCORDER

Concord has combined a portable tape recorder with
an AM radio into a five-pound unit that runs on either
batteries or AC line voltage. The radio can be used
separately or to record onto tape. Live tapes also can be
made using the microphone supplied. Named the Radio-
corder, the new unit is priced under $70.
CIRCLE 149 ON READER-SERVICE CARD
Continted on page 40
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When the only consideration

is natural sound, . speakers

are used in professional systems —

for speech

Language laboratory of the
Department of Linguistics,
Laval University, Canada.
Natural, uncolored reproduc-
tion of speech is one of the
most exacting tasks for a
loudspeaker; AR-2a*'s

were chosen.

COURTESY LAVAL UNIVERSITY

or for music.

One of the five listening rooms

in the Library & Museum of the
Performing Arts at New York City's
Lincoln Center. AR-3 speakers
were chosen (for all five rooms)
because of their non-electronic,
musical quality. The goal was

to achieve an absolute minimum
of artificial coloration.

4 19¢7, LINCOLN CENTER FOR THE PERFORMING ARTS

AR speakers are often used professionally, but they were designed primarily for the home. The price range is $51
to $225. A catalog of AR products—speakers and turntables —will be sent free on request.

ACOUSTIC RESEARCH, INC., 24 THORNDIKE STREET, = CAMBRIDGE, MASSACHUSETTS 02141
CIRCLE 2 ON READIP-SERVICE CARD
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NEW 514-PAGE

- ALLIED

1967 CATALOG

Save most on the best in
STEREO HI-FI AND
TAPE RECORDERS

Buy from Allied—where more people buy their
stereo hi-fi than anywhere else in the world. Big
savings on the finest makes, including Ampex,
AR, Bogen, Dual, Dyna, E-V, Fisher, Garrard,
Harman-Kardon, Jensen, Knight®, Marantz,
Mclintosh, Scott, Sony, University, and many more.
Discover how you can have hours of fun building
your own Knight-Kit® hi-fi and save even more.
Choose from the world's largest selection of
stereo and mono tape recorders, and recording
tape. See top values in beautiful hi-fi cabinetry.
Rush the coupon for your new 1967 Allied
Catalog ... NOWI

Plus cB 2.way Radios ® Walkie-Talkies ®
FM/AM & AM Radios ® Shortwave Radios
® Portable TV’s ® Phonographs & Needles ®
Amateur Gear ® ntercoms & P.A. ® Test
Instruments ® Automotive Electronics ® Parts
TV Antennas & Tubes ® Power Tools ®
Hardware ® Tubes ® Transistors ® Batteries ®
Books . . . and hundreds of new items,
scores of special Allied values!

No Money Down ! 24 months to pay!

Enjoy the things you wont now, while you take vp to two
yeors to pay for them on the Allied Credit Fund Plon.

Rush coupon for your blg
m new 1967 Allied Catalog
ALLIED RADIO, DEPT. 9.B -1
P.O. BOX 4398, Chicage, IlI. 60680 |
[J Send FREE 1967 ALLIED CATALOG |
l Naome. I
| PLEASE PRINT |

Addres
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“The Art of the Town-Pipers.” Vari-
ous artists, Gerd Berg, cond. Odeon ®
SMC 91422, $6.79 (stereo only).

Rx for blasé ears: let these bracing
evocations of the art of sixteenth- and
seventeenth-century town players (Stadi-
pfeiffer) sweep away all the cobwebby
clichés of later composers, both serious
and popular! While some of the fas-
cinating obsolete instruments heard here
have been recorded before, they never
have been any better chosen, more suit-
ably combined in family groups, more
skilifully played, or more effectively re-
corded.

Especially welcome are the authentic
performances of brass-ensemble pieces
by Johann Pezel and Johann Gottfried
Reiche (Bach’s favorite trumpeter) in
which the higher parts are given not to
trumpets, as is the usual erroneous cus-
tom nowadays, but to cornetts (Zinken),
those subtly different “brass” instruments
which actually are constructed out of
wood and leather. With the exception
of these two composers, plus Samuel
Scheidt and Johann Heinrich Schmelt-
zer, most of the others represented are
less familiar even to historical special-
ists, but it’s extraordinary how fresh and
vital their literally “occasional” music
making still remains. Add informative
notes by Klaus E. Niemdller (in English
as well as German) on the social roles
of the Stadtpfeiffer and their many-sided
instrumental art—and we have a release
far too entertaining to be left to musicol-
ogists and history students only!

“Ormandy, Philadelphia  Orchestra’s
Greatest Hits.” Columbia ® ML 6334,
$4.79; MS 6934, $5.79.

How to Produce a Best-Selling Record

Without Really Trying (Again): simply

select proved favorites from earlier re-

leases and repackage under a come-on
title. It can't fail—at least if you have

a fabulous library of Ormandy’s master

recordings to draw upon. Everything

here will be familiar to most discophiles
from earlier anthologies if not from the
original releases, but as a concentrate,
as it were, of the Philadelphians’ lighter
symphonic appeals the album will be

a sure-fire introduction to the music,

virtuoso players. and magisterial Colum-

bia engineers alike. Who can resist their
versions of The Stars and Stripes For-
ever, Jamaican Rumba. Saber Dance,

Ritual Fire Dance, Gaité Parisienne

Can-Can, Sylvia Polka—or the richer,

if less electrifying, Blue Danube Waltz,

Clair de Lune, and Fantasia on Green-

sleeves? But was it really necessary to add

the notorious Philadelphia Finlandia—
that horror of miscegenation in which the

vy americanradiohistorv. com

Mormon Tabernacle Choir pops up to
sing the best-known theme?

“King of Instruments,” Vol. 20. John
Weaver, organ. Aeolian-Skinner ® AS
320. $5.98 (stereo only),

After a couple of years' quiescence, this

series resumes activity to feature the

Aeolian-Skinner organ in the Lutheran

Church of the Holy Trinity, New York

City, and to present that church’s or-

ganist, John Weaver, in what I believe

is his recording debut. Again Aeolian-

Skinner's engineers authoritatively solve

all the problems involved in achieving

an impressive, yet scrupulously honest,
sonic realization of both the instrument
and its distinctive acoustical ambience.

And the effectiveness of the recording

is enhanced by Weaver's imaginatively

chosen and varied registrations, espe-
cially in one (the lesser known) of

Liszt's grandiosely bravura organ works,

the Fantasia and Fugue based on the

chorale “Ad nos, ad salutarem undam”
from Meyerbeer's Le Prophéte. The rich

“symphonic” qualities so energetically

exploited in this piece are less well

suited to the smaller-scaled Mozart K.

594 F minor Fantasia (or Adagio and

Allegro), originally composed for a

mechanical organ. Nevertheless, the per-

formance is a straightforward one, and
the sonics as such are aurally delightful,

“Russian  Sailor’s Dance, and Other
Dazzling Dances.” New York Phil-
harmonic, Leonard Bernstein, cond.
Columbia ® ML 6271, $4.79; MS
6871, $5.79.

Some of the lively symphonic dances

included here are drawn from earlier

releases, such as the “Latin American

Fiesta” program of 1964, but the prov-

enances hardly matter: in all cases the

engineering is recent and stylistically
consistent enough to sound spectacularly
robust and vivid throughout. There may
be moments (especially in Bernstein’s
own Fancy Free dances and a couple
of Copland pieces) when the conductor
drives his men so hard that both tonal
qualities and clarity of scoring suffer—
yet this is a cheap price to pay for the
galvanic rhythmic electricity he gen-
erates so prodigally. It's surprising too
how much freshness Bernstein is able
to inject into even such warhorses as
the Gliére title piece, and the little

Brahms, Dvofak, and Tchaikovsky fa-

vorites. And I defy even an arthritic lis-

tener to resist the toe-tickling appeals of
such piquancies as Guarnieri’s Brazilian

Dance, Fernandez’ Batuque, Grieg's
Second Norwegian Dance, and Mozart's
“Sleighride.” R. D. DARRELL

HiGH FIDELITY MAGAZINE
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How much

do you have to spend
for a really good
stereo system?

AR turntable, Shure M7/N21D cartridge, Dyna SCA-35 amplificr, and AR-4% speakers (hung on ordinary picture hooks)

’I:ns sysTEM, using AR-4% speakers and the AR turn-
table lists for about $350. It will outperform any $1000
hi-fi system of a dozen years ago (meaning that it will
sound less like a phonograph and more like the original
musical instruments.) It will outperform many $1000
stereo systems of today.

Equipment reviews rarely single out one productasthe
best of its kind without ifs, ands, or buts. Reviews of the
AR-47 speaker and of the AR turntable did.

HiFi/Stereo Review wrote of the AR-4%: “We know of
no competitively priced speaker that can compare with

it.” La Revue des Disques wrote: “There has becn
nothing like it...this speaker is astonishing.” And
other reports went even further, rating the AR-4* as
one of the great speakers at any price.

The AR turntable is one of the most honored products
in hi-fi history. Five magazines selected it as number
one in a field of competing units selling for up to twice
as much. Gentlemen’s Quarterly chose it editorially for
a price-no-object stereo system that cost $3,824.

The quality of your stereo system depends more on
your choice of components than on how much money
you spend.

namc.

ACOUSTIC RESEARCII, INC., 24 Thorndike Street, Cambridge, Massuchusetts 02141

0 Please send me free literature on AR speakers ($51 to $225) and the AR turntable ($78).
O Please send me free plans for building the equipment shelf in the photo.

O I enclose $1. Please send me Roy Allison’s book High Fidelity Systems — A User's Guide, revicwed in Electronics
Hlustrated as “the best basic book now available on high fidelity,” and in The American Record Guide as “prerequisite
reading for anyone contemplating hi-fi purchases.”

address
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RCA, SCOTT, SONY, FISHER 'N' CHIPS

IN LAST APRIL'S ISSUE we took a look at the future in home entertainment in an
article entitled “The Prospects in Audio.” Among these prospects was the
“chip” or "wafer.” known to electronic engineers as the “integrated circuit,”
or IC. This little bit of silicon, about the size of a pinhead. can replace many
of the components of conventional circuitry. Because of their reliability and
facility for miniaturization of equipment. chips or ICs have been used for some
time now in spacecraft, satellites, and computers. Recently, they also have
found their way into some consumer goods. RCA early last year announced
that it was beginning to use ICs in some of its television sets. First was a
black-and-white 12-inch portable; later came color sets. Now we hear that
both Fisher and H. H. Scott have introduced chips to high fidelity equipment,
and that Sony has incorporated them into a miniature radio.

In three Scott models now using integrated circuits, there is no reduction
of over-all size, but the chips are credited with having improved the units’ FM
capture ratio and selectivity. The Scott IC sets employ chips in the IF stages
and are improved versions of the 85-watt Model 344B FM receiver, the 120-
watt Model 348 FM receiver, and the 120-watt Model 388 AM/FM receiver.
In the FM section of each, you can find four chips, in which there is etched
the equivalent of five transistors and two resistors. Not that these four specks
of silicon merely replace twenty-eight electronic parts—the FM circuitry has
been completely redesigned for them.

The first Fisher product to use integrated circuits is a solid-state Model
105 AM/FM stereo compact module. This will be followed by a new series
of AM/FM stereo receivers (in addition to Fisher's present line). Details of
model numbers and prices were not available at press time, but we were told
that the ICs would be used in the IF sections of FM equipment. Meantime,
research continues in the application of chips to other circuits, including those
of amplifiers. According to Avery Fisher, “ICs are an even greater step for-
ward . . . than was the advent of transistors.” The chip promises an “enormous
increase in reliability and performance, due to the close proximity of the
working parts within the capsule” as well as “the obvious advantage in com-
ponent size reduction.”

Sony's first chip product is an integrated circuit AM radio, ICR-100,
which weighs only three ounces, and mcasures 2% by 1% by 34inches, about
half the size of a pack of cigarettes. In this set, one chip replaces nine transis-
tors, four diodes, and fourteen resistors. It uses two rechargeable batteries and
lists for $39.95. Oh, vyes, it is portable.

Scott 388 is one of three new stereo
receivers using integrated circuits.

e @ . @0

Fisher 105 stereo module uses ICs; to
be followed by new line of receivers.

Diminutive ICR-100 by Sony is a new AM
radio built with ICs; weighs 3 ounces.

www americanradiohistorv.com

THE STEREO SYSTEM THAT WASN'T THERE
A story that would be tough to illustrate
is the one about the stereo system so
artfully concealed in a room that nothing
shows. The room looks—ijust like a room.
Such installations are the stock-in-trade
of a young Manhattan-based engineer
named John Boulton who, early in his
career, decided that “music should be
heard but not seen.” To implement this
approach, Boulton has developed his own
remote-control units (“they actually are
small electronic brains designed along
analogue computer lines™) which, placed
unobtrusively on a table-top, can control
elaborate stereo systems throughout, and
even outside, one’s house. Everything
else—receivers. amplifiers, tape decks,
turntables, speakers—is camouflaged, “by
taking advantage of the existing environ-
ment rather than by trying to radically
change it.”

Boulton calls his installations “futuris-
tic” and likens them to the dream-system
described in Edward Bellamy's utopian
novel Looking Backward where a house-
holder presses i button on a small box
and music pours out from invisible
sources all around him. Actually Boul-
ton's systems are very much part of the
present scene, and can be found in the
homes of some of our most affluent
citizens who, we are told, prefer to re-
main anonymous.

One of Boulton's newest devices is his
“radio sonde wireless system™: special
transmitters and receivers carry mu-
sic and other signals from the central
system in the house to the remote areas
of large estates, so that well-heeled music
lovers can listen to their favorite pro-
grams while riding horseback, sunning
themselves at poolside, or on their pri-
vate beach, or teeing off on their golf
course. To handle all this work, Boulton
has formed a new company, Columbia
Electronics Industries Corp., based in
mid-Manhattan.

FLOATING EDITORS

Aside from its unusual telephone num-
ber (7654321, which, as you dial it,
reminds you of a slow-turning record)
the most novel thing we encountered
during a recent visit to the new studios
of Columbia Records is the company's
series of editing rooms. An editing room
is like an anechoic chamber in that it is
suspended or “floated” with reference to
the building frame to make it soundproof
and impervious to the random vibrations
and normal acoustic ambience of the
building. Unlike an anechoic chamber,
however, its interior is not “dead” but
“normally live” acoustically speaking. so
that what you hear in it approximates
what might be heard in an “average”
room. In this setting, the producer relives
the performance. Following the score
(or doing it by heart) he goes through
the motions of the conductor, cuing an
engineer behind him who in turn mixes,
cuts, raises, adds, subtracts, and whatnot
so that by manipulating the relative levels
of all the channels recorded on the orig-
inal tape the producer gets the final re-
sults he wants. The “reconstituted” per-
formance is then mastered and processed
into the final discs and tapes we buy.

HiGH FIDELITY MAGAZINE


www.americanradiohistory.com

Introdueing

llThe Scott Integrated Circuit

RN
— Y -
. 1
O,
i \
X S
5 :
_ N N s
-3
L - " —
——1% .-%.
. = : v,
, 5
E @
(T > e iy 4
S =hﬂj d: . "‘
k | : ,
= NN -\.:’.‘
11 * . S
2 o § A NN
e — ll W Q
% )
'|‘> )
ﬁ s .
| T e
Yl
1
\ '
% This microscopic space-age circuit N [

contains 5 transistors, 3 resistors,
and all associated wiring! Shown
25 times actual size.

Scott . . . where innovation is a tradition
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First tubes...then transistors and FET's. ..
now, the most important
technological advance of the decade,

Scott’s new 3rd generation reeeivers...
each with 4 integrated cireuits

Hear stations you've never been able to tune before. ..
brought to lite with amazing clarity!

Integrated Circuits...
the computer-born miracle.

Integrated circuits, or “IC's”, were
originally developed for use in com-
puters, where microminiaturization
techniques had to be developed in
order to avoid filling whole rooms
with circuitry. The integrated cir-
cuit is a complete circuit in minia-
ture . .. often barely larger than a  wice actual size
grain of sand. The various ele-

ments of the circuit . . . the transistors, resistors,
and wiring . . . are etched on to a microscopic
wafer of silicon by a photographic process.

The Eternal Circuit
...carved from silicon

The integrated circuit is,
basically, sculptured in
pure silicon, an extremely
stable and durable sub-
stance.Wires, transistors,
resistors, and the like are | - i 2
created by introducing S
other elements into the

silicon wafer . . . elements SAEECR RN

that vary the conductive

characteristics of the shown approx. 150 times actual size
pure silicon. Thus, there

are no loose wires or parts, nothing that can change
nothing that can short out or wear out. In fact, an

IC could last literally thousands of years.

METAL SILICON OXIDE
CONTACT INSULATOR

EMITTER
COLLECTOR CONTACT BASE

CONTACT CONTACT
AN { g"* /
P

Total Reproducibility

Because of the perma-
nence of the material,
and because each IC is
reproduced directly from
a microscopically accu-
rate photographic mas-
ter, there is no possibility
of variation, as often happens in ordinary wired
circuits. Each IC is exactly like the next. There is no
possibility that an IC will have hidden flaws that
will cause it to fail at a later date.
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shown 10 times actual size

Scott Harnesses the IC

Scott engineers, realizing the vast potential of the
integrated circuit, consulted with the engineers

at Fairchild Semiconductor Division, the nation’s
leading experts on |C's. After months of

testing and modification, an integrated circuit
was developed which met Scott's stringent
performance standards . . . and a new era

in high fidelity was born!

More Circuitry in less space

The Scott Integrated Circuit achieves new
standards of compactness. Used in the vital FM
tuner IF strip, Scott Integrated Circuits actually
allow the use of more circuitry in less space. Each
Scott IC contains 5 transistors and 2 resistors, and
there are four IC’s used in each IF strip, making a
total of 20 transistors. This is in marked contrast
to the IF strip the new unit supersedes, which
contains five transistors.

www.americanradiohistorv.com
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incorporated into the design of the 388 120-Watt
AM/FM stereo receiver, the 348 120-Watt FM
stereo receiver, and the 344B 85-Watt FM stereo
receiver. Your Scott dealer will be glad to
demonstrate to you the amazing capabilities

More Performance in less space of these new receivers.

Scott's previous |F strip, without IC’s, is rated as
one of the finest in the component industry. It
gives capture ratio and selectivity figures of 2.5dB
and 45 dB, respectively. Scott’'s new IF strip,
incorporating Scott IC’s, is conservatively rated by

old IF strip IC IF strip

i g These three superb Scott receivers include
Scott at 1.8 dB capture ratio, and 46 dB selectivity. Scott's newly developed Integrated Circuits.
Test reports by Fairchild, however, show the new Left to right, Model 388, 348, 3448.
Scott Integrated Circuits to be consistently Lo oo e

capable of an incredible 0.8 dB capture ratio!

g GET ALL THE FACTS ON THE MOST IMPORTANT
iC74  TECHNOLOGICAL ADVANCE OF THE DECADE!

FREE . . . a factfilled, fully-illustrated booklet on Scott
Integrated Circuits . . . everything you should know about
the new age in stereo electronics:

What Scett IC's mean to you

|
|
|
|
Plainly stated, Scott's new integrated circuits let I
you hear more stations with less noise and |
interference. Weak, distant stations that you never |
received before will suddenly appear with amazing |
clarity. Outside interference from such sources as |
electric razors, auto ignitions, etc., will be I
drastically reduced. And, you can count on I
|
|
|
|
|
|
|
|
|
|

NAME

ADDRESS

CITY STATE rdld

Write to Dept. C for complete information on Scott's beauti-
ful new consoles and compacts.

enjoying this amazing performance for many,
many years . . . thanks to the absolute
reliability of the Scott Integrated Circuit.

Scott . . . where innovation is a tradition

®
be available? S C O l [ -
i ' H. H. Scott, Inc.. Dept. <26:02 111 Powdermill Rd.. Maynard, Mass.
SCOtt lC recglvers are at your SCOtt deal.er S. «© Er;(port: Scott International, Maynard, Mass.
showroom right now. Scott Integrated Circuitsare ~ } __ _ _ _ — " " @@ J
Another innovation from Scott, manufacturers of superb components, compacts, kits, speakers, and consoles.
CIRCLE 100 ON READER-SERVICE CARD

FEBRUARY 1967 39

When will Scott IC components
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EQUIPMENT--NEWS

Continued from page 32

BRITISH TRANSVERSE TONE ARM

From Britain comes the first photo of a new tone arm
known as Trutrack and developed by physicist A. R.
Rangabe. Instead of being pivoted at one end, it moves
in a straight-line radius across the record, duplicating
the path followed by a record cutter. Signals from the
cartridge are taken from the arm not by wires but by
mercury contacts which, says the designer, provide lower
friction and less contact resistance. The arm is expected
to be produced in the near future and may be sold in

the U.S.A. Price has not yet been announced.
CIRCLE 150 ON READER-SERVICE CARD

PIONEER OFFERS RECEIVER

Offered as a top-end receiver (AM and FM/stereo) is
Pioneer’s new solid-state Model SX-1000TA, priced at
$360 including oiled walnut cabinet. The company
claims less than 1% distortion and a superior transistor-
protection circuit. Rated FM sensitivity is 2.2 microvolts.
The set has inputs for all program sources, tape monitor

facilities, and front-panel stereo headphone jacks.
CIRCLE 151 ON READER-SERVICE CARD

SPEAKER-AMPLIFIER SYSTEM

Viking, the tape recorder manufacturer, has introduced
a self-energized stereo speaker design. It consists of
two speaker systems, each in its own enclosure, with a
60-watt solid-state basic amplifier built into one of the
enclosures. This amplifier drives both speakers and has
its own off/on/volume control, a bass boost switch,
and a stereo headphone jack. Known as the Model 4400,

the new amp-speaker setup may be used with tape decks
(of any brand) and with the preamplified output from
a tuner or phonograph. It also is suggested for use as a

remote stereo speaker system. Retail price is $119.
CIRCLE 152 ON READER-SERVICE CARD

HEADPHONES WITH CONTROLS

The Telex ST-20 stereo headset is billed as incorporating
all the features of the ST-10 plus knobs on each ear-
piece which adjust the sound level individually on each
channel. The headband is described as light, flexible, and
padded. Contoured ear cushions are designed for com-
fortable wearing. Weight, less cord, is 12 ounces.

Announced price is $34.95.
CIRCLE 153 ON READER-SERVICE CARD

DE LUXE ELECTRICAL TIMER

Automatic turning on and off of audio and other equip-
ment is possible with the aid of the Functional Timer
brought out by Yale Audio of Tampa, Florida. The
unit provides up to forty-eight combinations of time
intervals for controlling electrical equipment in your
absence. For instance, the timer can be pre-set to turn
on your tape recorder and tuner to dub a favorite FM
program while you're away, and it can perform dozens
of other jobs too. Several models are available; prices

start at $44.50.
CIRCLE 154 ON READER-SERVICE CARD
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NEW SHERWOOD TUNER

From Sherwood comes word of a new AM and FM
stereo tuner, the Model S-2300. Using silicon transistors
exclusively, the set is rated for FM sensitivity of 1.6
microvolts (IHF). Proper selectivity under the strongest
signal conditions is said to be maintained by a new AGC
circuit unique to Sherwood tuners. The S-2300 also has
automatic stereo-to-mono switching, zero-center tuning
meter, front-panel level control, and rocker-action
switches for interchannel hush and other functions.

Price is $199.50.
CIRCLE 155 ON READER-SERVICE CARD
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Continuously Variable
Tracking-Balance Control

The first accurate and completely reliable
answer to the problem of skating . . . and
the simplest to apply. You simply dial a
number, just as you dial stylus force. This
applies a precisely calibrated counterforce
to skating . . . around the tonearm pivot and
paraliel to the skating force, but in exactly
the opposite direction. The result: equal
tracking force on each wall of the stereo
groove. The effect: elimination of distortion
from unbalanced tracking (skating) at the
program source itself.

Feathertouch Cue-Control

Whenever you want to start manually at any
point of the record, just flick the feathertouch
Cue-Control. The tonearm will float down
far more slowly (3/16” per second) and
more smoothly than ever possible by hand.
And you can also use the ultra gentle
Cue-Control descent when starting
automatically. Of course, you can also use
Cue-Control to interrupt play and then
resume from where you left off.

Rotating Single Play Spindle

Here is where Dual's relentless pursuit of
perfection is typically demonstrated.

The interchangeable single play spindle
rotates with the record, just as on the most
costly manuals, but on no automatic but a
Dual. With this simple yet ingenious
advance. there's no slip, no bind between
spindle and record. A refinement that
removes the last remaining reservation

of the purist.

Exclusive precision features like these
make Dual first choice of leading audio critics.

Now they're yours

. in the

new Dual 1009SK, for only $109.50

Continuing in the tradition of the
world-renowned 1009 — now a
classic —the new 1009SK Auto/
Professional embodies many of
the features that make the name
Dual synonymous with flawless
performance. Dynamically bal-
anced low mass tubular tonearm
that tracks as low as 0.5 gram.
Elastically damped counterbal-
ance with continuously variable
thread adjust. Dynamically bal-
anced nonferrous platter that

[Dual[1009SK
Auto/Professional
Turntable

weighs over four pounds. Power-
ful Continuous-Pole motor that
maintains speed constancy within
0.1% even when voltage varies
beyond =10%. And, of course,
Dual's unrestricted automatic and
manual operation in both single
play and changer modes. When
you see the 1009SK at your fran-
chised United Audio dealer, you'll
understand more than ever why
Dual is the overwhelming per-
sonal choice of the nation’s lead-
ing high fidelity critics.

anradiohistorv.com

And ... for Dual quality in the
medium price field, it's the new
Dual 1010A.

Unrivalled for precision perform-
ance in the medium price field.
Features new low mass tubular
tonearm with magnesium head
and stylus overhang adjust.
Tracks perfectly as low as 2
grams. Newly designed Dual Hi-
Torque four pole motor.Full range
of automatic and manual opera-
tion in single play and changer
modes. Only $69.50.

: united
audl()m

$35 MADISON AVE. NEW YORK N.Y. 10022

CIRCLE 32 ON READER-SERVICE CARD
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New

%nderhch

The waltzes of Strauss. The
operettas of Stolz. The warm
magic that was Fritz Wunderlich.
Now, Heliodor brings you a
gemutlzch tribute to the city of
everybody’s dreams. As only
Wunderlich could sing it. As only
Stolz himself could conduct it.
As only the zithers and violins of
a Viennese Schrammeln group
could make it come to life.
FRITZ WUNDERLICH IN
VIENNA
H/HS-25051
Also new from Heliodor:
ELECTRONIC MUSIC FROM
THE UNIVERSITY OF ILLI-
NOIS The new music for men
and machines—from the most ad-
vanced musical lab in the coun-
try. Works by Briin, Hiller,
Hamm. Gaburo and Martirano.
H/HS-25047
GRACF. BUMBRY AS
CARMEN JONES
A celebrated Carmen takes on
the role of Carmen Jones—as
Grace Bumbrv leads the cast in
Hammerstein’s Broadway version
of Bizet.
11/HS-25046
ERNST HAEFLIGER SINGS
DICHTERLIEBE The great
Schumann song cycle plus Bee-
thoven’s An die ferne Geliebte.
“Haefliger’s warm, round tenor
never sounded better” (High
Fidelitv).
H/HS-25048
BEETHOVEN: SYMPHONY
No. 3 (“EROICA”) Berlin Phil-
harmonic; Karl Bshm, cond.
H/HS- 25049
3 FLUTE CONCERTI by Fes-
ting, Woodcock and Baston. Also
3 Concerti Grossi by Geminiani.
“Fifty minutes of untroubled
pleasure” (High Fidelity). Lu-
cerne Festival Strings; R. Baum-

gartner, cond.
H/HS-25050

Great music at budget prices

Heliodor Records is a division of

\ Metro-Goldwyn-Mayer Inc.

CIRCLE 47 ON READER-SERVICE CARD
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A SELECTIVE GUIDE TO THE MONTH'’S REISSUES

f\ppARENTLY NOT CONTENT with just one
modest-priced line, London Records has
now added a second budget series to its
family. Joining older brother Richmond
this month is Stereo Treasury., a $2.49
label that will recirculate deleted London
recordings drawn from the company's
recent stereophonic past. Unlike Rich-
mond., whose catalogue is heavily
weighted in favor of operatic reissues,
Stereo Treasury will concentriate on per-
formances from the orchestral repertoire.
As the label designation would imply,
mono versions will not be made avail-
able. and London does not claim com-
patibility for these discs, The economy-
minded stereophile, however. will find
a number of worthy items (mainly stand-
ard fare, to judge by the initial twelve
releases). This department reviews some
of the first offerings below.

BIZFT: Carmen. Martha Angelici (s),
Solange Michel (ms). Raoul Jobin (t),
Michel Dens (b), et al.; Chorus and
Orchestra of the Théitre National de
I'O~éra-Comiaue. André Cluytens,
cond. Pathé ® FCX PM 35020/22,
$14.37 (three discs, mono only) [from
Columbia SL 109, late 1940s].

There are Carmiens in the catalogue of-
fering more glamorous voices and more
sumptuous recorded sound. but none of
the versions 1 am acquainted with has
quite the idiomatic French flavor of this
imported reissue. Part of the set’s special
quality comes from its use of the original
spoken dialogue in place of the familiar
Guiraud recitatives: as a result the opera
moves more swiftly and with, 1 feel,
more incisive dramatic impact. In addi-
tion everyone concerned with the per-
formance was born and bred in the tra-
dition of French opera—which is all to
the good in this most Gallic of operatic
scores.

Both Michel and Jobin might be con-
sidered somewhat harsh and raw-voiced
alongside present-day Carmens and Don
Josés, but one is easily swept along by
their dramatic commitment and superbly
inflected vocal work. Michel Dens is a
fresh toreador and Martha Angelici per-
haps the finest recorded Micaéla—she
makes a lovely thing of her aria and the
duet with José. Although Cluytens’
pacing of the opera is on the fast side.
it's not at all hard-driven and the quick
tempos contribute to the tense crackle
of the performance. The sound is respect-
able. the remastering job first-class.

BRAHMS: Svmphonies (complete). Vi-
enna Philharmonic Orchestra, Rafael
Kubelik. cond. Stereo Treasury ©
STS 15001704, $9.96 (four discs,
stereo only) [from various London
originals, 1957-59].

The gorgeous. mellow tone of the Vien-

nese orchestra is the principal attraction

of this complete set—Kubelik under-

www americanradiohistorv. com

stands exactly how this music should
sound and he responds unfailingly to
each symphony’s rich store of melody.
What the conductor doesn’t seem to un-
derstand—or at least what he is unable
to communicate here—is Brahms’s struc-
tural logic: everything depends very
much on the beauty of the moment in
this measure-to-measure playing. The
First Symphony suffers most from the
patchy. stop-and-go approach, the other
three somewhat less so. Perhaps one
might be able to overlook this draw-
back in view of the excellent playing,
creamy-smooth reproduction. and rea-
sonable price. Still, it strikes me as a
rather serious failing that may become
more irritating with repeated hearings.

DVORAK: Symphany No. 9. in E mi-
nor, Op. 95 (“"New World”). Vienna
Philharmonic Orchestra, Rafael Kube-
lik. cond. Stereo Treasury ® STS
15007. $2.49 (stereo only) [from Lon-
don CM 9179/CS 6020, 1957].

Unquestionably among the finer per-
formances of this symphony on discs,
Kubelik’s New World shares the sensuous
attractions of his complete Brahms set
reviewed above but adds up to a far
more convincing whole. An engaging
lyricism and careful attention to orches-
tral detail have always been among this
conductor’s strong suits, and here he
makes the most of both virtues. Excel-
lent sound.

GLUCK: Orfeo ed Euridice: Orchestral
Music. Virtuosi di Roma and Instru-
mental Ensemble of the Collegium
Musicum Italicum, Renato Fasano,
cond. RCA Victor ® LM 2913, $4.79:
L.SC 2913, $5.79 [from RCA Victor
ILM 6169/LSC 6161, 1966].

This record should prove very attractive
to collectors who already own a re-
corded Orfeo that does not include the
opera’s seldom played Act 111 ballet
music. Fasano’s readings of the purely
orchestral portions of the score were
praised as among the complete set's
strongest points and he does indeed lead
supple, graceful performances. The short
ritornellos from Act I really don’t stand
on their own taken out of context, but
the dances in Hades and Elysium as well
as the aforementioned concluding ballet
sequence are most enjoyable on their
own, Warm, natural reproduction.

POULENC: Les Mamelles de Tirésias.
Denise Duval (s), Jean Giraudeau (1),
et al.: Chorus and Orchestra of the
Théatre National de 1I'Opéra-Comique,
André Cluytens, cond. Seraphim ®
60029, $2.49 (mono only) [from Angel
35090, 1954].

How was this delectable opéra bouffe

ever allowed to leave the catalogue in

Continued on page 46
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This is the finest
home tape recorder
Ampex makes.

(If you can find anything we’ve left out, please write.)

This Ampex 2100 tape recorder player threads itself, re-
verses itself, and offers bi-directional record and play-
back...so you can sit back and enjoy a complete 4-track
tape without rewinding reels. Or changing reels.

It is about as automatic as you can get.

Concerning construction: It offers dual capstan c¢rive for
perfect tape-to-head contact to practically eliminate wow
and flutter, even at the slow speeds. You also get twin
VU meters, monophonic mix, and die cast aluminum con-
struction. We think so much of the way it's built we offer
an exclusive one-year warranty on both parts and labor.

AUDIO AND VIDEO RECORDERS / SPEAKERS / MICROPHONES

AMPEX CORPORATION, 2201 LUNT AVENUE, €Lk GROVE VILLAGE, ILLINOIS 60007

VIDEO CAMERAS /

We will repair or replace — with no charge —any part
which proves defective in material or workmanship
within one year of date of purchase.

You can select from four basic moaels—each with the
finest sound your money can buy. But sound is something
you have to listen to. So see your Ampex dealer and make
your own comparison.

P.S. If you buy now, your dealer will give you $100
worth of tape for $39.95. (10 of the 100 fastest selling
tapes, pius two reels of blank tape.)

aslffnyg{:e who knows
TAPES |/ ACCESSORIES i AMﬁI

CIRCLE 8 ON READER-SERVICE CARD
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This new color TV component is made for audiophiles
who are dissatisfied [as all of them should be) with
what passes for accurate picture and sound repro-
duction in commercial, mass-produced color TV sets.

It is part hi-fi audio system and part monitor color TV
receiver. Both parts cre of equal quality: high.

Among its many capabilities: Sound can be fed from
it into an existing hi-fi or stereo installation; it is also
equipped with its own monitor audio system so the unit
can be used independently. Thus, the owner can en-
joy a color TV program complete with picture and
sound (front earphone plug is provided for earphone
' ) O connection), while stereo is available for listening in
Ovxolol

opr

other parts of the room.
O bright
° Hnt puil on e volume Addnf'OnCI defC”S:

\
‘ () ) . CHASSIS
Horizontal chassis design.
Power transformer operated.

Tube and semiconductor complement: 26 tubes in-
cluding pix tube, 9 diodes, 4 rectifiers, 1 transistor.

Power requirements: 117 V, 3.5 A, 60 Hz. Operates
from 105t0 129 V.

Resettable circuit breaker protection.

Moisture sealed components. Special silicone sealed
high voitage transformer.

PICTURE

25 inch (overall diagonal measurement) 90° rectan-
gular picture tube, rare earth phosphor screen.

Bonded tinted safety glass.
High voltage —25 KV stabilized.
Automatic degaussing.

Pincushion correction system.

Horizontal and verkcal centering controls.

CLAIRTONE Keyed AGC.

custom color componeni X . 3 :
Automatic background color switching (sepia back-

ground}—3 way optical control switch.

Clairfone

First color TV
good enough fo ado

CIRCLE 25 ON READER-SERVICE CARD
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TUNING SYSTEM

VHE tuner with pre-set fine tuning and separate coils
for each channel,

UHF tuner- low noise transistor tuner with two speed
drive.

Power tuning— pushbutton operated for VHF chan-
nels. Can be programmed to skip unused channels.

Wireless remote control adaptability.

Color indicator light—lights up when receiving color
program.

Iluminated channel number indicator. (VHF and UHF}

Picture Sensitivity —15 microvolt antenna EMF with
300 ohm balanced antenna system.

3-stage video IF
SOUND
Front-mounted 4” x 6” speaker. [Alnico magnet)
Separate tone control.
Power output 2.5 Watts at 10%, distortion.

Push-pull on-off switch does not disturb volume con-
trol setting.

Front panel earphone jack for “silent listening.”

High Fidelity audio output jack (for use with external
sound system) with switch. Volume controlled maxi-
mum output 1 volt RMS at 4 ohm impedance.

GENERAL INFORMATION
Perforated metal cabinet with finished walnut front.
Removable back cover with AC Interlock.

Installation—adequate ventilation must be provided
as explained in the installation instructions.

Silent fan attachment provided.

Required opening—21" x 29" x 22” deep. For wall or

custom mounting. Net weight approximately 100 Ibs.
FOR ADDITIONAL INFORMATION

Write: (' i

Clairtone Electronic Corporation ' _— . . Fiica: Joo7i00
681 Fifth Ave.

New York, N.Y. 10022

component
to your sound system.

CIRCLE 25 ON READER-SERVICE CARD
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FOR THE
DISCRIMINATING
SEMI-PROFESSIONAL
RECORDIST—

Norelco D-119ES microphone
features wide-range, smooth
response, and superior cardi-
oid characteristics.

Write for handbook-catalog B-1
containing the whats, hows
and why of microphone con-
struction and applications.

Ay TPETCCIN, -

i U

PROFESSIONAL
SOUND PRODUCTS

/Vore/co““

NORTH AMERICAN PHILIPS COMPANY, INC.

Protessonsl Products Diwvision. 100 East 42nd St . New York. N.¥ 10017

CIRCLE 7 ON READER-SERVICE CARD
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Continued from page 42

the first place? Well never mind, for
here it is again——freshly remastered
(unfortunately without a libretto), ready
for rediscovery. Poulenc never wrote
anything better; there’s a superb sense
of timing, subtle musical humor, and
unerring compositional technique behind
this seemingly ingenuous assortment of
catchy music-hall tunes. Although his
music was not incapable of striking a
deeper note, it seems to me that Poulenc's
later, more serious compositions never
rang quite as true. Besides, Les Mamel-
les is not without its undercurrent of
pathos, a quality which becomes more
apparent after the initial shock of
Apollinaire’s naughty libretto wears off.
The performance brilliantly catches the
flavor of the piece and the sound is
strictly OK.

ROSSINI-RESPIGHI: La Boutique fan-
tusque. DUKAS: L’Apprenti sorcier.
Israel Philharmonic Orchestra, Georg
Solti, cond. Stereo Treasury ® STS
15005, $2.49 (stereo only) [from Lon-
don CM 9202/CS 6005, 1957].

One hardly associates Solti with this

kind of music nowadays. for his recent

Wagner, Mahler, and Bruckner record-

ings have tended to overshadow his ear-

lier excursions into a lighter repertoire.

These high-stepping performances are

beauties—precision-honed yet lyrical and

yielding in all the right places. and l.on-
don’s sonics of ten years ago are still
remarkably full and clear.

STRAVINSKY: Pulcinella: Suite; The
Song of the Nightingale. Orchestre de
la Suisse Romande, Ernest Ansermet,
cond. Stereo Treasury ® STS 15011,
$2.49 (stereo only) [from London CM
9163/CS 6138, 1956].

Ernest Ansermet’s long list of Stravinsky

recordings contains many distinguished

performances, but the present disc may
very well be the best of them. More
than once I've had the impression that

Ansermet felt out of sympathy with

Stravinsky's more abstract scores, but

here he seems absolutely delighted by

the stylized galanteries of Pulcinella and
the exotic chinoiserie of the Nightingale.

Some exquisitely pointed orchestral work

from the Suisse Romande, coupled with

one of the most impressive demonstra-
tions of early stereo to be heard on
discs, makes this an outstanding reissue.

VERDI: Don Cuarlo. Antonietta Stella
(s), Elena Nicolai (ms). Mario Filip-
peschi (t), Tito Gobbi (b), Boris
Christoff (bs). Giulio Neri (bs). et al.;
Chorus and Orchestra of the Rome
Opera, Gabriele Santini, cond. Sera-
phim ® 6004. $7.47 (three discs.
mono only) [from RCA Victor LM
6124, 1955 and Capitol GCR 7165,
1959].

Even though the level of vocalism on

this set is wildly uneven, a strong con-

ductor could have whipped the disparate
elements into something more respecta-
ble than the performance here. Verdi's
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great score (presented in the four-act
version with numerous damaging internal
cuts) has no shape or definition under
Santini’s limp hands: accompaniments
are lumpish without any rhythmic thrust
and scene after scene stumbles along to
a listless conclusion. Furthermore. the
playing of the Rome Opera Orchestra,
especially the woodwinds, is at times
positively cloutish.

It's too bad that Tito Gobbi's mag-
nificent Rodrigo is enshrined in such
shoddy surroundings. Not only does the
baritone sing with consistent beauty of
tone, but he colors the music with 2
dreamlike quality that gives us a haunt-
ing image of this idealist destined to be
crushed between church and state. Fur-
ther plusses are Christoff’s strong King
Philip and a few nice phrases from
Stella, although she never really comes
to grips with the part's potential. This
leaves Filippeschi's leathery Don Carlo.
Nicolai’s hopeless Eboli, and some un-
pleasant boxed-in sound.

WAGNER: Die Mecistersinger, Act 111,
Margarete Teschemacher (s), Torsten
Ralf (1), Hans Hermann Nissen (b),
Eugen Fuchs (bs), et al.: Chorus and
Orchestra of the Dresden State Opera,
Karl Bohm, cond. Odeon ® E 80983/
84, $9.58 (two discs, mono only)
[from HMV originals. 1938].

As Karl Schumann points out in an in-
formative note with these records, Dres-
den is rich in Wagner tradition—the
composer spent much of his youth in
that city and many of his operas were
premiered there. Even if this perform-
ance (last available here on RCA Vic-
tor's LCT series several years ago)
doesn’t quite reach the level of some
other famous Wagner recordings of the
Thirties, its historical worth and musical
values are nevertheless very real. At the
time of this recording Karl Béhm was
general music director of the Dresden
Opera, and the conductor gives the set
its basic virtues: the orchestra sings beau-
tifully all throughout the long scene in
Sachs’s workshop and colorfully under-
lines the pageantry of the final scene
with alert and lively playing. When the
opera is given its long overdue studio
stereo recording, Bohm should definitely
be in charge.

The vocal artists are all seasoned in-
terpreters of their roles. Hans Hermann
Nissen (who is still an active member of
the Munich Opera) offers a solid, well-
sung Sachs—short on poetry perhaps.
but a likable cobbler. Ralf is a bit thick-
voiced for Stolzing, but Teschemacher
makes a charming Eva and Fuchs'’s
Beckmesser is all the more successful for
being underplayed. A number of the
master discs used in the dubbing process
evidently had very noisy surfaces, and
on Side 3 of these LPs I came across
several very bad patches of distortion.
The set is an interesting and valuable
return to the Wagner catalogue though,
in spite of its occasional flaws.

PETER G. Davis
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When you've got a reputa-
tion as a leader in transistor
technology, you don't intro-
duce a transistor amplifier
that is like someone else’s. We
didn’t. The new Sony TA-1120
integrated stereo amplifier is the
case in point. We considered the
I8 few remaining shortcomings that
have kept today’s transistor amplifi-
~ ers from achieving the quality of
 performance of the best tube amplifi-
' ers and set out to solve them. To do it,
we even had to invent new types of
transistors. The result: the first truly great

solid-state stereo amplifier.
Distortion is lower than in the finest tube
& amplifiers at all frequencies and power levels.
Signal-to-noise ratio: better than 110 db.
Damping factor is extraordinarily high (140 at
¥ 16 ohms). Frequency response: practically flat
from 10 to 100,000 HZ (+0 db/—1 db). Plenty of
power, too (120 watts IHF at 8 ohms, both channels).
With an amplifier as good as this, the preamp
section has a great deal to live up to. It does, mag-
nificently! Solid-state silicon circuitry throughout
coupled with an ingenious design achieve the lowest
possible distortion. Sensible arrangement of front panel
controls offers the greatest versatility and ease of opera-

tion with any program source.
Finally, to protect your investment in this superb
mstrument, an advanced SCR (silicon-controlled rectifier)
circuit prevents possible damage to the power transistors
due to accidental shorting of the outputs.

The Sony TA-1120 stereo amplifier/preamp at $399.50 and
the TA-3120 stereo power amplifier. $249.50 are available at a
select group of high fidelity specialists who love and cherish
them. And will get as much enjoyment out of demonstrating them
as you will from their performance. So visit your dedicated Sony
high fidelity dealer and enjoy. Prices suggested list. Sony Corpora-
tion of America Dept. H 4747 Van Dam St. L.1.C., N.Y. 11101.

With so many fine amplifiers
our first had to be something special.
= It is!
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Mark of the leader...

RARRARD'S LAB 80 MK 11

The ultimate expression of over 50 years
of Garrard leadership, this much-imitated
but unequaled automatic transcription <. . N7 v
turntable contains many §L__-
developments invented,
perfected and

brilliantly refined by the
Garrard Laboratories,
and now considered
essential for the

finest record reproduction.

Heavy, cast 12"
anti-maznetic turn-
table is dynamically

balanced with
copper weights on
underside.

Hydraulic cueing

EL N ED |
control elimi- | |
nates damage to ]
‘t;’ f records or
. % stylus through
manual handling. i
’ ] Dynamically
it o LEIELLER
1 counter-weight-
. adjusted tone
- arm of Afrormosia
/ D N\ wooc and
- g aluminum for
- light weight,
low resonance.
— / Low mass cutaway
—— Anti-static, dust- shelcampable =
s repellent turntable 3 iy it d I.e:;ost 3
: mat has safety h ance ’t'g kgs /
rings at 12", 10” oy L]
and 7" positions to cartridges. pe
protect stylus should ‘ )
automatic switch
.. be activated with- i
' \ / + out record on
turntable. ad
¥
' ) Two interchangeable = IeeiT:
/ g ) spindles: short — f
J / spindle facilitates T | -
) ] manual play; long,
h Patented anti- center-drop spindle & %5 —
) skating control, ! # handles eight EVHItEID s
calibrated in half J] g records fully Selibrated noa:
gram markings, is ) g automatically. Zf;'rgr?:::n',:,guamr
adjusted with -+ ; i
springless, sliding brecise, audiole/
weight. _ visible settings.

Just two wears ago, the sterco high fidelity world was introduced to the Lab 80, the first Automatic Transcription
Turntable. It was instantly acclaimed because of the significant developments it contained. These tmparted pro-
fessional performance capabilities never before anticipated in automatic record playing units. Now, the Garrard
Laboratories have refined and surpassed the original model with the Lab 80 Mark 11, still priced at only $99.50, less

base and cartridge. It is one of five new Garrard Automatic Turntables each of them the leader in its class.
For complimentary Comparator Guide, write Garrard, Dept. AB-2, Westbury, N.Y. 11590.
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The Top Ten—And How They Get There

BEST-SELLER LISTS hold an undeniable fascination
for most of us: hidden somewhere in those glittering
top-ten titles is the elusive—and sometimes disturb-
ing—secret of popular success. One should naturally
be wary of embracing such statistics as a final revela-
tion of either the quality or diversity of what's avail-
able, but for buyer and seller alike these compilations
provide a useful yardstick for measuring current
tastes and trends. And it is in this spirit that we
inaugurate “The Best Sellers’—a monthly feature
charting the top-selling ten records in both the classi-
cal and popular categories.

“The Best Sellers™ is based on the latest available
figures gathered in the New York offices of Billboard,
the record world's oldest trade magazine and in-
dispensable reporter of happenings in this often
unpredictable industry. Billboard’s methods of col-
lating sales statistics are complex, involving a careful-
ly plotted system of weekly in-person and telephone
checks of record dealers throughout the country. The
final tabulation is made on a composite of disc sales
reported from the widest possible variety of sources:
discount houses, department stores, college book-
stores, drug store racks, and of course record shops
small and large in both urban and rural communities.

A glance at our initial chart (see page 116) dis-
closes a number of enlightening facts. RCA Victor's
nostalgic three-disc memento of the old Metropolitan
Opera House, for instance, has been a consistent
leader on the classical lists since it was first released
last fall. Aside from the fact that operatic recordings
always tend to have a high best-seller potential (note
london’s costly five-record set of Die Walkiire.
which has already reached position No. 3), the
popularity of the Met album is bound up with the
excitement attendant upon the opening of the new
house as well as on the cliff-hanging battle to save the
old auditorium from destruction. Similarly. Leontyne
Price’s recital disc, which occupies the No. 6 spot,
was issued close upon the Met's opening production
of Antony and Cleopatra. in which Miss Price played
a most prominent role. Obviously, knowing when to

FEBRUARY 1967

strike is part of the game a successful record com-
pany must play.

Another thought-provoking entry is Leonard Bern-
stein’s recording of the Mahler Seventh Symphony—
a rarely heard work by a composer few would have
held to be best-seller material ten years ago. The
explanation may well be the unprecedented interest
generated by Eugene Ormandy’s recording of the
posthumous Tenth Symphony, which undoubtedly
inspired many record buyers to explore additional
out-of-the-way Mahler fare. A less surprising ap-
pearance on the list—considering the combined ap-
peal of the work, cast, and cost—is Seraphim’s
inexpensive La Bohéme reissue, at present the run-
away best scller among budget items. The prescnce of
Orff's Carmina Burana clearly testifies to the contin-
ued viability of this work as an ideal means of
demonstrating a stereo system, while the Chopin re-
citals by Rubinstein and Cliburn obviously demon-
strate the public’s loyalty to two vastly admired artists.

Not so long ago. most records on a top-ten list
comprised warhorses such as Beethoven's Fifth,
this month’s No. 9 entry. Today, however, with
multiple versions of standard repertoire crowding the
catalogue, there seems to be less chance of any one
edition eclipsing the competition. There's now room
at the top for the unique and the off-beat. the
neglected and the new—and the prognosis is that
this state of affairs will continue.

As pointed out in these columns two months ago.
popular music accounts for 92 per cent of all record
sales. The market here is dominated by teenage-
oriented material—witness the prevalence of such
rock groups as The Monkees, The Supremes, The
Mama’s and The Papa’s, and The Beatles. In the
“easy listening” department we note the sound tracks
of two movies heavily feted by Hollywood’s Academy
of Arts and Sciences and also the “in” sound of
Herb Alpert’s ubiquitous Tijuana Brass records. In-.
evitably, there will be changes and surprises in both
the popular and classical departments. “The Best
Sellers” will offer you a front-center look at the scene.
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APERFORMER LOOKS AT
PSYCHOANALYSIS

BY CLAUDIO ARRAU

<
PI(IENI)S AND pUPILS often have heard me say that
in my ideal music school, psvchoanalysis would be a
mandatory part of the general curriculum. That and
the art of dancing.

Psychoanalysis to teach a young artist the needs
and drives of his psyche; to make him come to know
himself ecarly rather than late and thus sooncr to
begin the process of fulfilling himself. which un-
til the end of his life must become his main driving
force as a human being and as an artist. Indeed,
only insofar as this will be his goal, his conscious
or unconscious goal, will he grow as an artist and
become worthy of the name. I would include the
art of modern dance for the use of its liberating,
expressive movements in the release of psycho-physio-
logical blocks, tensions, and inhibitions and for the
greater awareness and projection of feeling.

We have all heard of psychic blocks; of musicians
suffering breakdowns. of fingers. muscles, and
memory suddenly collapsing and refusing to func-
tion. of fear so acute that high notes in singers
vanish and all technique and mastery scem to evapo-
rate. At such dire times, we say that he or she needs
psychoanalysis. Yes. indeed. but at such time analy-
sis usually comes too late. Only the most aware,
the most intensely driven by the will to live and the
courage to be ever make it to full light and health.
Others flounder in a perpetual half light of suffering,
the mind’s real Purgatorio.
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In my ideal school. a young artist would never be
driven to such an impasse. Learning and guidance
would light the way from the beginning. the same as
in ancient times the Mysteries helped initiate the
Greek ncophyte into the strcam of life. But, un-
tortunately, in our own society today, with its in-
sistence on the competitive and material aspects of
life above all else, growth and deveclopment are not
the natural order of things. Although, as Jung
pointed out over and over, life often does take
matters into its own hands and carries us along.
sometimes to our good fortune, life can also play us
terrible tricks—putting out stumbling blocks when
we arc not looking, or bringing us to dangerous
precipices down which we sometimes fall, and from
which only the most heroic ever find the way back.

Psychoanalysis has come a long way since Freud
published The Interpretation of Dreams in 1900.
We know today that there are many ways to self-
knowledge and self-fulfillment, which in the end
is the curc of any neurosis (or at least must be
the aim of any cure), whether it be lengthy analysis
going back to the age of one. or Tillich, or Buber.
or Zen, or sheer life-giving-every-day-good-sense.
But to me, the most pertinent way for the life of
the artist is a return to the ancient knowledge and
wisdom as embodied in the writings of Jung and ex-
pounded in his idea of the Collective Unconscious.

This. as distinguished from the personal uncon-
scious, is the sum of man's total psychic history
from the beginning of time, which has come down to
us in mythology. fairy tales, religion. and ancient
customs and rituals. As man’s mind and soul evolved.
as he fought his psychological battles of attainment.
renewal, realization, and conscious awareness and
gave them concrete form and symbol in his learning.
art, and literature, so was formed the whole mystical
and mythological store of our entire psychic past.

FEBRUARY 1967

The performer, aged nine—shown here with Martin
Krause. a onetime pupil of Liszt, in whose Berlin
home the young boy lived and worked for five years.
After Krause's death, in 1918, Arrau never had an-
other teacher; the next few years were lonely ones.

Individually, in our own time and lives we go
through the same psychic battles as recorded in
mythology, only without the aid of the Wise Old
Man to guide us (save when we find one in the
guise of the analyst in time of need); we undertake
heroic journeys just as the great heroes of mythology
—Hercules, Perseus. and Theseus—did. and some-
times we are even helped in our tasks by similar
miraculous advice, forewarnings, and assistance.
And like Prometheus, we challenge the Gods. court-
ing disaster, which we sometimes reap and some-
times triumph over. Over and over again. we re-
peat what Man in his short and dangerous passage
from birth to death has undergone consciously and
unconsciously from the beginning of his history.

IN THE COURSE OF A lifetime of struggle and achieve-
ment. the artist. creative and re-creative, as
society’s culture bearer carries out the patterns
of individual growth and development, and some-
times final realization. more clearly than other
people (or we sce the patterns more clearly. if for
no more reason than that the life of the artist is
more often recorded).

If the artist’s gifts are exceptional, he will often
show in his ecarly years the qualities symbol-
ized in the archetype of the Divine Child. which
as Jung describes it “is a personification of vital
forces quite outside the limited range of our con-
scious mind: of a wholeness which embraces the very
depth of Nature. It represents the urge, the strong-
est, the most ineluctable urge in every being. namely
the urge to realize itself. It is. as it were. an incarna-
tion of the inability 10 do otherwise [Jung’s italics],
equipped with all the powers of nature and instinct.
whereas the conscious mind is always getting caught
up in its supposed ability to do otherwise.”

This is the unconscious power of the child prod-
igy. But passing over from the divine innocence
of unconscious sccurity to the young manhood of
conscious responsibility takes an act of supreme
courage and heroism. For the young artist. it rep-
resents one of the most difficult periods of his
life. He must pass through a great test in which
he wins his standing in society (the first prize
in a competition usually as his reward) along with
the Princess, even as Tamino does in his Rite of
Initiation in Mozart's Magic Flute. First he must
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slay the terrible dragon (attain conscious understand-
ing), then he must pass through the test of fire and
water (with Sarastro, the force of conscious knowl-
edge and commitment as guide), and only then does
he attain Pamina (his soul), and his heart’s desire.
In doing so, the dark, terrible forces of the uncon-
scious (Queen of the Night), which always seek to
drag him down, sink into the deepest layers of his
psyche from where he can then begin to draw his
creative power, but this time mastered by his con-
scious mind.

If passing the heroic test—usually preceded by
such depression, discouragement, and fear and
trembling that the young artist often contemplates
suicide—were all that had to be achieved. life
would be comparatively simple. But in the life of
the artist, as well as life in general, it is only the first
of many essential tasks that he must accomplish.

From the age of twenty to forty or fifty, man
is in the full flush of his life force. Eros is behind
him and in him. His work makes strides, he wins
success and recognition, and he usually marries at
this time. But even with Eros within him and the
drives of ego-attainment running instinctively, each
accomplishment, each success must be a conscious
labor. No less than Ulysses, the artist must pass trial
after trial. until little by little he reaches his life’s
goal and finds his soul in the guise of Penelope
waiting for him.

This is if all goes well. Most of the time, as
life goes, it doesn't. Eros may be within us, but
so is the Death Wish (in the Jungian sense of the
symbolic fear or urge to slip back into the dark un-
conscious state of an earlier stage of develop-
ment), and we do the most inexplicable things. We
frustrate ourselves constantly. Out of fear—fear of
failure and. strange as it may seem, fear of suc-
cess as well—we artists suddenly fall sick before
major appearances. We create frightful emotional
upsets, we risk losing what we hold dearest. We fall
and break an arm. We have car accidents. Singers
suddenly become hoarse, can’t make their high notes,
and often tighten their neck muscles into such a vise
that it is amazing that their vocal chords can func-
tion at all. Instrumentalists suddenly lose the use
of some fingers or suddenly can’t play the simplest
(or the most difficult) passages. Or out of competi-
tiveness and the wish for almightiness, as it were.
the least sign of imperfection can cause one to give
wp in the middle of an otherwise fine performance.
Worst of all, the struggle may suddenly lose all mean-
ing. and the artist, lost in a terrible maze of conflict
and despair, may give up performing altogether. This
giving up is a real death, the death of the soul.
One descends into the abyss and the return takes
the most heroic battle with the Furies (the dark
aspect of the unconscious) which man is ever catled
upon to make and which requires all the remaining
power of his soul to overcome. If he wins, he is a
true hero who accomplishes his own rebirth.

The no less terrible if less dramatic effects arising
from the failure to deal with psychoneurotic blocks
are the blocks of communication. The blocks of
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Arrau at five, when he gave his first re-
cital in his native town of Chillan, Chile.

emotional life and feeling which hinder the flow of
communication and expression are often the result
of teaching and upbringing, but more basically of
the fear of commitment, the fear of putting one’s
stamp on an interpretation so to speak. In the end
the failure of communication is the failure of psychic
growth and development in general. Most often, com-
munication is blocked through unawareness and
often through sheer vanity, where the artist becomes
the victim of his own success and, disconnecting
himself from his essential being. becomes increas-
ingly isolated from the source of his creative powers.

Fortunately, in young artists emotional blocks
of communication frequently can be broken through
with the right kind of teaching. I have been aston-
ished many times to see pupils with seemingly
nothing to express. virtual emotional blanks. sud-
denly experience an inner emotional explosion
through the sheer means of playing with the whole
body instead of stiffly with only the fingers, arms
rigidly at the sides. It is as if the new-found free-
dom of movement works back on the psyche to
awaken and release the dormant creative imagination
and enable it to begin to grow and blossom. It
goes without saying that the potentialities of creativ-
ity must be there to begin with. Where there are no
such potentialities. a good psychic and physical shak-
ing-up will be a stimulant but only for the moment.

As the first half of an artist’s life is dominated
by Eros and the outward driving instinct for work
and attainment, so the second half of life must be
a time of stock taking, a turning inward to the
essence of one’s being where unessentials fall away
and only the most meaningful and deepest side of
our nature and gifts are fulfilled. This period of
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Arrau at fourteen, with his mother. the for-
mer Lucretia de Leon, also an able pianist.

life can be as much a crisis in an artist's life as
the very first gropings for the identity of self
and purpose. Then there is the fear before the
demands and dangers of life. Now there is the ter-
ror of the dissolution of life and the oncoming
night of nothingness and death.

This does not mean that from the age of fifty
or so an artist begins to flag and accomplish less.
Just the contrary happens if everything in his
psychic development has gone well. His encrgy is
as enormous as ever. Only now. if. as Jung des-
cribes it. the full process of individuation has taken
place, or is taking place—the process by which a
man, through cver greater consciousness, effort. and
wisdom finally attains his complete selfhood in
harmony with the cosmos—does he do his best and
most meaningful work. If this last task is achieved,
it produces a new wave of creativity arising from
still deeper sources than anything before.

In our time Picasso, Stravinsky. Chagall, Casals,
Klemperer, Rubinstein, Ansermet. arong many other
great old men, are the best cvawnles of the power
of individuation, of what I call continuous and
cndless evolvement. where the limits of one’s persona
begin to break down and evaporate. leaving behind
all vanity, which can lead into the final fusion with
the All. In the creative field. the continuous inven-
tion. active imagination, endless curiosity. and the
wisdom of concentrated expression is a wondrous
fact in Picasso and Stravinsky particularly. Only
the greatest creative spirits ever attain so far—the
saying of more through less.

In creative life, or in the re-creative. there are
all kinds of levels of realization and fulfillment
and at all stages of development. Mozart died not
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quite thirty-six, Schubert at thirty-one, and Becthoven
at filty-seven. Yet each fulfilled himself creatively
in the fullest sense if quite differently. Mozart shows
a creative power of such magnitude from Idomeneo
to The Magic Flute that one can virtually say that
he tossed out of himself one great masterwork after
another. Schubert’s creative forces towards the end
of his life grew in depth and richness (the great C
major Symphony. the Quintet, Op. 163, and the
three posthumous piano sonatas among other major
works) so that had he lived. I feel he would have
gone on to give us still more masterworks. Beethoven
underwent many rebirths and finally a complete
transfiguration at the end. Sometimes, he even
tried to fight the early battles over again (on a
higher level) as in Op. 106 when (probably tempted
by the new Broadwood piano under his hands) he
tried to go back to the time of the Appassionata in
an attempt to give birth to yet another heaven-storm-
ing sonata. But he was now beyond such things and
far on the way to a spiritual transformation of the
highest order., and the attempt after the fiery
opening proclamatory bars scems to break up under
his fingers. Instead. he goes on to the profoundest
slow movement of his entire corpus and then con-
cludes—the virtuoso once more to the fore—
with the most ragingly difficult fugue imaginable.
as if to say. “Now that will show you.” Beethoven
always won every battle. That is why his message
to mankind and especiaily to young people is still
so powerful today.

Closer to our time. Mahler showed the same ability
to overcome the dark night of the soul and over and
over again to transcend the death wish, achicve
rebirth and rencwal on ever high levels. and win
through to the final exaltation and apotheosis of
the last symphonies. We know today that Mabhler
consulted Freud about some of his most personal
problems and we can be certain that he was helped.
at lcast to some cxtent (even one good talk with a
wise person can open a window to self-understand-
ing). for towards the end of Mabhler's life his anguish
and fear of death had given way to a firm belief in
the indestructibility of the human soul and the
divine possibility of man’s fulfillment on earth.

WHEN JUNG WROTE that life takes care of us. he
uttered an often basic truth, but only for those
most positively and consciously oriented. When we
have the drive and courage to enter contests (never
mind that not everyone can win—it's taking the
risk that counts). when we take on the responsibility
of marriage and family, when we overcome ob-
stacles and win successes. that is life taking care
of us. (At this point. what with the renewed interest
in contests vis-a-vis our political competitiveness
with the Soviet Union. it is most important to remind
young artists that contests are only a practical
means in the launching of a career and, while im-
portant psychologically as a test of endurance and
courage, arec not the meaning of art. In my ideal
school, young artists would compete but there
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would be no first prizes, only many prizes for
different gifts.) When we need a guide and mentor
most (our own private Merlins) is when we come
to crossroads and crises. Only the most informed and
aware get help out of their own beings. The rest
are fortunate if they have the luck to come across
a helping hand.

From the time I was fifteen, when my teacher
Martin Krause died, until 1 was twenty, I went
through the most difficult and unhappy yecars of my
life. 1 continued to work. 1 won the Liszt Prize
twice in succession at sixteen and seventeen, but
hardly a day passed when I didn’t think of death.
Then at twenty—twenty-one, after my first United
States tour and my return to Berlin, I was over-
whelmed by the difficulties of the struggle before
me and wanted to give up then and there. But a
friend brought help. This friend had heard of how
much analysis had helped Edwin Fischer to con-
tinue to play (Fischer's problem was a stage fright of
paralyzing proportions—when he was able to over-
come it, he gave some of the most demonic never-to-
be-forgotten performances I have ever heard), and
since Fischer was Krause’s older and more famous
pupil, I decided to go to an analyst too. Actually,
at that time I would have gone to a witch doctor if
help had been promised. My analyst, Dr. Hubert
Abrahamson, not only helped me (in three years I
had enough interest in life to enter the Geneva
Concours of 1927 and win First Prize) but he has
remained my friend and mentor to this day. His
help and teaching (he started out as a Freudian
and came to Jung and finally to what today is called
Existential Psychology) opened so many windows
for me that I could finally interpret my own dreams
—or at least recognize them as dreams of anxiety,
forewarning, and, sometimes in moments of despair,
of a foretelling of fulfillment. Over a period of
thirty years, analysis helped clear my personal
psychic jungle until my full creative forces could
flow freely. Layer after layer of covering and un-
essentials were stripped away in a process which
must continue until one’s death. In this sense the
old saying that “when one stops growing one dies”
is literally true.

If so far I have not mentioned women artists,
it is not an oversight. The psychology of woman
differs from man’s as wholly as her sex. The woman
artist in today's world is not only confronted by
the problems of her own individual feminine psycho-
logical development but with making her way in
a man's world. Since man’s goal is to achieve his
total personality through work, attainment, and
family, a career is his natural state—nay his
necessity. A woman artist must also fulfill herself
as a woman. If she can do that and succeed in
her career as well, without ambivalence, she is
indeed blessed. But since a woman artist's career
can be no less demanding. no less ego-centered
than a man’s—the more demanding it is indeed.
the greater will be the conflict which will arise

in the fulfillment of her personal life. Due to her
many ambivalences, a woman artist's chance to win
through to a great career is consequently more dif-
ficult than a man’s. She has to battle twice as hard,
I think, and fairy tale and myth are rarely on her
side (patriarchally grounded, they are usually con-
cerned only with the princess who has no other
aim in life than to live happily ever after with her
prince charming).

Even in this day of rather waning patriarchy
when we seem to be on the threshold of a new
society based on the equally strong personalities of
both sexes, the normal man shuns the strong, inde-
pendent woman; he has no need of her. It takes
an exceptional man to effect a happy marriage with
a woman artist, and lucky she is if she finds such
a man. But more often she doesn’t find him, she
wins him, as Psyche, through trials of patience,
courage, and love, finally wins back Amor.

In the Jung canon of the Collective Unconscious,
the archetypes of the Anima and the Animus figure
prominently. The anima is man’s womanly aspect,
the part of himself which he must not reject as un-
worthy but which he has to absorb and integrate into
his psyche to become a total man. The less of this
integration he accomplishes, the more of a child he
remains. The woman must absorb her animus, her
masculine aspect, in order to achieve full femininity.

The creative artist, I think, is among the few
happy ones most able to achieve the union of oppo-
sites into the total whole which is the goal of the
process of individuation—the attainment of the
unity of the total self. In the artist, the tensions
to be overcome may be greater, but the union—
the whole—can become more perfect. The dragon
slaying done with and the hero battles won, the
artist can now allow himself to remain open to the
sources of his imagination, divination, and creativity
—his unconscious—which now no longer will
appear as an aspect of the dark dread but of bene-
ficial wisdom. Without that source, no amount of
intellect, reason, ego-stability and control would
ever have enough meaning in art.

One last thought. I am often asked by friends
and pupils—isn't psychoanalysis dangerous to
artists—isn’t it important for artists to have con-
flicts and neuroses and problems and to suffer?
Yes, absolutely. But then psychoanalysis or self-
analysis or group psychotherapy doesn’t do away
with conflicts and suffering. It is the finding of a
modus vivendi with conflict and suffering—of
how to deal with them and live with them—that
matters. For the artist, tensions and handicaps,
once understood, conquered, or sublimated, are im-
portant and need not be erased, for it is these very
tensions that give the creative process its intensity
and are a vital source of creative power. But what
psychoanalysis can do is to eliminate the handicaps
of fear—the fear of being unique, or of not being
unique. For the truth is that every artist, who in a
greater or smaller way is a true artist, is unique.
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MAKE THE DIFFERENCE

There are two ways of looking at microphores. You can resign yourself to your lowly amateur
status and just go ahead and record with any mike, including the one or two that may have been
supplied with your tape recorder. Or, you can take your cue from the seasoned professional who
selects different mikes for particular recording stints, and is always on the lookout for a better
mike, knowing that the better the microphone, the wider and cleaner will be the channel of
sound from performer to tape head. Your own recorder is not in the professional class, you
say? The fact is, most “home-type” recorders can produce taped sound far better than a low-
to medium-priced mike will feed to them. The mikes typically supplied with a recorder are
fine for getting you started, or for recording, say, speech or noncritical takes such as prac-
tice sessions. But for any serious live recording that may become a permanent part of your
tape library, a better mike can make you befieve that you've suddenly acquired a vastly better
tape recorder. On the following pages, we explain the more important characteristics of
microphones, with a rundown on the types available and some advice on choosing your own.



www.americanradiohistory.com

TYPES OF MIKES

You MAY GET AN IDEA of the diversity possible
among microphones when you consider that a micro-
phone is essentially a loudspeaker in reverse—and
everyone knows how much variety exists in speaker
design. Actually, microphones may be classified in
a number of ways: by the acoustic conditions under
which the diaphragm is designed to work (which
determines largely the mike’s sound-pickup pattern);
by the method used to generate the signal (which
puts the mike into the dynamic, ribbon, piezoelectric,
or condenser category); by the mike’s impedance
(high or low). Theoretically, all these variations
can be combined and superimposed on one another,
and indeed just such “hybridization” often occurs.
For instance, dynamic mikes may be of either high
or low impedance. In fact, any mike that is basically
of one level of impedance can be fed, via an adapter,
to an alternate level of impedance. Or again, while
a dynamic mike is usually omnidirectional (it tends
to pick up sound effectively from all sides) this type
often is treated in its manufacture to offer a cardioid
pattern (see accompanying drawings).

Despite the myriad assortment of styles and types,
in actual practice certain “technical affinities” have
developed, and among specific models commercially
available the over-all variation has been held to
a reasonable degree. Some “as a rule” generaliza-
tions can therefore be made.

To begin with, consider the first main division
among mikes: the relation of the diaphragm to the
air about it. Where the diaphragm is open to sound
at the front but completely closed off at the back,
we have the pressure mike. Some minor reflection
and diffraction effects (caused by the mike housing
and the diaphragm size at very high frequencies)
notwithstanding, the pressure mike is basically omni-
directional. That is to say, it responds about equally
well to sounds from anywhere in the vicinity. On
the other hand, where the rear of the structure is
open, we have the “pressure gradient” mike. Sound
at the front reaches the front of the diaphragm
a little sooner than it reaches the back, since it
must go around the mike frame, with a consequent
pressure difference or gradient between the two
sides. Sound from the sides, however, reaches both
sides of the diaphragm at the same time, and
produces no pressure difference and no signal out-
put. Sound from the back, again, produces a signal.
This makes the familiar “figure 8" pickup pattern,
which can be said to be bi-directional.

If we combine the omni pattern and the figure
8, with the right phasing, we get the widely used
*“cardioid” characteristic. Since the front of the omni
pickup and the front of the figure 8 are in phase,
the mike sensitivity is increased for sounds at
the front; since the two signals from the back are out
of phase, sensitivity at the back is reduced. As a
result, the mike responds much better to sounds
in front than to sounds at the sides or back. Such
a mike is more or less unidirectional.

The earliest cardioid mikes actually were com-
binations of omni- and figure-8 microphones con-
nected for one-way pickup. Today the trick is most
often done by opening the back of what is basically
an omni mike, and using tubes, slots or other acous-
tic structures that delay the back wave so that it
opposes the front pressure, thus reducing output
from the back.

Another classification of mikes has to do with
how the signal is generated. We have the dynamic
(diaphragm and voice coil in magnetic field, much
like the cone loudspeaker); ribbon (very light thin
vertical ribbon in a magnetic field, acting both as
diaphragm and “voice coil”); crystal and ceramic
(the piezoelectric types, in which a solid substance
is twisted or bent to produce voltages); and the
condenser, or capacitor, mike (the diaphragm is
one platé of an electrical capacitor, a fixed “back
plate” the other, and diaphragm motion varies the
electrical capacitance). The sketches show in more
detail how each of these works.

While the quality of design and construction
in a particular mike is the overriding factor in its
performance, some useful generalizations can be
made to help in the choosing among the types.

The costlier dynamic mike has always been the
recordist’s and the broadcaster’s workhorse. It is
rugged, it puts out a big signal, it is easily used
at the end of long cables, it is impervious to tem-
perature and humidity changes. Some dynamic mikes
can be bought for under $10 but, like its cousin
the cone loudspeaker and for many of the same
reasons, the very inexpensive dynamic microphone is
liable to have trouble reaching deep down in the bass
or very high up in the treble. It also tends to peaks
and high distortion in its response. The cheaper
dynamics are usually “high impedance” because they
use voice coils of many, many turns or, more often,
a step-up transformer in order to get the especially
big output voltage desirable for the public address,
paging, and similar uses that are their main appli-
cations. But with high impedance—5,000 ohms and
up—the capacitance in the mike cable becomes
critical, and a cable longer than ten to fifteen feet
will have enough capacitance to reduce the highs
by shunting them across the cable.

In the better grade dynamic mikes the lowered
voltage of low impedance—500 ohms and down—is
accepted in order to permit the use of very long
cables without loss of highs. Such a highly refined
dynamic is a stable, strong performer, and the sig-
nal, though lower than in the high impedance types,
is still a fairly big one. Naturally, any such com-
bining of workhorse and racehorse qualities very
substantially increases the price; some of the best
dynamic mikes cost $200 or more.

The dynamic is wusually a pressure mike—
i.e., omnidirectional—but many are given a cardi-
oid pattern by admitting a “treated” sound wave to
the back of the diaphragm, as already described.
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RIBBON OR
VELOCITY

MICROPHONE

CRYSTAL OR
CERAMIC
MICROPHONE

0YNAMIC
MICROPHONE

CONDENSER
MICROPHONE

In the ribbon microphone, upper left, a thin metallic strip responds to sound pressures and
—because it is suspended in a magnetic field—produces electrical signals corresponding
to those changes. The dynamic microphone, upper right, most closely resembles a loud-
speaker, with a voice-coil surrounded by a magnet and a diaphragm and suspension system
to respond to sound pressure changes. In the crystal or ceramic microphone, lower left,
changes in sound pressure on the diaphragm stress the elements to produce an electrical
signal by the piezoelectric effect, not unlike that used for ceramic phono pickups. The con-
denser microphone, lower right, operates somewhat Jike an electrostatic speaker in reverse.

The treatment can become very elaborate, because it
should vary with frequency if the pickup pattern is
to be the same at all frequencies. Without acoustic
treatment at the back that adjusts itself for various
frequencies, the pickup pattern is apt to be strongly
towards the front (strongly cardioid) in the highs,
much less so in the bass.

The ribbon mike is a very smooth-performing
mike, flat in frequency response and low in dis-
tortion. But it is also quite fragile and is strongly
affected by wind—a faint breeze may be picked
up and recorded as a low roar or a gust. All mikes
can pick up wind noise, but the ribbon mike is the
most vulnerable. (In the past the ribbon was some-
times used for highest-quality recording work inside
the studio, but it has been largely supplanted in this
role by the condenser mike—of which more below.)
The ribbon, as a pressure-gradient type, is the origi-
nal directional mike, with a natural figure-8 pattern.
Early cardioids used one dypnamic and one ribbon
mike in the same housing, connected so that the rear
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of the omni pickup and the rear of the figure 8
canceled each other.

What about crystal and ceramic mikes? Among
lower-priced microphones, these piezoelectric types
are often highly satisfactory. As a very rough rule,
we can say that a piezoelectric costing about $40
or less probably has smoother frequency response
and less distortion than a dynamic of approximately
the same price. It will put out a very strong signal
too. But it is fragile: the crystal mike is sensitive
to changes in temperature and humidity; and neither
the crystal nor the ceramic can work on long cables.
The capacitance in the cable of a piezo mike simply
reduces the signal without changing the highs much.
Piezo mikes of really top quality are theoretically
possible and occasionally have been made. But their
disadvantages as compared with first-class dynamics
have kept them from wide use, and very few are
now sold.

Finally we come to the condenser mike, invented
more than thirty years ago at Bell Telephone Labora-
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tories as a device for the precise measurement of
sound. Today, it is growing in popularity among
both amateurs and professionals interested in top-
quality recordings. The condenser mike has, above
any other type, inherent smoothness of response and
low distortion. Below its main resonance, which is
usually somewhere in the treble, the response can be
just about flat all the way to the bottom of the bass.

Though condenser mikes are increasing in num-
ber and—again as a general rule—cost somewhat
less than dynamics of similar performance quality,
they still remain expensive, ranging from about $125
to $300. Furthermore, they have the complication
of needing some built-in electronics. The extremely
high impedance of the mike itself makes it essential
to have a preamplifier right behind or below it, in the
mike housing. This preamplifier can present to the
mike the necessary high impedance; it supplies the
polarizing voltage, or in the “FM” types (see draw-
ings) the oscillator frequency which the mike varies.
The output of the preamp is at low impedance,
which, combined with the amplifier signal, makes
possible long cable runs, up to 100 feet or more.

The power supply for the preamp in a condenser
mike is usually in a separate housing, connected to
the mike by a separate cable. So we have an extra
box of electronics and more cabling to handle at a
recording session—which means that a lot more
things can go wrong than with the simple cable-to-
amplifier hookup of a dynamic mike. To reduce
the potential difficulties, some condenser mike
manufacturers offer power supplies that will feed
two or more mikes. In this way a stereo or other
multi-mike setup can be less complex than it would
be with a separate power supply for each mike.
At least one maker further reduces the bother by
using a transistor preamp powered by a built-in
battery. The idea is attractive, but make sure that
the battery is good, or else carry a replacement.

The fact that the condenser mike is rising in
popularity in spite of its operational demands is
strong evidence of the drive towards better quality
in recording. But, as the reader surely knows, or
suspects, a condenser mike is not automatically a
high purity instrument. A bad one can be made. The
preamplifier must be top grade or it will introduce
some frequency variation or distortion. The main
resonance must be well handled (and it can be, as
several models with reasonably flat response to
20 Hz show). There are numerous details that need
a knowledgeable hand in the design, including the
acoustic conditions in back of the diaphragm which
determine how the back wave is treated.

One potential design advantage that condenser
mikes are beginning to exploit is a reduction in
the physical size of the diaphragm. The smaller the
diaphragm of a dynamic mike, the lower its out-
put, everything else being equal; therefore, high
sensitivity means a fairly large diaphragm. But a
condenser mike can be made highly sensitive, no
matter what the diaphragm size, simply by increasing
the amount of amplification in the preamp.

The advantage of a small diaphragm size is a
greater smoothness in the highs. Sound waves strik-
ing the front of a microphone act in one of two
ways. The lower frequencies “diffract”—that is,
simply flow around the housing; the higher fre-
quencies are reflected back towards the source.
Such reflection causes sound pressure to build up
in front of the diaphragm (“pressure doubling”)
which is variable with frequency and thereby can
inject peaks and dips in the response. These ‘“dif-
fraction effects” (they ought to be called “reflec-
tion effects”) have been understood for years. Top-
grade mikes have sometimes included electrical
filters that put holes in the response where the
pressure doubling put peaks. But inasmuch as sound
from side angles produces a different set of peaks,
or none at all, filtering is not really the answer.

A better solution is simply to make the diaphragm
as small as possible, thereby reducing pressure dou-
bling and putting it higher on the musical scale. In
the past, diffraction effects have usually been con-
siderably less important than other sources of rough-
ness in response, but the advance in mike quality
has brought them to the fore. The difference they
make in the sound is apt to be a tiny one—but we
have reached the stage, in the best mikes, of dealing
with tiny differences. The condenser mike is better
able to deal with this one than are the other types.

Although any type of microphone nowadays is
available with a variety of pickup patterns, the
cardioid characteristic is far and away the most
used. Why? For one thing, it allows you to cut down
noise. Any sound coming in from the back produces
a reduced signal, and at least some of the noise in
a room usually comes from the back. The same ap-
plies to echoes, or reverberation. If the reverb in a
room is troublesome, too heavy or bassy, a cardioid
mike will cut it down. In fact, the more directional
a mike is, the farther away from the performer
you can put it without picking up too much re-
verb in the sound.

Getting a good balance among a group of instru-
ments is also simplified if you use two or more
cardioids. Each mike can concentrate on a part of
the group, with balancing refined in the mike mixer.
So if you want to record music often “on location,”
in various rooms or halls not especially selected for
good acoustics, a cardioid mike is extremely useful.
It saves a great deal of time in the mike setup, as
compared with an omni mike.

One minor disadvantage of the cardioid pattern
is the “proximity effect.” When a speaker or other
sound source is very close to the mike, less than a
foot or so, the bass is considerably boosted. (Male
entertainers have often developed a fondness for a
particular mike because it seemed to project a more
“virile” image; proximity bass is usually the reason.)
Many cardioids have a bass cut that can be switched
in to reduce proximity bass and consequent loss of
fidelity; if yours doesn’t, be careful not to get
too close to a sound source, especially in recording
serious music.
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Many professional recordists believe that given
good acoustic conditions and a carefully prepared
setup, the omnidirectional mike can achieve a closer
degree of perfection than any directional type. Yet
no one to my knowledge has proved any clear-cut
superiority of one over the other. Certainly proof
would be difficult, because of the complexity and
subtlety of microphone technique under the de-
manding conditions of professional recording. Rea-
sons sometimes given for preferring an omni mike
are that it “hears” the reverberation more accurately;
that it does not vary its frequency response with the
distance and direction of the sound source; that it
has lower harmonic distortion. Maybe so—but to
realize these gains, you must have the right condi-
tions. The reverb in the hall should be neither too
short nor too long (neither too dry and weak, nor
too muddy). The reverb also should be smooth over
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the frequency range, and smooth in its dying away.
And you have to work hard on balance; a number
of trial recordings are usually necessary to get mike
placement and instrument placement right if you are
recording a group. Stereo makes both the room
acoustics and the instrument placement somewhat less
critical, but the job of the recordist is still a com-
plex one. This should not be taken to mean, how-
ever, that omnidirectional mikes can be used only
in studios with elaborately controlled acoustics. A
church, an assembly hall, a concert hall, even your

living room may prove to be suitable for recording
without special acoustic treatment.

Some recent mikes offer a choice of directional
patterns selectable by a switch. Assuming that the
designers have not: sacrificed quality in order to
give the mike these patterns, one might find such
a unit is well worth considering for its versatility.
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E NTER THE WORLD OF MICROPHONES and you en-
counter not only marvelous devices for picking up
live sound, but an assortment of gadgets to make
that job easier and more accurate. One of the most
useful is some form of mixer—to combine two or
more sound sources for special effects, such as blend-
ing or fading (“music up, voice down. . . .”). No. 1
is a low-cost Switchcraft “Mini-Mix” which com-
bines two signals .into one for jacking into your
recorder. Switchcraft offers many such devices, some
with built-in mike preamplification, some with vari-
able impedance switching to suit different mikes
and recorder inputs. A more advanced mixer is the
four-channel, solid-state job (No. 2) by Switchcraft;
this one handles four mono or two stereo channels.
Mikes are best used in some kind of holder; for
table-top or desk placement, consider something like
the Atlas DS-14 stand (No. 3). For larger recording

groups, you'll invariably need floor stands (No. 4)
which can be raised or lowered and to which you
may attach booms and some combinations of piping
that even your plumber hasn’t come across yet. The
serious recordist who plans to work “on location”—
including out of doors—might consider a mixer-
preamp like the Geloso G-300-V (No. S), which
runs on either AC power or small batteries; this
model mixes four channels for stereo or mono work
and has a master level control plus a headphone
monitor jack. Even more- elaborate is the Bogen
MXM-A mixer-preamplifier (No. 6), which handles
up to six signal inputs, has separate treble and bass
controls, a calibrated filter switch, headphone moni-
tor, and sound-level meter. For using a mike of a
given impedance, feeding into a record jack of a
different impedance, you’ll need a matching trans-
former, of which there are several types. The unit
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shown here (No. 7) is a line transformer, Allied
Radio Model 502, which may be inserted into the
cable between the mike and the recorder jack. You
select the correct impedance by removing the cap at
one end of the housing and making a quick adjust-
ment beneath it. The diversity of cable and jack
connectors used in tape recording (phone, phono,
multi-pin, different sizes) has created a need for
adapters and for cables that begin with one kind of
jack and end with another. A study of any typical
audio catalogue will turn up dozens of such combina-
tions; the harness shown (No. 8) is one that permits
connecting a mixer at some distance from the re-
corder, or hooking up the stereo tape-feed outputs
of an amplifier to a phone-jack stereo input on a re-
corder. In addition to the varied-ended cable, there
are plug-in adapters that convert phone jacks to pin
jacks, and so on. For rapid mike-to-cable connections
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(and unconnecting), Shure has brought out a series
of ‘“isolation units” (No. 9) that permit you to
engage and disengage mikes as easily as madame
hooks up accessories to her vacuum cleaner hose.
Shure also has just released a new mixer—its Model
PE68M (No. 10)—which accepts up to five inputs
directly or, by interconnecting two or more mixers,
even more signal sources. Each input has its own
control and there is a master level control. Qutputs
are provided for connection to a guitar amplifier,
high and low impedance mikes, and a phono jack on
an amplifier. The mixer is solid-state and portable—
it runs on AC or battery pack. The covering shown
on the Electro-Voice 642 mike (No. 11) is actually
a windscreen—it filters out “blast” effects caused
by fast panning of the mike boom or when recording
outdoors. Windscreens are available for many, but
not all, mikes.
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JUDGING MIKE QUALITY

WHICH BRINGS Us to the final question: how do you
get an idea of the quality of a particular micro-
phone? Actually, the things that go wrong in a
microphone are very much the things that go wrong
in speakers, pickups, amplifiers—with similar effects
on the sound. Peaks make the sound boomy, honky,
or overbright and harsh, depending on whether they
are in the bass, middle, or highs respectively. Poor
bass makes the sound thin, and poor highs make
it dull. Distortion blurs or roughens the sound.

The published specifications on mikes are often
far from helpful. The fact that no limits on varia-
tion, in decibels, are stated for frequency response
is a danger signal: it usually means the variation
is so wide that the manufacturer (rightfully) guesses
you would be appalled. In general, the more thor-
oughly detailed the specs, the more confidence they
should arouse in the microphone. Ironically, how-
ever, the more detailed data typically offered on the
better microphones probably will have more usable
meaning to the professional than to the amateur; it
takes both experience and specific technical training
fully to interpret polar responses, calibration data,
and the whole “family of curves” that can be derived
for one mike. In any case, the serious amateur can
take some steps to evaluate mike performance by
judging the way it handles sound in a room. When
you make such tests, you must be most careful to
allow for the acoustics of the room. Always try a
mike in a room that you know intimately, acoustical-
ly speaking, in order to determine if that slight
boominess, or that roughness in the mid-highs, is
mike or room. To minimize room effects, some pro-
fessionals have devised a special try-out method. It
takes two sharp-eared individuals, one of whom acts

WIDE
RANGE

PLAYBACK
SYSTEM

as a narrator, speaking into the mike in a moderately
soft voice, quite close up, in one room, while the
other listens to the result on a top-grade ‘speaker or
over headphones in another room. (If you live in a
very quiet place in the country and have a totally
windless day, you can do even better by putting
your performer out of doors while you listen inside.)
The listener should refresh his memory of the live
voice by ducking into the speaking room from time
to time. Highly sensitive judgments of quality can
thus be made because the original sound is there for
quick comparison. Since we have a strong tendency
to accept distortion in a voice we hear from a loud-
speaker, recheck with the live voice often.

The narrator can raise his voice for short periods,
to give you some idea of how quickly the mike over-
loads when fed with very loud signals. He can move
from side to front to other side, emabling you to
judge whether frequency response changes radically
with sound direction. Slight amounts of peakiness or
distortion tend to give a voice a slightly less open,
less relaxed quality than the live voice has. But don’t
make your judgment too quickly. In fact, after the
initial test, you can double check by reversing the
roles of performer and listener.

A final word on the cost of microphones. These
units, unlike other audio components which are
supposed to conform to a “minimum resale” price,
still are sold on the basis of a “net” discount from
“list price,” the former being as much as 40 per cent
less than the latter. This means, for instance, that a
mike listing for $70 can be bought for as low as $42
—a fact that should remove at least one area of
inhibition for the recordist seeking to upgrade the
quality of his live takes.
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Franco Corelli In and Out of Costume

IF YOU THINK OF THE TYPICAL ITALIAN TENOR AS A NOT-VERY-BRIGHT
EXTROVERT, BE PREPARED FOR SOME SURPRISES . . .

By Conrad L. Osborne

FORTY-FIVE MINUTES before curtain time, when
I arrived at the underground stage entrance of the
new Metropolitan (certainly the only stage door in
the world where singers can inhale concentrated
carbon monoxide in preparation for their perform-
ances), I was informed by one of the MPs who man
the post that the Corellis were already in the
house. Armed with the necessary I.D. documents.
I trudged down the long, locker-lined corridor that
leads to the dressing room area, where another
partisan indicated Signor Corelli’s dressing room.

It was No. 8, the same one he had occupied the
evening a few weeks before when I had first met
him. That time, he had been perfectly polite but
obviously preoccupied—it was the dress rehearsal
of the new Gioconda production, and what with the
double difficulties of new production and new opera
house, everyone concerned had plenty to worry
about. Each performer has his own way of respond-
ing to such pressure, from catatonic immobility to
manic effusiveness, and Corelli's seems to be simple
disengagement; he is with you in manner, but in
substance he is off in the distance.

On this evening, he was more open and relaxed.
Though the occasion was a performance instead of a
mere rehearsal, the opera was Turandot, and all

FEBRUARY 1967

the elements of the production were familiar and
tested. Besides, he and I had spent some time with
each other since that Gioconda rehearsal, so that
I was no longer a critico incognito. His wife,
Loretta, spotted me first, and called me to her
husband’s attention. “Maestro!” he said, smiling and
extending his hand. Then: “Mi dispiace . . .,” the
trouble being that he was only half-dressed. He went
on to apologize for having secured me only a
standing-room pass rather than a ticket—a circum-
stance which secretly pleased me, since my first
fifteen years of operagoing had been almost ex-
clusively from Family Circle standing room, and
there’s nothing like a mixture of discomfort and
nostalgia for improving the quality of a pesformance.

There was a brief bustle of activity, with several
people in and out. One of them informed Corelli
that the Lii would be Anna Moffo, a last-minute
replacement for Mirella Freni. “Ah, é Moffo?”
Corelli asked. He was pleased that the production’s
original cast of principals (the others: Nilsson and
Giaiotti) would be together for another performance.
A voice came over the intercom: “Mezz'ora, ladies
and gentlemen. Exactly one half hour.”

Then Corelli returned to the matter of readying
himself for the performance. He drank down an
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Alka-Seltzer (“acidity,” he explained) and worked on
his make-up—he does his own, which in the case
of Calaf is not complicated: some base and powder,
a bit of liner, alteration of the eyebrows, and ex-
tension of the sideburns, with pencil. Between touches
on the make-up, he began his warm-up vocalise—
first, a kind of reinforced hum (some Italian teachers
call it “voce chiusa,” “shut voice”), which he ulti-
mately carried to the E flat above high C. He
alternated short sallies at this with more touches
on the make-up and many clearings of the throat;
then bursts of “‘bra-bre-bri-bro-bru,” on single tones
in the middle part of the voice; then short descend-
ing figures on “a” and “o,” which he carried into
the upper-middle area at full voice. After this, he
asked to be excused for ten minutes to complete his
preparations, and I went out into the corridor to
watch the last-minute traffic heading towards the
stage: mandarins and peasants, and Moffo, crossing
her eyes and faking a fainting spell. She had not
sung Liu for three years. From the dressing room,
longer arpeggios now, turning into the top tones,
and finally several of Calaf’s first lines, almost unique
in their immediate demands on the top—"“A4h, padre
mio, ti ritrovo!-trovol-trovo!,” each “‘trovo!” a bit
closer to the aimed-at-position. At length he emerged,
fully costumed and as ready as a man ever is for
this sort of thing. “Franco is ready now,” said
Signora Corelli, *and Mr. Osborne, you must hurry
—they are ready to begin.” I headed for the front
of the house.

AT THE FIRST INTERMISSION, I returned to the
dressing room, offering the opinion that the per-
formance was going well. Corelli agreed that all
was in place—so far. “But you know, this opera,”
said Signora Corelli, “the first act is not so easy,
then the second is harder, and the third!”

It was a quiet intermission, Corelli relaxing and
doing as little talking as possible. Mariano Caruso,
the veteran character tenor who was singing the
role of the Emperor, dropped in to talk about
nothing in particular. He and Corelli, jaws agape,
compared throats in the mirror, Caruso assuring

Corelli that it was supposed to look that way. Then,
a brief discussion on the merit and perils of cortisone,
which Caruso asserted had made him sing ‘“‘come
un cannone” one year in Chicago. Then, “Cido,
Franco.” Someone else came in and sat for a while
on the couch, discoursing with Corelli on one of
his favorite subjects, the danger of singing dissimilar
roles too closely in succession. Even the roles which
Corelli was then alternating at the Met (Calaf and
Enzo), could be nemici without proper rest and
readjustment, since Calaf demands a great deal of
declamatory singing, while Enzo calls for a more
lyrical approach. “You can sing Calaf soon after
Enzo, but not Enzo soon after Calaf,” says Corelli.
A rapid volata came from the direction of Moffo’s
dressing room, and Corelli jumped up to check the
pitch on the piano. The top C.

When we were alone in the dressing room for a
few minutes, Corelli seated himself at the piano and
began to play, whistling along with the melody.
“Tu?” he asked. “You play?’ I shook my head. “L’ho
studiato, quando ero fanciullo, ma . . .,” the “ma”
summing up my present proficiency. He nodded
and went on playing.

“E Chopin,” he offered. I looked at him incredu-
lously. The piece sounded to me suspiciously like an
Italian popular song with a few weird progressions.

“Chopin? E vero?”

“Si, é un'etudia inedita,” he said. “No one knows
it.” He played on, leaving me to ponder whether
the thing might be 1) an Italian popular song, 2) an
unpublished Chopin étude, or 3) an unpublished
Chopin étude by Franco Corelli, which he offers
for the consideration of visiting music critics—a
possibility that 1 have come to regard as not incon-
sistent with the Corelli temperament and intelligence.

After the performance, I stood in a corner of the
dressing room, in company with the Corellis’ poodle,
Romeo, to watch the passing parade. The personal
fan syndrome is something I have never quite under-
stood; not that 1 was not an unabashed hero wor-
shipper myself when still of an age to be unabashed
about things (from about seventeen on, one is in-
creasingly abashed), and not that I did not give my-
self unreservedly to Preacher Roe, Leonard Warren,
Henry A. Wallace, Captain Marvel, and a handful
of others at one point or another. But the preser-
vation of distance is absolutely essential to that con-
dition, and while I understand that many may want
to visit dressing rooms to shatter the illusion, grow
up, or (like Mann’s Felix Krull) learn a lesson in
life, the business of trying to cultivate familiarity and
illusion at one and the same time is beyond me.

The folk who filed through the dressing room
that night—between seventy and eighty of them, I
should guess—included a few of those obsessed, con-
voluted types who can be observed being rude to
anyone ahead of them at any of the season’s musical
events, one or two record company executives, and
one or two acquaintances (“Canta come un orchestra
sta sera, Franco!"). For the rest, they seemed to be
mostly young Ivy League or prep-school species,
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many of them allowing their dates a shot at one of
the few operatic celebrities a girl can look at with
a bit of a gleam. A few unaccompanied males, but
almost no unaccompanied girls, and nary a repre-
sentative of the swish-blade clique, which is not sur-
prising—Corelli is not limp-wrist-elegant or fasteful,
nor is he a gentle father-figure. He stood smiling,
autographing programs and record album librettos
(and, in one case, a tobacco pouch) and saying
“Thank you very much” to all the repetitions of
“fantastic-oh” and “Well, what can I say that hasn’t
teen said already?" Loretta siphoned off a few of
the more talkative ones, rather deftly I thought, and
without the slightest condescension or impatience. I
think she enjoys it.

When they had gone, I asked the Corellis if the
scene had been a typical one. ‘“Many more than
usual,” Loretta replied. “But this was a wonderful
night—everyone sang well, everyone was in an ex-
cited mood. E vero, Franco?”

He nodded, and said he believed he had sung
only one other Calaf as good as this one. “It was
February 7, two years ago, I think.”

“You know,” said Loretta, “Gigli has said very
nicely what you feel about a performance like to-
night. Once a year, he says, you are in uno stato di
grazia—a state of grace. That was tonight.”

CORELL[ DOES NOT CONSIDER the stato di grazia
his natural condition. He concedes that his voice
was always long in range, and that the volume was
always there. That means that certain basic prob-
lems of registration and resonance—problems which
most other singers work hard and long to solve—
were already taken care of, at least in elementary
form, by the codrdination which we would normally
think of as his “natural voice.” It does not mean.
though, that all the notes of that long range were
at his command in a practicable singing way, or
that the volume could be graded with any evenness,
or that the sound was necessarily attractive and
exciting. And these attributes, together with all the
others that go into finished singing, Corelli regards
as acquired.

The legend about him has it that he is largely
self-taught, and the legend is fairly accurate. Back
near the beginning, he went to a singing teacher,
assiduously performing exercises whose purposes the
fellow refused to explain. After a time, the entire
upper portion of his voice disappeared—he had lost
the acuri, the high notes. Logically enough, he
stopped taking lessons. He also stopped singing en-
tirely for five months, during which he took health
cures and inhaled sulphur. Then, for about a month,
he tried working his voice as a baritone. But he
found that the high tones had returned, and switched
back to tenor.

Since then, his method of self-instruction has been
one which Corelli's own generation was the first to
be in a position to take advantage of: endless critical
evaluation of his voice as heard on tape. In his
Milan apartment, there is a room, heavily draped
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and sound-proofed in floor and ceiling, which serves
as the Corelli sound studio. Part of his work consists
of simply trying phrases or exercises over and over
again, in slightly varying positions and adjustments,
and listening to the results—learning to identify cer-
tain sensations with certain sounds (he tries, he says,
to “vedere la voce”—see his voice). Another is so
unusual it might well be unique: he A-B's his own
voice against those of others. He is an admirer of
many of his great Italian predecessors (he mentions
especially Caruso, Gigli, Lauri-Volpi, Zenatello,
Pertile, Martinelli). He listens attentively and at length
to their recordings, as well as to those of some
baritones (Ruffo, for instance). He then picks out
passages he likes and tapes them, following each
passage with his own rendition ("I try,” he says,
“to imitate not the sound, but the position, the way
they are doing it”). He then tries to judge his own
success with that approach to the mwusic, and to
determine whether or not it is a healthy and advisable
way for his voice to work.

If this sounds as if Corelli is serious about his
singing, it is accurate. He talks earnestly and knowl-
edgeably about it, and goes to the trouble of looking
up singers he admires to talk with them about
vocalism; if they are dead, he will even go to their
surviving relatives for some insight into their meth-
ods and theories. Of them all, he readily admits to
having taken the most from Lauri-Volpi, with whom
he has spent much time in bull session and studio
demonstration, if not in actual vocal lessons. (*“*After
all,” says Corelli, “he had a career of forty-three
years, singing all sorts of difficult roles. He must
have known something of what he was doing.”)
For his part, Lauri-Volpi has publicly stated that
Corelli is the only contemporary tenor capable of
satisfactorily sustaining roles such as that of Raoul
in Les Huguenots. (He had once said of Corelli that
if he continued to sing as he did, the world would
soon have ‘“‘one tenor less and one baritone more™;

Wwww americanradiohistorv com

65


www.americanradiohistory.com

l

66

In his Milan apartment he listens to endless tapes, of his own voice and others; in Cortina, he plays.

he feels that since then Corelli has made great
technical strides.)

There is room, as always, for disagreement on
the subject of Corelli as artist. For my own part,
there have been only three tenors in twenty years
of operagoing (discounting twilight phenomena like
Gigli and Roswiinge) whom 1 would go out of my
way to hear: Melchior, Bjoerling, and Corelli. Of the
three, only Corelli is equipped to handle the heavy
roles of the Italian and French repertory. Since the
war, there has been only one other tenore di forza
of comparable quality—Del Monaco—and while he
was an exciting performer who in certain roles had
an intensity that so far does not seem part of the
Corelli make-up, he was not by any means as smooth
or technically accomplished a singer as the Corelli
of today, nor onc capable of assuming the more
lyric Corelli roles, such as Rodolfo.

Tﬂs MATTER OF technical accomplishment de-
scrves some brief attention, since it is so generally
misunderstood. It is apparent in the conversation
of most opera fans and (if 1 may be so ungallant
as to say so) in the writings of most contemporary
critics that they do not recognize technical accom-
plishment, or lack of same, when they hear it; they
are constantly confusing musicality with technique.
A leggicro tenor, for example, who produces a
pleasant tone and ncgotiates runs, but who is also
limited to a low volume level and a practical range
niding at A, will be described as a fine technician,

the deficiencies being laid to limitations of the instru-
ment. “Of course the voice is not much,” they will
say, “but how he sings with it!” But the truth is
that the fellow is not a good technician at all:
properly developed tenor voices are not so limited
either in range or in volume, and the fact that he
can sing a run (a simple matter for a lightly worked,
“heady” voice) serves to disguise the fact that he has
not solved elementary technical problems. One sees
this sort of misjudgment every day, along with its
converse: Del Monaco used to be excoriated some-
thing fierce for his “tastelessness,” for his unwilling-
ness to sing softly or to produce a real legato, when
the real problem had nothing at all to do with taste
or willingness, but with technical ability.

What is not comprehended is that, first, the ability
consistently to produce sound of good quality and
volume over a wide range is in itself an indication
oi some technical achievement; and, second, that the
mere fact that a singer can produce big, ringing
sound does not necessarily mean that any vocal feat
is simply a matter of choice and taste (“With a voice
like that, he could do anything if he wanted to!”).

In the case of Corelli, we have a singer who
produces large, exciting tone over a very wide range,
the scale being quite evenly graded and the extremes
well balanced. The intonation is reliable and pre-
cise, though, as with all singers, he can stray—
usually on the sharp side. He can connect any
given notes within that scale with an excellent legato,
and he can swell or diminish (the messa di voce)
over almost his entire singing range. The vowel for-
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mation is of exceptional clarity, and every word
he sings is distinctly intelligible, even at the extremes
of his range. He can successfully adapt his basic
timbre to the demands of straight lyric roles (and he
is embracing more and more of them—Edgardo, the
Duke of Mantua, Riccardo), and to the heaviest
of Italian and French roles (Alvaro, Calaf, José,
Rhadames—one day, no doubt, Otello). His singing
has true dramatic impetus and temperament, and
not of the phonied-up, provincial sort, either. His
vocal health is remarkably robust.

It goes without saying that he has faults, as he
readily concedes (“l have many demeriti,” he says).
He sometimes scoops and he sometimes handles in-
tervals in the vicinity of the break with less than
perfect grace. For me, the thing he must work
hardest to overcome is a simple lack of concentration
and specificity onstage; when he is involved, he
is not at all a poor actor (witness Act IV of his
Ernani, and parts of his Alvaro and Roméo), but
when he is not, he can often seem virtually absent—
I recall a Pagliacci in which the voice was full of
expression but the visual aspect almost totally lacking
in same. I think it has to do with something he
told me one day about the retired singers he had
visited. He had found that, without exception, they
were “preoccupati,” they suffered from “complessi.”
As he said this, everything about him bespoke em-
pathy with that condition, and I think it explains this
recurrent impression—he is “preoccupato,” possibly
in an effort to “vedere la voce.” Like most other
facets of his work, this one is improving—the Enzo
of this year is far better in this respect than that
of 1962, when he first sang the role.

I CANNOT ACCEPT THE VIEW that Corelli is “offen-
sive™ or “inconsidcrate™ on the stage (two adjec-
tives I have seen used, and the English seem person-
ally incensed by him, as I suppose we might be if
our leading tenors sounded like advanced cases of
pharyngitis—the prevalent technique over there is
not oniy covered, it's smothered). Granted. he often
sings louder and better than anyone else on stage
—perhaps, signore, you could sing just a bit worse
so as not to appear inconsiderate? He does not
seem to have excited any widespread animosity
among his colleagues, and I remember a supportive-
ness bordering on chivairy during the Adriana
Lecouvreur performances of four years ago, when
Renata Tebaldi was in a period of vocal difficulty:
it included a reining-in of the volume, and a cutting-
short of more than one sustained top note so as
not to hold it beyond her comfort. He will, of
course, turn it on opposite this year's Tebaldi, or
opposite the Turandot of a Nilsson, and I have
known him to hold and diminish the E natural on the
penultimate syllable of “O, Mimi tu pit” while the
baritone turned several colors in succession—a little
friendly rivalry, and guess who wins?

There are several persistent bits of scuttlebutt
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about Corelli which do not square with my own
observations. One concerns his personality, which
seems to me neither excessively divo-ish nor at all
dim-witted. To be sure, he has his “preoccupation,”
his delicate stomach, and his ritual observance of
silence on the day of a performance. But the immedi-
ately striking quality of his personality is his earn-
estness, and his eagerness to be understood and taken
seriously. Lauri-Volpi speaks of his “wmilta,” his
humility, and indeed this seems a genuine part of
his make-up. He has few airs and does not use his
position to isolate himself psychologically. He wants
to be a great singer. works hard at it, and is upset
if anyone (himself included) is unhappy with the
results. He is sometimes angered (though more often
simply disturbed) by adverse criticism, but evidently
because he believes much of it is unfair and, above
all, ignorant. “Look,” he says, “I go to see The
Bible and 1 say, ‘It is a terrible movie.' It is my
right—I may have an opinion, I can be a critic.
We can all be critics. But, if one is going to do this
professionally, to instruct and judge . . .”

“Then.” I suggested, “one ought to know one’s
subject?”

“Yes.”

Nor do I see anything odd or amusing in the
joint front maintained by Corelli and his wife.
Loretta is an attractive, extroverted person who
seems more than happy with her lot. She is quite
naturally devoted to the success and comfort of her
husband, in an entirely unself-conscious way, and
does some of the talking for him, since she is
bolder with her English. (Though one finds, after
a while, that if there is a thought Corelli really
wants to express in English, he will find the means
to do so.) There is remarkably little calculation—
or perhaps there is merely very close understanding
—in the way they deal with social situations, both
public and private, and as one who has by now been
exposed to the current gamut of Great Tenors, from
Pseudo-Analytical American to Precious Central
European, and on to ordinary Slob, together with
their attendant partner/wives, carefully letting fall
all the correct cues, I find it more than a bit
refreshing to talk with one who does not feel com-
pelled to present himself as a half-dozen things
more profound and respectable than an operatic
tenor. Corelli is not out to display himself either as
“just another guy” or as the logical successor to
the great tenors of the past, which last he surely is.

He has some boyish qualities, among which are
his sense of humor (he enjoys looking down on his
press agent, Peter Gravina, whose ancestry is Neapol-
itan and Sicilian—"gangster,” according to Corelli)
and his mildly ironic outlook on things in general.
Like many Italians, he likes sports cars. And again
like many Italians, he will pour a good glass of
red wine into a tall glass of ice water, and drink
it down—which I will never understand. Then, of
course, there is Corelli the musicologist: how many
unpublished Chopin études do you know?
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by Leonard Marcus

$ 222

WHAT PRIGE STERE

AR SHOPPER'S GUIDE TO HIGH FIDELITY PRICING

THE BUYER of high fidelity equipment must navi-
gate an uncharted sea of both pricing techniques
and terminology from the time he enters an audio
salon to the moment he sails out with his purchase.
He will have been tilted by varying degrees of “list,”
entangled in an “audiophile net,” hoisted by a “mini-
mum resale.” He is in the same boat as the potential
customer for a boat, say, or a camera, or washing
machine, or refrigerator: he does not know what he
should, could, or might pay for his equipment.

He finds an ad for a tuner in a national magazine,
like this one. It lists, perhaps, for $193.59. He picks
up a mail-order catalogue. The same tuner has a
price of $169.49. Then he visits a local store. Here,
the set may cost anywhere from $165 to full adver-
tised list price. What, he wonders, is the relation-
ship of the advertised price to the market price? In
truth, there is no pat formula to answer this puzzle-
ment, but here, at least, is some kind of chart
through these muddied waters.

List price—consumer goods. In the consumer
goods category we place most of the equipment
needed for a stereco setup: receivers, amplifiers, pre-
amps, speakers. tuners, turntables, changers, and
tape recorders. A good percentage of manufacturers
of these products do mean what they designate as
list price. In those states that allow so-called “fair-
trade” practices. the manufacturers insist that their
dealers maintain the price; elsewhere, they strongly
“suggest” that they do. Many firms spend thousands
of dollars yearly to hire “shoppers” to police the
marketplace, and most dealers will respect the “hard-
list” prices of Mclntosh, Marantz, KLH, Bozak, and
the score of other similarly insistent audio manufac-
turers. They remember all too well the situation
some Years back when cut-throat retail competition
resulted in an cpidemic of bankruptcies—with the
manufacturers left holding bags of unpaid bills.
Retailers had been selling equipment at 0% above
dealer cost, and many could not even afford to give
service on their sold merchandise—which hardly
helped the industry’s image of quality. “We want to
make sure that our dealer is there next year,” says
Dick Bucci of Mcintosh, a firm known to track
down rumers cross-country to withdraw a “cut-rate”
dealer’s franchise.

At the other end of the consumer list-price spec-
trum are such laissez-faire firms as Acoustic Re-
scarch. AR’s president, Ed Villchur, says that
“Fair-trading is a euphemism for price-fixing. And
price-fixing is diametrically opposed to freec enter-
prisc.” For these manufacturers the law of
supply and demand arbitrates the market price. A

dealer with no competition, according to this point
of view, usually sells in a limited high fidelity mar-
ket. He needs to make up for a lack of volume (as
well as to maintain a service department) by a higher
profit margin. In a competitive market, of course,
the price will be lower.

List price—hardware, Here we are dealing with
almost totally fictitious list prices—up to 40%
above the general market price. About the only high
fidelity components that still fit this category are
antennas (and their accouterments like rotators and
boosters) and microphones. The rest of these items
are replacement parts like controls and tubes.

One finds the reason for this discrepancy easily
enough. The merchandise in question is primarily
bought by repairmen. “List price” is the price a
repairman can show to and charge his client, and
this price differential (along with his labor charge)
helps keep him in business.

Minimum resale. This is, in effect, a secret list
price. Audiophiles always “knew” that they could
traditionally get discounts on certain brand names;
when these manufacturers tried to stabilize their
prices, they ran into the subtle problem of trying
not to irk their old-time customers. Although they
advertise a list price, they will allow some price
cutting. But they set a floor below which a dealer
had better not undersell. This is the “suggested mini-
mum resale price.” When this new marketing tech-
nique appeared on the audio scene a few years ago,
some manufacturers stipulated that dealers could
not advertise—although they could make “deals”—
below the official list; today, dealers’ ads often carry
price tags that are in effect the minimum resale price,
or close to it.

Some decalers have noted a trend in minimum
resale brands; as new models have come to market,
the minimum resale figure has gotten closer to the
nationally advertised price. In different parts of
the country, by the way, the minimum resale may be
set differently.

Audiophile net. Although one still sometimes finds
the term on manufacturers’ price lists, “audiophile
net” is no longer In. It goes back to the days before
the audio salon, to the time when radio parts stores
—catering “'to the trade™ and acting as repairmen’s
wholesalers—spearheaded the high fidelity move-
ment. The audiophile net was woven to snare the
growing number of high Fidelios while not rankling
the pros. Today, with consumer list prices more
realistic, the amateur no loager nceds to be dubbed
“audiophile” to get equipment at a reasonable price.
Now we can all just be music lovers.
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by Stanley Sadie

HANDEL OPERAS

AFTER TWO HUNDRED YEARS’ NEAR-NEGLECT, HANDEL’S
STAGE WORKS ARE ONCE AGAIN IN FASHION.

FIFTY YEARS AGO, there was probably no one living
who had seen a full-scale, professional staging of
a Handel opera. Today, anybody with an unlimited
travel budget could have seen twenty-five of them
performed in England or Germany during the last
dozen or so years, and in the United States inter-
est is constantly growing: Giulio Cesare was given
its American premiere in Kansas City in the spring
of 1965, followed by a New York City Opera pro-
duction the next year; Rodelinda and Serse were
done in concert form at Carnegie Hall last fall. The
last-named works were lately added to the Handel
opera discography, which in addition to Semele and
Sosarme and Alcina will include by next fall a
Hercules from the Handel Society of New York
(to be released on RCA Victor).

The reasons why Handel’s operas long lay in limbo
and why they are currently being revived we will
not go into here—except to say that present-day
audiences are apparently prepared to accept a
variety of musico-dramatic experiences, including
those encompassing conventions their forebears for
close on two centuries would have totally rejected.
These conventions relate directly to the fact that
the operagoer in Handel's time was interested pri-
marily in singing per se. The evening’s entertain-
ment included conversation, eating, card-playing,
and mild flirtation (or not so mild, in those cur-
tained-off boxes), but when the leading artists
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appeared—the primo uomo (a castrato) or the prima
donna (a soprano)—all was silence and attention.
The audiences wanted to hear beautiful voices and
agile or expressive singing; they wanted, too, to
hear whether the singers could decorate their melo-
dies tastefully and in tune with the mood of the aria.

The singers were certainly important people—as
they themselves were not slow to realize. Handel
had to make several talent-spotting trips from Lon-
don to the European mainland; sometimes he was
treated as an honored guest at a German court, then
repaid hospitality by persuading the best artists in
employment there to go to London with a hugely
increased salary. Singers could also be difficult
people, and were indeed a perpetual source of
trouble to Handel. Often they thought they knew
better than he did what they could or couldn’t sing;
the most beautiful song in Alcina was at first turned
down by the castrato Carestini, and Cuzzoni, on her
debut in Ottone, haughtily rejected her first aria
until Handel (the story goes) threatened to throw
her out of his second-floor window. Once an in-
different English tenor said he would jump on the
harpsichord if not allowed his own way. “Tell me
when,” said Handel, “and 1 will advertize it; for
more people will pay to see you jump than to hear
you sing.”

But in a sense the singers were the very source
of Handel’s inspiration. No eighteenth-century com-
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poser. right up to Mozart's day, wrote an opera
without knowing the singers and their capacities:
composers were concerned not with Posterity—only
a romantic age has the pretension to regard art as
something permanent—but with the effectiveness of
next week's or next month’s performances. And if
the opera was revived with a different cast, it would
often be partly rewritten or at least transposed.

An essential part of the composer's job was to
show the voices to their best advantage in music
ot different moods. Genius has a way of turning
limitations to profitable ends. Handel had the ca-
pacity to build up out of this requirement some
kind of characterization; more the sum of several
facets than a personal, all-round portrayal such as
Mozart was later to offer. A good libretto would
put the main characters in a variety of strong situa-
tions, so that they could express a wide range of
emotional states in their half-dozen or so arias.

If the plots, generally based on fictionalized his-
tory and usually involving a conflict between love
and duty, sometimes seemed contrived, nobody wor-
ried. All art is artificial: these operas—Ilike any
others, Gluck's and Wagner’s included—demand the
acceptance of some rules of the game; and here
the game is devised first of all for the music’s sake.
Take the much abused “simile” aria, whereby a char-
acter might (for example) compare his situation with
that of a ship cast loose in a storm, or a brook
winding through a meadow. The music of his aria
will evoke the storm or the trickling brook; it may
add nothing to the progress of the drama, but it adds
enormously to the variety and color of the opera’s
music. Among the finest arias in Giulio Cesare is
one, totally irrelevant to the dramatic development,
in which Caesar sings about a huntsman stalking his
prey (with an obbligato for corno di caccia); and
there is a character in Alessandro, talking of being
a captive to love, who compares herself to a singing
bird which is happy in its cage of gold, while she
and the violins trill and warble merrily along. Actual-
ly, the simile aria is a marvelously inspired way of
introducing variety of mood without transgressing
the unity of the story or damaging its continuity.

Basically, the operas consist of recitative (in which
the action takes place) alternating with arias (in
which the characters express their state of emo-
tion). Most of the arias are in da capo form—
an A-B-A pattern, with the first part repeated in
full after a short, mildly contrasting middle sec-
tion. Da capo arias are sometimes criticized because
there can be no dramatic progress in music which
turns back on itself. On the other hand, the form
is musically satisfying (and remember that the game
is| played for the music’'s sake), and the singer
could add to its impact by decorating the recapitula-
tory section.

Nearly all the operas have one or two concerted
numbers-—mostly duets, occasionally trios, very
rarely a quartet—and all end with a “chorus” (a
movement, generally in gavotte or bourrée rhythm,
sung by all the principals in three- or four-part
harmony). And Handel found ways of varying the
standard type of aria. He often used short, onc-
part ariettas, sometimes with only continuo accom-
paniment. He varied the orchestration a great deal.
Most arias arc accompanied with unison violins
(often reinforced with oboes) and continuo, or with
full strings; some have obbligato parts for oboes,
flutes, or recorders (the latter often used for gen-
tle, sensuous effects): some have trumpet parts (for
music of a military character). There may be any
combination you can think of, in fact, down to sev-
eral using rare instruments: Orlando has an aria
with two violerti inarini, relations of the viola
d’amore; Giulio Cesare has one with gamba, theorbo,
and harps. and Riccardo Primo calls at different
times for a bass flute, a sopranino recorder, and a
pair of early clarinets or chalumeanx, as well as
horns and trumpets.

Handel often varied the formal outlines of his
arias. Sometimes he left off the normal opening
ritornello if the dramatic situation demanded a sud-
den outburst; more than once he left off the
last notes of an aria, as a character dissolved into
sleep, or on one occasion (in Tolomeo) expired
after taking a drugged drink; and in several arias
the music is interrupted for dramatic reasons, by
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Cuzzoni and her rival Faustina: two prime donne on stage proved a great mistake.
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recitative or even a chorus—disruptions of the
expected formal pattern naturally have a powerful
effect. In several operas allusive reminiscence is
used. rather like the finale of Cosi fan tutte: Poro
contains a duct in which jealous lovers each quote
the other's previous song; and there is a scene in
Alessandro where Alexander the Great’s two he-
loveds quote back at him the songs cach has heard
him sing to her rival.

But the most powerful, intense drama in Handel's
operas comes in the orchestrally accompanied re-
citatives. There are many with arresting chromatic
harmony and vivid, agitated string writing. Often
the vocal line is extravagant—like Alcina’s in a
hrief, totally unaccompanied passage with wide lcaps
where she vainly tries to summon up her evil
spirits, Then there is the noble one where Julius
Caesar contemplates the urn containing the ashes of
his murdered rival, Pompey. One of the best known
of all is the mad scene from Orlando, a mixture
of tree accompanied recitative with lyrical music
in gavotte rhythm; the naive simplicity of the
gavotte, with passionate arioso in between (includ-
ing a miniature chaconne, and those famous quin-
tuple-time bars—just four of them, which have
occasioned a disproportionate fuss from commenta-
tors), is as telling in its context as anything Donizetti
provided for poor mad Lucy.

HANDU_‘S OPERATIC ouTruT divides into three
periods. First come the cleven operas composed in
his youth and early manhood. He wrote four at
Hamburg, where he played second violin in the
orchestra, being promoted to the harpischord when
his own music was given; of these only the first,
Almira, survives—its recitatives are in German.
some of its arias are in Italian. its ballet music
is French in manner (Handel was always a cosmopol-
itan). Then there were two written in Italy, where
he enjoyed such prodigious success in his early
twentics; and then his first five for London.

Of all these the finest are Agrippina and Rinal-
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do. Agrippina is unlike any other opera Handel
was o wrile: composed for a sophisticated Venetian
tradition, it embodies touches of ironic humor. This
story of Agrippina’s clearing the path to the Roman
throne for her son Nero is set to music of cnor-
mous inventiveness and enormous variety—side by
side are a poignant F minor lament, innumerable
vigorous arias, some warmly feminine music for
Poppaca, and forceful, impassioned arias for Agrip-
pina herself. Handel horrowed and adapted move-
ments from Agrippina when rushing to finish his
first London opera, Rinaldo, a year later. Ri-
naldo looks like what it is: an opera designed to
make a big impression. Orchestrally it is richer
than Agrippina, its manner more formal and bril-
liant—as befits a tale of heroism and magic. The
famous saraband “Lascia ch'io pianga” is one of
several items in Rinaldo which Handel took from his
carlier works; and the opera inctudes a number of
highly colorful arias, like the one sung in a garden
while three recorders twitter like birds. (At the
original performances live sparrows were released
in the theatre—much to the audience’s inconven-
icnce., as one contemporary critic pointed out.)

What can be regarded as the golden period of
Handel's operatic composition began in 1720. That
year a group of English noblemen got together to
found an opera company on a secure financial foot-
ing. They formed a joint-stock company called the
Royal Academy of Music, appointing Handel Musical
Director with the responsibility for engaging artists
and engaging other composers to help him keep the
opera lovers happy with a regular supply of new
works (idcas about repertory have changed over
the last 250 years!). Not everyone took the Academy
seriously—a commentator in onc journal wrote “At
the Rehearsal on Friday last, Signior NIHILINI
BENEDITTI rose half a Note above his Pitch formerly
known. Opera Stock from 83 and a half, when he
began; at 90 when he ended.” But it gave Handel
a secure position and a chance to work with some
of Europe’s best singers.

First of his dozen Academy operas was Radamisto,
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another spectacular piece with some strong dramatic
situations. But the best known of them is Giulio
Cesare (1724). The story is the familiar one of
Caesar and Cleopatra; Ptolemy (Cleopatra’s brother)
and the wife and son of the dead Pompey also come
into it. Its chief glories are the richly sensuous
arias for Cleopatra—she emerges sometimes Kkitten-
ish, sometimes voluptuous, always utterly womanly.
Caesar himself is, naturally, a castrato role, written
for the famous Senesino. To transpose the part down
an octave, which is done in the corrupt version used
in Germany and on one recording, is to damage the
character of the music; it muddles the textures and
throws out the relationships of the voices.

Senesino—his name means that he came from
Siena—was by all accounts one of the greatest
singers in an age of great singing. Many of Handel's
finest heroic parts were written for him. His voice
was of alto pitch and immensely powerful; the his-
torian Burney wrote of his “thundering™ out the
divisions (fast passages) in his part. As a person
he was less liked, mainly because of his vanity and
self-importance. (He caused considerable amuse-
ment at a revival of Giulio Cesare when, having
just proclaimed that “Caesar knows no fear,” he
stood petrified, white as a sheet, when a piece of
scenery fell down.)

Giulic Cesare inaugurated one of Handel's rich-
est creative spells. It was followed by Tamerlano,
about the exploits in Turkey of the all-conquering
Tartar emperor, Tamerlane. Much of the opera is
in somber minor keys, and it has some lengthy scenes
where the dramatic tension is kept screwed up to a
high pitch. Next came Rodelinda, another opera
full of strong situations and powerful music: about
marital love and fidelity, it has been compared with
Fidelio (there is even a prison scene).

THESE WERE THE PALMY days of the Royal Acad-
emy. They did not last. An institution built on fash-
ionable entertainment for a fickle public could
hardly hope to survive long and securely. It had
always been riddled by internal quarrels, like the
famous one over whether Handel or Bononcini was
the better composer, which one wit celebrated in
an epigram: “Some say, compar'd to Bononcini./
That Mynheer Handel’s but a Ninny:/Others aver,
that he to Handel/Is scarcely fit to hold a Candle:/
Strange all this Difference should be/*Twixt Tweedle-
dum and Tweedle-dee!” Having two principal com-
posers may have been slightly misguided; having two
principal sopranos seems almost too obvious a
blunder. But in 1726 the directors invited a new
leading lady, Faustina, to sing alongside the estab-
lished Cuzzoni. Rival claques quickly formed. and
there were often catcalls and hissing from the sup-
porters of one when the other sang. Handel's first
opera with two prime donne was Alessandro, sym-
metrically planned so that neither lady could feel
that her rival was being favored. In the next, Handel
turned the situation to dramatic advantage: Admeto,
on the story of Hercules’ rescue of Alcestis from

The castrati lent themselves to caricature: here
Berenstadtr and Senesino loom over Signora Cuzzoni.

Hades, has two strongly contrasting soprano roles
exploring different sides of feminine character.

But the Academy’s days were numbered. More and
more, people poked fun at the absurdity of Italian
opera in an English-speaking country, with singers
as overpaid and as vain as modern pop stars. The
institution finally came into disrepute when the
two ladies resorted to tearing out each other's hair
on the stage during a performance (not of a Handel
opera). And in 1728 The Beggar's Opera, an English
play with songs, pillorying everything and everybody
from the Prime Minister to Italian sopranos, was
just one further nail in Italian opera’s coffin.

Handel continued to write operas, but from 1729
onwards they show not so much a falling-off in
invention as a loss of confidence in the whole setup
of the heroic-type opera seria. He still produced
some splendid scores, however. There is Sosarme,
whose second act in particular can stand with
anything Handel wrote. There is Orlando, probably
his most even score, with no weak numbers and
several adventurous and splendid ones. There is
the marvelously rich and dramatic Alcina; this,
Ariodante, and a revised version of the early 7/
Pastor fido included elaborate ballets—in them
Handel used a French troupe of dancers then in
London, headed by Mlle. Sallé (until she was hissed
off the stage for appearing in unorthodox costume).

A really weak spell followed in 1737, just before
Handel’s stroke and nervous breakdown. The last
four operas, between 1738 and 1741, show leanings
towards the lighter Italian style of Pergolesi, Vinci,
and others. Serse. in fact, is a half-comic opera.
The central character is King Xerxes, who opens
the opera with “Handel's Largo.” or “Ombra mai fu.”
in which he delights in the shade of a plane tree on a
hot afternoon. There is one genuine comic character,
a servant, but as in all the operas with comic or
ironic touches the music itself remains largely serious.
There are again faint leanings towards comedy or
irony in Handel's last opera, Deidamia, which had
a mere three performances before Handel finally
bade farewell to the stage.

Handel did not bid farewell to dramatic music,
of course. The great sequence of Biblical oratorios
started in 1738 with Saul and ended in 1752 with
Jephtha. But these form another chapter in the
story of our reawakening to Handel. The present
one is its own cause for rejoicing.
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LEMANS (S CHILD’S PLAY COMPARED TO
“FOUR CONCERTOS FOR HARPSICHORDS AND ORCHESTRA”

The Shure V-15 Type II phono cartridge
must be much more trackable than a Lotus
Ford. This seemingly silly simile has sig-
nificance, however, when one fully appre-
ciates the importance of trackability in
providing crisp, clear, distortion-free
sound from a/l of your recordings. The
ascents and descents, jarring side swipes,
abrupt turns of a Grand Prix course are
widely known. (Other analogies we might
have used are the slalom, the steeplechase,
the bobsled). Not yet as well known has
been the curious fact that the grooves re-
producing high level recordings of orches-
tral bells, harpsichords, glockenspiels,
drums, pianos—through which the car-
tridge must wend its melodic way—are
even more tortuous, more punishing.Thus,

the much talked about ““compliance’’ and
“mass’’ of past evaluations are now merely
parameters of design—whereas ‘‘track-
ability”’ isthetrue measure of performance.

For your entry into the era of high track-
ability, for an experience in listening you
will find most astonishing, ask your Shure
dealer to demonstrate the Shure V-15
Type II Super-Track’at $67.50, the Grand
Prix elite among cartridges. It maintains
contact between the stylus and record
groove at tracking forces from % to 1%
grams, throughout and beyond the audible
spectrum at the highest velocities encoun-
tered in quality recordings. Shure Broth-
ers, Inc., 222 Hartrey Avenue, Evanston,
lllinois 60204

CIRCLE 73 ON READER-SERVICE CARD
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won oy EQUIPMENT
REPORTS

The conswmer’s guide to new and important high fidelity equipment

AUDIO & DESIGN TYPE M9IBA TONE ARM

THE EQUIPMENT: Audio & Design M9BA, a separate
tone arm for use with manual turntables. Price: $150.
Manufactured by Audio & Design Limited, Maidenhead,
Berks, England. Distributed in the U.S.A. by IMF
Products, 76-16 City Line Ave., Philadelphia, Pa.
19151.

COMMENT: Perfectionism in audio is pretty much a
state of mind or attitude that seizes engineers and
designers from time to time. An idea is hatched and
translated into a product—which itself may not over-
turn the market but which often influences the design
of future, more ‘‘mass-appeal’’ products. For instance,
the anti-skating feature of tone arms first appeared
years ago as an appendage on a couple of professional
arms, and is now offered on just about every arm.
Or, in another area, the ‘‘tape monitor’’ switch once
was an arcane feature of the costliest amplifiers; it
now is about as common on popularly-priced sets as
the volume control.

In this context we take a long look at the A & D
tone arm, one of the most costly and most unusually
designed arms we've yet encountered. The statement
by its manufacturer that this arm ‘“has been designed
to realize as fully as possible the tracking capabilities
of recent low-mass, ultra high compliant elliptical
cartridges’’ would lead one to expect some unusual
features in the A & D arm—and indeed there are
several. To begin with, the arm has no lead-out wires
at its end; instead, the signal is taken from four
nickel-plated pins or electrodes that ride in four smalil
arcute mercury baths—an arrangement that is credited
with reducing torque and the frictional drag of wires.
The arm swings on a unipivot system, with a minia-
ture ball race which is silicone-damped to avoid
torsiona!l resonance. A novel form of anti-skating
is used: the housing around the pivot is magnetized,
to exercise a degree of ‘“‘force’” on the arm itself
without the need for springs, weights, or additional
mechanical parts.

The pickup shell or head is permanently attached
to the arm body, a dodge to reduce mass by avoiding
the conventional plug and socket. The shell, however,
can be turned to get the stylus tip vertically aligned
to the record groove when viewed head on. To install,

FEBRUARY 1967

or change, a cartridge, you simply lift the entire arm
assembly out of its pivot. Since there are no wires,
there’'s nothing to restrain the arm, nothing to snap
or become bunched up—or, indeed, nothing to prevent
you from taking the arm into the next room if that's
where you keep your cartridges. When the arm is
ready for use, you just place it back on its pivot,
and it is once again physically and electrically ‘‘whole.”

For a precision separate arm, initially instaifing it
on a turntable base takes relatively little effort. Some
care must be used of course in transferring the mer-
cury from its vial by means of a pipette (supplied) to
the four wells around the pivot. The arm base and
pillar assembly sets onto the turntable board via four
screw-bolts, so five holes must be drilled: four for the
bolts and the main hole for the down-tube. (For
Thorens turntable owners, A & D supplies a pre-drilled
arm-board made of nonresonant high-impact plastic.
The arm fits perfectly onto this board, which comes
with adhesive strips that bond it securely to the
Thorens frame without the need for the three heavy
bolts normally used on the Thorens.)

Another feature of the A & D arm: all its adjust-
ments (arm height, balance, overhang, tracing force,
and so on) are made not with tools but by means
of built-in finger-controlled levers that work smoothly
and precisely. Indeed the arm as a whole—from its
sophisticated pivot and contact system to its gentle
cuing lever—is a prime example of extremely high,
super-detailed craftsmanship.

The novel mercury bath contacts give the arm a
“feel’”” of utterly frictionless, effortless movement,
confirmed in tests at CBS Labs. A sweep test showed
an arm resonance of 8 dB just below 10 Hz, which is
a lower resonance than found in most arms. The fixed
magnetic bias was found to come into play mainly
at stylus forces below 1.5 grams, which would indicate
the arm’s most effective use with the most advanced
cartridges. That is to say, when handling a cartridge
requiring a tracking force of 1.5 grams or more, the
arm will work fine in all respects except that virtually
no bias will be applied. The better one’s cartridge
and the lower the tracking force needed, the more
effective will be the bias.

The arm is about as utterly neutral a pickup
carrier as any we've used, and suggests comparison
with its compatriot, the SME—which also, by the way,
exhibits about an 8 dB resonance at 10 Hz. Whether
this resonance is something to be concerned about
can be debated. It is well below the audible range
and certainly outside the normal recorded range on
any commercial disc. On the other hand, if one is
using a very powerful amplifier that is wide open and
full-powered down to 10 Hz (most are not) any sub-
sonic energy—arm resonance, turntable rumble, or
even a power line surge—can cause a brief transient
that may overload or distort the system. We haven’t
run into this with our A & D arm—and we're using
some of the most powerful amplifiers on the market—
but we thought to mention it as a possibility. In any
case, our net impression of this arm is one of func-
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tional elegance; it can deliver maximum performance
from any cartridge used in it. Now let's sit back and
see how long it will be until some of its features show
up in less expensive arms.

CIRCLE 140 ON READER-SERVICE CARD

UHER 9000 TAPE RECORDER

THE EQUIPMENT: Uher 9000, a two-speed (714 and
33/, ips) stereo tape deck with built-in record/playback
preamps. Supplied in walnut base with plexiglas
hinged cover. Dimensions: 1514, by 1314 by 7Y
inches. Price: $400. Manufactured by Uher of West
Germany; distributed in the U.S.A. by Martel Electron-
ics, 2356 South Cotner Ave., Los Angeles, Calif. 90064.

g
.-‘ ‘.
- _
i

COMMENT: The Model 9000 i now the top-ranking
Uher recorder available in the U.S.A. It is, for its
high performance and versatile features, surprisingly
compact; a neat job that does a fine job. In addition
to recording and playback in stereo or mono, the 9000
can be used for sound-on-sound work (at the flip of
a switch). It also is readily adapted for slide-projector
synchronization (with the aid of the Dia-Pilot acces-
sory), and for talk-to-start operation (by means of the
Akustomat accessory).

The transport is powered by a hysteresis-synchron-
ous motor; maximum reel size is 7 inches. Three
separate heads are used for erase, record, and play-
back. A novel feature of the head assembly is a
vernier adjustment for precisely aligning the play-
back head to suit the response characteristics of
various prerecorded tapes. Each channel has its
own VU meter and recording level controls. Mixing
during recording is provided. In addition there are con-
trols for direct monitoring while recording, for track
selection, for speed selection, and of course for trans-
port operation—forward, reverse, and so on. Tape
lifters keep the tape away from the heads during fast
wind; a run-out switch stops the transport at the end
of a tape; and there is a four-digit counter with reset.
The record button is colored red and must be pressed
simultaneously with the forward control to record—
a safety feature to prevent accidental erasure of
recorded tapes. The tape, traveling from reel to reel,
passes a notched capstan and movable pinch-roller.
This arrangement is credited with reducing wow and
flutter, while removing any foreign particles, such as
dust, from the tape itself. The deck is designed to
perform in a horizontal attitude.

Circuitry inside the Uher is solid-state and is
assembled on plug-in module boards that can be re-
moved easily for servicing. All connections are made
at the rear; signal hookups require the use of Euro-
pean-type multi-pin connectors that terminate in the
twin phono plugs standard in the U.S.A. Two of the
former, and four of the fatter, with cables, are sup-
plied. Jacks are provided for signal take-off from, and
playback into, an external amplifier, for microphones,
and for the Uher accessories mentioned earlier. There
also are switches for adjusting the recorder to run on
various line voltages from 110 to 250 VAC, a special
equalization control for selecting either the NAB or one

Lab Test Data

Performance
characteristic

3% ips

Wow ond flutter, 7%2 ips

ploybock
record/ ploybock
3% ips ploybock

record/ ploybock

Rewind time, 7-in.,
1,200-ft. reel

Fost-forword time, some
reel

Ploybock response, 7V2 ips
1 ch

r ch

3% ips
1 ch
r ch

Record/ ploybock response
(with =10 VU recorded
signal), 7%z ips, 1 ¢ch

Measurement

Speed occurocy, 7V2 ips 0.7% slow ot 105, 120, ond

127 VAC

1.1% slow ot 105 ond 120
VAC, 0.9% slow ot 127
VAC

0.06% ond .0.06%
0.07% ond 0.09%
0.02% ond 0.1%
0.05% ond 0.14%

2 min, 35 sec
2 min, 41 sec

+2.5, -1.5 dB, 50 Hz to 15
kHz

+2.5, -0.5 dB, 50 Hz to 15
kHz

1.5 dB, 50 Hz to 7.5 kHz
+3.5, -0.5 dB, 50 Hz to0 7.5
kHz

+1.5, -3 dB, 20 Hz to 20

kHz
r ch some
3% ips, 1 ch +1, -3 dB, 31 Hz to 10.5
kHz
r ch some
S/N rotio (ref 0 VU)
ploybock 1 ch: 37 dB r ch: 40 db

record/ ploybock 1 ch: 36 dB r ch: 37.5 dB

Sensitivity (for 0 VU
recording level)
mic input

hi-level input

1 ch: 54 mV  r ch: 50 mV
1 ch: 1.23 mV r ch: 1.37 mV

THD, record ploybock
—10 VU recorded signol
7V2 ips, 1 ch 1% to 10 kHz
r ch under 2.4% to 10 kHz
3% ips, 1 ch 1% to 10 kHz
r ch under 2.5% to 10 kHz

IM distortion
record/ ploybock (-10 YU
recorded level) 72 ips 1 ch: 1.2%
3% ips 1 ch: 1.2%

rch: 1.3%
r ch: 1.3%

left reods VU 1.5 dB low
right reods VU 4 dB low

Accurocy, built-in meters

1 ch: 3.7 volts RMS
r ch: 3.45 voits RMS

Moximum output

ot two CCIR curves (the latter usad in Europe) and,
of course, the power cord. In the interest of interna-
tionalism, Uher uses symbols rather than printed
legends to designate both its connections and some
of its topside controls. Apparently, there was a change
in some of these symbols that took place between the
fabrication of the deck and the printing of the owner’s
instruction manual; this worried us a bit until we
found a supplementary sheet in the package that
cleared it all up for us.

Each Uher 9000 is supplied with a test certificate
of its performance at 714 ips and a set of technical
specifications. This data, however, is with reference
to European standards and/or to output levels not
used in our own tests at CBS Labs, so we could not
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really equate the two. However, by any standards,
it is readily apparent from studying our test results
and actually using the machine that the 9000 is a
superior tape deck for home use. Its speed accuracy,
at both settings, was excellent and showed no varia-
tion with supply voltage changes at 7% ips, and
virtually none at 33/ ips. Wow and flutter both were
insignificant and well below any audible level.
Playback response, for prerecorded tapes, was
smooth and linear across the range. The test tape used
for the slow speed, incidentally, cuts off at 7.5 kHz
but it is evident from the curve that playback response
at 33/ ips would continue easily to beyond 10 kHz,
within a few dB—which is remarkable. Even in record’
playback, response at the slow speed was down at

+5

2 0
= _g
2 Left Channel NAB PLAYBACK RESPONSE
I Right Channe! ------
& +5 - .
= 0 ——— -
; 3% IPS
20 50 100 300 500 1K 3K 5K 10K 20K
FREQUENCY IN Hz
3
f 7% IPS
2 0 HARMONIC DISTORTION CHARACTERISTICS
= Ref: —10 VU Recording Level
4 Left Channel —————  Right Channe! ~--~---
&3 _
2 3% IPS
1
20 50 100 300 500 1K K 5K 10K 20K
FREQUENCY IN Hz
+5
8 _g % 1P
o RECORD—PLAY FREQUENCY RESPONSE
5 +5 Ref: —10 VU Recording Level
&
o
_g 3% IPS
Left Channel Right Channel —-==- -~
20 50 100 300 500 1K 3K 5K 10K 20K

FREQUENCY IN Hz

10 kHz by only 3 dB. This is the kind of performance
that was just about unheard of a few years ago, and
in fact the audible differences between 7145 and 33/
ips on the Uher seems less discernible than on many
other recorders. Combined with the deck’s very low
distortion and very good signal-to-noise characteristics,
these response characteristics put the Uher in a better:
than-average class. Some discrepancy was noted in
the relative indications of the VU meters; this could
be overcome by a little practice with the level con-
trols during recording.

CIRCLE 141 ON READER-SERVICE CARD

SHURE V-15 TYPE i CARTRIDGE

THE EQUIPMENT: Shure V-15 Type II, a moving-
magnet stereo cartridge fitted with diamond elliptical
stylus. Price: $67.50. Manufacturer: Shure Brothers,
Inc., 222 Hartrey Ave., Evanston, lll. 60204.

COMMENT: This is the best cartridge Shure has yet
released, which—in view of the company's previous
models—is saying a lot. How do you judge improve-
ment in a cartridge? In this case, we have a pickup
that—compared to its predecessor—does everything
a little better. It requires somewhat lower average
stylus force, it produces a smoother response curve,
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it has better channel separation, and it has proven in
our tests to be an exceptionally fine groove tracker
that seems to stay with the most demanding of re-
corded passages.

The size and weight of the V-15 Type |l are just
right for installing in just about any arm. As far as
we could determine, the pickup is completely immune
to hum fields and it produces no needle talk at all.
CBS Labs found that a stylus force of only 0.75 grams
was needed to track critical portions of test records
STR 120 (bands 6 and 7), and the glide tone bands
of STR 100. For measurements and normal use, a
stylus force of 1 gram was used. Working into the
normal load of 47K, the cartridge thus furnished a
signal of 3.2 millivolts on each channel. Both channels
were identical, within a dB or so across the 20 to
20,000 Hz band. The left channel measured +1.5,
—2.5 dB; the right showed +1, —3 dB. These are
among the best figures ever obtained for a stereo
cartridge, and—as the plotted curves show—there is
no sign of any peak or resonance in the audible
range. The usual peak expected with moving-magnet
cartridges has been, in this model, designed well
beyond the 20,000-Hz limit, which makes for a very
smooth, easy-sounding high-end response.

Separation between the two channels was outstand-
ing for a cartridge, averaging close to 30 dB across
most of the range. Harmonic distortion was low, and
IM distortion—particularly in the often troublesome
vertical mode—was exceptionally low. The pickup
tracked at an angle of about 19 degrees, off by 4

Response to 1-EHz
Square wave,
either channel.

+5
® gm“" FREQUENCY RESPONSE  —====—2=
(=1
= -10
] 15 Left Channel
= = .
g_ 2 Right Channel «<= ===
=5

_yy T~ N TTT————

-3

20 50 100 300 500 1K I 5K 10K 20K

FREQUENCY IN Hz

degrees trom the nominal 15 but which could neither
be documented nor heard as any source of difficulty.
The pickup's square-wave response at 1 kHz was
exemplary: a very fast rise-time and absolutely no
sign of ringing. Both channels produced identical
square waves.

You'd expect that a cartridge with such fine
measurements would sound superb—and the V-15
Type Il does. We found that in many current good arms
the new cartridge could be used at 1 gram or a shade
more tracking force and still stay with the groove. We
were not at all surprised that it produced splendid
sound from recent discs—sound that is full, clean,
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with excellent detail and a firm stereo image. What was
really exciting was how it performed with older, mono
discs. One that we keep on hand, as a kind of torture
test for pickups, is an ancient pressing of Milhaud’s
Le Boeuf sur le toit (Col. ML-2032). This disc, now out
of print, is at least 15 years old: pre-stereo, pre-RIAA,
and played originally on an old clunker of a changer
with a shillelagh of a pickup that tracked at about 8 or
9 grams (real light in 1951!). We had thought that by
now there'd be nothing left on this disc but a low-
pitched roar modulated by the gougings of a decade-
and-a-half of various pickups. But here it was, sound-
ing almost like new, with the Shure sensing all that
original spanking, clanging audacity of the score. No
doubt any elliptical stylus, which rides higher in the
unworn portion of the groove, accounts for much of
this effect on old records, but we did get the feeling
that if there's any musical signal in any groove, the
V-15 Type Il could be counted on to get it out with
as much accuracy as seems possible at the present
state of the art.

CIRCLE 142 ON READER-SERVICE CARD

MARANTZ 7T PREAMPLIFIER

THE EQUIPMENT: Marantz 7T, a solid-state pream-
plifier-control unit. Dimensions: front panel, 1534 by
534 inches. Chassis depth behind panel: 7 inches.
Price: $295. Optional walnut case: $24. Manufacturer:
Marantz, Inc., subsidiary of Superscope, Inc., 25-14
Broadway, Long Island City, N.Y. 11106.

COMMENT: Marantz, a company long respected as a
manufacturer of some of the finest tube equipment,
has entered solid-state electronics with products that
will in no way lessen its reputation. The 7T may be
regarded as a transistorized version of the older
Model 7, with a few innovations. One of these is a
“center-channel” (A plus B mix) output with its own
level control. Actually there are two such outputs,
on the rear, so that both a center-fill basic amplifier
and speaker (in the same room as the normal two
stereo reproducers) plus an independent setup to

pipe mono signals into another room can be used at
once. Also new are three front-pane! phone jacks: one
is for a stereo headset, the other two are for tape
feed and tape playback. In most other respects, the
7T resembles the 7: that is to say, it provides more
inputs and outputs than most preamps; its controls
work with a professional smoothness and accuracy;
its performance is topnotch.

The program selector has eight positions: tape
head, microphone, two magnetic phono, tuner, TV,
and two auxiliary (high level). The mode selector can
be switched to either channel A or B, to mono (A plus
B), to stereo, or to reverse channel stereo. There is
a volume control (with no loudness contour provision
—purists, take note!), a channel balance control, and
four separate controls for treble and bass on each
channel. The huge toggles at the center of the panel
handle tape functions (including monitoring and a
special facility for using the 7T as a dubbing patch-
unit when copying tapes from one deck to another);
variable disc equalization (RIAA, old 78, and old

Columbia LP); low frequency filter (50 Hz, out, and
100 Hz); high frequency filter (9 kHz, out, and 5
kHz). The power switch is at the right. The tone con-
trols, incidentally, are stepped so that precise and
repeatable settings may be obtained—assuming, that
is, the user marks his own settings on the panel; none
are provided, probably in the interest of presenting
a neat appearance.

The rear panel of the 7T is something of a surprise
in home audio gear and reveals the enormous versa-
tility of this instrument. For instance, there are no less
than six AC outlets (five switched; one unswitched).
Each channel has two output jacks; combined with
the pair of A-plus-B jacks this means you can drive
six sound channels simuiltaneously—and the 7T has
the undistorted reserve signal voltage to do that.
There are additional tape in-and-out jacks plus the
eight pairs of stereo jacks that correspond to the
markings on the front panel selector. In conjunction
with the tape head inputs, by the way, a pair of play-
back equalization adjustments may be used to set
or vary the NAB standard. Construction and wiring
of the 7T, as with every Marantz unit we've seen,
are exemplary—in the professional class.

Performance matches the high-quality features and
construction. Details of the test results obtained at
CBS Labs add up to general excellence. Frequency
response was literally a straight line across the audible
range, and clocked out to 100 kHz, where it was down
by only 4 dB. Harmonic distortion remained just about
nonmeasurable to 20 kHz, being lower than 0.1 per
cent to 27 kHz and only 0.2 per cent at 100 kHz.
IM distortion did not go above 0.1 per cent up to 7.5
volts output. Both equalization curves (for RIAA disc
playback and NAB tape head playback) were accurate
within negligible variations over the band. Square-
wave response was splendid: the 50-Hz wave had a
minor tilt and very flat tops; the 10-kHz wave showed
very fast rise time and no ringing. Tone control and
filter characteristics were ideal; the latter, especially
noteworthy, really cut off sharply objectionable por-
tions of response without disturbing the main portion
of the response one whit.

Using the Marantz adds more than a touch of pro-
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fessionalism to a home music system. Like other
topflight amplifiers, it does its job beautifully and in
utter silence. That is to say, it makes way for the
music while at the same time providing you with
unprecedented facilities for controlling a complex sys-
tem, including two tape recorders, if your system is
that elaborate.

CIRCLE 143 ON READER-SERVICE CARD

Lab Test Data

Performance

characteristic Measurement

either ch: in excess of 8 V
RMS

under 0.1%, 10 Hz to 27

Maximum output level

Harmonic distortion,

1-volt output kHz; under 0.2% to 100
kHz
IM distortion 0.1% to 7.5 V RMS

Frequency response,

1-volt output +0, -3 dB, 10 Hz to 85 kHz

RIAA equalization +1.75, -0 dB, 20 Hz to 20

kHz
NAB equalization +2.25, -1 dB, 20 Hz 1o 20
kHz
Input characteristics S/N ratio
re 5 mV input
phono 60 dB
tape head 60 dB
mike 65 dB
re 100 mV input
high-fevel 78 d8

KLH-TWELVE SPEAKER SYSTEM

THE EQUIPMENT: KLH-Twelve, a full-range speaker
system in integral enclosure. Dimensions: 2914 by
2214 by 15 inches. Supplied with control box. Price:
(in oiled walnut): $275. Manufacturer: KLH Research
& Development Corp., 30 Cross St., Cambridge, Mass.
02139.

COMMENT: The Model Twelve is, right now, KLH's
top speaker system in the dynamic class (they also
make a Model Nine electrostatic, and several other
smaller dynamic speaker systems too). The Twelve is
also the largest of the KLH dynamic speaker systems
and, with its recessed cabinet base, obviously designed
for floor placement. Of course, like any ‘‘consolette”
it could conceivably be installed on a raised surface or
even on a shelf that was deep and strong enough to
hold it—or them, if a pair is used.

The Twelve differs from previous KLH systems in
being an enlarged acoustic suspension system, de-
signed to furnish a bit more of the deep bass than
previous KLH systems of this type, and with some-
what higher efficiency from the 8-ohm output termi-
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nals of high-quality, though not necessarily the high-
est-powered, amplifiers. The speaker actually is
recommended for use with an amplifier that can sup-
ply at least 25 RMS watts per channel; we also found
that it is robust enough to be driven from amplifiers
rated considerably higher than that.

The attractive, sturdy enclosure of the Twelve
houses four speakers, all direct radiators. There is a
103/4-inch woofer, two 4-inch midrange cones, and a
4-inch high-frequency cone. The midrange units, in-
cidentally, are housed in ‘‘sub-enclosures’ behind the
front baffle that load them for their particular fre-
quency range. A novel feature of the Twelve is its
accompanying contour control box, a separate little
unit—also in walnut—which must be connected be-
tween the amplifier output and the speaker inputs.
This box houses a complex network and is fitted with
four frequency-range adjustments that contro!l the re-
sponse from 300 to 800 Hz; from 800 to 2,500 Hz;
from 2,500 to 7,000 Hz; and from 7,000 to 20,000
Hz. One can set any or all of these switches to any of
three fixed positions for tailoring the sound to suit
varying conditions of room acoustics or program ma-
terial. For instance, on noisy records you might want
to back off on the top control to de@mphasize the
highs; in some rooms you might want to advance the
bottom control to bring up the bass a bit, and so on.
The control box (one for each speaker system) may
be used remotely (generous lengths of cable are sup-
plied) or attached by self-adhering strips directly
to the rear of the speaker enclosure itself. We elected
to use the latter arrangement once we found the
settings we preferred in our own room.

The response of the Twelve strikes us as being as
clean and well balanced as any previous KLH system
but with a lower reach way down and a fuller “more
open” quality at the top. The bass seems to begin a
gentle roll-off at about 60 Hz but continues cleanly,
if at reduced amplitude, to just about 30 Hz. Doubling
was hard to induce and only became apparent at
inordinately high input levels below about 45 Hz. The
upper bass, midrange, and highs all were exception-
ally smooth and clean, with no discernible peaks or
dips and with a very wide spread throughout the
room. There was scarcely any sense of beaming even
above 5,000 Hz; in fact a 12-kHz tone was clearly
audible well off axis. A 13-kHz tone was easily heard
but in a narrower ‘**cone of sound’” in front of the
system. The response from about here seems to slope
gradually toward inaudibility. White noise sounded
moderately smooth and became more subdued when
listening off axis.

From a music-listening standpoint, we agree the
Twelve is a step (or more) upward from previous KLH
compact speaker systems. An honest, transparent
reproducer, with a full, clean, open, and very neutral
sound, its over-all impression on us was one of
smooth, effortless handling of any program material
with never any hint of boxiness or honking. A pair on
stereo can easily fill average-to-large rooms with an
excellent presentation, and the wide sound dispersion
eliminates any ‘‘hole in the middle’* effect in a normal-
ly spaced installation.

CIRCLE 144 ON READER-SERVICE CARD

REPORTS IN PROGRESS
- Altec Lansing 848A Speaker System

Kenwood TK400 Amplifier
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her first complete
opera

® Here is the only performance of Lucrezia
Borgia on records, complete and uncut.
Caballé is heard as “Lucrezia,” the role in which
she made her sensational debut at Carnegie Hall.
This is the performance that inspired such critical
acclaim as: “. .. one of those spectacular voices
which can work miracles on an audience already
familiar with the likes of Callas and Sutherland”
(New York Herald Tribune), “...a supreme operatic
artist” (The New Yorker). In this 3-L.P. set with
libretto, Caballé is supported by a distinguished
cast that includes Flagello, Kraus and Verrett, all
under the baton of the renowned opera conductor

Donizetti Jonel Perlea. Re-

PEUOREZZA BORAPA EULELRVIAIENT:

Montserrat Caballé  Shirley Verrett Dznagroove sound
Ezio Flagello  Alfredo Kraus in the super b
RCA Matiana (('"hw»" Jonel Perlea. t
Urelestra and Chorus Coaturt, Rome StuleS Of
RCA Italiana.

RCAVICTOR®
(rg) The most trusted name in sound
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OPERA - ORCHESTRAL - CHAMBER « INSTRUMENTAL - VOCAL

> THE NEW RELEASES &=

reviewed by NATHAN BRODER °* R, D. DARRELL * PETER G. DAVIS * SHIRLEY FLEMING °® ALFRED FRANKENSTEIN

HARRIS GOLDSMITH * PHILIP HART * BERNARD JACOBSON * JEREMY NOBLE * CONRAD L. OSBORNE

Eduard Miiller at the organ, conductor Wenzinger at the score desk.

FOR HANDEL'S ORGAN WORKS, ARCHIVE THINKS OF EVERYTHING

TRUST THE Archive people not to do any-
thing by halves. When they set out to
record the organ concertos of Handel,
they were faced with the difficulty of
finding a proper instrument for the so-
loist. Continental baroque organs were
considered unsuitable, because there was
no room for an orchestra in the organ
galleries, or because the churches they
were in had overresonant acoustics, or
because the sound was churchy and not
theatrical. It will be remembered that
Handel played most of these works be-
tween acts of his oratorios, which were
presented in theatres, not in churches.
The organs he played on were small posi-
tives. An actual organ built to Handel’s
specifications and probably played by
him, now at Great Packington, on the
estate of the Earl of Aylesford, was con-
sidered but decided against on the ground
that it had been “mutilated” by being
tuned up to modern pitch and had lost
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by Nathan Broder

the correct color. (E. Power Biggs—for
whom the tuning up was done so that he
could make his excellent recording of
these works with the London Philhar-
monic under Boult on the occasion of
Handel’s bicentennial in 1959—says,
however, that the pipes were fitted with
sliders so that the original pitch could
be restored.) So Archive had an organ
specially built with the characteristics
Handel’s concertos required. Its specifi-
cations are not exactly the same as
Handel's and the Packington organ’s, but
they seem to be close enough. It is
tuned to the pitch thought to be Handel’s,
a half tone lower than ours, and the
orchestral instruments are likewise built
and tuned according to baroque specifi-
cations.

But that is only part of the story. It
is well known that the scores of many of
these works are incomplete, some exist
only in a more or less skeletal form,
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others lack whole movements. In a few
cases there is more than one version of
a work, along with the usual Handelian
confusion about which version is first
or which he preferred. Well, the Archive
people dug into all those questions too,
and came up with some interesting and
even startling results. In the latter class
1 would place the fugal finale of Op. 4,
No. 4, which suddenly turns into a
Hallelujah sung by a chorus! A delight-
ful bonus, its presence here is puzzling
even though justified, as far as Ar-
chive is concerned, by its appearance in
the original manuscript of the concerto.
(It is the final chorus of The Triumph
of Time and Truth, Handel’s reworking
of one of his early Italian oratorios.) An-
other novelty is the appearance of Op. 4,
No. 3 in two versions, one in which
the solo parts are played by a violin
and a cello and the organ is merely a
continuo instrument, and another in
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which the solo parts are given to the
organ. The edition of Op. 4 in the new
Handel Complete Edition, by the way,
makes no mention of the choral append-
age to No. 4 or the second version of No.
3—a rare case of a recording offering
more comprehensive material than a sup-
posedly scholarly edition.

How does all this sound? To me, much
of it sounds fine. Not all of these six-
teen works are equally interesting, but
it is a rare one that does not have at
least one movement well worth hearing,
and there are whole works, especially
in Op. 7, that rank high. Miiller seems
to find no technical obstacles in this
music, and Wenzinger has the chamber
orchestra playing with precision and vital-
ity. There is much embellishing of the
solo part, and little cadenzas are added
here and there; there is also considerable

dotting of figures written as even notes.
This is generally done in excellent taste.
Only in the finale of Op. 4, No. 2 did
the organist’s decoration of his part
seem to me a little aimless and super-
fluous. Where Handel called for whole
movements to be improvised by the
organist, Archive has chosen other pieces
by Handel to fill in. As a rule these have
been selected wisely, but I have reserva-
tions about one case. For the D minor
Concerto first published by Arnold
(usually called No. 15) only two move-
ments have survived. Archive has in-
serted a third, borrowed from Telemarn
because Handel's two movements are
based on music by that master. But the
newly added piece is very French and
rococo and doesn’t go at all well with the
weightier outer movements. In general
the tempos are lively, majesty is forth-

coming when it is called for, there is
animation even in slow movements, ex-
cept the Siciliana of Op. 4, No. S, which
struck me as sluggish. The lower pitch
may detract a little from the brilliance
of the Overture of Op. 7, No. 2, but it
enhances the rich dark opening of Op. 7,
No. 4.

Except for the fact that the oboes can-
not be heard in the five concertos of Op.
4 where they are indicated (No. 6, for
harp, has two recorders in the orchestra),
the sound is very good throughout.

HANDEL: Concertos for Organ and
Orchestra (complete)

Eduard Miiller, organ: Schola Cantorum
Basiliensis, August Wenzinger, cond.
ARCHIVE © SKL 917/921, $28.95 (five
discs, stereo only).
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FOUR CONCERTOS FROM SZERYNG MARK A NEW STAR STATUS

HENRYK SZERYNG HAs long been rec-
ognized by discerning collectors as one
of the four or five major violinists of
his generation, but his recording career,
at least in this country, has been spo-
radic. His work first appeared here on
discs in the late 1950s, when he recorded
for RCA Victor with the orchestras of
Boston, Chicago, and London and col-
laborated in sonatas by Beethoven and
Brahms with his friend Artur Rubin-
stein. While these were all first-rate per-
formances, the association between
Szeryng and RCA Victor was not of
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by Philip Hart

long duration. At about the same time,
the violinist had taped the Bach and
Beethoven concertos for EMI in France
(they are now available here on the
Monitor label), but it is only recently
that he has resumed recording activities,
now for Mercury. That firm has already
issued Szeryng performances of con-
certos by Mendelssohn, Schumann,
Brahms, and Khachaturian. With the
present boxed set of four popular con-
certos, it apparently hopes to bring the
artist to wider public recognition. Suc-
cess would surely be deserved.
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All four works are played with the
London Symphony Orchestra, but with
three different conductors—each an ap-
propriate choice for the repertory at
hand. In the Beethoven Concerto, for
example, Hans Schmidt-Isserstedt gives
Szeryng a magnificently idiomatic and
sympathetic collaboration. Both soloist
and conductor agree on a broad and rea-
sonably detailed account of the first
movement: the general feeling is of re-
strained ardor, and the great G minor
section is deeply felt without becoming
a mawkish interlude in a display of tech-
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nique. In the slow movement, Szeryng
and Schmidt-Isserstedt carry on a dia-
logue of increasing intensity, subsiding
at the proper moment into a contempla-
tive cadenza. and the finale, for once,
has not been reduced to anticlimax by
excessive drive in the first movement.

Szeryng's performance is reminiscent
in its spaciousness of the earlier Kreisler
reading but without Kreisler's fruitier
tone and occasional manneristic devices.
Szeryng plays with a bright silvery tone,
very expressive, albeit with a narrower
range of tone color than that of some
other virtuosos (Isaac Stern comes to
mind). His sense of phrasing might be
termed patrician in its restraint. and he
relies a great deal on subtle phrase and
inflection. though never breaking up the
line of the music.

The same qualities can be heard, with
appropriate stylistic variations, in the
other three concertos here. With Rozh-
destvensky providing in the Sibelius and
Prokofiev a collaboration every bit as
idiomatic as Schmidt-Isserstedt’s in the
Beethoven, Szeryng commands full re-
spect. on a par with Heifetz. Oistrakh,
or Stern. There is more poise and repose
in his Prokofiev than in Stern’s. and a
greater sense of involvement than with
Heifetz. In the Sibelius, he indulges in
fireworks much less than do most other
players and enters into the texture of the
score almost as if it were chamber mu-
sic., weaving in and out of the rich
symphonic fabric with a glittering tone
that sets the solo off from the orchestra.

Again, in the Tchaikovsky. there is
cordial rapport between soloist and con-
ductor. In Dorati. Szeryng finds an ob-
jective approach to the music that ac-
cords well with his own avoidance of
expressive excess. Though Szeryng by no
means betrays Tchaikovsky, he conveys
the impact of the score by musicianly
insight and lovely tone rather than by
overt emotionalism. To repeat, the choice
of Dorati as maestro here is particularly
apt.

Predictably. the London Symphony
Orchestra plays throughout with its cus-
tomary brilliance and sensitive response
to the conductor and style of the music.
and it is superbly recorded in each of the
works. One can only add that, for the
benefit of those whose tastes do not em-
brace all four concertos in the set, it
would be nice if Mercury would soon
release them individually.

HENRYK SZERYNG: “Four Great
Violin Concertos”

Beethoven: Concerto for Violin and Or-
chestra, in D, Op. 61. Tchaikovsky:
Concerto for Violin and Orchestra, in
D, Op. 35. Sibelius: Concerto for Violin
and Orchestra. in D minor. Op. 47.
Prokofiev: Concerto for Violin and Or-
chestra, No. 2. in G minor, Op. 63.

Henryk Szeryng. violin: london Sym-
phony Orchestra, Hans Schmidt-Isser-
stedt, cond. (in the Beethoven). Gennadi
Rozhdestvensky. cond. (in the Sibelius
and Prokofiev), Antal Dorati. cond. (in
the Tchaikovsky). Mercury ® OL 3117,
$14.37: SR 39017, $17.37 (three discs).
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KOUSSEVITZKY RETURNS—AND THE LESSON
IS OF PASSION LAVISHLY SPENT

by Leonard Marcus

THE WORLD 1S FILLED with more knowl-
edgeable and/or more perceptive musi-
cians than the late Serge Koussevitzky
was: there is also a surfeit of more pro-
ficient conductors. But the world has al-
ways had a need for great human beings.
who can and do add their humanism,
their love, to the culture of their times.
Koussevitzky was assuredly one of these.
His establishment of the Berkshire Music
Center and his devotion to its students
have left the man's imprint on Ameri-
can musical life to this day. Tanglewood
is as much his monument as Bayreuth is
Wagner's. His own students. and his stu-
dents’ students, today man the symphonic
helms not only around the country but
throughout the world. For a quarter of
a century he breathed passion into the
Boston Symphony Orchestra—and into
Boston. where young composers found “a
mecca . . . a center of symphonic pre-
mieres,” as Lukas Foss (one of those
Koussevitzky students himself) puts it in
a “reminiscence” included with this set of
reissued Koussevitzky performances.

Of course, the potential purchaser of
a recording, especially of a three-record
set., may be less interested in a man's
greatness than in the musician's per-
formance and the quality of his record-
ings. To be sure, there are cleaner ver-
sions of Brahms's and Tchaikovsky’s E
minor Symphonies than are contained in
this RCA Victor package. The sound,
while excellent for its day and still good
enough to evoke the richness of the BSO
strings., hardly matches modern stereo-
phonic productions, where—at least in re-
gard to textural clarity—microphone
placement can make almost anyone sound
like Toscanini. One can also make out
occasional bloopers. though fairly well
hidden. and uncalled-for percussion ef-
fects, like bows hitting music stands. that
for a contemporary recording would be
patched up in editorial cubicles. In Kous-
sevitzky's era. when recordings were
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made one complete 78-rpm side at a time,
such extraneities often had to be toler-
ated. But for anybody who remembers
Koussevitzky's performances. here is a set
to be treasured. The man's greatness does
come through: it penetrates via his pas-
sionate love for the music being per-
formed. Whatever else these recordings
are, they are not untiseptic. as so much
of today's music making seems to be.
One can almost see Koussevitzky's face
turning purple, that vein about to burst
through his forehead.

In both Brahms works. the Academic
Festival Overture and the Fourth Sym-
phony, the Koussevitzky trademarks are
apparent. Here are the loud pianos
that still convey the quality of softness
even though the strings are “digging in”
with full force. Here. as in the upbeat
to the symphony, are those minutely
overheld notes that implied more rubato
than was actually there. (Some of the
effects that sound like rubato are actually
created through a careful handling of
dynamics rather than tempos: Koussevit-
zky really stretched the tempo signifi-
cantly only at the ends of pieces and
phrases, though this practice soon be-
comes a continuing cliché.) Here too—
unfortunately, except to the totally nos-
talgic—is that queer balance of Kous-
sevitzky’s orchestra. in its two habitual
sections: one, the bulk of the orchestra;
two, the first trumpet, Mager. who no
matter how softly he played. would stand
out even in full orchestral chords. In
the overture, one misses occasional en-
trances in the inner voices. and the over-
all texture is not so clean as that of the
symphony—odd. since the former dates
from 1947 while the latter was cut in
the late ’30s.

Shostakovich's little Ninth Symphony
must here be reckoned the best of the
four performances presently available
on records. even though the Everest.
under Sargent. comes in stereo. (It will
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be interesting to compare the Koussevit-
<ky reading with that by the latter-day
Russian Kiril Kondrashin, soon to be
relcased on Melodiya/Angel.) This
underrated delight now gets a con brio
reading and should do much to revive
excitement about it. Sardonic perform-
ances were among Koussevitzky’s par-
ticular talents and one recalls his read-
ings of such works as Prokofiev's Licu-
tenant Kije and Bartdk's Concerto for
Orchestra. (The Bartok, by the way,
pokes fun at Shostakovich's Seventh Sym-
phony; the Russian composer’s Ninth
Symphony mocks his own First Sym-
phony.)

The Fifth Symphony of Tchaikovsky
receives a broad—in both senses—han-
dling under Koussevitzky, including sev-
eral unwritten tempo changes, if this is
your cup of kvas.

Koussevitzky promoted a good many
American works and a couple of them
find a place here. For a while a recording
of Arthur Foote's Suite for Strings led
by Howard Hanson was available on a
Mercury disc, but the 1940 Koussevitzky
recording was the one that for a time
placed this work in the repertoire. The
Suite cuts a strong, virile figure. Its strik-
ing opening movement has been used as
theme music for classical radio programs
throughout the country; its fugue is ab-
solutely marvelous. This rendition, ex-
cept for some sloppiness in the pizzicato
movement, is a humdinger. The perform-
ance, never before released. of Hanson's
Serenade for Flute, Harp, and String Or-
chestra comes out better than the music,
as does the only other recording, on Epic,
with Louis Lane and the Cleveland Or-
chestra. While Lane's performance is re-
corded in stereo, it lacks Koussevitzky's
incomparable flutist, Georges Laurent,
with his tender, tender, yet still bright
playing.

Rachmaninoff’s orchestral arrangement
of his Vocalise, the fourteenth and last
song in his Op. 34, and Rimsky-Kor-
sakov's Battle of Kershenctz, from The
Legend of the Invisible City of Kitezh,
complete the collection.

For those who never heard Kous-
sevitzky in the concert hall, this release
should be instructive and enlightening.
For sentimentalists, like myself, who
cherish vivid memories of Koussevitzky,
it will be a joy.

SERGE KOUSSEVITZKY: “The Bos-
ton Symphony Orchestra: Treasury
of Immortal Performances”

Brahms: Academic Festival Overture,
Op. 80; Symphony No. 4, in E minor,
Op. 98. Tchaikovsky: Symphony No. 5,
in E minor, Op. 64. Rachmaninoff:
Vocalise, Op. 34, No. 14. Rimsky-Kor-
sakov: The Battle of Kershenetz. Han-
son: Serenade for Flute, Harp, and
Stiring Orchestra, Op. 35. Foote: Suite
for Strings, in E, Op. 63. Shostakovich:
Symphony No. 9, in E flat, Op. 70.

Boston Symphony Orchestra, Serge Kous-
sevitzky, cond. RCA VictorR ® VCM
6174, $14.37 (three discs, mono only)
[from RCA Victor recordings, 1938-47].
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BACH: Brandenburg Concertos, §.
1046-1051

Ars Rediviva Ensemble, Milan Mun-
clinger, cond. Crossroabs © 22 26 003,
$4.98; 22 26 004, $4.98 (two discs).

This review is not going to be a com-
prehensive rundown of complete Brand-
enburg sets, That way madness lies—
there are more than twenty of them. As
it happens, the half-dozen inexpensive
sets on the market are among the best
available, and it is these versions—
by Faerber. Goldberg, Miinchinger (the
older and better version, in mono only,
on Richmond), Prohaska, Ristenpart,
and Redel (on Musical Heritage Soci-
ety)—that [ have had in mind in con-
sidering the new Munclinger. And really
it's astonishing how high the general
standard of these bargain-label sets is: all
seven offer performances of distinction.
with good solo and orchestral playing
and some pretensions of stylistic authen-
ticity.

Thus it is not because I am unaware of
their virtues that I begin by eliminating
Faerber and Redel from the reckoning.
Faerber is on the hefty side, and unlike
his competitors he elects to use a large-
sounding full string band in No. 3;
Redel, on the other hand. is all energy
and briskness, but he is less sensitive
than the others, and the MHS recording,
though very well balanced, lacks im-
mediacy. The next figurative head to
topple is Miinchinger's. For its period
{(more than fifteen years ago) his read-
ing is still surprisingly enlightened in
stylistic matters, but a number of
anachronistic details reveal how far we
have progressed in these two decades.
Furthermore, though he draws exciting
playing from his orchestra, his control
of tempo is not always firm. A better
and more polished performance, very
well recorded, but still basically the
same article, and still using flutes instead
of recorders in Nos. 2 and 4, is Gold-
berg’s.

This leaves us with Prohaska, skill-
fully reprocessed for stereo on a Van-
guard Everyman Classics set, the recent
Nonesuch set by Ristenpart, and the
Munclinger. The Prohaska has much to
recommend it. There is a high degree
of authenticity in the forces used (though
for empirical reasons of balance a flute
is employed in No. 2), Prohaska’s direc-
tion is extremely perceptive, and No. 5
boasts a thrilling account of the solo
harpsichord part—and especially of the
big cadenza—by Anton Heiller. On the
debit side must be placed a less than
completely convincing treatment of
shakes and other ornaments, a somewhat
excessive and mannered use of détaché
(especially in the solo violin part of
No. 4), and a particularly bad case of
running downhill in the first movement
of No. 2 (a movement which several
of our conductors seem to have diffi-
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culty in keeping rhythmically steady).

Top honors, then, go to Ristenpart and
Munclinger. 1 wrote appreciatively in
these pages last October of Ristenpart's
sane and cultivated approach, of his
excellent rhythms. textures, and balances,
of his imaginative continuo, of the ex-
ceptional taste and stylistic assurance
of his ornamentation, and of his fine
soloists. All these attributes Munclinger
has too, but in different proportion. In
comparison with Ristenpart, he is rather
more imaginative and rather less stylish.
He properly uses solo strings in Nos. 3
and 6—but flutes in Nos. 2 and 4; he
decorates well—but not impeccably.
There is a thrilling cool aplomb about the
way his horn players peel off their high
trills in No. 1, Viktorie Svihlikova is
splendidly incisive as solo harpsichordist
in No. 5; and Josef Haila, who supplies
the continuo in the other works, out-
shines cven Ristenpart’s Veyron-Lacroix
in enterprise. especially in some of the
slow movements. Munclinger's tempos
tend to be slower than Ristenpart’s, but
the crisp articulation of the bass line
precludes any suspicion of stodginess.
His treatment of the Polacca in the last
movement of No. 1 is as poetic as |
have ever heard, and perfectly in style.
However, in slow movements his dy-
namics tend too much towards the ro-
mantic—the Adagio of No. 1 is alto-
gether too loud and unrestrained.

Both sets are well recorded: the new
Crossroads has been more closely micro-
phoned, but there is still ample air
around the sound. I doubt if either set
will disappoint. A choice between them
will depend on your preference between
the stylistic supremacy of Ristenpart and
the occasionally excessive but always ab-
sorbing individuality of Munclinger. B.J.

BACH: Cantatas: No. 80, Ein feste
Burg; No. 104, Du Hirte Israel

Agnes Giebel, soprano; Wilthelmine Mat-
thes, contralto; Richard Lewis, tenor:
Heinz Rehfuss, bass: Bach Chorus and
Orchestra of the Amsterdam Philhar-
monic Society, André Vandernoot, cond.
VANGUARD EVERYMAN © SRV 219, $1.98;
SRV 219 SD, $1.98.

Vanguard used to have both of these
great cantatas under its Bach Guild label.
One of those early versions (No. 80) is
still listed in Schwann. It is superseded
by the present recording, which is not
only cheaper but considerably superior
in both performance and recording. Van-
dernoot’s handling of the opening chorus
deprives it of some of its grandeur, and
the tone of his chorus needs more
warmth and roundness, but the choir
does have enthusiasm. is well balanced.
and seems disciplined. All of the soloists
do better than average work.

That No. 104 should have been absent
from the domestic catalogues, even if
only temporarily, is very surprising, for
this is one of the most beautiful lyric
works Bach ever wrote. It is short, with
an exquisitely lovely opening chorus,
an aria each for tenor and bass, each
preceded by a recitative, and a final
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Angel is in great voice for the New Year.
Seven major releases confirm once again
the almost legendary vocal magic of Angel.
Pre-eminent among these recent recordings
is @ magnificent new “Don Giovanni.” Otto
Klemperer and a cast of eight remarkable
soloists may have created the definitive ver-
sion of Mozart’s undisputed masterpiece.
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chorale. The chorus again does well with
what seems to be rather ordinary voices.
In the fine tenor aria Lewis spins nice
long lines; the part contains several high
A’s, and for some of these he lands
on the lower edge of the pitch. Rehfuss.
who has a gorgeous aria here, is in very
good form in both cantatas, his voice
having the creamy richness that it some-
times lacks. The sound is good in both
versions. German texts and English trans-
lations are provided. N.B.

BACH: Sonatas for Viola da Gamba
and Harpsichord: in G, S. 1027;
in D, S. 1028; in G minor, S. 1029

Edmund Kurtz, cello: Frank Pelleg.
harpsichord. MoNnttorR © MC 2108,
$1.98; MCS 2108, $1.98.

The virtues of this disc include cello
playing that is fluent, harpsichord play-
ing that is both fluent and stylish, and
a recorded balance that for once gives
due prominence to the keyboard instru-
ment (though the separation of the two
instruments in the stereo version. which
is the only one 1 have heard. is too em-
phatic). Its failure to constitute a really
satisfying version of these three fine
works must be laid to Kurtz. His tone.
though clean, is unsympathetically hard:
his line sometimes wavers in uncharac-
teristic manner at awkward moments:
and he is less than ideally stylish in his
treatment of ornaments. What is needed
is either a good modern gamba version
or a recording by Rostropovich, Du Pré,
Starker, or Parisot. B.J.

BACH, C. P. E.: Concertos for Flute
and Orchestra: in A minor: in G

Jean-Pierre Rampal. flute; orchestra,
l.ouis de Froment. cond. WorLD SeriFs
o) PHC 9033. $2.50 (compatible disc).

These works abound in the conventional
optimism of C. P. E. Bachs musical
milieu, but it must be said for him that—
even when writing on assignment—he
cast solo and orchestra into a relationship
which had some point to it, and less often
than his contemporaries set the tutti
simply to filling time. And if. even so,
he seems to go on at untoward length
(these concertos average twenty-five min-
utes each, when fifteen would have
done), we must remind ourselves that
Bach was geared to life at Sans Souci
and not to our own. Rampal is. as al-
ways, remarkable both for his tonal
dexterity and for speed; he takes the
allegros like a son of our century, not
of Frederick's. S.F.

BEETHOVEN: Concerto for Violin
and Orchestra, in D, Op, 61

Yehudi Menuhin, violin: New Philhar-

monia Orchestra, Otto Klemperer. cond.

ANGEL © 36369. $4.79: S 36369, $5.79.

Menuhin has recorded this Concerto
three times previously—twice with Furt-
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wingler and once with Constantin Sil-
vestri. The big question posed by this
new version is therefore how harmoni-
ously the soloist's impulsive roman-
ticism and the conductor's austere clas-
sically oriented approach blend with each
other.

Not surprisingly, the tempos are rather
deliberate. It is also no shock to find
that the rhythm is usually steadier and
less rhapsodic, and that the Klemperer
orchestral sonority is less diffused than
the frameworks supplied by Furtwiingler
and Silvestri. In this respect Klemperer's
leadership serves as a corrective influence
on Menuhin's occasional impetuosity:
the violinist's tone is purer here, and both
his phrasing and intonation are more
scrupulous than was evidenced in the
earlier performances. Menuhin. indeed.
more than meets Klemperer's classicism
halfway: in fact. his fiddling is all that
one could reasonably hope for. (As be-
fore. he employs the resourceful Kreisler
cadenzas.)

Less expected are Klemperer's phras-
ing and organization here. Details do
not always fit into place with the easy
inevitability and poise one expects from
a master chef d'orchestre. Klemperer's
angularity per se ! mind not at all. nor
his preference for Olympian deliberation:
but certain effects in this reading strike
me as downright clumsy and stolid. Cer-
tainly those ascending woodwind lines
near the start of the very first tutti creak
from arthritis; and if the various sections
of the orchestra are not actually at war

NEXT MONTH IN
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Appointment in Milan

Toscanini reopens La Scala—
on the Maestro's centenary, an intimate
observer recalls a momentous event
of a momentous career.

by George R. Marek

Transistors on Trial
What's the truth about solid state?

The Operatic Jet Set

An inside story
from the Met's latest American star.

by Evelyn Lear
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with each other and with their soloist,
there are many near-bungled moments in
the first and third movements (note that
I except the Larghetto. which has mar-
velous repose throughout) suggestive of
an extremely uneasy truce. Orchestral
pickups at the ends of trills. for example,
are not always adroitly managed. and in
general, there is little spring to the
rhythm or arch to the phrase lines.

But though these flaws are not exactly
inconsequential (and I never sense in this
performance the meeting of minds char-
acteristic of Menuhin's earlier editions),
they do not obscure the over-all interest
of this provocative experiment. And the
sound from the stereo test pressing sub-
mitted for review is astonishingly clear
and fine. H.G.

BEETHOVEN: Missa Solemnis, in D,
Op. 123; Overtures: Coriolan, Op.
62; Egmont, Op. 84

Uta Graf. soprano: Grace Hoffman, con-
tralto: Helmut Kretschmar, tenor: Erich
Wenk, bass: NDR Chorus; North Ger-
man Symphony (Hamburg). Walter
Goehr. cond. (in Op. 123): Vienna Fes-
tival Orchestra, Josef Krips, cond. (in
the Overtures). VANGUARD EVERYMAN (D
SRV 214/15. $3.96: SRVSD 214/15,
$3.96 (two discs).

The fourth new Missa Solemmnis recording
to be issued within a few months is an
intimately scaled. fast-paced, and easy-
going production. Inasmuch as the sing-
ing. orchestral playing. and engineering
are suavely managed. many listeners in
quest of a bargain-priced Missa may find
the geniality of Goehr's treatment prefer-
able to the more austere and monumen-
tal Wand interpretation for Nonesuch.
In my own opinion, more of the music's
stature  emerges from the Nonesuch
album. Krips's fine-textured. and similar-
ly lyrical. performances of the two pop-
ular overtures provide a welcome bonus.

H.G.

BEETHOVEN: Quartet for Strings,
No. 13, in B flat, Op. 130 with
Grosse IFuge, Op. 133

Smetana Quartet. Crossroabs ©® 22 16
0055, $2.49. S 22 16 0056. $2.49.

When Clementi made an unfavorable
comment on the Rasoumovsky Quartets.
Beethoven's response was: “Oh, they are
not for you. they are for a later age.”
And years later, when deafness and ill
health had further reduced the master's
civility, he was said to have flown into a
rage at a poor violinist who complained
about the difficulty of one of his high
violin passages. “Do you think 1 worry
about your cursed fiddle,” he screamed.
“when the spirits inspire me?” Well, then,
can you imagine the response of this iras-
cible genius when told that his Op. 130
Quartet was too long and too difficult?
You're wrong!! Beethoven took the criti-
cism to heart and promptly composed a
new and shorter finale—one of the most
bubbly and irresistible in the entire Bee-
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Westminster...

the pacemaker in

classical music.

Westminster presents a wide range of superb
classical recordings. Included are premier

recordings . .

. works brand new to the catalog

... and the debut of new artists on the

(A Westminster First)

CHARLES MUNCH conducts
ROUSSEL/DUTILLEUX

XWN-19119 WST-17119

{A Westminster First)

RAMON YBARRA /GUITAR MAGIC.
Classical guitar of the highest order by
an artist destined for high acclaim.
XWN-19117 WST-17117

MOZART: FANTASIA, K.475; SONA-
TAS K.310, K.457. Barenboim’s perform-
ances are a milestone.
XWN-19120

(A Westminster First)
JOLIVET conducts JOLIVET. Jolivet
makes an excellent case for his magic in
a highly recommended disk.
XWN-19118

WST-17120

WST-17118
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Westminster label.

T

ERESA STICH-HRANDALL

MRS IR FAHDF] ) ORTRE

RODELINDA |

STICH-RANDALL sings arias from

HANDEL'S RODELINDA
XWN-19116 WST-17116

{A Westminster First)

JULIUS BAKER/ANTHONY MAKAS
play flute/piano works of MARTINU/
ROUSSEL/PISTON/REIF.

XWN-19121 WST-17121
SCHUBERT/QUARTETS 8 & 10: ALLEGRI

STRING QUARTET. Proof again that
they are masters in their field.

XWN-19122 WST-17122

(A_Westminster First)

VIVALDI & VIEUXTEMPS/3 VIOLIN
CONCERTI/ROBERT GERLE. Violin vir-
tuosity in a premier recording.

XWN-19123 WST-17123
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HANDEL: XERXES (Highlights)
XWN-19115 WST-17115

(A Westminster First)

LUCIA POPP and ALEXANDER YOUNG
sing HANDEL. In advance of Lucia
Popp’'s Metropolitan Opera debut.

XWN-19124 WST-17124

{A Westminster First)

EASTER AT RIVERSIDE/FREDERICK
SWANN. A preview of the beautiful
Easter service for which the church is
famous.

XWN-19125 WST-17125

WESTMINSTER RECORDING CO.. INC. A SUBSIDIARY OF ABC RECORDS. INC.

CIRCLE 90 ON READER-SERVICE CARD
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thoven literature. Taking cognizance of
the man and his ways, I suggest that
Beethoven accepted the criticism because
he felt it was justified. I feel so too.

Moreover, when performances of the
originally proposed Op. 130 start out-
numbering the revised version in the
concert hall, and when celebrated cham-
ber groups begin perpetuating this sort
of “anti-revisionist” nonsense on rec-
ords, it is time for a vigorous protest.
The Grosse Fuge can stand perfectly
well on its own—in fact is heard to bet-
ter advantage that way. As appended to
the first five movements of Op. 130, it
makes for an arid, not to say acrid. listen-
ing experience. Beethoven knew what he
was doing when he wrote that second
finale.

Having entered this dissent, 1 hasten
to add that the Smetana Quartet’s per-
formance is magnificent. In contrast to
the jeweled grace of the most recent
Budapest entry, the Czech group stresses
rustic, peasantlike vigor. Yet. they are
also capable of delicate coloristic niceties,
and they are just as attentive to detail
as the Budapesters, as witness their
careful differentiation of quarter and
eighth notes in those curious little chro-
matic lead-backs from the trio section of
the second movement to the da capo
variant of the Scherzo.

These felicities are heard in drily
etched. biting. and completely satisfying
sonics. Now let’'s hope the quartet will
record that other finale. H.G.

BENDA: Symphonies (5): in F; in G;
in C; in E flat; in G

Orchestra. Libor Hlavadek, cond. Cross-
roADs ® 22 16 0059, $2.49; 22 16 0060,
$2.49.

It won't hurt anyone interested in the
origins of the classical symphony to lend
an ear to Benda (1722-95—he is com-
monly called George, though Jifi is the
form given here). Haydn and Mozart
didnt come out of nowhere, and the
seed of their more individual art is here
—in the respectably brisk first move-
ments. the lofty attitude of the violins in
the Andantes, the cheerful scrubbing in
the finales. And occasionally in some-
thing more. such as the concertante prin-
cipal violin in the E flat Symphony and
the woodwind accents in the G major
on Side 2. All simple, clean, and idio-
matic. The works are crisply performed,
clearly miked, and very stereophonic. S.F.

BRAHMS: Quartet for Piano and
Strings, No. 1, in G minor, Op. 25
(orch. Schoenberg)—See Schoen-
berg: Swite for String Orchestra,
in G.

BRAHMS: Symphony No. 2, in D,
Op. 73

Danish State Radio Orchestra, Fritz
Busch, cond. OpeoN ® E 80896, $5.79
(mono only).

The late Fritz Busch (1890-1951) de-
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serves an honored standing in the dis-
tinguished company (Toscanini, Furt-
wiingler. Beecham. et al.) that flourished
in the Golden Age of Conducting. His
1947 account of Brahms’s pastoral Sec-
ond Symphony is as revealing of the
man's classical leanings as were his
famous Glyndebourne Festival recordings
of Mozart's operas. Like Kleiber, a
kindred spirit, Busch eschews the usual
slowing down and stretching of connec-
tive tissue in favor of a terse economy
that strengthens the total mwsical pic-
ture. Only in the final movement does
the pace verge on the uncomfortably
brisk, but the conductor’s fastidious con-
trol saves the day and avoids a frantic
scramble. The clarification of numerous
details in the scoring bespeaks a mind—
and heart—of uncommon eloquence.
Among the many fine performances
available of the Brahms Second Sym-
phony. here is one of true greatness.
Fortunately, the transfer preserves to
an exceptional degree the realistic sound
of the original shellacs. Impact there is
a-plenty, though never of the booming,
bass-heavy,. insistent kind sometimes
found on 78s. Furthermore, the joints
have been well managed and there is
minimal surface scratch. Busch’s Haydn
88 and Mozart Linz should come next.
H.G.

DAVID: Quartet for Strings

1Szabd: Trio for Strings

{Mihily: Songs on Poems by Jozsef
Attila

Judit Sandor, soprano, Lorind Sziics,
piano (in the Mihdly); Tatrai Quartet.
QuaLiToN ® LPX 1227, $4.79; SLPX
1227, $5.79.

Gyula David is a pupil of Kodily, and
his quartet exhibits the same fastidious-
ness as the work of his teacher: it is
tuneful. beautifully made. and beautifully
played here by the Tatrai Quartet. Three
members of the same group also do well
by the vigorously dissonant trio of
Ferenc Szabé. The songs by Andris
Mihdly are very declamatory and de-
pend much on their texts: since the texts
are nowhere hinted at (even their titles
are not translated), the excellent efforts
of soprano Judit Sandor and her ac-
companist. Lorind Sziics, are fairly fu-
tile. AF.

DEBUSSY: Sonata for Violin and
Piano, in G minor—See Franck:
Sonata for Violin and Piano, in A
(RCA Victor version).

ELGAR: Concerto for Cello and Or-
chestra, in E minor, Op. 85

Jacqueline du Pré, cello; London Sym-
phony Orchestra, Sir John Barbirolli,
cond. ANGFEI. ® 36338. $4.79: S 36338,
$5.79.

For me and, 1 suspect, for many others
too. the most memorable event in the
1964/65 New York concert season was
the Manhattan debut in May of the
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British cellist Jacqueline du Pré, who
was then within a few days of her
twentieth birthday. It was the Elgar
Concerto that she played on that oc-
casion, and Angel has now recorded her
incomparable reading. This, Elgar's last
great work (composed in 1919), is
shorter, more romantic in form, far more
melancholy and withdrawn in feeling
but no less noble or moving than the
Violin Concerto written nine years
earlier. Miss du Pré has the measure of
all its moods, from the desolate sadness
of the first movement, through the
scurrying but vain attempts at escape
of the following Allegro molto, to the
heart-easing warmth of the Adagio and
the determined but still shadowed jubi-
lation of the Finale. Her technical mas-
tery, too, is even more complete than it
was and she produces a wonderfully rich
and eloquent tone that bespeaks an ideal-
ly free right arm.

With worthy support from the London
Symphony under Sir John Barbirolli,
and a superbly colorful and dynamic
recording, this performance puts every
previous version in the shade, and it
is worth the full price of the record
many times over. This is just as well,
for Side 2 represents the biggest wasted
phonographic opportunity to have en-
raged me in a long time. In England,
the Concerto has been coupled with
Janet Baker's performance of Elgar’s less
important but still beautiful Sea Pic-
tures. Here, instead, we have an extraordi-
nary mishmash of snippets and arrange-
ments (from pieces by Bach. Saint-
Saéns, Falla, and Bruch). They are
very well played. Who needs them? B.J.

FALLA: El Amor brujo
{Ravel: Rapsodie espagnole: Pavane
pour une Infante défunte

Victoria de los Angeles, soprano (in
the Falla); Philharmonia Orchestra (in
the Falla), New Philharmonia Orchestra,
Carlo Maria Giulini. cond. ANciL ©
36385, $4.79: S 36385, $5.79.

It's of course no surprise to hear how
ideally Victoria de los Angeles is suited
to El Amor brujo’s sophisticated trans-
mutations of flamenco idioms. 1 doubt
that its four brief vocal solos ever
have been more hauntingly sung on rec-
ords, even though the present micro-
phoning is too close for proper balance
with the orchestra. In other respects, the
luscious stereo recording does well with
the (old) Philharmonia’s playing in the
livelier, louder parts of the score, super-
latively well with the slower. quieter
parts—which, indeed, I've never heard
more poetically read.

The Ravel side is less successful. The
expressive pathos of Giulini's Pavane
verges perilously on lugubriousness; his
Rapsodie sounds too painstakingly con-
trived for all its considerable brilliance
and the almost microscopic clarity of
the intricate score’s inner details. This is
partly the result of excessive solo-instru-
ment and percussion-section “spotlight-
ing” in a recording made mcre recently
than that of the overside ballet. But in
any case there is no serious challenge

CIRCLE 22 ON READER-SERVICE CARD—»


www.americanradiohistory.com

If there was ever a time

that you shouldn’t care about the cost of a record....

We say that because this LP
is absolutely free...with the
purchase of either one of the
two new Casals recordings
listed below. Yet “Casals—A
Living Portrait” is priceless in
a much more important way.

It is one of the most moving
and vital recordings you’ll ever
own, a fascinating glimpse
into the awesome world—and
mind—of Pablo Casals.

_It took months and months
for us to produce. And is a
labor of 16ve. The best way we
could think of honoring the
90th birthday of one of the
greatest men the musical world
has ever known.

Here is the voice of Casals.
And his heart. ““To live is not
enough,” he tells us. ““We have
to take part in what is good
...and to do our best...and
speak and write. This is the
duty of everybody...and more
so, of the privileged people
who have won the esteem of
the world.”

Here is the spirit of Casals.
Performing. Teaching.

This is it.

I do, and I attribute it to my

love of life,” he gently states.
“I know thatI am a happy man.”

The rest is for you to
Here is Casals discussing experience. That is why we

Bach. And his own quest for  say we know you’ll cherish
world peace. And his attitudes, this LP.
his philosophies. “'It’s a great Even at any price.

thing to be able to work as
g CASALS:

A LIVING
PORTRAIT

In his vwn words
Commentary by jsaac Stern
Lamtont Katcivon

“Rainbow! Rainbow!
Rainbow! Music is a divine
thing,” he exclaims, ‘'a state
of the soul.”

PC-1 Free with the purchase of either one of these
new releases:

Pablo Casals
The Sound of Genius on
Columbia Records @

New Casals Releases:

Bach: The Four Orchestral Suites—
The Marlboro Festival Orchestra,
Pablo Casals, Conductor.

M2L 355/M2S 755*

(A 2-Record Set)

Beethoven: Eighth Symphony/
Mendelssohn: Fourth Symphony
(“Italian”)—The Marlboro Festival
Orchestra, Pablo Casals, Conductor.
ML 6331/MS 6931*

i
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here to such more idiomatic readings
as those of Ansermet and Monteux. or
to the memorable orchestral playing and
engineering in the 1965 Ormandy version
for Columbia. R.D.D.

FINE: Symphony 1962; Toccata Con-
certante; Serious Song: Lament for
String Orchestra

Boston Symphony Orchestra. Irving Fine.
cond. (in Svimphony 1962). Erich Leins-
dorf. cond. RCA Victor ® LM 2829,
$4.79: LSC 2829. $5.79.

Irving Fine of Brandeis University died
in 1962 at the age of forty-seven. This
disc contains the last and most impor-
tant work of his life, his Symphony 1962,
in an excellent concert performance
recording under the composer’s direction
given at the Berkshire Music Festival on
August 12 of the year mentioned. less
than two weeks before Fine's death.
It is a great. big work. freely 12-tone
in its idiom. epical in its structure.
tremendously dramatic in over-all effect.
This score proves beyond a doubt that
Irving Fine was on his way to becoming
one of America’'s major composers if
he had. indeed. not already arrived
at that stature.

On the other side of the disc are two
shorter works—the beautifully lyrical
piece called Serious Song: Lament for
String  Orchestra, and the very early,
Stravinskyan, neoclassical Toccata Con-
certante. Both are excellent achievements
and well worth having on records—
especially when they are so magnificently
played and recorded—but they are not
in the same class as the superb sym-
phony. AF.

FRANCK: Sonata for Violin and
Piano, in A

tRavel: Sonata for Violin and Piano

tSchubert: Sonatina for Violin and
Piano, in D, D. 384

Péter Komlos, violin; Gyorgy Miklos,
piano. QUALITON ® LPX 1226, $5.98;
SI.LPX 1226, $5.98.

FRANCK: Sonata for Violin and
Piano, in A

{Debussy: Sonata for Violin and
Piano, in G minor

Erick Friedman, violin: André Previn,
piano. RCA Victor @ .M 2907. $4.79;
1.SC 2907. $5.79.

Komlds and Miklos play the Franck
with surging ardor, imperious drama. and
an unfailing sense of structure. Theirs
is a performance in the finest romantic
tradition. Komlés. obviously a major
violinist. commands all the color in the
world and attacks his notes with arrest-
ing authority. The nuance and tempera-
ment which both he and his partner lav-
ish on this popular Sonata cause it to
blaze with vibrant life. There is some-
thing of Szigeti in this altogether excep-
tional playing.

Like Szigeti again. Komlés opts for a
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rather fast. rigorous tempo in the “blues”
section of the Ravel, though he misses
some of that veteran’s wealth of color
and sheer familiarity with the very elusive
colloquial jazz language. Indeed. his en-
tire reading of this Sonata, while im-
peccably thought out, impresses one as
a bit on the straight. square side. It is
good but not quite “endsville™!

In the Schubert, the two artists are
back in their element. even if their bold.
vigorous conception does sound unusual-
ly akin to one of the Beethoven Opus 12
Sonatas.

One very nice feature of the Hungarian
Qualiton recording (I have heard only
the stereo pressing) is the uncommonly
forward placement given the piano. The
change in balance never works against
the violin line but rather enhances it by
providing sturdy bass support.

One renowned music critic once de-
scribed a heavy-handed interpretation of
romantic music as comparable to “a
tank going through a field of lilies.”
While Friedman and Previn certainly
play too well to merit a similar charge,
I must say that their approach to the
Franck—with pistol-shot spiccato attacks,
st.etched-out rhetorical devices, and out-
sized dynamics—is built to oceanliner
rather than to sailboat specifications.
Both this work and the overside Debussy
display the ultimate in bravura and
anti-emotional fireworks: with due re-
spect for the success with which Fried-
man and Previn realize their particular
goals, this mode of performance is simply
not for me. The ultravivid studio en-
gineering throws floodlights on every
scrape of the assured Friedman bow and
magnifies each piston stroke of Previn's
fingers. H.G.

HANDEL: Concertos for Organ and
Orchestra (complete)

Eduard Miiller, organ; Schola Cantorum
Basiliensis. August Wenzinger, cond.

For a feature review of this recording.
see page 78-C.

HANDEL: Twelve Concerti Grossi,
0p. 6

Chamber Orchestra. Alexander Schneider.
cond. RCA Victor ® LM 6172, $14.37;
LSC 6172, $17.37 (three discs).

Alexander Schneider’s appearances as a
conductor on records have not often
evoked in me the same degree of admira-
tion called forth by his work as violinist
and chamber music player. Here, how-
ever, with a group of about twenty expert
string players, he turns in a performance
that from a technical standpoint could
hardly be bettered. The ensemble is ex-
act in the trickiest places: some fast
movements—final Allegro of No. 2.
Presto of No. 5, first Allegro of No. 10
—are played with a virtuoso unanimity.
Almost everywhere Schneider seeks out
the melos in the music: much of the time
Handel's lines are beautifully molded
by these singing strings. There are a
few movements whose treatment is not
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Handel a la Schneider—a dual role
for the dynamic conductor/ violinist.

persuasive. It seems to me that there is
a hardness, an unseemly driving quality.
in the finales of Nos. 1, 8 and (to a
lesser extent) 12. The Polonaise of No.
3 is played in a heavy. peasantlike fash-
ion, but Handel probably knew the dance
only in its courtly form. In a couple
of cases—second Allegro of No. 1, first
Allegro of No. 3—the men take fast re-
peated-note themes in one bow. or else
change bows so skillfully that it sounds
like one bow. But this is probably con-
trary to the style: it is very likely that
baroque composers counted on the fresh
impulse given each note by changing
the direction of the bow to enliven re-
peated-note figures.

The fugues are all played with verve
and discrimination: not every appearance
of the subject is underlined or thrust at
you, as it so often is when performers
act as though all that stuff between
statements of the theme were just filling.
Schneider conveys the special character
of some movements effectively. In No.
5. for example. the jaunty quality of the
first Allegro is delightfully caught, as
is the playfulness of the last. The first
Allegro of No. 9 gets a cheery, lively
performance; its Gigue is played with
all the grace and charm immanent in this
fine music. Schneider makes dramatic
pauses in the Allemande of No. 8, but
they come off well: a similar attempt in
the Andante Larghetto of No. 2, however,
seems overdone.

Some listeners may find the tone of
the concertino—Schneider and Felix Gal-
imir, violins. Charles McCracken. cello
—a little juicy for their taste. It does
seem to me that these artists use a con-
stant. marked vibrato that is much more
suitable to nineteenth-century than to
baroque music. It is especially noticeable.
however. only in slow sections, and
there aren’t many of these for the con-
certino alone. The tone of the tutti does
not have this fault, as a rule: only the
Siciliano of No. 8 is played overexpres-
sively. For the rest. and for the most
part. this is a highly enjoyable reading
of some of the most beautiful orchestral
works of the baroque period, very well
recorded in both versions. N.B.
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Handel
with care.

And with affection.

And with a near-fanatic fidelity to
the 18th Century spirit.

That’s the premise of Archive’s
superb new edition of the sixteen
organ concertos.

Edward Mueller is organ soloist, and
August Wenzinger conducts that
remarkable orchestra of antique
instruments: Schola Cantorum
Basiliensis.

All told, more than a hundred hours
of recording have gone into this
album. More than a thousand hours
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of research. We even commissioned
a magnificent replica of Handel’s own
organ to be custom-built for the
occasion.

And—for the occasion—we offer
you this remarkable set at a very
remarkable price.

SPECIAL OFFER: TWO FREE
RECORDS IN EVERY BOX!
Five LP’s. Sixteen concertos. Plus a
fact-filled illustrated booklet. Yet

you pay for three records only!

Because the other two are on us.

' What more can we say—except now.

HANDEL: THE COMPLETE
ORGAN CONCERTOS
(Stereo only) SKL 917-921

Other new releases on DGG:
BRUCKNER: SYMPHONY No. 4
(“THE ROMANTIC”);

FIVE MOTETS. The latest in
Eugen Jochum’s triumphant
Bruckner series. Berlin
Philharmonic; Bavarian Radio

Chorus (2-record set) 39 134-5;

Stereo 139 134-5

BEETHOVEN: COMPLETE
CELLO SONATAS. Pierre Fournier,
cellist; Wilhelm Kempff, pianist.

(3-record set) Stereo only 138 993-5
SCHUBERT: PIANO SONATAS
in A minor and G major. Wilhelm

Kempff. 39 104; Stereo 139 104
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MOZART: STRING QUARTETS
No. 15 in D minor, K. 421; No. 19
(“The Dissonant”) in C, K. 465.
Amadeus Quartet 39 190;

Stereo 139 190

on ARCHIVE:

SCHUETZ: MOTETS FOR
DOUBLE CHOIR. Nine rarely-
heard motets. Dresden Cross Choir;
R. Mauersberger, cond. 3269;
Stereo 73269

NARDINI & TARTINI:

3 VIOLIN CONCERTOS.

E. Melkus, violin.

Vienna Capella Academica;
Wenzinger, cond. 3270;

Stereo 73270

PIERRE VAN MALDERE:

4 SYMPHONIES. Never-before-
recorded works by the Flemish
master. Solistes de Liége; J. Jakus,
cond. 3279; Stereo 73279

B
Deulsche

Grammop
Gesellschaft

ARCHIVE

PRODUCTION

Free on request! New illustrated DGG / Archive
catalog. Write MGM, Classical Division,

1350 Avenue of the Americas,

New York, New York 10019

DGG /Archive Records are distributed by
MGM Records, a division of Metro-Goldwyn-
Mayer Inc.
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HAYDN: Concertos: for Trumpet and
Orchestra, in E flat; for Horn and
Orchestra, No. 2, in D

{Hoffmann, Leopold: Concerto for
Flute and Orchestra, in D

Helmut Schneidewind, trumpet (in the
Trumpet Concerto); Erich Penzel, horn
(in the Horn Concerto): Valerie Noack,
flute (in the Flute Concerto); Con-
sortium Musicum, Fritz Lehan, cond.
Mace ® M 9039, $2.50; MS 9039, $2.50.

This is a delightful record, far preferable
to the recent Turnabout release contain-
ing the two Haydn works and the same
composer’s Oboe Concerto. The D major
Flute Concerto used to be attributed to
Haydn too (it is catalogued as H. VIIf:
D1), but it is now known to have been
written by Leopold Hoffmann (or Hof-
mann), an Austrian composer and
Kapellmeister who lived from about 1730
to 1793. This Concerto is a bit of a bore,
especially its interminable first movement,
but Valerie Noack. though occasionally
breathy, does very well by it, and man-
ages some poetic touches in the slow
movement.

The two Haydn works are nicely done.
Erich Penzel's reading of the Second
Horn Concerto is both sensitive and
straightforward, and Helmut Schneide-
wind gives a lovely performance of the
Trumpet Concerto. with fine tone, ele-
gant phrasing, and impeccable intonation.
a few tinkles of continuo can be heard
in the Hoffmann piece, and would have
been welcome too in the Horn Concerto,
but for the most part the accompani-
ments directed by Fritz Lehan are clean.
stylish, and sympathetic. The recording
is warm and well balanced.

Discussing Haydn's life in 1796, when
the Trumpet Concerto was composed, the
liner note mentions with an air of sur-
prise "a new love (at 75)”; this was
indeed quite an achievement for a man
who was born in 1732, B.J.

HAYDN: Quartets for Strings, Op.
54; No. 1, in G; No. 2, in C; No.
3, in E

Juilliard Quartet. Eric ® LC 3931, $4.79:
BC 1331, $5.79.

This release serves as recording baptism
for the Juilliard’s new second violinist.
Earl Carlyss, who replaced Isidore Cohen
in December 1965. The change in per-
sonnel has in no way hurt the group:
the same exquisitely balanced ensemble
sound and authoritative precision that
characterized the quartet in the past
are still there. If anything. they sound
even better-—a warmth of expression oc-
casionally wanting in previous recordings
permeates this new disc.

The works themselves are gems. Poign-
ant, energetic, rich in harmonic sur-
prises, the three quartets are on a par
with the more frequently played Opus
76 collection.

As for the performances, one could ask
for no more. Fast movements are in-
fused with demonic thrust, yet are ever
elegant. It is in the slower movements.
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however, that the Juilliard really shines.
Perhaps the most impressive playing is in
the adagio of the C major Quartet, a
brooding, introspective kind of lament.
The performance is one of controlled
intensity, filled with noble pathos. This
is music making of the highest order—
a model! of dynamic balance and perfect
articulation that still remains freely ex-
pressive and intimate.

Vox's projected series of the complete
Haydn quartets, now partially fulfilled.
offers competition from the Dekany
Quartet (in a three-disc album which also
includes Opp. 55 and 42). These are
generally sound performances, a bit more
relaxed than the Juilliard but also a
trifle ploddish at times. even when faster
tempos are employed. The principal dif-
ference is in the technical prowess of the
Juilliard Quartet. The Dekany group has
good ideas, often similar to their com-
petitor’s, but they don’t quite have the
finesse to carry them off.

Epic has provided lucid and spacious
sound. untarnished by the harshness that
afflicts the Vox recordings.

STr.VEN LowE

HAYDN: Symphonies: No. 59, in A
(“Fire”’): No. 70, in D

Esterhdzy Orchestra. David Blum. cond.
VANGUARD @ VRS 1161, $4.79: VSD
71161, $5.79.

This is an astonishing record. After some
of the performances the Esterhazy Or-
chestra has perpetrated at recent New
York concert appearances, the precision,
body, and fire of its playing here pro-
vidle a most welcome contrast. The
works themselves are among the finest
of Haydn’s first eighty symphonies. No.
59 was written in the late 1760s (earlier
than its numbering suggests). It probably
derives its nickname, not as David Blum
suggests in his liner from the character
of the first movement, but from a play
called Der Feuerbrunst to which it may
originally have formed incidental music.
No. 70 is especially notable for the con-
trapuntal skill of its slow movement,
whose main theme is constructed as a
canon in double counterpoint, and even
more notable for its Finale, most of
which forms a triple fugue outstanding
in its strength and driving vigor.

Not long ago Mercury issued an ex-
cellent recording of No. 59 conducted by
Dorati, but this new Vanguard is even
better. In the end movements Blum
equals the standards set by Goberman's
Haydn performances in liveliness and
style (there is a clear harpsichord con-
tinuo. by the way), and surpasses them
in textural clarity and rhythmic poise.
He is not afraid of really fast tempos,
and the Finale strides along with rare
panoply, but lyricism is not lacking either.
The slow movement truly sings, and the
subtle rhythmic structure of the third
movement’s trio section is beautifully
realized. The minuet itself, thematically
related to the slow movement. is equally
good.

In No. 70. a still greater work. Blum's
superiority over his rivals is even more
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clear-cut. Some may feel that the humor
of the trio could have been left to speak
for itself without the little portamentos
Blum applies, but personally I find the
effect delightful, and the rest of the per-
formance is impeccable.

The conductor is helped by an out-
standingly lifelike recording, which al-
lows full scope to his exciting dynamic
contrasts and his lithe, pouncing accents.
I cannot remember when 1 last heard a
Haydn record to match this one. B.J.

HINDEMITH: Mass, 1963
1+Schoenberg: Dreimal Tausend Jabre:
De Profundis

Whikehart Chorale, Lewis E. Whikehart.
cond. LyricHory ® LL 161, $4.98:
LLST 7161, $5.98.

It's the merest coincidence, I think, that
the last works of both Schoenberg and
Hindemith should have been written
for unaccompanied chorus, but in any
case it provides Lewis Whikehart with
an excuse for coupling them on the same
record. The only trouble is that their
musical value is in inverse proportion
to their length. Both the Schoenberg
pieces are short, concise. consistent—
and very different from one another,
in spite of the fact that both spring
from Schoenberg's identification with
exiled Jewry. Dreimal Tausend Jahre
is concerned with a contemplative vision
of the Return De Profundis, on the
other hand, is a setting (in Hebrew) of
Psalm 130, which proclaims Israel’s
faith in God and in His power to redeem
His people from persecution and misery.
Here Schoenberg uses not the calm
four-part homophony of Dreimal Tau-
send Jahre, but the subtle and sinewy
mixture of speech and song that he
had developed for the great choruses of
Moses and Aaron, to symbolize both the
voice of God and that of the children of
Israel. The result is dramatic in the
extreme—even more so than it appcars
in this performance—but the drama
comes entirely from Schoenberg's direct
response to the words and their meaning.

This kind of intensity is precisely what
I feel to be missing from the Hindemith
work, in spite of its determined use
(not to say exploitation) of a wide
range of choral techniques and effects.
I do not share the total rejection of
Hindemith fashionable in some circles,
but there was certainly a falling-off in
inspiration in his later music, and no-
where more than in this Mass, written
for the Vienna Chamber Choir in 1963.
In fact, in spite of its use of the
Renaissance medium of the unaccom-
panied chorus, it seems to me the
apotheosis of that later anomaly, the
“concert Mass.” Perhaps it might make
more of an effect if the Whikehart
Chorale sang its uncomfortably chro-
matic lines with more spontaneity of
phrasing and more attention to the
shape and weight and meaning of the
words. As it is, I have to admit that
I was pretty bored.

By and large the choirs intonation is
accurate, but the effort this costs them
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Put big sound between your bookends

Here’s the exciting new Jensen X-40,
ultra-compact loudspeaker system.
Physical dimensions: One cubic foot.
Sound dimensions: It’s way ahead of
anything else in its class.

Jensen engineers have created this
big-system sound with an 8-inch, long
travel FLEXAIR® woofer and a 3-inch
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direct radiator tweeter housed in a
fine oiled walnut cabinet. And for
only $57.

Don’t miss hearing the X-40 in a
monaural or stereo demonstration at
your Jensen dealer. If you prefer the
highs of a horn-loaded tweeter, ask
to hear the dynamic new X-45 loud-

=
Jensen

Jensen Manufacturing Divisien, The Muter Company
6601 South Laramie Avenue, Chicago, Illinois 60638
CIRCLE 49 ON READER-SERVICE CARD
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speaker system, too. (It costs only
six dollars more.)

Both models have high frequency
balance controls. Both are two-way
systems thal cover the complete audio
range from 30 to 16,000 cycles.

And that’s a lot of sound between
anyone’s bookends.
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of the third movement of the Capriccio
Janiéek wrote for the one-armed pianist
Paul Wittgenstein, where a village-band
theme alternates with the sort of sounds
on the brass that stones might make if
they tried to speak to one another. This
Capriccio. composed in 1926 at the same
time as the Glagolitic Muss. is the tough-
est of these four works, if only because
its brass sonorities are harsher and less
conventional, but it is perhaps also the
most rewarding, once one has learned to
“read” it. The more frequently played
Concertino, composed a year earlier,
seems to me to suffer from the character-
istic Janalek fault—an excess of con-
trast. Relying more heavily on contrasting
moods and materials than on develop-
ment, Janalek succeeds only in weaken-
ing the would-be transcendental effect of
his final climax. But it is a fine and
individual piece all the same, and Hilde
Somer plays it with brilliance and under-
standing—though 1 could wish the
rhythm of her final solo outburst was
more accurate.

The works on the other record are
both in a considerably lighter vein, even
if the tenderness of Mlddi's slow move-
ment strikes quite deep. This is a suite of
four movements for a wind sextet of
rather unusual composition: flute (dou-
bling piccolo), oboe, clarinet. horn, bas-
soon. and bass clarinet. The soloists of
the Caramoor orchestra are outstandingly
good, especially (however invidious it
may be to single one out) the horn-
player, Brooks Tillotson. Janaek's de-
mands are pretty merciless, but he fulfills
them with unfailing skill and sensitivity.

The Nurserv Rhiyines on the other side
were inspired by the children's page in
the newspaper Lidové Noviny, where
they used to appear with witty but quite
unassuming drawings by Czech cartoon-
ists of the day. These drawings are repro-
duced in the score and also, I'm glad to
say, in the text that accompanies the
record. They are nothing much as art,
but they do give one a further key into
the world of Janadek’s settings for a
group of nine voices (used in various
combinations) and a splendidly eccentric
choice of ten instruments (including
ocarina!). I'm not certain that the peas-
ant humor of the original words trans-
lates too effectively into English; though
the job has been done probably as well
as it could be, there remains something
slightly incongruous about these barn-
yard antics described in the accents of
urban New York (or London for that
matter). Anyhow, in default of the ad-
mirable old Supraphon recording, we
must be very grateful for this one, which
certainly conveys the work's unaffected
high spirits.

The final tribute, of course, must go
to Julius Rudel, who conducts all four of
these works in what seems to me like
very authentic style. Apart from a slight
waver on the piano tone at the beginning
of the Concertino and some distortion in
the Nursery Rhymes the recording is
good. J.N.

LISZT: Reminiscences de Norma;
Hexameron Variations on the
March from Bellini’s “I Puritani”

Raymond Lewenthal, piano. RCA VicTorR
5 LM 2895, $4.79; LSC 2895, $5.79.

A bit of clarification is in order about
the heading above. The Hexameron
Variations are so-called because they
resulted from the joint enterprise of
Henri Herz, Sigismond Thalberg, Johann
Peter Pixis, Carl Czerny, and Chopin,
with Liszt officiating in an extended in-
troduction. The overside Norma Rem-
iniscences, in contrast, are pure Liszt.
With due respect to Lewenthal's often
technically awesome playing, 1 wonder
whether he may not have missed his
true vocation. The pianist's annotations
for this set are as delightfully smart-
alecky and as fascinatingly informative
as the ones for his previous Alkan col-
lection and his recital programs. Their
verbal brilliance suggests a latent Victor
Borge. If Lewenthal ever decides to
forsake the wretched life of a concert
pianist, he has another career open to
him. As it is, one wishes that the pi-
anist had some of the color and projec-
tion of the writer: the present Norma
paraphrase is extremely sober. kvery-
thing considered, Alfred Brendel’s old
Vox edition made much more of this
splashy nonsense.
But that Hexameron with Lewenthal’s
accompanying treasure map is great fun.
H.G.

MAHLER: Symphony No. 8, in E flat

Erna Spoorenberg (s), Magna Peccatrix;
Gwyneth Jones (s), Una poenitentium;
Gwenyth Annear (s), Mater gloriosa;
Anna Reynolds (c), Mulier Samaritana;
Norma Procter (c), Maria Aegyptiaca;
John Mitchinson (t), Doctor Marianus;
Vladimir Ruzdjak (b), Pater estaticus;
Donald Mclntyre (bs), Pater profundus;
Leeds Festival Chorus; London Sym-
phony Orchestra Chorus: Orpington
Junior Singers; Highgate School Boys’
Choir; Finchley Children's Music Group;
London Symphony Orchestra, Leonard
Bernstein, cond. CoLuMBIA ® M2L 351,
$9.58; M2S 751, $11.58 (two discs); @
M2Q 876, $11.95 (double play).

To be a success, a recording of Mahler's
“Symphony of a Thousand” has to be a
big success. Not only is a conductor
required who has the enormous measure
of the work. Not only do vast vocal
and instrumental forces have to be drilled
to a high level of precision and of sheer
sound production. Even if both these re-
quirements are met, they will go for
comparatively little if the recording fails
to do justice to the huge, resonant cli-
maxes in which the score abounds.

In the Columbia recording under re-
view, all three requirements have been,
for the first time, fully met. The an-
tique Epic version recorded live under
Eduard Flipse at the Holland Festival
more than a decade ago fulfilled the
first condition only partially, and the
third not at all. The Abravanel/Utah
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version released more recently by Van-
guard represented a distinct advance on
all three counts, and it must therefore
continue to be considered a competitive
recording of the work. But in my judg-
ment, this new release, in which Leonard
Bernstein leads not the New York Phil-
harmonic but the London .Symphony
Orchestra, clearly supersedes it as the
best version currently available, and
indeed as the best we are likely to have
for a very long time.

As at his performances in New York a
year ago, Bernstein triumphantly fills
the emotiona! profile of the music with
a richness of expression that is always
exciting and always truc. He also suc-
ceeds in achieving what Abravanel’s
otherwise admirable reading, and mag-
nificent live performances by Horenstein
and Charles Groves, have not achieved:
he makes Part II hang together and
sound like a real Part II, and not like
three separate movements. In this setting
of the final scene from Goethe's Faust,
Mahler's close adherence to the repeti-
tive verbal rhythms runs the risk of ex-
cessive sectionalization, but the breadth
of Bernstein's conception magisterially
surmounts this danger.

The orchestra gives as fine an ac-
count of its part as I have heard, and the
muassed choral forces span their extremes
of dynamics and expression with sensi-
tivity and ample power. ldeally, the solo
parts call for voices of Nilssonian size
but. failing that, the present line-up is a
very acceptable one. The three sopranos
keep a good, clean line, the altos and
the baritone and bass are rich and firm,
and tenor John Mitchinson's heroic
tones produce some thrilling moments,
particularly at the ecstatic “Jungfrau,
rein im schonsten Sinne” passage.

All this is presented in a recording
which replaces the knife-edge clarity of
the Vanguard with a much warmer am-
bience. If you want to learn, say. the
second alto choral part by ear, the Van-
guard is the one to go for, but the Colum-
bia is better suited to the engulfing
character of the music. It is both warm
and brilliant, and it accommodates the
triple fortes with majestic ease. Almost
inevitably, one or two climaxes sound
as if they have been slightly held back
by the engineers, but this has been done
with great skill a page or so before the
actual Hohepunkt so as to disturb the
effect as little as possible.

This is a superb production, and 1
am bowled over by it. In only one re-
spect, and that a controversial one, do
1 think it reasonable to cavil at the
conductor’s interpretation: Bernstein’s
gradual broadening of tempo through
the big choral development in Part I is
a questionable procedure, and it brings
back the Veni, creator spiritus motif
at a speed anti-organically slower than
that of the beginning of the Symphony.
To me, Abravanel’s handling of this
passage is formally more satisfying. On
the other hand, it could be argued that
Bernstein's holding back is exactly what
is needed to give the start of the re-
capitulation the overwhelming weight it
needs. Probably this is the sort of ques-
tion one can only be sure about after
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Are you one Qf the ('J'(?(*])t’bons/ For the most astonishing set of specifications
you've ever read, write ""Exceptions,” Marantz, Inc.,, 37-04 57th St., Woodside, New York 11377,
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A SUBSIDIARY OF SUPERSCOPE, INC,

The Marantz components illustrated, top to bottom: SLT-12 Straight-Line Tracking Playback System * Model 15 solid-state
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living with an interpretation tor some
time. In any case, Bernstein's reading is
far and away the finest over-all realiza-
tion of the work in my experience.
Abravanel achieves a commendable and
valuable degree of accuracy: Bernstein
achieves sublimity, and that is much
more to the point. B.J.

MENDELSSOHN: Symphonies for
Strings: No. 9, in C: No. 10, in B
minor; No. 12, in G minor

Academv of St.  Martin-in-the-Fields,
Neville Marriner, cond. Oistau-LyrRrL @
RG 467, $4.79; ZRG 5467, $5.79.

The twelve symphonies which Mendels-
sohn composed for performance by his

family string ensemble are works of his
youth. So, for that matter, was the Mid-
summer Night's Dreamm Overture, which
is certainly one of the composer’s mas-
terpieces. While not quite on that ex-
alted level, these charming works are
most assuredly not to be written off as
juvenilia. Indeed, they are quite sur-
prisingly passionate for a youth of four-
teen, and their neglect is quite unfor-
givable.

It would be difficult to imagine more
eloguent performances than the ones
given here by this superb thirteen-piece
British ensemble. Marriner and his men
produce an unusually sonorous. yet never
strident, collective tone and give the
listener the best of both the grand-or-
chestra and chamber-music worlds. There
is something Toscanini-like about the

S e

An album of major contemporary songs, performed with stunning
impact, by the most compelling voice of this generation.

JUDY COLLINS sings the
Marat/Sade, Pirate Jenny

{ Brecht-Weill-Blitzstein),

Bob Dylan's Just Like

Tom Thumb's Blues, Donovan's
Sunny Goodge Streel, Jacques

Brel's poignant anti-war song
La Colombe, Leonard Cohen's
lilting Suzanne and searing
Dress Rehearsal Rag, the
Lennon-McCartiney favorite
In My Life, Richard Farifia’s
rollicking Hard Lovin' Loser,
and others. Truly the
“Record of the Year."

Album arranged

and conducted by

JOSHUA RIFKIN

Recorded by ELEKTRA in London
EKL-320 {mona)

EKS-T3M (steren)

ELEKTRA RECORDS

41 W, S1st 51, « New York City 1000% + 2, Dean 5t. « London W.1, England =
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Mendelssobn at thirteen—a year
later be wrote these symphonies.

fastidious rhythmic interlocking and
tautly expressive phrasing they offer,
and also about the fine-grained adjust-
ments in  balance which bring such
pathos te the deceptively calm surface
of the music. It's a beautifully engi-
neered recording too. H.G.

MIHALY: Songs on Poems by Jozsef
Attila—See Divid: Quartet for
Strings.

MOZART: Divertimento No. 17, in
D, K. 334

Cleveland Orchestra. Louis lLane, cond.
CoLumsia ® ML 6324, $4.79: MS 6924,
$5.79.

It is not often that an assistant conductor
of a major orchestra is given the oppor-
tunity to record with it, and in the kind
of repertory that is the particular baili-
wick of the boss, but that is what we
have here. The Cleveland strings play
with their customary singing tone. the
winds with their bull's-eye intonation. If
there is sometimes not cenough contrast
between piano and forte, and if in mat-
ters of phrasing and accent there is not
always quite the finesse to which Szell
has accustomed us. this is still a big-
league performance.

The work has been previously recorded
by a string guartet with two horns, which
is probably v.hat Mozart had in mind,
and a string orchestra with horns. lane
has the interesting idea of allotting some
of the first-violin material to a solo fid-
dle. This works especially well in the
Variations: in the second one, for ex-
ample. the solo violin plays the first
section the first time. but several or all
the first violins play its repeat: this pro-
cedure is reversed in the second section.
Rafuel Druian. the orchestra’s concert-
master. plays his solo passages beauti-
fully. There is wonderful stuff in this
work. particularly the Variations: the
imaginative second Minuet. with its un-
expected touches, including the pathos
of the first Trio: and the delightful
Rondo. All of it is done justice to in this
fine performance, which seems to me to
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be almost on a par with Karajan's on
DGG, with the Berlin Phitharmonic.
First-rate sound. N.B.

MOZART: Don Giovanni

Claire Watson (s). Donna Anna: Christa
Ludwig (ms), Donna Elvira: Mirella
Freni (s) Zerlina: Nicolai Gedda (t),
Don Ottavio: Nicolai Ghiaurov (bs),
Don Giovanni: Walter Berry (bs), Lepo-
rello; Paolo Montarsolo (bs). Masetto:
Franz Crass (bs). Commendatore: New
Phitharmonia Chorus and Orchestra,
Otto Klemperer. cond. ANciL © DL
3700. $19.16: SDI. 3700, $23.16 (four
discs).

A disappointing issue: stodgy conduct-
ing. patchy casting. No doubt there are

solid reasons for its release, but it is the
sort of production which, to an out-
sider. seems inexplicable—why another
indifferent Don Giovanni in such a
crowded field?

I know in what high regard Otto
Klemperer is held, and with what good
reason. But 1 do not think that the effect
of this reading is traceable to mere taste
in the matter of tempos. It is just boring.
The overture starts out with a magnifi-
cently weighty statement of the opening
measures. but as the allegro molto thuds
along a measured. slow, inflexible course,
we wonder if the music is ever really
going to go anywhere. It doesn’t: the
finales are well built, but most of the
time one just waits for the numbers to
hurry up and end. The opening scene
will, 1 think. pinpoint the quality of the
performance: it is very slow (intolerably

Hear a new kind of instrument...
enjoy a new kind of recorded sound.

IT'S A BAND

IT'S A COMBO

e

6$£*PLUH

Utterly different, entirely new. That’s the Explorer—going into
orbit for the first time on this super-fi stereo recording.

The Explorer is not a modified organ. Then what is it? The
Explorer is the unique development that with equal facility plays
the part of various strings, reeds, brasses and some familiar per-
cussive instruments. In addition Explorer creates a variety of

New Sounds.

HEARING IS BELIEVING. Listen to Granada on Side 1. Can
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Newly created sound that may herald the music of tomorrow.
These are only a few of the effects heard only from the Explorer.
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Each has a turn starring in the selections from the international
repertoire heard on this unusual premiere recording.
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Ciszek supplying drum and rhythm effects.
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DEPT. H

ROCKY MOUNT

NORTH CAROLINA
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slow, in my opinion, in the “Fuggi.
crudele” duet), and it develops as a piece
of musical structure rather than as a
scene—it is certainly the least dramatic
version of the scene on records. There
may be those who will value the ap-
proach, but for me it is simply un-
operatic—listen to these recitatives and
ask yourself if one has any sense of
characters holding a conversation, as dis-
tinct from singers executing notes and
words,

No doubt a brilliant all-round cast
would have put the reading in a different
light, if only by commanding a larger
share of one's attention. But here we
have an Anna who is a perfectly mu-
sical, intelligent singer, but one with a
rather pallid, whitish sound with no-
where near the requisite thrust—the
first section of the “Non mi dir” is pretty
and better articulated than most. but
the “Or sai chi l'onore” does not begin
to have the strength and security it needs,
and this contrast pretty much tells the
story of her singing in the role. Then
there is a mezzo-soprano Elvira. One
must respect the fact that Ludwig is able
to maneuver through the part (even with
the “Mi tradi” transposed a half-step,
with the rather nasty progression re-
quired to do so. the role is hard enough
for a soprano, let alone a mezzo). but
one is not compelled to cotton to the
results, which are rather weighty and
harsh—and of course there is no ques-
tion of floating the top A's in “Ah taci,
ingiusto core.” Mirella Freni too sounds
a bit sluggish and weighted as Zerlina—
“Batti, hatti” is just nudged along, with
many attacks pushed from a trifle below,
and no dash in the runs. A warm, round
sound, of course. but 1 am disappointed
that her Zerlina is not more personable
and light-handed.

The men are not much of an improve-
ment. Walter Berry is perfectly solid as
Leporello, but in a monochromatic,
rather bangy way. heavy-handed and un-
funny. Nicolai Gedda is closer in most
respects to solving Ottavio's arias than he
came in the Aix-en-Provence recording,
but for some reason he still misses them
—there is no real flow in the singing.
there are sudden changes from falsetto-
ish pianissimos to bursts of forte, the
runs are done in a flat, uninteresting way
(Klemperer is no help). Perhaps Gedda
is trying too hard to invest them with
variety. but he isn't really capturing
most of the niceties he’s after, and is
missing some of the basics in the process.

Franz Crass is a strong Commenda-
tore, though again a shade disappointing:
like some other Germanic singers, he
seems to feel he must nasalize when he
starts to sing ltalian. Montarsolo’s
Masetto is downright bad: the vocalism
is rough. labored, and unbeautiful, and
the characterization a horrid bag of
buffo clichés.

This leaves us with the essential mat-
ter of Nicolai Ghiaurov's Don, and of
whether or not it is remarkable enough
to save what is otherwise an undistin-
guished set. The answer depends, 1
should say, on just how high a value
one places on the basic beauty, freedom,
and size of his singing. There can be no
quibbling with the brave sound he makes
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T e man with the golden ear
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on “Finch'han dal vino"—in fact, -
most any passage one selects will show o
round, rolling tone. and nearly all the
role’s big moments lie in the meaty part
of his voice,

But there is o great deal inore to the
Don than wonderful vocualism  (though
God knows we've had enough not-so-
wonderful vocalism to assure Ghiaurov
of a permanent  welcome), und  the
Ghiaurov Don strikes me in much the
same way as his work in other challeng-
ing roles. whether in the theatre or on
records, That is. it seems immature, in-
complete, and not at all thought-through,
There is even a faintly unpleasant atti-
tude underlying parts of his work: ]
am The Voice. Listen. Don’t usk ques-
tions.” His idea of a dramatic point is a
line sung very loudly, or rendered in an
cmphatic parlando. The recitatives give
us a lunkish, inelegant picture of the
Don—a Don who would scare off the
likes of a Zerlina, who would get a
snooty cold shoulder from Elvira, and
who would be snubbed at parties by an
Anna or Ottavio. At the same time. there
is nothing genuinely obscene or anti-
social about this Don. either: it is not a
question of making a mistaken  point,
but of making no point at all,

It follows thut even in his singing,
there are things to be caviled at—errors
of omission, There is a lack of change
and color. a tendency to et everything
be served by the same dark, lovely tone,
rendered loudly or softly as the score
demands. Just as his characterization is
mostly nothing more than generalized
temperament, so is  his singing mostly
unvaried sound-——the celements are in-
separable,

No doubt all this is a lttle severe: if
we had this sort of Don from an artist
of lesser voice. we would call it a solid,
sitisfying  job.  And it is. But for
Ghiaurov, it is only the beginning of
what he can do with the role, and for
this recording it is not enough of a
silvage job, C.1.0.

MOZART: Sympbonies: No. 36, in
C. K. 425 (“Lin2"); No. 39, in E
flar, K. 543

Berlin  Philharmonic  Orchestra.  Karl
Bohm, cond. Diurscur GRAMMOPHON
D LPM 19160, $5.79: SLPM 139160,
$5.79.

For years, one of the best recordings of
the F flat Symphony was Béhm's version
made with the Amsterdam  Concertge-
bouw Orchestra. Since that is no longer
listed in the domestic catalogues, it is
good to have Bohm's reading of the work
availuble again, particularly in so fine a
recording as this one. He is apparently
keenly aware of the drama and intensity
of the slow Introduction. and fully con-
veys all the other special qualities of
this work—its mellow, autumnal flavor
as well as its wit. There are one or two
spots where the orchestra, beginning a
forte passage, achieves its full intensity
not on the first beat but just after it
(Introduction: F minor section of the
Andante). but otherwise | can find no
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fault in this performance. With first-
cliuss orchestral playing and  gorgeous
sound. this joins the Karajan, Klemperer,
and Ssell versions as one of the top-notch
recordings of K, 543.

I'he Linz is on an equally high plane.
There are a few passages where Bohm's
ideas about phrasing or dynamics differ
from those in the standard scores. but
his are always tusteful and in the Mo-
zartean style, The Adagio here is ex-
quisitely  beautiful, and, as in K. 543,
the orchestral balances are perfect and
the sound lovely, This Linz is a worthy
companion, it seems to me, to the Bruno
Walter and Klemperer versions. N.B.

PROKOFIEV: Concertos for Piano
and Orchestra: No. 1, in D flat,
Op. 10: No, 2, in G minor, Op, 16

John Browning, piano; Boston Symphony
Orchestra. Erich Leinsdorf, cond. RCA
Victor ®© LM 2897, $4.79. 1.SC 2897,
$5.79.

PROKOFIEV: Concertos for Piano
and Orchestra: No, 1, in D flat, Op.
10; No. 3, in C, Op. 26: Sonata
for Piano, No. 3, in A wminor,

0p. 28

Gary Graffman. piano: Cleveland Or-
chestra,  George  Szell, cond. (in  the
Concertos). Cotunmmia © ML 63285,
$4.79: MS 6925, $5.79 [the Sonata from
Columbia ML S844/MS 6444, 1963]: @
MQ B61, $7.95.

Graffman and Browning are basically
pianists cut from the same (red-white-
and-blue)  cloth. Both favor a razor-
sharp. ultra-efficient kind of pianism,
and both show a predilection for a
monochromatic approach when it comes
to interpreting  Prokofiev. Each  plays
with a secure, rather than particularly
propulsive, rhythmic drive, and neither
displays particular interest in letting the
less caustic elements of the music come
to the fore. If you like your Prokofiev
with a slight Rachmaninoff flavor (e.g.,
Malcolm  Frager’s now deleted RCA
Victor version of the Second Concerto,
or—in lesser degree—Richter’s scintillant
Artia performance of the First), these
versions may strike you as pallid,

There are differences between the
two artists. however. Graffman is more
natural and straightforward than Brown-
ing in his approach to the humorous
First Concerto. He permits that qairky
recurrent solo theme with the repeated
Fs to have its jaunty, impetuous head.
The constantly ironic Browning. on the
other hand, indulges in self-conscious.
fragmentary stop-go mannerisms, Fur-
thermore. Graffman has the considerable
advantages of a  miraculously pointed
clarification of the orchestral part by
George Szell. plus wide-range sound that
i+ both brilliant and airy. Leinsdorf paral-
lels Szell in accuracy but not in character.
while the RCA engineering in this case is
distinctly tepid. Browning's stringent,
objective approach to the Second Con-
certo—a  more  sinister  and  macabre
work by far than its companion pieces
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cet the Mediterranean, the speaker
- she won’t have to hide to enjoy.

Here at last is cabinetry she can revel in. Rich. Striking. Its deeply grained
exterior hand-rubbed to a mellow butternut finish . . . accented with antique hardware.
And inside . . . the finest 3-speaker system with Sonic-Control.

But let her see it, hear it for herself. It's Mediterranean — the one both of you can live with —

on demonstration now at University dealers everywhere!

SPECIFICATIONS: 12 ultra-linear woofer, 8" solid-back mid-range,

reciprocating flare horn tweeter — 20 Hz to beyond audibitity — 50

watts IPM (Music Power) — 8 ohms — Va and 13 sections, 6 and 12 U N lv E R S| I Y s O U N D
db/octave electrical network — 800 and 5000 Hz crossovers — con-

tinuously variable Bnnunco and Presence controls. 3-position A DIVISION OF LTV LING ALTEC.INC.

variable bass switch—2434" dia., 22V2'* high—Shipping weight 74 1bs. 9500 W. Reno, Desk B71, Oklahoma Ci!y, Okiahoma 73101
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WORTH
WAITING
FOR!

DYNACO
STEREQ
120

3 years of intensive develop-
ment give you all the virtues of
transistorized amplifiers with
none of the harsh 'transistor
sound.”

The combined distortion of
the Stereo 120 and the PAS-3X
perfectionist’s preamplifier
does not exceed 1/10 of 1%
from 20 to 20,000 cycies at
most useable power levels.

60 watts continuous power
per channel; fully regulated
power supply; complete elec-
tronic protection (no fuses or
thermal cutouts) against open
or short circuits; impeccable
specifications; modular design
for easy kit building.

Write for full specifications
and detailed test reports.

olynaco Ic.

3912 POWELTON AVENUE,
PHILADELPHIA, PA, 19104

—does have something to be sail for it,
but I am not the one to say it, for I
far prefer the sunnier, less acrid read-
ings by Frager and Bolet (Remington
also deleted). Even Nicole Henriot-
Schweitzer’s account with Munch from
an earlier Boston regime (recently re-
issued on the inexpensive Victrola label),
while also not particularly colorful,
sounds like the rainbow spectrum itself
in comparison to Browning’s icy acceunt.
My advice: wait for Ashkenazy.

The Graffman/Szell No. 3 (and the
reissued solo sonata) shares the bright
extrovert character of their First. The
performance can be recommended along
with the Janis/Kondrashin, and Frangois/
Rowicki, Gilels/Kondrashin, and Brown-
ing/Leinsdorf (Capitol) editions. H.G.

RAVEL: Rapsodie espagnole; Pavane
pour une Infante défunte—See
Falla: El Amor brujo.

RAVEL: Sonata for Violin and Piano
—See Franck: Sonata for Violin
and Piano, in A (Qualiton version).

SCHOENBERG: Dreimal Tausend
Jahre; De Profundis—See Hinde-
mith: Mass, 1963.

SCHOENBERG: Swite for String Or-
chestra, in G: Six Songs, Op. 8;
Friede auf Erden, Op. 13

tBrahms: Quartet for Piano and
Strings, No. 1, in G minor, Op. 25
(orch. Schoenberg)

Irene Jordan. soprano (in the Songs);
Ithaca College Concert Choir (in Friede
auf Erden). Columbia Symphony Strings
(in the Suite). Chicago Symphony Or-
chestra (in the Piano Quartet). Rob-
ert Craft, cond. CoLuMapia ©® M2L 352,
$9.58; M2S 752, $11.58 (two discs).

Of the four works included in this
album. only Friede auf Erden (1907) is
well known. It employs a Christmas
poem by Conrad Ferdinand Meyer. is
set in a subtly dissonant style, and is
beautifully expressive and very rich in
its exploration of vocal-harmonic color.
It has been recorded a number of times,
but the new version ranks among the
finest performances and best recordings
of the lot.

Writing to René leibowitz in 1947,
Schoenberg said, "Almost every com-
poser in a new style has a longing back
to the old style.” The Suite for String
Orchestra is one of a considerable num-
ber of works wherein Schoenberg satis-
fied that longing. It was composed as a
didactic piece for student orchestras. but.
as Craft observes. it goes far beyond the
competence of any student group. It
opens with a drily rhythmical Ouverture
wherein Schoenberg proleptically thanks
Stravinsky for climbing aboard his band-
wagon many years later. Its Adagio is
a weird paraphrase of Verklirte Nacht,
but its last three movements—Menuet.
Gavotte, and Gigue—are among the most
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brilliant, zestful. and tunefully entertain-
ing evocations of eighteenth-century so-
phistication achieved by any modern in-
nocent. Together these three movements
may well constitute Schoenberg’s most
successful exercise in creative musicol-
ogy.

The little known Opus 8 represents a
genre much in vogue among German
composers in its period—the song cycle
for solo voice and orchestra. Three of
the six songs are to texts by Petrarch,
two are from Des knaben Wunderhorn,
and one is by Heinrich Hart. The Hart
song. Natur, with which the cycle opens.
is a marvelous bit of Wagnerism—
Briinnhildes immolation in five minutes.
but none the less complete for its
brevity. The other five songs are not
so much Wagnerian as closely post-
Wagnerian. the last of them, Das Wap-
penschild, in a dreadfully empty and
bombastic way. Still. the cycle is worth
hearing, and not merely as a historic
curiosity. 1t is superbly sung by Miss
Jordan. and she is well accompanied.

The locus classicus for information
on Schoenberg’s orchestration of the
Brahms piano quartet is, by coincidence,
a letter to the writer of this review, re-
ceived in 1939 and included in Erwin
Stein’s recently published collection of
Schoenberg’s  correspondence.  Pierre
Monteux planned to play the piece at
a concert of the San Francisco Sym-
phony. T was writing the orchestra's
program notes at that time and asked
Schoenberg for a statement to be in-
cluded in the program book. The nub
of his reply is as follows: “My reasons:
1) I like this piece: 2) it is seldom
played: 3) it is always very badly played.
because the better the pianist, the louder
he plays and you hear nothing from the
strings—I wanted once to hear every-
thing. and this I achieved.” The com-
poser continued: *“My intentions: 1) to
remain strictly in the style of Brahms
and not to go further than he himself
would have gone if he lived today: 2)
to watch carefully all these laws which
Brahms obeyed and not to violate any
of those which are known only to mu-
sictans educated in his environment.”

The arrogant mysticism of Point No.
2 under “intentions” cannot, in the na-
ture of things, sustain a reply. and Point
No. | under “reasons™ will meet with
general approval. All the rest is demon-
strably nonsense.

The Brahms Piano Quartet in G mi-
nor is not seldom played. and it is not
always very badly played. It is perfectly
possible to obtain an excellent balance
between piano and strings in this work:
in fact. good balance is far more com-
mon than bad.

“To remain strictly in the style of
Brahms and not to go further than he
himself would have gone if he lived to-
day” is. of course. a contradiction; if
you remain strictly in Brahms's style. you
do not bring him up to date. The excuse
that in orchestrating a dead composcr
one limits one's self to what he would
have done if he were alive today is pre-
cisely the excuse that Stokowski used to
employ in justifying his arrangements of
Bach, but is even less valid with refer-
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ence to a relatively recent composer like
Brahms.

Schoenberg did not tamper with
Brahms’s harmony, and he would have
been the first to condemn as impertinence
any effort to extend Brahms's harmonic
fabric in the direction of what he might
have done if he were alive today. Har-
mony is sacred, but instrumentation, in
this philosophy, is necessarily something
adventitious, really external to music,
and capable of being altered without al-
tering the essentials of the composer’s
thought. Nobody knew better than
Schoenberg that this is utter rot. and
there is no better example of its falsity
than his orchestration of the Brahms Pi-
ano Quartet in G minor.

The piece is early Brahms and rather
light in texture; the more symphonic it
is made to sound, the more it is traduced
by the orchestration. The use of such
very unBrahmsian percussion instruments
as the xylophone, glockenspiel, and bass
drum is a clear confession of the fact
that Schoenberg could not find proper
orchestral equivalents for the crispness
and accent of Brahms's writing for the
piano. In general. what is airy, racy. and
pointed in Brahms becomes heavy,
soggy, and overblown in the Schoenberg
version. AF.

SCHUBERT: Sonatina for Violin and
Piano, in D, D. 384—See Franck:
Sonata for Violin and Piano, in A
(Qualiton version).

SCHUBERT: Songs

Seligkeit; Geheimes; Rastlose Licbe;
Im friihling; Friihlingsglaube; Friihlings-
traum; Liebe schwdrmt auf allen Wegen;
Nachiviolen; Auf dem Wasser zu singen;
Der Jiingling an der Quelle; Die Vigel;
Lied der Mignon; Gretchen am Spinn-
rade; Erlafsee; Lachen und Weinen;
Auflosung; Wohin?; Der Neugierige;
Trock’'ne Blumen; Stindchen.

Judith Raskin, soprano; George Schick,
piano. Epic © LC 3933, $4.79; BC 1333,
$5.79.

In the few years since her matriculation
into the first ranks, Judith Raskin has set
very high standards for herself and for
her audiences. Her attributes are by now
familiar: a fresh, young, appealing
voice, ability to spin the long phrase,
simplicity and clarity most welcome.
There was a Mendelssohn/Mahler disc
last year (in which the Mahler was par-
ticularly good). and now we have some
very familiar Schubert songs for her to
explore,

Here is beautiful singing, and acutely
sensitive pianism too, from George
Schick. Were we still in 78-rpm days,
there would have been no difficulty
about giving a positive and forthright
recommendation: *“Put on almost any
side, and you are set for three or four
minutes of delight.” It is only when one
listens to ten, twelve, twenty of these

Continued on page 108
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WORLDS FINEST PREAMPLIFIER

e

No, the price is not high. But ignore the price tag if perform-
ance is your goal. We do. In fact, Bob Tucker, Dyna's Sales
Manager, has a standing offer to pay $500 for the preamplifier
that will outperform the PAS-3X on an overall basis. In the past
several years, many have tried and none have made the grade.
A detailed list of the criteria is available on request, but these are
the most significant:
¢ Harmonic distortion and ¢ Gain

spectrum analysis Transient performance; tone
¢ Intermodulation distortion bursts; puise tests
* Flatness of frequency Thermal stability

response Channel separation
o Equalization precision Freedom from overload
¢ Wide-band unweighted Effect of volume control

signal-to-noise ratio on performance

Everyone knows that Dynakits are best for the money. Those who
have the proper test facilities agree that Dynaco performance is
unequalled regardless of price. With low noise, lower distortion,
full control flexibility, functional simplicity, unmatched relia-
bility, and extraordinarily low cost, it's easy to see why there are
more Dynaco preamps in use than all other makes combined.

We're serious about economy, too. Every Dynakit is engineered
to cost less when you buy it, and as long as you own it. Any
engineer can come up with an expensive design, and many of
them are good. But it takes a bit of genius to make it better for
much less.

The PAS-3X is a tube design. Soon we will introduce the PAT-4,
which will occupy the same position in transistor preamps as the
PAS-3X has earned in tube equipment. No, the PAT-4 will not be
better than the PAS-3X, nor is it intended to replace the PAS-3X,
but it will have some features to justify its moderately higher
price. Either the PAS-3X or the PAT-4 is ideally suited for both
tube and transistorized amplifiers.

olynacao Inc.

3912 POWELTON AVENUE PHILADELPHIA, PA. 15104
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How To Have Fun While You Save...

Deluxe Heathkit Transistor Stereo ‘‘Separates’’

AM /FM /FM Stereo Tuner

Kit AJ-43D

109"

{less cabinet)
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Eagerly Secks Stations Far And Near! Features 25 transistor, 9 diode
circuit for pure, natural “transistor sound”, heat-free operation; auto-
matic switching to stereo; automatic stereo indicator light; automatic
gain control for even, steady volume under all conditions; separate
AM & FM tuning meters, lighted slide-rule dial and heavy flywheels
for pin-pointing stations; filtered sterco outputs; plus preassembled
“front-end” and 4-stage FM LF. section. Install in a wall, custom
cabinet, or optional Heath factory-assembled walnut ($12.95) or tan
vinyl covered metal (36.95) cabinets. 15 Ibs.

Matching 100-Watt Stereo Amplifier

Kit AA-21D

$]3700

(less cabinet)

Handles Any Program Source, Drives Any Speaker! Features 26 tran-
sistor, 10 diode circuit for smooth, uncompromising power . . . 13 to
25,000 Hz, +1 db at 100 watts IHF music power, 70 watts RMS; in-
puts and outputs for any program source; 4, 8 & 16 ohm speaker taps;
complete controls all on the front panel for full command of any
function; preassembled, epoxy-covered encapsulated modules for fast,
casy Kit assembly; transformerless output circuit and multiple feedback
loops to assure finest fidelity, low distortion and minimum phase shift.
Install in & wall, custom cabinet, or optional Heath assembled walnut
($12.95) or tan vinyl-clad metal ($6.95) cabinets. 23 lbs.

Lowest Cost Transistor Stereo ‘‘Separates’’

FM Stereo Tuner ... 30-Watt Stereo Amplifier ...

Kit AJ-14

54995

(less cabinet)

Our Easiest To Build Stereco/Hi-Fi Kit! Features 14 transistor, 5 diode
circuit for cool, instant operation, transparent transistor sound. Phasc
control assurcs best sterco performance. 3 transistor preassembled &
aligned “front-end” plus 4-stage IF section. Filtered sterco outputs for
direct recording. Automatic sterco indicator light. Measures just 9%” D
x 2%"H x 11%” W. Install in a wall or cither Heath cabinets (walnut
$7.95, beige metal $3.50). 6 1bs.

Kit AA-14

55995

(less cabinet)

Performs Like It Costs Twice As Much! Boasts 17 transistor, 6 diode
circuit and 20 watts RMS, 30 watts IHF music power at +1 db, 15 to
50,000 Hz. No audio transformers . . . assures minimum phase shift,
extended response, lowest distortion. Solid-state power supply with
electronic filter. Accommodates phono, tuner, auxiliary .. . 4, 8 & 16
ohm speakers, Lighted panel. Measuresonly 9% " Dx2%”"HXx 11%” W,
Install in a wall, or Heath cabinets (walnut $7.95, metal $3.50). 10 lbs.

Enjoy Hi-Fi FM Anywhere
With This Deluxe 10-Band
AM /FM /Shortwave
Transistor
Portable

Kit GR-43

159"

10 bands tune Longwave, Standard Broadcast, FM and 2-22.5 MHz
shortwave. FM tuner and IF strip are same components used in deluxe
Heathkit Hi-Fi cquipment. 16 transistors, 6 diodes and 44 factory
assembled and pretuned circuits for cool, rock-steady performance.
Separate AM & FM tuners and IF strips. 2 built-in antennas. Battery
saver switch cuts current drain up to 35%. Rotating tuning dial. Dial
light. 4 simple controls for tuning, volume, tone, AFC and band
switching. 4” x 6” PM speaker. Earphone and built-in jack. Optional
117 v. AC converter/charger available @ $6.95. Plays anywhere on 7
flashlight batteries. Man size: 13%” W x 5%4” D x 103%” H. 19 Ibs.

Now Play In Minutes

Instead Of Months ...
Heathkit® /Thomas

COLOR-GLO Organ

Kit GD-3258

539490

Color-Glo Key Lights Show You the correct notes and chords . . . you
play melody, harmony and bass notes instantly . . . even if you've never
played an organ before! When you're finished, just flip a switch and the
key lights disappear, leaving a beautiful spinet organ. Includes 10 voices,
repeat percussion, 13-note bass pedals, two 37-note keyboards, assem-
bled walnut cabinet & bench and more. Fully transistorized. Builds in
around SO hours and you save up to $150! 172 Ibs.
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Build Your Own Heathkit” Electronics

Kit AD-16

339950

(less cabinet)

NEW Heathkit® /Magnecord® 1020 Professional 4-Track

Stereo Tape Recorder Kit. .. Save $170

Assembles Easily In Around 25 Hours . . and you c¢njoy the $170
savings. Features all solid-state circuitry; 4-track stereo or mono
playback and record at 7% & 3% ips; sound-on-sound, sound-with-
sound and ccho capabilitics; 3 separate motors; solenoid operation;
dic-cast top-plate,flywheel and capstan shaft housing; all push-
button controls; automatic shut-off at end of recl; two VU meters;
digital counter with push button zero reset; sterco microphone in-
puts and headphone outputs.. . . front panel mounted for casy access:
individual gain controls for cach channel; vertical or horizontal
operation, plus a host of other professional features. Requires speak-
ers and amplificr for playback. 45 Ibs. Optional walnut base $19.95,
adapter ring for custom or cabinet installation 34.75

66-Watt Solid-State AM/FM /FM Stereo Receiver

Just Add 2 Speakers For A Complete Stereo Systen.

Boasts AM, FM and FM stereo tuning: 46 transistor, 17 gy AR-13A
diode circuit for cool, instant operation and natural $ 00
transistor sound; 66 watts IHF music power (40 watts ]84
RMS)at + 1 dbfrom 15 to 30,000 Hz; automatic switch-
ing to stereo; preassembled & aligned “front-end™ &
AM-FM IF strip; walnut cabinet. 35 lbs.

30-Watt Solid-State FM /FM Stereo Receiver

AL O

A

World's Best Buy In Sterco Receivers. Features 31 tran-
sistors, 10 diodes for cool, natural transistor sound; 20 Kit AR-14
watts RMS, 30 watts IHF music power @ + 1 db, 15to S 95
50,000 Hz; wideband FM/FM sterco tuner; plus two pre- gg
amplifiers; front panel stereo headphone jack; compact

3%” H x 154" W x 127 D size. Custom mount it in a wall, (less cabinet)
or cither Heath cabinets (walnut $9.95, beige metal

$3.95). 16 lbs.

NEW! Deluxe Solid-State FM /FM Stereo Table Radio

Kit GR-36

$6995

Tuner and IF section same as used in deluxe Heathkit transistor sterco
components. Other features include automatic switching to sterco;
fixed AFC; adjustable phase for best sterco, two 54”7 PM speakers;
clutched volume contro! for individual channel adjustment; compact
19" W x 6%2” D x 9'4” H size; precassembled, prealigned “front-end™;
walnut cabinet; simple 10-hour assembly. 24 Ibs.

o
HEATH COMPANY, Dept. 8-2

NEW! Compact 2-Way 2 Speaker System With Acoustic
Suspension
Design

Kit AS-16

$4995

Handles 10 to 25 watts of program material. Features wide 45 to 20,000
Hz response; 8” acoustic suspension woofcr with 6.8 oz. magnet; 32"
tweeter with 4.8 oz. magnet; high frequency level control; 8 ohm im-
pedance; 1500 Hz crossover frequency; assembled walnut veneer cabinet
has scratch-proof clear vinyl covering for casy cleaning. Mcasures
10" H x 19”7 W x 8%~ D. Speakers are alrcady mounted, just wire the
crossover and connect cables — complete in one or two hours! 17 lbs.

S MR ATHIEIT iy

|
F R E E | Benton Harbor, Michigan 49022 I
HEATHKIT 1967 : .
: World's Largest I [ Enclosed is $ plus shipping. I
Elegtrto?ic |K't : Please send model (s) |
| b atalog: i

100 pa ke ol (3Rl | [ Please send FREE 1967 Heathkit Catalog. |
color ... describe these and | |
e over 250 easy-to-build Name |
~ [ » | Heathkits for color TV, I i
=3 slrsaimcloogotan and | adgress |

- rine, shortwave, test, ed- | .
. ucational, home and hobby | City State Zip I
items, Mail coupon. | Prices & specifications subject to change without notice. CL-272 I
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A BATCH OF ONE-ACT OPERAS, IN BOTH ANCIENT AND MODERN TASTE

THERE WAS A TIME, not at all long ago,
when the operatic public at large was
aware of the existence of one one-act
opera: Cavalleria rusticana. The Ttalian
intermezzos had long since fallen from
view, and the nineteenth century simply
didn’t have much use for small, short
forms, at least in opera.

The return of the one-act opera—com-
position of new ones, revival of long-
forgotten ones—has unquestionably been
part of our reaction to romantic ele-
phantism. In this country, it has also
been part of the spread of opera through
small companies and workshops: limita-
tions in funds and facilities become the
conditions of composition. The two most
successful composers of opera today (at
least in the English-speaking world),
Menotti and Britten, have both written
extensively in the form.

The batch of one-acters at hand offers
a fortuitous cross-section of the litera-
ture: there are two eighteenth-century ex-
amples, one Italian., one French: one
nineteenth-century, a farce based on a
French vaudeville: and two twentieth-
century pieces, both from English com-
posers and one of them a children’s
work.

This last is Malcolm Williamson's The
Happy Prince (based on the Oscar Wilde
tale), and it is in many respects the
most interesting of the lot (Argo NFS/
ZNFS5). It is not only an opera for chil-
dren to listen to, but for children to
participate in as well—they form part
of the chorus and can even be assigned
certain of the solo roles. The story is
the one of a young prince who knows
nothing but the pleasures of life until,
following his death, he is placed in the
form of a statue on a pedestal, from
which he can view the misery of his city.
He enlists the help of a swallow to carry
the jewels and gold of the statue to
despairing people—a ruby to the mother
of a sick child, a sapphire to a starving
writer and another (they are the Prince’s
eyes) to a poor matchgirl. . . . But the
swallow dies, and the townspeople throw
both the bird and statue, now stripped
of its adornments, into a furnace. They
see, though, that the statue’s broken lead
heart will not melt, and in a brief
apotheosis a quartet of angels proclaims
that the heart and the dead bird are the
most precious things in the city.

The problem, clearly, is to tell the
story without getting sloshy about it.
In fact, Williamson (who has also written
an opera on Graham Greene's Our Man
in Havana—it had some success in Lon-
don a few years back) has done a lovely
piece of work. While his writing is recog-
nizably tonal and “melodic,” it is rather
austere too. and not at all *down to the
children’s level.” The result here is a
touching little opera, one whose musical
demands are not simple but whose phys-
ical requirements are such as to put it
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by Conrad L. Osborne

within the range of possibility for many
small groups. The performance is excel-
lent, being distinguished by a beautiful
piece of singing from April Cantelo in
the role of the Swallow.

The other English contribution is
Savitri, a piece by Gustav Holst based
on a fragment of the Mahubharata (Argo
NF6/ZNF6). Holst is a capsule history
of our twentieth-century revolt: first he
was infatuated with Wagner, then he was
uninfatuated with Wagner, and there-
after wrote primarily in small. forms—
Savitri is a chamber opera. It concerns
a woman whose husband is claimed by
Death: she confronts Death and weicomes
him as "The Just One.” Death, moved,
offers to grant her any wish except that
for her husband's life—she pleads for
life in a sort of superexistential sense,
and when Death agrees she says it is
useless for her to live without her hus-
band. Rendered thus meaningless, Death
recognizes the jig is up, and yields the
husband back to life.

The score is well made and full of
telling eifects in the chamber orchestra-
tion. The fecling it leaves, though, is that
of a composer who has a great deal to
say but has decided to suppress it—
Wagner is still skulking about in the
hackground, a genie in a bottle. The per-
formance (under the direction of the
composer's daughter, Imogen Holst) is
first-rate orchestrally (the English Cham-
ber Orchestra) and in the assumption
of the title role by Janet Baker, although
several high notes are so much thinner
than the rest of her voice as to give one
pause. The other singers (Robert Tear
and Thomas Hemsley) are ordinary, but
will do. Savitri is preceded by four of
Holst’'s Choral Hymns from the Rig
Veda. These are, again, knowledgeable,
ingenious, and rather rarefied; one ad-
mires what the composer can do with

Donizetti’s 1l Campanello affords
special, and surprising, delights.

www americanradiohistorv com

female voices and harp accompaniment,
and wonders just why he wanted to do
it. They are sung by the Purcell Singers
in that ethereal, spotless-white tone that
is appropriate to such material, | guess.

Donizetti's 1! Campanello is the nine-
teenth-century piece, It is a delightful
opera, far superior to its companion,
one-acter Betly. Here is the eternal busi-
ness of the old gentleman marrying a
girl young enough to be restless; in this
case, though, the girl is not interested
in compromising the arrangement, and
her rejected young suitor, who is some-
thing of a ne'er-do-well and a practical
jokester, is left to stir up trouble on his
own. To this end, he appears and re-
appears at the couple’s front door on
their wedding night, in a series of
disguises—the old man is an apothecary,
and it is contrary to law for him to
refuse admittance to any caller who
rings the nightbell (the campanello).
At the end, the new husband is whisked
off in a coach, still without his night of
sleep or of, well, non-sleep.

It is a shame the performance (on
DGG LPM 39123 or SLPM 139123) is
not better. for there is much more to be
gotten out of the piece. both vocally
and dramatically, than is dreamt of in
the rather strait-laced musical philos-
ophies of conductor Ettore Gracis and
principals Emma Bruno de Sanctis,
Alfredo Mariotti, and Alberto Rinaldi
(the last in the gloriously endowed bari-
tone role of the intruding rival). A
performance on the Cetra label once
circulated here, and with a good portion
of the Cetra catalogue due for re-release
in this country it might be worth a wait
to see if a more adequate Campanello
doesn’t turn up.

Last and least, we have our two
cighteenth-century works. The first is
Rinaldo da Capua’s La Zingara (Turn-
about TV 4033 or TV 34033S), a pair
of intermezzos & la La Serva pudrona,
and the second is Antoine d'Auvergne’s
Les Troqueurs (Société Francaise du
Son 174154/8X1. 20154), a pastoral
precisioty about a wife-swapping scheme
which, as onc might expect in a French
entertainment, never gets down to cases.
The D’Auvergne is the more bearable
of the two, for at least the performance
and recording have polish; and while
there is nothing distinctive or memorable
about the piece, it is well enough pre-
sented to stand as a historical reference
point if that's what you're after. The Da
Capua is even slighter as a woik, and
its gencrally inadequate performance
is given an only adequate recording.

On and on the stuff drools—the
second-rate entertainment of its time,
available in quantity for second-rate
listening in our time. The Da Capua does
have two advantages: 1) it does not
matter a whit in which order the sec-
tions are played; and 2) it is cheap.
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The More You'll Appreciate Bozak

A Bozuk speaker can reproduce a trumpet solo
with the utmost clarity. Any number of other
speakers can do as well,

But. when it comes to reproducing a major
symphony playved by a major orchestra. Bozak
stands alone in its faithfulness of reproduction to
the original performance.

Here's Why

Bozak speakers are engineered for the music
lover. Euach component speaker reproduces its
portion of the audio spectrum in such a way as to
deliver not only the frequency, but the spirit of
music: it is this that scts Bozak apart from all
other speakers. Bass speukers deliver foundation
tones which give a sense of feel and of case to
music; midrange speakers provide clarity and de-

tail, instrument by instrument, and treble speakers
have the warm, sweet natural notes, not artificial
strident toncs.

That's why we urge you to listen to all types of
music when comparing loudspeakers. If the speak-
cr you choose isn't capable of reproducing all
types of music with maximum realism, you'll soon
tire of it.

Musical Test Track

Just as you wouldn’t judge an automabile’s per-
formance on the basis of smooth, level roads, we
don’t think you should judge your loudspcakers
on that basis, cither.

We'll gladly suggest a couple of recordings
which contain most of the obstacles to realistic
reproduction —a sort of musical “test track”.

DARIEN, CONNECTICUT

Bozak speakers are available in the broadest range of

Thﬂ]ir Please The Eg‘a — BAs Well As The Ear authentic furniture styles available from any quality speaker

manufacturer. One is sure (0 complement your decor,

French Provincial Colonial

Moorish

Italian Provincial
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RECORDS IN REVIEW

Continued from page 101

miniature masterpieces at one sitting that
a shade of doubt appears. It is about
Miss Raskin's emotional spectrum. There
is too much sameness, too little differ-
entiation, in her approach to material
having a wide variety of content and
mood. Take an easy example—the Night
Violets that pulse after dark, the buds
of spring, the dried-out flowers at a
grave . . . surely each needs a different
temperature that we don’t get here. There
is a basic (and agreeable) norm of
98.6 Fahrenheit that is made to serve
too many conditions. Plenty of charm;
not quite enough revelation.

One must not be too greedy. If you
want Schubert well sung and well played,
if you like Miss Raskin's singing (and
it is easy to like), and particularly if you
take just three or four songs at a time,
you will find much to enjoy here

GEORGE MOVSHON

SCHUBERT: Symphony No. 9, in C,
D. 944

SDR Symphony Orchestra (Stuttgart),
Carl Schuricht, cond. VANGUARD EVERY-
MAN © SRV 218, $1.98; SRV 218SD,
$1.98.

Carl Schuricht has shown himself, else-
where on records and in concert, to be
a better conductor than he appears here.

The Whisper Fan’'s included mounting kit lets you install
it in just minutes. Its small cost is easily offset by longer
tube and component life, fewer service requirements.

Stop by your dealer and see the Whisper Fan in action.
You’ll probably take one home. It’s only $14.86.
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Undoubtedly hampered by a second-rate
German radio orchestra, he has con-
tented himself with a rather routine
reading of this score. Even at “budget”
prices, the sound and performance on
this record do not meet current stand-
ards, and the advantages of stereo here
do not outweigh Josef Krips's fine read-
ing in mono with the Amsterdam Con-
certgebouw on Richmond. P.H.

STRAVINSKY: Perséphone

Vera Zorina. speaker: Michele Molese,
tenor; Ithaca College Concert Choir:
Texas Boys Choir of Fort Worth: Gregg
Smith Singers; Columbia Symphony Or-
chestra, Igor Stravinsky, cond. COLUMBIA
@ ML 6319, $4.79; MS 6919, $5.79.

Perséphone has remained something of
a neglected child among Stravinsky's bal-
letic works, party because it requires per-
forming forces beyond the resources of
most ballet companies. Commissioned in
1933 by the dancer Ida Rubinstein, to a
text by André Gide. Perséphone has also
carried a reputation as an “unsuccessful
collaboration.” Gide was most unhappy
about Stravinsky's treatment of his text,
and the composer felt called upon to
publish a manifesto defending his syllabic
approach to text setting, with its resultant
distortion of normal stress accents.
Despite Gide's indignation, the work
is good Stravinsky. containing some of
his most immediately attractive music;
while it may not achieve the delicate

prevent |
audio
distortion

balance among superficially disparate
elements found in such a work as Oedi-
pus, every measure is full of characteristic
subtlety and inventiveness. To many
listeners, the only serious drawback
comes from permitting Perséphone’s part
to be freely declaimed over the musical
accompaniment—it rarely seems other
than an intrusion. (Stravinsky's recent
comment on this: “Sins cannot be un-
done, only forgiven™.) Fortunately, this
new stereo recording makes it much
casier to listen "around” the speaker and
concentrate on the music.

The first recording of Perséphone (still
available as Pathé FCX 412), directed
by André Cluytens, remains unsurpassed
for idiomatic delivery of the French text,
and its musical execution was reasonably
satisfactory, enough so that it was not
really displaced by the composer's own
1957 version (Columbia ML 5196, mono
only), made following concert perform-
ances with the New York Philharmonic.
Despite moments of superior orchestral
playing, the latter enterprise was flawed
by the soggy. unhomogeneous singing of
the Westminster Choir, and further com-
promised by the use of a small women’s
chorus instead of the prescribed boys’
choir.

The new Columbia version represents
a notable improvement over the earlier
effort in nearly every respect. The Gregg
Smith-trained choruses are musically
alert, and their sound is firm and well
blended. Columbia’s West Coast orches-
tra plays accurately, if rarely with the
individual distinction of some of the

due to heat build-up by installing a

Ghispen Zoong

Heat build-up can impair efficiency in any electronic system,
Distortion is introduced and performance and life are down-
graded. And you don’t get the listening pleasure you paid for.

The simple —and inexpensive — answer is installation of a Rotron Whisper Fan. This super-
quiet, advanced engineering design delivers 60 cubic feet of cooling air per minute . . . right
at the heart of your hi-fi, TV, radio, tape system or similar ‘‘home’’ electronic system.

ROTRON

®ROTRON mfg. co., inc.

WOODSTOCK, NEW YORK . 914-679-2401

West Coast: Rotron/Pacific, Glendale, Calif.
Canada: Aerovox Canada Ltd., Hamilton, Ont.
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Rotron Europa N.V. Breda, The Netherlands
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“"DON QUIXOTE" by Dali.
A hand signed original etcching, 82/125. From the collection of James B. Lansing Sound. Inc.

Art as the — Lvencd by acanhi

at, empty areas enlivene raphic represen-
queS:t‘ for tations oyf complex psychol({g%calp ideas, objects
perfectlon. portrayed in extended spacial relationships;
fantasy worlds populated by symbols of man’s inner realities.

The contemporary perspectives of Surrealism are an expression of unverbalized
sentiment, a quest and a yearning for more perfect existence.

Ultimate perfection in sound reproduction is the goal of every engineer and
craftsman at James B. Lansing Sound, Inc. Although we enjoy a reputation as

manufacturers of the world’s finest loudspeakers and other
component parts, we are dedicated to a never-ending search for
new technologies, new techniques, new ways of achieving even
greater perfection of sound.

Experience total sound...from JBL

JBL 3249 Casitas Avenue, Los Angeles, California 90039
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buy Sony fape
just to et the
amazing new

“Fasy Threader”
ah!

It is a fact that each reel of
Sony Professional Recording
Tape contains two ‘“easy
threader” tabs which make
any tape reel instantly and
effortlessly self-threading. []
But Sony (maker of the
best-selling tape recorders
in the world) also makes
the world's finest recording
tape. And we'd rather have
you buy it for that reason!

Sony tape captures the
strength and delicacy of
any sound. Sony tape repro-
duces those sounds for per-
fect playback, over and over
again. [ ] Sony Professional
Recording Tape brings out
the best in a tape recorder.

And that's why we'd like you
to buy it.

IS1O )0 A '@ SUPERSCOPE .

AMERICA'S FIRST CHOICE IN TAPE RECORDERS
CIRCLE 78 ON READER-SERVICE CARD
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Philharmonic players. And Stravinsky,
who seemed much constrained towards
sluggishness by his 1957 chorus, here
keeps things moving to excellent effect
(only in the final chorus does 1957 seem
superior in firmness and propulsion); as
n many recent performances, he exceeds
his original metronome markings almost
throughout. Zorina reads very compe-
tently, and I'm sure she will forgive me
if 1 frequently find myself mentally
“filtering” her out so that I can listen
to the “background” music,

Indeed, so much about this recording
is so good that its few flaws are the more
regrettable.  The otherwise crystalline
sound lets us down in the passages with
timpani ostinato, which come out too
loud and boomy. And then there is Mr.
Molese, who occasionally makes us quite
forget that he’s basically an “ltalian
tenor”; for example, the aria with trum-
pet in Part II comes off superbly (the
rhythmic incisiveness and the accenting
in the orchestra here are specialties of
Stravinsky the conductor). Unfortunately,
he also offers a good deal of crooning
and portamento, and compounds these
stylistic shortcomings with more egre-
gious musical ones: insecure rhythm and
incxact intonation. The helping hand of
the tape editor is sometimes apparent.
especially in the aria at the end of Part 1,
but minor inaccuracies remain, and one
small disaster: an early entry near the
beginning (“C’est aux Nymphes . . .’
after No. 3 in the score) is only “cor-
rected” four measures later, by an audi-
ble splice that omits half a beat of the
orchestral part—the sort of thing that
really has no place in such a supposedly
definitive project as Columbia’s Stra-
vinsky series. (1 would suspect something
similar at the climax of the aria with
trumpet, which doesn’t correspond to the
score either, but can hear no evidence of
monkey business: has this been rewrit-
ten?) For the best performance of some
of these tenor passages, then. you will
have to go back to the 1957 version,
where Richard Robinson offers less voice
but more musicianship and experience
with the style.

For the greater part of its duration,
however, this is a superior performance
of a major work. Columbia provides
complete text and translation, plus an
abridged and uncredited reprint of Rob-
ert Craft's notes for the 1957 record-
ing. Davip HamiLTON

SZABO: Trio for Strings—See Divid:

Quartet for Styrings.

TCHAIKOVSKY: Scxtet for Strings,
in D minor, Op. 70 (“Sonvenir de
Florence”)

Boris Kroyt, viola; Mischa Schneider,
cello; Guarneri Quartet. RCA VICTOR
o LM 2916, $4.79: 1.SC 2916, $5.79.

One of these days George Balanchine or
some other chorcographer may find in
this Sextet the inspiration for a fine bal-
let. Like other examples of the “classical™
Tchaikovsky, such as the Suite in G and

Wwww americanradiohistorv com

the Serenade, the emotional neutrality
of this music (in contrast to the com-
poser’s popular symphonies and con-
certos) could inspire excellent dance.

The subtitle Sowuvenir de Florence
means little—the score is more Russian
than Italian, as Shirley Fleming com-
ments in her notes. The scoring report-
edly gave Tchaikovsky some trouble, the
intimate idiom being rather alien to his
nature. All too often, the six strings gain
resonance through doubling rather than
by free interplay of instrumental lines.
Most of Tchaikovsky's musical ideas
could have been presented equally well
with four players instead of six.

This performance by the Guarneri
Quartet and half of the Budapest Quartet
(whom RCA Victor coyly identifies
as “two distinguished collecagues and
friends™) rather emphasizes the weighty
sonority of the score. Part of the fault, |
feel, should be laid to the recording
enginecers, whose close microphone place-
ment results in a tone that is too heav-
ily projected, even in the softer passages.
Musically, the performance conveys much
simple delight, and its styvle achieves a
nice balance between the “classic” Tchai-
kovsky and the Russian flavor of the
score. P.H.

VAUGHAN WILLIAMS: Symphony
No. 6. in E minor; Five Variants
of “Dives and Lazarus” for String
Orchestra and Harp

Utah  Symphony Orchestra, Maurice
Abravanel, cond. VANGUARD @© VRS
1160, $4.79; VSD 71160, $5.79.

Some commentators have primly de-
murred at interpretations of Vaughan
Williams® shattering  Sixth  Symphony
that relate it to the Second World War.
In his annotations for this fine issue,
Sidney Finkelstein is more courageous
and more sensible. If anything is about
anything, this music is an emotional and
philosophical reflection on world-wide
cataclysm. It is in no naive sense illus-
trative. But its first and third movements
speak in unmistakable terms of violence
and destruction, of cynicism and the
swallowing up of beauty: its second
movement unerringly evokes fear; and
its astonishing Epilogue, which in thir-
teen minutes of very moderate tempo
rises only once or twice to mezzo-forte
and never beyond, is a harrowing image
of the nihilism which sits in the hearts
of those who make war and which they
inflict on the human tools they make
it with.

Of such a theme Abravanel’s per-
formance is fully worthy. He has studied
the work till he has it in his bones, and
he has the measure of its fury, its terror.
and its flecting first-movement vision of
peace. The orchestra plays superbly.
There is no sign of the slight under-
characterization of accompaniment fig-
ures that marred its Carnegie Hall
performance last September. For good
measure, there is an attractive perform-
ance of the lovely pastoral piece, Five
Variants of “Dives and Lazarus” which
Vaughan Williams wrote for the 1939
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WHO SAYS THE KLIPSCHORN
IS SO GREAT?

Only the people who have heard one and
that takes in some pretty important people.

The Klipschorn*® has been chosen as the
most advanced state of the loudspeaker
art at the Brussels World's Fair, at the
American Exhibit in Moscow and in
demonstrations to the most critical scien-
tific and musical ears in the world. Always
the response is the same. "This is the
tinest reproduced sound we have ever
heard."”

WHY IS THE KLIPSCHORN" SO OUT-
STANDING?

The Klipschorn® has the lowest distor-
tion and widest full power frequency re-
sponse of any speaker system in the world
...1/10 of 1% FM distortion* from 30—
20,000 cycles per second at over 115 deci-
beis of sound output. It is actually able to
radiate fundamental tones down to 25
cycles.

Each speaker goes through exhaustive
testing to insure its ability to deliver un-
distorted, full power sound. All testing is
personally supervised by Mr. Klipsch in a
laboratory/listening room especially de-
signed for the purpose.

The construction of a Klipschorn*® is a
handcrafted job. It takes over 30 hours of a
skilled-cabinet-maker's time te construct
the extremely complicated bass horn and
its allied cabinetry.

The Klipschorn® is offered in a wide
range of fine hardwood, hand-rubbed fin-
ishes comparable to that found on the
highest quality grand pianos. Satin lac-
quer and oiled finishes are also available.

TheKlipschorn® isaloudspeakercreated
without any compromise. It contains three
carefully matched horns. These horns
were developed and combined with only
one thought in mind ... the finished pro-
duct must offer the closest possible iden-
tity with original sound.

THE BASS HORN (WOOFER)

The Bass Horn which occupies the solid
looking bottom portion of the loudspeaker,
is of the Klipsch folded/corner horn de-
sign. It has an air column large enough to
reproduce, without distortion, and at full
power, the lowest note of the pipe organ
(32.7 cps). No other bass speaker of com-
parable, or smaller size has ever achieved
this. Miniaturized bass speakers are on the
market but no one has yet invented a
miniature 32-foot wave length.

The construction of this horn is beyond
compare. Nearly 288 screws, plus other
fastening devices, plus high grade ad-

hesives, are used to make the horn as rigid
as possible. Also each bass horn is
checked with a water manometer to insure
absolute air tightness of the rear air
chamber.

THE MID-RANGE HORN (SQUAWKER)

Themid-range horn operates fromabout
G above middle C (400 cps) to well beyond
the highest fundamental on the piano. This
horn, over 2 feet long with its driver
attached, has gone through some 15 years
of research and development. The massive

cast horn is of straight-axis design and is
completely free of the irritating distortion
which occurs in reflexed horns. The horn
is mounted on a specially designed flange
which effectively increases the horn’s
mouth area and adds measurably to its
smoothness of response...less than 6
db. variation from 400 to 5,000 cps.

THE HIGH FREQUENCY HORN
(TWEETER)

The highly refined horn tweeter takes
over at 5,000 cps and extends to 18,000
cps with variations of less than 6 db. This
horn tweeter is mounted on the same
flange to which the mid-range horn is
fastened.

THE KLIPSCH BALANCING NETWORK

This network has been designed to pro-
vide the best match between the 3 horns
in the system and also to act as a dividing
network.

ONLY THE KLIPSCHORN®
REPRODUCES THE FULL RANGE
AND DYNAMICS OF A SYMPHONY
ORCHESTRA

A special concert was staged in which
Klipschorns* reproduced, at original loud-
ness, the Hartford Symphony Orchestra.
This was a live vs. recorded concert and
the majority of the large listening audience
could not tell the difference between the
live orchestra and the sound of the orches-

KLIPSCH & ASSOCIATES
BOX 280 HF-2
HOPE, ARKANSAS 71801

NAME. —

Please send me compiete information on the Kilipschorn® loudspeaker system. Also include
the name of my nearest Klipsch Authorized Audio Expert.

tra as reproduced by Klipschorns™.

To the best of our knowledge, no other
commercially available high fidelity loud-
speaker has passed such an arduous test.

KLIPSCH HIGH EFFICIENCY ALLOWS
YOU TO USE LOWER POWERED
AMPLIFICATION

The sound output of the Klipschorn® is
approximately 10 decibels higher than the
best direct radiator enclosure type sys-
tems and is 20 decibels higher than typical
systems.

A 10 watt (2 for stereo) amplifier is ade-
quate for home use and has proved ample
for audiences of 900 people.

In reproducing the full Hartford Sym-
phony Orchestra, only 2 watts peak power
feeding each of two Klipschorns® in stereo-
phonic array were used. This may seem
difficult to believe if you are accustomed
to the typical loudspeaker system, but you
will be quickly convinced once you hear a
Klipschorn® Wide Stage Stereo System.

OUR PHILOSOPHY: TRY IT BEFORE
YOU BUY IT!

We sincerely hope you will listen to
many systems before you purchase. Don't
be fooled by advertising claims. We are
confident that once you have heard the
Klipschorn®, you will be satisfied with
nothing less.

KLIPSCH

& ASSOCIATES
. Box 280 HF-2
KLIPSCH Hope, Arkansas

71801

ADDRESS.

CITY_ — S — =

OCCUPATION.

_ AGE__

a

*In Klipsch speakers all forms of distortion are minimized—especially AM and FM distortion
which are many times as objectionable as simple harmonic distortion. Technical papers available
on this subject.
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(GRUNDIG ) TAKE-ALONG HI/FI

New York World's Fair. And the re-
| cording is excellent in both stereo and
| mono.

It would be nice if I could just sav
“Buy it” and leave it at that. But there
iIs competition to be considered in the
shape of the mono-only recording made
by the London Philharmonic under Sir
Adrian Boult about ten vears ago. To

. details, then. Next to Boult's, Abravanel's
.,.. tempo for the opening pages of the

FRE TS T PN B3 A4 L
1
.i
-
-
-
-
.E

y -

N

E jor recapitulation of the subsidiary theme,
- y In the second movement Abravanel

£ I |._ seems to me distinctly preferable: in his

B Hedl: : 8= attain a fiercer, more human plangenc:

Symphony is a fraction too deliberate—
there is not enough of urgency or des-
peration in these headlong measures. For
the bulk of the movement honors are
even, and  Abravanel certainly  vields
nothing to the English conductor in his

o
-

¥ T w 3 W 5 3 3

L]

handling of the most “English™ passage
_l"’ in the whole score-—the radiant E ma-

-
o
-
e
L
-
L]

interpretation the wailing string figures

than they do in Boult's more withdrawn
| reading.

Y But it is in the Epilogue that the two
readings part company completely, so

oo W|th the sounds Of the Wh0|e Wide WOI’ld f0l‘ gOOd measurE! that 1 am compelled to cast my vote for

TRamsiIsTOR Sda0

THE GRUNDIG SATELLITE 5000 . .. a portable sound system second only to a shelf full of the Boult in spite of its more dated
expensive components! No-drift FM, AM, LW. No-gap SW coverage from 10 to 187 meters. though still acceptable recording quality.
Fully calibrated fine-tuning. Dual speakers. 2-watt push-pull output. 17 transistors. Bass and In a short speech included at the end of
treble tone controls. A/l this . .. with a carry handle! The space-age portable that orbits the the London record, the composer pays
globe for the best listening of five continents. tribute to the really soft plaving in this
Satellite 5000, $219.50*; other Grundig “portable hi-fi's"" from $44.50*. Listen at your Hi-Fi movement. As he says, il is “not merely
dealer’s. With Grundig, hearing is believing. not playing loud”—it's "a positive, sensi-

GRUNDIG-TRIUMPH-ADLER SALES CORPORATION li‘\'c i)i(:/:i.\.rifrzo full of mcuping :}nd lcrr.1-

355 Lexington Avenue, New York, N.Y. 10017 +sucacsreo aEvaiL PAICE. MGHER ON THE WEST COAST. S!On' Boull's conduct of lhl.S eene music

CIRCLE 43 ON READER-SERVICE CARD rivets the attention unfalteringly, and at

the “end.” if so definite a word can be

used, the music. in deep yet chillingly

empty  preoccupation,  wanders  away,
floats off, evanesces.

ELECTRONIC POP MUSIC OF THE FUTURE
Created by PERREY-KINGSLEY 4 >
Abravanel's performance, by contrast,

THE merely stops; and throughout the move-

1 ment his pianissimo—not merely in vol-
1 N EW . ume. which could be a matter of record-
DYNAMIC TYPE ing. but in spread of tone—approximates

m to Boult's meizo-forte. Indeed, in com-

’f MICROPHONE UD=842 mon with other Abravanel recordings |

: . Provided with have heard. what this one seems to lack
4 Y Tone Controller ¥ Wind Screen i1s a capacity for excess. Perhaps think-

FROM % Shock Absorber ¥ Switch ing of the technical limitations of his

players, he has not dared, as Boult tri
umphantly does, to hover for thirteen
minutes on the brink of inaudibility
But Abravanel’s musicianship has already
SPECIFICATIONS taken him so far that 1 am sure he is
o Cartridge: DM 35 capable of that last supremely difficult
a Frequency Response push into the impossible and the truly

s ’ leO ;gkoooeosg sublime. Meanwhile, for its second move-

" @ impedance: . 4 d 1
The first “*pop" recording embodying a synthesis puilimpedance ment alone, and also for many !wezlunful
" of far-out electronic sounds, electronic instruments o Sensitwity: - 51dB(50 touches elsewhere, and for Dives and
and musique concrete with *'live’ musical elements. " 71dB(600 Lazarus, this record should be in the
HEAR 1T TO BELIEVE IT! ! e Dimensions. 48 ¢ x collections of all who love Vaughan
L 120mm x 177mm Williams. B.J.

_Unidentified Flying Object
The Man from Mars—Cosmie tie Ballad
(3 Splashdow?‘dﬂwn at 6
rayard in Orbit — Spooks in Space
Girt fro — Electronic Can~c.aq‘_-
J Blues from Jupiter g

4

it s

®

Response (dB

For catalog write to

PRIMO COMPANY LTD.

2043 Mure, Mitakashi, Tokyo, Japan
IVE ON g Tel. 0422.43.3121

Cable: “Primo Musashino Mitaka’
» VANGUARD

RECORDINGS FOR THE CONNOISSEUR
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ecttals &
Aiscellany

GERAINT EVANS: Operatic Recital

Handel: Berenice: Si, tra i ceppi. Semele:
Leave me, radiant light. Mozart: Le
Nozze di Figaro: Non pitt andrai. Don
Giovanni: Madamina. Die Zauberflite:
Der Vogelfinger. L'Oca del Cairo: Ogni

momento. Beethoven:  Fidelio:  Ha!
Welcl'ein Augenblick: Leoncavallo: Pag-
liacci:  Prologue. Donizetti: Don  Pus-

quale: Un foco insolito. Verdi: Otello:
Credo. Falstaff: L'Onore! Ladri! Brit-
ten: Midsummer Night's Dream: Bot-
tom’s Dream. Mussorgsky: Boris Godu-
nov; Tchelkalov's Aria.

Geraint Evans, baritone; Orchestre de la
Suisse Romande, Bryan Balkwill, cond.
L.oNDON 5994, $4.79: OS 25994,
$5.79.

The pity of this ill-conceived recital is
that while we know Geraint Evans to be
an estimable artist in material that is con-
genial to him. this program seems con-
structed to give us only a momentary
glimpse of his powers and then to show
us what a very wide range of material
is not congenial to him.

The best of it is certainly the Mozart.
and particularly the “Non pin andrai.”
which has great spirit and lift, and the
Catalogue aria, which is a worthy sample
of his shrewd. funny Leporello, There
is also a light, gay feeling abount the
Pasquale aria that is most welcome, and |
imagine the singer is splendid in the role.

But what on carth is Mr. Fvans doing
in roles like Tonio. or in music like the
two Handel arias? The truth is that the
minute he must apply himself to music
which depends for its effect on beauty
of tone, smoothness of line, and finish
of technique, he is out of home territory.
The Handel is muddy and throaty, the
runs barked out beefily and the sus-
tained line of the Semele aria done
with nowhere near the requisite preci-
sion or poisc. The Fidelio aria is no
better—there is no punch or thrust. and
the repeated Ds (which should lie in the
fattest section of such a voice) are un-
steady and ill-focused. The Pagliucci
Prologue is spread and effortful. with no
suspension or ease in the cantabile scc-
tions, and capped by a ruinous A flat
and G. The Credo, which goes only lo
F sharp and does not call for much
line or control of dynamics. is better,
but still more of an attempt than an
achievement. 1 do not understand why
either the Britten or the Mussorgsky se-
lections should be snatched from context
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for an aria recital—they make no effect
at all, and it is certainly the first time
that I have ever seen Tchelkalov's little
announcement referred to as an “aria.”
The piece from Mozart’s unfinished
L’Oca del Cairo is short, lively, and un-
distinguished.

To complete the rout, the accompani-
ments are no bargain: plonky and weak
in the Beethoven, insensitive and literal
in the Leoncavallo (listen to the lack of
care at “Un nido di memorie™), sloppy
in the Falstaff excerpt. A shame that Mr.
Evans should be represented by such a
poor dis¢, when a program tailored to
his strengths could have been among the
more interesting recital records of the

SERGE KOQUSSEVITZKY: “The Bos-
ton Symphony Orchestra: Treasury
of Immortal Performances”

Boston Symphony Orchestra, Serge Kous-
sevitzky, cond.

For a feature review of these recordings,
sec page 79,

PILAR LORENGAR: Operatic Re-
cital

Puccini: La Bohéme: Si, mi chiamano
Mimi. La Rondine: Chi il bel sogno di
Doretta. Madama Butterfly: Un bel di,
vedremo., Turandot: Tu che di gel sei

year. C.L.O.
g
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cinta. Gianni Schicchi: O mio babbino
caro. Dvoiak: Rusalka: O, Silver Moon.
Charpentier: Lowuise: Depuis le  jour.
Bizet: Carmen: Je dis que rien ne
m'épouvante. Les Pécheurs de  Perles:
Comme autrefois. Massenet: Manon: Gu-
volte.

Pilar Lorengar, soprano; Orchestra of
L'Accademia di Santa Cecilia, Giuseppe
Patane, cond. LONDON ® 5995, $4.79;
0S 25995, $5.79.

1 particularly enjoyed the French side of
this recital, and most especially the
Louise aria, which receives what secems
to me its loveliest performance in years.
with the suspended high phrases beauti-

fully floated and controlled. and let out
with a wonderfully fresh. soaring quality
at the one or two climactic moments.

It is that gorgeous top that is Pilar
Lorengur’s greatest strength. The low
notes, in truth, are a little weak and
fuzzy. and when she presses for volume
in the lower and middle areas of her
voice the tone often becomes rather
tremulous and overblown. There is some
danger, | suppose, that she may be
tempted to opt for the heavier spinto
roles, rather than to sing as a full-bodied
lyric soprano, in which repertory she is
casily in control. The Micaéla aria is
excellent, with a thrilling top B: and
while neither the Péclieurs nor the Manon
excerpt has quite the final magical flip
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in tonal quality . . . sound reproduction
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that seems to come to only a handful
of experts in the French repertory, they
are still very good. the Gavotte topped
off with a convincing run to the top D.

The Puccini is also certainly good sing-
ing, invariably persuasive in the high
climaxes. Miss Lorengar does tend to fly
a bit away from herself. though, in the
direction of a somewhat hectic, restless
sound. and for this reason I like best the
Rondine piece, which is high enough
and lyrical enough to stay on the best
side of her singing. The lovely Rusalka
aria, sung in Czech, is good (and even
captures some of that characteristic Slav
sharp-focused tone. like it or not) but
does not have the sweeping turn up into
the high phrases that separates the great
versions from the good ones.

The recording is reasonably good,
though the orchestra is too engulfing at
points (the building from “Ma quando
vien lo sgelo™ in the Bohéme aria. for
instance). and it seems to me that if
the singer had been caught with greater
clarity and definition. and then persuaded
to pull in the reins just a bit, a better
recital might have resulted. Still. a record
of many beauties. and worth a listen. if
you're not already choking on duplica-
tions of the Puccini selections. C.L.O.

ELISABETH SOEDERSTROEM:
“lenny Lind Songs”

Folksongs: Allt under himmelens fiste;
Tinker du att jug forlorader dr. Lindblad:
En ung flickas morgonbetraktelse; Mann-
tro: Aftonen: Am Aaernsee. Josephson:
Serenad: Tro ¢f glidjen: Sjung, sjung, du
underbara  sang. Berg:  Herdegossen.
Thrane (arr. Ahlstrom) : Fjillvisan. Men-
delssohn: Friihlingslied: Auf Fliigeln des
Gesanges: Der Mond. Schumann: Im
wunderschinen Monat Mai; Die Rose,
die Lilie: Rdaselein, Réselein; An den
Sonnenschein.,  Benedict:  Greetings  to
America. Jefferys: Last night in England.

Elisabeth  Soderstrom. soprano: Jan
Eyron. piano. LoNnboN ® 5949, $4.79;
0S 25949, $5.79.

Jenny Lind (1820-87) was the most sen-
sationally popular serious vocalist in
history. The greatest box-office triumphs
of a Callas or a Sutherland are trivial
compared to the Lind mania of the mid-
nineteenth century—which was firmly es-
tablished even before the immortal entre-
prencur Phineas T. Barnum added his
own characteristic touches to Jenny’s con-
quest of America. And to this day, peo-
ple who could not name you one other
famous singer (save possibly Caruso)
will rouse dimly at the name of Jenny
Lind and remember something—probably
something completely untrue, as that she
sang in California in Gold Rush days,
or that she made fabulously rare cylinder
recordings.

Elisabeth Soderstrom. we are told by
Frank Hedman in the accompanying leaf-
let (which includes complete texts and
translations), “has, in these songs, not
endeavored to impersonate the Swedish
Nightingale of a century ago. Her am-
bition has been to present a picture of
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her repertoire and the atmosphere she
created around her person.”

This, I submit, is precisely what she
has not done.

Lind retired from opera before she
was thirty; but her concert repertory
continued to center about the great show-
pieces of opera and oratorio, along with
display pieces composed for her by her
accompanist and conductor (later Sir)
Julius Benedict. Her specialty was pyro-
technics. She had a trill considered re-
markable in an age when everybody
could trill. Her upper range extended
easily to F and G, and she was apt to
take up a summer residence on these ex-
treme notes. In particular she was noted
for her ornaments and cadenzas, which
she composed herself, to the lavish praise
of the critic Chorley, the composer
Meyerbeer, and the teacher Garcia.

In every concert she included one or
two simpler lyrical numbers by way of
contrast; and SoOderstrom has chosen to
make a whole meal of these appetite-
refreshers.  She sings exquisitely, with
great purity of tone and line; but this
“atmosphere” would have cost P. T.
Rarnum a fortune.

The minor Swedish romantic com-
posers, Adolf Fredrik Lindblad and Ja-
cob Axel Josephson, are occasionally ap-
pealing (indeed, Lindblad’s Manntro is
something of a charmer), but a full side
of them blurs into amiable indistinction.
The biographical connection of Lind with
the Schumanns, whose work she publicly
supported, is significant; but this hardly
lends interest to a woman singing two
isolated excerpts from a male song cycle.
The Thrane song, with its delicate echo
effects, gives the only hint of Lindian
display (and comes off admirably). The
band which most successfully calls up
the mid-Victorian atmosphere is Bene-
dict’s Greetings to America, a truly Great
Bad Song well worth rediscovering (“For
Song has a home in the hearts of the
Free . . ).

This is a record of largely minor and
monotonous vocal music, exceedingly
well sung (and accompanied). It has very
little to do with the evocation of Jenny
Lind: but, as the stripper sings in Gypsy,
“Ya gotta have a gimmick.” Barnum
would doubtless have approved.

ANTHONY BOUCHER

HENRYK SZERYNG: “Four Great

Violin Coucertos”

Violin concertos by Beethoven, Tchaikov-
sky, Sibelius, and Prokofiev.

Henryk Szeryng, violin: London Sym-
phony Orchestra, Hans Schmidt-Isser-
stedt, Gennadi Rozhdestvensky, Antal
Dorati, conds.

For a feature review of this recording,
sce page 78-D.
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Let phase 4 stereo
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Artur Rubinstein, piano. (RCA Victor)
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The Great Becaud

Tms DIFFERENCES BETWEEN  the
French and American popular song
are many and substantial. Until quite
recently, the American song was
meant to be danced to. The French
is meant to be listened to, preferably
in concert conditions. This means that
the French songwriter has for a long
time been able to deal with complex
and difficult subjects that require the
close and literate attention of the
listener, whereas the American song-
writer was forced to treat fairly
superficially the subject of romantic
love.

Not that French songwriters and
singers eschew love. It is their favor-
ite subject, as it is ours. But they
have been able to deal with it in
vastly different ways, looking at it
more realistically, or more humor-
ously, and on the whole more inter-
estingly.

There is another difference between
French and American songs. The
origin of most of our best songs has
been the Broadway musical. This
means that the songs are usually
fragments taken from larger tapestries.

Furthermore, because of the need
to write songs that make sense in the
context of a musical and can then
go on to have a separate existence as
love songs afterwards, many of them
have a curiously unspecific quality.
Because the French song is meant to
be a complete story entity unto it-
self, it has, at its best, a satisfying
quality (for those who speak French,
at least) that our songs have never
matched.

The French song is bigger and
longer. It isn't hemmed in by the
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two minutes and thirty seconds limita-
tion of the American recording indus-
try. This is the requirement that each
of our records, whether a single or a
track in an album, be kept short in
order that disc jockeys can wedge it in
among the plethora of commercials
that plague American radio.

Finally, there is this extremely
important  difference  between  the
French and American song: the
French song usually is written by
the man who performs it, though
not always. The great Charles Trenet
not only wrote his own material: he
was its most charming interpreter.
Even those singers who have not
written their own material—Yves
Montand and the late Edith Piaf,
for example—have worked closely
with the composers and lyricists who
did, and Piaf always made it a point
simply to announce the names of
the writers of a song before perform-
ing it. But most of the best of the
French singers write their own stuff
—Charles Aznavour, for example.
and a brithiant young man named
Adamo, who is the rtage of the
younger generation.

One of the best of the French song-
writer-singers is  Gilbert  Bécaud,
whom | met first about fifteen years
ago when he was himself the pet
of the French teen-agers. Like
Aznavour. Bécaud was to some cx-
tent a discovery of Piaf. A pianist,
Bécaud was accompanist to Piaf's
husband. singer Jacques Pils. She en-
couraged him to become a singer,
and he did.

Conservatory-trained, Bécaud be-
came—to my mind, at least—one of

www americanradiohistorv com

the most striking of the postwar
French songwriters. Thus far, only
one of his songs has become a big
hit in the United States, Et main-
tenant, which means, in effect, And
Now? With rather good English
lyrics by Carl Sigman (but nowhere
as good as the French originals) it is
known here as What Now My Love?

Like Aznavour, Bécaud has been
concentrating in the last year or so
on penetrating the American market
—not only getting his songs into
the market but getting himself into
it as well. Some of his work is avail-
able on the Liberty label; some of it
can be found in those few shops
where you can buy imported records.
In addition. Bécaud appeared at New
York’s Philharmonic Hall in 1965. So
successful was this recital that he re-
turned late last year for a two-week
engagement on Broadway, a one-man
show that impressed the New York
critics.

Bécaud is a man in his early
fortiecs now—handsome and, by
French standards, tall. As a perform-
er, he writes and emotes and chews
up the scenery a little too much for
my taste. So intense is he in perform-
ance that a speculation runs around
among those who worry about such
things in France that he is “on some-
thing"—meaning pills or something
stronger. He isn't. That's simply the
way he works. In a recording studio—
and he did an album in New York
recently, under the direction of Lib-
erty’s Jack Tracy—he is calm and
relaxed in manner, though the heavy
emotionality of the singing remains
undiminished.

If Tracy's big project with Bécaud
works out, he is likely to become
very well known indeed to American
audiences. The new album, which
should be released very shortly, is in
English. Bécaud has obviously worked
hard on his English, and though an
accent still is there. he knows the
language well enough to give the im-
pression that he knows what he’s
singing about.

Though Bécaud is not a lyricist, he
picks good ones—at least in French;
it remains to be seen whether his
excellent and interesting melodies
will be damaged or enhanced by
American lyricists. His songs cover
a wide range of subjects. When he
produces a love song, it is a love
song unlike anything we're familiar
with by exposure to the American
song tradition. One of the older oncs,
for example, L'Ahsent, is a startling
piece of material about someone who
is dead. Another one, Marie, Marie,
is the tove letter of a man in prison
to his wife. In its evocation of the
way in which the man has been de-
humanized, it is a piece of material
that should put a lump in the throat
of even the most insensitive listener.

I think were going to see and
hear a lot more of Gilbert Bécaud in
this country. Fine. He's a very gifted
man, GENE LEES
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TONY MOTTOLA

SBSTEREO

GUITAR
U.S.A.

An Exposition
On The Evolution
Of The Guitar

In Popular

Sremarnd’
Grment

G ITAR

American Music

Here is the fascinating, colorful excitement of the great Ameri-
can guitarist, Tony Mottola. His superb talents are given an
unusual and thrilling showcase as he explores the many won-
derful ways in which guitars of all kinds have contributed to
the memorable stream of American music.

He hits all the styles, ranging from the subtlety of an
unaccompanied solo on the classical guitar to the rugged
twang of the big beat discotheque.

To suit each style—to give it the properly authentic sound
—Tony Mottola moves judiciously among his array of instru-
ments, using not only his regular electric guitar but the
classical gut string guitar and both the accoustical and the
amplified 12-string guitars.

Each of these instruments is a vital part of the great
American musical saga—a glorious panorama of unforgettable
melody and rhythm—the sounds and songs we all live by . . .
SELECTIONS: PLEASE e MAME e YESTERDAY e SAN ANTONIO ROSE e
LOST IN THE STARS e SPANISH FLEA e THE SHADOW OF YOUR SMILE (Love
Theme From ‘‘The Sandpiper'') ¢ | CAN'T GET NO SATISFACTION e YOUR

CHEATIN' HEART e LEMON TREE e SCARLET RIBBONS (For Her Hair) o
GUITAR U.S.A. ALBUM #908

WE HIGIILY RECOMMEND
THESE OTHER
UNBELIEVABLY BRILLIANT
COMMAND ALBUMS
BY TONY MOTTOLA

e GUITAR... MOTTOLA.—%807
e ROMAN GUITAR.—#816

e TONY MOTTOLA PLAYS COUNTRY &
WESTERN.—#823

e STRING BAND STRUM ALONG.—#828

* ROMAN GUITAR VOL. 2 . . . TONY
MOTTOLA, HIS ORCH.—#+836

¢ SPANISH GUITAR.—%841

¢ ROMANTIC GUITAR.—+847

e SENTIMENTAL GUITAR.—#864

¢ GUITAR... PARIS.—+877

* LOVE SONGS-MEXICO/S.A.—+889
¢ AMOR-MEXICO/S.A.—#900

AVAILABLE IN STEREO AND MONAURAL RECORDS AND 4 TRACK TAPE

FREE! THE ALL NEW COMMAND BROCHURE

Command Records proudly presents the brilliant new
Command illustrated color brochure with the complete
listing of all Command Popular and Classical Record Al-
bums and Tapes. Here, truly is the complete source on the
most perfect recordings ever produced. You will want to
refer to it again and again. WRITE FOR IT TODAY!

WORLD LEADER IN
RECORDED SOUND

owmmand Records

A subsidiary of ABC RECORDS
(A subsidiary of American Broadcasting Companies, Inc.)
1330 Avenue of Americas, New York, N.Y. 10019
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POPS + JAZZ - MOVIES * STAGE * FOLK

c~o THE LIGHTER SIDE e~

reviewed by MORGAN AMES ® O. B, BRUMMELL ® GENE LEES ® JOHN S. WILSON

JACKIE & ROY: Changes. Jackie & Roy
Kral, vocals; Claus Ogerman. Charles
Calelio, or Oliver Nelson. arr. Nor-
wegian Wood: Didn’t Want To Have
To Do Ii; In My Life; eight more.
Verve ©® V 8668, $4.79; VS 68668,
$5.79: @ VSTX 368, $5.95.

Jackie & Roy are certainly the most in-
teresting pop vocal duo around and have
been for some time. Roy Kral does their
imaginative vocal arranging and plays
piano. Jackie Cain (Mrs. Kral) has a
compelling sound and probably the most
in-tune voice in the business. Years of
performing together have caused the two
to phrase as one, and it's fascinating to
hear.

In this album, Jackiec & Roy put their
mark on rock-and-roll and folk-rock
songs. The process works beautifully on
several Beatles tunes, all excellently ar-
ranged by Charles Calello. Especially
fine are Can't Buy Me Love, And 1
Love Her, and Jackie's solo on Yester-
day. Most of the other sclections are
poor. It's always embarrassing 1o hear
quality artists like this make a genuine
cffort to get something out of nothing
songs like Phil Ochs's Changes.

However, because of the five Beatles
songs on the album, it's worth your at-
tention. M.A.

BOB LIND: Photographs of Feeling.
Bob Lind, vocals; orchestra: Jack
Nitzsche, arr. West Virginia Summer's
Child; Remember the Rain: We've
Never Spoken: eight more. World
Pacific © SP 1851. $4.79: SPS 21851,
$5.79.

Singer Bob Lind is generally in the

Bob Dylan mold, but he is equipped

to make sense of himself when he

wishes to. Lind's writing—all songs are
original—appears to have a genuine
streak of humor rather than the silliness
that often passes as wit in this idiom.

Among the intelligible songs are “B”

Movie (“It's a ‘B’ movie world and the

cast is on vacation on location cvery

day in Reno, Funtown, U.S.A.") and

San  Francisco Woman (“She’'s a San

Francisco woman and she knows how

to get by™), a song with enough refer-

ences to non-civilian cigarettes to give

Lind status among the hippies (“When

she's down to seeds and stems . . .”).

These songs and a few more are tight,

energetic, and biting. Others meander.
Unfortunately., Lind has all the

minuses common to his genre: an insen-
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sitive, monotoned voice and a total lack
of attention to melody. Like Dylan’s.
his songs are static, using few notes of
the scale and even fewer supporting
chord changes.

It's sad that Lind’s field does not
require him to develop a sense of musi-
cality. which evidently does not come
naturally to him. Nevertheless, the
strength of some of his songs gives
him potential in that rather barren area
of our pop music. M.A.

JACK MARSHALL & SHELLY
MANNE: Sounds! Jack Marshall, am-
plified guitar; Shelly Manne. percus-
sion. Theme from “Lawrence of
Arabia”; All the Things You Are;
S'posin’; eight more. Capitol @ T
2610, $3.79; ST 2610, $4.79.

To give this album the appreciation it

deserves, one must first envision its two

performers. guitarist Jack Marshall and
percussionist Shelly Manne, recording it.

As Marshall gathered around his guitar

to play with impeccable grace. Shelly

raced soundlessly between an incredible
array of percussion instruments grouped
around six separate microphones—Car-
ibbean steel drum, timbales, bass drum
and snares, temple blocks, loo-jon (which
the excellent liner notes aptly describe
as sounding like tuned rain drops), cym-
bals. castanets, boo-bams. wood block,
mallets on tuned piano strings, wire
brushes on a suitcase and cardboard, and
more. In his spare time, Shelly clapped
his hands and made strange vocal sounds.

Though it must have been a wonder to

behold, the effect is effortless, low-key,

and absolutely charming.

From the soft-shoe treatment of Sweet
Sue to the richness of Granados' Spanish
Dance No. 5, the material is as distin-
guished and right as everything else
about the album. Running through all
of it is the infectious but never over-
bearing humor of Shelly Manne.

This is one of the finest albums of
the year. M.A.

BILLY MAY: The Green Hornet. Or-
chestra, Billy May, arr. and cond.
Kato; Black Beauty; Do the Hornet;
20th Century Fox ® 3186, $3.79;
S 4186, $4.79.

No doubt this album is meant to pro-

mote the TV series—the stars and exec-

utives clutter up the set’s raucous jacket.

However, what the album really pro-

motes is the irrepressible Billy May, who

www americanradiohistorv com

wrote, arranged, and conducted the score.

May brought his whacky sense of mu-
sical humor to bear on the Green Hornet
theme, which is doubly played by two
instruments I can’t quite identify. I think
they're harmonicas. Anyway, if the two
instruments sound to you as if they're
playing in unison, you're drunk. They're
about a quarter-tone apart. If anyone
but May pulied such a stunt, it would
be disastrous. Instead it's hilarious. (Even
his titles are funny: one selection s
called Guadalahornet.)

Often the album has the flavor of the
West Coast jazz of the Fifties. It's a
flavor I'm fond of, and May uses it
superlatively. This is a delightful, though
not significant, album. In the interest of
fair play, it must be pointed out that the
album is also a gyp: 20th Century Fox
Records gives you only twenty minutes of
music for your money. M.A.

MARILYN MAYE: The Lamp Is Low.
Marilyn Maye, vocals: Peter Matz,
arr. and cond. You're Gonna Hear
From Me; Quiet Nights; Too Late
Now; nine more. RCA Victor ®
LPM 3626, $3.79; LSP 3626, $4.79.

Though singer Marilyn Maye has had a

highly successful nightclub career for

some time, she's gotten a late start on
records. This is her third album for

RCA Victor, and her work has great

presence and skill.

The arranger-conductor is Peter Matz,
whose work is excellent. No other ar-
ranger touches him in regard to imagina-
tive key transitions. However, Matz's
writing here lacks a quality of translu-
cence he has achieved behind other
singers, and in many places the orchestra
overrides the singing.

Though Miss Maye's singing is a bit
too muscular and hard for my tastes,
her talent and taste are impressive. M. A,

ROD McKUEN: Other Kinds of Songs.
Rod McKuen, vocals; orchestra, Mort
Garson, Anita Kerr, Lincoln Mayorga,
or Tommy Morgan, arr. and conds.
The Summertime of Days; I'm Strong,
But 1 Like Roses; The Hurtin’; nine
more. RCA Victor ® LPM 3635,
$3.79: LSP 3635, $4.79.

Rod McKuen, who sings and writes all

his material, is a strange and powerful

talent. His songs have grown in quality
till one might say that he's now in full
stride. In recent years, McKuen’s fasci-
nation with the French song tradition
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Good records start with Stanton.

A professional needs to know
for sure. When he listens to a test
pressing, he needs a cartridge that
will reproduce exactly what has
been cut into the grooves. No
more,no less. Otherwise he would
never be able to control the final
product. The record you buy in
the store.

That’s why the professionals
keep using Stanton. It tells them
the whole truth, and nothing but.

In the photograph above, studio
engineers are shown listening 1o

FEBRUARY 1967

a test pressing. This is a critical
stage in record making. The
stereo playback system they are
listening through is fronted
by a Stanton 581 EL Calibration
Standard. (The turntable also
happens to be a Stanton. Other
fine turntables will work, too.)
They're getting the whole mes-
sage. You'll get it, too, in an up-
coming release.

Each Stanton Micro FLUX-
VALVEe Calibration Standard
is custom made. That means that

CIRCLE 80 ON READER-SERVICE CARD

PHDTOGAAPHED AT CAPITDL RECORDS BY FRANZ EDSON

each will perform exactly as the
original laboratory prototype. We
laboriously adjust them until they
do. It also means that you will
get the same accuracy that the
professionals get. Guaranteed.
Stanton Calibration Standards
are hard to make. And the price
, = reflects it. $49.50. But
? that really isn’t much
to pay for uncompro-
mising accuracy.

Stanton Magnetics, Inc.

S’P’lN’l‘On Plainview,L.1.,N. Y.
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“Supetb...

As a team, without peer!”
—High Fidelity

IAN & SYLVIA

“SO MUCH FOR DREAMING™

Circle Game —So Much for Dreaning — Wild
Geese —Chailc Apart—Summer Wages—

Hold Tight—Cutty Wren—Si les bateaux —
Catfish Blues— Come All Ye Fair and Tender
Ladies—January Morning —Gray Morring

VRS-92¢1 (mono) & VSD-79:41 (sterec)

EXCLUSIVE ON

,&VANGUA

RECORDINGS FOR THE CONNGISSBUR

CIRCLE 87 ON READER-SERV CE CARC

SOMETHING NEW
HAS BEEN ADDED!

THE MARCH ISSUE

Classified Advertising comes
to High Fidelity

Now, High Fidelity offers low-cost ad-
vertising to its more than 130,000 readerss
for merchandise exchange, employment
opporiunities, real cstate, business op-
portunities, personal services, wanted to
buy and similar type advertisements., No
dealer advertising accepted.

Classified ad rate is 60g per word, $6
minimum. Copy is set solid, without cis-
play; first line is set all caps at no
extra charge; caps in body copy are 10¢
additional per word. 5% discount for 6
consecutive insertions; 10% for 12 con-
secutive insertions. No advance proofs.
Payment must accompany all orders.

CLOSING DATE FOR APRIL ISSUE:
TUESDAY, JANUARY 31

Write for rate card to:

CLASSIFIED AD DEPT.
- High Fidelity
188 W. Randolph Street
Chicago, IIl. 60601
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Rod McKuen: a powerful talent com-
bining rough edges with a soft center.

(far broader, more intense. and more
literate than our own) led to a collabora-
tion with the Belgian Jacques Brel. If
it were not for McKuen's songs, 1
wouldn't have believed that the tradition
could be transposed into English terms.

In McKuen's adaptation of Brel's The
Statie, we hear the thoughts of a dead
man to whom a statue has been erected in
a park. where children come to gaze. “l
wish I could get my hands on he who's
made a hero out of me.” the statue-
spirit mocks itself, knowing he had hived
with neither honor nor virtue. had gone
to war only because he was bored, and
got killed only because he was looking
the wrong way. He ends softly, 1 wish
the children would stop looking at me.”
It's a stunning piece of material.

McKuen seems to have incorporated
French devices as well as feeling into his
own material. Down at Mary's Old Time
Bar, co-written with Mort Garson, has
a sad and desperate lyric sung to a quick,
cheerful melody. The effect is disturbing.
We hear a llting, waltz-time calliope
under the wistful lyric of “Open the
Window and Se¢ All the Clowns/Smiles
have been painted all over their frowns.”
Also striking are Before the Monkeys
Came (did McKuen anticipate the Mon-
kees TV series?). Zangra, and The Sum-
mertime of Days.

One song, You, could have been much
stronger with a less trite arrangement. Of
the four arrangers used. Lincoln Mavorga
and Mort Garson do the best work. Mec-
Kuen rarely writes a poor song, but cer-
tain selections here inevitably look pale
next to the spectacular songs. As his
writing gets better, McKuen's voice,
rough edged around a soft center, grows
more relaxed and free.

There is virtually no market today for
pure-quality talent in the popular field.
Yet somehow Rod McKuen is carving
himself a place in this field that does
not exist. Cynics will sav he's the excep-
tion to the rule. Optimists will hope he's
making room for other new quality art-
ists. Sadlv, a lot of people won't care
one way or the other. If you care, this
is a valuable album, M.A.
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LIZA MINNELLL: There Is a Time.
Liza Minnelli, vocals; orchestra, Ray
Ellis, arr. and cond. I Who Have
Nothing: Stairway to Paradise; The
Parisians: cight more. Capitol ® T
2448, $3.79; ST 2448, $4.79.

Liza Minnelli appears to be singing a

little better. She has a few good moments

here. There's a bit less gasping, grating,
and so on than usual. Perhaps this is due
to the influence of her friendship with

French singer-composer Charles Azna-

vour, who wrote several songs on the

album plus a tribute to Miss Minelli in
the liner notes.

Nevertheless, Miss Minnelli has yet
to get all the way through a song with-
out giving it a punch in the belly. It's
difficult to believe she has much idea
what she’s singing about. But something’s
stirring. let’s see where she is five albums
from now. M.A.

MOD CONCERT. Pro Arte Orchestra,
George Vinter, cond. The Merry-
makers: Entrance of the Little Fauns:
Under the Linden Tree: eight more.
Capitol © P 8642, $3.79; SP 8642,
$4.79.

There's only one selection of real worth

on this disc. but that one piece is so

magnificent that the album. is a find
for music lovers.

The piece is Canadian composer Rob-
ert Farnon's exquisite orchestration of
the French folk song A la claire fontaine.
Orchestration today is a field of giants.
Yet Mr. Farnon towers tallest, and al-
most any arranger will attest to it. After
hearing A la claire fontaine—originally
written as part of Farnon's Canadiana
Suite—you’ll understand why. He trans-
forms the charming little folk melody
into one of the most fragile and moving
of modern orchestral picces. Fortunately,
it is also well performed.

The rest of the album is blah light
music similar to that put out by groups
like the Boston Pops. It's too bad to
have to spend several dollars for an al-
bum to get at one really fine track. But
if you can afford the luxury, do it

M.A.

PETER NERO: On Tour. Peter Nero,
piano: Barre Phillips. bass: Joe Cusatis,
drums. Sweet Georgia Brown, Awtumn
Leaves, Greensleeves: four more. RCA
Victor © LPM 3610, $3.79; LSP 3610,
$4.79.

One side of this disc, which is made

up of excerpts from three of Nero's

concert appearances, is given over to a

twenty-one-minute medley of tunes from

Porgy and Bess, a performance that puts

a spotlight on the problem Nero faces

when trying to apply a concert pianist’s

technique to what is essentially popular
material.

These Gershwin tunes are certainly
part of the cream of the pop repertory
and Nero's performance, technically, is
clean and vivid. But despite all the flash
and furor which he uses to develop each
tune. there is little relationship between
his displays of technique and the material
to which it is applied. Gershwin be-
comes lost in the flamboyance as Nero
builds each tune—and, eventually, the
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entire medley—to a series of climaxes
that are reminiscent of one of those
movie concertos in which the poor little
kid from the lower East Side at last
makes his triumphant Carnegie Hall ap-
pearance.

The short pieces that make up the rest
of the disc show another side of the
same problem: pop tunes, even treated
relatively simply, are not very satis-
factory concert pieces. At best. they are
musical hors d'ocuvres. Nero gets around
this to some extent by using some pieces |
as a basis for musical jokes (Darktown
Strurters Ball in this case) and by throw-
ing in a few jazz touches (Art Tatum.
the earliest jazz influence on Nero, lurks
in the shadows of Willow Weep for Me). |
But it's a thin diet and when Nero tries |

to disguise it with all that thick gravy Distinguished Conductors
he is apt to obscure even the essential

merits of the tunes. and Outstanding Orchestras in
However, within this special area of | Stereo Orchestral Recordings
pseudo-culture, Nero is a highly polished
ONLY $ 49

artist and it can at least be said for

these performances that they have a
per stereo lp
(mfr's cat, price)

TODAY’S BIGGEST
STEREO YALUE

STEREO

Treasury
SERIES

IMPORTED LP’s from ENGLAND

beautiful sheen. JS.wW.

PERRY—KINGSLEY: The In Sound
from Way Out. Flectronic music cre- |

ated by Jacques Perry and Gershon L

Wevms Trmgary st

eaeo Trearury'stas: sremeoTreasury semey

st o Treuirs’ siad

Hungarian
Slavonic Dances

ADAM

Giselle

e —————
Pares COMMmY4TOME OACIESTRS

Kingsiey. Unidentified Fliving Object: |
Cosmic Ballad: Spooks in Space; nine
more. Vanguard ® VRS 9222, $4.79;

THE BLUE DANUBE Bertioz
F 2 SYMPHONIE FANTASTIQUE

A CONBAvAIOM ORCH  ARGENTS

VSD 79222, $5.79.

The idea of electronic pop music has
lain just over the horizon for some time.
In a sense. the distortions introduced
into rock-and-roll during the editing
process have already turned some of it
into semi-electronic music. But this al-
bum, so far as | know, is the first one
to make the full plunge.

Perhaps “plunge™ is an exaggeration.
The music is entirely tonal, even conven-
tional. But it is played on electronic
instruments, seemingly including electric
organ, although the notes aren't very
specific about this. It has overlays of
electronic sound, and even touches of
musique concrére—there are noises that
resemble a baby's cry on one track. a
lion's roar on another. This is done over
a perfectly conventional rhythm section,
including guitar.

One would be justified in expecting
a puerile mishmash to emerge from all
this. but—pleasant surprise—it doesn’t.
Jacques Perry is an experienced French
experimenter in electronic music. and
Gershon Kingsley is a capable Ameri-
can songwriter and arranger. Between
them, they have created an album with
its own silly charm. Indeed. some of
the tracks are among the most amusing
bits of music I've ever heard. The effect
is akin to what you'd expect to hear if
someone crossed conventional, but good,
popular music with the sound track of
the old science-fiction film Forbidden
Planet, and the sound effects of the Alec
Guinness comedy The Man in the White
Suit.

It is perhaps brash of Vanguard to
suggest in its album cover copy that this
is the pop music of the future. But it
certainly is a drily witty experiment with
the music of today. This little oddity of
an album is, 1 think, worth owning.

G.L.
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MARTINON

15 great new releases now available

Brahms: THE FOUR SYMPHONIES
The Vienna Philharmonic Orchestra —
Rafael Kubelik

(4 records) STS 15001/4

RossIni-Respighi:

LA BOUTIQUE FANTASQUE

Oukas: THE SORCERER'S APPRENTICE
The israel Philharmonic Orchestra —
Georg Solti STS 15005

Berlioz: SYMPHONIE FANTASTIQUE
The Paris Conservatoire Orchestra —
Ataulfo Argenta STS 15006

DVordk: SYMPHONY No. 5 IN E MiNOR,
0p. 95 (““From The New World"')

The Vienna Philharmonic Orchestra —
Rafael Kubelik STS 15007

Mendelssahn: SYMPHONY No. 4 IN

A MAJOR, Op. 90 {“‘italian")

Schubert: SYMPHONY No. S IN

B FLAT MAJOR

The Israel Philharmonic Orchestra —
Georg Solti STS 15008

Brahms: HUNGARIAN DANCES

Dvordk: SLAVONIC DANCES

The Vienna Philharmonic Orchestra —
Fritz Reiner STS 15009

Stravinsky: PULCINELLA — Suite;
THE SONG OF THE NIGHTINGALE
L'Orchestre de Iz Suisse Romande —
Ernest Ansermet STS 15011

THE BLUE DANUBE

Johann Strauss: The Biuve Danube Waltz;
Accelerations Waitz; Emperor Waltz;
Roses From The South; Pizzicato Polka.
The Vienna Philtharmonic Orchestra
Josef Krips STS 15012

Adam: GISELLE
The Parls Conservatoire Orchestra — Jean
Martinon STS 15010

MUSIC IN LONDON (1670-1770)

Boyce: Symphony No. 1 in B Flat Major;
Symphony No. 4 in F Major.

J. €. Bach: Symphony in € Major for
Double Orchestra (Op. 18 No. 5).
Purceil: Chaconne from “The Faery
Queen.” Arne: Overture No. 4 in

F Major. Avison: Concerto No. 13 in

D Major. Locke: Music from

“The Tempest.”

The English Chamber Orchestra —
Emanuel Hurwitz STS 15013
Falla: EL AMOR BRUJO

Marina de Gabarain — L'Orchestre de la
Suisse Romande — Ernest Ansermet
Falla: MASTER PETER’'S PUPPET SHOW
Julita Bermejo, Carlos Munguia, Rai.
munde Torres—The National Orchestra of
Spain — Ataulfo Argenta STS 15014

Mendelssohn: VIOLIN CONCERTO IN

E MINOR, Op. 64

Bruch: SCOTTISH FANTASIA, Op. 46
Campoli — The London Philharmonic Or-
chestra — Sir Adrian Boult  STS 15015

Tehaikovsky: SYMPHONY No. 4 in

F MINOR, Op. 36

The Paris Conservatoire Orchestra —
Albert wolff STS 15016
Tehaikovsky: SYMPHONY No. S IN

E MINOR, Op. 64

The Vienna Phitharmonic Orchestra —
Josef Krips STS 15017
Tehaikovsky: SYMPHONY No. 6 IN

B MINOR, Op. 74 (“Pathétigue’)

The Vienna Philharmonic Orchestra —
Jean Martinon STS 15018

LONDOX,

RECORDS
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People who
listen
choose ADC
cartridges

220)-
startling

is the sound produced by this

new, very low-priced

magnetic cartridge.

Ouit-performs many that cost

far more! Unique ADC

features give characteristic
clarity and durability.

39.95

AUDIO DYNAMICS .
N. CORP

Pickett District Rd.
New Milford, Conn.
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URLD WIDE
SINCE 1948

COMPONENTS * RECORDERS
KITS * SPEAKER SYSTEMS * TAPE

o LOWEST PRICES
® SAME DAY REPLY
TO YOUR INQUIRY
® MFRS. SEALED CARTONS
© DOUBLE BOXED
WHEN POSSIBLE

® FAST, INSURED SHIPMENTS
® PACKAGE DEALS
SAVE YOU MORE
® FRANCHISED DISTRIBUTORS
FOR OVER 50 MFRS.
® OPEN MONDAY THRU
SATURDAY
e TEN CENT 1-HOUR PARK-
ING METERS AT PREMISES
Send for
FREE “MONTHLY SPECIALS"”

of Components, Tapes
and Cartridges.

WRITE FOR MONTHLY SPECIALS

VISIT OUR STORE
W N S STON S

1686-F Second Ave. (Nr. 87), N.Y. 10028
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FRANKIE RANDALL: Going the
Frankie Randall Way! Frankie Ran-
dall, vocals; orchestra, Billy May.
arr. and cond. Crazy She Calls Me;
Isn't It Romantic: It Ilud To Be You:
nine more. RCA Victor ©® LPM 3627,
$3.79; LSP 3627, $4.79.

For all his professionalism, which is con-

siderable. Frankie Randall has not yet

formed a face of his own among singers.

He continues to sound like a mixture of

Bobby Darrin, Buddy Greco, Steve

Lawrence, and the headmaster, Frank

Sinatra.

The ingenious Billy May arranged and
conducted this date for Randall. Be-
cause nobody drives a band home harder
than May, it takes a powerful singer to
stay on top of his arrangements. Randall
falters from time to time. His bes: sing-
ing occurs in Gravy Waltz, where he
manages for the most part not to sound
like anyone else and in the ballad Here’s
That Rainy Day.

One senses in Randall a buried poten-
tial for individuality, but how long must
we wait for it to emerge? M.A.

SYLVIA SIMS: Sylvia Is! Svlvia Sims,
vocals: Kenny Burrell or Bucky Piz-
zarelli, guitar; Milt Hinton, bass;
Osie Johnson, drums: Willie Rod-
riquez. percussion. As Long as I Live:
More Than You Know: I'm Afraid the
Masquerade Is Over; How Insensitive:
Smile: If You Could See Me¢ Now;
Meditation; Cuando Te Fuiste De Mi;
God Bless the Child; Wild Is the
Wind: You Are Abwvavs in My Heart;
Brazil. Prestige ® 7439, $4.79; S 7439,
$4.79.

Singer Sylvia Sims is a quiet legend

within the music business. She sings in a

rich, golden voice of almost do-no-wrong

grace. This is her first album in two
years, and it marks her debut on Prestige

Records. The occasion is marked in the

liner notes with fond tributes by fans

like Tony Bennett, Jack Jones, and Erroll

Garner. If you're a long-standing Sylvia

fan, be pleased. This is a superb album.

Her material, listed above, is as impec-

cable as ever.

Things went so pleasantly on this
record session that many of the tracks
are first or second takes. Guitarist Kenny
Burrell's support is strong and sensitive.
It was the final record date of the late
Osie Johnson, and he played himself
proud.

Miss Sims is a great American artist.
If you love good music and you're un-
familiar with her work, you have some-
thing quite special to look forward to in
this album. M.A.

BARBRA STREISAND: Je m'appelle
Barbra. Barbra Streisand, vocals: or-
chestra. Michel Legrand. arr. and cond.
Once Upon a Summertime: Le mur:
I've Been Here: nine more. Columbia
0 CL 2547, $3.79; CS 9347, $4.79;
@ CQ 862, $7.95.

Any substantial performer is followed by

two groups: fans and dissenters. In Bar-

bra Streisand’s case, the two camps have

a curious way of vacillating, so that last

week’s fan, disenchanted by some new

Streisand offering, may get an argu-

ment from last week’s dissenter, newly
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converted by that same offering. For
the discomfited, this album probably will
not settle the Streisand question. Again,
she works on many levels.

It's true that Miss Streisand’s success
has set off an unpleasant melee of sob-
bing. shrieking girl singers. At the same
time, she is associated with fresh material
and superb orchestrations, and even the
worst of her imitators put out albums
with lush arrangements. While the
Streisand boom has caused an unfor-
tunate singing trend, it has also caused
a heartening arranging trend.

French composer-arranger Michel Le-
grand wrote all but one (What Now My
Love is arranged by Ray Ellis) of the
charts for this all-French set. Legrand's
writing is fine. though not so impressive
as some of his other work. such as his
score for The Umbrellas of Cherbourg.
Miss Streisand sings both in English and
French. Her French is excellent. Among
the best tracks are Free Again, Martina,
Awtumn Leaves, and Clopin Clopant.
Unfortunately, Miss Streisand insists on
screaming her way out of I Wish You
Love and What Now My Love, lowering
an otherwise tasteful level. In her soft
moments. however., she never sounded
better. Nat Shapiro’s liner notes give a
comprehensive picture of the material
included.

This was a powerful album idea and,
over-all, it's well executed. It’s the best
of the recent Streisand albums. M.A.

SYLVIA TELLES: The Face 1 Love.
Sylvia Telles, vocals; orchestra. It
Might As Well Be Spring; Rain; Ba-
lanco Zona Sul: nine others. Kapp ®
KL 1503. $3.79; KS 3503, $4.79.

Of the three girl singers from Brazil who

have tried to make it in the United States

—Astrud Gilberto. Wanda da Sah. and

Sylvia Telles—Mrs. Gilberto is the most

successful. But Miss Telles is the best.

Unlike Mrs. Gilberto and Miss da Sah,

she has gone to the trouble to learn Eng-

lish really well, so that she sings the
language with an ease that makes you
think she understands the lyrics; Mrs.

Gilberto sounds as if she memorized

them with no comprehension at all, even

though her English has somewhat im-

proved since her first album.

But aside from that, Miss Telles is
simply a better and more professional
singer than either Mrs. Gilberto or Miss
da Sah. All three of them sing flat, but
Miss Telles does it less frequently and
less flagrantly. Furthermore, she is at
ease in North American songs. This al-
bum has mostly bossa nova settings, but
in the few instances where Miss Telles
ventures into other metric conceptions.
she is still at home.

Her voice is intimate and soft and
warm, as one would expect of a Bra-
zilian. The arrangements range from
good to excellent. The arranger isn't
credited, which is unfortunate.

This, Miss Telles’ second album for
Kapp, is quite attractive. G.L.
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BEN BAGLEY: “George Gershwin Re-
visited.” Barbara Cook, Elaine Stritch.
Anthony Perkins. and Bobby Short.
vocalists: ensemble, Norman Paris,
cond. Nashville Nightingale: There's
More to the Kiss than the XXX:
Scandal Walk: ten more. M-G-M ©®
4375, $4.79: S 4375, $5.79.

What have we been listening to all

these years? Ben Bagley has dug up un-

celebrated Rodgers and Hart  songs,
uncelebrated Cole Porter Songs, and now
uncelebrated Gershwin songs, all in his

“Revisited" series. Here he proves for

the third time that the songs we all

know so well only skim the upper sur-
face of the cream of their work. Like
the previous releases in this series. there
is nothing in this Gershwin collection
that is likely to assume a place among

the Gershwins' topmost tunes. But A-

minus Gershwin is still the stuff that one

can feed one’s dreams on.

The songs in this collection. with two
exceptions. come from the Twenties.
Some of them sound all too much like
the Twenties and are treated with loving
appropriateness. Others have more last-
ing qualities. Inevitably. it is the novelty
material that dates and the ballads
(which might date with less creative
treatment) that don't—/-eeling  Senti-
mental from Show Girl in 1929, Three
Times a Day from Tell Me More (1925).
and  Drifting  Along with the Tide
(George White's Scandals  of 1921)
are worthy balladic survivors.

The two post-Twenties tunes in the
set are Back Bay Polka, a four-part
vocal dissection of Boston, and Changing
My Tune. both from the 1946 film
The Shocking Miss  Pilgrim, released
nine years after George Gershwin's
death. It is disturbing that even after
his death, when the public might be
more consciously searching for any
last gems from him, the appearance of
songs as good as these could have gone
unnoticed. In two very different ways—
one is clever and catchy, the other gently
romantic—they are exceptionally good.

Bagley has assembled an able and
contrasting group of singers for the
recording—Barbara Cook, an open. forth-
right. and wonderfully sure-voiced singer:
Elaine Stritch for the worn, torn. whiskey
contralto aspects: Anthony Perkins, sub-
dued. unprepossessing, and, in the Twen-
ties ballads. appropriately Whispering-
Jack-Smithish: and Bobby Short, buoyant
and bouncy but, at times, unhappily
hoarse. The accompaniment by Norman
Paris and a varying group of instru-
mentalists is as aptly atmospheric as one
could wish. JS.w.

COUNT BASIE & HIS ORCIIESTRA:
Broadway Basie’s Way. Count Basie,
piano: Basie band. Chico O'Farrill.
arr. and cend. 4 Lot of Livin' To Do:
Evervthing's Coming Up Roses: Just
In Time: nine more. Command @ RS
33.905, $4.79: RS 905 SD. $5.79.
@ C 905. $7.95.

Trends and tastes in the music busi-

FEBRUARY 1967

ness are so wildly erratic that a day—
an hour—probably never passes that
someone within it isn't certain he's losing
his mind. In such crises, it's nice to know
that there are still a few around like
Basie and his band. who have been doing
their thing, relentlessly, for thirty good
years.

This album of Broadway songs (Basie's
first for Command) is the liveliest of
the band’s recent discs, A great deal of
the credit must go to Chico O’Farrill,
who contributed the fresh and fluid writ-
ing and also conducted the date. This is
O'Farrill's second explosion onto the
New York music scene. The first oc-
curred several years ago. when O'Farrill
was a major composer-arranger for such
bands as Benny Goodman. Stan Kenton,
and Dizzy Gillespie. O'Farrill then re-
located in Mexico for eight years.

In 1965 he returned to New York
and Bill Basie snapped him. Here. O'Far-
rill displays his considerable talent by
imparting his own flavor and energy,
while at the same time writing in the
tradition of great Basie arrangers such
as Quincy Jones, Neil Hefti. and Billy
Byers.

Though the album’s momentum never
flags. two highpoints are Mame. passed
back and forth between Basie’s piano
and Roy Eldridge's trumpet. Eldridge,
who surprised the music business not
long ago by joining the Basie band. is
featured again on the beautiful Here's
That Rainy Day.

How do you make a tasteful. happy
album that sells (the record is already
on the charts)? Choose and tailor your
material as carefully as Basie did here.
Then to make it all work grab Chico
O’'Farrill before someone else does. M.A.

DUKE ELLINGTON: “The Popular
Duke Ellington,” Duke Fllington. pia-
no. Cootie Williams, Cat Anderson,
Mercer Ellington, and Herbie Jones.
trumpets: Lawrence Brown. Buster
Cooper. and Chuck Conners, trom-
bones: Harry Carney. Russell Procope.
Johnny Hodges, Jimmy Hamilton, and
Paul Gonsalves. saxophones: John
Lamb, bass: Sam Woodyard. drums.
Creole Love Call: Sophisticated Lady:
Perdido: Black and Tan Fantasy: seven
more. RCA Victor ® LPM 3576,
$3.79; LSP 3576, $4.79.

CARMEN CAVALLARO: “Plays Elling-
ton.” Carmen Cavallaro. piano: with
guitar, bass, and drums. Sophisticated
Lady; Prelude to « Kiss; Day Dream;
nine more. Decca ® 4774, $3.79;
74774, $4.79.

As a practicing cynic, T will not be sur-

prised if the great American public,

given a choice of buying Duke Ellington
playing his best known compositions or

Carmen Cavallaro working his way over

a similar program. chooses the Cavallaro

interpretations by a comfortable margin.
The Duke Ellington set is not as good

as it might be and the Cavallaro set is
better than 1 expected it to be. Cavallaro
is a soft. bland pianist who leans towards

a strict, humpty-dumpty businessman’s

bounce or, in less openly rhythmic

moods, a cocktail piano approach. These
characteristics cover much of this disc
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—but there is ualso a Mood Indigo
that gets away from these confining hall-
marks and. with the help of some plea-
sant guitar touches, demonstrates that
there is a less simple-minded side to
Cavallaro.

The Popular Ellington? Well, it could
have been calted The All-Too Popular
Ellington. There are the Ellington war
horses. The amazing thing is that, on
some of them, the Duke has come
up with new and attractive touches, “4"
Train is a mixture of the contemporarily
definitive  band  version  with waltzing
variations by the Duke: I Gor It Bad
is a magnificent one-chorus demonstra-
tion by Johnny Hodges of the ultimate
milking process. assisted by the Duke's
fill-in tickles: Mood Indizo catches one
off-guard with newer, bluer harmoniza-
tion than it has had in the past: and
Solitude, done with a1 more positive beat
than one expects. contains some gor-
geous  piano  reflections by Ellington
Cootie Williams explodes from time to
time and Lawrence Brown (not quite
as pure-toned as he was before he bhe-
came the latter-day Tricky Sam) mutters
and soars. Aside from these picces and
these soloists, the war horses remain
what they have been for some time.

Of course, any new thoughts of the
Duke's are welcome, and possibly half
this dis¢ comprises such reflections. But
from a programming point-of-view, there
is so much Ellington of the past forty
years that has not been updated, and
well could be, that this persistence in
rehashing the commonplace is stretching
things thin. Among the might-have-beens
are Echoes of Harlem, Merrv-Go-Round.
Clarinet Lament, Carncgie Blues. Sere-
nade to Sweden, Balcony Serenade, Cot-
ton Club Stonmip, and—oh well.  JS.W,

KRING FISHER AND UHIS ALL-STARS.
King Fisher. trumpet: Don Thomson,
trombone;  Brett  Lockyer, c¢larinet;
Barry Bruce, piano: John Bartlett,
bass: Wilt Dower, drums. Juzzology
Swing: Buddv Bolden Blues; Sonie-
day Sweetheart; others, lazzology
13, $4.98; S 13, $5.98,

Let’'s say you wre a trumpeter and vour

father is Freddie (Schnickelfritz) Fisher,

the comedy trumpeter whose main claim
to fame forms a footnote in the Glenn

Miller story—a footnote that reads: when

the Mitler band played the Paradise

Restaurant in New York in 1939 it got

second billing to the Freddie (Schnickel-

fritz) Fisher band. On the other hand.
your name is actually Eddie Fisher.

How do you get away from the dual

implications? Answer: You go to Aus-

tralia and bill yourself as King Fisher

(begging the pardons of Joe Oliver and

the world of ornithology).

The startling thing is that, out of all
this escapism, King Fisher emerges as an
unusually good and imaginative trumpet
player plowing the traditional vineyards.
It is not an ecasy task buwt he carries
it off well, assisted by a fine group of
Australians, the most notable of whom
is Don Thomson, a trombonist with a
touch of Teagarden spiced by spurts of
broad blowsiness. Fisher has a wuarm,
light attack, slightly reminiscent of Doc
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Evans but with a quality of its own.
The band is a product of a complete
cycle in Australian jazz. Originally it
was Thomson's Riverside Jazz Band
which Fisher joined in 1960 and then
led for several years as Fisher's Jazz
Band. 1t has since broken up; this re-
cording was made al a recent reunion
of the group. It's good enough to keep—
the band. that is. J.S\WV.

JOHN HANDY QUINTET: “The 2nd
John Handy Album."” John Handy.
alto and tenor saxophones; Jerry Hahn,
guitar:  Mike  White. violin:  Don
Thompson, bass; Terry Clarke, drums.
Dancy Dancy; Theme X: Blues for a
Highstrung Guitar: Dance for Carlo
B: Scheme 31, Columbia © CL 2567,
$3.79: CS 9367, $4.79.

The first album by Handy’s Quintet (Co-

umbia CL. 2462,/CS 9262) was a provoc-

ative introduction to this unusual group.

However, because it was made up of

only two long selections, both in a some-

what similar vein, it was a limiting
program,

This second disc is a much more
satisfying indication of the range of the
quintet. The five pieces go from airy
gaiety (Danev) and soft, graceful mel-
ody (Carlo B) to discordant non-jazz
(Scheme 1), One piece, Theme X,
i1s very much like If Only We Knew,
which covered a full side of the first
LP. 1t is better for being shorter. Handy
comments in the notes that the recorded
versions of these tunes are shorter than
the treatments he has been playing in
clubs and that he finds these shorter
versions both better and more satisfying.
Il only other long-winded jazz musicians
would make this discovery!

Mike White, the violinist who was
very ampressive on Handy's first disc
and  whose presence gives the group
much of its distinction, is, if anything,
even more striking this time. He creates
an effect on Dancy that seems to com-
bine  Stephane  Grappelly and  Django
Reinhardt and shows a flair for breaks
that are both unusual and melodic on
Blues for « Uighstrung Guitar. This
picce ostensibly focuses on guitarist Jerry
Hahn but his best moments come in the
twisting, slithering use he makes of bent
notes on Theme X. Handy's lyricism
and  grace uare constantly in evidence
although, in moments of agitation, he
hias o tendency to become shrill and
shrewish. JS.w.

ANDREW HILL: “Smoke Stack.” An-
drew Hill, piano: Richard Davis and
Eddie Khan, basses; Roy Haynes,
drums. Wailing Wall: Ode to Von: Not
So: four more. Blue Note ® 4160,
$4.79; 84160, $5.79.

Add the name Andrew Hill to that dis-

tinguished line of pianists that stems out

of Luckey Roberts, James P. Johnson,

Willie “The Lion™ Smith, and the stride

school of Harlem in the carly Twentics

and. through Duke Ellington, continues
to Thelonious Monk. Cecil Taylor, and

Randy Weston. Hill, of course, has ab-

sorbed—and shows—the influence of

other recent pianists as well, most not-
ably Bill Fvans. But his relationship to
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the stride-Ellington-Monk  line is high-
lighted again and again in this set.
Using two basses on all but one piece,
Hill develops his piano lines over a
variety of complex rhythms. Frequently
he is playing over two contrasting bass
patterns that help to drive and lift his
own ideas in a way that the standard
rhythm section could not achieve. His
progressions are usually strong and
stately at first, building towards low-
keyved turmoil. At his most character-
istic, he creates roiling. Monkish melo-
dies that develop the kind of surging
flow one would look for in Bill Evans.
Unlike Evans, who often wanders off
mto ethereal moeds, Hill remains a
positive force—a pile driver with the
ahility to coax and sing. He shares much
of the creative space on these picces
with Richard Davis, a compelling and
original bassist. The trio selection. Verne,
is essentially a duet in which bass and
piano stroll along beside each other. cach
singing his own song—a fascinating con-
junction. JS.W,

CHARLES MINGUS: “Live at the Jazz
Workshop.” Clifford Jordan. tenor
sarophone; John Handy, alto saxo-
phone; Jane Getz, piano; Charles Min-
eus, bass: Danny Richmond, drums.
Meditations,  New  Fables.  Fantasy

6017, $4.98: 86017, $4.98.
It's all very well to be an explosive
genius—which Mingus is—but the public
is being gulled when the genius surrounds
himself with routine performers and gives
them the betier part of an LP on which
to lay bare their deficiencies. This disc,
recorded at the Jazz Workshop in San

Francisco, i1s made up of two sclections,

each stightly more than twenty-three min-

utes fong. The only points of interest are
contributed by Mingus himself—a gor-
geous bit of cellolike bowed bass on

Meditations that is nostalgic and haunt-

ing, and a briet, three-minute plucked

bass passage on New Fables that sepa-
rates two long. tedious saxophone solos
by Clifford Jordan and Jlohn Handy.

Handy does not appear on Meditations,

which, aside from Mingus’ superb bass

work, is devoted to an even less inspired
solo by Jordan and some routine piano
mulling by Jane Getz. JS.wW.

SHIRLEY SCOTIT: Roll ‘Em. Shirley
Scolt, organ; orchestra, Oliver Nelson,
arr. and cond. for Dancers Only;
Little Brown Jug:; Stompin' wr the
Savov, Tippin® (n; six more. Impulse

9119, $3.79; S 9119, $4.79.

There's the germ of a promising idea in

this set but everybody quit 100 soon.

The promise is in the concept af having

5o skillful and well-grounded a contem-

porary arranger as Oliver Nelson write

arrangements of big-band classics, mak-
ing Shirley Scott, one of the more

sensitive jazz organists, the focus of a

band loaded with first rate players. The

promise is fulfilled to a considerable
degree with Nelson's writing on  Roll

‘Em, For Dancers Only, Sophisticated

Swing, and Sometimes I'm Happyv. He

has kept the feeling of the originals
while brightening them with his own
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voicing ideas—there’s  a  particularly
sparkling updating on Roll "Em.

Miss Scott fits well into the big-band
setting. But the big-band concept is lost
sight of in her solos. She goes on at
great  length  (often just organ and
rhythm are heard), while the other very
capable soloists, who could have fresh-
cned the set with solo variety, sit tacit.
The other six numbers are simply trio
performances—ice., organ solos. The big
band feeling is gone while the shrilling
of the organ becomes pretty monotonous,
It might have been better to throw this

away, start all over, and do the job
right. J.S.W.

BUD SHANK: “And the Sax Section.”
Bud Shank, Bob Cooper, Bob Hard-
away, Jack Nimitz, Bill Perkins. and
John Lowe. saxophones; Dennis Budi-
mir, guitar; Ray Brown, bass; Larry
Bunker, drums; Bob Florence, arr. and
cond. Summer Samba: On a Clear
Day: Sidewinder; nine more. Pacific
Jazz © 10110. $4.79; 20110, $5.79.

The possibilities of the saxophone section

were first explored in the Twenties by

the Six Brown Brothers. who worked for
lively novelty effects. Since then, saxo-
phone ensembles have had a steady but
quiet history in jazz. Benny Carter has
been the most consistently brilliant writer
for saxophones (following in the path
of Don Redman. his predecessor as ar-
ranger for the Fletcher Henderson band,
who pointed the way with his use of clar-
inet trios in his writing for Henderson).

From Henderson, one moves quite
logically 1o the Goodman saxophone
section, a beautifully creamy group under
Hymie Schertzer's leadership.  Artie
Shaw’s saxophones helped to swing his
band, Jimmie Lunceford's saxophones
achieved a splashy depth that was ex-
tended by Stan Kenton's handting of
reeds and, of course, there is the ulti-
mate in saxophone sections, Duke Elling-
ton’s incomparable five-man team (taken,
it should be noted. at almost any period
and with almost any five men). This is
the tradition on which Shank's group is
based. They have created over-all, a very
good record.

One key to its success is Bob Florence,
who wrote the arrangements. He came to
the task after almost a decade of demon-
strating himselt 1o be the most perceptive
writer of propulsive big band arrange-
ments on the West Coast, Gerald Wilson
notwithstanding. 1 suspect Florence might
be able to write arrangements that would
make even the Kenton band swing, In
any event, he works with a swinging ap-
proach here and he has an excellent
croup ol saxophonists to carry out his
charts. He shows a surprising and unex-
pected predilection for Kemp-like ensem-
ble runs which work beautifully in this
context. Shank, of course, gets most of
the solo space and carries it off pleasant-
ly. But the liveliest and most piquant con-
tributor is the unheralded John Lowe on
bass saxophone, who produces jovial,
break-"em-up burps at appropriate occa-
sions. J.S.W.
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TOOTS THIELEMANS: Contrasts. Jean
(Toots) Thielemans. harmonica and
guitar: orchestra, Don Sebeksy or Jack
Andrews, arr. and cond. Makin’
Whoopee; Big Boy: Bluesette; nine
more. Command ® RS 33-906, $4.79;
RS 906SD. $5.79.

Almost without question, the most ac-
complished harmonica player in the
world today is not Larry Adler but a Bel-
gian  virtuoso named Jean (Toots)
Thielemans. Thiclemans has turned the
instrument into a genuine musical instru-
ment. something Adler never quite ac-
complished. He plays by a technique of
puckering as if he were about to whistle,
blowing (or sucking) through each in-
dividual hote of the instrument, and
working the button by which the instru-
ment is shifted a half-step upward with
astonishing cleanliness and facility. By
varying the pressure of wind, which of
course activates the little metal reed
that creates each note of the harmonica,
he even gets a  clear and delicate
vibrato. By blowing too hard into the
instrument or, alternatively. letung the
air support drop, he manages to bend
notes as casily as if he were singing
or playing a conventional horn or reed
instrument. The only reason I know how
he plays the damned instrument is that
he once showed me—during the period
when he was playing guitar with George
Shearing—as we walked up Chicago’s
State Street at four o'clock in the morn-
ing. 1 promptly bought a harmonica
like his (he uses an ordinary $13.00
Hohner chromatic instrument). Only then
did 1 reatize how great is Thielemans’
accomplishment in making the harmonica
into something much more than a folk
toy. The composition with which he
demonstrated the instrument, incidentally.
was one of the Bach unaccompanied
violin sonatas: and, I might add, he
played it superbly.

F'hielemans has composed hit songs
(Bluesette, for one) and he has made
good albums. This atbum seems to be
taking on the proportions of a hit, partly
due to the virtuosity and beauty of his
jazz soloing on Makin® Whoopee. The
whole album isn’t up to the standard of
this one, alas. though there are some
other quite good tracks, such as Swummer
Samba. But this track illustrates what an
admiring fellow musician meant when
he said of Thielemans recently: “l've
never seen a cat play as if the instru-
ment were part of his body like that.”
Every musician’s instrument is. to a
greater or lesser degree, an extension of
his body. But Thielemans at his best
reatly does sound as if the odd little in-
strument, almost invisible in his hands,
was as much a part of him and as re-
sponsive to his musical whim as one of
his fingers. An amazing player.

He plays guitar and whistles on some
of the tracks. He plays guitar well,
though with nothing like the astonish-
ing originality and ease with which he
does the harmonica. He whistles rather
poorly. I wish somebody would make
an album with this man playing har-
monica all the way, and up to his own
best standards. If you haven't heard
Thielemans, you've missed something n-
usual and exciting, G.lL.
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FOLK

MICHEAL MacLIAMMOIR: T Must Be
Talking To My Friends. Argo ® RG
493, $5.79 (mono only).

Here is an honest-to-God tour de force.

Michedl MacLiamméir, something of a

Renaissance man in that he writes, stage

designs, and acts with impeccable skill,

has already served Oscar Wilde and his
works to perfection on discs. Here he
presents a onc-man entertainment  that

is far more than an hour’s elocution. A

consummately witty and informative nar-

ration links together poems from Yeats,
excerpts from Joyce and Shaw, the last
speech of Robert Emmet, and material
culled from lreland’s long and tragic
history into a glowing tapestry that seems
to capture the quintessence of that su-
premely colorful country. No review can
possibly do justice either to MacLiam-
moir's artistry or the power of his ma-
terial. It is theatre of the very highest
order. O.B.B.

DAVE VAN RONK: Nou Dirty Names.
Dave Van Ronk, vocals and guitar;
David Woods, guitar and rhythm ac-
companiment. One Meatball: Song of
the Wandering  Aengus;  Statesboro
Blues; ten more. Verve Folkways ©
FT 3009, $3.79: FTS 3009, $4.79.

Recently there has emerged a strange
new breed of folk singers. Urban intel-
lectuals for the most part, they choose
to sing Deep South country blues. Just
why they should want to do such a
thing is a question best answered by the
artist and his conscience. The temptation
is to applaud as one might for a dancing
bear: not because he dances well, but
because he does it at all.

The most representative and perhaps
the best of this group of waltzing bears
is Dave Van Ronk. On this, his tenth
album for Folkways, Van Ronk shows a
style all his own, and ironically enough,
not with his blues singing. His treatment
of Alabama Song, from the Kurt Weill-
Bertolt Brecht opera Rise and Fall of the
Cuy of Mahagonny, is acid-etched, and
at times inspired.

Of the blues tracks, Van Ronk sings
with most authority on One of These
Days, a sophisticated piece by Mose Al-
lison. Lead guitar on this band is played
by David Woods, easily the most tasteful
musician to come out of the folk herd.

In all, Van Ronk acquits himself well.
He proves you don’t have to be black
to sing blues: still, the last dancing bear
1 saw was in a circus. M.A.
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SLEEP LEARN KITS

SAVE MONEY
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AUDIO UNLIMITED

it's Obvious!
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® FAST SERVICE

® FACTORY SEALED UNITS

® FULLY INSURED SHIPMENTS
® PACKAGE DEALS—SAVE MORE
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QUOTE TODAY
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People who
listen
choose ADC
cartridges

170-
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for changer use where 2

to 5 grams tracking force is
right. Highlv compliant, yet
amply rugged —and
thoroughly ADC in clear,
natural sound produced.
$29.50

¢

4

@ AUDIO DYNADMICS CORP.
Pickett District Rd.
New Milford. Conn.
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WE GIVE

DISCOUNTS

ON HI-FI
COMPONENTS

THEATRE & FILM

BOCKR & HARNICK: The Apple Trec.
Music by Jerry Bock: lyrics by Shel-
don Harnick: orchestrations by Eddie
Sauter: original Broadway cast. Colum-
bia ©® KOIL. 6620, $5.79. KOS 3020,
$6.79.

Had anyone told me a year ago that |

would be saying Jerry Bock and Sheldon

Harnick might relieve, if not save, the

Broadway musical from its own dismal,

redundant, pallid, wearisome mediocrity,

he'd have encountered raised evebrows
and a smile of polite mockery. Yet,

Judging by this score, that mav be the

case.

f Until now, Bock and Harnick have

embadied all that is dull about Broad-
way scares. Their score to Fiddler on
the Roof (ask any musician who has
been forced to try to do something in
teresting with it) is worth remembering

| only for its conspicuous mediocerity. But

they are growing. Very obviously, they
are growing,

Not that The Apple Tree score is a
masterpiece. But it has moments that are
gems. Bock is at last developing into a
composer with a sense of melodic shape,
of contour and wuarmth: and Harnick is
growing into an honest-to-God  lyricist
instead of a clever tinkerer with words
who can fit syllables to notes rather
the way you do the New York Times

| crossword puzzle. In the song Eve he
l shows a moving perception of the na-

ture of man to woman, the exasperating
character of the odd affliction we call
love. | used to say the man was capable
of witty lyrics (lus background of writ-
ing supper club material stands him in
good stead here in It's a Fish). but hope-
lessly awkward when he was required by
the nature of the material to write some-
thing romantic. But Eve is an excellent
and successful ballad. Even here. mind
you. he puts touches of mockery into the
writing. But that's all right. It was the
odd mixture of sentimentalism and con-
tempt for it that made Lorenz Hart the

SOUND
REPRODUCTION

INC.

34 New Street, Newark, N. J. (07102)
(201) Mitchell 2-6816
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great lyricist he was.

People came away from The Apple
Tree complaining about its structure—
three short musical plays. rather than
one show. The nced to keep on rekin-
dling interest is the problem and flaw of

l all omnibus shows. But whatever the

problems of this show as a whole, its
songs arc very good.

Two important assets to the album.
and obviously to the show. are the sing-
ing of Barbara Huarris, whose emotional
range is astonishing, and the arrange-
ments of Eddie Sauter, Aside from her
facility in slipping into wildly opposite
characterizations, even in song, Miss
Harris actually sings well. She can be
close and warm and natural. which comes
as a relief from the stiff belting of most
Broadway show singers, And Mr, Sau-
ter, one of the least understood and
appreciated of American arrangers, gives
us lovely relief from the nco-Robert

www americanradiohistorv com

Russell  Bennetisms  that  afflict most
musicals,

This s nat the best of Bock and
Harnick. I's only the best to date, On
the evidence of it, the best is yet to come.

G.L.

CAHN & VAN HEUSEN: Walking Hap-
py. Music by James Van Heusen; lyr-
ics by Summy Cahn: original Broad-
way cast. Capitol © VAS 2631, $5.79;
SVAS 2631, $6.79.

It is difficult for an American writer to

conceive of material and dialogue for

British characters. He must have a wide

Knowledge not only of differences in

vocabulury but in subtleties of inflection,

IUs tough enough in prose: it's tougher in

lyrics. And f the project in question is a

muswical comedy, the music, too, must

reflect the patterns of speech. Lerner
and  Loewe  did it—and  brilliantly—in

My Fair Ladv. Cahn and Van Heusen

haven't done it in Walking Happy, a

musical comedy based on the play //ob-

son's Choice.

Hobson's Choice is set in Lancashire,
where the natives speak in an aceent
that is quite special. Nothing in the mus
sic or the lyrics (excepting the rather
0o frequent expression by gum”) indi-
cates that Cahn or Van Heusen spent
much ume with this rather codd, rich,
and distinctly  picturesque  speech. For
that matter, even British actor Norman
Wiscdom, surprisingly, doesn't seem that
familiar  with the peculiarities of the
North Country specch. You don’t pro-
nounce i1 “by gum,” of course; it's closer
1o “ba goom.”

The score is musical—one would ex-
pect nothing less from the gifted Mo,
Van Heusen. Nor are the lyrics weak:
Mr. Cahn is much too able a wordsmith
for that. And one of their songs, Walk-
ing Happv, which is very good indeed,
will probably become a standard, The
albuni is ¢ven a pleasant whole to listen
to. thanks in part to Larry Wilcox's
orchestrations. But the whole thing lacks
edge. that sharp focus on subject and
character that made The Maost Happy
Fella and Guvs and Dolls such master-
picces. Both of them dealt with region-
alism, be it noted.

Cahn and Van Heusen are among
our very best songwriters, But, for me
at least, they've yet to pull it off in the
theatre. G.l.

T .."\’k Y '\n'\ '(\

CRAIC
A v Yy
Aﬁml‘ ‘\/\

0
) N

Hicn FiDELITY MAGAZINE


www.americanradiohistory.com

Live Better Electronically With
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Six ways to go stereo,
Sony-style...

1 — Model 200 Portable Solid-State Stereo Tape System. Under $199.50

2 — Model 660 E.S.P -Reverse Solid-State Stereo Tape System. Under $575

3 — Model 260 Radial Sound Solid-State Stereo Tape System. Under $249.50

4 — Model 350 Three-Head Solid-State Stereo Tape Deck Recorder. Under $199.50

5 — Model 250-A Perfect Playmate Solid-State Stereo Tape Deck Recorder. Under $149.50
6 — Model 530 Quadradial Sound Solid-State Stereo Tape System. Under $399.50

EUPSEOE The r':,'_-'.:__f.,,ﬂ,'}ri,ﬁ}

AMERICA'S FIRST CHOICE IN TAPE RECORDERS

For information on any of the models illustrated or on the rest of the best from Sony, write Superscope, Inc.. Sun Valley, California, Department L.
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BY R.D. DARRELL

o
THE TAPE DECK

Rallying Round the Old Standard. Only
tape collectors in the know may have
caught the implications in the tape list-
ing accompanying Hion FIDELITY's re-
view, last December, of Poulenc’s
L’Histoire de Babar (the tale of the little
elephant who has long delighted children
and their parents too) as recorded for
Angel under Georges Prétre. And even
some tape connoisseurs may have sus-
pected a typo in the tape order number.
But no, the designation definitely is ZS
36357. and the “Z” definitely does indi-
cate a 7.5-ips tape speed. (For good
measure there are three simultaneously
released Capitol pop reels—topped by
Lou Rawls's striking “Soulin’™ on ZT
2566, $7.98—which also mark a return
to the old standard speed.)

Now, of course, there's little likelihood
that Angel/Capitol, the foremost expo-
nent of 334-ips open-reel technology for
both serious and pop music, has changed
a policy which has proved itself to be so
successful in the last couple of years.
But it also scems that the company docs
not plan to limit its output to slow-speed
tapes. In any case, the 7.5-ips medium’s
ultra-widerange potentials are indecd
well exploited by Poulenc’s delectable
music, and perhaps even more impres-
sively by the coupled Harsanyi score for
Grimm’s Srory of the Linle Tailor. The
latter is scarcely as charming, but its
only seven instruments, plus percussion,
are sonically more pungent and incisive—
qualities of which the superlative stereo
recording makes the most. The engineer-
ing is exceptionally good too in its free-
dom from oppressively close miking of
narrator Peter Ustinov and its corre-
sponding fine balances of speech and
music volume levels.

Golden Girls. | suspect that even serious
music lovers tend to shun anything that
sounds as sternly musicological as “Mu-
sic of the High Renaissance”—and 1|
know for sure that many sound fanciers
tend to shy away from tapes of record-
ings that date back several years. Hence,
this very special pitch: I'd like to inveigle
as many listeners as possible into at least
playing a bit of Archive ARC 3153, 47
min., $7.95, in which the Collegium
Terpsichore revives a whole batch of
little dances and dance suites by Michael
Praetorius, Erasmus Widmann, and Jo-
hann Hermann Schein. Yes, this music
was written some three centuries ago;
and yes, these recordings first appeared
on discs in 1961. So what? The dance
tunes and rhythms sparkle with a spring-
time freshness, and the largely unfa-
miliar timbres and sonorities of the
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robustly realistic recording are wholly
captivating. (If for nothing else, this reel
would be indispensable for its revelations
of what a five-man lute ensemble—play-
ing three different sizes of instruments—
can sound like.) Indeed, all is ineffable
delight—1 mention in particular only
Widmann's charming personalizations (of
his varied galliards, pavanes, bourrées,
etc.) as Magdalena, Anna, Regina,
Sophia, Agatha, and Clara. Truly
“golden girls” these, who surely will
never quite “come to dust” while this
music keeps their names so radiantly
bright!

Six Times Nine. While some insatiable
Beethovenians impatiently await the im-
minent transfer to tape of the .last of
Steinberg’'s symphony series for Com-
mand, others are rcjoicing in the Ampex
announcement that its Von Karajan/
DGG scries is now available as a boxed
set, DGU 101, at $36.95—which repre-
sents a saving of necarly $10 over the cost
of the separate reels. Personally, 1 en-
joy being able to make my own idio-
syncratic choices of just the right inter-
preter for each of the individually dif-
ferentiated works, bmt if 1 /iad to choose
just onc of the six integral sets now on
tape. I think it would be the recent
Szell/Clevelander version for Epic (E7C

wWwWw americanradiohistorv.com

846, 33-ips, $23.19). Certainly several
of the six earlier 7.5-ips versions of
Szell performances have won firm places
in my “ideal” Beethoven library, and the
slow-speced editions are extremely good
technically—as they also were for the
only other complete 3%-ips tape set,
Klemperer's for Angel (although there
not all the original recordings were as
effective as Szell’s). The Epic set has a
further attraction for budget-conscious
collectors in that it is priced lower than
any other except the special bargain-
listing of only $19.95 for the warmly ex-
pressive Krips readings on Everest.

To Banish Loathsome Silence . . . Every
once in a while some irate citizen ful-
minates against the contemporary prev-
alence of background, mood, or “wall-
paper” music and today's habitual prac-
ticc of non-listening. In fact, a genuine
craving for just enough pleasant sound
to defend one from silence and a feeling
of loneliness existed long before it could
be satisfied as easily as modern tech-
nology has made possible. Remember
the avid acceptance of disc-changing
mechanisms when those first came along?
For that matter, remember the purpose
for which Bach's Goldberg Vanations
were commissioned!

A fascinating modern analogue is the
“Astrostereo” program devised to soothe
airline passengers and help them to pass
the time in long flights. Ampex is build-
ing up a considerable library of such
programs on open-reel tapes, which,
since theyre normally confined to re-
cordings by a single company (for copy-
right reasons, I suppose), also can serve
as super-samplers of that company's
repertory. l've just been listening—ai-
tentively too, at least for the first part of
over three hours—to one of the best of
these, the American Airlines Classical
Program No. 3, Vanguard CW 3, 3%-
ips, 190 min., $23.95. And while I've
long been accustomed to finding Van-
guard relcases, on tape or disc, of genu-
ine distinction, I'm impressed all over
again to find the lofty Vanguard musical
and technical standards maintained so
well even here. But I'm enraged as well
as delighted by this gargantuan concert
of some twenty-two seclections by four-
teecn composers: only five of the ten
Vanguard albums represented here are
available on tape in their original form.
And I would especially like to hear, ail
by themselves, the reels of Jandlek
opera preludes conducted by Mackerras,
Dvoidk's Op. 81 Quintet with Peter
Serkin as pianist, and the five Beethoven
Cello Sonatas with Janigro and Demus.
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CUSTOM COVERS

Make your TAPE LIBRARY
““Bookcase Neat."

® EASY_TO APPLY - FITS
ALL 7" REEL BOXES

® YOUR CHOICE OF 5
COLORS - BEIGE-GRAY-
OCHRE-SALMON-OLIVE

® LEATHER TEXTURED
STOCK-VARNISHED FOR
LONG WEAR

o TITLES MAY BE NEATLY
TYPED BEFORE APPLYING

8 for $1.00

30 or more 10¢ ea.

POSTPAID — MONEY BACK GUARANTEE

Custom Covers Dept. 2
WINDSOR, CALIF. 95492

RENTE®

STEREO TAPES

® Over 2500 different, 4-track Al Labels
o No deposit on tapes rented
® Postpaid 2 to 5 day delivery (48 States)

e gtereo-parti
BHOCHURE 1616 ~C TERRACE WAY, SANTA ROSA, CALIF
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Fill in coupon for a FREE One Year Sub-
scription to OLSON ELECTRONICS’ Fantas-
tic Value Packed Catalog — Unheard of
LOW, LOW PRICES an Brand Name
Speakers, Changers, Tubes, Tools, Stereo
Amps, Tuners, CB, Hi-Fi's, and thousands
of other Electronic Values. Credit plan
available.
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ADDRESS
CiTy STATE ZIP

1f you have a friend interested in electronics
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scription olso.

OLSON ELECTRONICS, INC.
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by Norman FEisenberg

Video Tape Recording—
The Prospect Before Us

TOPICS

To MOST AMERICANS, video tape is perhaps best known for the
“instant replay” feature of televised football games. But like high
fidelity (which originated in great part on the sound stages of the movie
industry) or like audio tape (which was initially used in commercial
broadcasting), video tape appears destined to find its way into the home
—in a form and at a price that will transtorm it from a tool of the pro-
fessional to a plaything for everyman.

This expectation arises amid the upswing of interest in video as a
whole (color TV, mobile TV, new channels, community systems, closed-
circuit TV). As yet the significance and ultimate effects of all the cur-
rent ferment cannot possibly be gauged or even guessed, but it plainly
bears watching—and that is what this column proposes to do each
month. In the context of television generally the video tape recorder will
have a particular impact: it offers the means to document the course of
appears on your TV screen can be captured
on tape and played back at will.

But TV-taping, while itself an exciting prospect, is not the sole appeal
of video tape. Just as in audio, where a new “sub-industry” evolved to
supply prerecorded entertainment for playback on home tape machines,
so it is expected that before long we will be getting sight-and-sound
productions for video machine playback. These releases—opera, musical
comedy, plays, concert performances, maybe historical events—will
cither be sold or leased (as feature films often are). Indeed, the very first
such audio-video tape alrecady has been released (see “News & Views,”
November 1966), and we hear informally that several recording com-
panies are studying this new field. Presumably then, it won't be too long
before you can decide, one evening, you'd like to see and hear Rigoletto
without leaving the house. Okay—out comes a reel of tape, and on go the
VTR and the television set. The experts promise too that the picture
can be in color and the sound can be stere
it through your own playback system.

Need more incentive for VTR? There's plenty. With an electronic
camera jacked into the VTR, you are set up at once to film any action
that your camera focuses on. The results are taped and may be played
back immediately—without any developing or processing—through your
TV set. If you like, you can monitor while you film—by watching the
TV set. And, with a microphone jacked into the video machine, you
will pick up sound too, automatically synchronized with the picture. So
far, this instant-sound-movie feature h
the camera and recorder must be plugged into an AC outlet for power.
However, we are promised—some time this year—battery-powered
portables that will enable you to take video tape out of doors.

The camera feature, of course, suggests limitless applications—
many of which already are under way in business, industry, and educa-
tion: remote monitoring of processes, studying activities for analysis of
flaws, piping—by means of a series of linked TV monitors—a demon-
stration or lecture throughout a building. In the home, this facility can
have a unique function as an electronic baby-sitter. That is to say, a
camera can be installed in the nursery and wired to your audio-video
system. Then, by flicking a switch, you can observe what’s going on from
your easy chair. A nice substitute, perhaps, for the commercials on late-
TV viewing?

HiGH FIDELITY MAGAZINE
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How to make a scene

that everybody will love you for

a With this Sony TV camera ycu
o can film almost any scene

)

Record it in both sight and sound
with this Sony video tape deck

C See and hear it on this larz2
o screen Sony monitor/receiver

Total cost of this
Sory T« Stucio $1340

It’s as si-aple as A, B, C to anjoy this vear's most enjoyable product, the home
video tape -~ecord2r. You can produdce instant movies in sound of memorable
family cvents. Tape TV prizrams off the air. The compact, low cost Sony
Videocorder® has hundreds >f uscs in business and education.

Ycu can enjoy an hour’s ~ideo tape for less than the cost of an hour of proc-
essed black & white film. There's no processing cost and vou can erase and
use the tape over and over again. It's instant movies in sound. This instant |
visit your Sony Videozorder dealer or write for details. The Videocorder 1s the
only quality, low-priced video tape recorder available for immediate delivery.
Sony Corperation of America. 47-47 Van Dam Street, LLL.C., N.Y. 11101

Products pictured above include: A, VCK-2000 Camera enscmble (solid-state camera,
microphone. tripod) $350. B, CV-2000D Videocorder deck, compact video tape recorder

in handsome walnut-finish cabinet, $695. . Model CYM-2300U 227 (measured diago-
nally ¥ monitor/receiver, $295. Tue Videworder o5 w0t 10 be wscd 1o record copy ighted mutenicyr. Prices suggesied ist

SONY® VIDEOCORDER"®
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l understand your trade-in
allowances are great!

Please tell me

how much my

old equipment
is worth in trade

for something extra special like

fia

The Tandberg 64X stereo tape recorder
MY OLD EQUIPMENT IS

the

name

model
| am anxious to hear from you.

MY NAME
ADDRESS

-P.S. {Hape IRemer;-ber To Mail This To

ubi
CHance ®

BROOKLYN: 1065 Flatbush Avenue, IN 9-6200
MANMATTAN WILLOUGHBY. PEERLESS
JAMAICA , wHITE PLAINS,ROSLYN,STAMIORD

Department MFF

<y tuns o
oo 60 804w
L=yt
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READER SERVICE
COUPON

To get product information FAST simply

circle key numbers in coupon below.
SEE ADVERTISING INDEX AT RIGHT!

Mail to: HIGH FIDELITY
Reader Service, Dept. 67

P. O. Box 14306 Annex Station
Cincinnati, Ohic 45214
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1 Acoustech, Inc. 6
2 Acoustic Research, Inc. 33
3 Acoustic Research, Inc. 35
4 Acoustical Manufacturing Co. Ltd. 117
7 AKG Vi
5. .. Allied Radio 34
6. . Altec Lansing 97
8. .. Ampex Corporation 43

Angel Records 81
9 Audio Dynamics Corp. 12, 13

10. .. .Audio Dynamics Corp.

. 124, 126, 128, 130

11 . Audio Exchange 136

Audio Unlimited, Inc. 129

12 Aztec Sound Corp. 30

13 Benjamin Electronic Sound Corp. 15
Bozak, R.T., Mfg. Co. 107

103 British Industries Corp. 48

101 British Industries Corp 73
16 BSR 11
17 Carston Studios 124
18 Citadel Record Club 7
25 Clairtone, Inc. 44, 45
19 Clark, David, Co., Inc. 26
20 Clevite Corporation 24
22 Columbia Records 85
23 Columbia Stereo Tape Club 5
24 Command Records 119
26 Concord Electronics Corp. 31
29 Deutsche Grammophon Gesellshaft 87
92 Dixie Hi Fidelity 126
31. . Dressner 129
32 Dual : 4]
33 Dynaco, inc. 100
34 Dynaco, Inc. 101
30 Electro-Voice, Inc. Cover 11
36 Electro-Voice, Inc. 17-20
28 Elektra Corporation 94
37 Elpa Marketing Industries, Inc. 24
38 EMI, see Scope Electronics
39 Empire Scientific Corp. 9]
40 Ercona Corporation . 10
42 Finney Company, The 95
35 Fisher Radio Corp.

Cover 1, 1, 28, 29

103 Garrard . . 48
43 Grundig-Triumph-Adler Sales Corp..112
44 Harman-Kardon, Inc. 25
45 .Harmony House, Inc. 117
46 Heath Company . 102-105
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48 Hi-Fidelity Center 128
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Kenwood Electronics, inc. 27
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KLH Research and Development

Corp. 22, 23
Klipsch & Associates, Inc. 111
Lafayette Radio Electronics 131
Lansing, James B., Sound, Inc. 109
London Records 21, 90, 115, 123
Marantz, Inc. 93
Mcintosh Laboratory, Inc. 14
Musical Heritage Society, Inc. 116
Newton, Murray, Custom Audio. .117
Nonesuch Records 94
Olson Electronics, Inc. 134
Pickering & Company, Inc. 2
Pioneer Eiectronics 114
PML Sweden .10
Primo Co., Ltd. 112
Project 3 9
Rabsons-57 St., Inc. 116
RCA Red Seal 78-8
Revox TP o 24
Rocky Mount instrument Co. 96
Rotron Manufacturing Co., inc... 108
Ruxton .. 26
Scope Electronics Corp. 8
Scott, H. H., Inc. ... 37-39
Sherwood Electronic Lahoratories,

Inc. L Cover IV
Shure Brothers, Inc. . ... 74
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Sony Corp. of America. .. v 47
Sony Corp. of America 135
Sony/Superscope, Inc. 132
Sony/Superscope Tape . 110
Sound Reproduction, Inc. 130
Stanton Magnetics, Inc. 121
Stereo Parti ..134
TEAC Corporation 127
Telex Acoustic Products . 98
Uniclub - 113
United Audio 41
University Sound " o 99
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112, 122
Verve Records 125
Westminster Records 83
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How does this

7 FOOT
MONSTER

help you to better
tape recordings?

The giant microphone shown here is the

» biggest microphone in captivity! The Model

643 is also the most directional microphone sold

today. It helped E-V win the first Academy Award
for microphone design in 22 years.

But beyond this. the 643 has been one of our most
cffective field rescarch tools. offering a far-reaching
insight into the nature of directional microphones,
and their applications.

An obvious result of 643 research is our unique
Model 644. Same E-V Cardiline™ principle*,
but only 16 inches long. It reaches up to twice as
far as any other general purpose unidirectional
microphone 1o give you better long distance pickups
than were dreamed possible a few ycears ago.

And this same basic rescarch stimulated the
development of our new Model 676 cardioid micro-
phone. It uses the Continuously Variable-D® car-
dioid principle (a creative development from our
exclusive Variable-D patent*) to provide smoother
cardioid action—in a smaller unit—than any other
comparable model.

—-&// 2

—
l, MODEL MODEL  'f,,  MOOEL

( 644 676 664
$110.00 | $100.00 | $85.00
But let's not ignore the most popular cardioid
microphone of all, the Model 664. Here's where
the Variable-D principle got its start. And since the
introduction of our seven foot laboratory, the 664
has been further refined to offer better value and
performance than ever before.

]
t
\

From such startling microphones as the 643,
come continuing basic improvements — and the
tools you nced 10 significantly improve your tape
recordings. Only E-V provides this kind of design
leadership. With an E-V microphone you have a
big head start toward better sound. After all, we're
at least seven feet ahead of everybody else!
Model 643, $1.560.00. Normal trude discounts apply on list prices shown.

*Cardili N 84. varia Dt Pa N )7

ELECTRO-VOICE, INC.
Dept. 272 H. Buchanan, Michigan 49107

EleclthoYoree

SETTING NEW STANDARDS IN SOUND

CIRCLE 30 ON READER-SERVICE CARD
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Compare these new Sherwood S-8808 features and specs! ALL - SILICON reliability. Noise-threshold-gated automatic FM Stereo/mono switching, FM stereo
light, zero-center tuning meter, FM interchannel hush adjustment, Front-panel mono/stereo switch and stereo headphone jack, Rocker-action switches for
tape monitor, noise filter, main and remote speakers disconnect. Music power 140 watts (4 ohms 0.86% harm distortion. IM distortion 0.1% @ 10 watts or
less. Power bandwidth 12-35,000 cps. Phono sens. 1.8 mv. Hum and noise (phono) —70 db. FM sens. (IHF) 1.6 uv for 30 db quieting. FM signal-to-noise: 70 db.
Capture ratio: 2.2 db. Drift =.01%. 42 Silicon transistors plus 14 Silicon diodes and rectifiers. Size: 16%5 x 44 x14 in. deep.

®CWE HAVE COME TO EXPECT HIGH PERFORMANCE
FROM SHERWOOD and...

. the S-8800 did not let us down. The tuner "ﬁ"
) section, with its high sensitivity and very '
low distortion, is among the best in the busi-
ness—clean and responsive. FM Stereo comes

in loud and clear and, as the curves plotted

at CBS Labs show, with very ample separa-

tion. The usual increase in distortion, when
switching from mono to stereo in receivers,

was in this set just about negligible. We would

say that Sherwood has come up here with an-
other typically ‘hot’ front end that makes FM
listening a sheer joy.

*As for the amplifier . . . comparing the re-
sults with the specifications, it is apparent
that the S-8800 does provide the power it
claims, and this—for a popularly priced com-
bination set—is considerable. A glance at the
IM curves, for instance, shows how much
power the S-8800 will furnish before it runs
into any serious distortion problem at all
three impedences. . . . For rated power band-
width distortion of 19, the curve ran below

wonws £00s | and above the normal 20 to 20 kHz band: and
I8 G TR [ the 1-watt frequency response was virtually

a straight line in this area, being down by
| ) 2.5db at 40 kHz—fine figures for a receiver . . .

v 0iSTORTION

. “Those heavy percussion and crisp castanets
dntrosrrane ©F 0 will come through with just about all the
con brio the performers have put into them. ’,

% As appeared in HIGH FIDELITY Magazine Equipment Reports
by CBS Labs. November 1966 issue.

§-8800 14D-watt FM ALL-SILICON Receiver
$359.%0 for custom mounting
$368.50 in walnut leatherette case
$387.5%0 in hand-rubbed walnut cabinet

3.YEAR WARRANTY

tusING 1ovonis

Sherwood Electronic Laboratories, Inc., 4300 North'California Avenue, Chicago, !llinois 60618 Write Dept. 2H
CIRCLE 70 ON READER-SERVICE CARD
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