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receiver that has them.
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. YA?E MONlTOG
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YREBIE . BALANCE PHONE

SELECTOR J

When you visit your dealer,
#_ . besuretohearthe 700.T
' | through a pair of Fisher XP-9B
. four-way bookshelf loudspeakers:
‘ ‘ 12-inch woofer, 6-inch lower midrange,
11 5-inch upper midrange, 1%2-inch soft-dome tweeter ;
i ‘ | 300, 1000 and 2500 Hz crossovers;
4 $199.50 in oiled walnut.

CIRCLE 28 ON READER-SERVICE CARD

®U.S. PATENT #3290443
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This is the only $500

The Fisher 700-T.

To hi-fi enthusiasts, the name Fisher does
not mean merely the world’s largest manufac-
turer of high fidelity components.

It also means the leader in high fidelity
innovation.

The result of this leadership is the most
advanced all-solid-state FM stereo receiver to
date.

The Fisher 700-T at $499.50 (cabinet
$24.95).

The exclusive features described at the
right are only one indication that this is the finest
FM stereo receiver ever made. There are also the
specifications: 120 watts (IHF), 0.8 % har-
monic distortion, four IF stages, 50 db selectiv-
ity, 2.0 db capture ratio, 70 db signal-to-noise
ratio and 40 db FM stereo separation.

Some day, there may be other $500 re-
ceivers with features and specifications like
these.

The point is, the Fisher 700-T has them
right now.

The Fisher

Mail this eoupon for your free copy of the
Fisher Handbook, 1967 Edition. This 80-
page reference guide to hi-fi and stereo
also includes detailed information on all
Fisher components. Mail coupon to:

Fisher Radio Corp.
11-35 45th Road
Long Island City, N.Y. 11101

State —Zip S—
0106677

—_——— -4

OVERSEAS AND CANACIAN RESIDENTS PLEASE WRITE TO FISHER RADIO INTERNATIONAL, INC., LONG 1SLAND CITY, N.¥. 11161,

WWW.americanradiohistorv.com
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These are
- the features that
— all $500 receivers
should have.
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Patented Stereo Beacon*
for automatic mono/stereo switching.

Super-Synchrode front end
with three field effect transistors for a
tuner sensitivity of 1.8 microvolts (IHF). *

Four-Diode Coincidence Circuit
that eliminates triggering caused by spurious
signals. Only a true stereo signal can trip the

mono-stereo switch.

Transist-O-Gard”

overload protection circuit 4 ?
hateliminates any possibility of transistor damage
from overload, short circuits or faulty
speaker wiring.

www americanradiohistorv. com
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Your choice of either-FREE-
when you buy a Tandberg

Model 12 Tape Recorder

FREE!

TWO MODEL
113 MINI-SPEAKERS
WORTH $99.00

These speakers are housed in teak-
wood cabinets just 9% " high x 7%"
wide x 9% " deep — yet they provide
a frequency range and efficiency you'd
expect to find only in much larger
systems.

“FREE!

TWO TM4
DYNAMIC MICROPHONES

and a plastiq dustcover

WORTH $84.50

The TM4 microphone is especially de-
signed for use with Tandberg's Model
12 tape recorder. The TM4 is omni-
directional, and its wide frequency
response range makes it ideal for
recording music as well as speech.

THE MODEL 12 TAPE RECORDER is a fully transistorized, self-con-
tained portable sound system. It features wider record/playback
frequency response (40-16,000 cps =2 db @ 7% ips); signal/noise
ratio 55 db below maximum recording level; wow and flutter better
than .15%. This lightweight (23 lbs.), compact instrument contains
two full-range, built-in speakers, provides four-track stereo and mon-
aural operation. The $498 price includes an attractive carrying case.

To take advantage of this tremendous offer, see your franchised
Tandberg dealer soon. With your Model 12 purchase you’ll receive a
special certificate—and the free items you selected will be sent direct
to you from Tandberg of America upon receipt of your certificate.
This offer is good only in the continental U.S. through Tandberg
franchised dealers and expires June 30, 1967.

Tandbery

TANDBERG OF AMERICA, INC./P.0. BOX 171, 8 THIRD AVENUE / PELHAM, NEW YORK 10803
CIRCLE 54 ON READER-SERVICE CARD
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. ®
FOUR NEW Pr 0JeCt ALBUMS!
PRODUCED BY ENOCH LIGHT

EMOCH LIGHT STERED ®
i 400tk ANNIVERSARY ALBUM PW
CLAULK NTEVERDI -—

e

o vt P

BOBBY HACKETT
GHT

BNOU UGHT
THE TRUE BLUEN
TRAVELING D&

LISTEN TO YOUR HEART .,......... THAT MIONIGHT TOUCH . .......... THE TRUE BLUES .. .............. CLAUOIO MOMNTEVEROL. ...........
Kissin’ Cousins PR5008SDT Bobby Hackett PR5006SDt Traveling Dance Band ~ PR5009SD+ 400th Anniversary PR7001SD
Also available on reel to reel, 4 track cartridge and 8 track cartridge. {Master Recorded on 35mm Magnetic Film.

Enoch Light is on a winning streak again with his new
Project 3 stereo records. Each new album is met
with overwhelming critical acclaim. His new total
sound is what's happening in records! Hint: Don't
waste any time-go-hear-buy-before they are gone!

SPECIAL OFFER!

“Patterns in Sound—No. 1" two com-
plete selections from each of the first six
Project 3 albums. “Patterns in Sound—

No. 2"’ three selec-
tions from each of
four other Project 3 each

albums. LISTEN! (Both for $5.00)

r-m---IH_--M_MH_--------WH-----1

1 i
1 n Enclosed is my check/or money order for % %ggg 1
" Please send me: ' I
| ‘— - Please check [ ]
| Sl ] PROJECT 3 “PATTERNS IN SOUND" NO. 1—$2.98 & |
; (] PROJECT 3 “PATTERNS IN SOUND"” NO. 2—$2.98 -y
| = Only
* || i ] BOTH ALBUMS—$5.00 |
| w ' | NAME i
: ADDRESS I
TOTAL SOUND | 'l Hﬂ ' l
RADIO CITY, 1270 AVENUE OF THE AMERICAS : - - oy STATE T CEAE :
NEWAYDRKSNVIEHONES (2121763:9760 i 3 Please send me full information on current and future releases. 1
*A Trademark of The Total Sound Inc. L-————------—-—————---——————-—J
CIRCLE 43 ON READER-SERVICE CARD
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WhO'd believe anyone
would even (iak
of  funer ke

(e acoustech Vill?

The Acoustech VIII features so many advancements it's a wonder anyone
even thought of such an FM tuner. Advanced. solid state engineering.
unique “'see-thru’ front panel that hides tuning scale when not in use,
“on frequency’’ tuning meter for best possible reception, built-in head-
phone amp for added flexibility. You can hear FM stereo without using
the rest of your system. DX control for quality reception of distant stations,
field-effect transistors (F.E.T.) . . . well, we could go on and on and on.

The new Acoustech VIl was designed for people who have been wishing
better quality equipment was available. But don’t take our word for it.
Write today for complete information or ask your hi fi dealer for a "listen-
able difference " demonstration of the advanced new Acoustech VIl FM tuner.
Minimum Specifications: IHF Usable Sensitivity: 2 microvolts. Cross Modulation Rejection: over 95

db. Input Signal for Full Signal/Noise: 4 microvolts. Stereo Separation (1 kc): 35 db. I.M. Distortion:
0.5%. Harmonic distortion: 0.3% $349.00 including walnut sides. Full walnut case optional at extra cost.

/)
I Acoustech, Inc..

* ’ AC O U ST E C div. Koss Electronics

Export: Impetus 2 Via Berna ¢ Lugano, Switzerland oL

CIRCLE 1 ON READER-SERVICE CARD
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139 Main Street, Cambridge, Mass.

LETTERS

Continued from page 6

Sir:

When reading HiGH FIDELITY, my heart
is always warmed by your ever-present
theme that “every day in every way we're
better and better.” The harmony and
agreement between the editors and the
industry that fills your little book with
advertisements approach real serenity. In
this anxiety-provoking world of mass
production, planned obsolescence, and
corporate tyranny, your rag provides true
peace of mind.

I especially like your “Letters” column
where, in screening out cranks who write
nasty letters, you print those fluffy little
notes—even one, now and then, who
may criticize one of your "music review-
ers.,” I won't even bother to talk about
the level of the latter, but it does strike
me as strange that the criticism of your
product reviews or of the products them-
selves approaches zero.

Of your features, “Transistors on Trial”
was especially amusing, | guessed that
those poor little tubes had had it by the
looks on their faces but I read on any-
way. Looks like transistors are perfect—
not even one word in defense of those
dirty old tubes. After all, they're obso-
lete. The fact that quite a number of ad-
vertisements by high quality companies
claim only that their finest are as good
as the best tube amplifiers is never con-
sidered. Not that 1 am for tubes and
against transistors, quite the contrary. |
amn against your extreme bias towards
what is currently salable.

I realize that you think that this is
good business. Maybe it is; but while re-
taining your advertisers. you are losing
or have lost the “old time” high fidelity
hobbyist.

Stephen M. Shapiro

Philadelphia, Penna.
We have never believed in newness—and
certainly not in “what is currentlv sala-
ble"—for its own sake. Performance and
reliability remain the guideposts in our
attitude towards new equipment. Transis-
tors were around for some time before
we thought them worthy of praise. In
fact, we reported on some early solid-
state units rather critically, which cer-
tainly did not indicate unquestioning
“harmony and agreement between the
editors and the industry.” And, yes, it did
cost us advertising revenue.

We have always been unrelenting in
our attitude that HiGH FIDELITY is a con-
sumer, not a trade, publication. We avoid
editorial puffs and fluffs and we criticize
whenever we deem it necessary—recently,
for instance, on the spreading plov of
compatible records, on the problems of
servicing, on the way in which amplifier
power is being rated, on the location of
high fidelity shows, on shoddy practices
to foist inferior merchandise onto the
public.

As for the particular question of tran-
sistors, we believe that recent products
have demonstrated them to be capable of
excellent performance. To the anti-tran-
sistor crowd we can only advise: if vou

Continued on page 10

HiGH FIDELITY MAGAZINE
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Full-Sized Bozak Speakers
Don’t Cost More

They Just Look and Sound
Better

For instance, your Bozak dealer can show you how to own a
Model B-300 full-size, two-way system, like those shown, for as
little as $152.50*. Ask him about the many ways Bozak makes
it easy for you to enjoy natural music
reproduction for a modest investment.

DARIEN, CONNECTICUT

*Slightly higher in the Deep South and Far West.

www americanradiohistorv.com
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LETTERS

Continued from page 8

like your present tubed—or even crystal
—equipment, enjov it. When you get
ready to replace it, yoiu'll find quite a lot
of high quality solid-state products await-
ing yvour pleasure. (By the way, the things
with “the looks on their faces” were not
“poor little tubes” but transistors, having
to stand up and defend themselves against
the allegations being made.)

eloquent expression of the possible bene-

fit of treatment to the self-realization

process of the artist. My own psycho-

analytic framework is more Freudian

than Jungian but this did not lessen my

enthusiasm for Mr. Arrau’s ideas.
James A. Kleeman, M.D.
Bethany, Conn.

Wagner, Melchior, Osbhorne, et al,

SIR:
I was greatly amused by the furious

A Psychoanalyst

SIR:
Claudio Arrau's “A Performer Looks at
Psychoanalysis” [February 1967] was an

defense of Rossini's anemic Semiramide
and other limp bel canto operas in the
“Letters” column of your March issue.
Mr. Osborne certainly needs no defense
from me, for he has already eloquently
answered his critics.

Now that I have stuck up for my

Looks at a Performer

14

AN R
ANt Y

. Observe these prices - compare them with anyone’s:

* GED GED GED GED GED SEb GED eun SR GED GEb GED GED GED GED eup SN SP IR GRS D G (IR SED GED CHD CHD Gmu D s GED GED s CED s GED &5

Your $5.00 is No
Laughing Matter

Neither is Our

® Same Day Service
From a stock of 250,000 LP's and Tapes

® Minimum 35% Discount

On every label available anywhere including

Columbia, Capitol, RCA, London, Angel—A Totalof 500 odd
® No Obligation Policy

You'll receive only what you order

® Extra Features found in no other Club

Up to, 50% savings on Hi-Fi equipment
25% discount on Books of all publishers

Albums that list for $1.98, $2.98, $3.98, $4.98, $5.98 (not on special), $1.23, $1.85,
$2.39, $2.99. $3.69 respectively. Tapes are always at least V3 off list and auto
cartridges are discounted 20%.

SPECIALS you can save on right now! Verve Folk & Jazz—$2.75 Mono, $3.25 Stereo;
Deutsche Grammophon and Archive—$3.00 Mono & Stereo; Nonesuch—$1.25; Atlantic—
entire line 50% off. COMPLETE LINE included in every Series mentioned.

Plus you get SCHWANN and HARRISON CATALOGS sent to members FREE, lists 25,000
albums and every available tape. RECORDING NEWS lists latest releases, audio
equipment, LP’s and tapes on club ‘““SPECIALS.”

GIFT MEMBERSHIPS are welcomed. Lower enrollment costs in groups allow us to
lower fee 1o $2.50 from the second membership on. (Five in your group brings en-
rollment cost down to only $3.00.)

IF YOU BELONG TO ANOTHER CLUB of similar features, you will find joining the
UNICLUB one of the most profitable extravagances ever!

SATISFACTION GUARANTEED Fult refund within 30 days if we don‘t please you in
every way. {We willl)

And while you're at it, I'd like

| 'C UB INC ift memberships for the follow-
| el L . Fié beople ot 52,50 ‘¢ach with
full llfetime privileges.
| 255 west 42nd St., Dept. HF-667  [J “Tape catalog needed”
NAME. . veeeeereresnnnnvasan
: New York, N.Y. 10036 O “Tape catalog only" Rt
| Sounds Great! Here's $5.00 — This covers my full cost for lifetime City & State. .......ccuennreen
|l Cuwb privileges. Send the Free Catalogs and Club “‘specials.” Satis-
| faction is guaranteed. Name..v....
| Name 1 AAAress. ... ccceeeocrranasaos
l l City & State.....
Addre
. = I nName........
| ciy State P U address....
I O check O Money Order Q Cash ! City & State. ..ouueurennnnn.. .
— c D D S S G G G D TN GID S S D I G G GIND GEND AST SEED SEND D SHNA GEED SN GHED GEED GHED SEED GHND SEm S S I
CIRCLE 56 ON READER-SERVICE CARD
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favorite reviewer, I feel I can offer a
note of friendly criticism to him. Mr.
Osborne is always lamenting the fact that
Melchior is no longer around to give his
interpretations of the Wagnerian heroes.
I, for one, think we are fortunate to have
Windgassen’s sensitive and knowledgeable
performances. 1 have heard Melchior’s
Siegfried and while in no way demeaning
his singing of the role, I still prefer Wind-
gassen, | doubt if we will ever hear an-
other Siegfried so youthful-sounding and
sympathetic; a few ringing high notes is
a small price to pay for such a fully
realized interpretation.

Louis Polis

Pittsburgh, Penna.

Sir:
A further note on Melchior. A fairly
complete and accurate Melchior discog-
raphy, listing his commercial and private
recordings made between 1913 and 1964,
may be obtained from: Nationaldiskote-
ket, Copenhagen, Denmark. The discog-
raphy is free, but it is requested that two
International Postal Coupons be sent for
each discography desired.
Jim Cartwright
Denton, Texus

Colleagues

SIR:
Conrad L. Osborne’s “Franco Corelli In
and Out of Costume” [February 1967] is
one of the most interesting articles I
have read in a long time on a singing
artist. 1 have enjoyed every moment of
my work with Mr. Corelli—especially in
Puccini’s Girl of the Golden West.
Dorothy Kirsten
Bel Air, Calif.

Errors: in Fact and Taste
SIR:
In his review of the musical / Do, I Do
[March 1967] Gene Lees stated that Jones
altered the end of the plot, thereby rob-
bing the play of its point. This is not so.
In the screen adaptation of the play the
wife is dead at the end of the story, but
in the play as it was originally presented
on Broadway, the couple do “simply move
out of their apartment.”

Ed Wada

San Francisco, Calif.

SIR:
I have, until now, considered HiGH
FipeLiTYy, from its first issue, to be a
magazine of high ethical standards and
excellent good taste, of unquestioned
value to the audiophile. Of particular
value have been the record reviews, which
have provided intelligent guidelines to
the choice of recordings and have gener-
ally been entirely fair in their criticism.
It was with utter disbelief that I read
the review of the Broadway hit / Do,
I Do. 1 cannot understand why your
magazine should consider publication of
such an outright malicious attack on a
show which is altogether a delight to see
and also to recall from listening to the
recording. Such a review can only be
considered “to put it as graciously as

Continued on page 12

CIRCLE 46 ON READER-SERVICE CARD—>»


www.americanradiohistory.com

Model TR-700—5ohd State FM Multiplex Stereo, Price $239.95.
Music Power: 60 Watts @ =+ 1dB. FM Usabie Sensitivity: 1.8,V £ 3dB (IHF).

b _"-II. A FrPER ST ¥ _r."__:_" s F rry
e LN X Ly B LER i ; ;
now you can listen to o completely new sourd . . . Stercofidelity by Sansui . .. o
fene guality that saon will be the new standard of excellence . . . Stereofidelity
by Sonsul . . . available in o choice of FM stere and AM/FM stereo receivers.

For complete information and a list of franchised Sansui dealers,

where youw con see and hear Steresfidelity by Sansul, wrife

I SAMSUI ELECTRONICS CORPORATION - 34-43 56th STREET - WOODSIDE, N.Y. 11377 - TEL. 446-6300
Sansii Electric Company, Ltd,, Takys, Japan © Electranic Distributars {Canada) 249 Granville 51, Vancouver 2, B.C,

Wwww americanradiohistorv com


www.americanradiohistory.com

if you
GDsl’Ilﬂ

gef an
ampex

M at a new, lower price...

{like our #1161 portable with auto-
matic threading, automatic reversing,
and slide-on speakers for just $399.95)

B with automatic reversing...

(like our #961 portable with auto re-
verse, stereo mikes and stereo speak-
ers for only $349.95)

B AND a special tape bonus...

(like $100 worth of tape for just
$39.95 with either of the above: any
10 from more than 75 of our top stereo
tapes plus 2 reels of blank tape)

would
you?

“\\\\k\.\‘i\-

Then do it now! If you're still hesitating,
write us, or check around.You'll find out.

Bonus tape offer and prices are good only
in the U.S. A.

ask anyone who knows

LAMPEX |

AMPEX CORPORATION,
2201 LUNT AVE., ELK GROVE VILLAGE, tLL. 60007
CIRCLE 4 ON READER-SERVICE CARD
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LETTERS

Continued from page 10

possible, lousy.” It is certainly not to the
credit of Higu FIDELITY to have pub-
lished such an obviously hateful review
which can be of no benefit to your read-
ers and is proven obviously ridiculous by
the packed houses at the 46th Street The-
atre in New York.

Herbert S. Ingraham, Jr.

Cherry Hill, N.J,
Mpr. Lees replies: Mea culpa about the
ending of the play; the film ending was
better so it took precedence in my mem-
ory. But commercial success has never
been the measure of artistic or any other
worth—it's been used to justify evervthing
from the Roman games to Liberace. It's
reallv curious how some people, even
those of highly evolved tastes, will often
resort to arithmetic in the attempt to
defend meretricious art.

The Tape Race

SIRr:

My heart bled for Don Manning when |
read his letter [“Letters,” March 1967}
about American tape cartridges which
have no program notes and can't be fast
wound. It sounds like having a can of
beer with no label and no opener. He
may be glad to know that the Philips
Cassette System (marketed in the States
primarily on the Mercury Ilabel) is
backed by a full range of recorder-play-
ers (from portables to luxury models),
all with fast wind and rewind, index and
automatic stop. The index means he can
find not just the movement but the very
bar of music he wants—something he
can't do even with the pickup arm he
misses so much.

The musicassettes, all compatible
and cigarette-pack size, come “double
wrapped” in a special transparent library-
style case with an inner card which will
tell Mr. Manning not only “which con-
certo is which.” but give him as full a
liner note as he will find on most of his
beloved 12-inch records. And if he does
not like the music he can record his own
on blank cassettes.

Americans seem to lead the world in
the space race; can it be that the down-
to-earth Europeans have wound up ahead
in the tape race?

A. L. Bouma

Philips Phonographic
Industries

Baarn, Holland

Keved Up

Sikr:

In his review of the Pears-Britten record-
ing of Schubert's Winterreise [April
1967], Conrad L. Osborne states that
Pears “sings in keys that land the songs
midway between the normal medium and
high keys. . . .” I'm not sure that this
is entirely accurate; at any rate, it cer-
tainly doesn’t do justice to the musical—
rather than purely vocal—considerations
governing the choice of keys in this re-
cording. In point of fact, Pears sings all
the songs in the keys of Schubert’s orig-

www americanradiohistorv com

inal manuscript. For the first edition,
Schubert transposed five songs downward
(two or three semitones), and it is this
latter sequence which is followed in all
“High Voice” editions I have ever played
from (the Lea Pocket Score gives the
manuscript versions as well as those of
the first edition). Pears's keys are thus
as high as, and sometimes higher than,
the normal keys,

The original keys are important for
three reasons. First, the center of textural
gravity in Schubert’s piano parts already
lies relatively low, and downward trans-
position (particularly on a modern piano)
has a deleterious effect upon textural
clarity. Second, the original key sequence
—its associations and juxtapositions of
keys—is not without musical and poetic
significance. Of course, this sequence
could be preserved if all the songs were
transposed down by the same factor—
but this is almost never done, certainly
not by Fischer-Dieskau or Hotter. Ran-
dom transposition creates new juxtaposi-
tions and associations, while destroying
some of those intended by the composer.
Finally, Schubert quite consciously places
individual songs in particular parts of the
vocal range, in order to exploit the tim-
bral variety of the voice over the con-
siderable duration of the cycle (to choose
two easily classifiable examples, the tes-
situra of Der Lindenbaum is virtually
restricted to the fifth E-B, while Die
Nebensonnen falls almost entirely in the
limits of A-E, a fourth higher). Most
singers tend to iron out this “instrumenta-
tion” by placing the songs as nearly as
possible in the center of the voice.

Since there are these strong musical
reasons in favor of winter journeys that
follow the route mapped out by Schubert,
I think it only fair to point out that
Messrs. Pears and Britten do indeed fol-
low this route, rather than a musically
capricious one devised to suit their con-
venience.

David Hamilton
New York, N.Y.

Teacher and Pupil

Sir:

In his ebullient and enjoyable review of
London's new recording of Faust [March
1967) George Movshon lists—along with
Calvé, Eames, and Melba—Geraldine
Farrar as a pupil of Mathilde Marchesi.
Farrar had a number of teachers, among
them the noted American concert singer
Emma Thursby, as well as Lilli Lehmann.
but never the redoubtable Marchesi.
However, it is interesting to note that
Farrar shared a common ancestral
teacher with the other three divas. Here
is the way the pedagogical family tree
looks:

Manuel Garcia II
1

]
Erminia Rudersdorff

[
M. Marchesi

Calvé, Eames, Melba Emma Thursby

Farrar

Robert Rushmore
Sandisficld, Mass.
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If you can spend
as muchas $100on a
bookshelf loudspeaker,

consider the new
Fisher XPP-55.

R el

The new XP-35 is the most ad-
vanced compact Dhookshelf system
Iisher engineers have ever designed.

It incorporates an 8-inch
woofer with a totally new suspension
system: an inverted half-roll sur-
round that provides extra-wide cone

excursions and a free-air resonance
as low as 33 Hz! This radically new
driver, in its air-tight baflle, attains

Q
B
3
™
2
2
<
s

fundamental hass response to 37 Hz
without doubling.

The 2V:-inch wide-dispersion
mid-range / tweeter is also new. With
its highly damped low-mass cone and
new dome center. this driver is flat
within =2V db from 1 kHz to
15,000 Hz. The [.C-type network
crosses over at 1000 [z and uses air-
core coils.

The Fisher

At ¥859.50, there has never
been a compact system quite like the
new Fisher XI’-55. It should be com-
pared only with systems costing at
least $100.

(For more information, plus
a free copy of the 80-page Fisher ref-
erence guide to hi-fi and stereo, use
coupon on magazine’s fl'ollt cover

flap.)
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Sooner or later,
somebody was going to bui
a tape deck
that would start serious
music listeners
thinking all over again.

At left are pictured two new and
unusual home recording tape decks
made by an equally unusual com-
pany. TEAC. An international com-
pany at work in the fields of video
tape recording, data recording, ana-
log correlating and data acquisition
systems. And now at work building
professional tape decks that are
pretty much incomparable in fea-
tures, capability and performance.

We say incomparable because the
TEAC decks (models A-6010 and
A-4010S) have features no other
comparably-priced decks have. Pe-
riod. And here are some of them:

Phase Sensing Auto-Reverse System

This feature is exclusive with model
A-6010 and there’s nothing quite like it on
any other professional-quality deck.
TEAC’s Phase Sensing allows continuous
playback in both tape directions. To make
it work, simply press a control panel button
which automatically applies an electronic
reverse sensing signal to any part of the
tape you choose. Remember, too, the Auto-
Reverse System of both models A-6010 and
A-4010S can also be operated with the use
of sensing foil. Also, A-6010 can operate
on repeat play simply by connecting an
optional unit.

Symmetrical Control System

Another feature exclusive with TEAC
and available with both models. Thisis a
piano-key touch control operation for fast-
winding in both directions, playback and
stop. We say touch, we mean touch. Sym-
metrical control is smooth and foolproof.
And wait until you see what it does to
enhance tape longevity.

Outer-Rotor Motors

The reel drive motors in the deck or re-
corder you own now are probably of the
hysteresis synchronous type. They're very
good, but TEAC’s new outer-rotor motors
are better. Their movement is comparable
to the movement you'll find in a fine, ex-
pensive watch. And this means incredibly
smooth, steady reel drive with far less tape
rewinding tension. Less wow and flutter,
too. The dealer who demonstrates TEAC
will prove it for you.

Four Heads in a Unit

Record, crase, forward and reverse play-
back. TEAC decks have all four and all
four are the hyperbolic type with narrow
gaps. The whole unit is removable and in-
terchangeable with all other TEAC decks
and recorders, and unsurpassed for ease of
maintenance. And the serious music listen-
er will appreciate the magnificent perfor-
mance characteristics of TEAC heads—the
wide frequency range, reduction of annoy-
ing crosstalk, improved SN ratio and dis-
tortion-free quality of sound reproduction.
(Plug-In Unit for A-6010)

Four Solid-State Amplifiers

Two units for recording, another two
exdlusively for playback. Another point:
Model A-6010 uses costly silicon transistors
for additional reliability, strength and
sound quality.

Styling That Doesn’t Grow Old

TEAC decks look as well as they per-
form. The styling is dramatic and luxuri-
ous, created to blend with any decor. Both
decks are finished in rich, polished walnut.
Both will look grand 30 years from now.

And There’s Much More

A tape tension control switch which as-
sures total protection of thin long-playing
tapes. Automatic shut off, of course. A
pair of easy-to-read jumbo VU meters.
100 KC bias-frequency. Independent LINE
and MIC input controls to permit mixing
signals from two recording sources. And
an optional remote control unit.

.

TEAC sincerely believes these new tape
decks represent an important and unusual
advance in the whole of tape recording tech-
nology. To go them one better, in fact, you'll
have to go shopping for studio recording
equipment.

TEAC wants every serious music listener
10 know more about these exciting new rape
decks. For additional Information, please
write (o us at the address below.

This could be the start of a grear adventure.

A-GO].O Specificatlons: Four heads, 4 track, 2 channel. 7° maximum reel size. Tape speeds 7% and 3% ips (+0.5%). Dual speed hysteresis

synchronous motor for capstan drive, 2 eddy current outer-rotor motors for reel turntables.

Wow and flutter: 7% ips: 0.08%; 3% ips: 0.12%.

Frequency response: 7 ips: 30 to 20,000 Hz (+2 db 45 to 15.000 H2z); 3% ips: 40 to 14,000 Hz (+2 db 50 to 10,000 Hz). SN Ratio: 55 db. Crosstalk:
50 db channel to channel at 1,000 Hz. 40 db between adjacent tracks at 100 Hz. Input: (microphone): 10,000 ohms, 0.5 MV minimum. (line):
300.000 ohms, 0.1 V minimum. Output: 1 volt for load impedance 10,000 ohms or more.

A-40105 Specificatlons: Four heads, 4 track, 2 channel. 7* maximum reel size. Tape speeds 7% and 3% ips (£0.5%). Dual speed hysteresis
synchronous motor for capstan drive, 2 eddy current outer-rotor motors for reel turntables.
Frequency response: 74 ips: 30 to 20,000 Hz (+2 db 50 to 15,000 Hz); 3% ips: 40 to 12,000 Hz (+3 db 50 to 7,500 Hz). SN Ratio: 50 db. Crosstalk:
50 db channel to channel at 1,000 Hz. 40 db between adjacent tracks at 100 Hz. Input: (microphone): 10,000 ohms, 0.25 mV minimum. (line):
100,000 ohms, 0.14 V minimum. Output: 1 volt for l1oad impedance 100,000 ohms or more.

TEAC CORPORATION OF AMERICA

JUNE 1967

TEAC

CIRCLE 55 ON READER-SERVICE CARD
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Wow and flutter: 7} ips: 0.12%; 3% ips: 0.15%.

1547 18th St. Santa Monica, Calif. 90404

15


www.americanradiohistory.com

16

NOTES

FROM OUR CORRESPONDENTS

Boéhm and co-workers—newcomer Schreier at far left. Reri Grist, Fischer-Dieskau.

DGG Records Mozart's Don
On Its Native Grounds

In the autumn of 1787 Mozart traveled from Vienna to Prague to
complete Don Giovanni, which had been commissioned by Bordini,
PRAGUE the director of the National Theatre. The days before the first per-
formance on October 29, and even the journey itself, have spawned
a multitude of legends, and the dividing linc between fact and fiction
became blurred long ago—Eduard Morike, the German poet, did
not help matters with his short novel Mozar: auf der Reise, in which he has the
composer give an improbable account of the inspiration for the graveyard scene. Two
things, however, are certain: Mozart liked Prague, and Prague adored Mozart.

With a touch of the forelock to history Deutsche Grammophon decided to go
there for its new recording of Don Giovanni. The first plan was to use the
Tyl Theatre, a reconstruction of Bordini’s original housc on the same site, “after the
style of Mozart’s time.” Long, narrow aisles wind round the orchestra, and four tiers
of green and gilt boxes stretch up to the ceiling. The Tyl is now primarily used for
plays, but a certain amount of opera is given too. While I was there a performance of
Die Entfiithrung was sandwiched between a drama by Lope de Vega and Thornton
Wilder’s Jen O Chiup (which turned out to be The Skin of Our Teeth in disguise). The
Tyl's acoustics proved unsatisfactory from the point of view of DGG's engineers, how-
ever, and romantic associations were pushed aside in favor of Supraphon’s new studios.

Bohm’s Acerbities. When I arrived, Karl Bohm was in the middle of the graveyard
scene. Tempers were a little frayed. The Czech National Theatre had been forced
virtually to relearn the score, since Don Giovanni is not in their repertoire (aithough
a new production is planned for next season). “Nein, nein; espressivo, bitte, espressivo,”
Bohm addressed the violins, rather like a schoolmaster confronting a class of recalcitrant
pupils. They tried again. Great improvement. Bohm decided to go off and hear a play-
back before continuing. He returned and nodded. Continued on page 18

CIRCLE 52 ON READER-SERVICE CARD —>»
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When engineers get together,
the conversation turns o pickups.

PHCTOGRAPH D BY FRANZ EDSCN AT THE CAPITOL TOWER, HOLLYWOOD.
It’s an iresistible topic.
Especially since Stanton came out with the Model 500 stereo cartridge.
Thai’s an engineer’s pickup, if there ever was one.
Beautiful curve-within 1 db from 20 to 10,000 Hz, 2 db from 10,000 to 20,000 Hz.
Fantastially small moving system to trace the wildest twists in the groove.
Light we ght (only 5 grams!) to take advantage of low-mass tone arms.
Anc, of course, Stanton’s legendary quality control.
No wond=r engineers use the Stanton 500 for critical broadcasting
and auditioning applications.
And to impress other engineers with their pickupmanship.
(Availab e with 0.7 or 0.5-mil diamond, $30; with elliptical diamond, $35.
For free literature, write to Stanton Magnetics, Inc., Plainview, L.1.,N.Y.)
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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- i
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

Melnfosh

PLEASE SEND ME YOUR CATALOG
Mcintosh laboratory, Inc.

Chambers St. Binghamton, N. Y. 13903
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NOTES FROM OUR CORRESPONDENTS

Continued from page 16

Relief all round, and Dietrich Fischer-
Dieskau, Don Giovanni, and Ezio Flagel-
lo, his Leporello, took up their positions
again.

Of the sixty or so people in the room
Fischer-Dieskau alone was relaxed. The
dress was casual—Harris tweed jacket
and neatly knotted tartan tie—and the
manner totally easy. He had the in-
souciance of a huntsman roaming the
streets after midnight to see what titil-
lation the night will throw up—truly
out for the caccia di ragazze. Flagello,
by contrast, had taken on Leporello's
cringing deference before the statue of
the Commendatore. “O statua gentilis-
sima del gran Commendatore . . . mi

trema il core, non posso, non posso
terminar”: he almost shivered as tn a
cold sweat while the words came out.

On the evidence of this scene [ would
judge that this Leporello will not be the

nimble, Figaro-like character we are
sometimes given, but instead a big-
voiced performance of a servant only

too aware of the hazards of serving
such a master.

All went well for a while. Then the
flutes ran foul of Bohm. A single bar
before the movement when Don Giovanni
addressed the statue was repeated one,
two, three, four, five times. BOhm
stopped, called for a sixth take and
added, none too gently. “Das ist mein
letzies Wort.” The sternness did the trick,
and the flutes played in perfect time and
unison.

By this time the strain had been trans-
mitted to the stage, where the three sing-
ers—Fischer-Dieskau and Flagello had
been joined by Martti Talvela. the Com-
mendatore—could scarcely avoid some
involvement with the discomfort of the
flutes. While Bohm telephoned the re-
cording engineer to have the flutes
approved, Flagello started wrestling with
Talvela—a true battle of giants with
Fischer-Dieskau standing aside as an ami-
able umpire. Nobody won. but the ten-
sion was broken and the recording could
go on.

Bohm's Enthusiasms. [ater that evening
I went to the Villa Bertamka, the house
on the outskirts of the city where Mozart
composed quite a lot of Don Giovanni.
It is a long, low building set in an
orchard, and in the 1780s belonged to
Franz Dulek and his wife Josepha.
Josepha was a soprano of some accom-
plishment. and legend has it that she
locked Mozart up in one of the rooms
until he had composed for her the con-
cert aria Bella mia fianmma. That's as
may be. But certainly the Duceks’ taste
extended beyond music. There is a fine
painted baroque ceiling, and the furni-
ture in the two rooms in which Mozart
is reputed to have worked is far from
provincial in style.

It was here that Bohm talked about
Don Giovanni. Since the afternoon he
seemed to have shed about twenty of
his seventy-two years. His eyes were
alight with enthusiasm and words tum-

wwWw americanradiohistorv com

bled out of his mouth, questions prompt-
ing a speech rather than a mere answer.
Yes. Don Giovanni was one of the most
difficult operas in the world to con-
duct. Yet surely even more difficult to
stage, he added: he had seen fourteen,
sixteen. possibly more, different produc-
tions, and in his opinion none of them
had come near Mozart's true intentions.
Of this Don Giovanni he said the cast
was one of the finest he had ever as-
sembled: one needed a voice of Birgit
Nilsson’s size for Donna Anna: Martina
Arroyo, known for her Verdi. had solved
the perennial problem of casting Elvira:
Reri Grist was the ideal Zertina; and so
forth. About the Don Ottavio, Peter
Schreier, he spoke with particular
warmth. “Rarely,” said Bohm, “have I
encountered such perfect breath control
as Schreier has”—Schreier began his
career as a boy soprano in the Dresden
Cathedral Choir. where standards have
always been high-—"never have [ heard
It mio tesoro’ more beautifully sung.”
It is not often that conductors use
such terms. Schreier seems to be the
answer to Germany's search for a re-
placement for Fritz Wunderlich, who be-
fore his Jdeath last summer was scheduled
to sing Don Ottavio in this recording.
So far Schreier has recorded little opera:
when Don Giovanni is released, we'll
have a chance to measure our judgment

of tenors against conductor Bohm's.
JounN HIGGINS

Enoch Light,
A Different Brigade

NEW YORK

“We spent an hour and a hailf just get-
ting a balance on the first tune—and it
only lasts one minute,” Enoch Light of
Project 3 Records cheerfully informed me
with all the enthusiasm of a man who
genuinely relishes making records. The
music was Menteverdi's Scherzi musicali,
and the problem was how to achieve a
homogenous blend of sound from a
varied assortment of individual instru-
mental and vocal timbres. The solution
finally resolved itself into the following
arrangement: the left channel was re-
served for two violins and lute; the cen-
ter channel accommodated the three
vocalists (tenors Charles Bressler and
Hugues Cuenod and baritone Louis-
Jacques Rondeleux); and microphones
on the right picked up the harpsichord.
cello. piccolo. and oboe.

After Light had satisfied himself that
this disposition was eminently practical,
he more or less stepped back and let
the musicians thrash out their own prob-
lems of ensemble and phrasing. The
seven instrumentalists form the hard core
of the New York Chamber Soloists. a
group of the city's finest free-lance play-

Continued on page 20
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Any similarity between this new $89.50 qutomatic
and an expensive Dual is purely intentional.

When you make a famous and costly
product, the most advanced in its field, you're
bound to have some imitators.

But we were never quite satisfied with
imifations of our $129.50 and $109.50 automatic
turntables. They all lacked a certain touch.

Ours.

So we decided that if we wanted to
see a perfect imitation of a Dual at a lower price,
we'd have to do it ourselves.

Then it would be a genuine Dual.
With genuine Dual performance. (After all, we
had inside information.)

That's how the new 1015 came .nto be-

ing. The only automatic under $90 that can be
realistically compared to the top-priced Duals.

Same low-mass tonearm design with
dynamic balance. Same low-friction bearings.
Same Y2-gram tracking. Same dead-accurate
anti-skating control to assure equal force on both
groove walls. Same auto/ manual cueing system
for gentle stylus placement on any part of the
record. Same Dual precision throughout.

Then why does the 1015 cost less?

We are using a new platter, a new
kmd of counterweight,and a slightly different mo-
tor. And we have omitted the
fine-speed adjustment and
the rotating spindle, luxury
features that nobody else has
anyway. You can't have the
ultimate Dual for only $89.50.

But you can have
a strikingly similar one. So
similar that there's no differ-
ence in performance.

Qur engineers did
it intentionally.

United Audio Prod-

ucts, Inc.,535 Madison Avenue,
New York, N.Y.10022. m
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Live Better Electronically With

LAFAYETTE

RADIO ELECTRONICS

Model LR-1200T
120-Watt Solid State
FM/AM Stereo Receiver

99-0150WX*

Only 25995

No Money Down
e Powerful 120-Watt Amplifier
e Transistor Overload Protection
e 1.5,V FM Sensitivity

e Automatic FM Stereo/Mono
Switching

Variable AFC
Interstation Muting
4-Position Tape Monitor Switch

RK-860 4-Track
Solid State
Stereo _Recorder

e

- & Only
No Money
Down
“99-1530Wx*
e 4-Track Stereo and Mono

Record/Playback

e Sound-on-Sound

e Sound-with-Sound

e 3 Speeds: 7Yz, 33 & 1% IPS

e Stereo Headphone Monitor
Facilities

o Powerful 12-Watt Stereo
Amplifier

*Importec

FREE

1967 CATALOG

NO. 670
— 3512 Pages

LAFAYETTE Radio ELECTRONICS
Dept. wWo0-7, P.O. Box 10
Syosset, L. 1., N. Y. 11791

LAFAYEITE

] Send me the FREE 1967 WF-7

LAFAYETTE Catalog 670

Name

Address
City
State
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NOTES FROM OUR CORRESPONDENTS

Continued from page 18

ers, all well-versed in the problems of
Monteverdi performance practice. Just
before taping the light-hearted Damigella,
tutta bella, oboist Melvin Kaplan called
out the instrumentation variations for
each repetition of the ritornello between
verses, and it all sounded just as deli-
cately sensuous as Monteverdi could
have wished (especially pleasing to
Light's ears was “the bit between the pic-
colo and the lute: I'm getting worried—
I like this stuff™),

Light's delight was tempered by occa-
sional sound advice to the musicians, all
of which bespoke a good deal of mutual

respect on both sides of the control
booth’s glass panel. When Light requested
a more romantic touch at the vocalists’
entry on Lidia spina, everyone seemed
to know just what was wanted (“At last
it's sounding move Italian,” engineer Bob
Fine sighed gratefully). During another
touchy moment when ensemble threat-
ened to go thoroughly to pieces, referee
Light diplomatically suggested that if the
lute didn't push., perhaps the piccolo
wouldn't drag. It worked. but another
take was made just to be sure. "One for
you, onc for me. and one for the scrap
basket.” quipped Cuenod.

Souzay—and More Poulenc. Looking
dapper and suave despite his casual garb
of shirtsleeves and slacks, Gérard Souzay
was hard at work putting the finishing
touches on a collection of Poulenc songs
one gray afternoon last March. Vocal
collectors are familiar with Mr. Souzay's
numerous discs for Philips, but this rec-
ord signals the baritone's first solo re-
cital for RCA Victor. The program con-
tains two cycles (the Chansons gaillardes
and Tel jour telle nuit), but when 1 set-
tled into an inconspicuous seat in the
balcony of Town Hall to overhear a bit
of the session, Mr. Souzay was throwing
heart and soul into Rosamonde. one of
the miscellaneous songs that will com-
prise Side 2 of the album.

“Can I do alone, this phrase which is
so difficult?” he questioned recording di-
rector Richard Mohr through the inter-
com. Permission was readily granted, and
a few moments of concentrated solo re-
hearsal followed as Mr. Souzay perfected
a forte-piano decrescendo on the word
“monde” without a trace of portamento.
“That was better, no?” he asked to mi-
crophone brightly. “Vocally it was fine,
but I don’t think you'll like it.” came
the doubtful answer: I missed that sad,
intense quality it had before.” Sad in-
tensity was instantly reapplied to the
smooth decrescendo and everybody
seemed happy.

www americanradiohistorv com

Poulenc has always been very close to
Souzay—who was only thirteen when he
first met the composer, through Pierre
Bernac, a close friend of the Souzay
family and the premier interpreter of
many Poulenc songs. “1 heard most of
the songs in their first performances—
by the composer himself,” Mr. Souzay
recalled. “He loved to sing but he had a
monstrous voice.”

Although you probably could never
tell from these songs, Poulenc evidently
suffered many moments of self-doubt
during his composing career. Afraid of
sounding old-fashioned, he once studied
twelve-tone procedures and even wrote a
string quartet using principles of row
technique. He was so ashamed of it,
however. that he burned the work on the
spot. “That was one of Poulenc’s greatest
qualities: his complete honesty,” Mr.
Souzay commented. “I remember he was
very depressed after this incident with
the string quartet and he told me:
‘Gérard, I'm afraid I'm not writing the
music of my time.” I answered, ‘You
should not worry so. After all, what is
fashion? Today's fashions will be out of
date tomorrow; besides being of your
own time is just being yourself.” And
that is exactly what he always was—
completely spontaneous, writing music as
naturally as the birds sing.”

One of the most curious aspects of
Poulenc’s oeuvre is its striking contrast
of devout piety and bad-boy frivolity,
often without the slightest readjustment
in musical approach. This seeming du-
ality bothers Mr. Souzay not a whit. "He
never stopped looking for pleasure—
and for religion too; in one sense, | sup-
pose, his religious approach was a sensu-
ous one. But why must composers always
write such stern music for God: if He
really can hear our songs, then [ think
Poulenc’s sacred compositions surely
must give him a little pleasure too—
after all, it is nothing but a child Kissing
his father.” P.G.D.

High Fidelity, June 1967. Vol. 17. No.
6. Published monthly by The Billboard Pub._
lishing Co.. publisher of Billboard., Vend.
Anmusement Business. Merchandising Week.
American Artist, and Modern Photography.
High Fidelity/Musical America Edition
published monthly. Member Audit Bureau
of Circulations.

Editorial correspoudence 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: FHigh Fidelity/Musical
America: In the US.A. and its Possessions.
1 year $9: elsewhere. 1 year $10. Nationai
and other editions published monthly: In the
U.S.A. and its Possessions, 1 year $7: clse-
where. 1 year $8.

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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Which three Duals won't you buy?

To some of you, buying a Dual auto-
matic turntable may pose somewhat of a prob-
|lem. Not that it was our intention to create one.

We simply wanted to make Dual pre-
cision engineering available to everyone, in
every price range and for every application.

But we outdid ourselves.

We made four automatic turntables
(from $69.50 to $129.50) that are, in every respect,
Duals. For example: all four have a low-mass
tonearm, a constant-speed motor, feather-touch
slide switches, a heavy platter, and an elevator-
action changer spindle. And all four have per-
formance that rivals the best manual turntables.

This means that when you buy a
Dual at $69.50, you don'’t get more rumble. You

1019, 5129.50

simply get fewer features. Fectures that nobody
else has anyway.

Like the variable pitch control, the
single-play spindle that rotates with the record
to eliminate any possibility of record slip or bind,
the cue-control that operates on automatic as
well as manual play, and the direct-dial anti-

_ skating control for totally accurate skating com-

pensation.

So, if buying a Dual automatic turn-
table does present a problem, it's simply because
it may take you alittle more time to select the one

Dual withthefeaturesyou'd wantfor yoursystem.

But don't get angry with us.
After all, by making it a little more
difficult for you to choose one, we've at least

made it possible for you to own one.
A Dual.

United Audio Products, Inc..
535 Madison Avenue, Naw
York, N.Y.10022. m
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PML ¢

FRON SWEOLN

At 300
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 con-
denser 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-Minia-
ture Condenser Microphones. Perform-
ance? 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 Q
balanced or HI-Z unbalanced.

In a word, you get 1% ounces of PML |

Micro-Miniature magic...and the price
is a third to a fifth of what you might
reasonably expect.

MICROPHONES
Cardioid (15 db rejectivity) EC71 ............. $109.50
Omni-Directional EK71 _.....cocimmmmsmrons $ 99.50

(Microphones supplied with stand adaptor
and 12 ft. cable to power supply)

POWER SUPPLIES
7140S 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
0 with (two 12 ft.)slznal clables o, $89.50

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

At your dealer or write exclusive U.S. representative:

ERCONA CORPORATION ° ""¢
432 Park Ave. 5., N. Y., 10016 o (212) LE 26560
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by Norman Eisenberg

TOPICS COIOI’, Color—

MEMO. To: Operations. From: Planning Dept. Dcar Joe: I've been hear-
ing a lot lately about color video tape. As you know, we've been using
a black-and-white for our training sessions. What info can you come up
with on a color unit? Can we get one reasonably soon?—Harry
MEMO. To: Planning Dept. From: Operations. Dear Harry: Re color
video tape: up until a week ago, I'd have said forget it, at least for the
next year or so—the only color VTR available was the $50,000 Ampex.
Right now, though, it turns out that we can get a color VIR for much
less. If your budget can stand $4,495, you can get Ampex to ship you its
brand new Model 7500-C. This color video deck uses the same one-inch-
wide tape as the Ampex black-and-white VTR, and it’s supplied on dif-
ferent size reels to give you twelve minutes, thirty minutes, or a full hour
of playing time. The new deck runs at the same 9.6 inches-per-second
speed as the monochrome deck; it boasts a variable slow-motion feature,
and the audio section can be wired with a second sound-track—for stereo,
or for special background and mixing effects.

This deck is compatible with any recent model color TV set which
can serve as both program source, for taping color TV shows off the
air, and as the playback viewing monitor. I imagine one of our tech-
nical people can make the necessary wiring changes in the color set (Am-
pex will furnish instructions) to enable us to use it with the deck.

If you can stretch your budget further, you might think about the
Ampex 7800 color VIR, a model similar to the 7500-C but somewhat
more sophisticated; its fast-forward and reverse modes are speeded up, and
it also has a fancy electronic editing feature by means of which you
can eliminate and substitute frames in push-button fashion, without the
need to cut and splice the tape. The 7800 we can have by early fall for
$7.995. This price does not include camera or monitor.

Naturally, you can use either of these color VIRs for monochrome
recording and playback also. In other words, if you jack a black-and-
white TV into them, you'll get black-and-white pictures. Same goes for
the camera; in fact, the chances are that for a while anyway any live
stuff you tape will be black-and-white—if for no other reason than
that the only color video camera available from anyone costs no less
than $75,000 (which I can’t sce us spending no matter how audio-visual
minded the old man is).

That’s about it in “relatively inexpensive” color VIR for the time
being. The Sony color VTR remains under wraps; all 1 could learn is
that it may appear before the end of 1967 and the deck may cost about
$1,500, plus an undetermined amount for an adapter to permit its use
with color TV sets. The Sony color camera is even more of a secret
and they would tell me nothing about it. The Sony VTR will use the
same V2-inch tape as this company’s monochrome deck, with the same
playing time per recl. This machine will not do slow-motion work.

Sketchy as this is, it’s even more than General Electric was willing
to say about their color VTR plans. Everyone thought, after last year’s
Chicago demonstration, that G.E. would be now marketing a color
deck made for them by Sony. Now G.E. admits that such a deck is not
available; they can’t tell when it will be; and they’re not even certain
any more that they will use the Sony.

There are, of course, rumors of color VTRs from other sources, but so
far it's all a collective (multichrome) gleam in the eye.—Joe

Who Has the Color?

CIRCLE 48 ON READER-SERVICE CARD —»
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How to make a scene

(that everybody will love you for

With this Sony TV camera you
e can film almost any scene

n

Record it in both sight and sound
with this Sony video tape deck

® See and hear it on this large
~e screen Sony mcnitor/receiver

AR

VR

NURORRY

AR
]
A

W

%

Total cost of this
Sony TV Studio $1340

L\ i “&

It’s as simplz as A, B, C to enjoy this vear’s most enjoyable product, the home
video tape recorder. You can produce instant movies in sound of memorable
family events. Tape TV programs off the air. The compact. low cost Sony
Videocorder® has hundreds of uscs in husiness and education.

You can enjoy an hour's video tape for less than the cost of an hour of proc-
cssed bluck & 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 Videocorder dealer or write for details. The Videocorder is the
only quality, low-priced video tape recorder available for immediate delivery.
Sony Corporation of America. 47-47 Van Dam Street, L.L.C., N.Y. [110] @

Products pictured above include: A, VCK-2000 Camecra ensemble (solid-state camera
microphone. tripod} $350. B, CV-2000D Vidcocorder deck, compact video tape recordes

in handsome walnut-finish cabinet, $695. C. Meodel CVM-2300U 227 (mcasured diago-
nally) monitor/icceiver, $295. Vhe Videworder 1= 1ot 10 be used 10 record cops righted mareriats, Pricessuggested i

SONY® VIDEOCORDER®

. . |
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ABC AND AMPEX
INTRODUCE COLOR TV DISC

HEATH OPENS
HUGE RETAIL SHOP

The largest Heathkit retail outlet in the
U.S. opened recently on a midtown
street in New York City that is rapidly
becoming known as “Electronics Row.”
At 39 West 45th Street, the shop boasts
5,000 square feet of floor space, includ-
ing a mezzanine that serves as a sound
studio, with Heath equipment built into
the walls. Inasmuch as Heath units are
sold as kits, the new store is expected
to become something of a do-it-yourself
electronic center, where customers not
only will be able to buy any of the firm’s
250 different Kits, but can get equipment
serviced and otherwise be accommodated
by a staff of ten. Other similar Heath
outlets are found in San Diego, Los
Angeles, Anaheim (near L.A.), Denver,
Chicago, Detroit, Philadelphia, and
Washington, D.C. There are also stores in
Munich, London, Toronto, and Montreal.

ANYBODY WATCHING “ABC's Wide World of Sports”
in color last March 18, when the skiing championship
events were telecast from Vail, Colorado saw the
first public demonstration of instant replay in slow-
motion and stop-action using color. The recording de-
vice, developed for ABC by Ampex, uses a shiny
disc made of “rare-metal” (that's all Ampex would
explain, pending their patent attorney's studies). The
disc holds a maximum of thirty seconds’ worth of
program material—and the same disc can be used over
and over again, as in any magnetic recording system.
The high-band color system is of extraordinary fidelity;
and we found it impossible to distinguish between the
live and recorded segments of the program, except that
the recorded segments could slow the action down to a
single held frame. (A week earlier, CBS introduced
its own stop-action color disc-recording system on the
National Invitational Basketball Tournament telecast, but
the CBS system had no slow-motion capability.)

In the accompanying photo, the model's face is re-
flected in the highly polished disc. The electronics
are housed in the cabinet at the rear. In the lower
right corner is the timer that lets the engincer know
when his thirty seconds are about up,

Don’t plan on using this attachment with your
own video tape recorder yet: it costs $110,000.

McINTOSH SHIPPING SOLID-STATE UNITS

Mclntosh’s first solid-state basic amplifiers should be
reaching dealers by now. The Model 2505, rated for
S0 watts RMS power per channel (both channels driven
simultaneously) at 4-, 8-, or 16-ohm loads, distorts
less than 0.25% at full power. It is styled in the Mc-
Intosh “panloc™ manner so that it can be panel-mounted.
Price is $450. The same performance is claimed for the
MC-250 basic amplifier, designed for out-of-sight instal-
lation and priced at $379. The Model 1700 receiver
(the tuner uses tubes; the amp section is solid-state)
offers higher power (40 watts RMS per channel into a
4- or 8-ohm load) at lower distortion (less than 0.25%)
than Mclntosh’s iast receiver: price, $599.

JAPANESE BUYING “MADE IN US.A”

In the midst of a wave of electronic equipment
being imported from Japan comes interesting word
of a flow in the other direction. Bob Schmetterer,
head of Hartley (speaker manufacturers), tells of an
audio distributor in Tokyo who handles Acoustech
and Dynaco and who last year became interested in
the Hartley systems. The dealer ordered six units on a
trial basis, later upped the quota to fifty models, includ-
ing several of the huge Concertmaster systems. By early

Continued on page 26
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from Testing, Testing by Ivan Berger in the

March 26, 1966 Salurday Review

suggest a cure by mail. At least one
manufacturer (Acoustic Research) pays
shipping costs to and from the factory
on units repaired under their five-year
warranty. And wmany manufacturers

JUNE 1967

We have heard a rumor that AR's five-year speaker
guarantee* (covering all repair costs including
freight and a new carton when necessary) doesn't
cost us anything because AR speakers never fail.
Itisn't true.

For. example, the return rate of AR-2a's and AR-
2a*'s over the five-year guarantee period has been
more than eight-tenths of one per cent. During the
two years that we have been shipping AR-4's and
AR-4%'s we have had to repair a full nine-tenths of
one per cent of them at the AR plant (or at one
of our repair depots in New York, Philadelphia,
Chicago, Los Angeles and San Francisco).

These return percentages are actually lower than
the figures projected by many carton manufacturers
for shipping damage alone. They reflect heavy, over-

ACOUSTIC RESEARCH, INC., 24 THORNDIKE ST., CAMBRIDGE, MASS. 02141 =

designed shipping cartons, and a quality control at
AR which borders on the fanatical.

The superior quality of AR speakers and turntables,
attested to in almost every review of AR equip-
ment,** is not likely to change after years of use.
If the unlikely does occur we take care of it—free
during the guarantee period, at moderate cost
afterward.

AR speakers are $51 to $225; the AR 2-speed turn-
table is $78. Literature will be sent on request.

* AR turntables are guaranteed for three years under the
same conditions.

** Lists of the top equipment choices of four magazines
are available on request. All four chose the AR turntable,
and three of the four chose AR-3 speakers.

=
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Continted on page 24

NEWS AND VIEWS

this year, all systems had been sold to Tokyo buyers.
Schmetterer claims that this represents the first major
invasion of Japan by high quality speakers made in
the U.S.A. International marketing has some weird
side effects: a Japanese, currently staying in Texas, read
a review of a Hartley speaker in a Japanese magazine
to which he subscribes and went to the trouble of tele-
phoning New York to order it.

TWO EQUIPMENT SHOWS THIS MONTH

Chicago and New York will be the scenes of two major
equipment showings, both to be held about the same
time. From June 25 to 29. the 1967 Music Show,
sponsored by the National Association of Music Mer-
chants, will run at Chicago’s Conrad Hilton Hotel.
Musical nstruments as well as playback equipment
will be on display. In New York, at both the Americana
and Hilton hotels, the Electronic Industries Association
is putting on its first annual Consumer Electronics
Show, from June 25 to 28. The New York show is
“for the trade only.”

AUDIO ORIGINALS
SHOWS STORAGE UNITS

Two new stereo storage models have been announced
by Audio Originals. The 101D is a free-standing cabinet
and shelf system that can serve as room divider or wall
unit. The suspended cabinet has two storage areas.
cach 193 inches wide, 13 inches high, and 152 inches
deep (inside dimensions). It comes in KD (knocked
down) form, but finished in oiled walnut, as shown here.
Price is $144.50.

The Model 404 is an assembled cabinet available in
five styles and finishes: oiled wainut for the contempo-
rary, honey maple for ecarly American, dark wainut for
Mediterranean. and fruitwood for Italian and French
provincials. Cost of each is $144.50. The 404 has two
interior areas, cach 19% inches wide, 24%2 inches high.
15v2 inches deep. These areas may be divided with
shelving, available at the buyer’s option.

EQUIPMENT:-NEWS

| DOOD
COMPACT RECEIVER FROM SHERWOOD

Said to be specially designed for compact, bookshelf
installation. Sherwood’s S-8600 is a solid-statc FM
stereo receiver that is offered with a three-year warranty.
The S-8600 is rated for FM sensitivity of 1.8 microvolts
(IHF), and music power output of 80 watts at 4 ohms
or 50 watts at 8 ohms. All the usual controls and inputs
are provided. plus the facility for operating two sets
of stereo speakers together or independently.

CIRCLE 144 ON READER-SERVICE CARD

U
MIKE TRANSFORMERS

From Microtan comes word of a line of transformers
for matching mikes of different impedances to high-
impedance inputs. Shown here is the Model M8027 in-
line transformer for using low-Z mikes with long cables.
Cost is $9.00. The company also offers plug-in trans-
formers for different applications. and various acces-
sories including head demagnetizers, bulk tape crasers,
and telephone pickup coils.

CIRCLE 145 ON READER-SERVICE CARD

VOICE ACTUATED MIKE

Lafayette Radio has introduced a voice-actuated micro-
phone for use with a battery-operated transistorized
tape recorder that has a jack for remote mike control.
With this mike connected. any sound picked up starts
the recorder. When the sound stops. so does the re-
corder. The mike, stock No. 99-4604, requires a 9-volt
battery, weighs 1 pound, and is priced at $14.95.

CIRCLE 146 ON READER-SERVICE CARD
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You bring the wheels . . . Scott's got the speakers!
Scott’s all-new S-11 speakers are absolutely unparal-
leled in performance. To prove it to you, Scott wants
you to listen to a pair at leisure, in your home, with
~ your own equipment, at no cost or obligation.
Test these speakers with your favorite records, with
FM stereo . . . even with AM. Compare them with your
present speakers . . . regardless of cost. Once you've
enjoyed Scott's new S-11 speakers in your home, you'll
never again be satisfied with any other speaker.

Who else but Scott, the top name in solid-state
components, could design a speaker system so
perfectly matched to the needs of solid-state com-
ponents? Only Scott speakers have been specifically
- designed to give optimum performance with
today’'s advanced solid-state amplifiers and re-
ceivers. Scott Controlled Impedance speakers
both safeguard your valuable equipment and
give you the kind of sound you wanted when
you bought transistor components
. . . the kind of sound that
prompted AUDIO's Larry Zide to
state, . . . we were strongly im-
pressed by the clarity of re-
production...These Scotts are
as clear a musical sound
as we would want
Frequency sweeps were
unusually smooth over the

entire range . . . Transient
response is quite sharp with
little hangover . . . a stereo

pair will do justice to the
finest sound source. We
would like to think that we
are quite fussy about the
kind of sound we want.
Certainly these Scotts ful-
fill our demands without
need of qualifications.”
Need more proof?
Take home a pair of Scott S-11 speakers today,
and hear for yourself the dramatic difference.
Dimensions: 24” x 14” x 11%"”. Price, $149.95.

TAKE E 1O YOUR DEALER

Take this certificate to your Scott dealer for your 10-day free home trial of Scott S-11 speakers.

Name Here's all you do:
- - 1. Take this certificate to your Scott dealer.

2. Pay the dealer for a pair of Scott S-11 speakers under his
Address_ _ _ _ N — P —— normal terms.

3. Take home the S-11 speakers and try them out.
City_ . o . S—— 4. If, within ten days, you are not completely, ecstatically de-

tighted with the performance of the Scott S-11 speakers,
. return them to your dealer, in the same condition in
State le which you received them, and get your money back.

Scott. . .where innovation is a tradition

SCOTT

For complete information, write: H.H. Scott, Inc,, Dept. 926-06 111 Powdermill Road, Maynard, Mass., 10754 Export: Scott International, Maynard, Mass.

Another innovation from Scott, manufacturers of superb components, compacts, kits, speakers, and consoles, © copyright 1967, H.H. Scott. Inc.
AL A AR AL L L A AL LA LRl L I R Y R Y Y P R L Y Y P R P P R P Y R R Y P R R YR A PR YT RN L YT Y
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EQUIPMENT IN THE NEWS Continued from page 26
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NEW COMPACT FROM UNIVERSITY

One of University’s new speaker systems is the Cantada,
a three-way system housed in a high-style cabinet that
measures 232 by 153 by 12% inches. Drivers used
are a 12-inch long-throw woofer, an 8-inch midrange
cone. and a Sphericon tweeter. Crossover, by electrical
network, is at 600 and 4,000 Hz. The Cantada is priced
at “less than $140.”

CIRCLE 147 ON READER-SERVICE CARD

CROWN INTRODUCES BASIC AMPLIFIER

A new version of the Crown pancake-chassis amplifier
has been announced. It is the Model SA 30-30, only
1% inches high, and rated for over 20 watts RMS
power per channel into 8-ohm loads, or over 30 watts
per channel into 4-ohm loads. The SA 30-30 weighs
7%2 pounds, employs all-silicon transistors, and printed
circuit modular construction. Price is $199 for the chas-
sis which may be rack-mounted on standard 19-inch
spacings, or $215 for a covered version.

CIRCLE 148 ON READER-SERVICE CARD

BASF ANNOUNCES TAPE STORAGE UNITS

BASF brand recording tape now comes packaged in
durable, library-style “Perma-Store” containers at no
extra cost, the company has announced. The tape is
held in a swing-out compartment and is protected by
a reusable inner plastic guard that encircles the reel.
Each package also contains a tape index form. Also
available for those who buy three reels at a time is a
three-reel version of the pack.

CIRCLE 149 ON READER-SERVICE CARD

NEW FISHER AMPLIFIER

Fisher has brought out a solid-state version of its X-100
control amplifier. Dubbed the TX-100, the new unit
offers higher power. lower distortion, and of course no
heat. The TX-100 is rated for 32.5 watts per channel
music power into 4-ohm loads; 25 watts per channel into
8-ohm loads. Its features include tape monitor, front-
panel headphone jack, and main/remote speaker switch.
Price is $189.50 less cabinet.

CIRCLE 150 ON READER-SERVICE CARD

E-V SHOWS NEW MIKE

Described as “super-cardioid” is Electro-Voice's new
Model REIS microphone dynamic which. says E-V.
“offers a degree of directional control so effective that
frequency response is virtually independent of angular
location of sound source.” The REI!S, as a result, is
said to generate no off-axis coloration while providing
the *“greatest possible rejection of unwanted sounds.”
Highest rejection, up to 26 dB, is 150 degrees off-axis,
where needed most for stand or boom use. At other
points, the pattern is classic cardioid. Ruggedness and
durability also are claimed for the RE!S, with a rated
response of 60 to 15,000 Hz and output level of -55
dB. Broadcast type cable and a Model 310 stand clamp
are included in the “professional user” net price of $153.

CIRCLE 151 ON READER-SERVICE CARD

HEATH OFFERS IC PORTABLE TV

In the wake of its announcement of a stereo receiver
using integrated circuits (chips), Heath now is offering
a play-it-anywhere solid-state television set using IC
techniques. Sold as a kit, the Model GR-104 operates
on standard AC line voltage or on a 12-volt battery. The
screen is 75 square inches, the size that used to be called
12-inch. The set has many advanced features such as
“memory” fine tuning. and a VHF-UHF tuner. It comes
with a built-in telescoping whip antenna for VHF, pius
an 8-inch loop for UHF. There also are inputs for 300-
ohm and 75-ohm coax antennas. Price is $119.95; op-
tional rechargeable battery pack in kit form (GRA-104-
1) costs an additional $39.95.

CIRCLE 152 ON READER-SERVICE CARD
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Here’s what’s happening . . . the only stereo compacts
with component circuitry, component features and com-
ponent sound!

1. Radically new Field Effect Transistors let you hear
more stations more clearly.

2. Professional automatic turntable with magnetic car-
tridge just as used in expensive component systems.

3. Exclusive automatic variable bandwidth gives amaz-
ing clarity to AM broadcasts.

4. Al silicon circuitry for rugged trouble-free perfor-
mance.

S. Tape recorder and tape cartridge player connections

9.

expand your range of musical enjoyment.

6. Electric guitar and microphone inputs and mixer
provide you with a stereo showcase for your own talents,
7. Complete component controls, including dual Bass
and Treble, let you tune the music to your taste and
room requirements.

8. Provision for extra speakers lets you bring great Scott
sound to other rooms.

9. Stereo headphone output enables you to listen in
privacy, without disturbing others.

$339.95 (Model 2502, illustrated. Other models start
at $249.95) Optional transparent dustcover, $22.95

Scott. . . where innovation is a tradition

SCOTT:

For complets information, write: H.H. Scott, inc., Dept. 226-06 111 Powdermill Road. Maynard, Mass., 10754 Export: Scott International, Maynard, Mass.
Another innovation from Scott., manufacturers of supesrb components, compacts, kits, speakers, and consoles. © copyright 1967, H.H. Scott. Inc.
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THE WORLD'S MOST

oPEGTAGULAR
[

15 YOURS ON
LONDOK,,

phase stereo

SP[BI&BIIIMS

Sound that's
FANTASTIG!
AMAZING!
INCREDIBLE!

(to put it mildly)

n
raed TREL. © 08 ot

et Mt st

From the first spine-
tingling cry of the
Ringmaster, to the
Grand Parade of the
animals and stars,
the wonder, the ex-
citement of the cir-
cus bursts forth on
London phase 4
stereo. The "ooga-
ooga" horns of the
madcap clowns in
their tiny cars. The
wild gun-shots, the
exhilarating music,

P
the audience’'s

grasps, the vendor's cries — all recorded under
the supervision of Merle Evans, famed Ringling
Brothers' musical director, and captured on
London phase 4 stereo.

also available in Mono

o-‘»—-—m

PUCCINI SPECTACULAR
Opora tor Oredontra
CAMARATA

Owmtncting
Tho Kingewsy Symphoay Orebostra

Also available in pre-recorded stereo tape

Send for the new phase 4 stereo catalog.
London Records, Inc.
Dept. AR, 539 W. 25th Street, New York, N.Y. 10001
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The

“Hot Line for Sound.” Bob and Phil and
the Orchestra. Project 3 ® PR 5002
M, $4.79; PR 5002 SD, $5.79.

Enoch Light is back again—under a new

label, but apparently still determined to

exhaust every conceivable potential of
steep-wave-fronted percussive sonics and
of ears-sharp-right/ears-sharp-left stere-
ophony. Here 35mm magnetic-film mas-

tering achieves even more lucid and viv-

id recording than the best of Light's

earlier Command spectaculars, but what

impresses me most is the absence of a

razor-edged quality in the extreme highs

—and the welcome inclusion of some

genuine acoustical warmth.

There is, however, little change in
executant personnel (basically that of the
well-known Light Brigade, here starring
percussionists Bob Rosengarden and Phil
Kraus, Dick Hyman on the Lowery elec-
tronic organ, Stan Webb on recorder,
Phil Bodner on alto sax, et al.) or in the
often overingenious arrangements by
Lew Davies. When these virtuosos are at
their best, the musical results are mag-
nificent—as in the exultant Blowin’ in
the Wind and the easier-going moments
of the Light-Davies original, Riddle Me
This (particularly distinguished by its
delicately twanging passages for the
Mbira or so-called African piano). The
less striking. relatively ‘‘straight”™ per-
formances of Michelle. Telephone Song,
and Feelin’ Good also boast attractions.
But I suspect that the group’s synthetic
rocking will not be idiomatic enough to
satisfy aficionados of this genre—and 1
know it's heavily plugged and ugly-
sounding to my ears.

“Broadway Blockbusters.” London Fes-
tival Orchestra and Chorus, Stanley
Black. cond. London © SP 44088,
$5.79 (stereo only): ™ LPL 74088,
$7.95.

“Best of Broadway.” Will Bronson Sing-
ers. Manny Albam Orchestra. Solid
State © SS 17011, $4.79; SS 18011,
$5.79: @ UAC 1811, $7.95.

Adult listeners will welcome the fact that

there is no obeisance to rock styles in

Stanley Black’s latest set of Broadway

hit-tune symphonic apotheoses. While

the collaborating chorus here sounds a

shade small vis-a-vis the orchestra, it

enunciates exceptionally well (though this
very virtue enhances the oddity of sing-

ing distinctively American lyrics with a

painstaking avoidance of either American

or British accents). Apart from this,

Black’s energetic yet secure control and

Phase-4 stereoism at its robust best make

the most of the effective arrangements

and richly sonorous performances, with
special honors going to Somecthing's

www americanradiohistorv com
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Coming, Lord I'm on My Way (from
Porgy and Bess), Consider Yourself, and
C'est Magnifique.

Technically, the Bronson/Albam disc
is proof that the engineering staff of Solid
State—a subsidiary of United Artists
—belongs in the front rank of sonic pro-
gressivism. Whether the new label’s use
of all-transistorized recording equipment
has anything to do with it 1 don't know,
but the sonics here are indeed outstand-
ingly good. Musically, however, the only
performances that warrant such fine re-
cording qualities are the lilting Liule
Bird, Don’t Rain on My Parade, and 1
Believe in You. Elsewhere the singers
seem too dispirited to surmount the handi-
cap of oppressively close miking, while
the orchestra goes in for a plugging beat
and brassy raucousness.

“Sabre Dance.” Philadelphia Orchestra,
Eugene Ormandy, cond. Columbia ©®
ML 6358, $4.79; MS 6958, $5.79; @
MQ 888, $7.95.

This latest in Columbia’s series of sym-
phonic warhorse programs is, again, out-
standing for both musical and technologi-
cal appeals. Here too there is a leavening
of hitherto unreleased recordings among
those anthologized from earlier releases.
The present disc’s all-Russian selections
are mostly relatively short (except for
the Polovetsian Dances from Prince Igor,
done without chorus): and such hack-
neyed choices as the title piece, Red
Poppy Sailor's Dance, Age of Gold
Polka, Nutcracker Suite Trepak, etc. are
balanced by the less familiar, magnifi-
cently swaggering Polonaise from Rim-
sky-Korsakov's Christinas Eve plus the
better-known but always welcome Gopak
from Mussorgsky’s Fair at Sorotchinsk
and the Galops from Kabalevsky's Co-
medians and Khachaturian’s Masquerade
Suite. Throughout, the most substantial
and glittering of recorded sonics make
the most of the Philadelphia’s palette of
kaleidoscopic tonal colorings, while Or-
mandy himself seems to be conducting
in exceptionally high spirits.

“Irish Night at the ‘Pop’”. Boston Pops
Orchestra. Arthur Fiedler, cond. RCA
Victor © LM 2946, $4.79; LSC 2946,
$5.79.

For its magical evocation not only of

the sound of a specific orchestra but also

of its acoustically distinctive auditorium

(accommodating a very much ‘“present”

audience), last year’s “Highlights and

More Highlights from An Evening at the

‘Pops’ " is still vividly remembered. Now

RCA Victor has repeated the feat of re-

creating—without any Dynagroove en-

Continued on page 32
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What other automatic
turntable compares with

this BSR McDonald 500
for features and value?

Let's start with the tone arm because that's the
key to an automatic turntable's quality. The BSR
McDonald 500 has a resiliently mounted, coarse
and fine vernier adjustable counterweight, a feature
found only on the most expensive turntables. For T 3
perfect sound reproduction this micrometer stylus
pressure control permits Y53 gram settings from
0 to 6 grams. The cueing and pause control lever
lets you select the exact band on the record —
without fear of damage to the

@% record or the cartridge. You can
’ even pause at any point and then

gently lower the arm into the same groove. The BSR McDonald 500
also has a lock that automatically secures the tone arm whenever
the machine is in the “off” position. Jam-proof arm design is another

1

l

I

None!

protective feature. The low mass tubular aluminum
tone arm is perfectly balanced both horizontally and
vertically and is supported on virtually frictionless ball
bearings to assure sensitive and accurate tracking.
Other quality features include a 4-pole motor that is dynamically
balanced, resiliently mounted and hum-shielded . . . interchangeable
center spindles for manual or automatic selection .. .a light-
weight cartridge shell with fingerlift that will accom-
modate most mono or stereo car-
tridges. Write for details and nearest dealer.

McDONALD

PRECISION.CRAFTED IN GREAT BRITAIN
BSR (USA) LTD., BLAUVELT, N.Y. 10913
In Canada: Musimart of Canada Ltd., Montreal
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unconditional
juarantes
ona kit?

Who ever
heard of
such a thing?

It's a fact. Build any
Acoustech kit according to the
full color, simple and clear
instructions. If it doesn’t work to
satisfaction, Acoustech will put it in

working order at no charge. How can we

make such an incredible offer? Acoustech

has more experience producing quality solid
state kits than any other firm. All the critical
circuitry comes pre-wired, pre-tested on plug-in
printed circuit boards. We know you can't go
wrong. In fact, we guarantee it. ® Write today for
illustrated brochure on the complete line of
unconditionally guaranteed Acoustech kits.

Y4 . Acoustech. Inc., Dept. H-6

div. Koss El '
* Y 4 ACOUSTE CH 739 Main Sffetginlcggmbridge, Mass. 02142

Export: Koss-Impetus/Lugano. Switzerland

Canada: A. C. Simmonds & Sons., Ltd./Agincourt, Canada
CIRCLE 1 ON READER-SERVICE CARD

Before you send money to any
record club, join the best one

for 3 months, free!

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

Please enroll me for 3 months, without charge or
obligation, as a member of the Citadel Record Club.
Prove to me that it is the one club with every single
advantage and none of the disadvantages of all the
others. | understand that | am entitled to all mem-
bership privileges, including large discounts on
records of all labels, without any obligation to buy
anything, ever.

Name

Address

City State. Zip

H 67B
L 7 7 ' 7 ] 1.1 /]|

CITADEL RECORD CLUB
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THE SONIC SHOWCASE
Continued from page 30

hancements—a whole concert ambience.
And again the home listener will find
himself miraculously transported right
into Symphony Hall—this time on the
evening of June 22, 1966, for a favorite
Bostonian special program, one featuring
Irish music. Indeed, one's feeling of
actually being there is, if anything, even
more persuasive than before.

As for the program itself, it includes
a sing-along George M. Cohan Medley,
an opulently dressed-up Danny Boy. Le-
roy Anderson's amusing barnyard fan-
tasia on Old MacDonald Had a Farm.
and such extra-Hibernian selections as
the swaggering Look Sharp! March and
(rather bland. for Fiedler) Count of
Luxembourg Waltzes. Especially note-
worthy is the stereo replacement of
Fiedler's memorable 1950 recording of
Anderson's /rislt Suite (which the Boston
Pops Orchestra commissioned in 1947).
I myself would have preferred to listen
to this fine work—perhaps particularly
its moving death-march setting of The
Minstrel Boy—more closely than is pos-
sible with an omnipresent sense of a large
audience hovering over one’s shoulder,
as it were. But that's probably plain petti-
fogging: everyone present obviously rel-
ished every moment of “Irish Night"—
and you undoubtedly will too.

J. Strauss II: Waltzes and Polkas. Vienna
Symphony Orchestra, Wolfgang Sawal-
lisch, cond. Philips ® PHM 500119,
$4.79; PHS 900119, $5.79.

J. Strauss II: Waltzes. London Philhar-
monic Orchestra, Antal Dorati, cond.
London ©® SPC 21018, $5.79 (stereo
only); ® LPL 75018, $7.95.

Strauss Family: “Tales From Vienna.”
Boston Pops Orchestra, Arthur Fie-
dler, cond. RCA Victor ® LM 2928,
$4.79; LSC 2928, $5.79.

Although any three Strauss Family rec-

ords by different conductors probably

would illustrate a marked diversity of ap-
proach, the present three are differen-
tiated to an unusually sharp degree in
both technical and interpretative char-
acteristics. Everything is conservative in
the Sawallisch program: the almost too
carefully correct readings, the precisely
detailed playing, and the brightly at-
tractive ungimmicked sound. Listeners
who relished the quiet appeal of this con-
ductor’s 1963 all-waltz collection will find
the same charm in a wider range of
selections here: the Perpetuum Mobile;

Tritsch-Tratsch, Neues Pizzicato, Tik-

Tak, Donner und Blitzen, and Auf der

Jagd Polkas: as well as the Wiener Bon-

hons. Accelerationen, Morgenbliitter, and

Wo die Zitronen bliil'n Waltzes. For me,

though, these performances lack a

piquancy that only less blandly homoge-

nized orchestral timbres can supply.
Yet glittering sonics are not neces-
sarily the answer, as one soon discovers
in listening to London's Phase 4 col-
lection of familiar waltzes (An der
schanen blauen Donau, G'schichten aus
dem Wiener Wald, Friihlingsstimmen,

Continued on page 34
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The new KLH* Model Five is
designed to supply the highest level of
loudspeaker performance for the
lowest possible cost. It is intended to
be compared, without qualifications
or any consideration of its size and
cost, to the most expensive and
formidable speakers ever made.

And it doesn’t sound the way you
would expect it to sound.

The Model Five is not meant to
sound like a bigger, better bookshelf
speaker system. It's not designed to
sound a little richer than the KLH*
Model Six, or a little more brilliant
than Brand X or Y.

The Five is an open, completely
unrestricted sound source. Without
exaggeration, and without spurious
richness or brilliance, it will supply
the full detail of a musical

JUNE 1967

performance.

Which means that it will reveal
its full potential only with the very
best of today’s—and tomorrow's—
recordings. On an indifferent
recording, it won't sound impressive
or even worth its price. In fact, it
sometimes won't sound as good as
our less expensive speakers.

The Model Five is a gamble, on
our part and on yours, that the best
recordings of today will become the
standard for tomorrow.

We think that's an excellent
gamble, and that the Model Five will
show its abilities often enough on
today’s recordings to justify the
investment by the serious listener.
Those abilities extend from the
lowest octave of usable bass to the
highest frequencies that make

KLH* Model Five
Dimensions: 26” x 133" x 112" deep.
Impedance: 8 ohms

Suggested Retail Price: $179.95.
Slightly higher in the West.

musical instruments sound like
themselves, with the precise

octave-to-octave musical balance for
which all KLH speakers are known.

The Model Five meets every
requirement we can use to define
highest performance in a speaker.
It does so for a lower cost than we
once believed possible. And it is
scaled to fit gracefully into a living
room, so that you will not have to
disrupt your home for the sake of
your interest in music and sound.

If you would like to hear how we
define highest performance in a
speaker, listen to the Model Five.
For a list of KLH dealers and further
information on the Five, please
write to KLH, 30 Cross Street,
Cambridge, Massachusetts 02139.

[ -
o?
1 1
] a0y
% '
LT3 +
‘ L] . [ X ]} L LA GA TRADEMARK OF KLH RESEARCH AND DEVELOPHMENT CDRP,
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The new Sony FM Stereo Tuner is
highly sensitive. It pulls in the weak-
est stations sharply and clearly. For
all its sensitivity, it is unusually
insensitive. An ingenious new cad-
mium-sulfide CdS bandpass RF
attenuator protects weak stations
from being blanketed by strong sig-
nals. There’s so much to recommend
the ST-5000W. Double-tuning IF
transformers, at all 8 stages of the
IF section, reject spurious signals
and noise. A 5-gang, high precision.
silver-plated tuning capacitor con-
tributes to. excellent sensitivity. A

Can a sensitive FM Stereo Tuner also be insensitive?

tuning meter pinpoints the center of
any channel visually. Another meter
helps adjust the antenna for maxi-
mum signal pick-up. A stereo switch
automatically selects the correct
mode—stereo or mono. An indicator
light spots stereo programs. An
adjustable muting switch suppresses
interstation noise. Tune in the
ST-5000W at your hi-fi dealer. Sug-
gested list $399.50. Sony Corp. of
America, Dept. H., 47-47 Van Dam

St., Long Island City,
SONY‘New York 11101

Tune in and find out.

SO NY

.
STEMRO TUNE®R
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This is our idea

of a well rounded
speaker.

Forget the frills of a
hand-rubbed walnut fin-
ish, statuesque original-
ity and language like
that! When you buy a
speaker, you're buying
performance. Sound!
The Royal Grenadier
0000 is our idea of a

true-to-life speaker sys-
tem. Its revolutionary
die-cast di\‘crgenl acous-
tic lens assures fuller
requency and separa-
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tion, pluS broader sound
propagation across the
entire spectrum. All in
all, it rounds out the
most significant ad-
vances in stereophonic
reproduction! The fact
that we've added a flaw-
less imported marble top
is just so much more
icing. For color litera-
ture and nearest dealer.

write: @EMPIRE

543 STEWART AYE, GARDEN CITY, WY,

THE SONIC SHOWCASE

Continued from page 32

Kiinstlerleben, and Wein, Weib., und
Gesang) conducted by Antal Dorati. The
London Philharmonic offers vivid playing
ultraglitteringly recorded, but Dorati is
not only overvehement but at times
jerkily labored rhythmically.
Overvehemence has sometimes also
marred the otherwise exhilarating Straus-
sian readings of Arthur Fiedler. but here
he demonstrates that he is one of the
very, very few American conductors with
a sure command of authentic Viennese
idioms. He also shows himself an ex-
plorer in the less familiar Strauss reper-
tory: characteristically. this latest release
features a first disc edition—the amusing
potpourri of mostly familiar classical
melodies in the KNiinstler Quadrille nach
Motiven beriihmter Meister, Op. 201.
Also included are the better-known but
still not hackneved G'schichten aus dem
Wiener Wald (with an exceptionally
poetic zither solo by Tom Noichi) and
Wein. Weib und Gesang Walizes, the
exotic Gypsy Baron Overture and Egvp-
tian March. and the vivacious Cham-
pagner and Vergniigungszug Polkas by
Johann II, 1ogether with Josef's Feuerfest.
Many of these pieces are notable for
the spiciness of their scoring, and RCA's
Dynagroove recording makes the most of
their sonic potentials. If less crystalline
and microscopically detailed than the
Phase-4 technology on the London disc.
that here is more satisfactory over-all.
Yet I suspect that the decisive factor in
making this such an outstanding Strauss
record is the playing of the Boston Pops
Orchestra—remarkable for its kaleido-
scopic coloristic palette as well as for
an ideal blend of precision and elasticity.

“The Mormon Tabernacle Choir's Great-
est Hits.” Mormon Tabernacle Choir.
Philadelphia Orchestra, Eugene Or-
mandy, cond. Columbia ® ML 6351,
$4.79; MS 6971, $5.79.

The mysteries of best-sellerdom seem

enigmatic indced when one ponders this

anthology of popular triumphs by the
some 37S5-voice Mormon Tabernacle

Choir—heard with organ in four selec-

tions (When Jolhnny Comes Marching

{lome, Bless This House, Onward Chris-

tian Soldiers, and Come, Come Ye

Saints), with the Philadelphia Orchestra

in eight others (including that sensational

first success of the combined forces, The

Battle Hymn of the Republic). Granted

that a mass public demands a large cle-

ment of corn in the music it loves best,
can it really enjoy choral singing as
unintelligible (as well as stilted) as is
heard here? What must amuse more
sophisticated listeners are the heroic
efforts made by the Philadelphians not
to italicize their collaborators’ amateur-
ishness by sounding too professional. As
for the recordings, made over a number
of years, they cope ably enough with the
considerable technical problems involved
and are never unnaturally exaggerated.

R. D. DARRELL
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i 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
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LOOKING FOR
ABSOLUTE

PERFECTION?

You may never find it, but
it's unlikely that you will
ever come closer than with

FAULTLESS REPRODUCTION AND PERFORM-
ANCE CAN ONLY BE HAD THROUGH SUCH
METICULOUS ENGINEERING AND MANUFAC-
TURING PROCEDURES AS THOSE FOLLOWED
BY UHER IN A FACTORY DEVOTED EXCLU-
SIVELY TO TAPE RECORDER PRODUCTION
THE UHER 9000 HAS ALL THE FEATURES
NORMALLY INCLUDED IN THE MOST
SOPHISTICATED TAPE DECKS, PLUS MANY
EXCLUSIVE UHER FEATURES UNOBTAINABLE
ELSEWHERE.

IF TAPE RECORDING IS A SERIOUS THING
T0 YOU, YOUR TOTAL ANSWER 1S THE
UHER 9000.

EQUALLY FINE IN CONSTRUCTION, AND AT
THE VERY TOP IN ITS FIELD OF APPLICA-
TION IS THE

UHER
4000-L

FULLY PORTABLE BATTERY OR AC OPER-
ATED TAPE RECORDER. IT PERFORMS WITH-
OUT REGARD FOR TIME OR PLACE, AND IN
ITS LEATHER CARRYING CASE IS READY TO
GO ANYWHERE.

THE UHER 4000-L IS THE FIRST CHOICE
OF REPORTERS, NATURALISTS, EXPLORERS,
AND BUSY EXECUTIVES THE WHOLE WORLD
OVER. FAITHFULLY RECORDING WHATEVER
YOU HEAR WHEREVER YOU ARE, THE UHER
4000-L WILL BECOME YOUR CONSTANT
COMPANION.

70 LEARN MORE ABOUT THESE PROMINENT
MEMBERS OF THE FIRST FAMILY OF TAPE
RECORDERS, SEE_YOUR UHER DEALER. OR
YOU MAY USE THE COUPON TO OBTAIN
COMPLETE INFORMATION.

SOLL U.S. IMPORTIRS

ELECTRONICS
2339 SOUTH COTNER AVENUE.
LOS ANGELES, CALIFORNIA 90064
NEW YORK 1199 BROADWAY

CHICAGO, 5445 NO LINCOLN
e

MARTEL ELECTRONICS, Inc.
2339 So. Cotner Ave.,

Los Angeles, Calif., 90064.
Please send me at once literature on the entire
Martel product line,

.............. Zip
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| A SELECTIVE GUIDE TO THE MONTH’'S REISSUES

BACH: Cuntatas: No. 100, Was Gout tut,
das ist wohlgetan (111); No. 175, Er
rufet seinen Schafen mit Namen; No.
207a, Auf, schmetternde Téne der
muntern Trompeten; No. 214, Ténet,
ihr  Pauken! Erschallet, Trompeten!
Soloists, Choir of St. Jacobi Cathedral,
Hamburg Chamber Orchestra, Heinz
Waunderlich, cond. (in Nos. 100 and
175); Soloists, Barmen Choir and
Chamber Orchestra, Helmut Kahlhofer,
cond. (in Nos. 207a and 214). Van-
guard Everyman ® SRV 230/31,
$2.50 each (two discs); SRV 230SD/
231SD, $2.50 each (two discs) [Nos.
100 and 175 from Cantate 641208/
651208, 1963; Nos. 207a and 214 from
Cantate 641211/651211, 1963].

Vanguard's second helping from the de-
funct Cantate catalogue restores four
rarities to Schwann. Though these can-
tatas will probably appeal more to the
Bach scholar than to the casual listener,
each has several points of interest. The
parable of the Good Shepherd related in
No. 175 obviously called for a special
pastoral instrumental flavor, and Bach
frames the work with lovely accompani-
ments using a trio of recorders. The
tenor aria includes an obbligato for viola
pomposa (an instrument played on the
arm like a viola but with a cello’s tuning),
and the stirring bass aria impresses with
its spirited writing for two trumpets. All
the instrumentalists here are superb per-
formers, but I'm afraid that the vocal
soloists range only from distressing to
competent.

Both Cantatas Nos. 207a and 214 are
secular works—birthday tributes for Elec-
tor Frederick August II and his wife
Maria Josepha. The fulsome expressions
of praise for these two worthies become
pretty tiresome (except when the English
translation supplied with the record ex-
horts us to “regard . . . the lozenged
saps of Saxony™), but I suppose one could
be swept along by the festive nature of it
all. If much of the music sounds familiar,
this is because Bach economically trans-
ferred a good deal of No. 214 to the
Christmas Oratorio, while the opening
movement and the soprano-bass duet of
No. 207a are reworkings of the Branden-
burg Concerto No. 3. Performances of
these two works are splendid all around
and so is the sound.

COPLAND: Variations for Piano; Piano
Fantasy. William Masselos, piano.
Odyssey ©® 32 16 0039, $2.49; 32 16
0040, $2.49 [from Columbia ML 5568/
MS 6168, 1960].

The Piano Variations (1930) and Piano

Fantasy (1957) are examples of Cop-

land’s *“abstract™ style. Each shows an

imaginative approach to row technique,

a superb sense of piano sonority, and an

www americanradiohistorv.com

ability to exercise precise control over
both a compact structure (the ten-minute
Variations) and an extended free form
(the thirty-minute Fantasy). While this
terse, uncompromising music is not de-
signed for easy listening, those willing
to meet Copland on this rarefied ground
will be greatly rewarded.

I prefer Beveridge Webster's more in-
cisive account of the Variations on
Dover, but it would be difficult to better
Masselos’ awesome reading of the Fan-
tasy. The piano reproduction is first-class.

HANDEL/BEECHAM: Love in Bath.
Ilse Hollweg, soprano; Royal Philhar-
monic Orchestra, Sir Thomas Beecham,
cond. Seraphim ©® 60039, $2.49; S
60039, $2.49 [from Angel 35504/S
35504, 1960].

No one complains when composers have
a go at doctoring up Pergolesi, Scarlatti,
or Rossini; but when conductors set
about arranging baroque composers into
pleasant divertimentos, the hue and cry
becomes deafening. All right, so Bee-
cham’s pastiche isn't simon-pure, double-
dotted George Frederick. It's lovely, re-
freshing, light as a feather, and played
with a twinkle in the eye down to and
including a hilarious jog-trotting treat-
ment of the Largo from Xerves.

LEONCAVALLO: I Pagliacci. Iva Pa-
cetti (s), Beniamino Gigli (t), Mario
Basiola (b), et al.; Chorus and Orches-
tra of La Scala (Milan), Franco
Ghione, cond. Seraphim ®© IB 6009,
$4.98 (two discs, mono only) [from
HMV originals, 1934].

Here's the old HMV Pagliacci—not

really golden age but still good value for

$5.00. Gigli, of course, is the center
of attraction and he pours on his rich
voice unstintingly; he also manages to
limn a specific character, something he
didn’t always succeed in doing on other
complete opera sets. Among the assisting
singers Basiola excels as an outstanding

Tonio, whether snarling, wheedling, or

simply using his fine baritone to make a

vocal point. The rest of the cast just

about passes muster.

As in the recently reissued Cavalleria
with Gigli, Side 4 of this set is filled
out with a half dozen traditional Italian
songs, all given the traditional Gigli
touch. No dates of recording are given,
but to judge from the sound and the
voice quality, the first three (O sole mio,
Non ti scordar di me, Senza nisciuno) are
of the same vintage as the Pagliacci. The
others (Madrigale villereccio, Ritorna
amore, Senza te)—sung robustly but with
slightly frayed tone—must have been
taped at the tenor’s last sessions during
the early Fifties.

Continued on page 38
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Testimonial

The young man in the Polero.d
photograph is heading home from the
Electronic Workshop in New York
City with a pair of KLH* Model
Seventeen speaker systems.

In the not quite two years it has
been available, the KLH Model
Seventeen has received more than its
share of critical approval. Julian
Hirsch has said that “It delivers a full,
open sound, with outstanding clarity
and definition . . .” and that “its sound

matches or surpasses most other
speakers we have heard which sell for
twice its price.” High Fidelity praised
“a remarkable transparency and a

JUNE 1967

Suggested Relail Price: $69.95
Slightly higher in the West

a full, well-balanced output that can
be enjoyed for hours without
contributing to listener fatigue.’

But the kind of testimonial we value
most was supplied by the young
man on the motorbike, who wanted
his two Seventeens home now.

People not only have been in a hurry
to get the Seventeen home, but they
have gotten the kind of enjoyment
from it that makes them listen more
and buy more records. And tell their
friends about their enjoyment.

More than any other kind of
advertising, word of mouth has
helped make the Model Seventeen

best-selling

loudspeaker. Deservedly

so. The Seventeen offers more
important performance characteristics
at a lower price than any speaker

we know of.

If you haven’t heard the Seventeen.
ask a friend about it. And go hear it
at the nearest KLH dealer.

We think you won't leave it in the
showroom very long.

For a list of KLH dealers, and more
information or the Seventeen, please
write to KLH, 30 Cross Street,
Cambridge, Massachusetts 02139,

. *
| ssseneg
sanss @8 TRLIDEMARN OF WLW FFIEIMCH 48D DF FMENT CORP.
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ENJOY THE PURE SOUND
OF PERSONAL HI-FI WITH

SUPEREX WOOFER /TWEETER
STEREQ/PHONES

Definitely, yours alone. All
the advantages of a fine
stereo ‘'speaker’ system —
at your ears. With woofers,
tweeters, crossover networks
.+ « exclusively Superex. No
distractions, speaker place-
ment or room acoustic prob-
lems. Just rich, clear, full-
range response — the way it
should be! Go ahead . . .
pamper yourself with Su-
perex. Your hi-fi dealer will
be glad to help,

SUPEREX
stereo/phones

SVUPLALL ELECIAONICS, ) RADFOND PLACE YONRERS. MY

Itustrated “The Pro” ﬂ

approx $50

Other Superex -
Headsets V‘
startat $16.95
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Go Ahead. =|

When a Pioneer Speaks

...it’s time to listen!

That's when youwll hear the optimum
in tonal quality . . . sound reproduction
at its faithful best. .

You can always count on Pioneer
speakers and speaker systems to de-
liver a quality performance. Every
time. All the time.

Made by the world’s largest manufac-
turer of speakers, this premium audio
equipment available at popular prices.
And you can select from many fine
models — from the unique, handsome
metal-grilled CS-24 Auxiliary Wall

Speaker to the efficient, compact
CS-20, CS-52 and the Ultimate 5-speak-
er CS-61 Bookshelf System. All carried
only by franchised dealers. .

A word from you and we’ll send litera-
ture and the name of your nearest
dealer.

(A) (S-62 Bookshelf 3-way speaker system
(3 speakers). Oited walnut enclosure. Meas.
2558 x 153" x 11 13/16", retail price:
$142.00. (B) (S-61 Bookshelf 3-way speaker
system (5 speakers). Oiled walnut enclosure.
Meas. 24Va" x 16 13/16" x 13%", retail
price: $175.00.

(LD PIONEER ELECTRONICS U.S.A. CORPORATION

140 SMITH AVE. FARMINGDALE, LONG ISLAND, N.Y. 11735 ¢ (516} 694-7720
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Continued from page 36

SCHUBERT: Symphony No. 9, in C, D.
944, Minneapolis Symphony Orchestra,
Stanislaw Skrowaczewski, cond. World
Series © PHC 9044, $2.50 (compatible
disc) [from Mercury MG 50272/SR
90272, 1962].

A bright, relaxed performance of Schu-

bert’s great symphony, Although Skrow-

aczewski has difficulty in maintaining a

steady tempo. he shapes the score per-

suasively, with an emphasis on song
rather than structure—an approach to

Schubert that can rarely go wrong. The

orchestra’s tone coarsens somewhat in

tutti sections (further accented by the
overly brittle acoustics), but otherwise
the playing is of the highest caliber. On
the review copy a strange whine af-
flicted World Series’ compatible grooves:
this could be a unique problem but there
is no escaping the repulsive cover—Schu-
bert at the wheel of a garish, psychedelic
1967 Chrysler.

STRAUSS, RICHARD: Ein Heldenleben,
Op. 40. Royal Phitharmonic Orchestra,
Sir Thomas Beecham, cond. Seraphim
D) 60041, $2.49: S 60041, $2.49 [from
Capitol G 7250/SG 7250, 1961].

One little seraph up there likes R.

Strauss. First the old gentleman’s own

recording of the Alpine Symphony, then

Rodzinski's exciting Death and Trans-

figuration, and now Beecham’s fabulous

Hero’s Life—Seraphim is doing itself

proud with these reissues. For once, a

conductor has fully grasped the structure

of Heldenleben's gigantic forty-five min-
ute sonata movement and presented it
in one breath as a mighty towering
span. The orchestra plays extraordinarily

well for Beecham, who somehow im-

parts a very human warmth to a work

that too often is made to sound only
pompous and noisy.

Reiner’s version on Victrola stands as
the chief rival—a reading full of sinew
and in some ways even better played than
Beecham’s, if without the latter’s special
feeling for long Straussian sentences.
Choices are difficult but in this case
Sir Thomas wins my vote by a hair, The
orchestral detail in Seraphim’s remaster-
ing emerges with clarity even though the
sound is not the very latest.

WEBER: Der  Freischiitz.  Elisabeth
Griimmer (s), Lisa Otto (s), Rudolf
Schock (t), Hermann Prey (b), Karl
Christian Kohn (bs), Gottlob Frick
(bs), et al.: Chorus of the Berlin State
Opera; Berlin Philharmonic Orchestra,
Joseph Keilberth, cond. Seraphim ©
IB 6010, $4.98: SIB 6010, $4.98 (two
discs) [from Odeon STE 90956/58,
1960).

Der Freischiitz has never caught on in

this country: perhaps the unlikely com-

bination of prim Teutonic virtue and wild

E. T. A. Hoffmannesque romance is too

much for us to swallow, even as a period

piece. There’s nothing wrong with

Weber's score though—it's a fine opera,

Continued on page 40
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the price is the same $239.95

(as the former model TK-60)
only the value has increased

in the new model

KENWOOD TK-66

Aanllllones |

60 watts - AM/FM Solid State FET* Stereo Receiver

‘FIELD EFFECT TRANSISTOR « NEW STYLING
«INTERSTATION MUTING CIRCUIT

have been added to the other outstanding features, such as:

Tuner Section: 4 gang tuning condenser front-end + Five IF stages with 4 limiters and wide band ratio detector * Automatic FM
STEREO/MONO mode silent switching circuit with Stereo light indicator * Four diodes time division multiplex decoder for 38 dB
stereo separation « llluminated pinpoint AM/FM tuning meter.

Amplifier Section: 60 watt IHF standard total music power to drive even low efficiency HiFi speakers + All silicon transistor ampli-
fier provides wide 20 to 50,000 Hz frequency « High Damping Factor 46 (16 ohms), 23 (8 ohms) for excellent transient response
+ Very low IM distortion for exceptional clear low level to high level listening + Blow-out free exclusive automatic circuit breaker
protects power transistor. (U.S. Pat.) -4 sets of output speaker terminals (2 sets of stereo speakers) and front-panel speaker selec-
tor switch (A speakers, B speakers, A+ B speakers, head phones) + 5-position program source selector permits AM, FM AUTO,
PHONO, TAPE HD, AUX. - 3-position Mode switch for STEREO, REVERSE, MONO '« Direct tape monitor switch for tape monitor-
ing without changing cable connection + Volume control with rocker switch for loudness control * Dual Knobs bass and treble
controls may be used to regulate each channel, separately or simultaneously « High and low filters eliminate turntable noise and
scratch noise. * 5 pairs of input terminals for MAG, TAPE HD, AUX, TAPE REC, TAPE PLAY .« Front panel stereo phone jack
+ Center channel low level output for monaural amplifier and speaker + Handsome simulated walnut finish cabinet-included in
price of unit « Two year guarantee.

Visit your nearest KENWOOD franchised dealer and check the added value
of model TK-G6, or write to us direct for complete illustrated brochure.

oo the sound approach to quality K E N w o o D

Los Angeles Office: 3700 S. Broadway Plc Los Angeles. Calif. 90007
New York Office: 69-41 Calamus Avenue. Woodside. New York
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HOW
CAN YOU TELL
A GOOD TAPE RECORDER
WHEN YOU HEAR

ONE?
N\

.00 0100

A lat of Magnecord owners tell us they
had to buy and use as many as four dif-
fesemt tape instruments before they knew
a good recorder/reproducer when they
heard one. But we've got an casier and
mucn less expensive way for you to learn
wha it takes to satisfy a tape recorder
ownzr. Our new brochure waiting for you
free at your Magnecord dealer’s, tells you
exaaly what to look and listen for in a high
fidzlty tapc instrument. Just follow the
simpde suggestions when you shop, and
you'l be discerning the fine points of dif-
ferzr ce between tape recorder/reproducers
like an expert in no time! . . . And vou
know what? The minute you do learn what
it takes to tell a good tape recorder, we'll
bet you take home a Magnecord!

NEW 0 + REELS A MAGNECORO EXCLUSIVE
THAT INCREASES PLAYING TIME 50%!

Z: ASK YOUR DEALER ABOUT THE NEw EASY
NCE PLAN FOR MAGNECORD EQUIPMENT.

agnecord

w DIVISION OF THE

é FTELEX CORPORATION
0C ALDRICH AVENUE SOUTH
WEAPOLIS, MINNESOTA 55420

OTHER TELEX DIVISIONS
MENUFACTURE TELEX HEADPHONES
FNOD VIKING TAPE INSTRUMENTS

96
MIHN

CIRCLE 36 ON READER-SERVICE CARD

REPEAT PERFORMANCE

Continued from page 38

full of strong melodic appeal and in-
ventive orchestral writing, all redolent of
the very best Germanic atmosphere. If
you've ever passed through the Black
Forest on a cool summer's evening or
visited a sleepy North German village,
you will probably find this music bringing
it all back.

The Odeon recording is doubtless an
old friend to most Freischiitz fans and
the low-priced Seraphim edition will
hopefully reach an even wider audience.
The performance is disarming—everyone
concerned obviously knows and loves the
work through and through. Special praise
goes to Elisabeth Griimmer, who does
some ravishing singing in her two arias,
and to conductor Keilberth, who coaxes
a splendid sound from the Berlin Phil-
harmonic.

The opera has been given superb re-
production: not a stercophonic trick is
missed during the spooky business in
the Wolf's Glen. Unhappily the crackling
live-performance flavor of the three-disc
Odeon set no longer makes its full effect
here, for in order to accommodate the
work on two discs, Seraphim has had to
cut nearly all the dialogue. No matter,
the music is complete—and if you're
looking for a breath of fresh operatic
air, by all means give this splendid issue
a try.

HANS HOTTER: Vocal Recital. Hans
Hotter, bass baritone; Hermann von
Nordberg and Gerald Moore, pianos:
various orchestras. Odeon HQM
1030, $4.79 (mono only) [from vari-
ous Angel and HMV originals, 1946~
57).

Odcon’s reissue is a welcome companion

to Seraphim’s recent and excellent Hotter

Lieder recital. The first selection on this

disc—Schubert’'s  Der Doppelginger—

leaps out of the speakers in an awesome
performance, one of the most terrifying
interpretations I've ever encountered. It
is followed by three quiet songs by the
same composer (Der Wanderer and the
two Wanderers Nachtlieder), and here
again the bass baritone immediately gets
to the heart of the matter with his ex-
pressive, intimate half-voiced singing.

The lengthy aria “Schlummert ein” from

Bach's Cantata No. 8 unfortunately

fares badly; save for some affecting mo-

ments in the recitative, the singing is too
labored and breathy.

Side 2 is marvelous: Hotter sustains
the intense declamation of Wolf's Pro-
metheus and the narrative line of Loewe’s
Der Erlkonig with splendid dramatic
timing, while Wotan's Farewell (recorded
in 1957 with Leopold Ludwig leading-
ing the Philharmonia) gives a gener-
ous sampling of this artist's greatest role.
A brief biography of the singer is in-
cluded with some descriptive notes on
the music, but don't bother looking for
the leaflet with texts and translations
promised on the jacket: copyright re-
strictions prevent Odeon from importing
this material. PETER G. Davis
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T e man with the golden ear

17V5 cubic feet of sound in your living room requires two basic essentials. The first
is a Golden Ear to catch every nuance. The second, rather obviously, is a permissive
wife. Some men have both (unbelievably) and have installed the actual Altec A7
“Voice of the Theatre™® in their living rooms. This is the same system that
has become standard for recording studios, concert halls and theatres.
However, if your wife is something less than permissive, Altec has the answer.
®* We have taken all A7 speaker components and put them in a single package.
Half the size. The same high-frequency driver. The same cast aluminum sec-
toral horn. The same 15" low frequency speaker. —

The same crossover network. s Frequency
response is unbelievably wide ( beyond the range
of human hearing, if that’s of any interest). The
midranges are ““in person” and that’s where 909,
of the sound is. Basses don’t growl and groan.
Trebles don’t squeal. = Styling? The hand-rub-
bed walnut Valencia has a delicately curved
wood fretwork grille. The oak Flamenco is pure
Spanish. Send for your ’67 Altec catalog or pick
one up from vour dealer. Compare. Buy. If the
wife complains, tell her about your Golden Ear. A Division of 45717 Ling Altec, nic., Anaheim, Cafifornia

SPECIFICATIONS—FREQUENCY RESPONSE: 35-22,000 Hz; IMPEDANCE: 8/16 ohms; CROSSOVER FREQUENCY: 800 Hz: DIMENSIONS:
29%" H. x 27%" W. x 19" D. (Flamenco is two inches lower); COMPONENTS: 416A 15" low-frequency speaker with a frequency response of
20-1600 Hz and a cone resonance of 25 Hz; 806A high-frequency driver; 8118 high frequency sectoral horn with 90° horizontal and 40° vertical
distribution; N800G dividing network with continuously variable HF shelving attenuation. PRICE: 846A Valencia, $333; 848A Flamenco, $345,

CIRCLE 3 ON READER-SERVICE CARD
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GARRARD'S LAR 80 MK 11

The ultimate expression of over 50 vears

of Garrard leadership, this much-imitated

but unequaled automatic transcription \ v
turntable contains many b
developments invented,
perfected and

brilliantly refined by the
Garrard Laboratories,

and not considered
essential for the

finest record reproduction.

Heavy, cast 127
anti-magnetic turn-
tabl2 is dynamically
Jalanced with
cooper weights on
underside.

T
To—

‘-\t - T— -l.\’
e o \ &
- Hydraulic cueing
* 5 and pause
control elimi-
nates damage to
\ - i records or
N — ) stylus through
\\' . * manual handling.
Dynamically
e > balanced
’!// counter-weight-
3 adjusted tome
> arm of Afrormosia
/ - / wood and
ey o AR, aluminum for
e ! g light weight,
low resonance.
- / 3 Low mass cutaway

shell compatible

Anti-static, dust- | with the most

= :;te:::ts;l;z?;able advanced, Ilghtgst
rings at 12”, 10" tracking /
and 7" positions to cartridges.
protect stylus sheuld ! ’
automatic switch -
. be activated with.
E, ,,-" + out record on
pd turntable.
r/ / -y e — e o —
§ \ Two interchangeable = Q.41 18]
~ / spindles: short {'
ly/ / | B " spindle facilitates e
,.' g manual play; long, T’
g AP patented anti- i center-dop spindle <z s —
. Built-in stylus

skating control,
calibrated in haif
gram markings, is
adjusted with
springless, sliding
weight.

’

-

handles eight
records fully
automatically.

pressure gauge,
calibrated in guarter
gram intervals,

has click-stops for
precise, audible/
visible settings.

Just two years ago, the stereo high fidelity world was introduced to the Lab 80, the first Automatic Transeription
Turntable. It was instantly acclaimed because of the significant developments it contained. These imparted 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. AF-2,

Westbury, N.Y. 11590.
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by Norman Eisenberg

oHOP FOR SPEAKERS BY EAR

The Dest 18St equipmen for Speakers i$ buill into your head

ELECTING SPEAKERS by listening to them is like wine-tasting: you sample

some and form a judgment. The more varieties you have on hand for

comparison, the more revealing such sampling can be and the more

meaningful your decision. The connoisseur (of wine and of speakers)

also knows that tastes vary; and while he applies certain criteria for
general quality, he is not unmindful of variations—in balance, in relative “dryness,”
in coloration, to name a few. That is to say, what can make one man feel heady can
give another a headache—true of wine and of speakers both.

One school of thought will protest the analogy on the score that any audible difference
in the sound of two speakers indicates that one of them is more faithful to the original
than the other. One must be relatively wrong. the other relatively right. The hitch in
this argument is: wrong and right by what standards? Or, as the comedian asks his
friend, “How's your wife?"—only to get the reply, “As compared to whose?”

The fact is that the original sound can, and often does, have variations. We hear of
concert halls that are acoustically more or less “dry”; we know that one conductor
deliberately strives for treble emphasis in his performance, while another favors a
mellower sound; we detect sonic differences in recordings. And, we say, vive les dif-
férences! It would be a sad day for the muse if all her efforts were pretailored to a
computerlike regularity and sameness. May gray-flannelism never take over in the arts!

Having said this, are we left in a no man’s land where anything goes and no criteria
apply? Definitely not. There are certain guideposts to what a speaker should and should
not do. These are based in part on one's memory of live sound (allowing for
the variations mentioned) and on one's awareness of a speaker’s basic nature as a trans-
lator that must change one form of information (electrical signals) into another (audible
sound waves). In the last analysis, the speaker stands or falls by how well it does this
job—no more or less. To extend this concept into listener-significant terms: the better
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a speaker is, the more it will give you the feeling
that you are listening through it back to the pro-
gram source, rather than fo it as it reproduces that
source. Patently no speaker can do this perfectly
(something always is lost in any translation), but
the good ones come remarkably close. Evaluating
speaker performance, then, is judging how close.
Or to put it another way: it is a matter of how
little the speaker affects (i.c., distorts) the sound
while reproducing it. Engineers like to say that the
essence of speaker performance is its “transparency’;
the opposite being “coloration.”

No set of numbers or specifications can fully
document these qualities. They can tell you what a
speaker may be expected to do under certain con-
ditions, but they cannot tell you how well it will
do it—and especially under varying conditions (of
program source, driving amplifier, and room acous-
tics). The numbers simply state that a test situa-
tion has found what a speaker will do as an
clement in a sound chain, as a device responding in
a manner dictated by a certain amplifier energized
from a given source. This information is highly use-
ful to the speaker designer. but it is too finite
(0 be relied on as a sole arbiter of speaker choice.
On the contrary. for every speaker response curve
or distortion measurement derived, you could come
up with several alternate results, obtained by varying
the signal source, the amplifier, or the acoustic
envirooment. And none of these measurements would
really tell you how the speaker sounds. For this
verdict you have to rely on your own hearing.

Indeed, one’s first impression of a speaker, play-
ing a familiar piece of music, often will be the
right one. What 1 have found is that having formed
this impression. the prospective buyer then seeks
verification of it. It is surprising how many people
who firmly believe that “sceing is believing™ do
not ascribe this same infallibility to their sense of
hearing. And yet the car is onc of the most sensi-
tive and reliable “instruments”™ ever encountered:
it can distinguish between subtle differences; it can
be selective and hear one sound over another. or
mask one sound under another: it encompasses a
range of frequency response and dynamics scarcely
met by the costliest of man-made test instruments.
And it gets better with use: despite the well-known
falling-otf of sensitivity to extreme high frequencies
as one gets older, the over-all response ability of the
car, the total hearing experience—particularly to
music and “music-type information”—grows progres-
sively more sophisticated. Listeners, like conductors,
improve with age. By virtue of your own ear, you
can verify your first impression and, more to the
point, you can zero in on the final choice that often
has to be made between two or three speakers which
have impressed you equally favorably.

Although ““transparency” and “coloration” can

hardly be defined in clear-cut textbook fashion, they
can be described in terms of the specific effects they
encompass. Judging a speaker is rather like viewing
a painting: from a few feet away you form a
general impression; closer, you see how the indi-
vidual brush strokes contribute to the total.

Coloration of the sound, caused by severe irregu-
larities of a speaker’s frequency response (peaks of,
say, 6 to 10 dB or greater anywhere along the
spectrum) will show up as a tendency for the speaker
to emphasize certain portions of the musical range.
The highs may be too prominent with respect to
everything else, or the mid-bass may force itself on
your attention while all tones below and above it
seem to recede into the speaker box. Coloration also
shows up as a speaker’s favoring of one group of
instruments over the others: the speaker may be
prodigious, for instance, at projecting the characteris-
tic guttiness of the string bass while at the same
time masking the upper registers, or it may waft
bold waves of brass tones into the room while
lending the woodwinds and strings a too distant
quality. It may favor the male voice (with a char-
acteristic and false heaviness) while slighting female
vocalists. And so on.

Of course. any of these effects might be inherent
in a badly recorded disc or tape, and many of
them—particularly extreme discrepancies in bass
and treble balance—could result from poor room
acoustics. For this reason, it is important to listen
to the speaker playing material which you know
well, preferably your own fairly new recordings.
As for the acoustic setting. you should try to evalu-
ate a demonstration room in terms of how closely it
rescmbles your own listening room. A room that is
abnormally small is no place to assess speaker quality;
it will tend to suppress or muffle the bass and prob-
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ably bounce the highs around excessively. A room
that departs in shape from the normal rectangle
is also bad: if it approaches a cube in shape, it will
cause most speakers to take on a hollow sound; if
very long and corridorlike, it will introduce false
resonances to the mid-bass. Any room that is heavily
carpeted and draped will tend to tone down the
highs; conversely, any room with prominent hard
surfaces, such as glass show windows or shelves
loaded with the metal chassis of other equipment,
will tend to accentuate the highs.

Unless the demonstration room comes fairly close
to simulating the acoustics of your own listening
room, you should insist on listening to the same
speaker in two or three different locations in that
room before making up your mind. Or, ideally, you
should try to get the dealer to agree to sell the
speaker (or speakers for stereo) on approvai—a
week’s time with them at home should be long
enough to let you decide whether you want to keep
them or return them for another pair.

High fidelity shows may, or may not, be good
places to audition unfamiliar speakers. It all de-
pends on the room and its surrounding ambience.
I have heard speakers at shows that sounded utterly
different when I finally got them installed at home.
I also have found many that continued to sound, in
my room, just as they sounded at the show, or better.
The industry is growing more aware of these varia-
tions: a recent decision by the IHF to hold its
next New York show at a new location—the Statler
Hilton Hotel—promises a setting where the rooms
not only are better isolated from each other but can
be individually better balanced acoustically than
they were at the old show location. Eventually we
may actually enjoy the certainty that a speaker heard
at a show really sounds the way it seems to.

JUNE 1967

General impressions aside, another tack for the
prospective buyer is to try to analyze the speaker’s
response in terms of its bass, midrange, and high-
frequency output. Such analysis is best done with
signal generators in addition to musical material.
The signal generator can pinpoint specific areas of
troubled response, reveal severe peaks and dips, in-
dicate the low and upper reaches of response. reveal
the speaker’s “doubling frequency” (a bass frequency
at which the speaker no longer can respond to the
fundamental tone and produces harmonics of it
instead), and provide some information as to the
speaker’s dispersion characteristics (its tendency
to beam tones as the frequency is raised). However,
a signal generator is not as a rule a normal house-
hold item; and even if you owned one, I'd bet even
money that few, if any, dealers would permit its
use during normal store hours. People come to hear
music, not beep tones, goes the argument.

Well, yes. But there is music—and music. To
serve as test source material, the music chosen
should have some texture and weight. Music lightly
scored (pops in particular) is apt to make a “joyful
noise” on a much wider quality range of equipment
than is symphonic music. It’s no great shakes to
reproduce (or to record, for that matter) simple-
textured material which makes relatively little de-
mand of the equipment and thus is of little value
in assessing a speaker. A solo guitar, for instance,
often is used to impress listeners with the transient
response of a system. All right as far as it goes,
but the real test would be a guitar playing against
accompaniment: if the twangs are utterly clean
along with everything else, then you can conclude
something about the system’s response. The real test
is how well the speaker handles percussives when it
also has to reproduce other, different kinds of sounds
at the same time. Works scored for large ensembles
and encompassing big jumps in dynamic as well as
tonal range—operas and most symphonic works—
actually comprise the best speaker test material.

Also useful are passages shared by a deep-voiced
instrument, such as an organ or bass viol, with a
high-toned voice such as flute. Note too that instru-
mental groupings that have their own rich overtones
structure—massed strings and woodwinds, for in-
stance—tend to absorb distortion components, while
“purer” instruments—such as the solo piano, flute,
or horn—will be more revealing of distortion. The
solo piano, in fact, is one of the most difficult in-
struments to record and reproduce well. The human
voice is another: one of the touchstones of tonal
purity is the male voice that sounds masculine but
not “chesty” or with a hint of false mid-bass em-
phasis; another is the female voice that sounds
liiting, “feminine” but not screechy. For my money,
any of London’s Tebaldi recordings, played with the
volume control ‘near the “12 o’clock” position
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is excellent speaker test material: a poor system
simply will not do justice to the diva, a good system
makes her a joy to hear, actually exhilarating. In
general. when you find yourself listening not to the
system but to the music, and you sense the goose
pimples during certain passages, you can feel secure
that you’re hearing the real thing.

Musical test material may not reveal to you the
specific low-frequency response limits of a speaker,
but you can tell by listening carefully to the music’s
bass portion whether or not the bass is generally
satisfactory. Good bass does not necessarily mean
the deepest bass, although ideally the deeper and
cleaner the bass the more natural the sound (assum-
ing the midrange and highs are suitably balanced and
full). There are. in any case, limits to how far down
a speaker can go—Ilimits governed by the design and
cost of the unit. A speaker that can hit rock bottom
tonally speaking generally will hit sky high in terms
of cost. But rock bottom may not be within the
scope of your taste, needs, or budget, especially
when there are so many less than ultimate spcakers
that come fairly close and cost a lot less.

Within its design limits (and any responsible
engincer will admit that speakers do indeed have
design limits). however. you should expect a speaker
to sound clean. “Clean™ bass is free of boominess,
thumps, or a blurry indistinct effect. The bass
notes are clear enough to enable you to distinguish
between a string bass and a tuba. The bass drum,
when struck hard. ideally should have a deep, some-
what “dull” and tight quality. A bass ensemble,
playing wayv down and tutti, should provide a sensa-
tion of energy that you can almost feel as well as
hear. The bass viol should growl rather than sound
mellow. Timpani should sound something like real
thunder. and you should be able to distinguish the
tonal variation between differently tuned timpani.
The low end of the piano keyboard should have a
vibrant., almost rugged quality. and with good
definition among closely spaced notes—what en-
gineers call “being able to read the name on the key-
board.” Finally, you want to be aware of possible
intermodulation effects in which the powerful bass
interacts with higher-pitched tones to cause the
latter to blur or waver. A passage in which an organ
or string bass plays together with high-pitched wood-
winds is useful for checking this effect.

Listening higher along the response range you
still should be alert not only to peaks and reso-
nances (they can occur anywhere along the fre-
quency band to color the sound) but to the unique
aspects of midrange and high-frequency sound. The
treble portion of a speaker’s sound should have an
open, full. well-aired quality. Poor dispersion. or a
tendency to beam the highs. means that the highs
will be most prominent when heard from some-
where directly in front of the speaker (response on
axis will be noticeably brighter than off axis). In
addition, the mid-tones may sound honky or “box-v”
and/or the extreme highs will take on a “squashed
down™ tone, as if an invisible hand were compressing

them. Outright distortion will be readily discernible
as a kazoolike quality or nasality. Lesser amounts
of distortion will show up as a “hard” or unnatural
sheen over the sound.

In addition to the beaming effect, poor disper-
sion signifies phase distortion, a kind of tampering
with the original time sequence of the elements
of the signal that also can be responsible for lend-
ing the sound an overbright or hard feeling. When
auditioning the midrange and highs, listen also for
good transient response—a speaker’s ability to
respond crisply to percussives such as drum beats
and rapidly plucked strings, especially when played
against an instrumental background. Each note
should sound distinct with no blurring from the
note before or to the note ahead. Another tip-off
to transient response (of a pickup and amplifier
as well as of a speaker) is the sound of record
surface noise. An occasional surface defect should
sound like a quick tick rather than like a prominent
or extended rasp.

If an FM tuner is handy, tune to a point between
two stations where you hear the characteristic
rushing noise—white noise, as it's called. Listen for
a few moments to the way in which the speaker
reproduces this hash. If the sound is fairly subdued,
rather like that of a shower running in the next
room. the speaker probably has very little audible
distortion in the treble and is dispersing the sound
well. The brighter or harder this noise sounds. the
more high-frequency coloration the speaker is
adding to the signal and the more directional its
projection of the highs. Many speakers characteristi-
cally sound bright on white noise when heard on
axis, but more subdued off axis: this pattern is not
ideal, but it is acceptable inasmuch as most home
listening will be from a position decidedly off axis
of the speaker, especially in a stereo setup where the
main listening area is somewhere between the two
“looking-out” axes of the speakers.

As for instrumental sounds in this frequency
area. ideally you should try to recall what instru-
ments (and voices) sound like when you last heard
them live. Unfortunately, auditory recall is a very
sometime thing, and for practical purposes such
“A-B” testing in retrospect is next to futile. Realisti-
cally. the best you can do on this count is to listen
to the total blend of an ensemble even while trying
to discern its individual sections and participants:
the good speaker will present both sonic experiences
equally well. It will have, as they say, its own “in-
ternal separation” without at the same time being
“clinically analytic.”

In the long run. listening for a good speaker is
fairly akin to listening to music itself: you bring to
both experiences a kind of ever-developing sophisti-
cation and you get in return a deeply personal
revelation. In both, you are listening for the singing
strings, the plaintive woodwinds, the brazen brass,
the definitive percussion. Eventually, you will recog-
nize an authoritative speaker, even as you applaud
an authoritative performance.
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THOUSANDS ofF outdoor concertgoers will tell you
that there’s nothing like listening to music while
relaxed under the stars on a warm summer evening or
stretched out on the grass on a sunlit afternoon.
Happily, at least a taste of this idyllic experience
can be shared by many people without their even
bothering to leave home. All you need do is install
stereo out of doors. You may not be able to re-create
Tanglewood in a back yard in Topeka (or hire a tow
truck to arrange a listening session like the one
depicted on our cover), but you can come pretty
close to it—and at a cost of less than $75 and
under two hours’ labor.

The gateway to outdoor stereo is the weather-
resistant speaker system, developed in recent years
by such firms as Electro-Voice, Altec Lansing.
Bozak. University, Jensen, and J. B. Lansing. For
most home owners they represent a great improve-
ment over the carly public-address-derived outdoor
systems. Intended for permanent installation and
often strictly utilitarian in appearance, those speakers
had the further disadvantage of producing sound
more overpowering than most private property
owners (or their neighbors) could tolerate. In con-
trast, the most recent wave of outdoor speakers arc
smaller in size, lighter in weight, more attractive
to the eye. and designed to permit their being casily
moved from pool to patio or whercver, at the owner's
whim. Many are water-resistant, and thus do not
need to be rushed under shelter every time it rains.

Not that the new outdoor systems are completely
impervious to weather conditions. The key term here
is “water-resistant” (or “weatherproof,” as it ap-
pears in some ads). No outdoor speaker manufacturer
who uses a paper cone will advertise it as “water-
proof.” Electro-Voice. which has conducted endur-
ance tests. reports that cight or nine snowy Michi-
gan winters and damp springs are enough to do in a
paper cone, no matter what it's treated with. Mois-
ture—rain, snow, or humidity—eventually rots the
paper and makes cone replacement necessary. In
arcas where air pollution occurs (New York and Los
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Angeles, for example), sulfur dioxide and sulfuric
acid in the air also attack speaker cones as well
as exposed metal. The E-V engineers point out, how-
ever, that California’s sunny clime may be kind
cnough to a speaker located in a non-polluted area
to double its life expectancy.

When a cone does go, you'll know it quickly
enough—you’ll hear a rattling or scraping noise,
or no sound at all. What do you do then? Do you
need an entire new system? It depends on the out-
door speaker system you own. If you can get inside
the enclosure easily, you can have a new paper cone
fitted, or you may find it easier to remove the whole
loudspeaker and replace it with a new one (cost:
from $12 to $55).

Actually. there are a few outdoor speaker systems
which are waterproof and are advertised as such.
Instead of a paper cone, these speaker systems use
metal or polyester cones. In theory, you can leave
these systems out of doors for decades without
worrying about damage—or even kick them into a
water-filled swimming pool.

When you go shopping for outdoor speakers,
you'll notice that few make claims of frequency
response outside the 100-10,000 Hz range—in fact,
the more expensive speaker systems generally have
the more conservative specifications. The reason is
that the open air plays acoustic tricks which would
baffle (no pun intended) any speaker system—it will
at any rate swallow up bass and. to a lesser extent,
treble. A speaker system with a perfectly flat re-
sponse curve would sound fine in the midrange out
of doors. but would lack muscle in the bass and would
seem to have no highs. Conversely, a speaker with
bass and treble boosted has a jukebox bass when
heard indoors—and the treble tends to sound tinny.

If you want audibte sound over a good-sized out-
door area, your speaker system must be able to de-
rive the maximum amount of sound from your
indoor amplifier—that is, it must have high effi-
ciency. Many large outdoor speakers have such high
efficiency, in fact, that they can be fed by a pocket-
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size transistor radio. If, on the other hand, you
go in for “intimate” outdoor listening, such as you'd
experience on a patio or by the side of a pool, you
don't need the same volume of sound. The assump-
tion on the part of manufacturers of the newer
outdoor speakers is that you may want to use them
indoors as extension speakers during the winter. The
sound from these types, while too thin for satisfac-
tory listening in wide open spaces, tends when heard
indoors to be more natural than that of the big
high-efficiency systems. This versatility of the rela-
tively small, attractively styled speakers would seem
to have been a further factor in making outdoor
sterco fashionable.

Outdoor speaker placement should be determined
first by the size and shape of your back yard and
the proximity of neighbors (don’t forget them
when you start pumping 100 watts of program
material into your back yard—they won’t forget you).
Most people will probably mount their speakers only
a few feet away from the spot where they expect to
do most of their listening. Another consideration,
of course, is ease of removal if vou prefer to bring
vour speakers indoors for the winter months or when-
ever you are not using them during the summer.

The larger outdoor speakers cover the greatest
area with the best sound. These speakers can be
bolted to a tree, pole, or even to the back of a
house or garage. You can aim them like floodlights
to concentrate the sound on a given area or to spread
sound pretty well around in a large area. With two
speakers for sterco, you'd better figure on ten (o
fifteen feet of separation—more in a big yard.
You get maximum coverage of arca by mounting the
speakers at or slightly above eye level and parallel
to the ground. To narrow the arca of coverage, mount
them high and angle almost directly downward.

It you have chosen a small system, however, your
placement of the speakers will differ accordingly.
Generally speaking, a separation of about six feet,
with each speaker facing straight ahead (instead of
angled towards each other—the floodlight 1dea won’t
work here) will provide the best results. As for
clevation, most of thesec speakers (the Bozak “Bard.”
Altec Lansing, and Jensen are exceptions) should not
be mounted higher than head level or just above.
Speakers with their own mounts can benefit also
from being placed at ground level, from where they
can be angled upward to a listener seated nearby.
Positioning on a patio is a good plan for some small
speaker systems: the flooring and adjacent wall help
reflect the sound.

A loudspeaker enclosure built of metal or plastic
is bound to resonate. The trick in outdoor speaker
manufacture is to use the resonance to boost bass
frequencies. Thus, the aluminum enclosures of Uni-
versity and E-V, the steel enclosure of Bozak and
Jensen, the Fiberglas Jensen and the plastic E-V
tend to resonate somewhere between 70 and 100
Hz. Each manufacturer has shaped his enclosure to
produce what he feels is the most satisfactory sound.

A bevy of better-known outdoor speakers: from the top.
the J. B. Lansing L57 Carnival or L59 Festival; the Model
150B Bi-Acoustic horn system of Altec Lansing; Uni-

versity's Model CLC; the Jensen TXR-800; the Bozak JBL, whose enclosure is made .Of Formica and wood,
Bard: the Sonocaster from Electro-Voice. All 8 oluns. uses resonances somewhat differently. Its systems
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consist of two cubes, joined by a short cylinder.
The left-hand cube contains an 8-inch coaxial loud-
speaker firmly mounted in a (theoretically) nonvi-
brating enclosure, The right-hand cube, identical in
appearance, contains a dummy loudspeaker—what
JBL calls a passive radiator. Nothing more than a
speaker cone and basket, it takes the place of ports
or tunnels in the design and enhances bass response
by vibrating in sympathy with the speaker cone.

So FAR, we've discussed the speaker system itself.
What more do you need? If you already own a com-
ponent system, very little. Your present amplifier or
tape recorder can be used to feed an outdoor stereo
speaker system with no need for additional electron-
ics. You will need connecting cord—lamp cord,
at four cents per foot will do. For short runs—
ten feet or less between amplifier and loudspeaker—
No. 18 double lamp cord is recommended. For longer
runs, you may need No. 16 or heavier. You can,
of course, simply string the speaker cord from ampli-
fier to speakers. For a more permanent, more pro-
fessional job, you can lay the cord underground
(stapling it up pole or tree if your speaker is so
mounted): use heavy-duty insulated cable—it may
cost up to fifteen cents a foot—or string lamp
cord through scrap lead pipe and bury that in a
trench several inches deep. Heavy insulation or,
better yet, piping affords protection from water
seepage and accidental cutting.

All of the outdoor speakers discussed here are
rated for 8 ohms impedance, and the same rules for
amplifier connection apply to them as to indoor
speakers. If you plan to connect both outdoor and
indoor speakers to the same amplifier, just make
certain that you do not run below the minimum safe
load for the amplifier—many solid-state units
cannot be operated safely into a load of less than
4 ohms. For most installations, the hookup will mean
simply tying the leads from outdoor and indoor
speakers (each rated for 8 ohms) and thus presenting
a load of 4 ohms to the amplifier—perfectly normal
and safe. If your speaker impedances vary from
this norm, check the instruction manual for your
amplifier or receiver, or query your dealer or the
manufacturers of your set and speakers.

If you're already using one set of amplifier or
receiver output taps for a principal system and a
set of extension speakers, adding a third pair of
speakers may require a series parallel hookup, or
the use of special resistors in the speaker lines.
The variations here are too numerous to be general-
ized and for such a hookup you'd best get profes-
sional advice. Once the impedance matching problem
is solved, you will probably want a switch that en-
ables you to choose among the various speakers; at
under $3.00 this is a very convenient item for the
outdoor listener in any case.

When making connections to the speakers them-
selves, it's necessary only to be sure that each
speaker lead touches no metal other than the speak-
er tap. JBL and Bozak use a standard phone jack to
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facilitate removal of the speaker at the end of the
day or the end of the season (the speaker line may
be installed permanently and the speaker plugged in
again the next day or the next spring). Location of
these jacks on the underside of the speaker also
minimizes the possibility of rain shorting the speaker
(although one large manufacturer who favors con-
ventional speaker taps says his company has never
heard of such a thing happening).

If you want to be able to control volume from
your hammock—some audiophiles prefer to make all
volume adjustments at the amplifier, thus avoiding
any possible loss of power or introduction of dis-
tortion—you will need one volume control, or L-pad,
cost about $3.50, for each speaker. If the controls
are to remain outdoors permanently, it’s a good idea
to solder your connections and splice with water-
proof tape (waterproof controls are also available
from large radio parts supply houses). The two wires
may run together and the volume controls mounted
side-by-side for convenience.

Because the efficiency of most outdoor speaker
systems is high, and because there’s so little loss
even over long distances between sound source and
loudspeaker, it’s possible to use your tape recorder
as a sound source, without additional amplification.
Many stereo tape recorders have outputs for exten-
sion loudspeakers which use standard jacks (phono
or phone type). You can plug the speakers directly
into these jacks and receive sufficient stereo sound
outside to cover a normal listening area.

IF YOU DON'T WANT to be bothered installing per-
manent speakers or even carrying a pair of eight-
pounders outside once in a while, there’s another
solution—stereo headphones. The same headset you
use to listen to Berlioz after everybody has gone to
bed can move outdoors with you, with the aid of an
extension cable. Koss and several other manufactur-
ers offer extension cables up to 25 feet in length
for $6.00 or less. Within reason, it's possible to
plug two or more of these together to extend your
headphone listening from the living room to the
patio or back yard. Not only is there no sound to
annoy others, but headphones shut out the noise of
planes passing overhead, the squeals of children,
and anything else which may take your mind off
Beethoven. It’s possible to install your headphone
cable permanently, too—following the procedure
outlined for installing speaker cord. Ask your audio
dealer to make up the proper length of three- or
four-conductor cord for headphones, with a standard
three-element stereo phone plug on one end, and a fe-
male three-element phone input on the other. Then,
by hanging the final phone input so that the opening
points downward, you have a semi-permanent point
into which you can plug your headphones.

Stereo headphones or outdoor speakers may not
seem like a satisfactory replacement for the live
sound of the Chicago Symphony, and your back yard
may not strike you as a substitute for Ravinia—
but just try them.
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by Albert Sterling

LOUDSPEAKERS DON'T LAST FOREVER, BUT THEY’LL. ENDURE A L.ONG

TIME IF YOU CAN PREVENT MISHAPS AND CURE AFFLICTIONS.

WHAT’S THE 1(FE SPAN of a loudspeaker?

Practically forever, one might say. A reasonably
well-made, well-treated speaker is the Struldbrug of
audio: it can be nearly immortal. Manufacturers
realize this too, and do not hesitate to offer consid-
erably longer warranties on their speakers than on
their other audio equipment.

Still, a speaker can age, and accidents do happen.
To begin with, the speaker does a prodigious job in
its long life. The suspensions—around the edge of
the cone, and at the voice coil—may flex billions
of times a year. We might expect them to get terribly
tired, but on the whole they hold up fantastically
well. They hardlv ever let go completely, though
they may get somiewhat looser with use. Flexing a
suspension a lot makes it casier to flex.

As the suspension becomes more mechanically
compliant, the bass resonance of the speaker some-
times drops. If you have heard that ‘“speakers im-
prove with age,” this deepening of their bass responsc
is the myth's origin. Actually, any such drop is a
fairly rare event—fortunately, since in many speaker
systems a pronounced change in bass resonance could
upset the acoustic balance between the drivers, and in
a bass-reflex system it could require retuning the

erclosure by changing the size of the port opening.

An exceptionally heavy voice coil, generally found
in the largest speakers, may eventually pull down on
the inner suspension (or ‘‘spider”) enough to make
it sag. The voice coil then may hit the magnet
structure below, to produce a buzzy. scratchy, or
blurry effect much like that of severe intermodula-
tion or transient distortion. Years ago, knowledge-
able audiophiles who owned very large speakers in
home-made enclosures were in the habit of rotating
them to a new mounting position cvery few months
in order to avoid this affliction. With today’s good
bass spcakers, usually smaller than vesterday's—
and better made too—voice-coil sag is rare. But if
you begin to hear buzzing it is worth checking out.

Next. let’s consider the flexible leads that connect
the voice coil to the basket terminals. They occasion-
allv part. The metal gets “tired” from its interminable
flexing, primarily on tweeters which of course flex
a good many more times than the leads on woofers.
Suspect a break in the flexible leads whenever a
tweeter quits cold without apparent cause. It can
happen to a woofer too, though more rarely.

Such a break usually is ecasily repaired. If it
occurs in a reasonably open spot, anvone handy
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with a soldering iron can attack it effectively. Putting
in a whole new piece of wire is probably a good
idea if the terminals at both ends are within reach.
Find out from the manufacturer or a repair shop
what kind of wire to use; ordinary hook-up wire
has a very short life expectancy in this use. However,
if the tweeter is constructed so that the flexing leads
can only be gotten at by disassembling the speaker,
better let the manufacturer or an authorized repair
shop do the job. Lining up a tweeter is work for
an expert and may take specially designed tools.

The cones in today’s better-grade speakers are
usually made of very stable materials, and speaker
aging thus comes down to a possible loosening of the
cone suspension. A well-made speaker probably won't
show signs of aging for a very long time; most high-
grade speakers still in use today after five to ten
years should be doing about as well as when new.

ACCIDENTS ARE AN entirely different story. When a
cone and a hard object clash, the cone always comes
off second best. A hole or tear can rarely be mended
satisfactorily on a high-quality speaker. If you put a
patch or a lot of glue on the cone, you will increase
its mass, perhaps stiffen it, but invariably change its
characteristics—always for the worse. You had best
get a new cone and have it installed by the manu-
facturer or by an authorized shop. Limit home re-
pairs, or home replacement, of speaker cones to those
in intercoms or paging speakers—or maybe those in
small radio and TV sets. The voice coil of a speaker
can handle just so much current; its fine wire can
be burned out in a number of ways. The most
damaging is to connect the speaker directly to the
line voltage or house power. Speaker manufacturers
are constantly surprised at how often the speaker
cable has been fitted with an ordinary knife plug
like that used for electrical appliances. If several
plugs are lying about, it is all too easy to pick up the
speaker cable instead of the amplifier power cable
and plug it into the wall. (This is why old audio
hands regard the use of standard knife plugs on
speaker cables with horror.)

There are a number of other ways, especially in
home-wired outfits, to get the speaker accidentally
connected to the power circuit, but however the
mistake is made, the best that can happen is for the
voice coil to burn out instantly, bringing the speaker
to a quick stop. Then the repair may be relatively
minor. A worse damage—such as a cone tearing
apart—may result when the cone jumps completely
out of its magnetic gap. The action usually stops in
this case because the flexing wires connecting the
voice coil to the basket terminals also will break.
What you’ll need then is a new voice coil and cone
installed by an expert.

When tiny bits of material get into the gap between
voice coil and magnet, the result is often like that
for a sagging voice coil: scratchy or blurry sound.
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Tiny metal particles are particularly liable to be
pulled into the gap by the magnet, so never leave an
“open” speaker on a workbench or in any spot
where such particles are present. You can sometimes
fish out these foreign bits by carefully using a thin
strip of fairly stiff tape or cardboard. But fish gently
and be careful not to scratch the surface of the
voice coil. You may even have to take cone and voice
coil out of the speaker before you can clean the gap.

A type of accident peculiar to speakers driven by
transistor amplifiers has cropped up lately. High-
frequency “parasitic” oscillation in the output stage
flows through the tweeter, on top of the high audio
frequencies the tweeter is normally handling. The
amplifier output, in other words, is acting spuriously
as a generator, a fault that takes highly expert
correction. The malfunction may well result in a
serious overload of the tweeter, or its level control,
or both. One or both gets hotter and hotter, and
finally one or the other burns out.

On good speakers, a burned-out voice coil should
always be replaced with a new one, again a job for
the manufacturer. On cheaper speakers the break
can sometimes be found and bridged, or the coil may
be rewound: but even in these, replacement of the
whole coil is often better. The wire in a voice coil
may break, too, because of some defect in the metal
that is triggered in use, or because a turn gets loose
and is shaken or abraded until it parts.

Despite these possibilities today’s more carefully
designed solid-state amplifiers and receivers have
made the danger of damage to a speaker from ex-
cessive signal virtually nil. To begin with, most recent
sets are fused against overload in the output stages.
While this feature primarily safeguards the amplifier
circuit, it also protects the speakers inasmuch as
an abnormal operating condition either limits or
shuts down the amplifier drive to the speakers. Sec-
ondly, it takes a really heavy and continuous surge
of amplifier power to damage a speaker. Such surges
are rarely encountered in normal use and speaker
manufacturers patently do not regard such an eventu-
ality as a source of concern, as witness the fact that
speakers do not come with fuses. The chance—
sometime, somewhere—does exist, however, that a
very high-powered amplifier (one capable of supply-
ing 60 or more RMS watts per channel) could over-
load a speaker. Those who are concerned about this
remote possibility can put their minds to rest by
fusing the speaker lines. The fuse should have low
resistance (not the slow-blow kind) so as not to affect
impedance match, and the value of the fuses in
amperes can be calculated by the formula I equals
the square root of P divided by Z, where I is the
current rating of the fuse in amperes, P is the rated
speaker power capacity in watts, and Z the speaker
impedance in ohms. As a safety margin, reduce the
figure obtained by 1/5. Thus, for a 100-watt, 4-ohm
speaker, use a fuse rated for 4 amps. For a 60-watt,
8-ohm speaker, a 2-amp fuse will do.
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THE SWINGING
STAATSOPER

This month North America gels a chance to see the Hambury

opera company that has electrified Europe

BY PAUL

LATE THIS MONTH the Hamburg State Opera, fresh
from six days at Canada’s Expo 67, will arrive in New
York to present eleven performances of seven works.
The Hamburg visitors are the first foreign opera
company invited to appear in the Metropolitan’s new
house—and [ shall willingly eat my words if they
don’t throw the town on its operatic ear.

First of all, the guests’ repertory: Hindemith's
Mathis der Maler (many Americans know the or-
chestral “symphony,” but how many know the
opera?), the long, long overdue New York premiere
of Berg's Lulu, a production of Janilek’s master-
piece Jenufa (which I hope will finally give America
pause over its unjust neglect of this great Czech
composer), Gian-Carlo Menotti’s production of
Stravinsky's The Rake's Progress, and two works
which the Hamburg State Opera itself commissioned
and produced for the first time anywhere: Giselher
Klebe's Jacobowski and the Colonel, based on Franz
Werfel’s “comedy about a tragedy,” and Gunther
Schuller’s The Visitation, a transplantation to the
American South of the essential situation of Kafka’s
The Trial. For good measure, the company will toss
in a concert performance of Weber's Der Freischiitz.
I don’t want to get him in Dutch by naming him. but
a high official of Lincoln Center recently referred
to the Hamburg State Opera as “the most exciting
opera company in the world.”

And then, purely aside from the rich and exotic
repertory, there is the manner in which the company
performs these works—a manner that differs greatly
from what most American operagoers are accus-
tomed to. While opera in the U.S. costs such a hellish
amount of money that only an enormous house
makes it economically feasible, in Germany generous
state subsidies permit smaller houses and concom-
itant emphasis on the text the singers sing. Opcra
thus becomes less a coliseum phenomenon and more
a theatrical experience. This circumstance, plus the
refinement of production standards, has given birth
10 a new kind of art form, neither costumed concert
nor drama with music but a new genus, which Ger-

MOOR

mans call realistisches Musiktheater. Though one of
the movement’s first pioneers, Carl Ebert, taught for
many years at the University of Southern California,
it made little headway in America (the lengthy re-
hearsal time required—of which more below—being
prohibitive for most companies). Today, realis-
tisches Musiktheater is most closely associated with
Walter Felsenstein, the Austrian genius who for
twenty years has directed East Berlin's unique
Komische Oper. and with Gunther Rennert, who
for ten important years after the last war impressed
his principles upon the Hamburg State Opera. What
Rennert began there, its present director, Rolf Lieber-
mann, has continued and developed.

DESCRIBING realistisches Musiktheater to someone
who has never cxperienced it presents problems. Its
practitioners take the stand that it should have as
immediate a dramatic impact upon the auditor as a
straight play, where the text alone communicates
everything. The auditor need not have familiarized
himself with the libretto, for the singers will sing
the language of the audience where the company re-
sides. and furthermore will sing it with such a cul-
tivated diction that almost every word will come
across clearly. The performance also must make
dramatic and psychological sense in all details—
Felsenstein claims he constructs his productions as
it to take care, in advance, of all possible questions
that first-time viewers might ask as to why this and
why that, dramatically speaking. Every step that ad-
vances the dramatic action must have its own moti-
vation, and it must make complete sense. To put it
simply, Felsenstein and Rennert and their cohorts
turn opera into living theatre.

As should be obvious from the above, the term
realistisches Musiktheater applies not 1o the work
itself but to its presentation. Licbermann has this to
say about his company’s essential approach to its
work: “Of course you can do Verdi's operas as con-
cert works in costume with a bit of moving and pos-
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turing; but if you examine them, you know he in-
tended them as more than that. Any opera of any
real artistic merit deals with human e¢motions and
conflicts which the performers must transmit to the
audience, just as in a play. In the theatrical form
which the word ‘opera’ has for generations meant
to most people, the musical notes in the score have
ruled supreme and the text has come off a very poor
second best, with everyone involved simply assuming
the audience’s indulgence as far as the total dramatic
aspect is concerned. Opera, in this sense, belongs to
the last century. Realistic musical theatre, with
neither music nor text subordinated to the other but
both integrated into a new form, belongs to the
twenticth century.”

The new form has of course required innovations
in the customary way of running an opera house,
especially in connection with rehearsals. Walter Fel-
senstein has developed a rule of thumb whereby he
allows for rchearsals one hundred times the perform-
ance time of the work involved—i.e., for a three-
three hundred hours of rehearsal,

hour opera,

1967

broken up any way you want. Only the Komische
Oper can afford such luxury (when Felsenstein him-
self does a production, he often e¢xceeds cven this
utopian extravagance), but Hamburg does what it
can, and what it does excites the envy of most other
companies with their rigorously restricted rehearsal
budgets. In Hamburg, just about the minimum re-
hearsal time accorded a production amounts to four
weeks (which elsewhere would often constitute the
maximum). Six weeks for a new Hamburg produc-
tion raises no cyebrows; and if exceptionally difficult
works require eight or ten weeks, they get it.
Hamburg puts into rehearsals what all 100 many
opera companies feel compelled to put into big,
glamorous international names. As Rolf Liebermann
puts it: “Musical theatre has of necessity developed
a new breed, the singing actor, as demanded by a
new art form. One reason you won't find the biggest
operatic names in our house is that we demand of
our people things you can’t ask from the biggest
stars—tor one very simple reason: they can’t do
them. Our people even look different. 1 suppose they

From the repertoire that makes
Hamburg's opera company “the
most exciting in the world”: at
left,  Gunther Schuller's The
Visitation and Jandéek’s Jenufa;
above, 1he performned
and much praised Hamburg pro-
duction of Alban Berg's Lulu.

much
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come closer to what you see in American musicals
than in American opera.”

Only since the last war has Hamburg stood out
as an operatic center. As early as 1678 the city had
its Operntheatrum; for nearly fifty years Telemann
was a composer in residence; the very young Handel
produced his first opera, Almira, therc. But for the
most part, Hamburg's musical history was lit only
by occasional flashes of brilliance. Gustav Mahler
took over the Opera's musical directorship for six
years in 1891; Otto Klemperer joined the conductors’
roster in 1910; and Karl Bohm occupied the post
of musical director from 1930 to 1934. Between
1925 and 1927 the Hamburg Opera, in unwitting
foreshadowing of the era to follow World War II,
produced a list of contemporary works that included
Hindemith's Sancta Susanna, Stravinsky's Story of
a Soldier, Janatek's Jenufa, Busoni's Doktor Faust,
and Kfenek’s Jonny spielt auf.

In 1943, bombs destroyed the auditorium of the
Hamburg State Opera, as the city-state officials had
renamed it in 1934. The same fate, of course, befell
many, many other German opera houses and theatres
about this time, but Hamburg had the good luck to
come through with at least its stage and backstage
area still standing and its company stubbornly con-
tinued to perform elsewhere in the city until a bare
month before Germany's total collapse.

Less than a year later, on January 9, 1946, the
Hamburg State Opera opened its present era with a
production of The Marriage of Figaro which, in view
of the times, must have brought a catch to the voice
of everybody involved. Out of their unbombed stage

The Hamburg Staatsoper got
a new house in 1955, and in
1959 it got a new director,
Rolf Liebermann. Herr Pro-
fessor Liebermann is known
for his charm—and for work-
ing seven days of the week.

and backstage, the determined Hamburgers had
erected a provisional opera house, altering the stage
area to turn it into an auditorium with six hundred
seats and somehow transforming the backstage into
a usable stage. They also had the great luck to engage
Gunther Rennert, one of the most sensitive and
imaginative operatic stage directors alive today, as
director of their company.

Rennert certainly laid the groundwork of the
Hamburg State Opera as we now know it, but the
company’s present artistic complexion stems directly
from Rolf Liebermann. A Swiss composer (best
known in America for his jaunty opera School for
Wives and for his Concerto for Jazz Band and Sym-
phony Orchestra), Liebermann had originally come
to Hamburg, at the beginning of 1957, to take over
the post of music director of the Northwest German
Radio. There he did such a distinguished job that the
opera company invited him to succeed Rennert (who
had resigned his administrative office to devote him-
self exclusively to staging operas and plays). Lieber-
mann had never had anything to do with running
an opera house. but he finally accepted the post on
condition that he have absolute and unimpaired
authority. One can infer the Hamburg city-state’s
reaction to his work from the fact that in 1963
the Hamburg Senate bestowed upon him that most
revered of all German honors. a Professorentitel.

The composer Rolf Liebermann has since then for
the most part kept his own career hung on a nail—
which seems a genuine pity. in view of his demon-
strated gifts. But apparently it pains him little, if
at all; he merely smiles and says. “"As an opera
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director I get a great deal of satisfaction out of help-
ing my fellow composers.” And help them he does.
Every year, since he took over his present post in
1959, he has commissioned two new operas from
young composers of various nationalities (the most
recent to reach performance: Alexander Goehr's
Arden Must Die). Moreover, the commission entails
enough money to enable the composer to make suf-
ficient visits to the Hamburg house to become thor-
oughly familiar with the performers, so that by writ-
ing every role for a particular singer he will produce
a finished score literally tailor-made for the Hamburg
State Opera. Not every one of these, predictably,
has proven a pure operatic gem, but the over-all
record commands sincere respect.

By now, everyone knows of the acclaim accorded
Gunther Schuller’'s The Visitation—that American
opera by one of America's most gifted composers,
which had to be brought into existence by the Swiss
director of a German opera company. But Schuller's
work by no means marks the company's first assist
to American operatic talent, for Hamburg figured
large in the postwar American operatic invasion of
European, especially German, opera houses. After
James Pease led the way to Hamburg, there followed
that lovely Idaho girl Anne Bollinger and Lawrence
Winters, that gifted alumnus of Call Me Mister—
both of them, still young, killed by cancer only a
few years later. Since then, the list of American sing-
ers in leading positions with the Hamburg State
Opera has grown long indeed, culminating in Arlene
Saunders, who sings the feminine lead in Jacobowski,
and McHenry Boatwright, Felicia Weathers, and
Simon Estes, who figure in The Visitation.

LIEBERMANN, A GENTLEMAN WHO both charms and
amuses in various languages and of whom (in what
surely classifies as the most murderous of artistic
fields) I have never heard one resentful word, de-
votes to his company the attention of a doting father
towards a particularly winsome child. Unless business
has momentarily taken him away from Hamburg,
you can find him in his office, every night of the
week from the beginning of September until the be-
ginning of July, right up until curtain time. If his
affairs allow, he may put his feet up a few minutes
and have a highball, but as the clock on the wall of
his office advances towards curtain time, Liebermann
goes down several flights of stairs for his nightly
custom of saying a personal word or two to the
singers, the conductor, the stagehands, and anyone
else involved. Following the inviolable German
schedule of raising the curtain precisely eight min-
utes after the time announced, the electrician begins
dimming the house lights. Between this moment and
the complete darkening of the auditorium, habitués
will look to see a door far down at the right, near
the orchestra pit, open to emit a svelte male sil-
houette which slips unobtrusively into the aisle seat
of the first row. Herr Professor Liebermann has ar-
rived, the performance begins.
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Liebermann does this for purely practical reasons:
he simply wants to know, himself, what goes on in
his own house. “I try to see every performance I
possibly can. I don't believe in listening to or reading
second-hand reports. After all, how can I argue about
something 1 haven't seen myself? We have by far
the largest opera repertory in the world; and although
we make it a practice and a matter of principle to
try to retain the original cast as long as we perform
a production, with a repertory like ours you have
to make any corrections as soon as possible after
the performance.” During the intermission, far from
withdrawing to some exclusive cranny of the house
to quaff champagne with VIPs, Liebermann stands
right in the middle of the foyer, more accessible to
his subscribers than any other theatre director I've
ever heard of. If anyone has a request. a suggestion,
or a grievance, he can stalk right up to Liebermann
and tell him, and the Hamburgers on occasion do.

Liebermann has facts and figures to show that, in
Hamburg, quality of his sort has paid off materially.
Both Berlin and Munich receive bigger subsidies
from tax funds than Hamburg, but Hamburg takes
in more than either of the others at the box office.
Of the 1,700 seats in the beautiful new house,
opened in 1955, subscribers fill nine hundred at
every performance—with plenty of people waiting
for the opportunity to subscribe. Such a subscription
entitles the holder to attend twelve performances.
By juggling his various subscription series carefully,
Liebermann manages every autumn to make between
twelve and fifteen different works converge without
interruption into a festival of contemporary opera
which brings opera connoisseurs and critics to Ham-
burg from all over Europe, with the world premiere
of a Hamburg-commissioned opera usually provid-
ing the climax. The house sells out on a seasonal
average of 98.3%. Its distinction has also won the
company many invitations to travel, and since 1947
it has played at least one guest appearance away
from Hamburg annually. It has performed its
production of Lulu, for example, more than forty
times in Hamburg and in Berlin, London, Milan,
Zagreb, Copenhagen, Stockholm—with performances
in Montreal and New York now imminent.

When plans for the North American visit began
to solidify, cultural officials in Bonn tried to talk
Liebermann into taking along as guest stars a list
of famous German singers, starting with Dietrich
Fischer-Dieskau. But Liebermann obstinately op-
posed Bonn's idea and eventually prevailed. “It gives
me particular satisfaction,” he says, “for North
America to see our company just as it performs in
Hamburg. Only our own Hamburg troupe will make
the trip—not one single guest.” With or without
guests, the ensemble can only impress, and it should
surprise no one if the singer of tonight's lead turns
up two nights later in a small part—Hamburg swears
by the true ensemble system.

What Hamburg gets night in and night out, ten
months out of twelve, should prove for Montreal
and New York something of a revelation.
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RECORDINGS HAVE ALWAYS BEEN AN INTEGRAL PART
OF THE NOTED COMPOSER'S CAREER by David Hamilton

ALTHOUGH EVERYONE by now is aware of the in-
creasingly central role that sound recording is play-
ing in our musical life, the effects are most com-
monly noted in relation to the performer. In fact, the
composer too has become more and more involved
with the phonograph—and none more so than Igor
Stravinsky, some forty years of whose career is
linked up, in two important ways, with recording.

In the first place, records served Stravinsky as a
means for disseminating his music, and began to do
this a very long time ago. Although the 78-rpm era
was not notable for its devotion to contemporary
music, Stravinsky was relatively well represented in
the catalogues even then, and many of his new
works, along with retrospective recordings of his
pre-1926 music, were very quickly released on discs.
True, Oedipus and Perséphone had to wait for LP,
as did the earlier Rossignol, Renard, and Mavra, but
such works as the Capriccio, Symphony of Psalms,
Violin Concerto, and Duo Concertant were recorded
within a year or so of their completion.

The importance of this can best be grasped if we
consider the discographic history of the other revo-
lutionary figures of modern music. Not until 1940
was a single one of Schoenberg's major radical works
put on disc, and the Pierrot Lunaire made in that
year was not joined by any of the twelve-tone works
until within months of the composer’s death in 1951.
More Barték was available (especially in the Hun-
garian catalogues), a number of Hindemith pieces
{mostly chamber music), and of Berg, miraculously,
two important works: the Lyric Suite and the Violin
Concerto. However, such eventually seminal figures
as Ives and Webern were hardly recorded at all—
of the former, only snippets on obscure labels, and
of the latter, nothing but a bad performance of the
String Trio on an imported single.

Obviously, this situation reflected relative popu-
larity (or, perhaps more accurately, relative un-
popularity) in the concert hall. But it is the effect,
rather than the cause, that is interesting in retrospect.
At a time when, in America, very little new music
was widely performed except that of the Kous-
sevitzky-sponsored “Americana” school, Stravinsky’s
was the only major style among the revolutionary
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European movements of the pre-1933 period to
which interested younger composers could have any
consistent aural access. It seems not unlikely that
to this accessibility was related the growth, in the
1940s, of a prominent school of American Stravin-
skyan composers (despite the fact that, unlike
Schoenberg and Hindemith, Stravinsky never had
composition pupils in the formal, academic sense).
After a hiatus during the Second World War, re-
cording of Stravinsky’s new works speedily resumed
(the first recording of the Symphony in Three
Movements took place only four days after its
premiere). Especially after the celebrations of the
composer’s seventy-fifth birthday in 1957, his status
as a monument, an exploding-cultural hero, sufficed
to counterbalance the fact that his newest music re-
mained as far ahead of the general public as ever.
Of course, Stravinsky’s success in making his mu-
sic known through recordings has always been close-
ly intertwined with his activities as a conductor (and,
in earlier years, as a pianist). Although his perform-
ing career was no doubt undertaken partly for finan-
cial reasons (the lack of American copyright on the
earlier and most-played works deprived him of con-
siderable income), it is also true that he was long
ago concerned with the use of recording as a means
of insuring a correct performance of his music.
And here is the second and most crucial aspect of
Stravinsky’s relations with the phonograph, for the
composer’s recorded performances are capable of ex-
erting a continuing influence on future interpreters.
In point of fact, Stravinsky’s concern with fixing
the correct interpretation predates the period of elec-
trical recording, going back to 1914, when he first
became acquainted with the player piano. In the
years following, he made numerous piano rolls, in-
cluding transcriptions of orchestral works, many of
them, in his words, “virtually recomposed for the
medium.” Regardless of one’s position in the current
Great Piano Roll Controversy, the resurrection of
Stravinsky’s rolls would be of great value, since they
should tell us as much about Stravinsky the com-
poser-arranger as about Stravinsky the pianist.
Stravinsky’s eagerness to record his works was
obviously attractive to recording companies, not least
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because these “official” versions tended to minimize
competition—a situation that has remained true over
the years, relaxing mainly in the case of works that
have become standard repertory items (the early
ballets) or in the case of performances with a similar,
if lesser. cachet of authenticity (e.g., Monteux’s
reading of Sacre or Ansermet's of a number of
works). But having the first and, at least for a time,
the only recorded edition on the market was also
desirable to the composer for musical reasons; it
gave him, as he wrote in 1959, “the advantage of
being able to anticipate performances of his new
works with his own recordings.”

IN JusT WHAT does this advantage consist? Why
this concern with anticipating other performances?
In his 1959 Conversations, Stravinsky cast some light
on these questions, in response to Robert Craft’s
question about the principal performance problems
of his music:

Tempo is the principal item. A piece of mine can
survive almost anything but wrong or uncertain
tempo. . . . I have often said that my music is to

be “read,” to be “executed.” but not to be “in-
terpreted.” . . . But. you will protest, stylistic ques-
tions in my music are not conclusively indicated

by the notation; my style requires interpretation.
This is true and it is also why I regard my record-
ings as indispensable supplements to the printed
music. . . .

The stylistic problem in my music is one of
articulation and rhythmic diction. Nuance depends
on those. . . .

For fifty years I have endeavored to teach musi-
cians to play

sf }.7,7.7 instead of J

in certain cases, depending on the style. I have also
labored to teach them to accent syncopated notes
and to phrase before them in order to do so. . . .

In addition to the points directly stated, there are
some important assumptions behind these remarks
reflecting fundamental trends in the history of music.
Some consideration of these trends may help clarify
Stravinsky's statement that his recordings are “indis-
pensable supplements to the printed music.”

First of ail, there is the matter of notational ade-
quacy. Over the centuries, composers have become
more specific in their desires about the sounds they
want, and this tendency is reflected in the history
of musical notation. As successive generations of
composers became interested in exploiting the struc-

“The one-man traveling university”: at left above,
with University of Hlinois musicians; below, in
Berlin; in large photo, at a Columnbia recording
session with “Associate Professor” Robert Craft.
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tural and expressive possibilities of additional dimen-
sions of music, our notational system acquired new
symbols, growing from the simple melodic-direction
indications of early chant books to the elaborate
complexities of a modern score. At various earlier
times, composers have been willing to leave up to
performers a number of details that they did not
consider fundamental to their musical purpose: for
example, the exact choice of instruments, the smaller
details of melodic shape, the exact timing of tempo
modifications. In much of today’s music, however,
matters even more difficult to notate may be of
major structural importance, and conventional nota-
tion is often inadequate to describe them—not to
mention the fact that its symbols are frequently
ambiguous to begin with.

This matter of notational ambiguity has been fur-
ther complicated by the international expansion of
our musical culture. In earlier centuries, composers
generally wrote for a small, closed, and homogeneous
society in which performers with a relatively uni-
form training and background could be assumed.
In such circumstances, a consistent interpretation
of written notation could be expected, as well as
stylistically reasonable decisions on the part of the
performers about matters left up to them. But the
work of a modern composer, especially of Stravin-
sky’s stature, may conceivably be played one day
by a German-trained orchestra and conductor in
Hamburg, another day by an American orchestra
of polyglot background under a Hungarian-born con-
ductor, and next by a Russian orchestra quite un-
acquainted with any music of the rhythmic com-
plexity of Sacre, let alone with the developments of
the half-century since. Even the performance of the
written specifications will vary considerably among
these three groups, not to mention their decisions
in matters not covered by the notation.

In attempting to cope with these problems, a com-
poser can do one of several things. The most “ex-
treme” solution is the use of electronic instruments,
which have made it possible for the composer to
control every aspect of the ‘“performance” of his
music (it is this feature, rather than the availability
of “new sounds,” that constitutes the electronic
medium’s primary appeal to composers). Other com-
posers, especially many younger ones working at
universities where performing groups are in resi-
dence, have actively involved themselves in the per-
formance of their music, so that they can supervise
the actual details of execution. Many of these
latter are contriving new notational devices, even
though this may preclude the possibility of perform-
ance by major orchestras and similar institutions,
which are unwilling or unable to invest the time re-
quired to learn such notations.

Stravinsky did not wish to abandon the tradition
of public concert life, nor did he feel impelled to turn
to electronic media—for his music, there is more
than one “correct” performance, but not quite as
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many as the limitations and ambiguities of notation
(plus the inexperience of performers) would normally
permit. His solution was to constitute himself a one-
man traveling university (with, in recent years, Robert
Craft as Associate Professor) in the performance of
his music, and to publish his “lectures” in the form
of recordings.

An interesting comparison is with a composer such
as Richard Strauss, only eighteen years older than
Stravinsky, and greatly noted as a conductor, not
only of his own works but also of the standard reper-
tory. Strauss’s recorded performances are, indeed,
very good, but they don’t tell us much that isn't
already quite clear in the printed score. The basic
stuff of Strauss’s music is themes, harmonies,
regular rhythms, and long-range dynamic curves—
all matters that can be very clearly specified in con-
ventional notation, and, equally, matters that form
a fundamental part of the traditions in which our
orchestras are trained. Integral to Stravinsky's
music, on the other hand, are irregular rhythms,
highly specific articulations for individual notes,
asymmetrical accent patterns—factors antithetical
to the foundations of our notational system, and
therefore also antithetical to the earliest-formed and
most confirmed habits of many performers. This
is vividly illustrated by the fact that when Stravinsky
first conceived the Danse sacrale at the end of Sacre,
he could play it but did not at first know how to
write it down—and later found it desirable to revise
the original notation on two occasions, in order to
make it easier for performers to grasp.

STRAVINSKY. THEN, used his recordings not merely
to propagate his music, but also to propagate, in
a very purposeful and conscious manner, the correct
way of playing it. This was necessary because his
style represented such a considerable break with the
then prevalent tradition, and it continues to be
necessary because the training and experience of
the vast majority of our performers are still rooted
in that same nineteenth-century style, where a
certain degree of liberty is permitted to the per-
former in numerous matters of detail. In a manner
quite analogous to Beethoven’s preémption, in the
Emperor Concerto, of the soloist’s privilege of mak-
ing his own cadenza, Stravinsky decided to declare
“off limits” to the performer certain areas where
“interpretation” was formerly permitted.

This does not mean that future performances
ought slavishly to imitate Stravinsky’s recordings—
but to proceed in ignorance of them could be likened
to using a corrupt edition of a classic work. Not
that the recordings don't present problems as well
as help to solve them, but these problems are not
substantially different from those encountered by
anyone who has ever attempted to establish the cor-
rect text for a standard work. In many cases there
are multiple recordings, and comparison will reveal
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that they are by no means identical—far from it,
especially in the cases of the three early ballets.
Unfortunately, discussion of these is excessively
complicated because of Stravinsky's extensive re-
visions. For Sacre, for instance, the source material
includes published scores of 1921, 1943 (the Danse
sacrale only), 1947, and a newly corrected 1965
edition, plus the four-hand piano reduction of 1913,
as well as two piano-roll and three disc recordings.
As Robert Craft recently observed, “Each of these
editions and each recording—including player piano
rolls—by the composer is a guide to perform-
ance . . .” In such a case, a thoroughgoing critical
edition, collating the evidence of all sources, would
of course be a welcome benefaction for performers.

From a less complex situation—the Symphony
of Psalms—we can get a general idea of the results
of comparison. Most of the changes in the 1948
revision of this work concern the addition or clarifi-
cation of dynamic and articulation marks, and it
is interesting to note that many of these are already
prefigured in the 1931 recording (Columbia M 162,
78 rpm only, made just weeks after the premiere
in Brussels, and apparently Stravinsky’s first ex-
perience conducting the piece) as well as in the
1946 version (Columbia ML 4129, deleted, stemming
from a period during which the revised score may
have been under active consideration). For all
that the anonymous orchestra of 1931 exhibits less
than exemplary precision at times, the quality of
its staccato and staccatissimo playing, especially
in the ostinatos of the first and last movements, is
remarkably consistent with that of the 1946 per-
formance and the current 1963 version (Columbia
ML 5948/ MS 6548)—and we may take this to be the
sound the composer wants, rather than the relatively
soggy effect heard in some other recordings.

On the other hand, there is one major point on
which the recordings differ: the tempo of the last
movement coda (“Laudate Eum in cymbalis bene
sonantibus”). This is, in fact, the only really signifi-
cant difference between the two editions of the score,
the first edition continuing the tempo of the preced-
ing passage (MM. 96), the revision slowing it down
to MM. 72. (For an idea of the effect of the faster
tempo, try Ansermet’s recording, London CM 9288/
CS 6219, which employs the original edition and,
despite an unwarranted accelerando during the louder
parts of the movement, takes the coda at the 1931
tempo.) Oddly enough, the 1946 tempo of the coda
is the slowest of all, more like MM. 63, and only
1963 goes at the official “revised” tempo; conceiv-
ably the former represents an experimental stage,
before Stravinsky settled on the published marking.

It will be apparent from these points that a
plurality of recordings can be very useful, enabling
us to isolate, on the one hand, the features com-
mon to all performances and, on the other, those
peculiar to the circumstances of one performance.
Clearly, a knowledge of those circumstances can be

helpful in- evaluating the recordings. For example,
there are noticeable differences between the two re-
cordings of the Mass, the first of which (RCA
Victor LM 17, deleted) followed the New York pre-
miere in 1949—and this information confirms our
impression that the uncertain singing, even with
respect to such fundamental matters as pitch and
rhythm, reflects insufficient skill and rehearsal
rather than the composer’s intentions. Here it is quite
clear that we should assign greater authority to the
secure and subtly nuanced 1960 version (Columbia
ML 5757/MS 6357).

In other cases, more judgment is required; take
the 1965 Pulcinella (ML 6281/MS 6881); played
with noticeably less orchestral unanimity than the
1953 Cleveland version (ML 4830, deleted), it seems
at first hearing less satisfactory. However, close
comparison shows the solo instrumental playing in
the 1965 performance to be much more pointed,
more “detailed,” and thus this version is the more in-
structive, if at times a bit jarring to listen to.

Inevitably, there are imperfections in the record-
ings. For one thing, no performer can always be
in top form on just the day that a recording is
scheduled. There are external circumstances, too;
often a record is a by-product of a public perform-
ance, for which the assisting artists may not have
been the composer’s first choices (recording con-
tracts have been known to play a part here). And
there is the ever-present clock: when an enormously
complex piece such as Movements has to be com-
pleted in a limited time, before the players are really
“on top” of it, there will be difficulties (although
the reasons for this may seem pretty trivial fifty
years hence, when weighed against the opportunity of
having a Stravinsky recording of Movements as
accurate and nuanced as the 1960 Mass). Stravinsky
himself has expressed the fear that “errors [in the
recordings] will become authentic copy and that one
possible performance, one set of variables will be
accepted as the only one.” As suggested before,
the existence of multiple recordings helps to cancel
out these imperfections, as well as offering several
“sets of variables.” And these errors and imperfec-
tions should present no greater difficulties than do
similar problems in printed scores; most of them
are obvious, some of the rest yield to musical com-
mon sense, and perhaps a few will remain permanent
enigmas, joining a distinguished if troublesome com-
pany in the musical literature.

The importance of Stravinsky’s recordings in
making his music known has been considerable, and
their importance for its performance will remain
considerable, especially until the training of per-
formers catches up with the skills required by the
music of our time. The tape recorder is now so
ubiquitous that present and future composer-per-
formers should have no difficulty in leaving sound
documents—but in this calculated use of the phono-
graph, as in so many other respects, Igor Stravinsky
was the pace-setter.
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“I started out just wanting to be a success, but you reach a

point where you begin to feel responsible. . . .

22

BY GENE LEES

THE MOST EXACTING literary forms I know is
that of the song lyric. The tight syllabic structure of
haiku poetry is easy compared with that of the song
lyric. For in the lyric, the writer is locked into the
metrics of the music—unless the lyric is written
first, though as a rule the best songs aren't written
that way. The need for a flawless inflectional match
of syllables to melodic line further complicates the
matter. Mismatches are grotesque—as in the Star-
Spangled Banner, which contains the notoriously un-
musical line, “the bombs bursting in air.”

In the twentieth century, all the best lyricists in
the English language have been American. Since

JUNE 1967

William S. Gilbert, the British haven't produced one
really first-class lyricist, though Noel Coward's
songs are clever. America has produced some really
remarkable lyricists, including Howard Dietz and
Tom Adair. But the best, the very best, of American
lyricists have been three men: Cole Porter, also an
excellent melodist; Lorenz Hart; and Johnny Mercer.

Porter’'s work was rather special, reflecting his
origins among wealthy people and his habit of cir-
culating among them. Thus his perspective was lim-
ited. He tended to view the world from a high place,
as his song Down in the Depths (on the 90th Floor)
unwittingly tells us. The brilliant Lorenz Hart had
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a much greater range, but was occasionally guilty
(perhaps because of the pressures attendant upon
writing Broadway shows or perhaps because of his
drinking) of sloppy craft, as in the song She Was
Too Good To Me, wherein a good idea is awkwardly
executed. Mercer’s work shows as wide a range as
Hart’s, and in some ways more; and among several
score of his songs that I know by heart, I cannot
think of a single example of careless craft.

OF THESE THREE master lyricists, Mercer alone
is alive today. He is thus our greatest living lyricist.

Mercer is a subtle writer. He can be dryly funny,
as in “When an irresistible force, such as you, meets
an old immovable object like me, you can bet as
sure as you live, something’s got to give. . . .7 It
is the simple interjection of that word “old” that
brings this to life. (One of his songs is called
Affable, Balding Me.)

He can be distantly, wistfully lyrical, as in Laura.
In this case, he was given the theme from a motion
picture, and he was stuck with the title. Within these
rigid limitations, he managed to evoke strikingly
our lost youth and the vague, evanescent dreams by
which most of us manage to work our painful way
through life: “Laura is the face in the misty light,
footsteps that you hear down the hall: the laugh
that floats on a summer night that you can never
quite recall. And you see Laura on a train that is
passing through. Those eyes—how familiar they
seem. She gave your very first Kiss to you. That
was Laura—but she's only a dream.” That glimpsed
image of a woman’'s face in the window of a passing
train is one of the most haunting I know.

Lost youth figures again in a wonderful Mercer
lyric—again written to a film title, and again to a
melody already completed—in Days of Wine and
Roses. This unusual lyric (it consists of only two
sentences) contains the longest structural arch I
have ever found in a song. “The days of wine and
roses laugh and run away, like a child at play,
through a meadowland toward a closing door, a door
marked Nevermore, that wasn't there before. The
lonely night discloses just a passing breeze, filled
with memories of the golden smile that introduced
me to the days of wine and roses, and you.” Those
who think that this is only a love song miss the
point of it. It is lyric that illustrates a principle
of T. S. Eliot’'s—poetry can communicate before it
is understood. Mercer wrote it in minutes.

Has anyone evoked sexual excitement more
graphically, yet more tastefully, than Mercer did in
That Old Black Magic? And consider the vivid
picture of the American fall he painted in Early
Autumn. “When an early autumn walks the land,
and chills the breeze, and touches with her hand the
summer trees, perhaps you'll understand what mem-
ories 1 own. There's a dance pavilion in the rain,
all shuttered down, a winding country lane, all
russet brown; a frosty window pane shows me a
town grown lonely. . . ."”

Mercer's mind leaped overseas to evoke, in his
lyric for When the World Was Young, the sad weari-
ness of an elegant French trollop who defiantly
tells us, “I like what I am, I like what I see,” and
then finds her composure cracked for a moment as
she asks, “But where is the schoolgirl that used to
be me?”’ Then she remembers: “Ah, the apple trees,
and the hive of bees, where we once got stung; sum-
mers at Bordeaux, rowing the bateau, just a dream
ago, when the world was young.” When I asked
Mercer about this lyric, he said, “Well, you know,
it was just a translation.” I know the French lyric
of this song, Le Chevalier de Paris, and Mercer's
outclasses it.

But America is Mercer's homeland, and he cap-
tured the restless rootlessness, the sad itinerance,
of this country with sharp brevity in a song that
begins, “Free and easy, that’s my style. How-dee-do
me, watch me smile. Faretheewell me, after a while,
>cause 1 gotta roam. And any place I hang my hat
is home. Sweetn'in water, cherry wine, Kansas City,
Caroline—that’s my honeycomb. . . .’

Mercer understands not only America’s land and
moods, but its language. After writing such an ele-
gant example of pure English as I'm Old-Fashioned
(the music was by the late Jerome Kern), he could
reach up to his elbows into current Americanese in
the 1940s to come up with Ac-centchuate the Posi-
tive. Some of the best actors can read a telephone
directory and make it seem interesting; Mercer took
the name of a railway and wrote an intcresting song
around it, On the Atchison, Topeka, and Santa Fe.

JOHNNY MERCER WaS BORN IN Savannah, Georgia,
lifty-eight years ago. He began writing small poems
when he was about ten years old. “I liked to listen
to all the old songs on records,” he said. “We had
the old cylindrical records then. I remember that
one of the songs was When It's Apple Blossom Time
in Normandy. A lot of the songs made me cry.”

Mercer had a childish fling at learning the trum-
pet, and with several other boys organized a band.
It broke up after a few tries. “I think because some
of us had to go to a boy scout meeting, or some-
thing.” Sent off to prep school, he wrote there a
song titled Sister Susie, Stretch Your Stuff. “The
boys all said it sounded like Red Hot Mama, and
it did. I was kind of notorious in school, for a
fifteen-year-old. If I saw a real cute girl, I'd try to
write a song for her.”

Mercer intended to be an actor, and eventually
found his way to New York. “That’s a long story,
though,” he said. “Can we skip it?" “No,” I said.
Mercer looked for parts, went on writing songs.
Eventually he met Eddie Cantor, who liked a com-
edy song he'd done, asked him to write “two or
three more choruses” and then submit it to him
again. "I wrote about twenty choruses,” Mercer
said. “We exchanged correspondence quite a lot.
Cantor never did do the song, but his encouragement
meant a lot to me.”
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“There’s a pixie quality to his appearance.”

About this time, the Theater Guild was doing the
third Garrick Gaieties. The producers turned Mercer
down as an actor, but bought onc of his songs,
called Out of Breath and Scared to Death of You.
In the Garrick Gaieties chorus was a girl named
Ginger Meehan. Mercer suggests that he was rapidly
smitten; Ginger, who is now a gray-haired gracious
woman with youthful eyes and an even more youth-
ful voice, corrected him: “*He was interested in every
girl in the show hut me.” In any case, Out of Breath
was a hit, and Mercer and Ginger were married on
the strength of it. They’ve been married well over
thirty years now; the daughter Johnny celebrated in
the song Mandy Is Two is now twenty-eight,

Shortly after the Garrick Gaietics encounter,
Mercer won a singing contest with the Paul White-
man band. Whiteman gave him the don’t-call-me-
I'll-call-you treatment. A year later, Mercer was still
waiting. But in the meantime he and Hoagy Car-
michael had written a little thing called Lazv Bones.
Then Whiteman called. Mercer joined the band,
sometimes singing duets with the late trombonist
Jack Teagarden. On the impetus of recordings and
growing publicity, he was invited to go to Holly-
wood, where he was signed by a film studio to an
odd double contract as a songwriter and performer.
The writing soon took precedence over the perform-
ing, however, and Mercer began the production of
the long stream of songs (1,500 so far) that has
added so much to America’s perception of itself.

Mercer took time out from Hollywood to write
seven Broadway shows: Sr. Louis Woman: Li’'l Ab-
ner; Foxie; Texas, Lil Darlin’; Top Banana; Sara-
toga; and Walk with Music. But the majority of his
work was written for films. He worked his way
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through a spectrum of composers from Kern to
Henry Mancini, Michel Legrand, Johnny Mandel,
and, lately, the youthful Johnny Williams.

There is one more of Mercer's accomplishments
that must be mentioned. In company with Glenn
Wallichs and with the financial backing of Buddy
de Sylva, the songwriter who had turned movie pro-
ducer, Mercer in the 1940s founded a company
called Capitol Records. Later he sold all his shares
in the firm and has no connection with it now. The
sale made him a millionaire, though he’d have been
one anyway, on his earnings from his songs.

MERCER WRITES less than he used to, though he
still is quite productive. He lives in Westwood, a
wealthy area of Los Angeles just west of Beverly
Hills. He stays in perceptive touch with the work
of younger lyricists, and in the course of a long
evening’s conversation with me ticked off with pre-
cision and yet sympathy the virtues and faults of
all of them. “Most of them just don’t dig deep
enough,” he said. His taste in music is broad, though
it leans heavily towards jazz. There's a pixie quality
to his appearance, which is youthful. His voice has
the vibrant woody edge that made his 1940s record-
ings as a singer so delightful; and he retains a soft
remnant of a Georgia accent. He quit smoking
some vears ago. His friends say there is a mirror
inversion to his personality: sometimes, when he is
drinking, the fey and charming wit that fills his
songs turns into a brilliant but murderous invective
of which everyone has a healthy fear. Obviously
aware of this, he gives up alcohol periodically; when
he was with me, he drank sparingly.

Like most sensitive artists, Mercer keeps some-
thing of himself perpetually private. “There is a
part of him that even I don't know,” said Ginger,
who obviously is still nuts about him.

Mercer takes the lyric form extremely seriously,
as one might anticipate from the quality of his work.
He considers that the best of American lyrics are
true poetry. “The lyric gets to so many people,” he
said. “Some of our songs are wonderful, I think.
They get even to uneducated people. . . . Everybody
learned from Jerry Kern. He was Big Daddy, as
Victor Herbert was before him. . . . I started out
just wanting to be a success, but you reach a point
where you begin to feel responsible, to yourself,
and to those who like you. You have to go ahead
and just write your best. There will be those who
understand, and think what you do is important
poetry, and there will be others who will simply be
pleased, and enjoy it, and that's fine. . . . I try to
keep my work honest, and clean.”

There are three groups of people who appreciate
the lyric form: those who write them, the singers
who perform them, and the public. For this reason,
Mercer commands the total admiration of the pro-
fession, and he is a rich man. But his genius—and
I think what he has is genius—is critically unsung.

But he doesn’t worry. He knows. He knows.
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ANY GOOD CARTRIDGE WILL TRAC4 THESE PASSAGES

i

CLOSE THE TRACKABILITY GAP

BUT ONLY
A HIGH
TRACKABILITY
CARTRIDGE
CAN COPE
WITH THIS
GROOVE!

-

(AND YOU'LL HEAR THE DIFFERENCE)

The photomicrograph above portrays an errant, hard-to-
track castanet sound in an otherwise conservatively mod-
ulated recording. The somewhat more heavily modulated
grooves shown below are an exhilarating combination of
flutes and maracas with a low frequency rhythm comple-
ment from a recording cut at sufficiently high velocity to
deliver precise and definitive intonation, full dynamic
range, and optimum signal-to-noise ratio. Neither situe-
tion is a rarity, far from it. They are the very essence of
today’s highest fidelity recordings. But when played with
an ordinary ““‘good’’ quality cartridge, the stylus invariably
loses contact with these demanding grooves—the casta-

nets sound raspy, while the flute and maracas sound
fuzzy, leaden, and ““torn apart.” Increasing tracking weight
to force the stylus to stay in the groove will literally shave
off the groove walls. Only the High Trackability V-15
Type |l Super-Track® cartridge will consistently and effec-
tively track all the grooves in today’s recordings at record-
saving less-than-one-gram pressure ... even with cymbals,
orchestral bells, and other difficult to track instruments. It
will preserve the fidelity and reduce distortion from all
your records, old and new. Not so surprisingly, every
independent expert and authority who tested the Super
Track agrees.

B V-15 TYPE 11

SUPER TRACKABILITY PHONO CARTRIDGE

At $67.50, your best investment in upgrading your entire music system.

Send for a list of Difficult-to-Track records, and detailed Trackability story: Shure Brothers, Inc., 222 Hartrey Ave., Evanston, Illinois 60204

© 1967 Shure Brothers Inc.
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QUIPMENT
LoIREPORTS

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

MATTES SSA/200 INTEGRATED AMPLIFIER

THE EQUIPMENT: Mattes SSA/200, an integrated
stereo amplifier. Dimensions: front panel, 143/ by
4%, inches; chassis depth, 13 inches. Price: $675.
Manufacturer: Mattes Electronics, Inc., 4937 Fullerton
Ave., Chicago, Nl. 60639.

COMMENT: Mattes entered the audio lists about a
year and a half ago with a super-powered basic
amplifier [see HIGH FIDELITY, February 1966} that
produced more than 100 watts of RMS power per
channel. In so doing, the company set something
of a record, as far as we know, for high power
(at low distortion) in a compact format.

Would you believe the same power from a preamp-
power amp combination that is almost as compact?
It's here, in the form of the SSA/200 which again
offers more than 100 watts per channel combined
with a versatile and very clean audio front end.
The unit is solid-state and built for heavy duty: thicker
than usual circuit boards; professional looking cabling
inside the chassis; large, and high-grade circuit parts.
The business-like appearance of the front panel shows
less evidence of concession to popular taste, and
more of a “let's get to work'' look. It's worth describ-
ing in detail. There is a six-position selector control:
mike, tape (head), phono, tuner, aux 1, aux 2. The
phono position ties into a separate switch that selects
input sensitivity of 3, 10, or 35 mV to suit a wide
variety of magnetic pickups. In addition, a double-
duty equalization switch chooses between two degrees
of frequency compensation: one for both the RIAA
curve and tape playback at 7.5 ips, the other for
the older LP curve and tape playback at 3.75 ips.

Four separate controls handle treble and bass
tone adjustments on each channel independently:
these are stepped-type controls which, when set
to flat (center) position, remove the tone networks
from the amplifier circuit, a technique used in high-
grade equipment to minimize distortion. There are
low-frequency and high-frequency filters, the latter
having three degrees of attenuation. A mode control
provides for left or right channel signals only, normal
stereo, reverse stereo, and “sum’ or left plus right
mono. There is, of course, a channel balance control,
tape monitor switch, and power off-on switch. The
volume control is concentric with a larger knob that
sets the maximum output level of the amplifier; the
latter is stepped and calibrated in dB values, with
zero dB corresponding to 100 watts output per chan-

nel for a nominal 250 mV input. In addition, there
is a ‘“hearing contour” control (loudness) that in-
troduces continuously variable amounts of low-end
and high-end boost, if desired. A stereo headphone
jack is on the front panel with a speaker off-on switch
just above it; both headphones and speakers can be
driven at once. Although the rear of the amplifier
contains all the usual input and output connections,
a few are duplicated on the front panel for special use.
Thus, there is a front-panel stereo mike jack and
another pair of stereo inputs—to use these, you con-
nect any program source at all, move the selector
knob to an appropriate position, and flip another
switch to ‘“‘front’ thereby overriding the rear inputs.
This feature could appeal to someone in a hurry or to
anyone trying a new signal source or making A-B
comparisons. Finally, the front panel also contains a
stereo pair of phono output jacks; these are outputs
from the SSA/200's preamp section and may be used
to drive an external power amplifier and speakers in-
dependently of, and simultaneously with, the power
amp section of the SSA/200.

In addition to the rear panel jacks that correspond
to the selector control, there are tape monitor inputs
and tape-feed outputs. Speaker connections are made
to color-coded binding posts, and the output imped-
ance is set by a switch. The rear also has a grounding
post, four AC outlets, a fuse holder, and the power
cord. Inside the amplifier is a switch to adjust it for
varying line voltage from 117 to 125 VAC so that peak
performance can be obtained in different locales.

The SSA/200 is rated for higher power output than
any amplifier yet offered commercially. As the data
from CBS Labs show, it makes this level hands down.
Distortion readings, for rated power, were very low
to begin with; at the output levels required for even
extraordinary high output levels in a music playback
system the SSA/200 would produce nonmeasurable
distortion. Indeed, listening to it, or rather through it,
one is impressed with its utter lack of coloration, and

Equipment reports are based on laboratory measurements and controlled listening tests. Unless otherwise noted,
test data and measurements are obtained by (BS Laboratories, Stamford, Connecticut, a division of Columbia

REPORT POLICY

Broadcasting System, Inc., one of the nation’s leading research organizations. The choice of equipment to be
tested rests with the editors of HIGH FIDELITY. Manufacturers are not permitted to read reports in advance

of publication, and no report, or portion thereof, may be reproduced for any purpose or in any form without
written permission of the publisher. All reports should be construed as applying to the specific samples tested;
neither HIGH FIDELITY ror CBS Laboratories assumes tesponsibility for product periormance or quality.
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its freedom from hum or noise. We recall the com-
ment we made on the earlier SSP/200 basic ampli-
fier: ““it handles sudden changes in the music, dynam-
ics, transients, crescendos, and such with the ease
and authority of a superior instrument.” The SSA/200
has the same power and speaker-drive ability, plus
the versatility and features of an unusually flexible
and very clean preamp-control section.

The high power of this amplifier makes it a good
idea to lower the volume control when switching the
selector knob from one program source to another,
to avoid the possibility of sudden transients pulsing
through the system. This, incidentally, is recom-
mended practice for any amplifier, but especiaily so
with one as powerful as this. A final word on the
power bandwidth we measured: the manufacturer has
chosen to ‘‘spec’ this amplifier very rigorously with
no ‘‘pre-weighting’” (such as the use of music power,
or 4-ohm loads) to make it appear more powerful than
it really is. Even without such methods, the SSA/200
is the most powerful single-chassis control amplifier
yet tested. We know of no ampilifier, in fact, that can
supply 100 watts of clean RMS power across as wide
a frequency range as this one does. If the distortion
figures were relaxed a bit, or if the power rating were
reduced to say, 75 or 80 watts (still a whopping
amount), the SSA/200’s power bandwidth would ex-
tend easily to well beyond 20 kHz.

CIRCLE 140 ON READER-SERVICE CARD

Lab Test Data

Performance

characteristic Measurement

Power output (ot 1 kHz
into 8-ohm lood)

| ¢h ot clipping

| ¢h for 0.5% THD

r ch ot clipping

r ¢ch for 0.5% THD
both chs simultaneously

I ch at clipping

r ¢ch ot clipping

Power bondwidth for
constont 0.5% THD

Hormonic distortion
100 wotts output
50 watts output

tM distortion
4.ohm load

8-ohm lood

16-ohm load

Frequency response,
1-wott level

RIAA equolization

NAB equalization

Domping foctor

Input chorocteristics
tope heod
phono {at 3 mV)
mic
tuner, aux 1, aux 2

123 watts ot 0.47% THD
125 wotts

120 watts at 0.37% THD
127.5 watts

104 wotts ot 0.22% THD
102 watts at 0.19% THD

6 Hz to 18 kHz

under 0.5%, 20 Hz to 11 kHz
under 0.69%, 20 Hz to 20
kHz

under 0.3% to 105 wotts
output

under 0.2% to 130 wotts
output

under 0.15% to 70 watts
output

#+1 dB, 10 Hz to 20 kHz;
down 3 dB ot 70 kHz

+1, -0.5 dB, 20 Hz to 20
kHz

+0, -2.5 dB, 20 Hz 10 20
kHz

57

Sensitivity S/N rotio
2.05 mV 61 dB
3.9 mv 70 dB
4.6 mv 76 dB
400 mV 77 dB

Square-wave response to 10 kHz, left, and to 50 Haz.
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UHER DIA-PILOT

THE EQUIPMENT: Uher Model 422 Dia-Pilot, a device
for automatically controlling slide projectors by syn-
chronized audio tape: Price: $70. Manufactured by
Uher of West Germany, distributed in the U.S.A. by
Martel Electronics. 2356 South Cotner Ave., West Los
Angeles, Calif. 90064.

COMMENT: The Dia-Pilot is just the thing for one-
upmanship at your next showing of slides: it lets you
prepare a sight-and-sound program in which your
slides will run automatically, synchronized with a taped
narration, or background music, or both. To use it,
you need a tape recorder, a slide projector that has
provision for remote or automatic operation (most do),
and a little imagination. The Dia-Pilot is the link
between the projector and the recorder: it first puts
inaudible control signals onto the tape and then ‘re-
ceives” them from the recorder on playback to trigger
the mechanism of your slide machine.

Fully solid-state and self-powered, the Dia-Pilot con-
tains all the ciicuitry needed for sync work, and is
easy to use. It places the control pulses along a very
narrow portion of the bottom of the tape, leaving the
rest of the tape perfectly good for mono or stereo
sound. To use the device, you place it to the right of
your recorder and thread the tape so that it passes
over the head assembly of the Dia-Pilot before return-
ing to the take-up reel of the recorder. An adjustable
stand, built onto the Dia-Pilot, helps align the tape
with the sync head and the recorder itself. You then
start your own recording: narrating, playing musical
excerpts, mixing, and fading to your heart’s content
in the usual manner. When you feel you’ve provided
enough background for a given slide, you press the
“pilot” button on the Dia-Pilot to place a contro!
signal onto your tape. Then you continue. If you prefer,
you can pre-record your sound portion first, then add
the control signal later. You also can erase the control
signal and add new ones—if, for instance, you find
that the sound background for some slides takes too
long, or if you want to add new slides within the
sequence previously programmed.

To play your production, you start tape and slides
from the beginning, and again thread the tape so that
it passes around the Dia-Pilot enroute to the recorder’s
take-up reel. Connect the Dia-Pilot to your slide pro-
jector and press the playback button. Sight-and-sound
come to life and continue without further attention
until the end of the show.

The Dia-Pilot comes packaged with instructions
and connecting cables. The one for the slide projector
is fitted with a European-type multi-pin connector, but
don't fret if your slide machine has no mating re-
ceptacle. Just snip off the connector and you’ll find
two simple wires that connect readily to your slide
projector. A voltage selector on the Dia-Pilot, inci-
dentally, lets you use it on almost any line voltage
here and abroad, from 110 to 250 volts AC.

CIRCLE 141 ON READER-SERVICE CARD
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TEST REPORT GLOSSARY

Bias: 1. anti-skating; a force applied to counter-
act a tone arm’s tendency to swing inward. 2.
a small amount of voltage applied to a device
to prepare it for correct performance.

Capture ratio: a tuner’s ability, expressed in dB,
to select the stronger of two conflicting sig-
nals. The lower the number, the better.

Clipping: the power level at which an amplifier's
output distorts.

Damping: a unit's ability to contro! ringing.

dB: decibel; measure of the ratio between elec-
trical quantities; generally the smallest differ-
ence in sound intensity that can be heard.

Doubling: a speaker’'s tendency to distort by pro-
ducing harmonics of bass tones.

Harmonic distortion: spurious overtones intro-
duced by equipment to a pure tone.

Hz: hertz; new term for ‘‘cycles per second.”

IF: intermediate frequency, into which the RF is
converted by a tuner.

IM (intermodulation) distortion: spurious sum-
and-difference tones caused by the beating of
two tones.

k: kilo-; 1,000.

m: milli-; 1/1,000.

M: mega-; 1,000,000.

# (mu); micro: 1/1,000,000.

Pilot and sub-carrier: (19 kHz and 38 kHz); broad-
cast signals used in transmitting FM stereo;
must be suppressed by receiver.

Power bandwidth: range of frequencies over
which an amplifier can supply its rated power
without exceeding its rated distortion (defined
by the half-power, or —3 dB, points at the low
and high frequencies).

RF: radio frequency; the radiated energy of a
broadcast signal received by a tuner.

Resonance: a tendency for a device to empha-
size particular tones.

Ringing: a tendency for a component to continue
responding to a no-longer-present signal.

RMS: root mean square; the effective value of a
signal that has been expressed graphically by
a sine wave. In these reports it generally de-
fines an amplifier's continuous, rather than
momentary, power capability.

Sensitivity: a tuner’s ability to receive weak sig-
nals. Our reports use the Institute of High
Fidelity (IHF) standard. The smaller the num-
ber the better.

Sine wave: in effect, a pure tone of a single fre-
quency, used in testing.

S/N ratio: signal-to-noise ratio.

Square wave: in effect, a complex tone, rich in
harmonics, covering a wide band of frequen-
cies, used in testing.

THD: total harmonic distortion, including hum.

Tracking angle (vertical): angle at which the sty-
lus meets the record, as viewed from the
side; 15° has become the normal angle for the
cutting, and thus the playing, of records.

Transient response: ability to respond to percus-
sive signals cleanly and instantly.

VU: volume unit; a form of dB measurement
standardized for a specific type of meter.
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MIRACORD PW-50H AUTOMATIC TURNTABLE

THE EQUIPMENT: Miracord PW-50H, a four-speed
automatic turntable with integral arm. Dimensions:
chassis plate, 141, by 1214 inches; clearances re-
quired of 554 inches above and 33/ inches below
plate, 2 inches to right of arm. Price, less cartridge
and base: $149.50. Manufactured by Elac of West
Germany; distributed by Benjamin Electronic Sound
Corp., Farmingdale, N. Y. 11755.

COMMENT: The 50H is Miracord's top ranking auto-
matic and among the best of any company’s line. Its
foolproof automation is complemented by high per-
formance and reliability. The ensemble’s neat appear-
ance of precision is quite borne out in tests. The 12-
inch, 5-1b, 7-oz platter is balanced for flywheel effect
and is driven by a Papst hysteresis motor. The arm is
the most sophisticated we've yet seen from Miracord
—well-balanced and virtually free of resonance. A
metal tube with a square cross-section, it is fitted at
the rear with an adjustable counterweight, and at the
front with a removable cartridge mounting platform.
The shell has a sizable finger lift for manual cuing,
plus a front screw adjustment for lining up the stylus
with a gauge built onto the chassis to get the correct
overhang distance for accurate tracking. Electrical
contact within the shell is instant and positive.

The arm’s pivot is fitted with one dial for ad-
justing stylus tracking force and another for anti-
skating compensation. The stylus force dial is accurate
to 0.1 gram or so of indicated settings (2.9 on the
dial gave 3 grams, 1.8 gave 2 grams), and the anti-
skating dial cancels out inward drag. When correctly
set up, the arm has virtually no friction laterally or
vertically. Just about no stylus force at all is re-
quired to trip the automatic change mechanism. The
arm also has excellent resonance characteristics,
measured at CBS Labs as an insignificant 5 dB rise
at 6 Hz. And it will carry a pickup as advanced as the
Shure V-15-11 at the cartridge’s recommended track-
ing force.

Other features of the 50H include a built-in cuing
lever that you may use to lower or raise the arm
gently, a secure arm rest and a lock that is color-
coded for ““go’ or “‘no go"’ position. The speed change
lever operates a four-position numbered speed index
(16, 33, 45, and 78 rpm) that lights up under a small
window when the unit is turned on.

Like previous Miracords, the model S50H offers
an interesting option of manual or automatic use.
A short spindie is supplied for playing one record
at a time. By raising the arm from its rest and moving
it over the edge of the record, you start the platter
spinning. You then can lower the arm yourself or use
the cuing lever. You also can start things automati-
cally for one record by pressing the appropriate start
button (there are three, for 7-, 10-, and 12-inch
records). Either way, at the end of a record, the

arm will lift up, return to rest, and shut off the
mechanism. You can use the cuing lever at any
time during play and you can stop anywhere along
the record either manually or automatically. If you
insert the short spindle upside down, and start the
machine automatically, the same record will play
continuously until you shut off the machine. During
this mode, you also can recue a record during play
by pressing the start button; this sends the arm
back to the beginning again.

With the long spindle you can stack up to ten
records of the same diameter. Retracting members
in this spindle allow the records to slide evenly and
gently to the platter; no overarm or platform is used.

All this is accomplished smoothly, silently, and
flawlessly. Rumble, measured by the CBS-RRLL
method, was -53 dB and inaudible even through
powerful amplifiers and wide-range speakers. Wow
and flutter were checked at average values of 0.1
and 0.05 per cent respectively, both well below any
audible level. Speed averaged a bit fast but was
within acceptable limits for home use. Variation
was identical regardless of line voltage, attesting
to the effectiveness of the hysteresis motor (0.69%
fast at 78 rpm; 0.79, fast at 45 rpm; 1.19, fast at
33 rpm; 0.89% fast at 16 rpm). The ensemble is
fairly immune to external shock and jarring, and the
arm well enough balanced so that it remains in the
record groove even when the turntable is tilted
far off true level.

The 50H comes with a 45 rpm doughnut single-play
adapter. Optional accessories include an automatic
45 rpm spindle ($5.00), additional arm shells ($5.00
each), a pre-cut mounting board ($3.00), a dust
cover ($5.95), and several wooden bases starting
at $6.95 and rising to $22.50 and $29.50 for a
‘‘powered base’” in walnut or rosewood respectively.
The powered base is wired to permit controlling the
rest of your sound system from the off and on
operation of the 50H. It also has a switch to override
the turntable so that you can use a tuner or tape
recorder, for example, without starting the 50H—
although with a record player as well designed as
this, you will probably be playing your records more
than ever before.

CIRCLE 142 ON READER-SERVICE CARD

Fisher 95 Mod System

REPORTS IN PROGRESS

Sony Model TTS 3000 Turntable;

PUA 237 Tone Arm

Knight KG-790 Tuner (kit)
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PIONEER SX-1000TA RECEIVER

THE EQUIPMENT: Pioneer SX-1000TA, a stereo re-
ceiver supplied in walnut case. Dimensions: 1714 by
6 by 12 13/16 inches. Price: $360. Manufacturer: Pio-
neer Electronic Corp., Tokyo; and 140 Smith St.,
Farmingdale, N. Y. 11735.

COMMENT: A very serviceable stereo package, this:
clean FM (mono and stereo) performance, AM for
those who want it, medium-high amplifier power, and
a panoply of control features all on one well-designed
and weli-contructed chassis plus a good-looking walnut
cabinet—the whole at quite reasonable cost. The set
has the feel of luxury about it, with attention to
detailing and finish, and very smooth-acting controls.
The large FM and AM dials are lit during operation.
There also is a signal strength meter and a stereo
indicator. The program selector includes—in addi-
tion to the usual positions—settings for tape head
equalization at 334 and 7Y, ips. Tied in with the
phono position is a toggle switch to choose between
phono 1, for magnetic or ceramic pickup, and phono
2 for a second magnetic pickup input. The volume
control can be compensated with a loudness contour
at your option. Tone controls are dual-concentric,
friction-coupled so that you may adjust treble and
bass on both channels at once or independently,
as you choose. There is a headphone jack and a
speaker off-on switch; both headphones and speakers
can be used at once. Other controls include muting
(interstation hush), AFC (automatic frequency con-
trol), and high and low frequency filters. The mode
control is unusual in that it is part of the tape monitor
switch—the same knob that chooses between the tape
monitor and other program sources also selects the
mode (right, left, stereo) for each. There is no reverse
stereo position, and no A plus B mono position.
How do you play mono records? You just leave the
switch on stereo, and if your turntable is quiet
enough (most current ones are) you'll hear little
or no rumble.

The rear of the Pioneer contains inputs for tape
head, two magnetic phono pickups, ceramic pickup,
and an auxiliary or high-level source such as TV sound,
tuner, or tape playback preamp. There also are the
tape monitor and tape-feed jacks. For owners of Euro-
pean recorders that use a common multi-pin cable,
there is a special jack too. Speaker connections are
made to heavy-duty barrier-terminal strips. Two AC
outlets, one switched and one unswitched or live,
permit connecting auxiliary equipment. A line voltage
selector lets you run the set on either 115 or 230
volts AC. A loopstick antenna is fitted at the rear
for normal AM reception; in addition there is an
antenna screw-terminal strip with connection for a
long-wire AM antenna and, of course, the FM antenna
(300 ohm rating). A grounding post, a fuse-holder,
and the line cord complete the rear complement. The
set is recommended for use, by the way, with speakers
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rated 8 to 16 ohms impedance, although we had no
trouble driving a 4-ohm speaker.

A very responsive meter and accurate dial calibra-
tion aid FM tuning. The stereo indicator comes on
whenever a stereo station is received, whether or not
the mode selector is on stereo position. This is a
definite convenience because it enables you to tune
across the band in mono operation without running
into a lot of hash—then, when you see stereo on the
indicator, you simply flip the selector from FM-mono
to FM-auto. The muting switch does cut down on the
noise without at the same time knocking out weak
or marginal stations. The set can be counted on to
pull in all local FM signals and even some beyond.

The Pioneer's amplifier section is a very good one
which meets its specifications for power vs. distortion
and exceeds them for low-level frequency response. At
half-power output, neither harmonic nor IM distortion
ran above 0.3 per cent. This sort of performance can
be attributed to a canny use of advanced solid-state
circuit techniques, and in any case is distinctly better
than what we used to get from moderately priced com-
bination sets. The owner’s manual is very clearly
presented, and quite complete—including parts lists
and alignment instructions.
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Squarc-wave response to 10 kHz.
top, and to SOHz test signals.

R S Lt

Lab Test Data

Performance
characteristic

Measurement

Tuner

Section

IHF sensitivity

2.9 uV ot 98 MHz; 2.9 uV
at 90 MHz; 3.35 nV ot
106 MHz

Frequency response, mono

+1, -2 dB, 20 Hz to 15 kHz

THD, mono 0.52% ot 400 Hz; 0.6% ot
40 Hz; 0.48% ot 1 kHz

IM distortion 2.2% o

Capture ratio 8.5 dB

S/N rotio 60 dB

Frequency response,
stereo, | ch

r ch

+0, -5 dB, 20 Hz to 15 kHz

some

THD, stereo, | ch

r ch

1.5% ot 400 Hz; 1.6% ot
40 Hz; 2.2% ot 1 kHz
1.6% ot 400 Hz; 1.2% ot
40 Hz; 1.8% ot 1 kHz

Chonnel separation,
either chonnel

30 dB ot mid-frequencies;
better than 25 d8, 60 Hz
to 13 kHz

19-kHz pilot suppression
38-kHz subcarrier
suppression

42 dB

70 dB

Amplifier Section

Power output (ot 1 kHz
into 8-ohm load
| ¢h ot clipping
I ch for 0.5% THD
r ch ot clipping
r ch for 0.5% THD
both chs simultaneously
| ch ot clipping
r ch ot clipping

37.0 wotts ot 0.26% THD
40 wotts
36.5 wotts ot 0.18% THD
40 wotts

34 wotts ot 0.28% THD
34 watts ot 0.19% THD

Power bandwidth for
constant 0.5% THD

below 10 Hz to 41 kHz

Harmonic distortion
36 wotts output

18 watts output

under 0.55%, 40 Hz to 20
kHz

under 0.3%, 20 Hz to 20
kHz

IM distortion
4-ohm load

8-ohm load

16-ohm load

under 1% to 36 wotts out-
put

under 0.3% to 33.5 wotls
output

Under 0.3% to 25 wotts
output

Frequency response,
1-Wott level

+0.5, -2.5 dB, 30 Hz to
100 kHz

RIAA equalization

+0.5, -2.5 dB, 40 Hz to
20 kHz

NAB equolization

+0.5, -3.5 dB, 40 Hz to
20 kHz

Domping foctor 26

Input characteristics Sensitivity S/N rotia
mog phono 2.5 mV 70 d8
cer phono 540 mV 44 d8
tape head 0.87 mV 61 dB
aux 2150 mVv 84 dB

CIRCLE 101 ON READER-SERVICE CARD —>»
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Alabama
BIRMINGHAM
Likis Sterea Center
DECATUR

Faorbes Distributing
DOTHAM
Wiregrass Elec.
HUNTSVILLE
Electronic ¥/hol.
industrial Elec.
MDB

Electronics World
Specialty D

"PASADENA

Radio Shack
PICO RIVERA
Save-Co. Dept Store
PLEASANT HiLL
White Front
RICHMOND
Pacific Electronics
SACRAMENTO
Callfornia Radio
Lafayette Elec.
Lombard’s Elec,
nadln Shack

eo ShowCase

Dist
MUSCLE SMOALS vty whng Front

Sound City Elec.

Arizona
GLENDALE

Merritt Electric
PHOEN

Arizona Hi Fi
Govway Dept. Store
Radio Shack
Waoolco Dept. Stare
SCOTTSDALE
Empire Audio
Govway Dept. Store
TEMP!

Woolco Dept. Store
Tu
Save-Co Dept, Store

Arkansas

PINE BLUFF
Ratey House of Music

Calitornia
ANAHEIM
Anaheim Electronics
Henry Radio
Radio Shack
Save-Co. Dept. Ste.
Whule Fron

ZUSA

R ncho Sound

e
Pacific Electronics
BEVERLY HILLS
Sound Center
CAMPBELL
Alco Home Elec.
CANOGA PARK
White Front
CARMICHAEL
Cal Hi Fi
CASTRO VALLEY
Audio Emporium
COSTA MESA
White Front
COVINA
Radio Shachk
White Front
WEST COVINA
Radio Shack
Save-Co Depl Str.
CULVER CITY
Barshel's
DOWNEY
Radio Shack
White Front
ENCINO
IFA Elec.
FRESNO
White Front
GARDEN GROVE
Radio Shack
GLENDALE
togan’'s Elec.
GOLETA
Disco Fair
HOLLYWOO0O
H! Fi Corner
Yale Rad'o Ele:lric
INGLEW
Inglewcod Elec.
Dison Electronics
Radio Shack
LA HABRA
Radio Shack

White Front
LONG BEACH
Barcus

Radio Shack

LOS ANGELES

ABC Premiums

Bel:Air Camera

Henry Radlo

Radio Shack

Save-Co Dept. Str.

Shelley’s Stereo

Warsco Sates

White Frony

MONTEBELLO

Coastron

MOUNTAIN VIEW

Alco Home Elec

Audio Video Forum
al Fu

Radio Shack

NORYTH HOLLYWOOD

worid Electsonics

DAKLAN

Fisher Eiectronics

White Front
OXNARD
Disco Fair

PACDIMA
White Front

SAN BERNARDINO
White Front

SAN BRUNO
Radio Shack

SAN DIEGD

Breier Sound
Pro-Am Elec,
Radio_Shack
Save-Co. Dept. Str.
White Front

SAN FRANCISCO
Bay Listening Paost
Eber Electronics
Fisher Electronics
Pacific Electronics
Radio Shack
White Front

SAN JOSE

Alco Paramount Elec.
White Front

SAN LEANDRO
Fadda's TV

SANTA ANA

Radio Shack
SANTA CLARA
Alco Home Elec
SANTA MARIA
Ltombard's Elec.
SANTA MONICA
Radio Shack

TORRANCE
Radio_Shack
Save-Co. Dept, Str,
White Front

VAN NUYS

White Front
VALLEJO
Boyd-Wonn Mi Fi

Colorad
DENVER
Denver Sound
Empire Audio
Lloya's Hi Fi
Radio Shack

Conn.
HAMDEN
Lafayette Radio
Radio Shack
HARTFORD
Belmont Records
WEST HARTFORD
Lafayette Radio
Radio Shack
MANCHESTER

NEW HAVEN

Radio Shack
ORANGE

Radio Shack
STAMFORD
Radio Shack

Delaware
DOVER

Lafayette Radio
WILMINGTON
Sioan Cameras
Wholesale Elec,

District of

Columbla
WASHINGTON
Audio Specialists
Custorn Hi Fi Elec.
Electronic Whol.
Glens Audio

Florida
CLEARWATER
Stereo City, inc.
DAYTONA BEACH
Cemhed Efec.
UDERDALE

Nopluns Smuth
JACKSONVILLE
No t Hi Fi

A
Etectronic EqQuip.
Friedman Sound
Hopkins-Smith
Sound Box
ORLA
Radio Shuk
PENSACOLA
Grice Electronics
SARASOTA
Dow Electronics
YALLAHASSEE
The Sound Shop
WINTER PARK
Frutchey Audio

Georgia
ALBANY
Speclalty Dist.
ATHENS
Specialty Dist.
ATLANTA

L & M Electronics
Otlson Electronics
Radio Sha:k
Specialt
AUGUSTA

N & W Camera
Specialty Dist.
BRUNSWICK
Spouully Dlsl
COLUMBU:!
Specialty D-st
DECATUR
Alan‘s of Atlanta
MACON
Specialty Dist.
MARIETTA
Specialty Dist.
SAVANNAH
Norwood’'s Records
Speciaity Dist.
VALDOSTA
Specialty Dist.

Minois

CHICAGO

Allied Radio Corp.

Radio Shack

Ralph's Hi-Fi

ELMHURST

E. J. Korvette

MATTESON

E. ). Korvette
OLINE

N. RIVERS!DE
E. ). Korvette
SPRINGFIELD
Home Elec.

Indiana
ANDERSON
Electronic Supply
EVANSVILLE
George C. Mettle
Home Etec.
FORT WAYNE
Fort Wayne Elec,
Greiner's
Home Elec
INDIANAPOLIS
Communications
Eapt. Co.
Graham Elec.
Van Sickle Radio
LAFAYETTE
Latayette Radio
MUNCIE
Muncie Elec.

lowa
BETTENDORF
Home Elec.

c/0 Arlan’s
DAVENPORT
Griggs Plano Co.

Sound Mdsr.

Kentucky
LoursviLLE
i Fi Sales

Loulslana

ALEXANDRIA

House of Elec.

BATON ROUGE

Lafayette Radio
META} RIE

aeu Ra

NEW ORLEANS

Custom Audio

Lafayette Radio

Mailne
PORTLAND
Radio Shack

Maryland
BALTIMORE
emencan Dlst.

Stansbury Photo
BETHESDA
McGuires Audlo
CUMBERLAND
Rado Parts Co.
GLEN BURNIE
E. J. Korvette
LANGLEY PARK
Radio Shack
MOUNT RANIER
Lafayette Radio
ROCKVILLE

J. Korvette
SALISBURY
Latayette Radio

BUFFALO
Buffalo Audio

SILVER SPRING
Custom HI Fi

Mass,
BOSTON
Cramer Elec.
DeMambro Hi Fi
Lafayette Radio
Radio Shack
Raymond's
World of Music

New Hamp.
MANCHESTER i
Racia Shack Rao Shach

New Jersey CARLE PLACE
ATLANTIC CITY FARMINGDALE
Rainbow Elec €l 1}
ASBURY PARK oy
L FOREST MILLS
Dart Electronics Gem Electronics
AUDUBON
ADDUBON. GLENS FALLS
B Serden Sound
BRAINTREE BAYONNE Aty
Radio Shack Gem Electronics Gem Electroni
BROCKTON €. BRUNSWICK Hemperean ot
Radio Shack Gem Electronics N Kk &
BROOKLINE MOORESTOWI b WA
Radio Shack Don Christ Music Gem €| H
CAMBRIOGE NEWARK T oo
Lechmere Sales
Radio Shack
Stereo Designs
DEDHAM
Lechmere Sales
FRAMINGHAM
Radio Shack
LOWELL
Aadic Shack
Ly

Lafayette Radio
Sound Reprod.
EAST ORANGE
Gem Electronics
WESY ORANGE
E. J. Karvette
PARAMUS

E. ). Korvette
Gem Electronics
Lafayette Radio
Leonard Radio
PLAINFIELD
Lafayette Radio
SPRINGFIELD
Disco Electronics
Gem Electronics
TOTOWA

Gem Electronics
TRENTON

E. J. Korvette
Rite Electronics
ITHACA

Dryden Radio
JAMAICA

Classic Elec.
Lafayette Radio
JAMESTOWN
Warren Radio
LAWRENCE
Newmark & Lewls
E. J Korvette
LITYLE NECK

E. J, Korvette
MONANDS

Gem Electronics
MIDDLETOWN
The Audio Center
MDUNT VERNON

£ s ore Gem Electronics
George's Sleao Ctr. NANUET

House of HI
E J Karve
patcHurn NEW HYOE PARK

E. J. Korvette
Dressner Audlo
WILLINGBORO NEW YORK

WOsBBRIDGE Airex Radio

€. ). Korvette Audio Unlimited
- Bryce Apptiance

N. Mexico IE)EJFAKEIec,‘

ALBUQUERQUE . J. Korvette

High Fidetity Consult. Kooper Products

Radio Shack Gem Electronics
DEYROIT

Harvey Radio
PO Nevada Latayette Radio
Hershel Elec. RENO Leonard Radio
Olson Elec. Ant Rempel Sound Pachard Elec,
R D. Larson Ropsofys
ESCANABA New York
ALBANY

Radio Shach
Felton Radio PELHAM MANDR
FLINT Fort Orange Radio
Radio Shack

E. J. Korvette
Seiden Sound
BATAVIA

ass Camera Ctr.
STER

Lafayette Radio
SAUGUS
Latayette Radio
Radio Shach
SPRINGFIELD
Lalxyelle de-o
Radio Shac!
WEST SPRINGFIELD
Radio Shack
WORCESTER
Lafayette Radio
Radio Shack

Michigan
ANN ARBOR
Home Appl. Mart
BAY CITY
Home Elec.

c/0 Arlan’s

PLAINVIEW
Gem Electronics
PORTCHESTER

Home Elec.

€ o Arlan’s
Home Eiec.
GRAND RAPIDS
Home Elec.

c/o Arlan’s

Epco Electronics
BAYSHORE
Gem Electronics
BELLEROSE
Gem Electronics
BINGHAMPTON
Audio Service
Radio Shack
BRONX
Etectranic World
E. J. Korvette
Gem Electronics
Lafayette Radio
BROOKLYN
Gem Electronics
€. J. Korvette
Lafayette Radio
Mateco Elec.

Gem Electronics
SCARSDALE
Lafayette Radio
SCHENECTADY
Radio Shack
Seiden Sound
STATEN ISLAND
E. ). Korvette
SYOSSET
Lafayette Radio
Newmark & Lewss
SYRACUSE
Radio Shack

Jackson Photo
Paka Photo
LINCOLN PARK
Hershel Elec.
DISON

Audioland
PONTIAC
New Center Elec.

SOUTH GAYE
J. Korvette
WARREN
Audioland
Home Elec

Minnesota

MINNEAPOLIS

Audio King

Lew Bonn Co.

Radio Shack

Schaak Flec

Sound of the N. W

ROCHESTER

Lew Bonn Co.

ST. PAUL

B Z Audio Clinic
Radio Shack

Schaak Efec

Sound of the N. W.

WILLMAR

The Music Store

WINONA

Hal Leonard

Four State Radio

ST. LOUIS

High Fidelity Showrm,
J. Korvette

SPRINGFIELD
Norman Elec.

Montana
BOZEMAN
Montana Music

Nebraska
DMAHA
Radio Shack

HUNTINGTON STA,

University Hill Mus.

UTICA
Sounderama
VALLEY STREAM
Gem Electronics
WOODBURY
Harvey Radio
YONKERS

Gem Electronics

N. Carolina
ASHEVILLE
"Ilﬂ ﬁdelily Sales

Vlchers Elec
HICK:

Audno Sound
RALEIGH
Audio Center

Wolter Elec.

Ohio

AKRON

Olson Electronics
AMHERSY
Dimension Stereo
ASHTABULA
Warren Radio
CANTON
Walkeradio
George C. Wille Ca.
CINCINNATY
Customeralters
Hi Fi Audio

The Mytronic Co.

Unlted Radio
CLEVELAND
Forest City Material
Pioneer Standard
COLUMBUS
Anderson Hi Fi
Custom Stereo
DAYTON
Stotts-Friedman
SOUTH EUCLID

Swartzlander Radio
MA

Winteradio
STEUBENVILLE
Lafayette Radio
TOLEDO
Home BGlec.

¢ o Arlan’s
WARREN
Valley Hi F1
YOUNGSTOWN
Armies Elec,

Oklahoma
OKLAHOMA CITY
Larsen Music
Radio Shack
TULSA

Radio Shack

Oregon
BEAYVERTON
Stereo Tronics
EUGENE
Thompson's
ORTLAND

Hi.Fi Unlimited
Radio Shack

Penn.
ALLENTOWN
Gem Electronics

Soundex Elec.
BALA CYNWYD
Radio Clinic
BETHLEHEM
Bitronics
EYNON

Harry Sugerman
ERIE

Warren Radio
HARRISBURG
Harrisburg Radio
KING OF PRUSSIA
€. J. Korvette
KINGSTON

A & B Stereo
MEADVILLE
Walick's Elec.
Warren Radio
PAOLI

Hi Fi Center
PHILADELPHIA
Eastern TV
Herman Miler Co.
Radio Shack
Sam Goody

John Wanamaker
PITTSBURGH
House of Audio
Lafayette Radio
Radio Shach
Sotar Electronics
WESY CHESTER
Hi Fidellty Stereo
WILKES-BARRE
General Radio
WILLOW GROVE
Soundex Elec.
WYNCOTE

E. J. Korvette
Lafayette

Puerto Rico
HATO REY
Charrons

Rh. Island
PAWTUCKET

Apex

PROVIDENCE
Radio Shack

EAST PROVIDENCE
Radio Shack
WARWICK

Apex

Tennessee
CHATTANOOGA
Specialty Dist.
KNOXVILLE

Music Land Inc.
MEMPHIS

Radio Shack
NASHVILLE
Nicholson’s Hi Fi

Texas
ABILENE
Radio Shack
R & R Elec.
ARLINGTON
Radio Shack
AMARILLO
Capitol Elec.
R & R Elec

AUSTIN
Radio Shack
BROWNSVILLE
Radio Shack
DALLAS
Crabtree’s
Electromart
Radio Shack
FORT WORTH
Audio Dist
Radio Shack
The Fidelity Hs.
HOUSTO!
Radio Shack
Sound EQuip.
LUBBOCK
R & R Elec
MIOLAND
Radio Shack
SAN ANTONIO
Radio Shack
SHERMAN
Radio Shack
WACO
Radio

Sha
WICHITA rALLS
R & R Elec.

Utabh
SALT LAKE CITY
Radio Shack

Virginia
ANLINGTON

Radio Sh.

BAILEYS CROSS“'DS
E. J. Korvette
FALLS CHURCH
Lafayette Radio
Television Workshop
HAMPTON

GEX Audio Dept.
RICHMOND

Audio Fidelity

Ga

SPR’lNGl’lELD
Capital Recording
VIRGINIA BEACH
GEX Audio Dept.
Radio Shack

Washington
BELLEVUE

Vega Trading Co.
SEATTLE

Amencan Mercantile
Lafayette Radlo

Radio Shack

Standard Records
TACOM

C & G Electronics

W. Virginia
CHARLESTON
Electronic Spec.
WHEELING
Lafayette Radio

Wisconsin
MADISON
Home Elec,

¢ © Arlan's

Wwisconsin Elec.
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Conductor Karl Muck was rehearsing a performance of
Parsifal at Bayreuth. The flower maidens attending
Kundry were singing “Ich dufte suss, Ich dufte suss”

(I smell so sweet, I smell so sweet). Again and again
the conductor had them repeat these lines when, finally,
he rapped on his music stand and turned to the maidens.
“Unfortunately,” he said, “I’'m too far away to be a

good judge, but I do know that you are smelling sweet

a quarter-note too soon.”

This new performance of the
Mozart Concerto in A has all the
style and elegance of chamber
music. Only available recording
of Turina’s melodic but seldom-

performed Trio No. 1.*

New Recordings for May
from RCA VICTOR Red Seal

Recorded “'live "' at Symphony tall, Boston

OLD TIMERS' NIGHT
at the “POPS”

"
o

BOSTON POPS/ARTHUR FIEDLER

Our Director-March o Suite from ““Carmen’*
Air on the G-String ond
the 2,300-voice audience joins the
“Pops” in two great song medleys:
AMERICA SINGS

OLD TIMERS' NIGHT AT THE POPS

Recorded “live” at Symphony
Hall, here’s one of the liveliest
“Pops” recordings in years. In-
cludes two spirited audience sing-
along medleys. Perfect for “senior
swingers'"!

sty
COLMEY INTURE ot

FHED ZL\.\“E\[\:)'E
A MAN

FOR ALL
+ SEASONS

ROBERT BOLT
WEVI JILLERLEH WG RN ROBERT SO

ORNI WELLED SISKAAH Y0RA
LSOAD.

Winner of 6 Academy Awards.
Original Soundtrack Recording.
Paul Scofield's Oscar-winning per-
formance, plus a distinguished in-
ternational supporting cast.2 L.P.
album.t

TEOURCoLOR*

MOZART: VIOLIN CONCERTO No. 5, K. 219
asth Chamber Orchestra
TURINA: TRIO Ne. 1 for PLANO, VIOLIN and CELLO. Op. 33

wih Leonard Pennario

MORTON GOULD “*5™ CHICAGO SYMPHONY
CHARLESIVES @

ORCHESTRAL SET No. 2 meVere
{First Recording)

Music from France
Jor Oboe and Orchestra

John de Lancie, Oboe
London Symphony/André Previn conducting

Ihert
Symphanie concertante
, Frangaix Satie-Debussy
L'Horloge de fiore Gymnopédies
(The Flower Clock)
a0 Vit

»ED LaaL

TINT g N v N

' N B,
= Y5 U0 WOEL HRDERN-AJRED 0N AN WEEB
oL LT )

L

Premiere recording of Ives’
Orchestral Set No. 2. Dramatic
follow-up to last year’s award-
winning recording of Ives’ Sym-
phony No. 1 by Gould and the
Chicago Symphony.*

CHICAGO SYRPHONY
JEAN MARTINON
NIELSEN
STMPHONY Wo.4- -~

“THE INEXTINGUSHABLE ™ &
HELOS OVERTURE

Stirring interpretation of one of
Nielsen’s most important sym-
phonies, plus a brilliant reading
of the Helios Overture by the
Chicago Symphony under Jean
Martinon.*

First recording of Ibert’s Sym-
phony concertante for oboe and
string orchestra. Virtuoso oboe
playing and sensitive accompani-
ment by the London Symphony
under André Previn.*

(G g, Nadl

Thoughts or any other
thought momentous
while ProNOUNCEr .. .04s

waiting for a or
;)rnnouncemenl EVERYBODY
fomial KNOWS THE
oy TROUBLE
B:ecurltive. l'he I'VE

of lpnaler’::r SEEN
Revenue,

Scenes from the Original Sound-
track Recording of one of the
most talked-about filmsof the year.
Elizabeth Taylor and Richard
Burton plus a highly-acclaimed
supporting cast.t

BAROOUE BRASS o
PURCELL. GABRIEL!,

BACH, HOLBORNE
# y - and others

£

The dry, biting wit of Ogden Nash
speaks for itself. Collection of
mostly unpublished verse on sub-
jects ranging from husbands to
opening doors. A sophisticated
party album!

*Recorded in brilliant Dynagroove sound

RCAVICTOR

() The most trusted name in sound
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Collection of Baroque music by
10 composers, including Purcell,
Monteverdi and Bach, by one of
the most admired groups of its
kind. Many selections never be-
fore recorded,*

g tA Colgems Record Production
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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 GOLDSMITIH

DAVID HAMILTON ° PHILIP HART ° BERNARD JACOHSON * STEVEN LOWE °* JEREMY NOBLE °* CONRAD L. OSBORNE

Photo by Adrian Siegel

“A TOSCANINI TREASURY OF HISTORIC BROADCASTS”

rI‘HERE ARE historic great performances
of great works with which Toscanini was
identified that RCA Victor could and
should issue; but they are not in the five-
record “Toscanini Treasury of Historic
Broadcasts™ (LM 6711) with which
Victor has commemorated the hundredth
anniversary of his birth. This gives us
only one performance, on one of the ten
sides, of a major work Toscanini loved,
Haydn's Symphony No. 99. And even
this 1949 performance, though a superb
realization of the incandescent work, is
not Toscanini's best: the introductory
Adagio hasn’t the relaxed, unhurried spa-
ciousness, and the Vivace assai first
movement and Vivace finale haven't the
animation and energy that one hears in
the 1941 performance; the playing of the
1941 NBC Symphony, with its superior
woodwinds and marvelous strings, and
under the Toscanini of that earlier

JUNE 1967

by B. H. Haggin

period. has a beauty and fire that one
doesn’t hear in the 1949 performance.
The remaining nine sides give us his
occastonal performances of lesser works
ranging from moderately interesting to
dreadful. One side enables us to hear the
powers that achieve the superb Haydn
No. 99 applied as wholeheartedly to the
less interesting substance of much of
Haydn’s Sinfonie Concertante in E flat,
making it exciting with the same enliven-
ing inflection of phrase, the same plasti-
cally coherent shaping of larger structure,
the same animation, grace, and verve in
the fast movements, the same expressive
eloquence in the slow movement; and
similarly to the little Toy Symphony of
Leopold Mozart. Two sides let us hear
those powers employed in an excitingly
effective performance of an attractive
work of a minor composer, the Sym-
phony No. 2 of Sibelius, and wasted on
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the uninteresting Pohjold’s Daughter that
was included in the broadcast in honor of
Sibelius’ birthday. Two sides have what
the Toscanini animation, grace, and
verve—to say nothing of the Toscanini
taste—did for even the most saccharine
of Brahms’s Liebesliederwalzer, but also
the further waste of the Toscanini powers
on the boring Serenade in A and Gesang
der Parzen that were included as novelties
in a couple of Brahms cycles. And not
content with the performance, on one
side, of the imitative (of Prokofiev) and
smart-alecky Shostakovich Symphony No.
1, Victor gives us, on THREE SIDES,
Toscanini’s appalling waste of his powers
on that inflated monstrosity of straining
portentous banality, the Shostakovich
Seventh (Leningrad), which, Toscanini
explained to me once, his emotions about
the Russian people’s wartime suffering
and heroism impelled him to perform,
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after his musical judgment had caused
him to reject the prewar Fifth—and con-
cerning which I point out further that
he never performed it again after 1942,
didn’t include it among the NBC broad-
casts to be processed for release by Vic-
tor, and was reported to me to have said
I must have been crazy" when it was
played for him in his last years.

The unspacious 8H sound of the per-
formances is clear, bright, solid. natural.
and made agreeable by the slight added
resonance one is aware of occasionally.
And the clicks, sputters, and crackles
from the old acetate discs that are heard
with the Shostakovich Seventh are not
heard with the others.

I)ISAPPOINTMENT and even fury with
what Victor chose to offer on LM 6711
have been expressed to me by those who
know what great things are withheld. A
year ago, Alfred Wallenstein, talking to
me about the great disservice Toscanini’s
recordings did him, pointed out that some
of his greatest performances were not
recorded. He meant performances at the
concerts and broadcasts Victor didn't
record—performances greater than the
ones it did record at recording sessions,
because an audience didn't make Tos-
canini tense at a concert as the micro-
phone did at a recording session. Two
outstanding examples are the 1940 Verdi
Requiem and Beethoven Missa Solemmnis.
Certainly the 1951 Requiem and 1953
Missa are great performances; but the
ones of 1940 are far greater, in the way
Toscanini’s 1941 Schubert Ninth with the
Philadelphia Orchestra is greater than his
1953 performance with the NBC Sym-
phony. They are made greater by Tos-
canini's more relaxed, unhurried, spaci-
ous performing style of that earlier period
(roughly through 1943), which artic-
ulates, organizes, and shapes the musical
substance with much elasticity ot tempo,
and treats the phrase with much sharply
inflected detail; as against the later style
of the performances of the ’50s, which
is swifter, tauter, and smoother, setting a
tempo that is maintained with only the
slightest modification, and giving the
phrase only the subtlest inflection.
Though the 1940 Requiem and Missa
were not recorded by Victor. they were,
as NBC Symphony broadcasts, recorded
by NBC for its files, with the superb
sound they had in Carnegie Hall. They
could, then, be issued by Victor; they
should be issued; and if they were, they
would have enormous appeal for music
lovers, some of whom have been paying
high prices for poor-sounding copies of
the off-the-air recordings someone made
in 1940.

Nor are these two the only ones. Other
marvelous—and  historic—NBC ~ Sym-
phony performances in Toscanini's earlier
style are the 1938 Strauss Don Quixote
(with Feuermann) and Haydn No. 98,
both greater than the later performances
issued by Victor; the 1941 Haydn No. 99,
1943 Haydn No. 104, and 1944 Haydn
No. 92: the 1939 Mozart Prague; the
symphonies and overtures of the 1939
Reethoven cycle; the 1938 and 1943
Brahms Third and 1939 and 1943
Brahms Fourth; the 1940 Tchaikovsky
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Nutcracker Suite, amazingly superior to
the later performance issued by Victor;
the 1940 Stravinsky Petrushka. Their
recorded sound is not that of today; but
those who care about Toscanini's per-
formances will gladly take these early
performances even with their unspacious
but clear Studio 8H sound.

Then there are performances with
other orchestras. One cannot imagine the
overwhelming grandeur and power of
the Victor performance of the Funeral
Music from Gdarterddmmerung being ex-
ceeded; but it was exceeded in the tre-
mendous performance at the New York
Philharmonic pension fund concert in
1945, which Victor didn't record, but
which 1s preserved on records owned by
Walter Toscanini. The incandescent per-
formances not only of the Wagner piece
but of Haydn's Clock, Respighi's Pines
of Rome, Sibelius’ Swan of Tuonela,
and Weber’s Eurvanthe Overture, on that
historic occasion when Toscanini con-
ducted the Philharmonic for the last time,
could therefore be issued by Victor, and
should be. And so should the other
historic performances besides the Schu-
bert Ninth that he recorded with the
Philadelphia Orchestra in 1941-42—of
Debussy's La Mer and Ihéria, Mendels-
sohn's Midsummer Night’s Dream music,
Berlioz's Queen Muab, Tchaikovsky's
Pathétique—all  greater than the ones
of these works that Toscanini recorded
later with the NBC Symphony for Victor,
and with the beautiful sound of the
Philadelphia Orchestra in the Academy
of Music.

In the years when we were hearing
him perform the great works he loved
most, we were willing to hear also his
occasional performances of lesser works.
And today, if Victor had given us the
1940 Requiem and Missa and the rest,
we would be interested in having also
what the Toscanini powers achieved with
lesser matters like the Haydn Sinfonie
Concertante, Sibelius Second, and Brahms
Liebesliederwalzer—though  we  would
have no interest in even his performances
of the other pieces by Sibelius, Brahms.
and Shostakovich. But for Victor not to
have given us those great things we want,
and now to offer what it does in this
commemorative album—this is not only
disappointing but infuriating.

The fury results from years of disap-
pointment over the earlier instances of
this mistreatment of Toscanini and his
public. David Sarnoff, answering Tos-
canint’s letter of resignation in 1934,
might say that happily his “incomparable
re-creations of great music” had been
“recorded and preserved for us, and for
posterity”: but by contract with Tosca-
nint and his heirs the custodian of those
performances, and sole legal possessor
of the power to make them accessible
to us and to posterity, was RCA Victor.
And Victor did, certainly, issue in 1956
the truly incomparable re-creations of
Berlioz's Harold in ltaly and Strauss’s
Don Quixote processed from the 1953
NBC broadcasts under Toscanini's super-
vision, and in 1957 the similarly proc-
essed Act 4 of Rigoletto and other Verdi
pieces. But it withheld until 1965—in the
face of repeated pleas, demands, and
protests—the complete Berlioz Romco
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and Juliet of 1947 that Toscanini ap-
proved for release, while it issued instead
albums of his performances of overtures
and light classics (which we wanted. but
after major matters like the unique
Berlioz Romeo, not before or instead
of them), and electronically contrived
pseudo-stereo versions of Dvofdk's New
World Symphony and Respighi's Pines
and Fountains (which we did not want,
since they were without the solidity down
below a Toscanini performance had,
that rhese Toscanini performances had in
Carnegie Hall, and that the original mono
recordings reproduce—the recent pro-
nouncement that the pseudo-stereo
Pvoiik is “the best approximation we
have to a full likeness of an ensemble
under the Toscanini baton” being that
of a writer who didn't hear the Dvofak
in Carnegie Hall, but apparently couldn't
hear accurately even what he did hear
there). To Victor's contention that the
sound of the Berlioz Ronieo wasn't good
enough to permit release, a sufficient
answer was that it was good enough for
Toscanini to have approved; and the
phonyness of the contention was re-
vealed when the Berlioz Romeo was is-
sued at last and its sound proved to be
some of the best out of Studio 8H. It
looked as though Victor's real reason
for holding back the Toscanini Romeo
had been to protect the performance
which its contract with the Boston Sym-
phony and Munch had caused it to rec-
ord first in mono, then in stereo.

And Victor has acted in the same way
about the unreleased Philadelphia Or-
chestra recordings. When at last, in 1963,
it did issue one of them, the Schubert
Ninth, it professed to tell, in the accom-
panying brochure. why it hadn't been
able to do so before but could now.
Wartime processing, in 1942, had re-
sulted in  “mechanical imperfections
which neither the Maestro nor the com-
pany could accept”; but now John Cor-
bett’'s “750 hours of work” using “new
clectronic transfer techniques” had re-
stored “the recording to its original state”
on a tape which revealed “glories in the
groove that were never suspected in
1942 In other words, Corbett’s tape
made it possible to hear the marvelous
sound that the noisy defects of the 1942
records had made it impossible to hear.
But in September 1942 I listened with
Toscanini to test pressings of Strauss's
Deatl  and  Transfiguration, Debussy’s
La Mer, and Berlioz's Queen Mab, all
of which begin very softly; and there
was no unusual. obtrusive noise—as
against the normal surface noise of
shellac 78-rpm records—that prevented
our hearing even those soft passages, or
that even disturbed us. What impelled
Toscanini to reject the third side of
La Mer was not its noise but the im-
perfect balance in the mwusical sound at
one point that caused him not to hear
cne of the woodwinds. It was expected
that he would remake the rejected sides
with the Philadelphia Orchestra, and also
the sides that Victor rejected because
of the swishes and ticks from the faulty
processing. But James Petrillo stopped all
recordings for two years; and by the time
it was resumed. the Philadelphia Orches-
tra had transferred from Victor to Co-
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lumbia. It would have been available for
the correction and completion of its Vic-
tor recordings with Toscanini; but Victor
preferred to have him make new ones with
the NBC Symphony, a Victor orchestra,
and Walter Toscanini told me that “we
are trying to get Father to forget the
Philadelphia recordings.” The argument
that the Philadelphia was now a Co-
lumbia orchestra wouldn’t have per-
suaded Toscanini; but Victor could,
and did successfully, argue that the Phil-
adelphia recordings were mechanically
defective beyond hope of remedy. And
possibly Victor, in persuading Toscanini,
persuaded itself that the musical sound
from the Philadelphia recordings couldn’t
be heard because of the noise; but it
wasn't true: what Corbett’s skillful and
patient work achieved with the Schubert
was not to make audible a sound that
hadn't been audible before, but to re-

duce the surface noise as much as was
possible without loss in the sound. And
what I have said about the Schubert is
true of the others: the surface noise
doesn't prevent one from hearing the
orchestra’s beautiful sound and marvel-
ous playing in Toscanini's great per-
formances; and the public should insist
that Victor issue them. After all, the
clicks and crackles from the 1942 ace-
tates didn't keep Victor from issuing
the Shostakovich Seventh.

ARTURO TOSCANINI: “A Tosca-
nini Treasury of Historic Broad-
casts”

Haydn: Symphony No. 99, in E flat
(March 12, 1949): Symphonie Con-
certante, in B flat, Op. 84 (March 6,
1948). Leopold Mozart: Toy Syvmphony

(February 15, 1941). Brahms: Serenade
No. 2, in A, Op. 16 (December 27,
1942). Gesang der Parzen, Op. 89 (No-
vember 27, 1948): Licbesliederwalzer,
Op. 52 (November 13, 1948). Sibelius:
Svmphony No. 2,in D, Op. 43 (December
7. 1940): Pohjola’s Daughter, Op. 49
(December 7, 1950). Shostakovich: Sym-
phony No. 7, Op. 60 (“Leningrad”)
(July 19, 1942); Symphony No. 1, in F
minor, Op. 10 (March 12, 1944).

Chorus, Artur Balsam and Joseph Kahn,
pianos (in the Lichesliederwalzer): Paolo
Renzi, oboe. Leonard Sharrow. bassoon,
Mischa Mischakoff, violin, Frank Miller,
cello (in the Symphonie Concertante);
Robert Shaw Chorale (in the Gesang der
Parzen): NBC Symphony Orchestra,
Arturo Toscanini, cond. RCA VICTOR
© LM 6711, $23.95 (five discs, mono
only).
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JANACEK'S HOLSE OF THE DEAD: THE PROBLEM OF SUNG DRAMA

Tms OPERA, drawn from Dostoyevsky's
novel, was the last work of Leo$ Janadek,
the Czech composer who died in 1928
but whose music (especially the Slavonic
Mass and several of his operas) has
gained prestige, and even a certain popu-
larity, only within the past decade.

It is a work of great integrity and
sincerity. and one which reveals compo-
sitional skills of considerable imagination
and refinement. It handles without com-
promise themes of emotional importance
and contemporary relevance. It repre-
sents the composer’s final working out of
a theory of music drama that is unques-
tionably defensible, at least on philo-
sophic grounds. 1 will have to say that
(for reasons that are only partly analyz-
able and which may say more about me
than about Janadek) it remains for me
an object of respect rather than of genu-
ine involvement. But it is an important
piece by a major twentieth-century
operatic composer: people who have
seen it performed assert that its effect
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by Conrad L. Osborne

is powerful. So it deserves inspection in
some detail, and above all it deserves a
listening from anyone serious about the
form.

The opera concerns a group of Si-
berian convicts. There is a nominal
protagonist in the person of Alexander
Petrovich Gorianchikov, whose commit-
ment to prison is the main happening of
the first scene. and whose release (he has
been adjudged innocent after his mother’s
intercession) is the main happening of
the last scene. His fate is paralleled by
that of an injured eagle. which is nursed
back to health by the prisoners and fi-
nally flies away at the end of the opera.
Within this framework. we have the
goings-on of prison life—the prisoners’
work, their occasional moments of en-
tertainment (an Easter celebration). their
hostilities and frustrations. Central to
each scene is the individual story of one
or another of the convicts: these narra-
tions are the most important *“actions”
of the opera. It develops that two of
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these stories overlap—the man responsi-
ble for the ruination of the life of one
of the prisoners turns out to be a pris-
oner himself. whom we have come to
know in another guise. Characteristically,
however. the aggrieved prisoner (Shish-
kov) does not discover his tormentor’s
identity (Filka Morozov, who has gone
under the name of Luka) until (just as
he brings his long narration to a climax),
Filka dies, apparently of consumption.
In the version usually performed, the
piece ends with a triumphant ode to
freedom: but in the original (used on
this recording), that atmosphere is not
so dominant—Gorianchikov and the eagle
go free, but existence will continue as
before in the house of the dead.

In setting this material. Janacek has
consistently followed through with his
belief that vocal music should be based
on spoken inflection. He interprets this
principle in a quite literal way, so that
the vocal line hovers constantly between
what (to use the old terms) must be

75


www.americanradiohistory.com

called recitativo accompagnato and ari-
oso. It moves over a wider range than
spoken language, and calls for singing
tone (not Sprechgesang), which leaves it
in roughly the same relationship to the
Czech tongue as Pelléas et Mélisande's
vocal setting is to the French.

Except that Debussy’s achievement is
one of genius, and Janadek’s, I will ven-
ture, not quite that. Debussy was, first
off, a melodist of distinction. And inspec-
tion of Pelléas will disclose that he was
constantly, and productively, looking for
a way in which the music might say
something about the subject that the
spoken word could not—perfect for
Pelléas, cf course, which is partly about
the importance of the unspoken, the in-
expressible. 1t is surprising, for instance,
how often the sung line of Pelléas will
go against the natural inflections and
rhythms of French, because the real
point of the line is not contained in those
inflections and rhythms. Now, I cannot
pretend to know Czech well enough to
be sure that this is not also true of
Janacéek's writing. But what can be said
is that whereas Debussy’s settings are
often interesting in themselves, Janacek’s
aren’t; and whereas Debussy is constantly
springing surprises in the vocal line
(some of them very subtle, 1 grant),
Janalek's settings are, when one has be-
come acclimated to customary patterns,
depressingly predictable. Looked at just
as a hunk of music, From the House of
the Dead becomes a piece in which the
material allotted to the most prominent
instrument is the least interesting in the
score.

Naturally, the work is not just a hunk
of music. It is sung drama. But the
very thing that justifies sung drama, it
would seem to me, is the fact that song
not only takes us further along the ex-
pressive road than speech, but takes a
different route altogether, offers some-
thing not only “more than™ but “different
from.” Song is not merely “heightened
speech,” any more than speech is “de-
based song.” To insist that song (operatic
or not) be linked to spoken inflection in
such a literal way is to deny oneself a
primary expressive tool—unless, perhaps,
one is writing specifically about people
who can't articulate (like Schoenberg's
Moses or Berg's Wozzeck). That is not
the case with Janalek’s prisoners, who,
however unsophisticated they may be,
run off at the mouth pretty regularly.

And that's another problem. The nar-
rations themselves aren’t very interesting
material. The exception is that of Shish-
kov, which is the only one that has di-
mension in both text and music—Shish-
kov puts us through his experience,
makes us live it with him, and for this
reason his scene is the high point of the
work.

The strengths the score reveals are
those of a first-rate compositional mind.
There is an over-all orchestral and har-
monic coloration that is extremely ap-
propriate and atmospheric, and what one
admires is the really incredible fund of
devices through which the orchestra
furthers the cause of the drama—on al-
most every page, one is seized by a
rhythmic idea, a harmonic stroke, some-
times a melodic invention, that is re-
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markable both in itself and for its value
as dramatic catalyst. But while one never
stops admiring and while one never loses
interest, neither does one (I mean my-
self, of course) ever quite give oneself
over emotionally. It ought to happen. but
somehow it doesn't, at least in a big
way. Sometimes it seems that Janacek
is incapable of really following through
—we are led through an elaborate series
of inventions, ingenious variations, grad-
ually building towards what turns out to
be nothing much. The “liberation” mu-
sic identified with the eagle and Spirit of
Freedom (or whatever) at the close is,
for example, rather ineffective, clichéd
stuff, astoundingly cheap and superficial
after the austere integrity of so much
that has gone before.

But among those who have been lib-
erally exposed to the operas of Janidek,
I am in a minority. And certainly one
can imagine House of the Dead brought
to compelling life by a group of singing-
actors accomplished enough to achieve
the concentration and commitment never
quite reached by the music. No opera
lover should pass up the opportunity af-
forded by the present records for careful
and repeated hearings. (An earlier ver-
sion, recorded live at the 1954 Holland
Festival and released on Epic, was de-
leted some years ago.)

The performance is conscientious and
honest. Orchestrally, it is reasonably
good, though not outstanding. Vocally,
it is rather awful, which is unfortunate.
One can of course forego classically
gorgeous singing in a work of this sort,
but the voices must at least work well
enough to secure the expressive effects
obviously intended by the composer.
Premysl Koc¢i as Shishkov, for instance,
is dramatically aware, but his technique
is simply not equal to the writing—there
is many a line centering around E flat,
or attacked on an E or F, that could
clearly have a feeling of beauty and
poignance if sung by an artist of real
vocal command. This way, even the lines
that can permissibly sound unmusical
lose their impact, since it is al/l unmu-
sical. Not that Ko¢i should be singled
out—the others are no better, with the
exception of Jaroslav Horacek in the
important (but still short) role of the
Commandant. He is excellent.

The sound is clear and listenable, and
not gimmicked. The performance does
not include, though, such supportive ef-
fects as screams or other sound effects,
even when specified by the score.

JANACEK: From the House of the
Dead

Helena Tattermuschavi (s), Alieia; Eva
Zikmundova (ms), the Harlot; Beno
Blachut (t), Filka; Ivo Zidek (t). Skura-
tov; Antonin Zlesak (t). Kedril: Milan
KarpiSek (t), Shapkin; Rudolf Vonisek
(t), Tcherevin; Viclav Bednaf (b). Al-
exander Petrovich Gorianchikov: Premysl
Koc¢i (b), Shishkov: Josef Heriban (b),
Tchekunov; Jifi Joran (b), Don Juan;
Jaroslav Horacek (b-bs), Comman-
dant: et al.: Chorus and Orchestra of
Prague National Theatre, Bohumil Gre-
gor, cond. CBS ©® 32 21 005, $9.59; 32
21 006, $11.59 (two discs).
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BACH: Concertos for Violin and Or-
chestra: in A minor, S. 1041; in E,
S. 1042; Concerto for Violin, Oboe,
and Orchestra, in C minor, S. 1060

Isaac Stern, violin; Harold Gomberg,
oboe (in S. 1060); Members of London
Symphony Orchestra, Isaac Stern, cond.
(in S. 1041); Members of New York
Philharmonic Orchestra, Leonard Bern-
stein, cond. (in S. 1042 and S. 1060).
CoLumBia ® ML 6349, $4.79; MS 6949,
$5.79;, ® MQ 879, $7.95.

Isaac Stern, one of the most consistently
satisfying violinists now before the public,
here turns in another group of, for the
most part, high-grade performances. As
conductor as well as soloist in the A
minor Concerto, he keeps everybody to-
gether nicely, and sees to it that thematic
material in the orchestra is not buried
under decorations in the violin. In only
one spot in the Andante does the mo-
mentum begin to droop. Some may
wonder about the tempo in a couple of
movements. The opening Allegro of the
A minor is played somewhat more
broadly than is customary; and the finale
of the E major strikes me as a bit too
comfortable and even a little ponderous
here and there. But in general Stern’s
playing has its usual vitality and polish,
and reaches a peak of eloquence in the
Adagio of the E major.

The double concerto has been having
something of a run on records in recent
years. It is an attractive work, but lis-
teners should perhaps be reminded that it
is only a modern reconstruction of the
supposed original version of the Concerto
for Two Harpsichords and Orchestra, in
C minor. If an actual original ever does
turn up, it seems safe to bet that it will
differ somewhat from the reconstruction,
because the transcribing Bach never
stuck so closely to his known models as
the reconstructor does to the transcription
here. Gomberg, first oboist of the New
York Philharmonic, has a lovely tone and
apparently never has to breathe. Bernstein
furnishes first-rate support from the harp-
sichord. The stereo separation of the
solo instruments is effective, and the
sound throughout is good. N.B.

BACH: The Well-Tempered Clavier,
Book 2, S. 870-893

Ralph Kirkpatrick, harpsichord. DEUTSCHE
GRAMMOPHON (D) LPM 19146/48,$17.37;
SLPM 139146/48, $17.37 (three discs).

Ralph Kirkpatrick has already recorded
Book 1 of The Well-Tempered Clavier

HicH FIDELITY MAGAZINE


www.americanradiohistory.com

on both harpsichord and clavichord, and
his new release of Book 2, with the ex-
ception of one point which I shall men-
tion in a moment, amply maintains the
high level he has set himself. Speaking
of “high level,” I may as well say that
the recording is rather too loud, but this
is an almost universal fault of harpsi-
chord records, and with the volume con-
trol duly adjusted the sound is very beau-
tiful.

The first few preludes and fugues
clearly demonstrate both the small flaws
and the much more striking virtues of
Kirkpatrick’s performance. It is in the
very first Fugue, the C major, that the
one respect in which his Book 2 falls
short of his Book 1 becomes evident: this
is a much more noticeable tendency to
play ornaments before instead of on the
note. The other debits are an unwilling-
ness to add unmarked embellishments
even where analogies with other passages,
or ordinary Bachian practice, call for
them, and a failure, even while all re-
peats are observed, to vary the repetitions
in the slightest.

But on the other side of the scale are
to be placed the unaffected sensitivity
of phrasing in the C major Prelude: the
crisp rhythm and lucid part-playing of
its associated Fugue: the poetry with
which the C sharp major Prelude begins
and the attractive human warmth with
which it ends; the exquisite delicacy and,
yes, grace of the graces in the C sharp
minor Prelude; the ebullience of the C
sharp minor Fugue: and the infectious,
upstanding vigor of the D major Prelude.
I shall probably continue to be vaguely
disturbed by those ornaments before the
note, but I have no doubt that 1 shall
often return to Kirkpatrick's performance
when | want to hear playing that reflects
the full. generous radiance of Bach's
humanity.

This quality, and an additional dimen-
sion of profound mystical beauty. may
also be found in the performance of
Kirkpatrick’s teacher, Landowska, and
for my taste her supremacy in this music
remains unchallenged. To me. her rhyth-
mic subtleties always (or almost always)
have an organic and illuminating pur-
pose; but to some listeners they will no
doubt seem excessive. and for such
Kirkpatrick offers a clear alternative.
Straighter still in approach, yet often
sensitive, is the performance of Book 2
by Martin Galling on Vox—far the finest
thing 1 have heard from this artist, and
certainly much better than his wooden
Book 1 and his tediously metronomic
Goldberg Variations. The other harpsi-
chord recording, by Malcolm Hamilton,
offers a number of telling interpretative
ideas, along with others that are more
problematic and with one or two tech-
nical shortcomings in execution and re-
cording; his set should not be over-
looked. Among the piano recordings, the
superbly exuberant Connoisseur Society
set by Jodo Carlos Martins remains the
clear first choice. B.J.

BARBER: Sonata for Piano, Op. 26—
See Delius: Concerto for Piano and
Orchestra.
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BARTOK: Concerto for Two Pianos,
Percussion, and Orchestra; Music
for Strings, Percussion, and Celesta

Arthur Gold and Robert Fizdale, pianos
(in the Concerto); New York Philhar-
monic, Leonard Bernstein, cond. [Music
for Strings, Percussion, and Celesta from
Columbia ML 5979/MS 6579, 1964].
CoLumsia ©® ML 6356, $4.79; MS 6956,
$5.79; ® MQ 886, $7.95.

Until recently, Barték's ‘“concerto” ver-
sion of his 1937 Sonata for Two Pianos
and Percussion seemed to have been quite
forgotten, but recent performances in
New York (from which the present first
recording stems) and Boston have
brought it back into the public eye. The
arrangement, dating from 1940, makes
no substantive changes in the music—
indeed, none of the conventional impli-
cations of the term “concerto™ is par-
ticularly relevant here: this is really a
sonata with orchestra obbligato. The pi-
anos abandon their original material to
the orchestra only on rare occasions of
climax; at other points, winds and strings
double or sustain harmonies. In detail,
some of this is less effective (the col legno
strings doubling the repeated-note figure
in the middle of the slow movement
don’t work, at least in this performance);
some of it is an improvement (the next
following passage, where Bartok's direc-
tion “molto espressiva la melodia” is
much better conveyed with the pianos’
melodies doubled by muted strings). All
in all, I don’t feel that there is any real
gain, and | regret the sacrifice of the
original timbral homogeneity, with its
effect of tremendous variety from limited
means.

Most surprisingly, it seems that our
pre€éminent contemporary two-piano team
has never before recorded this music,
even in its original form. Not so sur-
prisingly, they play it sensationally well,
and the orchestra’s contributions are also
satisfactory, if not quite as impeccably
tidy. The sound is pretty much what you
might expect on a record labeled “A
Percussion Spectacular”—spotlight on the
xylophone, a bit more resonance than
pitch in some timpani passages, but most-
ly a good show.

On the overside, we have a reissue of
Bernstein’s 1964 “Muspac” (as a friend
of mine conveniently abbreviates it—"Life
is so long you should spend it saying
*Music for Strings, Percussion, and Celes-
ta’ all the time?’). This is now more
congenially coupled than formerly (with
the Hindemith Concert Music). Here
the orchestra’s untidiness seems a much
greater liability; all the conductor’s rhyth-
mic vitality is to little avail if the
rhythms themselves aren’t clearly artic-
ulated. Reiner (RCA Victor LM/LSC
2374) may generate less heat, but the
light he brings is decidedly to the point.

D.H.
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BARTOK: Kossuth; Scherzo for Pi-
ano and Orchestra; Suite for Or-
chestra, No. 1

Erzsébet Tusa, piano; Symphony Orches-
tra of the Hungarian Radio and Televi-
sion, Gyorgy Lehel, cond. QUALITON ©
LPX 1203/04, $9.58; SLPX 1203/04,
$11.58 (two discs).

This album presents us with the young
Bartdk’s first major works—major, that
is, in size and intention if not entirely in
achievement, for even a genius may
still have things to learn when he is in
his early twenties. In fact, the latest of
these three pieces, the Suite written in
1905 when Bartdék was twenty-four, al-
ready reveals a marked increase of
fluency and assurance over the sym-
phonic poem Kossuth, composed two
years earlier. Kossuth is an attempt to
channel Bartdk’s fervent Hungarian-na-
tionalist feelings into the form of a
Straussian symphonic poem. The indis-
pensable central hero-figure is provided
by the nationalist leader Louis Kossuth;
the almost equally indispensable adver-
saries (since the model is Ein Heldenle-
ben) are the Austrians. Each side is
characterized quite effectively in the mu-
sic—Kossuth himself by a long, rangy
theme that is heard at the beginning, and
the Austrian army by a distorted version
of the Imperial Hymn, treated in maca-
bre fugato or blared in dissonant triumph
(the Hungarians lost, you will recall).
Unfortunately. the sincerity and intensity
of nonmusical feelings cannot compen-
sate for a shortage of purely musical in-
vention. There are fascinating things here,
especially in the orchestration, but the
over-all development is short-winded. It
is not really surprising that after the
work’s first two performances in Buda-
pest and Manchester (under Hans Rich-
ter) it disappeared, despite the Hungarian
critics’ enthusiasm, until some sixteen
years after the composer’s death.

The Scherzo for Piano and Orchestra,
written a year later, never got performed
at all during Bartok's lifetime, since he
withdrew it in rehearsal. The informative,
if oddly Englished, notes here attribute
the latter fact to “the unpreparedness of
the orchestra and the hostile attitude,”
and there is no reason to suppose that
Bartok himself was dissatisfied with the
piece. The brief, enigmatic violin-and-
piano episode that irrupts into the final
section suggests to me that the Scherzo
had some special personal significance for
him, such as led to the virtual suppres-
sion of the First Violin Concerto, written
for Steffi Geier—but this is only a guess.
In any case this is a sizable work that
belies its title. Preceded by a lengthy
slow introduction which introduces some
of the thematic material, the scherzo
itself has a substantial slow trio before it
reappears in grotesquely varied form.
Not a lightweight work, then, but one
that merits revival.

The First Orchestral Suite, written in
1905, is rather lightweight, in spite of
its symphonic proportions (five sizable
movements). It is more accomplished as
sheer music-making than either of the
two preceding works; the material is at-
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BILLBOARD

CLASSICAL

CHOPIN: Piano Recital
Van Cliburn, piano. (RCA Victor)

MAHLER: Symphony No. 8
Soloists, Chorus, L.ondon Symphony, Leonard
Bernstein, cond. (Columbia)

GOUNOD: Faust

Joan Sutherland, Franco Corelli, Nicolai
Ghiaurov, et al.; London Symphony,
Richard Bonynge, cond. (London)

MAHLER: Das Lied von der Erde
James King, Dietrich Fischer-Dieskau: Vienna
Philharmonic, Leonard Bernstein. cond. (London)

WAGNER: Tristan und Isolde

Birgit Nilsson, Wolfgang Windgassen. ct al.:
Bayreuth Festival Orchestra, Karl Bdhm, cond.
(Deutsche Grammophon)

SHOSTAKOVICH: Execution of Stepan
Razin; Symphony No. 9

Moscow Philharmonic, Kyril Kondrashin, cond.
(Mclodiya/ Angel)

LEONTYNE PRICE: Prima Donna
RCA Italiana Orchestra. Francesco Molinari-
Pradelli, cond. (RCA Victor)

ORFF: Carmina Burana
Soloists, Chorus, Philadelphia Orchestra,
Eugene Ormandy, cond. (Columbia)

DONIZETTI: Lucrezia Borgia

Montserrat Caballé, Alfredo Kraus, ct al;
RCA Italiana Orchestra, Jonel Perlea, cond.
(RCA Victor)

PUCCINI: La Bohéeme

Victoria de los Angeles, Jussi Bjoerling, et al.;
Chorus and Orchestra, Sir Thomas Beecham,
cond. (Seraphim)

THE LIGHTER SIDE

The Monkees: More of the Monkees. (Colgems)
Mamas and the Papas: Deliver. (Dunhill)

Dr. Zhivago: Soundtrack. (M-G-M)

Ed Ames: My Cup Runneth Over. (RCA Victor)
The Monkees: The Monkees. (Colgems)

The Rolling Stones: Between the Buttons. (London)

The Lovin’ Spoonful: Best of the Lovin® Spoonful.
(Kama Sutra)

The Sound of Music: Soundtrack. (RCA Victor)
Herb Alpert: S. R. O. (A & M)
The Supremes: Holland-Dozier-Holland. (Motown)

www americanradiohistorv com

tractive and varied, and it is developed
with a great deal of skill and .subtlety
(clearly Bartok had been studying Liszt's
methods of thematic transformation). 1
find something just a little bit slick
about the work as a whole, in spite of
its technical accomplishment, but it is a
considerable achievement for a composer
of twenty-four, and essential to a knowl-
edge of Bartdk's stylistic development.
The recording of all three works is
perfectly adequate. even if it does not
give us quite the detail we expect from
the finest stereo today. Erzsébet Tusa
makes a very persuasive advocate for the
Scherzo, and the piano itself is well re-
corded. Gyorgy Lehel and his orchestra
seem happier with the extrovert Suite
than with the grand Straussian gestures
of Kossuth. J.N.

BEETHOVEN: Quartets for Strings:
No. 5, in A, Op. 18, No. 5; No. 6,
in B flat, Op. 18, No. 6

Claremont Quartet. NoNEsucH ® H
1152, $2.50; H 71152, $2.50.

These are free-wheeling, very romantic
interpretations of compositions usually—
and | think rightfully—treated with more
stringency. Each player uses a great deal
of vibrato with colorful but sometimes
rather too opaque and massive a result.
The prevailing romanticism, more im-
portantly, manifests itself in many elabo-
rate tempo changes. With most groups,
the Menuetto of the A major Quartet is
stated compactly, with minimum adjust-
ment of the basic tempo; the Claremont
Quartet, on the other hand, makes a
lengthy pause before beginning the cen-
tral trio section, which is then played at
a far more leisurely pace. The result is
an approach which looks forward to the
lushness of Schumann. Much of Bee-
thoven’s intellectual intensity is dissipated.
Similarly, there are all sorts of finicky
tempo adjustments in the outer move-
ments of Op. 18, No. 6 which, however
carefuily planned and rehearsed, rather
blunt forward impetus.

The Claremont ensemble is a dis-
tinguished one, and as the only low-
priced single disc containing this coupling
the set is certainly worth attention. But
try to sample before buying: the very
subjective nature of the performances
will not appeal to everyone. H.G.

BERWALD: Quartet for Strings, Ne.
2, in A minor—See Sibelius: Quar-
tet for Strings, in D minor, Op. 56
(“Voces Intimae”).

BIBER: Four Sonatas—See Muffat:
Suites for Orchestra.

Correction

The prices quoted in last month's feature
review of Monteverdi’s L’Incoronazione
di Poppea on Cambridge Records were
incorrect. The mono version of this four-
disc sets lists at $14.37, the stereo at
$17.37.
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Rarely has there been a musical phenomenon like the Istomin-Stern-Rose Trio.

In the three years they have recorded for Columbia Records, each release has shone with
extraordinary critical halos.

Schubert’s Trio No. 1 was hailed as “the best kind of Schubert playing” by the New York
Times; Beethoven’s “Archduke” Trio was applauded as “brainy and hearty” by the Saturday
Review; and the deluxe set “Gala Pcrformance was praised by High Fidelity as being “among
the best [recordings] of the season.”

Now Columbia offers a fourth album: the 3 Brahms Trios for piano, violin and cello.
This is, incidentally, the only stereo version available of the Trio No. 3.

Ask your dealer for this Trio’s exciting quartet of Columbia rcleases, as soon as possible.

‘Ihc’li'los Quartet

SO0 ¥ P wIe ) {,
The best in fifty years” sinx 3
»KThe Istomnin/Stern Rose Tno}A b g —— 1
Gala Performance!
1saac Stern Leonard Rose Eugene Istomin
BeethovenTriple Concerto

plays
pe— Beethovens Archdukc Trio
eneczom Brahms -ib\ —'{:
- TheTrlos for PianaViolin & Cello
% Cumplete/Trio in 8 Major/
Trio in C Major/Trio in C Minor

The Istomin-Stern-RoseTrio

Brahms Double Concerto
' Brahms C MajorTrio
Eugene Ormandy 'Philadelphia Orchestra

o P
RS

[2] The Stern/Rose/Istomin Trio
Schubert Trio No. 1 in B Flat, Op. 99

A 2-record set at a
specially reduced price

A 2-record set

The Tstomin-Stern-Rose Trio. The Sound of Genius on COLUMBIA RECORDS @

CIRCLE 9 ON READER-SERVICE CARD
JUNE 1967
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BRAHMS: Symphonies: No. 1, in C
minor, Op. 68; No. 2, in D, Op. 73;
No. 3, in F, Op. 90; No. 4, in E
minor, Op. 98

Cleveland Orchestra: George Szell, cond.
CorLumBia © D3L 358, $9.59; D3S 758,
$11.59 (three discs).

Apparently not convinced by the review
quoted on the front of its Bruno Walter
Brahms album, (“Nobody need ever
record a Brahms symphony again™),
Columbia now offers us Dr. Szell's tra-
versal of the four symphonies, including
this conductor’s first time at the First,
Second, and Fourth (the Third is the
same version previously available on a
single disc with the Haydn Variations).
This is currently the only Brahms cycle
on three records, but you may feel that
this economic advantage is offset by the
awkward layout on six sides (automatic
sequence), with two symphonies ending
in mid-side.

As for the performances, I'm afraid
they do ndt give rise to great enthusiasm
in- this quarter. Admiration for the
precision of the orchestral execution—its
accuracy, unanimity, and fine balancing—
is certainly forthcoming; | have not heard
these works played more cleanly. and
the recorded sound does not let the play-
ing down. In listening, 1 suffer no anxie-
ties such as those aroused by Karajan's
sometimes unreliable winds (especially
that unpleasant Berlin oboe), by Furt-
wingler's frequently unreliable orchestra,
by Klemperer's not-quite-unanimous at-
tacks, by Steinberg’s not-quite-first-rate
players. or by the occasional underre-
hearsed scrambles that crop up in the
Walter set. (I might add that there are
no first-movement repeats, even in the
Third, nor, on the other hand, any Tos-
canini-type modifications of the scoring.)

But | dont find much interesting
music making here, either. Perhaps all
the life has been refined out of these per-
formances—I can't say, since I haven't
heard the Cleveland play these works on
other occasions. For whatever reason,
the orchestra seems to be primarily
engaged in fitting notes into a pattern,
rather than playing phrases, lines, and
rhythms that will articulate musical ges-
tures. The resulting performances are
at best (most of the Second and Third)
neutral and featureless, at worst (the
Fourth and the slow movements in gen-
eral) poky and lifeless. If you compare
almost any passage—a good example is
the opening of the Allegretto in the
Second—with the Walter (or the Kube-
lik. Monteux, Klemperer—or the Wein-
gartner if you can find it), I think you
will hear what I mean, much more quick-
ly than if 1 were to describe in detail the
effect of *lecaning” on a note here, of
just the slightest halt before a note there,
of cutting this note short and holding that
upbeat a bit longer. The net result of
such touches of phrasing is what is often
described as “character”—perhaps a mis-
leading term, since it suggests something
extramusical (whereas there are always
sound musical reasons for and against a
particular phrasing, which must be judged
right or wrong on these musical grounds).
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Whatever you choose to call it, it
seems to me in short supply in these
performances from Cleveland, for all
their surface perfection. If you must buy
Brahms in a package, | think the Walter,
Kubelik, and even the occasionally ec-
centric Klemperer sets are better buys; if
you prefer to assemble individual ver-
sions, Walter on 1 and 4, Monteux on 2,
and Klemperer on 3 would be a reason-
able choice, and to this 1I'd recommend
adding Furtwiingler’s Third or Fourth—
unconventional but inspired, this is the
Brahms to have if you're having more
than onec. D.H.

BRUCKNER: Symphony No. 6, in A

Bavarian Radio Symphony Orchestra,
Eugen Jochum, cond. DEUTSCHE GRAM-
MoOpPHON © LPM 19136, $5.79; SLPM
139136, $5.79.

Leipzig Gewandhaus Orchestra. Heinz
Bongartz. cond. WorLD SErIEs © PHC
9048, $2.50 (compatible disc).

For much of its comparatively short
length (about fifty-five minutes), the
Sixth is one of Bruckner's finest sym-
phonies, and the long antiphonal passage
for trumpets and horns towards the end
of the first movement is among his most
memorable inspirations. The work also
offers comparatively few interpretative
and textual problems. Of the three ver-
sions up to now available, the mono-

Next Month In
HIGH FIDELITY

FM, The Reluctant Independent

Thanks to a ruling by the Federal Com-
munications Commission, FM listening
today isn’t what it used to be.

by Leonard Marcus
How To Improve

Your FM Reception
by Robert Angus

The Imnassioned Israelis

An account of a modern
musical phenomenon.

by David Bar-lllan

Diary of a Young Man
0f Fashion

A tongue-in-cheek glimpse
of the avant-garde, circa 1987.

by Peter Jona Korn

And a Special Supplement,
Guide to FM Portables
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only Swoboda (Westminster) is undis-
tinguished, and the performance con-
ducted by Hubert Reichert on Vox must
also (though more reluctantly) be passed
by. Reichert is a competent conductor
with some good interpretative ideas, but
his orchestra is not of the standard re-
quired by Bruckner's monumental writ-
ing, and the string sections sound too
small. Fortunately, Klemperer's perform-
ance (Angel) is one of his best, with
firm rhythms and richly detailed orches-
tral textures backed by a sonorous re-
cording.

Anyone who is unsatisfied with the
Klemperer, however, may turn with con-
fidence to either of the new recordings.
Jochum's reading is typical of his sensi-
tive Bruckner, and it has plenty of
dramatic power and no exaggerations.
Though the Bavarian Radio Symphony is
not quite the equal of the Berlin Phil-
harmonic (with which most of Jochum’s
recent Bruckner recordings have been
made), it is still a fine orchestra, and
the important brass writing is handled
with great conviction. On the World
Series disc, which has the advantage of a
bargain price, Heinz Bongartz directs the
Leipzig Gewaridhaus Orchestra in an
extremely lively performance. His slow
movement is not as well controlled as
either Jochum's or Klemperer's. but to
counterbalance this his Scherzo is un-
usually powerful, and he shapes the first
and last movements convincingly. The
orchestral playing ranges from good to
excellent, and, as on the Jochum disc,
the recording does all that is required.

Klemperer remains my own preference.
but 1 shall return to both these new
versions from time to time to enjoy
their own special qualities. B.J.

CHOPIN: Concerto for Piano and
Orchestra, No. 2, in F minor, Op.
21

Josef Hofmann, piano; orchestra. INTER-
NATIONAL. PiaNno Lisrary ® IPL 501,
available with a $10.00 contribution to
International Piano Library, 215 W. 9lst
St., New York, N.Y. 10024 (mono only).

CHOPIN: Concerto for Piano and
Orchestra, No. 2, in F minor, Op.
21

}Liszt: Concerto for Piano and Or-
chestra, No. 1, in E flat

Andre Watts, piano: New York Phil-
harmonic, Thomas Schippers, cond. (in
the Chopin), Leonard Bernstein, cond.
(in the Liszt) [the Liszt from ML 5858/
MS 6458. 1963]. CoLumaia © ML 6355,
$4.79; MS 6955, $5.79.

The memento of the legendary Josef
Hofmann now at hand preserves the
sound of a Hofmann/New York Phil-
harmonic/Barbirolli  performance  of
March 1936 (legal entanglements of
course prevent official acknowledgment
of the orchestra) as taken off the air by
a home recordist. Not for sale commer-
cially. it is being distributed to members
of the International Piano Library, which
hopes to publish similar recordings of
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Are you one of the exceptions? ror the most astonishing set of specifications
you've ever read, write "'Exceptions,’” Marantz, Inc.,, 37-04 57th St., Woodside, New York 11377,

Department A-Il.
maarannilw

A SUBSIDIARY OF SUPERSCOPE, INC,

The Marantz components illustrated, top to bottom: SLT-12 Straight-Line Tracking Playback System * Mode! 15 solid-state
120-watt Stereo Power Amplifier ¢« Model 7T solid-state Stereo Pre-amplifier Console « Model 10B Stereo FM Tuner
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Josef Hofmann: a master colorist
in Chopin’s F minor Concerto.

historical value. As Hofmann made
pathetically few commercial discs, every
documentation of his work is highly
welcome. Considering the acetate origin
of the source, the sound here—though
naturally not the best 1936 vintage—is
remarkably adequate; and the missing
fragment of music in the finale (where
the recordist was forced to change blanks)
is not a serious handicap (indeed, I am
more pained by the clumsy cut in the
first movement made by the orchestra
itself).

Hofmann had what was obviously one
of the supreme mechanisms in the his-
tory of the instrument. Seemingly un-
trammeled by any digital requirement
whatsoever, he rippled over the notes in
a perpetual flood of seductive color and
gossamer song. At some times his
pianism treated a filigree passage with
the lightness of a butterfly; at others, it
displayed the torrential force of a mighty
cataract. The pearly perfection of the
Hofmann “sound” and its pristine trans-
parency made him the leading colorist
of all time. While Hofmann engaged in
all sorts of interpretative transgressions
today considered reprehensible, virtuosos
of Hofmann’s extraordinary cut will prob-
ably always have to be accepted as
laws unto themselves. The present well-
processed disc includes some personal
reminiscences about Hofmann by Arthur
Loesser, a short telephone interview with
Hofmann on the occasion of his seventy-
fifth birthday, data about the recording
by Gregor Benko and Al Petrak, and
a long essay on the artist by Harold C.
Schonberg.

Hofmann was sixty when he gave
the Chopin performance discussed above.
Andre Watts was eighteen when he re-
corded his Chopin Second for Columbia
two years ago (the Liszt is a reissue of
the performance taped two years prior to
that). Comparison between the mature
artist and the young performer, between
the pianism of the first decades of this
century and that of the present day, would
hardly be fruitful. Not unnaturally, there
are certain gaucheries in Watts's reading.
He is a declamative player, altogether an
extrovert in his mode of communication,
employing a grandiose scale of dynamics
and an italicized rubato. One does not
find the sense of proportion and the
polish of the fastidious Viadimir Ash-
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kenazy, for example (also a very young
performer at the time of his Angel re-
cording). Watts's treatment of the lar-
ghetto, is very broad, without a com-
pletely secure sense of harmonic di-
rection, and cne feels that a temptation
to venture into interpretative realms
beyond his present artistic comprehension
is perhaps his greatest failing. Yet this is
a very likable performance, and augurs
well for an even better one ten years
hence.

Schippers supports the pianist admira-
bly, and the orchestral tuttis are rendered
intact. Columbia’s sound is excellent in
terms of brilliance, though Philharmonic
Hall (presumably the recording site)
produces a somewhat dry, unshimmering
acoustic. To hear how much the hall is
improved over its earlier days, however,
it is only necessary to play a few bars of
the Liszt recorded when the auditorium
was new. H.G.

COPLAND: Twelve Poems of Emily
Dickinson; Three Choruses

Adele Addison, soprano, Aaron Copland,
piano (in Twelve Poems); Mildred Mil-
ler, mezzo, Robert Hale, baritone, New
England Conservatory Chorus, Aaron
Copland, cond. (in Choruses). CBS ®
3211 0017, $4.79; 32 11 0018, $5.79.

It is good to see that Columbia’s Cop-
land project will not neglect the less
celebrated aspects of his work. The Em-
ily Dickinson songs of 1950 are some-
thing special: after abstaining from the
song medium for more than two decades,
Copland produced this major cycle—not
a “story” cycle, but a personal selection
of poems centering around the poet’s
major subjects: “nature, death, life, eter-
nity,” as they are named in the compos-
er's prefatory note. Stylistically closer
to his *“absolute” music than to the bet-
ter-known ballets (and their vocal coun-
terparts, the arrangements of Old Amer-
ican Songs from 1950 and 1952), these
songs span a wide spectrum of expres-
sion, and present an impressive range of
textural and formal solutions to the prob-
lems posed by the subtle, somewhat cl-
liptical texts.

This is Copland’s second recording
of these songs, and it can be counted an
improvement in significant respects, be-
ginning with Adele Addison’s diction,
which s several degrees superior to
Martha Lipton’s in the ecarlier version
{Columbia ML 5106). Addison's cool,
highly individual timbre is most faith-
fully rendered by the crystalline sound.
and the recorded piano tone is strikingly
better than last time. Although the com-
poser’s fingers may have been a shade
more limber on the earlier occasion. he
controls the many gradual and structur-
ally important tempo modifications with
the authority we expect—and do not al-
ways find—in composer-performers. (In-
cidentally, all the songs are in the original
keys here, whereas Miss Lipton's mezzo
required a number of transpositions.)

Of the three a cappella choruses, the
longest and most important is the 1947
setting of the Creation narrative from
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Genesis, In the Beginning. The secret of
this work’s success lies in its unpreten-
tiousness; basically simple musical materi-
als are developed through episodes of in-
creasing complexity, with such ingenuity
that even over a span of seventeen min-
utes there is still something in reserve for
an impressive climax that does not strain
the bonds of this coloristically limited
medium. The use of a mezzo-soprano
soloist as a kind of narrator helps to pro-
vide textural contrast, and a clearly ar-
ticulated architectural plan underlines the
text's basic divisions.

The New England Conservatory Chor-
us does nobly by this difficult task, and
also by the two shorter choruses: Las
Agachadas, a folksong elaboration; and
Lark (to a poem by Genevieve Taggard),
a more austere piece that never quite ful-
fills the promise of its initial gestures.
Admirers of In the Beginning should cer-
tainly make a point of investigating the
recording by the Gregg Smith Singers
(Everest 6129/3129); not different from
the composer's reading in any major re-
spect, it nevertheless offers an even more
remarkable degree of choral precision
and blend. D.H.

DELIUS: Concerto for Piano and Or-
chestra
t+Barber: Sonata for Piano, Op. 26

Marjorie Mitchell, piano; NDR Sym-
phony Orchestra, William Strickland,
cond. DEcca ©® DL 10136, $4.79; DL
710136, $5.79.

Marjorie Mitchell is an excellent pianist,
with a crisp style, a powerful technique,
and a fairly wide range of expression.
Unless her musical tastes are diametri-
cally opposed to mine, she is also a
masochist. After doing, on a recent
Decca release, all that could be done for
the thoroughly unrewarding Britten Con-
certo, here she is wading through the
longueurs of Delius’ essay in the same
genre. This is generally supposed to be
the worst of Delius’ four so-called Con-
certos: but though, formally speaking, it
is a terrible mess, there is no lack of
character in its themes, and Miss Mitchell
comes as near as anyone has in my ex-
perience to making the whole ram-
shackle contraption work. The orchestral
contribution under William Strickland,
though not always perfectly punctual, is
full of color and conviction.

Not having heard it for a while, I have
grown accustomed to thinking of Sam-
uel Barber's Piano Sonata as one of the
best things he has done. On renewing
acquaintance [ find it less individual and
less arresting than | had thought, and
in any case Miss Mitchell's performance
has to cope with memories of one of
Horowitz's most spectacular interpreta-
tions, stili available on RCA Victor.

The mono recording on both sides of
the new Decca disc is extremely good,
and 1 prefer it to the stereo, which
sounds a bit diffuse. B.J.

DUTILLEUX: Symphony No. 2—
See Roussel: Suite in F, Op. 33.
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WHY DID A MAN LIKE BILL
CHOOSE THE UNIVERSITY MINI-ETTE?

Bill found the Mini-ette fit both his bookshelf and his budget.
But what really sold him was the sound.

It's no wonder. Each Mini-ette has its own separate woofer and tweeter
matched and balanced in an enclosure that’s specially designed to permit
increased mass loading and greater “air-spring” compliance. So Bill got
a range of sound from 40 Hz of bass to treple higher than his ear can
hear. He also got a custom-crafted cabinet topped off with a
beautiful, hand-rubbed walnut finish.

Bill chose Mini-ette because University®designed it for him, and for people
like him. But it's just one of University’s people-designed line.

Your University®dealer has svstems to fit everyone. Stop by soon

— see and hear the system University designed for you.

THE UNIVERSITY@MINI-ETTE
Ultra-compact, authentic 2 speaker system with
separate woofer, tweeter and
electrical network. Sealed air-tight enclosure
measures only 15"x912"x6". Hand-rubbed, oiled
walnut finish on all four sides.

LESS THAN $50

Listen—University@’Sounds Better

UNIVERSITY SOUND

A DIVISION OF LTV LING ALTEC. INC
P.O. Box 26105 Oklahoma City, Okla. 73126
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WORTH
WAITING
FOR!

DYNACO
STERED
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 cycles 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
orshort circuits; impeccable
specifications; modular design
for easy kit building.

Write for full specifications

DVORAK: Symphony No. 7, in D
minor, Op. 70

Czech Philharmonic Orchestra, Zdené&k
Kosler, cond. CRossROADS @) 22 16 0097,
$2.49; 22 16 0098, $2.49.

Kosler has produced a remarkably
pointed and lucid account of DvorFik’s
great D minor Symphony. If the almost
graphic clarity with which he reveals the
wealth of orchestral colorings and rhyth-
mic details were his only achievement,
respect would be his due; as it is, he
has used this exegesis as a starting point
—the tautness of his control over the
orchestra provides the anima for the
performance. I myself would prefer a
reading of greater sweep—there is less
grandeur, less drama here than one might
expect—but the strong accents and com-
plete economy of execution convey a
sense of pulsating energy. On its own
terms. certainly, this excellently recorded
disc earns a place alongside Monteux’s
version on RCA Victor. S.L.

GEMINIANI: The Enchanted Forest
t+Locatelli: 1l Pianto D’ Arianna, Op.
7, No. 6

Angelicum Orchestra of Milan, Newell
Jenkins. cond. NoNksuch ©® H 1151,
$2.50: H 71151, $2.50.

You won't get far in trying to make
programmatic sense of these two works,
but you will hear some good concerto
grosso writing in the Geminiani and some
highly expressive solo violin work in the
Locatelli, along with a nicely grieving
grave movement. The first of these two
compositions was written to accompany
a mime-and-dance ‘‘spectacle” presented
in Paris in 1754, based on a section of
Tasso’'s poem Jerusalem Delivered: it
contains lively scoring. many dramatic
turns of phrase and sudden changes of
tempo. and some fancy footwork on the
part of horn and trumpet. Locatelli’s
Plaint of Ariadne is less overtly striking,
| but is satisfactorily lamenting in its

operatic sort of way. Both are performed
with purposefulness though not much
subtlety. S.F.

HAYDN: The Scven Last Words of
Christ

Little Orchestra of London, Leslie Jones.
cond. NonNesucn ® H 1154, $2.50;
H 71154, $2.50.

I Solisti di
cond. VANGUARD
VSD 71164, $5.79.

Zagreb. Antonio Janigro,

Spanish priest for performance between

© VRS 1164, $4.79;

These “seven sonatas, with an introduc-
tion and. at the end. an earthquake.”
as they are described in the title of the
first edition, were commissioned by a

”

for the final “Earthquake,” there is no
attempt at tone painting, though it is
possible to see in the pizzicato strings
of Sonata V (“I thirst”) the drops- of
pure water for which Jesus yearned. In-
stead, Haydn’s panels all express the
same mood but each in a different way.
Every now and then, as in Sonata IlI
(“Woman, behold thy son!”), an expres-
sive dissonance bursts out of the solemn
music like a tongue of flame from a
smoldering fire, and much of the center
piece. Sonata IV (“Eli, Elj, lama sabach-
thani™"), is immersed in a profound grief.
But in this movement and elsewhere con-
trast is provided, often by a line of canta-
bile melody, reminding us that Haydn's
religious music, like his secular work, is
basically Italian in style.

The two recordings point up how vital
the quality of performance is for a work
so unusually constructed as this one.
Jones and his orchestra play in respecta-
ble fashion. but not very imaginatively.
Their sforzandos could have more bite,
the strings are not quite together in a
few spots. the Earthquake is rather tame
—in short, one is made aware that time
is passing slowly. Janigro. on the other
hand, doesn’t hesitate to play some move-
ments a shade faster; at least, they sound
more spirited. He finds more drama in
the music. makes sharper contrasts. His
players sing mwore, phrase more subtly,
and the ensemble is impeccable. All this.
plus clearer. more resonant sound, keeps
one engrossed in the proceedings for
long stretches. as opposed to the frequent
wandering encouraged by the Nonesuch
version. N.B.

1IOLST: The Plancts, Op. 32

Ambrosian Singers: New Philharmonia
Orchestra. Sir Adrian Boult, cond. ANGEL
D 36420, $4.79: S 36420, $5.79; ® YIS
36420, $7.98.

One happy result of Sir Adrian Boult’s
recent renewed activity in the recording
studios is this remake of Holst’s Planets
—a score Boult was the first to conduct
and his reading of which has always
been a favorite of Holstian specialists.
His 1959 recording. with Viennese musi-
cians for Westminster, had many flaws,
and it is good to be able to say that the
new version is a fine one interpretatively
and is well recorded.

Of the competition. the Sargent ver-
sions for Capitol and Richmond (mono
only) are now antiquated. and neither
the Stokowski (Capitol) nor Karajan
(London) reading is satisfactorily idio-
matic—although the Karajan perform-
ance is first-rate in every respect save
that of some ineffable quality of “Eng-
lishness.” Technically, the London re-

cording of 1962 remains a formidable
one. but Angel’s less spectacular (and
also less bottom-heavy and reverberant)
sonics are very satisfying in repeated
hearings.

There is one detail for which Karajan’s

little sermons on the Seven Last Words.
Haydn later admitted that the task of
writing seven slow movements in succes-
sion was a difficult one, but he seems to
have taken great pains with it. Except

and detailed test reports,

olynaco inc. §

3912 POWELTON AVEMNUE,
PHILADELPHIA, PA. 19104
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Up-grade
your sound
with EMTY

loudspeakers.

Model 62/ $79.9
20%" high x 11%" wide x 10" deep

EMI loudspeakers will make any
receiver or amplifier sound better.

Take the space saving EMI Model 62
for instance. You can expect at least |
three major improvements in sound
from the unique EMI construction and
design.

First, the 62's aluminum cone in the
woofer is very light, absolutely rigid,
but freely suspended, follows the audio |
signal with greater accuracy thus pro-
viding better transient response, better |
attack and recovery characteristics.

Second, the elliptical shape of the
cone with its varying measurements
from voice coil to perimeter gives a
wider band of basic resonance and
therefore better, smoother bass
response.

Third, the tweeter has a critically
curved diaphragm designed with
extreme attention to both weight and
material. The frequency response
remains smooth all the way up to
20,000 cps and the polar response
characteristic is vastly superior to that
of a conventional tweeter.

The end result is a speaker system
with fine, clean, precise free-floating
natural sound. So, come on up to EMI
loudspeakers. You'll definitely up-grade
your sound.

The Model 62 is just $79.95. Other
EMI models from $49.95 to $395.00.
For complete information on where
you can see and hear EMI! loud-
speakers, write—

BENJAMIN SOUND CORP.

40 Smith Street
Farmingdale, New York 11736
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LOCATELLL: Il Pianto D’Arianna,
Op. 7, No. 6—See Geminiani: The
Enchanted Forest.

MAHLER: Symphony No. 3

Maureen Forrester, contralto; Women's
Chorus of the Netherlands Radio; Boys’
Chorus of St. Willibrord’s Church (Ams-
terdam); Amsterdam Concertgebouw Or-
chestra, Bernard Haitink, cond. PHiLiPs
©® PHM 2596, $9.58. PHS 2996. $11.58
(two discs).

This performance is a strong rival 1o
Bernstein's on Columbia, and in terms
of recording it surpasses it: the sound
has a crispness and clarity particularly
helpful to the important brass and per-
cussion parts in this exuberant symphony.

Bernard Haitink: his Mabler is
a4 strong vrival to Bernstein.

The principal disadvantage secems to me
to lie in the big final slow movement:
here not only does the recording lose
some of its focus but the performance
seems curiously lacking in conviction.
The tempo changes are not all smoothly
achieved, the climaxes are underplayed,
and the last page ignores Mahler's in-
struction that the trumpets are to dom-
inate the whole orchestra, while failing
also to realize his demand for “satu-
rated, noble tone.”

But in the five preceding movements
Haitink's direction is extremely impres-
sive. His powerful drive in the first
movement results in an unusually cogent
formal whole, though 1 must own a
personal preference for Bernstein's great-
er sensitivity. In the following minuet
Haitink’s unaffected simplicity is very
taking, and his handling of the fourth
movement Nietzsche setting, “O Mensch,
gieb acht!” is far better than that of
Bernstein, whose rhythmic flexibility to-
tally obscures the distinction between
quarter- and half-notes. Bernstein, on
the other hand, is marginally preferable
in the fifth-movement Knaben Wunder-
horn song with boys’ chorus and bells.
and more relaxed and convivial in the
scherzo movement that stands third.
(Both performances regrettably substitute
a trumpet for the solo posthorn in this
movement.)

WwwWw americanradiohistorv com

The disappearance from the catalogue
of Charles Adler's sensitive but mono-
only version is a sad instance of the
inevitability of progress; but though it
was full of good things, I doubt if it
could have held its own against its two
excellent successors. A choice between
them may safely depend on your pref-
crence between Bernstein's wayward but
often irresistible charm and Haitink’s
more direct approach. Nor is there much
to choose between the two admirable
contralto soloists, though Martha Lip-
ton’s performance inevitably suffers
through Bernstein's distortions. In many
ways, and especially in recording quality,
the Haitink deserves a strong recom-
mendation; yet | should hate to be with-
out the Bernstein. B.J.

MOZART: Councertos for Piano and
Orchestra: No. 13, in C, K. 415;
No. 20, in D minor, K. 466

Vasso Devetzi, piano: Chamber Orchestra
of Moscow, Rudolf Barshai, cond. PATHE
© ASDF 889, $5.79 (stereo only).

MOZART: Concertos for Piano and
Orchestra: No. 8, in C, K. 246; No.
9, in E flat, K. 271; Rondo in A,
K. 386

Vliadimir  Ashkenazy, piano; London
Symphony Orchestra, Istvan Kertesz,
cond. LonpoN © CM 9501, $4.79; CS
6501, $5.79: @ LCN 80190, $8.95.

MOZART: Concertos for Piano and
Orchestra: No. 14, in E flat, K.
449; No. 24, in C minor, K. 491

Géza Anda, piano: Camerala Academica
of the Salzburg Mozarteum, Géza Anda,
cond. DeEuTsciE GramMorHoN © LPM
13196, $5.79; SLPM 139196, $5.79.

It's getting harder and harder to choose
among recordings of almost any given
Mozart piano concerto. The latest batch
of such discs proves once more that so
many gifted pianists are devoting care-
ful thought and much work to Mozart
that a bad performance is becoming a
rarity, at least on records.
Nevertheless. there are degrees of pen-
etration. Of the three artists considered
here, it seems to me that Miss Devetzi
has the least insight into the style. She
reveals some old-fashioned, Romantic
traits. In both works, for example, she
slows up for a second theme or for a
lyric solo passage, disrupting the mo-
mentum. In the finale of K. 415 she pulls
a phrase out of shape by playing a short
appoggiatura long. The D minor Con-
certo. which as a rule is practically
pianist-proof, comes off less well than the
C major. In the slow movement the G
minor section lacks drama. Barshai is not
very helpful in this work: he plays the
opening with metronomic exactitude, and
in the finale the dovetailing of piano and
winds is not precise. To offset such things,
in part. there is Miss Devetzi's lively and
musical playing in much of K. 415; her
Andante is particularly beautiful.

HigH FIbELITY MAGAZINE
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Ashkenazy turns in first-rate perform-
ances from every point of view. The
early C major Concerto, K. 246, is
seldom performed, and it is certainly not
one of the masterworks, but its Andante,
particularly, has some captivating ideas,
and the work as a whole is well worth
an occasional hearing—especially when it
is presented as ingratiatingly as it is here.
The Rondo, K. 386, is a beauty, and K.
271 is of course the first of the great
piano concertos. Ashkenazy plays its
first movement with delightful crispness;
the finale ripples along in sprightly fash-
1on. Without a hint of sentimentality he
conveys all the poetry of the Andantino,
one of the most moving things Mozart
wrote before settling down in Vienna. In
all this the soloist is skillfully abetted
by Kertesz, who scems 10 see eye to eye
with Ashkenazy in every particular. This
version of K. 271, 1 think, belongs
alongside Alfred Brendel's as the best
now available. Except for a puge in K.
386 where the wviolas, dialoguing with
the first violins, are buried, the balances
are excellent, as is the sound in general.

Géza Anda continues his meritorious
series of Mozart concerto recordings with
two of his better readings. His solo work
gets off to a perfunctory start in K. 449,
but it soon picks up in interest and never
descends again to the merely business-
like. His tempos in this work are entirely
plausible, enabling him to do full justice
to the loveliness of the slow movement
and the gaicty of the finale. In the great
C minor Concerto, Anda avoids the dra-
matic sweep that some artists see in the
first movement and imbues it instead
with a grave, contemplative character.
He makes a persuasive case for this view.
The entire work is played with eloquence
and finesse. Although Anda is his own
conductor, there is no raggedness any-
where. Moreover, either Anda or his
cngincer has seen to it that the orchestra
1s a full partner in the proccedings, every
mstrumental voice that is supposed to
come to the fore doing so clearly. N.B.

MOZART: Quartet for Piano and
Strings, in G minor, K. 478—Sec
Schumann: Quintet for Piano and
Strings, in E flat, Op. 44.

MUFFAT: Swuites for Orchestra: Fas-
ciculus VIHI (Indissolubilis Ami-
citia); Concerto 1 (Bona Nova)

tBiber: Four Sonatas: Sonata 4 6 (die
Pauern Kirchfabrt genandt); Sona-
ta for Two Violins, Trombone, and
Buss Viol: Sonata VIII from “Fidi-
cinium Sacro-Profanum”; Battalia

Concentus Musicus (Vienna), Nikolaus
Harnoncourt, cond. ARrRCHIVE ® ARC
3262, $5.79. ARC 73262, $5.79.

An excellent disc, wherein Muffat proves
that he could—as he proclaimed—com-
bine the ltalian and French styles “so
that neither the one should color the mu-
sic too darkly nor the other make it too
frivolous™, and Biber adds yet another
cubit to his stature as onc of the most
imaginative composers to have been un-
earthed by current musical archeology.

JUNE 1967

The latter’s Bartle Sonata (reviewed in
May as part of Newell Jenkins' “Battle
Music” program for Nonesuch) still
strikes me as a landmark of sorts, and
the programmatic vein is continued here
in the Country Churchgoing Sonata, re-
markable for its organ sonority. Of
the two nonprogrammatic sonatas, the D
minor with trombone is particularly live-
ly in its part writing and in its rhythms.

Each of the Muffat works is quite
distinct: the Indissoluble Fricndship was
a ballet (performed in 1695): the Con-
certo was inspired by Corelli, whose
Opus 6 Muffat heard while he was
studying in Roine. The participation of
oboes lends an effective accent to the
contrapuntal complexities.

The instruments used in this recording

are all replicas of authentic seventeenth-
century ones. This—added to the fact
that the string parts are distributed be-
tween both violin and viol families—
accounts for the special and quite fas-
cinating sonorities. S.F.

NIELSEN: Concerto for Clarinet and
Orchestra, Op. 57; Symphony No. 2,
Op. 16 (“The Four Temperaments”)

Benny Goodman, clarinet (in the Con-
certo); Chicago Symphony Orchestra,
Morton Gould, cond. RCA Victor ®
LM 2920, $4.79; 1.SC 2920, $5.79.

Morton Gould's performance of the Secc-
ond Symphony is well conceived and

... Buffy Sainte-Marie is clearly destined to be not only a national,
but an international phenomenon.” —Irving Kolodin

www americanradiohistorv com

a new and startlingly original album

BUFFY SAINTE-MARIE
FIRE & FLEET & CANDLELIGHT

VRS$-9250 (Mono) & VSD-79250 (Stereo)

A “E. of vastly impressive

ents.”
YO} — Robert Sherman,

\  The New York Times
N

]

®She is a poet singer in the stamp
of ancient trouveres...”

). B. Brummell, High Fidelity

€erie tremble that crawls up
he listener’s spine.”

i —Time magazine
Y

. EXCLUSIVE ON

VANGUARD

é RECDRDS

Available at all fine record shops
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TURN
YOUR
LIVING ROOM
INTO A
CONCERT

If any speaker cando it...an Oxforg.
“Tempo'' Hi-Fi speaker can! '‘Tempo
speakers can reproduce from the onvest
frequencies to the most brilliant highs.
They feature heavy, ceramic magnets
needed for wide-range reproduction,
and have Oxford’s exclusive ‘‘Floating
Suspension Surround,” a resilient
flexible edge which extends the low
frequency spectrum without undesir-
able *“hangover.”

Try your ‘‘test record” (the third
movement of Ein Heldenlieben will
show up flaws in a speaker about as
well as anything) and try it with an
Oxford ‘“Tempo’” Hi-Fi speaker. You'll
be convinced.

Various models available include:
12" with built-in electrical cross-
over; 12" with built-in whizzer and
mechanical crossover; 8" with
built-in whizzer and mechanical
crossover and a 6 x 9 with built-in
whizzer and mechanical crossover.

Write today for full information.

OXFORD /rransoucer

COMPANY A Division of

Oxford Electric Corporation

3911 S. Michigan Ave.
Chicago, lil. 60653
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crisply executed. If I continue to favor
Carl Garaguly's version on Turnabout,
it is because the orchestral playing there,
particularly in the woodwinds, seems to
| capture more of the spirit of the music,
\and because Gould is occasionally less
than meticulous in securing a real pianis-
|simo from his strings—witness several
important passages around letter G in
the first-movement development section.
IOn the other hand it must be said that
| Gould’s tempo for the first movement—
a crackling Allegro collerico—is closer
| to the metronome marking than Gara-
guly's rather broad treatment. The new
RCA recording is clear, colorful, and—
apart from a touch of excessive reverber-
Ianion in the timpani solo eight measures
| after F in the slow movement—free from
| blemish; but surprisingly it yields some-
| thing in warmth to the very well-en-
gineered Turnabout,

The presence of the Clarinet Concerto,
a late and powerful if slightly overlong
essay in Nielsen's most characteristic
| dramatic style, might be considered
{enough of a bonus to tip the scales in
favor of Gould's record, and indeed the
orchestral part is done with great skill.
Unhappily, however, Benny Goodman'’s
playing is not only pinched in tone but
full of inaccuracies, many of them rhyth-
mic. On two occasions—one measure
after figure 10, and again towards the
end of the cadenza after 32—he plays
five notes instead of four in a group of
thirty-seconds: two measures before 14
he delays his first triplet until after the
‘ orchestral chord that should follow it; he
misrcads the rhythm of the second bar
after 25 and again that of the seventh
| after 30; and 1 could cite many other
| instances. In sum, this cannot be con-
\sidered an acceptable performance of
the Concerto, and we shall have to wait
| and see how the Columbia version with
| Stanley Drucker turns out. B.J.
i

|
| PIZZETTL: La Pisanella: Suite; Con-
certo dell’ estare

Orchestre de la Suisse Romande, Lam-
berto Gardelli, cond. Lonpon ® CM
9508, $4.79; CS 6508, $5.79.

lldebrando Pizzetti was a famous man
once, but his reputation has evaporated
so far that one is astonished to find that
he is still alive. (He will be eighty-seven
this year.) A number of his works have
been recorded over the years (although
not the operas for which he is most
noted), but they have all been with-
drawn, at least from American cata-
logues—the record under review is the
only one bearing his name now commer-
cially available in the United States. It
explains all too devastatingly why Piz-
zetti has been forgotten.

The suite from La Pisanella is just a
trivial little pop-concert piece despite
such titles as La Danse de l'amour ¢t de
la mort parfumée. Only one man in
history could have dreamed up a title
like that. You've guessed it: D’Annunzio.
La Pisanella was a play of his, and Piz-
zetti’s suite is drawn from incidental
music composed for its first production.
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The Concerto dell’ estate, whose three
movements fill all of one disc side and
a third of the other, is Pizzetti’'s most
important orchestral work. It achieves,
pretentiously and at length, an evocation
of the Italian countryside such as Leon-
cavallo achieves with the utmost neatness
and economy in the ding-dong chorus in
Pagliacci. 1f a much-used upper-brow
slang word of recent years has not been
utterly forgotten by now, one might
characterize the Concerto dell’ estate as
summer camp. AF.

PROKOFIEV: Symphony No. 3, Op.
44; Scythian Suite, Op. 20

Boston Symphony Orchestra, Erich Leins-
dorf, cond. RCA VicTtor ® LM 2934,
$4.79; 1.SC 2934, $5.79.

How rigorously I einsdorf pursues fastidi-
ousness. Here he demands, and receives,
near miraculous playing from his men
—and RCA’'s engineers fulfill their role
with equal devotion. But to what avail?
These are not performances: they are em-
balmings. Absent from the Symphony
is any hint of the anguished fury so
prevalent in its tissue. The Scythian
Suite appears stripped of its primitive
Sacre-like animal vitality, wholly barren
save for a too facile and arbitrary excite-
ment. S.L.

ROUSSEL: Swite in F, Op. 33
1Dutilleux: Symphony No. 2

Lamoureux Orchestra, Charles Munch,
cond. WESTMINSTER © XWN 19119,
$4.79; WST 17119, $4.79.

Roussel's Suite in F is one of the major
monuments left by the neoclassic move-
ment of the 1920s. In its zest, tuneful-
ness. and brilliance of color it reminds
one of neoclassicism as practiced by Pro-
kofiev, but its weight, dissonance, and
rhythmic liveliness cleave more to the
Stravinsky side of the idiom. At any
rate, it is a masterpiece, and in this
version it is marvelously well performed.
The recording. unfortunately, is on the
harsh and stringy side.

The Second Symphony of Henri Dutil-
leux is one of the works commissioned
by the Boston Symphony to commem-
orate its 75th anniversary in 1956. It is a

gorgeous_piece,. orchestrated with a radi-
ance, richness, and power one had
thought has disappeared from modern
music, and with a heroic accent and a
grandeur of form to match. Unfortunate-
ly. one of the principal features of the
work, its use of a concerto-grosso-like
contrast between a chamber orchestra of
twelve instruments and the full ensemble,
is not brought out in the recording, which
is otherwise acceptable enough. AF.
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SCHUETZ: Kleine geistliche Kon-
zerte: Book 1 (16306)

Soloists; instrumentalists;  Westphalian
Choral Ensemble: Wilhelm Ehmann,
cond. NONEsucH @ HB 3012, $5.00; HB
/3012, $5.00 (two discs).

It would scarcely be an exaggeration to
describe Nonesuch's two-disc set of the
Little Sacred Concertos, Book 1, as the
most important Schiitz release to have
entered the catalogue. Everything about
this memorable issue is ngnt. To begin
with, the music 'tself is among Schiitz’s
greatesi, In both date and style it be-
longs between such works as the first
set of Symploniue sacrae, with their
Italianate floridity and their thoroughly
baroque delight in vivid contrasts, and
the music of Schiitz's laier years, In
which he turned decisively away trom
dramatic “effectiveness” towards the aus-
tere and contained manner of the Passion
setuings.

The Kleine geisiliche Konzerte strike
a particularly satisfying baiance between
these extremes. They are not “concertos’
in the modern virtuoso Ssense, nor even
in the classical dramatcally oriented
sense; rather they are picces in which
from one to five solo voices “honzertier-
en”—"make music together"—with an
accompaniment, set forth as a continuo
buss, which may properly be realized for
a small but varied group of instruments.
But the intimate characier suggested by
this layout does not preclude frequent
moments of high expressiveness, and
Schiitz's deep involvement with his texts

which are taken mostly from the
Psalms and from other parts of the
Bible—results in music which i1s as com-
pelting in its emotional strength as it is
free from mannerisms and exaggeration.

Fhe present recording, taken from a
Birenreiter original produced under the
auspices of the International Heinrich
Schiitz Socicty, enjoys the direction of
Withetm Ehmann, who is principally re-
sponsible for the excellent edition of the
Konzerte issued four years ago as part
of the new collected edition of Schiitz
(also published by Birenreiter). These
performances bear witness to musicology
of the finest kind. There is nothing in
the least academic about them. Stylistic-
ally they are impeccable, but what
impresses most is their sensitivity and
their sheer musical beauty. The instru-
mental settings are colorful but never
obtrusive, and they are in the hands of
such experts as Arno Schonstedt, who
doubles on harpsichord and positive or-
gan, Heinrich Haferland and Hans Koch
on viola de gamba and violone, Otto
Steinkopf on dolcian (precursor of the
bassoon), and lutanist Walter Gerwig.

What is more remarkable is that Biir-
enreiter managed to assemble a group of
solo singers who are not mereiy expert
cxponents of Schiitzian style but in most
cases have beautiful voices too. Among
the sopranos Maria Friesenhausen. Gun-
dula Bernat-Klein, and Adele Stolte make
distinguished contributions: Emmy Lis-
ken’'s contralto is a rare blend of clarity
and warmth: Johannes Hoefflin and Rolf
Bossow arc far more fluent and musical
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than the average German tenor: and
Carl-Heinz Miiller, Johannes Kortendiek,
and Wilhelm Pommerien make as im-
pressive a line-up of basses as one could
hope to hear in the sonorous parailel-
third runs of Himmel und Erde vergehen.
In the last two Konzerte—Siehe. mein
Fiirsprecher ist im  Himmel and the
spacious Il hab mein Sach Gott heim-
gestellt—the Westphalian Choral Ensem-
ble contributes clean, well-focused tone
1o the capella passages.

Music and performance are superbly
served by the recording, which is crystal-
clear without any sacrifice of warmth.
At full price the quality of the presenta-
tion would be commendable: the booklet
contains an illuminating  (if rather
polysyllabic) introduction by Joshua Rif-
kin. useful notes by Werner Bittinger,
and full texts and translations: at $5.00
for the two-record set, such thoroughness
i1s nothing short of astonishing. B.J.

SCHUMANN: Quintet for Piano and
Strings, in E flat, Op. 44

tMozart: Quartet for Piano and
Strings, in G minor, K. 478

Leonard Bernstein, piano: Juilliard Quar-
tet. Corumpia © ML 6329, $4.79; MS
6929, $5.79.

Leonard Bernstein here joins a distin-
guished line of those who have recorded
the Schumann Quintet—a line begun by
another piamist-conductor, Ossip Gabrilo-
witsch—and, as one would expect. he
and the Juilliard perform with precision,
finesse, and virtuosity. Inasmuch as nor-
mal problems of intonation and tone do
not exist for these performers. they are
able to concentrate on musical problems.
Their conception is modern. and 1 for
one miss the passionate outbursts that
characterized  turn-of-the-century  per-
formances of this piece. But we are liv-
ing in the age of purity.

Curiously enough, the dynamic range
here is cramped, and it sounds as if
Columbia had recorded various takes at
different times and then put the whole
together.

The Mozart Quartet is more pleasing
than the Schumann piece, and Bernstein
plays with infinite imagination—so much
so, indeed, that in places the work
sounds like a thinly orchestrated piano
concerto. There is no wondering here
who is the leader—he’s at the keyboard.
My own preference is still for Horszow-
ski as the chamber music pianist par ex-
cellence, but Bernstein s an up-and-
comer. GREGOR BENKO

SHIELD: Rosina

Margreta Elkins (s), Rosina; Elizabeth
Harwood (s), Phoebe: Monica Sinclair
(c), William: Robert Tear (t), Mr. Bel-
ville: Kenneth MacDonald (t), Captain
Bellville and A Rustic; Ambrosian Sing-
crs: LLondon Symphony Orchestra, Rich-
ard Bonynge, cond. LONDON ©® A 4160,
$4.79. OSA 1160, $5.79.

William Shield’s ballad-operas graced the
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NEW
RELEASES

Mascagni:
CAVALLERIA
RUSTICANA

Elena Suliotis, Mario del Monacc,
Tito Gobb.. Orchestra e Coro di Rema
—Silvio Vasviso

Side 4

ELENA SULIOTIS
OPERATIC RECITALS

Arias from Ur Ballo in Maschera, La
Forza del Destino, La Gioconda
Stereo OSA.-1266 Mono A-426€

Gilbert & Sullivan:

THE SORCERER
The D'Oyly Carte Opera Company.
The Roycl Philhcronic Crchestra—
Isidore Godirey

Stereo OSA-1264 Mono A-4264

FELICIA WEATHERS

VERDI & PUCCINI
ARIAS

Arias fror Don Carle, Otetlo, Manon
Lescaut, Turandet, Madama Butter-
fly, Suor Angelica, Gianm Schicchi.
The Vierma Opera Orchestra—Argeo
Quadri

Stereo OS-26014 Mor.o OM-36014

Rossini:
THE
BARBER OF SEVILLE
Highlights
Teresa Berganzc, Nicclai Ghiaurov,
Ugo Benmelli, Mcruel Ausensi, Fer-
nando Corena. Crchestra and Chorus
Rossini di Napcli—Silvio Varviso
Stereo O£-26067 Mono OM-3€0C7

Beethoven:
FIDELIO—Highlghts
Birgit Nilsson, James McCracken,
Tom Krmouse, Hermann Prey. The
Vienna Philka:menic Orchestra—

Lorin Maazel

Stereo OZ-2609 Mono OM-36009

Rat
LONDOR..

RECORDS
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London stages during the last quarter of
the ecighteenth century. and displayed
there the guilelcss charms of rustic maid-
ens, the noble virtue of very gentle
gentlemen, the honest simplicity of hardy
laborers happy at their work, etc. All
set to tuneful melodies and shot through
with an unbelievable number of refer-
ences to blushing. The entire population
of England must have been subj=ct to
circulatory disorders.

Our heroine sets the tone of the pres-
ent pastoral romance with such observa-
tions as: “Whilst with village maids |
stray/sweetly wears the joyous day:/
cheerful glows my artless breast,/mild
Content the constant guest,/ah! a con-
stant guest.” That’s Rosina, and she gets
her man.

The tunes, linked by spoken dialogue.
are all “pretty”; in the first act each
character is introduced by way of an
aria in his own distinct vein: the love-
sick Mr. Belville is nostalgic in a kind of
Kathieen Mavourneen manner: Rosina is
—temporarily—very mournful indeed:
the designing Capt. Belville (brother to
the lovesick Mr. Belville) is heartily
military; and the peasants are folksy.
There is some wonderfully furious vocal
embellishment in the course of these
songs, the composer had good singers
working for him at Covent Garden in
1782, when Rosina first appeared. and
though I have no doubt that Richard
Bonynge is responsible for much of the
actual working out of the ornamentation
in this recording, it sounds perfectly ap-
propriate.

Bonynge has good singers working for
him too. Elizabeth Harwood positively
flourishes as the leading peasant giri:
Margreta Elkins is occasionally slightly
hard-pressed in the title role, but is at
no serious disadvantage: Monica Sinclair
handles the extraordinary range and
shape of her boy’s part with superb
flexibility, although no woman alive
could make some of these low passages
sound natural. MacDonald and Tear are
fine as the brothers Belville, with the
former rather outshining the latter. All
in all. a merry pastoral romp, veddy
Fnglish. S.F.

SIBELIUS: Quartet for Strings, in D
minor, Op. 56 (“Voces Intimae”)

iBerwald: Quartet for Strings, No. 2,
in A minor

Copenhagen String Quartet. TURNABOUT
© TV 4091, $2.49: TV 34091S. $2.49.

The present performance of the Voces
Intimae captures much more of the omi-
nous introspection. the effective color,
and the multi-faceted shifts of texture
and mood than did the recent Claremont
edition for Nonesuch. Some of the addi-
tional poetry accrues. no doubt, from
the present sonics, which are less knife-
edged and closely miked, more conducive
to long-breathed repose than the Ameri-
can product. Yet the Danish performance
itseif is rather more perceptive. With
these artists vibrato is a coloristic effect
to be used with restraint. for expressive
considerations only, while for many
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American players vibrato is a way of life.
The Copenhagen foursome, moreover,
seems to be far more appreciative of
Sibelius’ long-spanning melodic lines.
Berwald’s contribution to the disc (it
rounds out the second side) is gracious,
romantic, and of no great consequence,
It too is nanaso-irely rendered and attrac-
tively reproduced. H.G.

TCHAIKOVSKY: “I'chaikovsky for
Strings”

Serenade in C, Op. 48; Quartet for
Strings, No. 1, in D, Op. l1: Andante
cantabile; Chant sans paroles, in F, Op.
2, No. 3 (arr. llja Hurnik).

Czech Chamber Orchestra, Josef Vlach,
cond. Crossroans © 22 16 0101, $2.50;
22 16 0102, $2.50.

A real sleeper! Josef Vlach (is he the
leader of the Viach Quartet?) is unmis-
takably a conductor with a special
aptitude for string idioms, vibrant and
beautifully balanced string sonorities. It's
a particular pleasure to hear these works,
the four-movement Serenade in particu-
lar, played not by the opulent string
choirs of a large symphony orchestra (as
in the recordings by Ormandy and
Munch) but by a modestly sized cham-
ber ensemble—with markedly enhanced
individuality of the melodic parts and
much more lucidity in the ff tuttis. The
recording too is just right: smoothly
panoramic. pure, bright, open, and en-
tirely free from unnatural spotlighting.
Moreover. Viach is unusually successful
in reconciling the normally conflicting
demands of romantic expressivity and
classical objectivity. The silly little Song
Without Words is certainly not free from
sentimentality. but the usually emotional
Andante cantabile is surprisingly straight-
forward, and Vlach's consistently re-
strained yet always eloguent Serenade is
an unqualified delight. R.D.D.

VERDI: Un Ballo in maschera

Leontyne Price (s). Amelia: Reri Grist
(s). Oscar: Shirley Verrett (ms), Ulrica;
Carlo Bergonzi (t), Riccardo: Robert
Merrill (b), Renato; Mario Basiola, Jr.,
(b), Silvano: Ezio Flagello (bs), Sam;
Ferruccio Mazzoli (bs), Tom; RCA
Italiana  Chorus and Orchestra, FErich
Leinsdorf, cond. RCA VictorR ® LM
6179, $14.37; 1.SC 6179, $17.37 (three
discs).

This is one of those opera sets (they
are coming along with increasing fre-
quency) that is difficult to assess fairly
because it gives every surface appearance
of being a good performance, and yet
adds up to less than the sum of its parts
—one is conscious of good singing and
good playing most of the time, but this
good singing and playing exert no grip,
and give us but a puny experience of the
opera. Judgment is complicated by the
fact that Un Ballo has never been re-
corded in a really satisfying way; if I
were asked for an all-round recommenda-
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tion, I don’t know what | could suggest—
Toscanini, I suppose, but that set has
serious weaknesses.

Lord knows the piece itself has its
problem patches. It does not offer the
great character studies afforded by other
late-middle Verdi operas, and throws up
serious obstacles to believability—for ex-
ample, the notion that all this takes place
among English colonialists “in the vi-
cinity of Boston,” and the hopeless little
scene of Silvano the sailor man and his
promotion. But there are also some
superb dramatic possibilities, and several
of the finest arias the composer ever
wrote. And there is the interesting am-
bience inherent in the suggestion that
the whole thing is something of a mas-
querade: Riccardo runs around incognito:
Ulrica may or may not be a true seeress:
Amelia disguises herself, and conceals an
illicit passion which she tries to banish
with the aid of magic; and finally there
is the masked ball itself. There are ex-
citing theatrical possibilities in all this.
and any performance (live or recorded)
ought to get across at least some measure
of the atmosphere of powerful but sup-
pressed emotions, of melodramatic jux-
tapositions of appearance and reality, of
superstition and sorcery. There is plenty
of it in the music.

While there is not plenty of it in this
performance, there is nonetheless the
fact that Ballo is a romantic grand opera,
in which much of the message is con-
veyed simply by the right kind of sing-
ing. When the prima donna is Leontyne
Price, we are assured some lovely sound,
and since this happens to be one of her
best roles, we get a generous portion.
particularly when she sets for one of the
long, spinning phrases at and above the
top of the staff in which the score
abounds. No soprano alive makes a more
beautiful sound in this territory, and on
this recording she is in fresh, free voice.
She also captures at least a general sense
of situation and emotional response—
nothing specific in the fashion of Callas’
anguished, suppressed “addio’s during the
dance in the final scene, but enough to
make her vocalism personal. She is a
step from greatness in her singing of the
role, partly because of the husky, rather
hollow sound of her bottom notes and
partly because she does not always fol-
low a phrase through in a fashion that
takes the music along. These problems
often come out to the same thing. She
makes a stunning effect, for instance,
with the rise and fall of “Consentimi, o
Signore” in the second scene, but then
doesn’t carry on with firmness and move-
ment on the succeeding phrase “virti
ch'io lavi'l core” (a low phrase). It’s an
uncompleted musical sentence, a typical
Verdian device left unrealized. The good
moments, though, are quite gorgeous—
she has few contemporary competitors in
the role.

The other two women just do not
offer solutions for their roles (not an
insult: Oscars and Ulricas who are more
than acceptable are few). Shirley Ver-
rett’s voice is a couple of shades too
light for the music, which calls for con-
tralto, or at least for the weighty Italian-
dramatic mezzo sound of, say, Barbieri.
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Its relative weak spot (the lower-middle
area) is located precisely where it will
do the most damage in this music. Fur-
ther, she offers almost no evocation of
the character or the scene, and the fact
that she sings solidly with her firm high
mezzo voice is no compensation; she is
just a poor choice for the role. Reri
Grist sounds limp and small in the music
of Oscar; the singing has not enough dash
or color, and surprisingly, very little per-
sonality or sense of dramatic projection
comes through.

Carlo Bergonzi here records Riccardo
for the second time, singing smoothly
and competently but with little excite-
ment. He seems to be passing through a
period of some vocal difficulty: 1 have
heard him in uncomfortable Metropoli-
tan encounters with both Riccardo and
Edgardo within the past year (parts he
normally carries off very easily), and
much of his work here sounds curiously
careful and withheld. Robert Merrill,
on the other hand, is well above his
recent average, and makes an extremely
handsome sound. He also phrases in a
controlled, considered way: this “Eri tu,”
for instance, is far better balanced and
more relaxed than the effort on the
Toscanini set. It is still far from a great
interpretation—no sense of sadness or
nostalgia, no rounding of phrases, no
lingering over the “dolcezze perdute” or
the “speranze d'amor” that Renato is
supposedly mourning. But that is typical
of the recording—good sound, musically
ordered, but no scene. Ezio Flagello and
Ferruccio Mazzoli have their music easily
in hand, though there is little bite or
presence to their work; Mario Basiola,
though, offers a really dislikable sound
as Silvano.

Leinsdorf's conducting is tidy and un-
eventful; as with so many of his opera
readings, it seems to me literal and frus-
tratingly cold, as if Brecht's alienation
theories were being translated into musi-
cal form. There is no throb, no real
sweep; it sounds as if the conductor feels
that the climaxes ought to build them-
selves, and if they don’t, we musicians
ought not intrude. On the other hand,
there are some spots in the arias that
are allowed to go col canto with a ven-
geance, and these seem strange to me,
too: Price, for example, is allowed a big
allargando on the triplets and dotted
eighth of “quest’ultimo favor” in the
“Morro, ma primain grazia,” but the trip-
lets in the cello obbligato immediately
following are brought back to tempo—
the thing is, Verdi has marked it spe-
cifically the other way. A similar in-
stance occurs near the beginning of her
first aria, where Price takes an exag-
gerated, unmarked allargando at “quell-
‘eterea sembianza,” where the crescendo/
diminuendo seems intended to make the
effect without stretching the tempo (I
say “seems” because one has to be care-
ful these days, what with all the research
into early editions, no doubt exactly for
the purpose of embarrassing us critics—
something to our credit, I think).

There are also the familiar Leinsdorf
virtues in the clarity of texture (good to
hear the countermotion in the brass at
the close of Scene 1, for instance) and
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Seventh Symphony

Two years and six symphonies ago,
Eugen Jochum began what has
proved to be the most ambitious
Bruckner series ever ventured. The
most authoritative. And the most
widely acclaimed.

To quote Kolodin of the Saturday
Review: “Jochum has conferred a real
benefit on those who regard Bruckner
... as a composer of magnificent aspi-
rations.”

Now, DGG presents Jochum’s sev-
enth: the Bruckner Seventh—in an
inspired and inspiring performance
by the Berlin Philharmonic.
BRUCKNER: SYMPHONY No. 7.
Also 3 Motets, Psalm 150. Berlin Phil-
harmonic; Jochum, cond. With Maria
Stader, Bavarian Radio Cho. 2-record
set

39 137-8; Stereo 139 137-8

Also new on DGG:

LORTZING: ZAR UND ZIMMER-
MAN (Highlights) Brilliant show-
case for the late Fritz Wunderlich,
Dietrich Fischer-Dieskau, Ingeborg
Hallstein.

Stereo only 136 432

CHOPIN: BALLADES & IM-
PROMPTUS Tamas Vasary, Pianist.
19 455; Stereo 136 455

MOZART: PIANO CONCERTOS
No. 14 in E Flat, K. 449; No. 24 in
C minor, K. 491. Geza Anda conducts
from the keyboard.

39 196; Stereo 139 196

MOZART: CONCERT ARIAS Gun-
dula Janowitz, soprano.

39 198; Stereo 139 198
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in the rhythmic security of ensemble
sections built around one steady tempo
(the very end of Act 1, for example).
The third act seems to me better than the
other two, and particularly the final scene,
where the choral sections are done with
good dash and precision, and the dance
has some genuine elegance.

The sound: clear, bright, and a bit dry.
The voices sometimes give the peculiar
effect of being around without being
present, and for me there is too much
isolation, too little of a whole sound. I
was surprised to hear some preécho in
the Ulrica scene. C.L.O.

Recttals &3
Miscellany

PHILIPPE ENTREMONT: Piano Re-
cital

Beethoven: Bagatelle in A minor (“Fiir
Elise””). Brahms: Waltz in A flat, Op.
39. Debussy: Arabesque No. I. Falla:
El Amor brujo: Ritual Fire Dance. Liszt:
Concert Etude, in D flat (“Un Sospiro™);
Hungarian Rhapsody, No. 2, in D flat;
Gnomenreigen. Mozart:  Sonata  for
Piano, No. 11, in A, K. 331: Rondo
alla Turca. Schubert: Moment musical,
No. 3, in F minor, D. 780, No. 3.
Tchaikovsky: Barcarolle, Op. 37, No. 6;
Humoresque, Op. 10, No. 2.

Philippe Entremont, piano. CoLUMBIA ©®
ML 6338, $4.79; MS 6938, $5.79.

Entremont has the vivacious temperament
to project most of this potpourri recital
program effectively. His Ritual Fire
Dance has gusto and ringing attack. It
is a headlong dazzling account of the
music, patterned along the lines of
Artur Rubinstein’s famous interpreta-
tion. The Liszt Rhapsody and the little
Tchaikovsky pieces are also convincingly
done. One can even subscribe to the
treatment of the Brahms Waltz (which
here is transformed into a passionate
serenade on a strummed zither or such)
or the slightly languishing and overripe
inflections of this Fiir Elise. It is only
with the choice of the tasteless Lesche-
tizsky amplification of the Schubert
Moment Musical (rather than the charm-
ing original) or the brittle tone and
exaggerated dynamics given Debussy’s
Arabesque and the Mozart Turkish
March that one begins to question the
taste of this artist. In works demanding
finesse as well as virtuosity, M. Entre-
mont is still rather too much the bull in
a china shop. H.G.

VLADIMIR HOROWITZ: “Horo-

witz in Concert”
Haydn: Sonata for Piano, in F. Schu-

mann: Blumenstiick, in D flat, Op. 19.
Scriabin: Sonata for Piano, No. 10, Op.
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70. Debussy: L’isle joyeuse. Mozart:
Sonata for Piano, in A, K, 331. Chopin:
Nocturne in E minor, Op. 72, No. I;
Mazurka in B minor, Op. 33, No. 4.
Liszt: Vallée d’'Obermann.

Vladimir Horowitz, piano. COLUMBIA ©
M2L, 357, $9.58; M2S 757, $11.98 (two
discs).

In what is probably one of the handsom-
est record packages in years, Columbia
here presents a two-disc album of music
played by the already legendary Vladi-
mir Horowitz at his fantastically success-
ful Carnegie Hall recitals last year. Horo-
witz is among the last of the hero-
pianists; he alone. it would seem. keeps
alive in the public mind the concept of
the virtuoso gifted with diabolical powers.

Perhaps the single most endearing se-
lection in the set is the Chopin Nocturne
—a performance serenely beautiful in
its fluid pacing and elegantly. quietly
gorgeous in tone. The Chopin Mazurka
too receives a remarkable reading, quite
folkish, that tapers off into silence be-
fore you quite realize it is over. The Liszt
(parts of it discreetly rewritten by the
pianist) is breath-taking, in a reading
that’s as fiery as Horowitz has ever given
but in which the virtuoso aspects are
secondary to pure musical effect. Again,
the Horowitz artistry brings to Scriabin’s
seldom played Tenth Sonata a sense of
proportion all to the good of this enig-
matic work.

Even Horowitz, of course, is some-
times fallible. In the Haydn Sonata his
exquisite articulation and phrasing are
momentarily lost (especially in the third
movement) when his accelerandos take
him to speeds incompatible with the
crispness with which he began the work,
and in the Schumann Blumenstiick we
have much well-knit tension but far too
little passion, or so it seems to me. The
popular Mozart Sonata must be consid-
ered in terms of Horowitz’s musical
aesthetic rather than what is generally
accepted as Mozart’s, Stylistically, I'm
afraid it must be counted a failure:
Horowitz ripples it off, but the distinc-
tive Mozartean charm is somehow lost
underneath the pianist’s coloristic effects
(the last movement Turkish Rondo, for
instance. takes on something of the char-
acter of a Beethoven Sonata). As for
L’Isle joyeuse, do not expect here the
Debussy of Gieseking or Casadesus: it is
a reading of breath and fire, with no
“underwater” effects at all.

The sound on these discs is as good as
can be expected from a live recording
(though my review copy suffers from
distortion in the louder passages). One
can tell the difference in tone of the
piano from selection to selection. and the
pieces from the later recitals seem to fare
better (department of curiosa: the piano
goes somewhat out of tune in the middle
of the Liszt work).
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By now, any new record from Horo-
witz must be counted as a historical
document, but I would like to submit
that such discs are historical documents
of musical creations first and mementoes
of a particular occasion second. Colum-
bia’s inclusion of loud applause of long
duration at the end of each piece only
interrupts  continuity and grates on the
car. We do not need this to remind us
of Vladimir Horowitz’s unique appeal:
we can hear the playing—and it is that
of a superbly gifted musician, an artist
of inspired stature. GREGOR BENKO

ROUEN CHAMBER ORCHESTRA:
Baroque Program

W. F. Bach: Syvmphony in F. Corelli:
Concerto Grosso, in F, Op. 6, No. 9.
Lully: Ballet Suite, Le Triomphe dc
Famour. Purcell: The Married Beau,
Incidental Music.

Rouen Chamber Orchestra, Albert Beau-
champ. cond. WorID Stries ® PHC
9045, $2.49 (compatible disc).

Neither the delightful W. F. Bach
“Symphony™ nor the Lully Suite can be
found today on other discs; but since
neither the performance nor the record-
ing here is satisfactory, the present set
hardly remedies that omission. And while
the Rouen Chamber Orchestra does bet-
ter by the Purcell Suite than its only
competitor, Fritz Mahler and the Hart-
ford Symphony, its performance of the
Corelli is outclassed in much better
recorded  versions by  Miinchinger,
Janigro, the Virtuosi di Roma, and 1
Musici.

Stylistically, the Rouen group follows
current standards of baroque perform-
ance practice both in the continuo tex-
ture and harmony and in rhythm and
phrasing. The latter are not as extreme
as some German performances, but they
are authentically stylish. Otherwise, 1
can only say that the players are not
too proficient. that the conductor has not
too keen an ear for texture, that the
studio is afflicted with excessive reson-
ance. and that World Series’ compatible
“phase control” may also be to blame
for the muddy sound. Too bad,. for the
music has much to commend it. P.H.

ELISABETH SCHWARZKOPF: “An
Elisabeth Schwarzkopf Songbook”

Schubert: Der Einsame: Der Jiingling an
der Quelle; Die Forelle: Heidenréslein;
Liebe schwdrmt auf allen Wegen; Selig-
keit. Schumann: Myrthen: Leis' rudern
hier; Wenn durch die Piazzetta: Wid-
mung. Wolf: Wenn du zu den Blumen
gehst; Die Zigeunerin, Wolf-Ferrari: [tal-
ian Songbook, Op. 17. Debussy: Mando-
line. Rachmaninoff: To the Children.
Weatherly: Danny Boy.

Elisabeth Schwarzkopf, soprano; Gerald
Moore, piano. ANGEL (D) 36345, $4.79;
S 36345, $5.79.

Every admired singer should have at
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least one indulgence among his or her
records. Mme Schwarzkopf, who re-
corded an album of favorite songs some
years back, now has two. Happily, this
disc contains some cherishable perform-
ances, and not at all a despicable reper-
tory list.

Possibly the “important” section of
the record is the set of seven little Wolf-
Ferrari songs, which the soprano has
unearthed for some of her recitals. They
impress me just as they did when Mme.
Schwarzkopf sang them in New York in
January 1966—as charming, well-wrought
songs, with something in each to lift
it above the level of salon literature.
One might even say that this is the most
successful cycle in twentieth-century
[talian song literature, except that the
remark might sound backhanded. In
any case, Schwarzkopf sings these lovely
pieces affectionately; one might some-
times wish for clearer, more idiomatic
[talian, but after all it is she who has
taken the trouble to revive the songs,
and she renders them with obvious relish.

The Schubert songs are all well done,
in mezzo-ish keys, but there's nothing
wrong with that. Liebe schwirmi, etc.,
is particularly welcome, being seldom
recorded, as is Seligkeit, which Schwarz-
kopf sings especially well and often uses
as an encore number. Though Mandoline
misses fire and there are moments of
overinterpretation in the Rachmani-
noff and in the Vado di notte of Wolf-
Ferrari, these failings hardly weigh
against the virtues. As one expects, this
soprano makes quite a virtuoso display
of the ending of Wolf's Zigeunerin, but
without once losing sight of the song.
And again as one expects, Moore is
magnificent—compare this reading of
Schubert’'s genial Der Einsame with the
more sharply accented one he gives
Fischer-Dieskau for a lesson in adjust-
ing to different singers and their differ-
ent approaches. The sound is good, but
sometimes a little close-to with the
voice. C.L.O.

ARTURO TOSCANINI: “A Tosca-
nini Treasury of Historic Broad-
casts”

NBC Symphony Orchestra, Arturo Tos-
canini, cond.

For a feature review of these recordings,
see page 73.
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Truly Weatherproof and
Truly Designed for Music

If you are looking forward to a summer filled with the carefree
enjoyment of good music outdoors on your terrace or at your pool-
side, two simple questions will help you choose the right loud-
speakers.

1S IT FOR MUSIC?

The Bozak Bard from its inception has been intended to re-
produce music as realistically as possible in an outdoor setting.
While we don't pretend that it is the equal of our mighty Concert
Grand speaker system, it does embody the true bass, smooth
response and broad distribution of highs which characterize all
Bozak speakers.

Judge for yourself. Ask your dealer for a comparative demon-
stration between the Bard and any other outdoor speaker.

IS IT WEATHERPROOF?

The Bard is not merely an indoor speaker in a weatherproof
housing. It is made entirely of non-hygroscopic materials. In fact
the only maintenance we recommend is an occasional washdown
with the garden hose to maintain the fresh look of its enameled
exterior.

Summer and winter you can leave it outdoors in any kind of
weather. Ask your dealer if he can name any other speaker so
completely carefree.

THE RIGHT COMBINATION

The conclusion is inescapable. If you want to enjoy carefree
years of great music reproduction outdoors, the Bozak Bard is
the only speaker you can afford. Its price? Under $90.

DARIEN, CONNECTICUT

www americanradiohistorv com
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For the clearest, strongest FM stereo:

MOSFET

What's the ultimate goal in tuner design? To
pull in the clearest, strongest signal from dis-
tant and nearby stations—with minimum noise,
cross-modulation, and distortion.

You may recall that, in the early 1960's, the nuvistor
triode, first used in Harman-Kardon's Citation Ill tuner,
represented the state of the art in low-noise, ultra-sensi-
tive front-end designs. Then, a few years later, we were
first to discard the nuvistor tube in favor of an all-tran-
sistor FM front end of outstanding performance.

Since that first all-solid-state front end, you’ve heard
a lot about newer transistors (field-effect transistors)
that further improve FM reception. While early FET's
were satisfactory in comparison with previous devices,
the difference in over-all FM performance wasn't dra-
matic. But a few months ago the MOSFET (metal-oxide
silicon field-effect transistor) came on the scene, and has

literally created new standards in FM front-
end technology.

The MOSFET, used in every new Harman-
Kardon Nocturne receiver, has proved itself with-
out a doubt the most effective device for increasing FM
sensitivity, reducing unwanted signals, and isolating the
antenna circuit to assure an improved antenna match un-
der all reception conditions. It is truly the answer to supe-
rior FM stereo performance, with none of the disadvan-
tages of tube, transistor, and earlier FET front-end designs.

Sure, the MOSFET costs us more than any other kind
of front-end component. But it brings you the satisfaction
of spinning the Nocturne dial and feeling those stations
lock into place, sure and crisp. Before deciding on
any stereo receiver, be sure you listen to Nocturne at
your Harman-Kardon dealer's.

Harman-Kardon, Inc., Plainview, New York 11803.

harman

kardonJ

ORIGINATOR OF THE HIGH-FIDELITY RECEIVER
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CIRCLE 25 ON READER-SERVICE CARD

94

www americanradiohistorv com

Hicn FIDELITY MAGAZINE


www.americanradiohistory.com

STEREO

ARE RECORDS
TOO CHEAP?

RECORD BUYERS, as a rule couldn’t care
fess about the industry’s business prob-
lems. Why should they? But when eco-
nomics and aesthetics are often inter-
related, they become significant even to
the purchaser.

The record industry is in a tight fi-
nancial bind, and the stricture is already
being felt by the consumer in the reduc-
tion of pop music albums from twelve to
eleven tracks and even, in some cases,
to ten. This takes us halfway back to the
old 10-inch LP, which contained eight
tracks. Why is this happening?

Clive Davis, vice-president and general
manager of CBS Records, which includes
Columbia, gave the reasons in a speech
a few weeks ago. Delivered to the Na-
tional Convention of Record Merchan-
disers, the speech was remarkable for its
courage. He told the merchandisers,
many of whom are the “rack jobbers”
who distribute records to supermarkets,
drugstores, and the like, that their mer-
chandising methods were crude and obso-
lete, and that they have a short-sighted
preoccupation with big hit records. It was
high time somebody said that.

Figures that Davis cited (assembled
by the Harvard Business School) showed
that the combined net profits for record
manufacturers in 1964 was only 1.7%.
This is a margin of profit so low as to
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be dangerous. Davis further pointed out
that 75% of the records put on the mar-
ket don't sell. He didn’t point out that
many of the a & r men in his and other
companies have a spectacular lack of
imagination and that most of the pot-
boiling product they turn out doesn't de-
serve to sell; or that the industry turns
out far too many records and then
doesn’t concentrate adequately on the
sales promotion of many of them. These
are two areas where reform could begin.
Yet, on balance, Davis' speech was a
model of good sense and foresight.

The cost of making records, as Davis
emphasized, is going up. The American
Federation of Musicians recently raised
the price paid musicians for recording
from $61.80 to $65 an hour. A new
copyright bill pending in Washington will
further increase recording costs. Music
publishers want an increase in what are
called mechanical royalties. For every
copy of a song sold. whether on an al-
bum or singles, publishers are now paid
two cents, of which half (under an
honest contract) goes to the songwriters.
They want the price raised to three cents,
will probably get two-and-a-half. This
increase is justified: it will be the first
that songwriters and publishers have been
given in nearly half a century! But it's

going to add further to the cost of mak-
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ing an album—an additional six cents,
for an album that contains twelve tunes.

Davis pointed out that the pricing prac-
tices of the record industry are ridicu-
lous. Every other industry reduces the
prices on merchandise that is moving
slowly, puts it on sale. Only record re-
tailers reduce prices on records that are
selling well. A smash hit album is dis-
counted; a poorly selling album sits on
the shelf at full price. This is idiotic.
Davis called for variable pricing on rec-
ords: that album which costs a great deal
to make, or which is in heavy demand,
would sell at a higher price than the run
of the mine record. This makes sense.
It would permit record companies to re-
coup the losses they make on poorer
selling albums, many of which they st
make if they are to introduce new and
worthwhile artists, artists who can’t be
expected to sell well until their third or
fourth or perhaps tenth record.

Is Davis justified in calling for price
revision, with a general emphasis on up-
ward revision? 1 think he is. The alterna-
tives are a reduction in the quantity of
music in an album, which in fact is al-
ready happening, or a subtle but per-
ceptible reduction in the quality of them,
through various corner-cutting practices
in the manufacturing cost.

The long-playing popular music al-
bums sold, at one period in the late
1940s, for nearly six dollars. By 1954,
the price was down to $4.85, and the fol-
lowing year it went down to $3.95. When
a federal excise tax on albums was re-
moved, the manufacturers passed the
saving along to the consumer (with the
exception of a few companies) and the
price went to $3.79 for a mono LP. With
discounts, the price is often even less.
All this occurred during a period when
the price of almost every other com-
modity in America went up. Think of
the present cost of going to a movie now
compared with 1949, Of all the enter-
tainment forms, only records have be-
come cheaper.

In the end, the increase may be com-
paratively painless. Jac Holzman, presi-
dent of Elektra Records, has predicted
that the increase will come about through
elimination of the monaural records. Ap-
proximately half the albums sold are
monaural, and they sell for a dollar less
than stereo records. Thus their elimina-
tion from production would have the ¢f-
fect to manufacturers and others of in-
creasing the cost of all albums by about
fifty cents, even though stereo records
would not be raised in price, (There
would be further savings to manufac-
turers through the eliminating of double
mastering of all albums in stereo and
mono, reduction in production costs of
record jackets—which have to be slightly
different for mono copies—elimination
of double inventories at the distribution
level, and so forth.)

Holzman's idea is ingeniously simple.
Perhaps that's the way it will come about.
But whichever way it happens, some sort
of increase in the cost of records is
inevitable. In the meantime, the industry
should be grateful to Clive Davis for
setting off a healthy discussion of the
subject. GENE LEES
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COIL.ORED SYMBOIL. * DENOTES AN EXCEPTIONAL RECORDING

TONY BENNETT: Tony Makes
It Happen. Tony Bennett. vocals:
Marion Evans, arr. and cond. On
the Sunny Side of the Street; She's

Funny That Way: Old Devil Moon;

eight more. Columbia © CIL. 2653,

$3.79; CS 9453, $4.79.

With this album, Tony Bennett can add
another credit to his many accomplish-
ments: he brought Marion Evans back to
the music business. Evans got fed up with
it a few years ago (I was tired of writ-
ing music by the pound”) and turned
away to apply his keen surgical intelli-
gence to making money in the stock
market. He was adamant about it, too,
but somehow Tony got him 1o write the
arrangements for this album. They are
some of the finest heard in popular
music since . . . well, since Marion Evans
took a walk.

In some tunes, such as A Beuutiful
Friendship and Can't Ger Out of This
Mood, there 1s rich, inventive, often sur-
prising string writing and warm, frankly
Farnonesque use of woodwinds. In [
Don’t Know Why, Evans starts the chart
with only spare piano in the verse, then
adds rhythm section in the start of the
chorus, and then floods us with the cooli,
liquid gold of clarinets, a bass clarinet
on the bottom. In the release he brings in
strings and, in the instrumental chorus,
cuts loose with a controlled Basie-ish
brass section in mixed mutes. Everything
he writes has this quality of building.
Not all the songs are done as ballads,
however, and when Evans wants punch,
he gets it, in The Ladv's in Love with
You, he has a guitarist playing straight
four in the rhythm section while a bongo
player adds funny accents to set up a
rolling, happy, and weirdly flippant
rhythm.

As for Tony, he's in remarkable voice
for this album. Everything about his
work continues to evolve and grow and
mellow, including his time. The up-tempo
effects thut used to evade him now lie
easily and naturally for him. He has long
been recognized as a superior interpreter
of lyrics—among men, he's second only
to Sinatra. But he’s become a really
skilled singer as well. His voice is star-
tlingly powerful and big and controlled
in What Makes It Happen. He has
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worked hard on his voice in the last few
years, and it has paid off big.

Almost all the tunes are standard. This
kind of material is so worn by now that
only one thing justifies an album of it:
a completely fresh approach. This is what
Tony Bennett and Marion Evans have
achieved here. It 1s a splendid album.

G.L.

Tonv Bennett: a fresh approach
pavs off in a splendid album.

THE CYRKLE: Neon. Tom Dawcs,
Michael Losekamp. Marty Fried, and
Don Dannemann, vocals and rhythm
accompaniment; background musi-
cians: John Simon and The Cyrkle,
arr. Two Rooms; Weight of Your
Words; It Doesn’t Matter Anymore;
eight more. Columbia ® CL 2632,
$3.79. CS 9432, $4.79.

The Cyrkle's second album indicates that

they’re still one of the most imaginative

and musical groups in rock-and-roll. In
fact, the Cyrkle employs devices which
sometimes lift it out of the halted mu-
sical scope that characterizes nearly all
of the rock field. For example, they
change keys. How many rock groups
can you think of that modulate during
songs? Their singing is clear and sus-
tained, their enunciation clean. They use
three- and even four-part harmonies, as
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well as the unison and two-part voicings
to which most groups restrict themselves.

All of these refinements pose a pecu-
liar problem: the problem of sophistica-
tion. The Cyrkle can be said to exemplify
the more subtle, polished extreme of
rock, just as the Rolling Stones exem-
plify its crude, ghetto-like extreme. In
fairness, it should be said that both ex-
tremes—and any group in between—
should be judged on how well the music
is performed within its style. But it
doesn’t work that way in rock-and-roll.
The young generation, both fans and per-
formers, react with hostility to the in-
trusion of sophistication into their snug
and accepted musical domain. They like
their talent raw. This is one reason that
the rate of refinement among rock per-
formers is so remarkably slow.

Fortunately, The Cyrkle isn't being
buried, despite its polish. Perhaps it's
because they balance their program.
Sensitive, lovely numbers like The Visit
and Paul Simon's I Wisli You Could Be
Here are, in a sense, cancelled out by
raucous and imitative things like Don't
Crv, No Fears, No Tears, on which the
Fender bass player sounds dim-witted
and the drummer plays too hard, in ac-
cordance with custom. Problemi Child
is a maverick. It means to be comedy
but misses badly.

Credit must be given to arranger-
pianist John Simon, who has a good deal
to do with the inventiveness and or-
ganization behind this album. Over-all,
the music of The Cyrkle is a fresh and
pleasing experience. M.A.

4 BLOSSOM DEARIE: Blossom
® X< Time. Blossom Dearie, vocals and
piano: Jeff Clyne. bass: Johnnie
Butts, drums. On Broadway; The
Shadow of Your Smile; seven more.
Fontana ©® MGF 27562, $3.79; SRF
67562. $4.79.
It is difficult to describe the vocal quality
of Blossom Dearie to anyone who hasn’t
heard her. If you've noticed a television
commercial for “self-styling Adorn,” the
charming voice, as light as a bubble, that
sells the product is Blossom’'s.
Miss Dearie is one of the most en-
gaging singers in all popular music; 1
don’t know a single professional singer
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who isn't 1n 1ove with her work. Extraor-
dmarnly sensitive and subtle in the read-
ing of lyrics, she is also a musician of
considerable skill and taste. She sings
flawlessly in tune and, as her own ac-
companist, she is a pianist of uncom-
mon warmth who has adapted certain
aspects of the style of Bill Evans to her
own needs. Yet her voice is curious, even
peculiar. It has a quick, light vibrato,
perhaps reflecting a French influence
dating from the days when she had a
vocal group in Paris called the Blue
Stars. (That group had a hit record on
Lullaby of Birdland. After it broke up,
two vocal groups grew out of it: the
Double Six of Paris and the Swingle
Singers, which is an indication of how
far ahead of her time Blossom has con-
sistently been.) Blossom’s is a little girl's
voice; yet she does sophisticated, clever,
literate material, and does it hiply. The
contrast between the sound and the ma-
terial sets up the oddest pleasurable sen-
sations for the listener, and therein lies
the essence of her style and her appeal.
She is literally inimitable: no one could
capture her quality.

Yet the appreciation of her work seems
to be a developed taste, perhaps like that
for champagne. It assuredly isnt for
hippies, who are of course the ultimate
squares since they are more concerned
with the shadow of fashion than the sub-
stance of meaning. Hippies, as a matter
of fact, get a neat going-over in a song
Blossom sings in this album called I'm
Hip, a dryly witty satiric gem by Dave
Frischberg. Because Blossom has to work
in a world made up mostly of people
who are convinced they are aware and
aren't, it is unlikely that she will ever
have the fame she deserves, except of
course within the profession. Who is
going to appreciate Sheldon Harnick's
brilliant and funny early song, The Bal-
lad of the Shape of Things to Come,
another of several tiny masterpieces in
this package? It has to be listened to,
and few people will extend that effort
to so-called “pop™ music. Yet to ask Miss
Dearie to compromise and do material
below her standards would be a sort of
secular sacrilege.

This album was recorded at Ronnie
Scott’s nightclub in London, where Blos-
som seems to be better appreciated than
at home. It is one of the best albums she
has made, since she works with only a
rhythm section to accompany her piano
and is therefore more completely herself
than in any recording I've yet heard. She
does a lovely reading of Johnny Mercer's
and Michel Legrand's Once Upon a Sum-
mertime; breathes so much new life into
Noel Coward's Mad About the Boy that
it seems a better song than | think it is;
and tosses off an airily amusing interpre-
tation of Cy Coleman's and Carolyn
Leigh's When in Rome.

Like most of Miss Dearie’s fans, I'd
like to sit everyone with even a remote
interest in good popular music down in
front of a phonograph and turn them on
to her work measure by measure, phrase
by phrase. That being impossible, this
review will have to suffice. Do give this
gifted and unique lady a chance to grow
on you, G.L.
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DICK HYMAN: Brasilian Impres-
* sions. Woodwind octet: rhythm sec-
tion: Dick Hyman, piano, arr., and
cond. Sugarloaf: A Day in the Life of

a Fool; Eleanor Righy. nine more.

Command ® R 911 D, $4.79; RS 911

SD. $5.79: ® CMC 911, $7.95.

Dick Hyman is a highly capable mu-
sician (pianist, harpsichordist, organist,
arranger) who spends almost all his
working life in the recording studios of
New York City. Precisely because of his
great facility, Hyman’s work, particu-
larly his writing, sometimes shows the
same shortcomings as that of Michel
Legrand: he overwrites. His arrange-
ments are often too busy, too virtuosic.
This album lacks that fault. Here, Hy-
man has taken a collection of good
tunes, mostly Brazilian, and set them for
woodwind octet and piano. He, of course,
is the pianist.

As the liner notes point out, the writ-
ing shows some debts to the woodwind
chamber works of Villa Lobos, a logical
connection, and to the jazz-influenced
octet writing of Alec Wilder, a less logi-
cal connection but certainly an interest-
ing one. Because he has boxed himself
into a comparatively limited instrumental
situation, Hyman's talent doesn’t shoot
off all over the place, like a box of
Roman candles into which someone
tossed a match. There is order and co-
hesion to the writing and restraint to the
playing. This is not to suggest that the
album is limply lyrical: it is pushed
along by a powerful rhythmic section
that plays around with permutations of
samba. Most of the material is familiar,
but the nicest track of the album isn't:
Hyman's own little tonal cameo of Rio
de Janeiro, titled Swugarloaf. It is charm-
ing.

In addition to Hyman’s attractive play-
ing, the album features solo work by
Clark Terry and Joe Wilder on flugel-
horn. Both of them add subtly to the
color.

Finally, the whole thing is beauti-
fully recorded. It is one of the nicest
things I've yet heard from Dick Hyman.
G.L.

MALVINA REYNOLDS: Malvina
Reynolds Sings the Truth. Malvina
Reynolds, vocals and guitar. The
New Restaurant; What's Going on
Down There; Little Boxes; Battle of
Maxton Field; God Bless the Grass; 1
Don't Mind Failing; What Have They
Done to the Rain?; The Devil's Bap-
tizin’; Singing Jesus; The Bloody Neat;
Quiet; Love Is Something; Bitter Rain.
Columbia ©® CL 2614, $3.79; CS 9414,
$4.79.
It was high time somebody recorded
Malvina Reynolds. During the folk song
fad of a few years ago, one of the few
writers who really had something to say
was this gray-haired lady from Berkeley,
Calif., who is now sixty-six. She said it
in such songs as What Have They Done
to the Rain?, which lamented atomic
testing in the atmosphere, and Litile
Boxes, which pinioned conformity and
suburban ugliness, adding to the Ameri-
can language the term ticky-tacky.
Here we have Mrs. Reynolds singing
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EXCITING
REGORD
NEWS!
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RECORDS

BRASILIAN

BRASILIAN IMPRESSIONS
DICK HYMAN/PIANO & WOODWINDS

The Brasilian piano, gorgeously free ranging,
played by the brilliant Dick Hyman, supple-
mented by the exotic woodwinds and the
rich tones of a flugelhorn . .. an astonishing
musical meeting of the land of Villa-Lobos
and the bossa nova with the contemporary
pop and jazz world.

SELECTIONS: A TIME FOR LOVE o MAS QUE
NADA o JAZ2Z 'N’ SAMBA o A DAY IN THE
LIFE OF A FOOL ® 0 BARQUINHO e plus 7
more. Album =911.

.-‘ WOC

0.0 b

BASiES \/\/AY

HOLLYWOOD . BASIE'S WAY
COUNT BASIE & HIS ORCHESTRA

You've never heard Basie until Command
and Basie got together!

FIRST . . . BROADWAY . BASIE'S WAY
NOW . THE BIG BAND SOUND
HOLLYWOOD . BASIE' S WAY

SELECTIONS: SECRET LOVE ¢ LAURA ¢ THE
SHADOW OF YOUR SMILE ¢ STRANGERS IN
THE NIGHT ¢ CARIOCA e DAYS OF WINE
AND ROSES e plus 6 more. Album =912.

g -

Robert Moxwell Any fini{

ROBERT MAXWELL - ANYTIME

From the composer of the fabulous Shangri-
La, from the man whose harp has created a
glonous new approach to popular music,
comes a unique ensemble specifically de-
signed to make the exciting tonal colors of
the harp a part of the Big Sound of unforget.
tably wonderful songs.

SELECTIONS: I'M GONNA SIT RIGHT DOWN
AND WRITE MYSELF A LETTER e ANYTIME
e BYE BYE BLUES o SING, SING, SING e
LHQEI:?HEIK OF ARABY ¢ plus 7 more. Album

WORLD LEADER IN
RECORDED SOUND

ommymand

Records
A subsidiary of ABC RECORDS, INC.
1330 Ave. of the Americas, N. Y., N. Y. 10019
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thirteen of her songs. As a melodist, she's
naive, and as a singer she’s, well- an
amateur. What makes her work im-
portant then? The lyrics, the lyrics!
They're incredible. They constitute the
neatest analysis of our proliferating con-
temporary ugliness to be found any-
where. Some of them are funny-upsetting.
such as The New Restaurant, in which
she blisters the kind of immaculate
chromium-and-Formica eatery that has
witty. self-praising menus and dreadful
food. Mrs. Reynolds is evidently bugged
by one of the same things that gripe me:
the tasteless. chemically fertilized to-
matoes that have become general in this
country. She looks forward grimly to the
time when all those gruesome synthetic
foods the scientists are working on have
become a part of everyday reality. The
song is. in other words, about the death
of aesthetics in our society.

Sometimes her songs are hilarious. Tiie
Battle of Maxton Field recalls the oc-
casion a few years ago when a group
of Indians with guts put to flight a meet-
ing of Klansmen, Try listening to this
without laughing. Then there's I Don't
Mind Failing, which contains the lines,
“Don’t mind wearing ragged britches,
because those who succeed are the sons
of bitches.” To hear this sung by a some-
what sweet little-old-lady’s voice has got
to double you up. And, of course, it's
the truth.

Mrs. Reynolds. an ex-newspaperwoman
with a Ph.D. in English, is a professional
writer. no matter how those enamored of
the folk mystique would like her to be a
“natural,” sprung fuil-blown and ignorant
from the soil. She's a shrewd, sophis-
ticated, and pungent observer of the
contemporary world. Marya Mannes pre-
fers prose as a medium of expression:
Mrs. Reynolds likes the song form. That's
the significant difference: Mrs. Reynolds
1is fully as important a writer as Miss
Mannes.

Don’t miss this album. Delightful, pro-
vocative, and more than a little disturb-
ing. G.L.

THOSE WONDERFUL GIRLS OF
STAGE, SCREEN, AND RADIO. Ruth
Etting, the Boswell Sisters, Jane Fro-
man, Helen Morgan, Mae West, Ethel
Waters, Lee Wiley, Kate Smith. Mar-
lene Dietrich, Grace Moore, Ethel
Merman, Frances Langford, Irene
Dunne, Kay Thompson, Gertrude
Niesen, Dorothy Lamour, Alice Faye,
Martha Raye, Ella Logan, and Mary
Martin. vocals. Epic ©® SN 6059,
$5.79: BSN 159, $7.79 (two discs).
Some of the “wonderful girls” gathered
by producer Larry Carr in this reissue
collection still carry the magical sounds
of fond memory. Several make you
wonder what you thought you were
listening to back in the Thirties. And
there are a couple of pleasant surprises.
The Boswell Sisters, with their striking
close harmonies and the kaleidoscopic
developments that Connie (later Connee)
Boswell created for them, are as fasci-
nating and inimitable today on There'll
Be Some Changes Made as they were
thirty-five years ago. There are defini-
tive examples of the compelling vocal
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qualities of Helen Morgan (a lyrical
torch touch on Can't Help Lovin' That
Man), Lee Wiley (the dark, warm but
already knowing young Wiley voice on
a previously unissued performance of
You've Got Me Cryving Again), and Mar-
lene Dietrich (her marvelously sensuous
European recording of Jonny which was
released in the United States several
years ago on Vox). Ethel Merman is
somewhat temperate but still recogniz-
ably Mermanish on I Get o Kick Out of
You with Eddy Duchin's band pulsing
smoothly behind her. Ruth Etting’s un-
pretentious use of a simple, direct vocal
style. combined with helpful backing
from Eddie Lang's guitar, makes Exactly
Like You swing along lightly. On the
other hand, pompousness and a stifling
sense of the proper overcome Frances
Langford (I'm in the Mood for Love),
Irene Dunne (Lovely to Look At), and
Grace Moore (One Night of Love).

The pleasant surprises are Kay Thomp-
son who, in 1935, mingled a knowledge-
able use of the old torching techniques,
a warm and vibrant voice, and a fine
band led by Jack Jenny on You Ler Me
Down, and Alice Faye-—all but buried
by the camp movement—who proves to
be a really good pop singer on Wake Up
and Live. Mae West, Fthel Waters, Kate
Smith, and Martha Raye are represented
by performances that are. for them, rou-
tine, although Dorothy Lamour does
surprisingly well with a dull song.

An impressive and provocative aspect
of this collection is the consistent help-
fuiness of the small group accompani-
ments that were used in the Thirties (par-
ticularly in the early Thirties) as opposed
to the sludgy, heavy-handed legions of
strings and brass that became the fash-
ionable backing for singers in the post-
war years. JS.w.

FRITZ WUNDERLICH: Wunderlich in
Vienna., Fritz Wunderlich, vocals;
Chorus of the Vienna State Opera;
Vienna Volksoper Orchestra; The
Spilar-Schrammeln  Group, Robert
Stolz, cond. Heliodor ® H 25051,
$2.49: HS 25051, $2.49.

Hearing Wunderlich's clear, lyric, per-

fectly controlled voice in these spar-

kling traditional songs of Vienna, one
feels again a deep pang of regret for
the accident that cost him his life—and
the musical world one of its finest young
singers—just a few months ago. He is
actor as well as singer in this recital,
and the schmaltz is as thick as the
schlager on a Sachertorte. But this is as
it should be, for Vienna has always been
suspended somewhere between a smile
and a tear. In these wondrously melodic
songs of life and love beside the Danube

—songs like Wien, Wien, nur du allein,

Wien wird bei Nacht erst schon—the

wine is always new and the girls are al-

ways fair. But in the end Vienna is the
eternal heroine. And Wunderlich is in
heroic voice for the serenade. Do not

resist this bargain. O.B.B.
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WHAT SCIENTIST
IN HIS RIGHT MIND

would turn his back on Fame and Fortune...

move to Hope, Arkansas . . . and devote his life to
building the world’s most perfeet speaker systems?

PAUL W. KLIPSCH, SCIENTIST, ENGI-
NEER, FANATIC. A man holding patents
on everything from electronic instruments
to the world famous KLIPSCHORN and
Klipsch speaker systems.

Klipsch built his first loudspeaker back
in 1920 from earphones and a long card-
board tube. For the next 19 years he im-
mersed himself in the study of basic speaker
design principles.

By 1939 Klipsch had finally synthesized
the basic laws of physics into the most the-
oretically correct loudspeaker ever de-
signed.

Now the job was to make the prototype.
In Klipsch’ own words, “l built her with a
borrowed handsaw, hundreds of screws
and plenty of elbow grease. | filled my mis-
takes with glue and sawdust. | don’t know
how | did it, but the
baby was air tight

. and damned
efficient!”

But Klipsch was
not completely sat-
isfied.

For 8 years he la-
bored at perfecting
the bass response
(30 to 400 cps).
Finally he got what
he wanted . ..
smooth, undis-
torted sound and
magnificent bass fundamentals so low and
powerful that they could reproduce even
the Tibia pedal tones of a huge pipe organ.

Accurate reproduction of the important
mid-range (400-5000 cps) underwent
even more research and design analysis.
Klipsch spent 15 years developing this
mid-range horn and the tweeter (5000 to
20,000 cps) to their present state of per-
fection.

CHOICE OF EXPERTS—Result of this
23 year labor of love is the KLIPSCHORN.
Acclaimed by audio experts as the finest
speaker system in the world, because
of its unique high efficiency exponential
corner-horn design. Continually chosen
by leading professional musicians as the

total sound of a great symphony orchestra
at concert hall listening levels.

The KLIPSCHORN has the lowest dis-
tortion and widest full power frequency
response of any speaker system in the
world . . . 1/10 of 1% FM distortion®
from 30 to 20,000 cycles per second at
over 115 decibels of sound output. It would
take a loudspeaker 8 times larger than the
KLIPSCHORN to
accomplish any-
where near the
same sound quality.

KLIPSCHORN is
neither a shoe-box
nor a clothes closet.
Itis not too small or
too large. It is the
optimum size for the
reproduction of
music.

KLIPSCHORN is
not a bargain base-
ment system. It re-
tails from $514 to over $800. But if you
are a music lover with a truly discrimi-
nating ear . . . or if you seek to cultivate
one...the KLIPSCHORN is made for you.
Ultimately you’ll be satisfied with nothing
less, price be hanged.

WIDE STAGE STEREO AND THE
HERESY—When Paul Klipsch heard ordi-
nary two-speaker stereo, he realized it was
painfully inadequate. He knew that to re-
produce a live performance, the whole wall
of the living room must come alive with
sound.

In his laboratory he developed Wide
Stage Stereo. To achieve this kind of stereo
experts have long recognized the need for
three full range speakers . . . two located
diagonally in the corners and one in the
center. For a center speaker, Klipsch de-
veloped his first non-corner speaker, the
Heresy.

Naturally, the
Heresy is a Klipsch
quality low distor-
tion high output
speaker. It is a 3-
way system with
1/10 of 1% distor-
tion * throughout its
50 to 20,000 cps
range.

Klipsch enthusi-
asts with space
problems soon be-
gan to use the

independently of its larger brother. As
one apartment dweller said, “When | real-
ized | couldn’t use a KLIPSCHORN, | knew
the only other
speaker to own was
the Heresy.”

The Heresy is 11"
x 15" x 21", Its retail
price is $221.

QUELLING A
CONTROVERSY—
For years a contro-
versy had raged
among speaker de-
signers as to which
was the best, a horn
or an enclosure type
speaker. Klipsch
had proved the answer to that one with the
KLIPSCHORN. But now he was chal-
lenged to create an enclosure type speaker.

He set as his goal “maximum perform-
ance per cubic foot.” The result was the
beautiful Cornwall. Easily the finest en-
closure speaker ever produced.

This loudspeaker is a 3-way system with
extremely smooth response from 30 to
20,000 cps. The Cornwall is only 6 dbi less
efficient than the mighty KLIPSCHORN.
It has the lowest distortion® of any en-
closure system available. The Cornwall
may be purchased for $416.

We sincerely hope you will listen to our
systems and compare them with others.
You will then know why Klipsch is ac-
knowledged as creator of the speakers by
which all others must be judged.

KLIPSCH

& ASSOCIATES
BOX 280 H-6
Hope, Arkansas

KLIPSCH
e ——

Please send me complete information on the
KLIPSCHORN, Heresy and Cornwall speaker
systems. Also include the name of my nearest
Klipsch Authorized Audio Expert.

KLIPSCH & ASSOCIATES

Box 280 H-6

Hope, Arkansas

NAME

ADDRESS

ey

only system which can truly recreate the Heresy (Model H) | e e e
*In Klipsch speakers all forms of distortion are minimized especially FM and AM distortion which are
many times as objectionable as simple harmonic distortion. Technical papers available on this subject.
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The most eagerly awaited album
of the year, certain to become a
classic. Two jazz giants, together
for the first time. Blowir' in the
same bag, cookin' on the same
burner. Poll winners a pair, one for
each side of your ste-20. Double
dynamite!

JIMMY SMITH 8 WES MONTGOVER™ O

Iy
&ViES

DYNAMIC
o

V1768678
DAREDEVIL DEEDS BY THE
INCREDIBLE JIMMY SMITH
& THE ASTOURDING
WES MONTGOMERY.

Together, invinc ble!

Verve Records is a div sion of
Metro-Goldwyn-Mayer Inc.

Also availatle on Ampex Tape
CIRCLE 59 ON READER-SERVICE CARD
100

M
JAZZ

“f.DAVE BRUBECK QUARTET:
“4» Anything Goes. Dave Brubeck, pi-
ano; Paul Desmond. alto saxo-
phone: Gene Wright. bass: Joe Mo-
rello. drums. Love for Sale; You're
the Top: five more. Columbia © CL
2602, $3.79; CS 9402, $4.79; @ CQ

899, $7.95.

Some jazz drummers know how to play
cymbals. some don’t. If you strike a
cymbal near its center, you get a pingy
bell sound: strike it out near its edge.
and it sizzles. Strike it with your stick
held steeply and stiffly. and you can get
one sound: slope the stick more and you
get another. A very few drummers have
the skill and imagination to weave a
cymbal’s many sounds into the fabric of
a group’s work, running a brassy thread
through it, stitching the music together.
Elvin Jones often does this. Yet | don't
think anyone does it better than Joe
Morello, the unsung wonder of the Dave
Brubeck Quartet.

When Morello first came into promi-
nence, there was much excitement about
him. But in the several years since he
joined Brubeck, he's been taken all too
often for granted. A witty man of un-
failing energy. he is one of the finest
drummers in the world, and he is in
superb fettle in this album. It is obvious
that he gassed even producer Teo Macero
during the dates: for the only flaw in an
otherwise impeccable recording job is that
Morello is overbalanced, as if Macero
deliberately turned him up so we can all
hear him better. He somewhat covers
bassist Gene Wright,

The most striking track of the album
is I Get a KNick Out of You. taken at a
fairly fast clip. It opens with Brubeck
stating the melody, stopping the time here
and there to give Morello room for
some of his dryly witty breaks. (Don
DeMichael of Down Beat once ohserved
aptly that Morello should write a joke
book for drummers.) The first chorus
ends, there is a briet silence. Morello
comes down whack on the snare drum.,
and altoist Desmond takes off into a long
and typically inventive solo as Morello
sets up his ebullient, irresistibly swinging
dance on the ride cvmbal. The basic
pattern is a standard chick-a-dine chick
a-ding rhythm. as Stan Kenton calls it.
but within it he Keeps playing surprising
little accents. always thinking, always
exploring. never falling into a mere un-
witting momentum. And he Keeps chang-
ing the tone of the cymbal: it is exactly
analogous to the way classical guitarist
Julian Bream uses tone to shape phrases.
a sort of dynamics of coloration rather
than volume.

In the release of the first chorus of
Desmond’s solo. bassist Wright pulls on
an E flat pedal point: Moretlo is right
with him, fitting himself perfectly to
what's going on around him. And the
whole thing swings like mad. Morello
even keeps it swinging during HBrubeck's

www americanradiohistorv com

solo. The tempo is too fast for Dave's
technique and he gets fumble-fingered in
places.

Why does Brubeck call tempos too fast
for his chops? It is, | think, because of
Paul Desmond. It is notorious that Des-
mond plays his best when he's angry.
Brubeck once admitted that he calls fast
tempos because they irritate Desmond,
who'd be content to play ballads all
night, probably. And then Desmond plays
his best. Thus, while these tempos aren't
good tor Brubeck as a pianist, they're
very good for him as a leader: they make
him sound worse but the group sound
better. That's a wise, shrewd, self-effacing
conception of leadership.

It has been fashionable for years, in
Jazz in-groups, to denigrate Brubeck. But
as a matter of fact, he is a fine soloist,
and his own man. He is better at
medium tempos, and he is, above all, a
beautiful ballad pianist, as one can hear
with half an ear in the opening chorus of
Love for Sale in this package of Cole
Porter songs. The way he moves the
voices in the chords here is quite striking.
Brubeck should show off this warm,
gentle side of his playing more often. It
must be admitted that his periodic stift-
armed pounding (which, alas, impresses
audiences) is a drag, but he doesn't get
into it often here.

As tor Desmond, he is one of the few
horn players who isn't squirming to get
out of the trap of sounding like Charlie
Parker—for the good reason that he
never fell into it in the first ptace. Any-
one who's heard Johnny Hodges playing
in the high register knows where Des-
mond’s tonal conception came from. And
there are certain similarities between his
playing and that of lee Konitz. But
that, | think, is parallelism. rather than
mutual influence. Anyway, their har-
monic conceptions are quite different.
Desmond is, and always has been, an
individualist. He is almost alarmingly
intelligent, which is perhaps why he
hasn’t been imitated: you can’t imitate
brains. It is endlessly fascinating to fol-
low the unexpected workings of his
highly compositional mind as he untolds
his long lines. fluid and soft and yet
with a steely logic and strength.

It nas been said that the Dave
Brubeck Quartet doesn’t swing. Not so.
It doesn’t swing somietimes. But some-
times 1t swings very hard indeed, and
there are many such moments in this
album. Where the tempo and the groove
are  right.  Brubeck swings. Desmond
swings almost always, though sometimes
softly. But the fount of swing, the source,
in this group is the vital and apparently
mexhaustible  Joe  Morello.  What  a
drummer. G.L.

RAY BRYANT: Slow Freight. Ray 13r
ant, piano: Art Farmer and Snookie
Young. trumpet and flugethorn: Rich-
ard Dawis. bass; Freddie Waits. drums.
Satin Doll; The Fox Stalker: If You
Go Away: four more. Cadet © 781,
$4.79: S 781, $4.79

The title piece on this disc is a nine-

and-a-half-minute exploration of one

of the mosi elementary forms of instru-
mental jazz——the blues patterned on the
hythm of a railroad train. 1t 1s a fasci-
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News! Concord’s first tape deck
gives you “TP”
...new Total Performance superiority

Now from Concord. one of the three leaders in the audio
and video tape recorder industry, the first Concord Tape
Deck. Whether vou're getting vour first tape deck or step-
ping up, get acquainted with the new Concord Model
501D. It's a revelation.

Here, for under $170, features vou'd expect only at a
much higher price. 4-track, 3-speed operation . .. smooth,
balanced tape transport with automatic shut-off ... Irans-
A-Track recording. .. cue lever for professional editing...
many others. Yet. features tell only part of the story.

The big difference with Concord is compatible design-
ing. Precision design of every component for peak pet-

The Signature of Quality

e
AUDIO TAPE RECORDERS
VIDEO TAPE RECORDERS
CLOSED CIRCUIT TELEVISION

ELECTRONICS CORRP commuNicaTIONS PRODUCTS
e e e
1935 ARMACOST AVENUE « LOS ANGELES, CALIF. 90025

formance individually and in conjunction with all other
components. .. for new Total Performance superiority.
This is the hidden feature that assures outstanding
performance combined with dependable, trouble-free
operation in all Concord products...and now in the new
Concord 501D Tape Deck.

You can’t see Concord compatible designing...you
have to experience it. Feel free to write for literature. of
course . .. but we urge vou to have your Concord dealer
demonstrate the Concord 501D Tape Deck for you.
Today. That’s the way to know “TP” can double your
cnjovment and satisfaction,

Specifications ———— Frequency Response: 30-18,000 cps.
Wow & Flutter: .17% @ 7Y ips., .22% @ 3% ips. Three Tape
Speeds: 7Y, 3%, 1% ips. Signal to Noise Ratio: Better than
50 db. Level Indicator: Two VU Meters. Input Provisions:
Low impedance Microphone, high impedance line. Output
Provisions: Line output. Reel Capacity: Up to 7". Horizontal/
Vertical Operation: Rubber-focted brackets for vertical oper-
ation included. Dimensions and Weight: 14%" W x 12%," H
x 4%" D. 20 Ibs.
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Why ?

DO THOUSANDS OF Hi-Fi

ENTHUSIASTS BUY FROM
AUDIO UNLIMITED

it's Obvious!

® LOWEST PRICES

® FAST SERVICE

® FACTORY SEALED UNITS

® FULLY INSURED SHIPMENTS
® PACKAGE DEALS—SAVE MORE
@ FRANCHISED DISTRIBUTORS

Write for FREE Listing today

SEND US YOUR LIST
FOR OUR AIR MAIL
QUOTE TODAY

Visit OQur Showroom and Warehouse
Closed Mondays

@AUDIO winites, in:.

715-F Second Ave. (Nr. 38) N.Y,, N.Y. 10016

=

PSR SELLING HI-FI
ORLD WIDE
SINCE 1948

COMPONENTS ¢ RECORDERS
KITS * SPEAKER SYSTEMS * TAPE

o LOWEST PRICES
e SAME DAY REPLY
TO YOUR INQUIRY
e MFRS. SEALED CARTONS
e DOUBLE BOXED
WHEN POSSIBLE
@ FAST, INSURED SHIPMENTS
e PACKAGE DEALS
SAVE YOU MORE
e FRANCHISED DISTRIBUTORS
FOR OVER 50 MFRS.
o OPEN MONDAY THRU
SATURDAY
o TEN CENT 1-HOUR PARK-
ING METERS AT PREMISES

Send for
FREE “MONTHLY SPECIALS”

of Components, Tapes
and Cartridges.

WRITE FOR MONTHLY SPECIALS
r VISIT OUR STORE
'/// CARSTON Studin

1686-F Second Ave. (Nr. 87), N.Y. 10028 |
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nating performance because Bryant and
his colleagues have managed to retain
the repetitive simplicity of the device
in its original form (as in Wesley Wal-
lace’s No. 29) while infusing it with a
sophistication of technique far beyond
the capabilities of the primitive musi-
cians who first used the train blues as a
vehicle.

Polish and a gentle overlay of sophis-
tication could not, by themselves, sustain
such a limited and repetitious bit of
material over as long a period as this.
The catalvtic element that holds every-
thing together is a spoken, mumbled,
murmured monologue by Paul Serrano.
This too derives [rom the Wesley Wal-
luce piece (and innumerable others). Ser-
rano’s pacing and balance establish just
the counterpoint that is necessary lo
allow Bryant to maintain the appropnate
limited patterns and to refieve him of the
necessity for embroidering in a way that
would detract from the simplicity that is
an essential part of such a piece, It's an
imaginative treatment, beautifully ex-
ccuted.

The remainder of the disc is, aside
from a piano and bowed bass treatment
of When the World Was Young, rela-
tively routine. JS.w.

GARY BURTON: Tennessee Firebird.
Gury Burton, vibraphone, piano, and
organ; Steve Marcus, tenor and so-
prano saxophone: Buddy Spicher, fid-
dle: Sonny Osborne, banjo: Bobby
Osborne, mandolin: Buddy Emmons.
steel guitar; Charlie McCoy, harmoni-
ca: Ray Edenton, Jimmy Colvard, and
Chet Atkins. guitars: Steve Swallow
and Henry Strzelecki, bass: Roy
Haynes and Kenneth Buttrey. drums.
Born to Lose; Faded Love: I Can't
telp It eight more. RCA Victor
LPM 3719, $3.79: LSP 3719, $4.79.

Gary Burton has gone back to Nashville
with a perspective that few musicians
have. He grew up under the influence
of country music, then moved into jazz
(he studied at the Berklee School), went
through the seemingly inevitable period
of being a jazz snob (one who equates
*good music™” with jazz and, inferentially,
dismisses all other music as junk), and
eventually reéncountered Nashville mu-
sic in a matured frame of reference.
He found similarities between country
music and jazz and out of affection for
both, rather than as a search for a
gimmick, he has tried to blend the two
in various ways. This resultant disc is
such an honest effort in this dircction
that you would scarcely realize that it is,
in theory, a Gary Burton session—his
vibes appear most of the time as part
of ensemble color although he does move
out on an occasional solo.

The soloists you are most apt to notice
are Buddy Spicher on fiddl2, Buddy Em-
mons on steel guitar, Charlie McCoy on
harmonica, Steve Swallow on bass. and
a guitarist who might be Chet Atkins on
a lovely ad lib treatment over Burton’s
vibes of Black Is the Color of My True
Love's Hair.

This last piece may typify one aspect
of what Burton was trying to do. It isn't
country, it isn't jazz—it’s just music. On
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most pieces, however, the country touches
and the jazz touches are quite apparent.
They come together brilliantly in Tennes-
see Firebird, a fantastically swinging bit
of blue grass spearheaded by Spicher’s fid-
dle and Sonny Osborne’s banjo and lifted
10 a boiling point by Steve Marcus' tenor
saxopione and Roy Haynes's powerful
drumming. Burton uses material by Bob
Dylan. Hank Williams, and Bob Wills
as well as his own originals. It's interest-
ing to {ind that, aside from pieces Burton
wrote to [it the occasion, Hank Williams'
songs lend themselves most readily to a
swinging treatment.

This is an uneven record but it is
thoughtful and provocative and cnter-
tuining, a combination you rarely find
in these musical areas. JS.W.

«!s EDDIE DANIELS: First Prize.
¥y Eddic Daniels, tenor saxophone
and clarinet; Roland Hanna, pi-
ano; Richard Davis, bass; Mel Lewis,
drums. Felicidad; Falling in Love with
Love; Love's Long Journey; five more.
Prestige ©® 7506, $4.79; S 7506, $4.79.
The idea that emotion, projected with
a blatant blow-torch, is the sine qua
non of jazz has become so widespread
currently, particularly among saxophon-
ists, that Eddie Daniels comes as a dis-
tinct shock. A very pleasant shock, 1
hasten to add. A welcome shock, a
hopetul shock.

Daniels is very much of the present
and can wail at will. But he also has a
sense of form, a feeling for dynamics, a
strong technical grounding and, praise
be, ideas. One of the ideas that he
develops in the course of this disc (his
first) is that the clarinet should be
brought back to jazz. He has the facility
and imagination to do it. He s the first
jazz musician who has sounded complete-
ly at home (and non-imitative) on the
clarinet since Tony Scott arrived more
than twenty years ago. Some of his best
work on the disc—the odd time feeling
he conveys on The Rocker, the bubbling
grace of Thar Waltz and a charming
over-duobad duet on Time Marches On
—are done on clarinet. On tenor saxo-
rhone he plays with sweeping assurance
balanced by sensitivity, He swaggers
through muscular passages that show
traces of Sonny Rollins and sings with
the sunlit joy of Stan Getz. Whatever
Daniels does, it adds up. It gets some-
where and it makes sense.

Hc is backed by an excellent rhythm
section, all from the Thad Jones-Mel
[ ewis band in which Daniels plays regu-
larly. As lagniappe. there are several
high gear piano solos by Roland Hanna.

JS.w.

ANDREW HILL: Compulsion. Andrew
Hill, piano: Freddie Hubbard. trumpet
and Tflugelhorn: John Gilmore, tenor
saxophone and bass clarinet: Cecil Mc-
Bee, bass: Joe Chambers, drums: Nedi
Qamar, African drums and African
thumb piano: Renaud Simmons. conga.
RBlue Note ® 4217, $4.79; 84217,
$5.79.

Gradually a lttle order is coming to the

avant-garde jazz movement. Don Ellis’
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- NEW Heathkit/Thomas
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19 Voices, 200 Watts Peak Power, Chimes,
2 Speaker Systems, ''Stereo’’ Sound And Full
Professional Features At Over $500 Savings!

All Genuine Thomas I'actory-Made Components With Easy Heathkit
Assembly And “‘Do-It-Yourself'* Economy. That's the new deluae
Heathkit version of the Thomas “Paramount™ Theatre Organ. And
yet vou don’t have to be an “electronics wizard™ to build it, nor a
professional organist 1o play it. Famous “Heath Engi-nuity™ reduces
assembly to simple steps that require no special skills or knowledge.
You even tune the organ with a pretuned tone generator. And
instant-play Color-Gla starts you playving complete songs on your
very first try. Combines a wide array of professional features with a
luxurious horseshoe console ard cool solid-state circuitry to make it
a truly outstanding instrument you'll be proud to have in your home.

15 Manual Voices; 4 ’¢dal Voices . . . all at the flip of a tab. For solo
work . . . diapason 16’, bass clarinet 167, trumpet 167, English horn 8,
oboc 8. violin 8" and ubia 16° 8", 5%4’, 4. For accompaniment . . .
diapason 8’, saxophone 8’, French horn 8’, oboe horn 8” and cello 8'.
And now, four pedal voices . . . diapason 16’, major flute 8'. bass
clarinet 8’ and string bass 8’. And you'll soon learn voice combina-
tions to produce the sounds of a Spanish guitar, zither. bagpipes,
calliope. Plus other rhythm and voice variations for every musical
mood. Rock & roll. Classical Show tunes. Even religious music.

Two Separate Speaker Systems . . . a built-in 2-speed rotating Leslic
plus a main system wiih two 12" speakers that can handle the 200
waltts peak power delivered by 1wo separate amplifiers. You can even
create “'stereo’ sound, since the L eslic also acts as a second standard
channel.

Low Cost Heathkit’ /[Thomas
Color-Glo Organ ... $394.90

e All transistor circuit # 10 organ voices
¢ 13-note bass pedals e Repeat per-
cussion e Instant-play Cotor-Glo ¢ Two
37-note keyboards e 50-watt peak
power ¢ Vibrato ¢ Matching preassem-
bted walnut cabinet & bench e 5-year
warranty on plug-in tone generators.

Kit GD-325B, 172 Ibs...........$394.90

“Paramount”’”

Transistor Theatre

Professional Horseshoe Corsole Plus

Color-Glo Keys . . . a beautiful amay of multi-
colored stop tab ets at your finyenips for con-
venient selection of all 19 organ voices. Plus
famous Thomas Color-Glo light=d keys so you
can play complete songs the first tine you try it
... even if you've never played zn crgan before!

Luxurious Hardwood Cabinet And Bench . . handcrafted and hand-
rubbed with a lustrous walnut finish . . . ready for the sub-assemblies
as you complete them. Cabinet measures 40” H x 48” W x 25" D.

Other Professional Features Include two 44-note keyboards, 28 notes
of electronic chimes, 13-note bass pedals, keyboard and pedal sustain,
reverb, selective repeat percussion to produce realistic xylophone,
mandolin and marimba sounds; selective atiack percussion; manual
balance: timbre mellow to emphasize the warm character of orchestral
voices: variable vibrato; pedal percussion and volume: expression
pedal: stereo headset outlet and S-year warranty on plug-in tone
generators. Liberal credit available, too. Get all the details by sending
for your FREE Heathkit Catalog!

Kit TO-67, organ & match:ng bench, 250 Ibs $995.00

‘Uk}’ ’/ m Optional Band Box Percussion

Adds 10 percussion voices to the
R i X

music you [)lav' ... Bass dru ns, (wo
b/
v L

bongos, castancts, brush & crash
cymbals, claves, blocks, snare drum
and drum roll May be added to all
other Hceathdit'/Thomas organs
with TOA-67-2 drawer and shides
@ $3s.
Kit TOA-67-1, 8 Ibs.

Like To Hear It Perform ?

Then send for organ demaonstration record

TOA-67-3(7”, 33" rpm). Listen to the beautiful

voices, true organ tone and professional capa-

bilitics of this superb instrument. For GD-325B

organ below, order record GDA-325-1. Enclose

50c for postage & handling.

$145.00
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| HEATH COMPANY, Dept. 8-6 1
Benton Harbor, Michigan 49022 I

I Please send FREE Heathkit Catalog.

l ] Enclosed is 50c. Please send organ demonstration recard no. l

I Enclosed is § . plus shipping. l

l Please send model (s) l

l Name l

l Address___ l
City State____ Zip

l Prices & specifications subject to change without notice. I
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YOU SAVE MORE
ON HI-FI
COMPONENTS & TAPE RECORDERS

We invite your test of our
“We Will Not Be Undersold Palicy.”

15-day monev-back guarantee.

2-yr. unconditional guarantee parts &
labor no charge, at local warranty
station, factory or our service dept.

Trade-ins—highest allow. Send vyour list.

* Most items shipped promptly from our
250,000 inventory, fully insured.

e Qur specialty—APO & Export.
e 21st yr. dependable service—world wide.
Rated =1 service—satisfaction according to
nationwide survey.
Easy-Pay-Plan—Up to 24 mos. to pay.
Write for our price First!

HI-FIDELITY

CENTER
*The Mouse of. Low Low Prices™

239-H East 149th St.
New York. N.Y. 10451

CIRCLE 27 ON READER-SERVICE CARD
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DIXIE 1S Largest discount
High Fidelity component
distributors in the South.
Wholesale prices on pack-
age or individual compo-
nents. Latest models in
factory sealed cartons
shipped immediately from
our warehouse. Special at-
tention given to Audio Clubs,
Churches and Schools.

For Special Price Quote—

Write

—

DIXIE
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big band in California is successfully in-
corporating some of its elements into
older traditions. Andrew Hill is making
a sort of sense, too.

Hill has something that seems to me
to be lacking in too many of the New
Thingers: he can play his instrument.
Though what he plays here is hard to
fix, there is little of the clutter-fingered
fumbling that too often passes for “free-
dom”™ in New Thingery. He is fluid,
guick. and understands the sonorities of
the piano. Surprisingly, he sounds at
times like an improvising Ravel.

The album has four tracks, all written
by Hill. Hill has chosen some really ex-
cellent men to play them, particularly
the fiery trumpeter Freddie Hubbard, the
gifted young bassist Cecil McBee, and
bassist Richard Davis. who subs for
McBee on one track. The purpose scems

to be to achieve emotion primarily
through textures and rhythmic turbu-
lence. It is fulfilled. The track titled

Legacy sets up a powerful propulsive pat-
tern with African drums and some amaz-
ing bass work by McBee. Hill flings in
intriguing figures on the piano, then digs
down into the instrument to generate a
disturbing roar. | hesitate to call this
atonality: it's more like constant dis-
ruption of tonality. Legacy and Premoni-
tion are, to my ears and responses, the
most interesting tracks of the disc. The
latter makes an odd and charming use
of the African thumb piano.

1 don’t like this record. But I respect
it. Nor do I claim to understand the
talent of Andrew Hill. But I can hear
that it’s there. G.L.

GODFREY HIRSCH: Happiness Is . . .
Godfrey Hirsch, vibes: Stan Wrights-
man, piano; Morty Corb, bass; Al
Hendrickson, guitar: Jack Sperling,
drums. So Nice; Flamingo;, Whisper-
ing: nine more. Coral ©® 57489, $3.79:
S 757489, $4.79; @ ST 74-757489.
$7.95.

Godfrey Hirsch is usually so occupied

being Lionel Hampton to Pete Fountain's

Benny Goodman that this low-keyed, un-

pretentious set comes as a pleasant sur-

prise. These are simple. melodic per-
formances of simple, melodic tunes that
often generate the simple, melodic charm
you might get from a Viennese waltz.

No frills, no fancies—just an easy beat.

the feathery propulsion of Al Hendrick-

son’s guitar chording, some relaxed

piano passages by Stan Wrightsman, and

the mellow ring of Hirsch’s vibes.
JS.w.

JUGS, WASHBOARDS, AND KA-
Z00S. Dixicland Jug Blowers: Boodle-
Am-Shake, four more. Memphis Jug
Band: Newport News Blues, two more.
Five Harmaniacs: Coney Island Wash-
board, three more. Tiny Parham and
His Musicians: Washboard Wiggles,
Sud Buster's Dream. Washboard
Rhythm Kings: Pepper Steak, Shoot
'Em. RCA Victor ©® LPV 540, $4.79
(mono only).

Three of the relatively obscure record-

ing groups of the Twenties on this reis-

sue disc—the Dixieland Jug Blowers, the

Memphis Jug Band, and the Five Har-

wwWw americanradiohistorv com

maniacs—have been a source of material
and style for several latter-day folk and
jazz groups.

As usual, the originals prove to have
more vitality and validity than the copies.
The Jug Blowers are built around a com-
bination of jug, banjo, and fiddle that
gives the group a ruggedly swinging beat.
On one number clarinetist Johnny Dodds
turns up for a lively. throbbing solo.
a lusty banjo trio whangs its way through
Banjoreno, and Cal Smith plays a sur-
prising (for 1926) single string guitar
solo on Southern Shout. The Memphis
Jug Band is a more primitive, heavy-
handed group, burdened with a dire ka
zoo but helped considerably by a potent
jug player and a lively harmonica. The
Harmaniacs, who seem to be a novelty
vaudeville group, reverse these merits—
the harmonica is weak but the kazoo is
bright and joyful.

Tony Parham’s rugged, swinging band
fits into the context of the disc only be
cause its two pieces feature washboard
solos. Both tunes are based on similar
riffs and are developed in such identical
fashion that one or the other could have
been left out. The Washboard Rhythm
Kings are pure joy, a forerunner of the
kind of slapdash informal gaiety that
Fats Waller and His Rhythm began pro-
ducing in 1934, The selections by the
Washboard Rhythm Kings, the Memphis
Jug Band, and three by the Dixieland Jug
Blowers have previously been reissued
on 10-inch LPs in the "X label Vault
Originals series. JS.wW,

CHARLES LLOYD QUARTET: Forest
Flower. Charles Lloyd. tenor saxo-
phone and flute: Keith Jarrett, piano:
Cecil McBee, bass; Jack Delohnette,
drums. Forest Flower—Sunrise; Forest
Flower—Sunset: Sorcerv; Song of Her:
East of the Sun. Atlantic © 1473,
$4.79; SD 1473, $5.79.

Charles Lloyd is part of what strikes me
as a new breed of jazz musician whose
avenue of communication is visual almost
as much as it is aural. To watch him at
work—with his oddly spidery stance,
grappling furiously with his saxophone—
helps fill in some of the relatively empty
spots that occur when his performance
arrives only as sound on a phonograph
record.

On these performances, recorded last
fall at the Monterey Jazz Festival,
Lloyd’s playing has the sweep of author-
ity, it pulses with gusto, and he moves
around on his horn with great dexterity.
On a mood piece, Song of Her, his tone
has a worn, whisky hoarseness that is
very effective. In a faster tempo on FEast
of the Sun, he rises to a hollow, drain-
pipe effect. But his climaxes tend to be
strained, shrieking bits of desperation
that come across as cool, deliberate cal-
culation rather than inner fire.

The most consistently interesting per-
former on this disc is Keith Jarret,
Lloyd’s pianist, whose solos often trickle
like a fresh mountain stream—and some-
times acquire the turbulence that such
a stream might have.

The group is at its best on Forest Flow-
er which takes up one side of the disc.
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World’'s Most Advanced Stereo Receiver...

HEATHKIT

*Black Magic” Panel Lighting
A touch of the power switch and prestc!. .. The black magic panel lights up with a shide-
tule dial for easy tuning, and instant identification of all contsots.

tintegrated Circuits . . . two are used in the
IF amplifier for hard limiting excellent t2m.
perature stability, increased reliabi ity.
Caplure ratio is 1.8 db. Eack IC is the size
of a tiny transistor, yet each contains 10
transistors, 7 diodes, and 11 resistors.

Crystal Filters . . . two are used in the IF
amplifier to replace the usual transformers
..« Heath hi-fi exclusive. Provide near-per
fect bandpass charactenstics, (70 db selec-
tivity) yet no adjustment is ever needed!

AR-15 SPECIFICATIONS AMPLIFIER SECTION: Dynamic Power Qutput Per Channel
{Music Power Rating): 8 ohm load; 75 wotls. Continvous Power Output, Per Channel*:
8 ohm lood; 50 wolls. Power Bandwidth For Constont 0.5, Total Hormonic Distortion*:
6 Hz to 25 kHz. Frequency Response (1 woatt level): ¢ 1 db, 6 to 50,000 Hz. +3 db, 4 to
70,000 Hz. Harmonic Distortion: Les: than 05, from 20 to 20,000 Hz ot 50 watts output
Less than 0.27; at 1,000 Hz with 50 waft output. Less than 0.2 ; ot 1,000 Hz with 1 watt output.
Intermodulation Distortion (60 Hz: 6,000 Hz - 4:1) Less than 0.5, with 50 watts output.
Less thon 0.2, with 1 watt output. Damping Factor: 45. Input sensitivity: PHONO; 2.2
millivolts {overload 155 mv). TAPE; 20C millivolts (overload 4.5v). AUX; 200 millivolts {over
load 4.5v). Hum & Noise: volume corrrol at minimum position; —80 db. PHONO; (10 mills.
volt reference); —60 db. TAPE & AUX. (200 millivolt reference); —65 db. Chonnel Separation:
PHONO; 45 db. TAPE & AUX.; 55 db. Qutput impedance (each channel): 4, 8 & 16 ohms.
Tape Output Impedance: 100 ohms. Input Impedance: PHONO; 51 K ohm {**RIAA equal-
ized). AUX., TAPE & TAPE MON.; 100 k ohm. Tope OQutput: 0.17 volt. FM SECTION (Mono):
Sensitivity: 1.8 uv*. Frequency Response: +1 db, 20 to 15,000 Hz. Volume Sensitivity:
Below measurable level Selectivity: 70 db*. Imoge Rejection: 90 db. IF Rejection: 90 d
minimum®. Capture Ratio: 1.5 db*. AM Suppression: 50 db*. Hormonic Distortiol
or less®. Intermodulation Distortion: 0.5, or less®. Hum & Noise: 65 db*. Spurious
Rejection: 100 db*. FM SECTION (Stereophonic): Chonnel Separation: 40 db or greater
Frequency Response: =1 db, 20 to 15,000 Hz. Hormonic Distortion: Lless than 1 at
1,000 Hz with 1007, modulation. 19 & 38 kHz Suppression: 55 db or greoter. SCA Suppres-
sion: 50 db. AM SECTION: Sensitivity: 12 microvolis af 1,000 kHz. Image Rejectio
60 db ot 600 kHz. 40 db o 1400 kHz. IF Rejection: 70 db ot 1,000 kHz. Harmonic Distort
Less than 1.5 at 400 Hz, 90 modu alion. Hum & Noise: 45 db. Power Requiremenis:
105-125 or 210.250 volt 50,60 Hz AC. Dimensions: Overall, 1624 wide x 434” high x 14! ;"
deep.

*Roted IHF (Institute of High Fidelity) Standards

FREE!
World's Largest
E'ectronic Kit Catalog
Contains full descriptions and specifi
cztions of AR-15 and over 250 easy-1o-
| batd kits ., . stereo/hi-1i, color TV

HEATHKIT 1967
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electric guitars & amplifier, organs,
AM-FM-shortwave radios, test, marine
C3 and ham radio. Mail coupon or write
Hzath Company, Benton Harbor, Mich-
igan 49022.

Name
Address
City

r--————.
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HEATH COMPANY, Dept. 86
Benton Harbor, Michigan 49022

[J Please send FREE Heathkit Catalog.
[ Enclosed is $

i
i
i
Please send model (s} — — l
i
i
i

I

The New Heathkit AR-15 . . . Crowning Achicvement Of The World's
Most Experienced Solid-State Audio Engincers! There's nothing like it
anywhere in the transistor stereo market place. Besides the use of space-
age integrated circuits and cxclusive crystal filters in the IF scction,
it boasts other “'state-of-the-art” features like these:

150 Watts Dynamic Music Power . . . 75 IHF watts or 50 RMS walis
per channcel . . . the highest power output of any stereo recciver. De-
livers the coolest, most natural sound you’ve ever heard.

All-Silicon Transistor Circuitry . . . a total of 69 transistors, 43 diodes
and 2 1C’s for maximum reliability & stability.

Positive Circuit Protection . . . four Zener diodes and two thermal circuit
breakers protect the driver and output transistors from overloads and
short circuits of any duration.

Ficld Effect Transistor FM Tuner . . . cascode 2-stage FET RF amplifiers
and an FET mixer provide high overload capability, excellent cross
modulation and image rejection. Sensitivity 1.8 uv. Features a 4-gang
variable capacitor and 6 tuned circuits for extreme sclectivity under the
most adverse conditions. Completely shiclded . . . completely assembled
for best performance.

‘Two Calibrated Tuning Mcters . . . a signal strength indicator tells you
when you receive the strongest signal doubles as a VOM for check-
out during or after kit construction. A special “Center-Tune” meter
puts you on exiact station frequency.

Tone-Flat Switch . . . bypasscs tone control circuit for completely flat
response.

Automatic FM Squelch . . . noisc and AFC operated to hush between-
station noise hefore you hear it

Sterco Only Switch | | | silences all mono when you wish to listen to
stereo broadceasts only. An added tuning convenicnge!

Super SCA Filter . . . removes SCA and noise frequencies above 57 kHz
for clean, quict listening.

Massive Power Supply . . . for low heat and superior regulation — clee-
trostatic and magnetic shiclding for lowest hum and noise.

Electronic Filter Circuit . . . provides power supply with exceptionally
fow ripple and excellent regulation.

Adjustable Phase Compcensator for Station Differences ., . 50 you can be
assurcd of the best stereo.

Wide Range Magnctic Phono Inputs . . . extra overload characteristics
(98 db dynamic range). All inputs adjustable from front pancl. Plus
automatic switching to stereo, transformerless design, filtcred outputs
and a host of other deluxe features for the discriminating audiophile.
An assembled wrap-around walnut cabinet with a vented top is avail-
able at $19.95. Liberal credit terms also available.

t Kit AR-15 (less cabinet), 28 IbS.. .. .. .cvevervennerrnronnencneeacens $329.95

AE-16, assembled walnut cabinet, 71bs.. .. .. ... iiiiiiiiiiienes $19.95

plus shipping.

Zip.

State
Prices & specificalions subject to change without notice. HF-202
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Its theme is attractively melodic and the
development, despite its length, is sus-
tained much more successfully than the
. shorter Sorcery and East of the Sun.

JS.W.

HERBIE MANN: Impressions of the
Middle East. Herbie Mann, flute;
Jimmy Owens, trumpet and flugelhorn;
John Orange and Julian Priester, trom-
bones; Hachig Thomas Kazerian,
clarinet; Chick Ganimian, oud: Roy
Ayers, vibraphone; Mohammed Elak-
kad, zither; Attila Zoller, guitar; Reggie
Workman or Richard Davis, bass:
Bruno Carr, drums; Patato Valdes,
Geraldine Swee, Moulay Ali Hafid.
and Robert Marashlian, percussion:
string ensemble. Turkish Coffee; The
Oud and the Pussvcat; Dance of the
Semites; six more. Atlantic ©® 147S.
$4.79; SD 1475, $5.79; (® 1475, $7.95.

After the sitar, what? Well, from a rec-

ord company whose president and vice-

president were born in Turkey (Ahmed

and Nesuhi Ertegun), with an a & 1

man, Arif Mardin. who also comes from

Turkey, what could be more natural

than the oud? And Herbie Mann, who

did a bit of long-range trend spotting in

latching onto Latin rhythms years ago,

may have something else going in this
mélange that mixes Middle Eastern
themes and sounds with his jazz group.

The dark twang of Chick Ganimian’s
oud is a strong counterbalance to Mann’s
flute and the rattle of a tambourine
blends well with the clomp of Patato
Valdes’ conga drum. These performances
are fun—a touch of the exotic on In-
cense and lively, swinging rhythms on
Yavuz. Uskudar, and Odalisque. (The
latter track, according to annotator Talat
S. Halman, "portrays a concubine in all
her vivacity and spleen.” Music for
spleen dancing?)

Mann’s combos vary in size. some-
times including zither and a wailing,
middle eastern clarinet, sometimes using
Jimmy Owens' clean, cutting trumpet.
For some reason, six and a half minutes
of playing time have been filled by an
out-of-context rock tune and an arrange-
ment of Eli Eli for a mass of strings and
Mann’s flute. JS.W.

. THE SOULFUL STRINGS: Paint
It Black. Lennie Druss, flute and
clarinet; Charles Stepney, vibra-
phone and piano; unidentified violas,
cellos, and rhythm; Richard Evans, arr.
California Dreamin’; Sunny; A Lover’s
Concerto; eight more. Cadet ©® 776,
$4.79; S 776, $4.79.
Categorical pigeonholing is becoming
more and more difficult in the face of
releases such as this. The mere fact that
this disc cannot be pinned down as pop
or jazz, or by any other automatic label,
suggests that somebody’s thinking has
moved out of the customary ruts. Take
four string instruments capable of pro-
ducing an umbrously commanding tone
(two violas and two cellos), back it with
a rhythm section playing a solid rock
back-beat, season it with flute and vibes
that dance with a light jazz touch, feed
it current pop material that fits the rock
beat and jazz pieces that swing on a

106

similar kind of beat, set the whole thing
in arrangements by Richard Evans, a
Chicago musician who has been doing
consistently imaginative writing for sev-
eral years, and you've got this—what-
ever it is.

It swings, it rocks, and it's full of
marvelous sonorities. The freedom and
sweep of Lennie Druss’s flute and Charles
Stepney's vibes give it enough tradi-
tional jazz coloration to fit it into the
jazz category. But the feeling it gives
off, the sounds it makes, are so essen-
tially contemporary pop that it's more
than just a jazz record.

Basically, it’s chamber music—but it’s
chamber music with muscle. The strings
have the strength to speak out over the
rugged rhythm section. The cellos really
strut on Wade in the Water, the violas
open up the melody on Message to Mi-
chael, and they give an ensemble color
to Take Five and Sidewinder that no jazz
group has achieved. JS.w.

KID THOMAS VALENTINE AND HIS
CREOLE JAZZ BAND: Kid Thomas.
Kid Thomas Valentine, trumpet; Louis
Nelson, trombone; Manuel Paul, tenor
saxophone; Joe James. piano and vo-
cal; Creole George Guesnon, banjo and
vocal; Slow Drag Pavageau, bass;
Sammy Penn, drums and vocal. Eh la
bas: On a Cocoanut Island: Siboney:
seven more. Arhoolie ® 1016, $4.98
(mono only).

One of the problems inherent in record-
ing groups of New Orleans ancients is
the difficulty of finding a group of men
in their fifties, sixties, and seventies all
of whom can play on an equal level of
skill. If, for example, everyone in Kid
Thomas’ band were as wobbly as trom-
bonist Louis Nelson. the whole project
could be passed by in silence. Or if every-
one in the band projected the crackling
intensity of Kid Thomas there could be
shouts that New Orleans lives forever.
But, like most recordings of New Or-
leans groups of this type, the disc is
such a mixture of brilliance and dread-
fulness that it can lead a listener to the
brink of despair. Just as you are being
swept up by the fire of Kid Thomas'
ripsaw attack, along comes the lumber-
ing Nelson or, to take a middle area, the
bland clichés of Manuel Paul's tenor
saxophone. On balance you might say
the disc is pleasant—the dismal aspects
being offset by the brilliant parts. But
it isn't really pleasant. It’s irritating be-
cause Kid Thomas is so good that his
playing should not be wasted in these
doleful surroundings.

There are other minor merits—George
Guesnon's banjo and singing and the in-
clusion of such tunes as I Believe I Can
Make It By Myself, I Can’t Escape from
You, and Stingaree Blues to balance such
inevitabilities as Panama, Maryland My
Maryland, and Just a Closer Walk with
Thee. Maybe ears that are selective
enough to listen to scratchy old 78s with
pleasure can also sort things out so as to
concentrate on the worthwhile parts of
this set. JS.w,
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GORDON BOK. Gordon Bok, vocals
and guitar. Verve Folkways ® FT
3016, $3.79: FTS 3016, $4.79.

An uneven performance, but the plus fac-

tors glitter. On the whole, Gordon Bok

manages to scale his strong bass to the
demands of his material: it is big and
swinging in the sea chantey Johnny

Todd, caressingly soft in Call the Ewes.

Yet he is not free of wobble and his

version of Herring Croon is lamentably

wooden. Curiously, his twelve-string
guitar provides an arresting accompani-
ment, but fails to sustain interest through
the frequent instrumental solos. Bok
stands firmly in the mainstream of An-
glo-American folk song and his interpre-
tations are straightforward and sincere.
On balance, an unusually promising de-
but. O.B.B.

CAJUN FAIS DO-DO. Nathan Abshire
with his Pinegrove Boys, Cyprien and
Adam Landreneau, Isom Fontenot.
Jerry Devillier, and the Breaux
Brothers. vocals and accompaniment.
Arhoolie ® F 5004, $4.98 (mono
only).

The only sobering aspect of this merry

release is the fact that few of the per-

formers are young. The ubiquitous TV
set is putting the quietus on America's
subcultures, and the Cajuns of south-
western Louisiana are fighting against
time. Meanwhile, local radio stations—
notably KEUN in Mamou, provenance
of this disc—continue to program the old

traditional tunes that have come such a

long, hard way from Acadia. More than

a little southern corn pone has crept into

the likes of Ma négresse and—God save

the mark—Chére Mom. but these semi-
pro singers and instrumentalists belt them
out with verve and authenticity. None of
us is likely to hear better performances
of this rollicking, different, disappearing
Americana. 0O.B.B.

THE CLANCY BROTHERS AND
TOMMY MAKEM: Freedom’s Sons.
The Clancy Brothers and Tommy
Makem, vocals and accompaniment.
Columbia ® CL 2536, $3.79; CS 9336,
$4.79: ® CQ 925, $7.95.

Taped live in an actual concert in Dublin,

the brothers Clancy and Tommy Makem

display their usual artistry, effervescence
and abiding sense of the dramatic. All
of it culminates in a tight-knit memorial
marking the fiftieth anniversary of the

Easter Rising of 1916. Among the mourn-

ing verses of The Foggy Dew, the quartet

interweaves readings from Sean O’Casey’s

Drums Under the Window and William

Butler Yeats's Easter 1916. O’Casey’s

sardonic wit and Yeats's glorious ca-

dences make a bittersweet counterpoint
to the ballad, and the performance is an
interpretative masterpiece.
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For the first time...

Full-Range, Full-Fidelity Sound
Indoors or Outdoors with the
JBL FESTIVAL!

Until the introduction of the JBL Festival, the high fidelity listener had to be
content with compromised sound for outdoor applications,

No further compromise is necessary. JBL has taken the famous LE8T and
PR8 (so popular in JBL's Lancer 44 and Trimline 54 indoor systems) and
has housed them in a decorator enclosure of tremendous flexibility. The
JBL Festival is totally portable, water-resistant, and delivers the full spectrum
of sound to patio, porch, pool-side, or lawn. It can be tilted to face the
optimum area of sound coverage and locked with a twist of its convenient
carrying handle. It can even be mounted to eaves or ceiling beams by using
the hangers supplied.

The JBL LE8T is undoubtedly the world’'s finest full-range transducer, a
6% pound magnetic assembly, larger and more powerful than those used in
most 15-inch loudspeakers...a highly sophisticated suspension for linear
cone travel up to %-inch...an exclusive pure silver impedance-controlling
ring that increases the speaker’s efficiency more than fourfold in the 20,000
cps region...JBL precision tolerances and hand craftsmanship throughout.

JBL's PR8 Passive Radiator effectively doubles the LE8T's bass radiating
area to deliver solid low frequency fundamentals, even out of doors where
bass tends to "'fade". At the same time, the PR8 maintains the sealed, weather-
proof character of the L59 enclosure.

The JBL Festival is a superb loudspeaker system for indoor
v use. It is the only loudspeaker system designed to deliver
;JBL full-range fidelity outdoors as well!

3249 Casitas Avenue, Los Angeles, California 90039
CIRCLE 35 ON READER-SERVICE CARD
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- STEREQ &
HI-FI BUYERS

BEFORE YOU BUY GET A RABSONS
QUOTE...YOU'LL BE GLAD YOU DID!

At Rabsons Competitive Prices, Relia-
bility and Personal Service have been

bywords for over 61 years
It's so EASY and SAFE to deal with Rabsons

* Up to 36 months to pay on Easy Pay Plan e
Centrally located—as close as your telephone
—as near as your mail box e Free Mail Order-
Hi Fi Clinic Service ® Fast Air Mail Response
on Quotation Requests ® Franchised Distribu-
tor for Hi Fi Lines ® 62 Years of business
‘‘Know How'' to serve you better e Ship-
ments DOUBLE PACKED and FULLY INSURED
e “Attractive’ Prices ® Warehouse on prem-
ises o Fast Delivery—Large inventorr permits
processing and shipment promptly o All
merchandise brand new in Factory sealed
cartons ¢ Save even more on complete sys-
tem quotes e Export Packip§—220 Volts S0
Cycle merchandise a specialty o Free list
of monthly specials.

ovirn & O verrs

OF RELIABILITY

RABSONS 57 ST. INC.

119 West 57th Street, New York, N. Y. 10019
Tel. Area Code 212-247-0070
CIRCLE 44 ON READER-SERVICE CARD

RECORDERS

TAPES, ACCESSORIES

SAVE MONEY

e [ OWEST PRICES
e INTEGRITY e SERVICE
e FRANCHISED DISTRIBUTORS

WRITE FOR OUR VERY LOW
PACKAGE QUOTATIONS
Nationally Advertised Brands

Factory Sealed Cartons

FREE CATALOG

Visit Our Showrooms

DRESSNER

1523K JERICHO TPKE.
NEW HYDE PARK, N. Y.
11040

Write
for

CIRCLE !5 ON READER-SERVICE CARD
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One of the songs on this disc, the fir ry,
violently anti-British Green in the Green,
became a runaway hit in Canada this
past summer when it was sung in a
carefully mumbled version by a Dublin
group for a televised beer commercial.
When the inflammatory nature of the
song became known, the brewery had to
placate the enraged Orange Lodges by
promising to produce another commer-
cial featuring Ulster’s The Gallant Forty
Twa. The ultimate in equal time. O.B.B.

JUNE LAZARE: Folk Songs of New
York City. June Lazare, vocals; guitar
accompaniment. Folkways @© FH 35276,
$5.79 (mono only).

The light. pleasant soprano of June

Lazare is an ideal vehicle for these old

ballads and broadsides endemic to New

York City. All but two date from the

cighteenth and nineteenth centuries; most

have the relaxed, indefinable cachet of

the mid-1800s. My own favorite is a

marvelously belligerent—and to me hith-

erto unknown—ballad of the War of

1812 called The Patriotic Diggers. On

other levels, the bitter sociology of Jim

Fisk, the gentle protest of The Brooklvn

Strike, and the neat satire of Down in

Dear Old Greemwich Villuge engage

both the ear and the emotions. Virtually

all of this material is new to the recorded
catalogue, and Miss Lazare—who dug it
out of the archives herself—preserves the
sense of freshness with her honest, un-
pretentioys interpretations. O.B.B.

T ROBERT SHAW: Sing to the
o's Lord. The Robert Shaw Chorale,
= Robert Shaw, cond. RCA Victor
© LM 2942, $4.79; LSC 2942, $5.79.
A new dimension of musical beauty un-
folds in this striking collection of sixteen
early American folk hymns. All are gath-
ered from pre-1850 shape note hymnals
and they possess a quality akin to the
brittle, variegated loveliness of the dried
flowers popular in colonial America. The
melodies are starkly simple, yet in phras-
ing and in range they share the angular
splendors of such "advanced” composi-
tions as the songs of Charles lves. The
words are lucent in their lyricism—words
that praise a stern, suffering Protestant
Redeemer in imagery worthy of Milton.
Here, for example, is a throwaway phrase
from Cualvary’s Mountain: On His head
the dews of midnight/Fell long ago.
Shaw guides his singers in interpreta-
tions that soar; in a somber, Jansenist
way they even seem to storm heaven.
Here is a superb, original, unequivocally
successful album. It cannot be over-
praised. If you purchase no other record
in 1967, buy this. O.B.B.
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THEATRE & FILM

QUINCY JONES: The Deadly Affair.
Music from the sound track of the
film. Orchestra: Quincy Jones, comp.,
arr.. and cond. Verve © V 8679, $3.79;
VST 68679 $4.79.

According to legend, Hollywood is the

place where the talents of good men be-

come corrupted. But with the decline
of the big studios and the rise of the
independent producers, the legend has
declining validity. In the case of Quincy

Jones. we have the example of a man

whose talent was corrupted in New York.

He found himself again in Hollywood.
In New York, as vice-president of

Mercury records, Jones turned out
streams of garbage records by all manner
of meaningless artists, and most of his
friends began to think that his profound
abilities as an arranger and composer
were going down the drain. Jones stuck
at the job for several years, doggedly
working himself out from under a moun-
tain of debt that had crushed him after
his disastrous attempt to launch a big
band a few years ago. Last year, freed
at last of many left-over responsibilities,
he surprised just about everyone by
leaving Mercury, packing up, and moving
to the Coast. | spent some time with him
in Los Angeles recently, and found a
man at peace with himself and once
more in touch with his talent. There's
been an amazing change in him, and he is
again producing some very good music—
this time not for a big band and the jazz
world, but for films.

His recent scores have been good, and
so is this one, his second for director
Sidney Lumet. Suspense films aren't the
most likely places to look for good scores
—they require too much simple action
music—but this album is warm and rich.
Its main theme (sung on the record with
her customary tonelessness by Astrud
Gilberto) is quite haunting.

The album is not right off the sound
track. Jones re-recorded the material for
records, and that is to the good.

A talented, talented man is back with
us. G.L.

JOHNNY KEATING: Hotel. Music from
the sound track of the film. Orchestra,
Johnny Keating, composer and cond.
Warner Brothers © 1682, $3.79; S
1682, $4.79.

Johnny Keating, an arranger and com-
poser from Scotland, is one of many
writers with a background in popular
music and jazz who have gone into film
scoring in the last couple of years. Scor-
ing has benefited. Keating, like others
of his breed, is a strong stylist: he has
favorite writing tricks that make his work
instantly identifiable.

According to current fashion, much of
this score is based on one theme, re-
peated in various settings and rhythms.
Fortunately, it is a strong, sensuous
melody and Keating gets a good deal of
mileage out of it. This is an attractive
album, mostly in the pop music idiom.

G.L.
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Coming Soon ==

The HIGH FIDELITY

GUIDE TO
HOME STEREO

While HOME STEREO strives to help the young married
couple get “‘turned on" with stereo, thousands of HIGH
FIDELITY readers will find helpful hints here, too.
Moreover, you may care to start a young couple off
right with a gift of this inexpensive guide!

HOME STEREO brings you:

Introduction. The joy and the importance of music in
the home. The excitement of integrating a home
music system into the decor.

You Can Hear the Difference. A nontechnical discus-
sion of the quality of sound, including stereo repro-
duction. The advantages of the best system you can
afford. What new things you hear.

It Doesn't Have to Look Like a Laboratory! How record
players, electronic equipment, tuners, tape recorders,
cartridge players, etc., can enhance the beauty of a
room. How they can blend with the decor. A compre-
hensive guide to decorating with music.

What About Records? Why your present records will
sound better. Guide to choosing new records—<classical,
pop, show, folk, ethnic. How to keep abreast. How to
care for records. Tips on how to suggest to friends and
relatives they give you records you enjoy.

Complete Guide to Record Selection. A listing, with
recommended recordings, of the basic classical library
plus a selection of the best in pop, jazz, folk, show, etc.

Music for Your Party Moods. Music for background,
dancing, listening. showing off your status symbol.
Amusing problems when tastes conflict—and how to
solve them.

JUNE 1967

""""""" ORDER FORM ~=~==7==7=77=7====7
The High Fidelity Guide to
HOME STEREO

2160 Patterson Street
Cincinnati, Ohio 45214

When published, please mail copies at $1.25
to the addresses below for which | enclose pay-
ment in full, $_—____ .

The Technical Side. The nuts and bolts of sound equip-
ment including a comparative price chart of basic com-
ponents. It includes an explanation of function and an
easy introduction to hi fi terminology.

Maintenance and Repairs. How to take care of your
equipment and what to keep in mind about servicing.
The benefits of a reliable dealer.

Children and Music. How a fine sound system shapes
a youngster's taste, perhaps leading to playing an
instrument and certainly setting him out on a lifetime
of enjoyable listening.

Sound Systems of the Stars. A photo album of the
stereo setup of well known people in American life from
tecnage idols to father figures.
There's much more, of course, including scores of illus-
trations. But this is the core.

THE HIGH FIDELITY GUIDE TO HOME STEREDO, in size,
will approximate a copy of HIGH FIDELITY. To make
sure you get your copy conveniently by mail about
August 29, send your order today on the form below!

Send to:

Name

Name

Address

Address

City, State, Zip
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The new Sony Solid State 350 adds professional performance to home entertainment systems

Selecting the brilliant new Sony Solid State 350 to fulfill
the sterco tape recording and playback functions of your
professional component music system will also endur-
ingly compliment your impeccable taste and passion for
music at its finest. With an instant connection to your
other sterco components, the versatile two-speed Sony
350 places at your pleasure a full array of professional
features, including: 3 heads for tape and source monitor-
ing. Vertical or horizontal operation. Belt-frec, true
capstan drive. Stereo recording amplifiers and playback

pre-amps. Dual V U meters. Automatic sentinel switch.
Frequency response 50-15,000 cps =+ 2db. S.N. ratio
plus 50db. Flutter and wow under 0.15%. Richly hand-
some gold and black decor with luxurious walnut
grained low profile base. This remarkable instrument
is yours at the equally remarkable price of less than
$199.50. Should you want to add portability to all
this, there’s the Model 350C, mounted in handsome
dark gray and satin-chrome carrying case, at less than
$219.50. For information write Superscope, Inc., Sun Valley, Calif,

AMERICA'S FIRST CHOICE IN TAPE RECORDERS

=TI\ R'Al SUPERSCOPE ,

SONY’S PROOF OF QUALITY — A FULL ONE YEAR WARRANTY

The Tapeway to Stereo
G

Portable Model 350C

CIRCLE 50 CN READER-SERVICE CARD
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BY R.D. DARRELL

e PR e e ik
THE TAPE DECK

Columbia’s Spring Crop. After several
months’ hiatus. I have just received a
whole batch of Columbia review tapes—
and a welcome lot they are, for a number
of reasons which will appear below.
First off, however, I'd like to note that
they bring fresh repertory—five works
never previously available on tape: Bern-
stein’s Age of Anxiety, for piano and
orchestra, in its revised version of 1965
(MQ 807. 37 min., $7.95): Charles Ives’s
Second Symphony and The Fourth of
Julvy (MQ 857, 58 min., $7.95): Proko-
fiev's First Piano Concerto. in D flat,
Op. 10 and Piano Sonata No. 3. in A
minor, Op. 28 (MQ 861. 49 min.. $7.95
—which also includes the Third Piano
Concerto. in C. Op. 26).

I particularly looked forward to hear-
ing the brash jazz-scherzo “Masque”
movement of the Bernstein piece. since
this section of the original LP version
long served as one of my favorite demon-
stration discs. That sixteen-year-old re-
cording. | can say at once. is completely
eclipsed by the sheer sonic solidity,
weight, and dramatic impact of Colum-
bia’s present-day stereoism. And while
the new recording’s soloist. Philippe
Entremont, is perhaps less at ease in the
jazz idioms than Lukas Foss was, he is
given exceptionally substantial and ring-
ing piano tone. The same sonic quality,
by the way, also distinguishes Entre-
mont’s “Fantasie-Impromptu™ solo re-
cital (MQ 866, 43 min.,, $7.95) but
there it scarcely compensates for the
too coldly objective, however digitally
expert, readings of hackneyed encore
pieces.

As a conductor, Bernstein seems to
me even more persuasive in the Ives
performance than in his own Age of
Anxietv. And lves himself exerts per-
haps his widest appeal here, with the
engaging Second Symphony to delight
conservative listeners and with the daring
experimenwal fireworks movement from
the Holiaays Symphony to dazzle the
more venturesome. For good measure
the second side of the tape is filled out
with Bernstein’s illuminating spoken dis-
cussion. with musical illustrations. of
Ives’s music in general and of the present
examples in particular. Columbia’s en-
gineers handle the fabulously intricate
climax of The Fourth of July with spec-
tacular success, while the seven- or eight-
year-old recording of the Second Sym-
phony is still notable for warmth and
lucidity.

Like many who first heard Prokofiev’s
witty and graceful Third Piano Concerto
in the composer's own concert and 78-
rpm disc performances, I've never been
able to find complete satisfaction in any
other reading—including those on tape
by Cliburn for RCA Victor and Janis for

JUNE 1967

Mercury. Nevertheless, Gary Graffman’s
performance is a bravura one, greatly
enhanced by the best orchestral accom-
paniment the work probably ever has
enjoyed—from George Szell and the
Clevelanders. Add the less familiar at-
tractions of the romantic First Concerto
and fiery Third Sonata, plus the magnetic
appeal of vivid and powerful recorded
sound, and this reel warrants a “must”
rating for every collection of contempo-
rary music.

Another novelty among these Colum-
bia releases is E. Power Biggs's “Holidav
for [Pedal] Harpsichord” (MQ 804, 39
min., $7.95). Unlike Biggs's earlier reel
(MQ 790) in which he used a magnifi-
cently sonorous—and clattery—pedal
harpsichord for Bach organ works, he
now uses the same instrument as the un-
likely medium for such perennial piano-
encore pieces and symphonic-pop tran-
scriptions as the Mozart and Beethoven
Turkish Marches, Brahms's Fifth FHun-
garian Dance, Grieg's In the Hall of the
Mountain King, and—most anachronistic
of all——Falla’s Ritual Fire Dance. It's
all great fun as well as often startlingly
impressive, however incongruous, soni-
cally,

Like Angel/Capitol, Columbia has
been releasing fewer 3%-ips tapes
lately: my flood of review copies included
only a few double-play reissues of works
issued earlier in single, 7.5-ips reels, plus
the belated Vol. I of Epic’s slow-speed
Mozart Piano Concerto series. Audio-
phile purists will be especially pleased
that the faster speed was chosen for the
Mahler Eighth Symphony, in which
Bernstein conducts an international cast
of soloists, various British choral groups,
and the London Symphony Orchestra
(M2Q 876, double-play, 80 min., $11.95).
The present taping probably comes
closer to capturing this grandiose “Sym-
phony of a Thousand” than any previ-
ously attempted recording, including
Abravanel's for Vanguard. My own
feeling still remains that Mahler at-
tempted too much—more, indeed, than
music ever should attempt: but there
are moments here when the matched
fervors of conductor and composer. en-
hanced by the superbly expansive stereo-
ism, almost force me to change my mind.

. Purists also will be delighted to
have a 7.5-ips version of the Ormandy/
Philadelphian Tchaikovsky Romeo and
Juliet Overture-Fantasy—a version they
probably thought never would be avail-
able inasmuch as this opulent perform-
ance was released in the slow-speed tape
program, “The Art of Eugene Ormandy,”
H2M 9. The new version now is coupled
with a reissue of excerpts from the
Sleeping Beauty, in what is sure to be a
best-selling reel: MQ 877, 47 min., $7.95.

www americanradiohistorv com

Angelic  Offering. Although Richard
Strauss’s operas have been fairly well rep-
resented on tape, his Lieder certainly
have not—which accounts for the extra
warmth of my welcome for the Angel
reel (ZS 36347, 40 min., $7.98) in which
Elisabeth Schwarzkoff with comparably
angelic accompaniments by the Berlin
Radio Orchestra under George Szell,
sings the heart-wrenchingly beautiful
four Last Songs (Friihling, September,
Beinm - Schiafengehen. Im  Abendroth).
Also included are five earlier Strauss
songs more often heard with piano ac-
companiment: Muttertindelei, Waldselig-
keit, Zueignung, Freundliche Vision, and
Die heilige drei Kéonige. A prepaid post-
card enclosed with the reel encourages
sending for texts-and-translations leaflet.

Back to the Other Bach. The first really
major reel representation accorded Carl
Philipp Emanuel Bach, the Magnificat
in D (Archive ARC 3267, 45 min.,
$7.95), is a relatively early work which
contains only foreshadowings of the
galant style for which his later composi-
tions are most distinctive. And the present
Hamburg performance, conducted by the
perhaps too vigorous Adolf Detel, is not
an ideal one. But the work’s resemblances
to—and differences from—the elder
Bach’s choral masterpieces make it of
inexhaustible fascination to Bachian
specialists. Moreover, there are moments
here—especially in bass soloist Barry
McDaniel’s virile “Fecit pontiam” and
the exultant fugal Amen chorus—which
are both magnificently exhilarating and
unmistakably Carl Philipp Emanuel's
own inspiration. The recording of this
minor but by no means inconsiderable
masterpiece is gleamingly bright.

Bigger and Better Bonuses. Apparently
Audio Devices’ “Sounds of Melody” bo-
nus reel of last January was only the
first in a series, for now comes along
an even more enticing and novel reel, the
“Sound of History” (2-track mono, 3% -
ips, 72 min.}—offered free with the pur-
chase of one 1800-foot reel of Mylar-
based Audiotape at $5.98. Here the
highly variable recording qualities of the
materials are of far less significance than
their documentary worth: the contents
feature well-chosen excerpts from the
speeches (mainly the inaugural addresses)
of Presidents Roosevelt, Truman, Eisen-
hower, and Kennedy, plus the immensely
dramatic UN debate between Adlai
Stevenson and Russian Ambassador Zorin
and the scarcely less dramatic MacAr-
thur Farewell to the West Point cadets.
The introductory and explanatory text is
narrated by Burgess Meredith, and the
program as a whole is otherwise unavail-
able in any recorded format.

[
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FACTORY SEALED CARTONS
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QUICK SHIPMENT

WE GIVE

DISCOUNTS
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COMPONENTS

SOUND
REPRODUCTION
INC.

34 New Street, Newark, N. J. (07102)
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THIS MAN 15 NO
PROFESSIONAL IN MUSIG

SUBSCRIPTION ORDER FORM

® Edition which is all of HIGH FIDELITY plus about 32 pages per issuve of news

ﬂ/ and reviews of important musical happenings throughout the world—concert,
opera, etc. Subscription price $9.

w [J Send me 12 issues of the new HIGH FIDELITY/MUSICAL AMERICA

[J | want to take advantage of your offer of the next 12 issues of
HIGH FIDELITY (regular edition) for only $7. Enter my subscription.

[ Payment Enclosed 0 Bill Me O New [ Renewal
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e = S S equipment — singlehanded. He spent
For Postage Outside U.S.A., Possessions: Add $1. more money and time than necessary,
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No. 111 For your protection, that's what we

Cincinnati, Ohio

suggest you do — now. Use the handy

order form on this page!
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@ Why turn off your love of good music when you

* shut your living room door? Summer or winter,
indoors or out, from beach to mountaintop, from patio
to summer home — the Electro-Voice Sonocaster I

puts good music where it belongs . . . with you.

It’s built to take any weather. The one-piece housing
can’t rust, crack, or peel — the color is molded right
into the plastic. And tough? Just ask the schools,
radio stations, and businesses that find a Sonocaster
ideal for portable high fidelity sound.

Now how about the music? Well, short of 32’ organ

pipes (which the Sonocaster frankly ignores) you’ll

be hard pressed to hear any trace of “portable” sound.
Whether you add Sonocasters to your main hi-fi
system, or start with a portable radio, you’ll find these
small speakers uncommonly responsive.

Hookup is easy. Plug the Sonocaster directly into the
auxiliary jack on most portables. Or add a pair to your
main stereo system in moments with just a screwdriver.

Pick up the Sonocaster I today. It costs no more
than $25.00 at leading audio showrooms everywhere.
And now, a little traveling music, if you please!

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

CIRCLE 24 ON READER-SERVICE CARD

ELECTRO-VOICE, INC., Dept. 674H. 619 Cecll Street, Buchanan, Michlgan 49107.
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COMPARE THESE NEW SHERWOOD S-7800-FET FEATURES AND SPECS! ALL-S/L/CON RELIABILITY. INSTAMAT UTPUT OVERLOAD PROTECTION CIRCUITRY. NOISE-THRESHOLD-GATED AUTOMATIC FM
STEREO/MONOQ SWITCHING. FM STEREQ LIGHT. ZERO-CENTER TUNING METER. FRONT-PANEL FM INTERCHANNEL HUSH ADJUSTMENT. MONO/STEREO SWITCH AND STEREQ HEADPHONE JACK, ROCKER-
ACTION SWITCHES FOR TAPE MONITOR. NOISE-FILTER. MAIN AND REMOTE SPEAKERS DISCONNECT, MUSIC POWER 140 WATTS (4 DHMS) @ 0.6% HARM DISTORTION. IM DISTORTION 0.1% @ 10 WATTS
OR LESS. POWER BANDWIDTH 12-35000 CPS. PHONO SENS. 1.8 MV. HUM AND NOISE (PHON( 70 DB. FM SENS. (IHF) 1.8 uV FOR 30 DB QUIETING, FM SIGNAL-TO-NOISE: 70 D8. FM CAPTURE RATIO
2.4 DB. FM CROSS-MDDULATION REJECTION —95DB. DRIFT = 01%. AM SENS. 2.0 uv. AM BANDWIDTH 7.5 KC. 45 SILICON TRANSISTORS PLUS 18 SILICON DIODES AND RECTIFIERS. SIZE: 16% X 14 IN. DP.

Does
E 1 Sherwood
‘ use F.E.T.'S?

P

.
s » ——

$.7800-FET 140-watt FM.AM ALL-S/LICON Receiver

Did you think because Sherwood makes such beautiful receivers we would neglect $409.50 for custom mounting
Field-Effect-Transistor circuitry ? The new Sherwood ALL-SILICON Model S-7800-FET R - o .l = e

FM/AM 140-Watt Receiver shown above has been specially designed for urban strong-signal
locations.* This ALL-SILICON receiver offers unexcelled FM reception in areas where
powerful local stations can interfere with the reception of distant and weaker stations. The
Model S-7800-FET also features two separate front-panel rocker switches for multiple
speaker installations throughout your home. Write for a complimentary copy of the new

Multiple-Speaker Installation manual.
#Specially-selected Field-Effect Transistors in RF and Mixer stages of S-7800-FET improve cross-modulation rejection aimost 10 times (20 db)

Sherwood Electronic Laboratories, Inc., 4300 North California Avenue, Chicago, Illinois 60618. Write Dept. 6H

CIRCLE 60 ON READER-SERVICE CARD
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