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Just as this book was on the press Sir Compton passed

away peacefully at his home in Edinburgh. The text

remains as he saw it and the book is dedicated to his

memory, linked, as he would have wished, with the

names of Faith Compton Mackenzie, Christopher Stone
and Cecil Pollard




FOREWORD
by Sir Arthur Bliss, CH, KCYO
Master of the Queen’s Musick

The invention of the recording machine dating back to the last
century, and its development and improvement year by year,
must surely rank with the early days of printing as one of the
great benefits bestowed on mankind. Fifty years ago if we wanted
to hear a concert of fine music it meant an expensively planned
outing, unless we were among the lucky few who lived close to
a musical centre.

So it has always been. We remember John Sebastian Bach
who, as a boy, had to walk thirty miles to hear the celebrated
organist Johann Adam Reinken play in Hamburg.

But to-day we can house alongside our library of well-read
books a collection of the world's musical masterpieces. The
gramophone companies have issued literally millions of records,
and in serious music there is already an encyclopedic range—
from the age of Dunstable to the last syllable of recorded sound.
Not only has the music of composers long dead been restored to
life, but the performances of past great players and singers too.

Living composers and performers benefit in a very special way,
but, I hasten to add, not all! Amongst British composers there
are some who are very scantily mentioned in gramophone cata-
logues, and even other names which do not appear at all! [ hope
that time will remedy this injustice, a serious disadvantage to
them as well as to us. With such a monthly outpouring of new
recordings it is essential for the music lover to have a profes-
sional guide, who can suggest the best, and discriminate between
several choices. It is The Gramophone which for fifty years now
has filled this important role. Professional writers on music are in
the same position as experienced ‘tasters’ of wine or tea. They
must possess special qualifications, i.e., knowledge and a ‘palate’.
The Gramophone has been clever or perhaps lucky enough in
finding throughout the years a succession of experts whose opinion
is eagerly sought by the readers of this paper.

As it reaches its Golden Jubilee I salute the fine service it has
done for music.



Compiler’s Note

Until the publisher of The Gramophone invited me to undertake
the compilation of this book I had always envied those who edited
anthologies. What could be easier than to assemble a selection
of other men’s work? | know better now !

This book is not a history of the gramophone, although in the
course of it the reader should gain an impression of development
and expansion. Older readers may well be disappointed by
omissions, but they cannot be more disappointed than the
compiler. When the decision was taken to celebrate the Golden
Jubilee of The Gramophone with a selection of articles published
over 5o years it was clear that the selection of material from
nearly 600 numbers would have to be carried out ruthlessly and
with strict guide lines.

It may, for instance, seem eccentric that in celebrating the
jubilee of a magazine that sells to a very great extent on the
quality of its reviews no record reviews are included. Yet to
have decided otherwise would have been invidious. Similarly
with so much material from a few writers, it would have been
arbitrary at best, and unfair at worst, to have selected passages
from such regular contributors. The exceptions to this rule are
the articles on Chaliapin by Fred Gaisberg, on Albert Coates by
W. S. Meadmore, on Elgar by W. R. Anderson, on Ivor Gurney
by Alec Robertson and on Stereo by Trevor Harvey.

In early days, and particularly during the war years, the paper
owed an enormous debt to its regular contributors, as well as to
its advertisers. Many books could be culled from The Gramophone,
and those who have contributed to it over half a century and who
have survived will know that whether they are mentioned here
or not this book would have been impossible without them.

From an original selection of some 600 contributions, all of
which contained valuable information or opinion, these had to
be reduced by stages to the present number. It was a heart-
breaking, but inevitable, task.

One omission will strike the reader as inexplicable. For more
than a quarter of a century The Gramophone was sustained
editorially, as in every other way, by its founder and first Editor,



vii
Sir Compton Mackenzie, whose editorials were not only stimu-
lating but included vignettes on aspects of aesthetics, sometimes
musical, but often on other matters. The Gramophone editorials
indeed provided a platform, even a pulpit, for one of the most
critical minds of our time, and provoked readers and writers to
keep the fire going. Indeed, Sir Compton admitted to writing
half a million words in these pages up to 1939. He has himself
re-printed much of this material in book form (My Record of
Music, published by Hutchinson in 195%), and thus given it the
permanence that is its due.

It is therefore all too easy to say what this book is not. Its
modest aim is to reflect on go years of partnership with a great
industry and a world-wide readership, many of whom have been
with the paper since the beginning. Anybody who writes for
The Gramophone knows the refreshment of receiving letters from
far-away places, and these same writers will know that somebody
somewhere will know the answer to a query or correct a mistake!

Following the introductory essays, the book is divided into
seven sections, prefaced by what Jacques Barzun would call an
“interchapter”, in which with the help of Brian Rust I have
sketched a few landmarks of the period. So far as the reprinted
material is concerned, editing has been kept to a minimum and
some references to individual records have been retained. The fact
that a single issue of The Gramophone can review records of
music by more than 100 composers is enough to indicate the
impossibility of any attempt at a comprehensive survey.

If I may be permitted a personal note it is this. I have been
privileged to write for the paper in a variety of capacities since
1929 and have therefore been equally privileged to know both
the Mackenzie-Stone and Pollard regimes for all but six of these
years. I know that I write for every past and present contributor
in saying that during all this time I have received nothing but
courtesy and kindness, as well as endless patience. One of the
last things that Cecil Pollard said to me before he died was to
stress the family attitude that pervades the enterprise, and it is
the nature of that family to foster a friendliness that has pervaded
the adventures of the past and has taken us all—readers, writers
and advertisers—to this Golden Jubilee.

Some time ago a man was surprised to hear me speak of the
gramophone. ‘““You mean a record-player”, he said. A living
language is constantly changing, and it may well be that in years
to come this familiar word will only mean the magazine, to which
this book is offered in tribute.

ROGER WIMBUSH.
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Prologue

O SONO IL PROLOGO.—An apology is due to the public for inflicting upon it another |

review, but I should not be doing so unless I were persuaded that many of the numerous

possessors of gramophones will welcome an organ of eandid opinion. The eritical poliey of |
THE GraMoPHONE will be largely personal, and as such it will be honest but not infallible,
while the errors we make will be mostly on the side of kindness. If we endorse what a firm
claims for its goods in our advertisement columns, we shall endorse that claim because we
believe it to be justified.

Al

The instruments on which all records sent for us to review are tested are the Orchestraphone
sold by the Gramophone Exchange, an horizontal grand of His Master’s Voice, and an Adams
model of the Vocalion Company. The soundboxes used are the H.M.V. Exhibition No. 2,
a Vocalion, a Realistic, an Ultone, a Superphone, a Sonat, and a Three Muses. If the maker
of any other soundbox likes to send us his product for trial, we shall use it in competition
with the others; but no opinion will be passed on any soundbox sent to us before a three
months’ trial. 'We shall try each month to keep pace with the records issued ; but we hope
that our readers will accept these preliminary reviews as provisional ; and every three months
we shall deal very ecritically with the output of the preceding quarter.

I have received many kind promises of support from distinguished writers ; and if I find that
the sales warrant me in supposing that gramophone enthusiasts want the kind of review
TrE GraMoPHONE Will set out to be, I can promise them that I will do my best to ensure their
obtaining the finest opinions procurable.

We shall have nothing to do with Wireless in these columns. Our poliey will be to encourage
the recording companies to build up for generations to come a great library of good music.
I do not want to waste time in announcing what we are going to do in future numbers,
because I do not know yet if there is any real nced for this review at all. We shall write as
servants of the public, and if we sometimes take upon ourselves a certain freedom of speech
in dealing with our masters, such freedom of speech is the privilege of all good servants.

Andiam ! Incominciate !

Cm,w. Medongec

The first page of the first issue of THE GRAMOPHONE



Introduction

by Sir Compton Mackenzie

In moments of depression it has always been my habit to buy
something. A defiant piece of extravagance is a tonic for such a
mood, and this habit led me to acquire my first gramophone in
1922. | was then living in the Channel Islands and in February
of that year I was walking along Bond Street in one of those moods
of depression. Suddenly I found myself in New Bond Street and
walking by the Aeolian Hall; from all but twenty years before the
memory of the Aeolian organ of George Montagu’s through which
I had had the opportunity to cultivate the enjoyment of music
when I lived at Lady Ham, Burford, pressed upon my fancy. I
would have an Aeolian organ on my island, and forthwith I hurried
from the murk and rain of Bond Street into the Aeolian establish-
ment when it was only about ten minutes from closing time. The
manager tried not to look so much surprised as he must have been
by my proposed purchase. I doubt if he had sold an Aeolian organ
for some time. In fact we had to penetrate to some remote corner
before I could be shown an instrument. I said I wished to buy it on
hire-purchase terms, filled up the necessary forms, and asked for a
catalogue of their rolls. None could be found but I was promised
that one would be posted to me.

When | was back on Herm the catalogue of rolls arrived, but
alas, the symphonies of Beethoven and Tchaikovsky I remembered
from my Lady Ham days were no longer listed. Indeed, there was
no classical music at all and the catalogue was full of selections
from musical comedies already forgotten. My dream of interpreting
Beethoven while the wind moaned round the windows of my
library and rumbled uneasily in the chimney, dissolved. I wrote to
the Aeolian Company to say that I had bought the organ under a
misapprehension and-that I wished to cancel the_transaction, to
which a reply came explaining this was difficult owing to the
financial arrangement they had with the hire-purchase people but
that if [ did not object they would be happy to send a Hepple-
white model of the Aeolian Vocalion Gramophone instead.
Memories of the gramophone my wife, Faith Stone, and I had had
in Cornwall fourteen years earlier coupled with the temptation of
the chamber music available for the gramophone by now, com-
bined to compensate for my disappointment in not being able to
play worthwhile music for myself.
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I waited for the arrival of that Hepplewhite model and the
Vocalion records with growing eagerness. When the gramophone
did arrive | immediately put on the first movement of the
Schumann Piano Quintet and listened to it in a rapture, careless of
the scratch, uncritical of the way in which it had been shortened.
I was completely at the mercy of one of those passions without
which Goethe says that man withers. I asked Adam Robertson, the
engineer of my motor-boat, if he knew the name of the biggest
company that made gramophone records to which he replied with
a smile at what he supposed was leg-pulling on my part:

“HMYV are the biggest.”

“What on earth does HMV stand for?"'

“His Master’s Voice,” Robertson replied when he realized that
I really did not know.

The HMV and Columbia catalogues for 1922 would look odd to
the gramophone enthusiast of today. In the HMV catalogue there
was only one complete symphony—Beethoven’s Fifth—played on
four double-sided discs by the Berlin Philharmonic Orchestra under
Nikisch. There were only a few snippets of chamber music. The
strength of the catalogue was the Celebrity list printed on carmine
paper at the end. In the Columbia catalogue there was a better
selection of chamber music, but not a single symphony; the
Celebrity list was a very short one compared with that of their
rivals. 1 spent about £400 in acquiring every single record from
HMV, Columbia and Vocalion which seemed worth acquiring and
within two months I had a collection of about twelve hundred
discs, all of which are extant today.

In that summer Robin Legge, who occasionally reviewed records
for The Daily Telegraph for which he was music editor at the
time, suggested I should write an article for him. It was published
in September and I was astonished at the correspondence evoked
by that naive article. One letter from Percy A. Scholes which began
“At last!” ought to have given me particular pleasure but the
extent of my ignorance at that date was such that I had not heard
of Percy A. Scholes, and I was completely unaware of the fight he
had been putting up for some time to obtain some recognition of
the potentiality of the gramophone from intelligent musicians.
Another letter came from Archibald Marshall, who was writing
about the gramophone for The Morning Post. The gramophone had
come as an anodyne to his worries over his American reading
public having lost interest in his novels about English country-
house life. As a result of our combined enthusiasm for the
gramophone a book of gramophone programmes, called Gramo-
phone Nights, was published by Heinemann in November 1923.
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For it I contributed an introduction in the course of which I wrote:

“At the present moment we are, all of us who earn our living by
entertaining the public, wondering what is going to be the effect of
the broadcasting boom on our sales, and the great recording
companies must be wondering more anxiously than any of us. I do
not think that, if they will follow a strict policy of building up for
the public a great library of good music, they need be afraid of
wireless competition; but if they issue nothing but rubbishy
so-called ballads, schoolgirls’ violin pieces and hackneyed orchestral
compositions, they will not be able to compete for long with the
rubbish that is being buzzed into the ears of the public every day
by the broadcasting companies; poor material soon wears out, and
the public are not going to pay for records of rubbish when they
can get a change of rubbish daily. But the masterpieces are not
played daily, and as long as recording companies have enough faith
in the public to issue entire symphonies and concertos of
Beethoven, they have nothing to fear from the future. There is no
reason why, in another fifty years, it should not be possible to find
libraries of music that will compare with the great libraries of
literature today. Let the recording companies take warning from
the history of publishing; let them note that no great publishing
business has ever been built up by publishing rubbish, even if a
brief prosperity has deluded some firms into supposing that a
pander’s life is longer than the wares he sells.”

Those remarks of mine drew a letter from Mr John Reith (later
Lord Reith), Managing Director of the British Broadcasting Com-
pany as it was then. In it he invited me to call upon him at their
new headquarters on Savoy Hill. I see that tall gaunt figure with
the scarred cheek banging his fist down upon a very large glossy
table devoid of papers, as he growled, “The Press think that they
can smash the BBC. The Press will find they are mistaken.” At
that moment I put my money on Mr John Reith, and came away
from that talk convinced that his broadcasting policy was going
to make the gramophone and wireless to a large extent a mutual
help to one another. I came away determined to spur the recording
companies into a bolder policy over good music; Mr John Reith
was equally determined to pay no attention to the quacking of
Fleet Street about the miseries of chamber music and Bach cantatas
being allowed a place in the programmes of the BBC against the
aim of Fleet Street to give the public what the public wanted. As
I left him with an assurance that my magazine would recognize
the value of broadcasting to the gramophone Mr Reith told me he
was hoping to bring out a weekly paper in September which was
to be called The Radio Times. He added that he had had promises
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of articles about broadcasting from Mr Bernard Shaw, Mr H. G.
Wells, and Mr Arnold Bennett and that he hoped I would agree
to contributing an article sometime. That promise I was to keep
the following Spring of 1924.

However, for the birth of The Gramophone I must come back
to the early part of 1923, after I had written the article for Robin
Legge but before the publication of Gramophone Nights and my
subsequent meeting with Mr John Reith. It was then that I wrote
to my brother-in-law Christopher Stone to ask if he would like
to take up the other half of £2000 to launch a new paper called
The Gramophone. He wrote back to say that he thought it was a
venturesome undertaking in view of the development of wireless
which would soon make the gramophone obsolete. I do not fancy
that I convinced him by my argument that the wireless could not
harm but would in all probability help the gramophone. However,
he agreed more out of good nature than conviction to become a
partner. It was a good thing that the two great recording com-
panies, HMV and Columbia were less discouraging than most of
my friends and acquaintances about my new venture or The
Gramophone would never have become an accomplished fact. I
was shaken for a moment when Walter L. Yeomans who was in
charge of the Educational Department of HMV told me that there
were already four trade papers in existence: The Sound Wave,
The Talking Machine News, and two others the names of which I
have forgotten, but when he went on to say that he thought HMV
might favour the idea of something that aspired to take the
gramophone seriously I was encouraged. Alec Robertson who was
one of the musical advisers to HMV echoed Yeomans’ encourage-
ment and he was to be associated with The Gramophone for nearly
fifty years, finally retiring from the post of music editor in
December 1971.

The Managing Director of HMV was the late Alfred Clark, an
American who had been a moving spirit in the great development
of the company from the time it had opened its first office in
Maiden Lane with a typewriter as a subsidiary product. I was
invited to lunch with him at Hayes, and although he listened with
patience I think he thought my plan was a bubble blown by a
mad amateur. However, he promised us three pages a month of
advertisements for a year—two pages from “His Master’s Voice”
and one from their popular-price Zonophone records—at seven
guineas each.

“And we shan’t object to your calling your paper The Gramo-
phone,” Clark added.

“Why should you?” I asked in astonishment.
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“Well, it is a proprietary title, you know,” he replied with a
smile.

“Gramophone” was invented when Edison successfully opposed
the right of exploiters of Emil Berliner’s new method of recording
to use “phonograph”, which he had registered for the instrument
that played his old cylinders, patented in 1877. I have never under-
stood how Edison managed to establish a proprietary right to a
word he did not invent. Emil Berliner's original word was
“grammophone” but the less accurate “‘gramophone” has won and
it is curious how many people still write “gramaphone”. Indeed,
in that book of programmes compiled by Archibald Marshall and
me the title on the cover was “Gramaphone Nights”.

The reception of the less exalted members of the Savile Club
to my plans for my new paper discouraged me from approaching
Sir Edward Elgar and Sir Charles Stanford for a contribution to
the first number :

“Start a paper about the gramophone? What extraordinary ideas
you do have!”

In the end it was the ever good-natured Mark Hambourg who
gave me an article on piano recording for the first number of the
new paper. When I look at this number today I wonder how there
was ever a second:

‘April 1923, Vol. 1, No. 1. Editorial Office : Isle of Herm, Channel
Islands. Publishing Office : 48 Hatfield Street, S.E.1.’

The latter was the private address of Cyril Storey, a friend of
Walter Yeomans, who had volunteered to handle the distribution.

In this first issue were twenty-one pages of reading matter,
eleven of which had been written by myself under various signa-
tures, one page by my wife, Faith Stone, and a page and a half of
reviews of some of the latest records by my old friend John Hope-
Johnstone under the pseudonym James Caskett. The Prologue
which now reads uncommonly like the preliminary announcement
of a school magazine that is being published as a rival to the
school magazine stated that “our policy will be to encourage the
recording companies to build up for generations to come a great
library of good music. I do not want to waste time in announcing
what we are going to do in future numbers, because I do not
know yet if there is any real need for this review at all.”

Following this came half a page about a Royal record, which
we made the excuse for bringing out the paper almost at the end
of April, in order that our readers might have authentic informa-
tion about a record which King George V and Queen Mary had
made of their Empire Day Messages to the children of the British
Empire. The ten-inch disc, which had God Save the King on one
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side and Home Sweet Home on the other, cost five shillings and
six pence—27%p in today’s currency. All profits were to be
distributed by His Majesty among children'’s hospitals and charities.
The announcement continued, *“No other means are in existence
by which the children of London, Inverness, Calcutta, Ottawa and
Fremantle can at, say, noon on Empire Day 1923, hear speeches
by their King Emperor and Queen Empress delivered in their own
voices . . . Indeed, very few of the many millions of British
subjects have heard the King speak, and fewer have heard the
Queen.”

The pride in that achievement of HMV expressed by Walter
Yeomans may seem naive nowadays after the achievements of
radio and television in the way of Royal speeches, but the gramo-
phone, I think, deserves to be given a pioneer’s credit.

For that first issue of The Gramophone, which appeared on
April 23rd, 1923, we printed 6,000 copies, not all of which were
sold: for the second issue, which appeared in June, we cut the
order to 3,000 and immediately it went out of print! Thereafter
it never fell below the figure of 5,000.

In the autumn of 1926 the auditors gave a rather disturbing
picture of the financial side of The Gramophone, but the young
accountant, Cecil Pollard, who had been sent to advise us did
not completely lose his confidence in the future of the paper. To
confirm his faith in that future he agreed to leave his job and
work for The Gramophone. Cecil Pollard joined The Gramophone
as business manager in 1926 from which time the paper never
looked back, not even during the depressing decade of the thirties
which was a difficult time for the recording companies owing to
the financial muddle into which the world got itself, and naturally
some of thosc difficulties were felt by The Gramophone. During
that difficult decade 1 was never in the least doubt that the policy
of encouraging the growing taste both in Britain and the USA
for records of the best in music was the right one, and Cecil
Pollard’s prudent skill prevented our circulation from dropping
heavily. Towards the end of 1929 the offices of The Gramophone
were moved to Soho Square from Frith Street, and with the
expectation that the wireless trade would be as intelligent as the
recording companies and the makers of gramophones we thought
that 2 new weekly review of broadcasting called Vox would be a
success but the last thing the wireless wanted was to encourage
the BBC to improve their programmes. The wireless trade believed
the ‘highbrow’ tendencies of the BBC about which the Press were
complaining, would spoil business. A year later the names of Vox,
The Radio Critic and The Broadcast Review were incorporated in
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The Gramophone because it became clear the enterprise was in
fact premature.

At this moment let me recall with gratitude the courage of Sir
Edward Lewis when, amid that financial mix-up both in Europe
and America, he launched that well beloved little portable gramo-
phone of the trenches called Decca as a recording company.
Walter Yeomans moved over from HMV to The Decca Record
Company and before he died was able to know that Decca was
well on its way to being a great company which it still is today.
Cecil Pollard also died knowing that the most valuable contribution
he had made to The Gramophone’s future was to have a baby son
in 1929. He and his wife, Nellie, managed to steer Tony Pollard’s
ambition to become a motor-racing star to devoting his energies to
steering The Gramophone, although he remains the driver by
whom [ sit with more relaxation than any other. Without that
capable steering we should not now be celebrating the Golden
Jubilee of that little paper born on the Island of Herm.



Producing the Records
by John Culshaw

When 1 joined the record industry in 1946 the title of recording
producer was unknown. It did not really establish itself until
the nineteen-sixties, although it was preceded by the clumsy and
now old-fashioned designation of A and R man—Artists and
Repertoire. Yet long before the war men like Fred Gaisberg,
Walter Legge, David Bicknell, Harry Sarton, Walter Yeomans,
Frank Lee and Charles O’Connell—to name but a few—were
working in one musical area or another as recording producers.
Even before the first World War a sort of embryonic specimen
must have existed, although given such limited technical facilities
the job must have called for more ingenuity than creativity.

It certainly underwent a radical change during my career.
The traditional requirement was for someone who could read
music fluently and who knew at least the rudiments of sound
balance; he had also to be able to handle artists up to a point. 1
am laying a stress there, because in the early days the artists
could always get the last word if they wanted. Whatever score
you were recording was divided into sections lasting between four
and five minutes, and each section was then recorded several
times at 78 rpm on wax discs. If you wanted to play back
from a wax—to check balance, for example—it could not
thereafter be used for processing. The routine was to make one
‘test’ recording for playback purposes, followed by three or four
master recordings of the same four minute section. Output was
expected to average four such sides during a three hour session—
a total of about sixteen minutes. The waxes then went to the
factory for processing, and a week or two later shellac test
pressings arrived for comparison and evaluation. The factory
was notified about the final choice—version B of Side 1, version
A of Side 2, version D of Side 3, and so on—and the records
went into production. Editing did not exist, and the choice was
sometimes agonizing: I remember a solo piano recording where
three of the four performances were musically clean but a shade
dull, whereas the fourth was dazzling from the first to the
penultimate notes. The final chord however contained scarcely
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one right note, and was so comical that it torpedoed the rest
of the performance.

Odd things happened in those days. Matrices with similar
numbers (like D26589 and D26859) occasionally became trans-
posed, and in one classic case the eighth side of a ten-sided version
of Brahms’s Violin Concerto was in fact the fifth side of Rimsky-
Korsakov's Scheherazade. Even funnier was a 1o-inch disc by
Anton Dermota of two Schumann songs. The first side was indeed
Mondnacht; but the second, which according to the label was
Der Nussbaum, turned out to be part two of a comic monologue
by Norman Evans which began with the words “Ee, that's better!”

The arrival in the late forties of magnetic tape as a recording
medium to replace the old wax discs was a major revolution
technically and musically. It began to alter the function of the
producer. The LP was just around the corner, and one was able
at least to get rid of those wretched four minute sections. Indeed,
theoretically you could record as long as you liked, governed
only by the length of the tape and the maximum master recording
permitted by the Musicians’ Union, which was twenty minutes
in three hours. (In those early days the tape speed was thirty
inches per second, but a few years later with better quality tape
it was reduced to fifteen inches, which has remained the standard
ever since.) Playback without damage was immediately possible,
and so was editing. That unfortunate pianist could have retained
his brilliant fourth performance, with the addition of a correct
final chord from any one of the other three.

One brief but nightmarish episode preceded the arrival of
magnetic tape. LPs were required for export to the USA before
professional tape machines had been installed. This meant that
you lined up, say, eight sides of Barték's Concerto for Orchestra
on 78 rpm turntables and dubbed them on a disc revolving at
3314 rpm, attempting to make musical sense of the joins between
sides. It was more a matter of luck than skill, and was all the
more difficult because some 78 rpm sides had either ‘artificial
endings (e.g., resolutions not provided by the composer) or over-
laps (e.g., the final chord of one side might be repeated at the
start of the next). This tiresome business came to an end when
we had tape, since you simply copied the 78 rpm sides on to
tape and edited them together.

Gradually, in the studio, the producer was assuming a status
far above that of a mere score reader. Though I hardly knew
him at the time, I was aware of the very close professional
relationship that Walter Legge developed with many of his artists.
Some people were suspicious of the growing influence and
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authority of the producer, but others knew that he could create
conditions and provide musical advice which would help an artist
to relax and give of his best in the studio. The potential for
opera production on records first struck me in the very early
fifties when I heard a complete Porgy and Bess recorded by
Columbia in the USA; it fairly jumped to musical and dramatic
life, and for the first time (so far as I know) carried a rather
significant credit at the end of the cast list: Produced for records
by Goddard Lieberson. Mr. Lieberson was not long in gaining
promotion to the very high echelons of CBS, but it was his Porgy
which set the pattern for the imaginative use of sound (and
sound effects) for opera on records.

The sudden realization by the record companies that the
producer might be a creative influence of some importance led
to the occasional bizarre mistake, such as the assumption that a
stage producer might be employed with advantage in the record-
ing studio. On one such occasion the gentleman in question
elected to add a spoken running commentary over the music of
the opera he was recording, and as this was in the days of
single-track tape machines nothing could be done subsequently
to remove the text. On the other hand, the companies tended
to overlook the time needed by staff producers to prepare them-
selves properly for a difficult assignment, and burdened them
with all sorts of incidental administrative duties. When I worked
regularly in Paris in the early fifties, I was required not only to
organize and produce the sessions and negotiate with publishers
(which, especially in France, is a full time job in itself), but also
to pay the orchestra and artists. Although the experience of
writing a cheque in terms of millions is exciting, even if they are
only (old) francs, it should not in my opinion be part of the
producer’s job: his attention should be elsewhere. In my own
case things came to a head many years later in Geneva when,
after an exhausting operatic session which had run from midnight
until three in the morning, I was awakened just after seven by
a Swiss special delivery man attached to a large Alsatian dog,
and bearing several thousand pounds in Swiss francs which I was
supposed to distribute to the cast and the chorus. 1 went on
strike and thereafter refused to handle payments.

The coming of stereo obviously made a huge difference to
the producer’s activity. Once we had rid ourselves of the
temptation to produce ping-pong effects, the possibilities for
enhanced sound seemed limitless. Stereo demanded two tracks,
but it was not very long before we had four. Today, eight or
sixteen or more tracks are commonplace, even though the final



The Gramophone Jubilee Book 11

product appears in two-track (stereo) or four-track (quadraphonic)
form. More of this later; at this point it is perhaps time to try to
define what the contemporary recording producer is required to do.

To do the job at all, let alone do it well, you have to be either
a musician with a strong diplomatic streak, or a diplomat with a
strong musical streak. In addition, you need to pretend to know
something, though not too much, about technology. You are
precisely in the middle between the artists in the studio and
the engineers in the control room, and in ideal conditions you
will be working in harmony with both and, hopefully, uniting
their different activities to make a beautiful record. Lack of
communication one way or the other inevitably leads to failure.
You also have to be able to tell a lie effectively, which calls for
a modicum of acting ability. If an artist has performed
inadequately, you will not get a better performance out of him
by saying how awful it was. Equally, there is no point in saying
that it was great, because if he has any sensitivity at all he will
know it was not. In this situation there is no golden rule, except
that an effective lie (the effect being to boost morale) usually
works wonders. And your lie is condoned by your implicit faith
in the artist’s ability to do better.

The same sort of thing applies in dealing with engineers, who
can often be as difficult as Italian tenors. A peremptory demand
to change or move a microphone will usually produce either
no action at all, or the enactment of an ancient ritual whereby
although the order appears to have been carried out, nothing
whatsoever has been changed. As a rule, it is wise to approach
technical problems in musical terms, and musical problems in
technical terms. Thus, if the percussion sounds too closely miked
for your taste, it is sensible unless you know your engineer very
well to propose moving the entire percussion section several feet
backwards. As this will involve much humping of heavy instru-
ments and rostra, it is likely that the engineer will offer to move
the microphone, which is what you wanted in the first place.
Similarly, if the conductor is forcing the brass section to a degree
which virtually renders all other instruments inaudible, you are
more likely to get a quick improvement by talking to him about
microphone characteristics (of which you know little but he
knows less) than by telling him that his internal orchestral balance
is faulty.

The question of what I call internal or external balance of an
orchestra should be the producer’s first concern. Strictly speaking,
the balance should always be done in the studio by the con-
ductor. In practice, some conductors are very good at balancing,
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many are uncertain and a few are hopeless. Ernest Ansermet,
Pierre Monteux and George Szell (to speak only of the dead) were
among those in my experience with the most acute sense of
balance. If it turns out that, say, the violas are inaudible at a
point where they should be heard, the wrong solution is to run
out another microphone to give them a boost. The proper way
is to analyse why they are inaudible and then adjust the balance
internally within the orchestra. This may seem elementary, but
it is a surprising fact that a good recording producer spends much
of his time explaining to rather famous conductors that, for
example, the cello line at letter K in the score would be perfectly
in balance if he would stop forcing the horns at that point. In
the case of a conductor with a poor sense of balance there is
really nothing to do but attempt what I call an external balance,
i.e., you manufacture the balance in the control room by using
a multi-microphone system coupled with a multi-track tape
machine, through which errors of balance at the time of record-
ing can later be corrected. As a rule this approach is to be
resisted although, if used properly, it can be helpful and time-
saving in certain very complicated operatic scenes or in any
work calling for various layers or perspectives in sound.

It is of course now the standard approach in the pop recording
world, where the producer has emerged rapidly as a figure of
importance. It is often the case that what he eventually assembles
from his multi-tracks is something that could not be created in
live performance conditions. There are no longer very many
staff producers on the pop side of the fence, since most of the
good ones have found it more remunerative to go free-lance and
make their own recordings in private studios or indeed in their
own front rooms. Inevitably, the enormous output in the pop
field means a high casualty rate among artists, producers and
records; equally, the rewards of a success are immense. Some
of the techniques of pop recording have rubbed off onto the
classical field, and not only in Decca’s Phase 4 and EMI’s Studio 2
series. Over the past decade the number of microphones and
channels in the average classical set-up has multiplied alarmingly.
Yet during the first few years of LP the standard equipment was
a four or a six channel mixer; it was on such machines that the
early LP’s of Ansermet, Karajan, Kleiber, Krauss, Serafin and van
Beinum were made. The implication was that things had to be
right in the studio, because if they were not there was little you
could do about it. Some very fine records were made in those
days, and many of them are still in the catalogue more than
twenty years later. A
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Stereo inevitably meant more channels and more microphones.
Then along came the four-track tape machine which, like any-
thing else, could be used or abused. On the positive side it could
save time and money if used as a sort of insurance alongside a
regular two-track machine. For example, suppose you are
recording a complicated scene like the opening of Act One of
Verdi’s Otello. The standard procedure is to try to get it correctly
and excitingly balanced on two-track recording; if however some-
thing goes slightly wrong with the balance at one point and
you have a four-track version available (orchestra on two tracks,
with voices and chorus on the other two), then it is a relatively
simple matter to correct the error outside recording time. You
will have saved the time, money and energy needed otherwise
for a retake. Exactly the same goes for sound effects. If you
put them over music on two tracks you are irrevocably com-
mitted to them; but if you use the four-track machine you can
have as many second thoughts as you like, again outside costly
session time.

But—and it is a very big but—one is easily tempted to use a
facility just because it is there. It requires great self-discipline
not to use forty-eight microphone channels if they are available;
and if there are sixteen tracks, then why not use sixteen tracks
and play about with them afterwards? With the emergence
of quadraphonic recording the temptation is likely to be even
greater. Yet as one who has been standing back from the record
business for the past five years or so, I can’t help feeling that
the extra facilities have not always contributed to a better result.
One has exactly the same psychological-cum-technical problem
in television: if you are scripting a programme for a big studio
with five cameras available you will automatically tend to write
for five cameras. Yet it can often be the case that the result
would be better (cleaner, less fussy) if you were to write for
three cameras instead.

One inevitable result of this technical sophistication is that
many matters which used to be the conductor’s concorn have
passed into the producer’s hands. With rising costs, especially
in the classical field, the producer has to make many more
decisions than in the past, and make them quickly. In this
respect he is beginning to resemble his opposite number in tele-
vision where, with studio costs substantially higher than in
gramophone recording, the producer has total authority and may
not even have time to communicate directly with the artist once
recording has started, though of course his communication
during camera rehearsal will have been extensive. Costs in
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television will not permit playback (i.e., replaying what you have
just made for the benefit of the artist), and it will not surprise
me to learn that something similar comes about in the gramo-
phone world before long. There have been occasions in the
past when more time has been spent in the control room listening
over and over to playback than in actually making music in the
studio; and this, apart from boring the orchestra, is unlikely to
continue because costs will make it prohibitive.

Because of the way things seem to be going, the artist in
future will need to have total confidence in his producer. There
is no reason why he should not. From the distinguished, and
frequently uncredited, figures I mentioned at the start of this
article a new generation of first-class recording producers has
evolved. The record industry is fortunate to have them; but
they themselves are enormously privileged people. They are
working all the time with the greatest figures in the world of
music, and working with a closeness that probably has no parallel
elsewhere. The experience and insight they are bound to gain
could not be paid for with any kind of fortune, nor acquired
through any form of education. The business man who deals
with contracts or the agent who sets up appearances both get
to know a lot of artists very well; but in any really important
sense it is the recording producer who is closest of all, because
he alone is working with them through music. His own creativity,
though relatively modest, should complement theirs, in order to
extract and preserve on a tape or in a groove what may be at
one extreme a fresh and youthful approach to the familiar or,
at the other, the result of a lifetime’s thought and experience.

John Culshaw is the Head of Music, BBC Television. Formerly
he was Manager of the Classical Artists Department of The Decca
Record Company.




The Gramophone Jubilee Book 15

Making the Records
by Sir Adrian Boult

I am indeed happy to accept the Editor’s very kind invitation to
contribute to The Gramophone Jubilee Book. [ well remember
the foundation of The Gramophone by Sir Compton Mackenzie
and Christopher Stone. It seemed to me to mark the turning point :
to establish the gramophone as an instrument of value whereas
it had begun its life as an amusing toy with very squeaky results.

In 1919 I undertook, at very short notice, a twelve weeks’
season of ballet with the Diaghilef Company. Coming, as they did,
to London so close after the war they attracted an enormous
amount of attention, and it therefore occurred to that inveterate
discoverer of new movements in music, Fred Gaisberg, that it
would be well to have a record or two of the most popular ballets.
It was thus that I had the luck to get into the recording studio at
a considerably earlier age than most of my colleagues.

We trekked down to Hayes one morning and found ourselves
in a studio, so small that it would hardly have held a full-size
billiard table. Besides the essential chairs and music stands, there
was an enormous gramophone horn, I should think three or four
times the size of the one we know so well in the “His Master’s
Voice” picture. Immediately in front of this sat the leader of the
orchestra with his fiddle as nearly inside the mouth of the horn
as he could hold it. He was surrounded by a few strings, but in
those days, apparently, the low tones of the double-bass were
an impossible proposition and the bass part was in the hands of
a gentleman with a tuba who puffed away in the furthest corner
of the studio with remarkable results. I always longed to hear
him operating on the arpeggios in the last movement of
Beethoven's Fifth Symphony, but this was not to be. I was
perched on a little seat high up on the wall near the great horn
where | could certainly see everybody (including the cellos who
were in rather lofty positions opposite). The perch seemed to
me to be in need of a seat-belt but this was never provided!
Other instruments were placed at various distances from the
recording horn, and an original feature was a large looking-glass
into which peered the four players of the orchestral horns
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because, of course, the sound came out from the instruments
behind them and therefore they turned their backs on us all.

The recording process itself was a great strain on the tech-
nicians. Mr Arthur Clark was in charge at that time, but our
old friend Mr Leonard Smith was later to come and give us his
support. Mr Clark handled large discs of heated wax which looked
three or four inches thick, and the indentations on them could not
be touched until the wax had hardened. The result of this was that
any tests were instantly scrapped, and when we made a master
it had to be placed in a special container the moment it was
finished. Not for us the cheerful handling of the modern tapes
to which one can add so much and thereby improve the perfor-
mance immeasurably. The performance was there and had to be
perpetuated, warts and all. In this way we made double-sided
records of tunes from The Good Humoured Ladies and the Boutique
Fantasque. These were followed by other sessions in which I
distinctly remember a much cut version of Butterworth’s Shrop-
shire Lad and some of Arthur Bliss’s earliest compositions.

There was a horrible catastrophe on one occasion when, the
moment the final chord had been sounded, our gallant composer,
who was in the studio with us, shouted at the top of his voice
“By Jove, you fellows, that was grand!” This was, of course,
immortalized on the wax and had to be scrapped, to our great
grief. I tried to persuade Mr Gaisberg that to have the voice of
the composer would surely stimulate the sales of the record, but
it was decided that this would not do. This also reminds me of
the great moment when an eager producer told Mr Casals that
he could hear him singing as he played, “Then you can charge
double for the records” was the instant response!

This all seems a very far cry from the comfort of a modern
studio, but I sometimes think it would be very good for us to
have to do or die in this way, and I still feel each time I am
asked to do a “patch” to be superimposed on my original per-
formance that I am letting the side down for I ought to be able
to do the thing in one. Surely we should be able to treat our
recording friends exactly as we treat audiences in the concert
room?
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Reviewing the Records
by Alec Robertson

The reader who looked up the entry under “Gramophone” in the
1924 edition of Grove's Dictionary of Music and Musicians would
have found nothing but a reference to “Mechanical Appliances (6)"
and even the 1926 edition of Chambers Encyclopedia spoke of the
instrument as “employed for amusement purposes” and as “an
office adjunct”. Edison is responsible for the latter description for
he regarded his phonograph at first as a dictating machine and
the letter-heads of the Edison firm read “The Phonograph—The
Ideal Amanuensis”. Here, therefore, is the forerunner of the
dictaphone and the tape recorder.

Compton Mackenzie had the inspired notion, in 1923, of found-
ing a seriously monthly journal to deal with everything, musical
and technical, comprised under the word ‘‘Gramophone”. This
hybrid was not to be found in the contemporary edition of the
Oxford English Dictionary, or even as late as 1934, which only
gives ‘“‘phonograph”—the term adopted, and still used, by the
American industry. Our journal, as the entries above partly
reveal, was born into a world in which many and perhaps the
majority of musicians, were too prejudiced to perceive the
immense possibilities of the gramophone record. Among the
shining exceptions were Hugh Allen, Edward Elgar, Walford
Davies, Percy Scholes and W. G. Whittaker.

The battle had long been won when Desmond Shawe-Taylor
contributed an admirable article of fifteen and a half columns
to the entry under ‘Gramophone’ in the 1954 edition of Grove.
He sums up the history of the gramophone to that date very
neatly by dividing it into three phases, each of approximately a
quarter of a century and these I now append :

(1) 1876-1900, the period of discovery and early experiment;

(2) 1900-25 from the earliest recordings of serious music to
the introduction of electrical recording.

(3) 192548 (in England 1925-50) from the birth of electrical
recording to the appearance of slow speed, long playing
records.
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I joined the newly formed educational department of HMV in
1919. It was based on the pattern of the Victor Talking Machine
Company and aimed at showing, by illustrated lectures in schools
of all types and to the general public, the benefits and pleasures
that could be had from the proper use of the gramophone in
school and home. My colleague, Mrs Leigh Henry, and I tramped
up and down the British Isles preaching the gospel, while Walter
Yeomans, principal of the department, directed our activities and
approached the authorities. The results were very satisfactory
and eventually even the conservative minded academies and
colleges of music capitulated.

By the time The Gramophone came into existence there was
already, of course, a fairly wide recorded repertoire, extending
well beyond the prima-donna complex which had engaged the
interest of the recording companies from the start of the twentieth
century.

Some important early issues should be chronicled here. In
1903 the first opera to be recorded complete, by the Italian branch
of HMV, was Verdi's Ernani, contained on over forty single-sided
records. The same company made the first chamber music records
—single movements of works by Schumann and Mendelsschn—in
1905. In 1909 came the first complete symphony, Beethoven’s
Fifth by Nikisch and the Berlin Philharmonic Orchestra. The first
complete string quartet—Brahms, Op. 51 No. 1, was issued in 1923.

I remember one of the HMV top brass saying to me that there
were no bad recordings, there was only bad reproduction. The
excellent reissues of so many of the recordings of the 1900-25
era do seem, in general, to bear him out.

I turn now to the first issues of The Gramophone which make
fascinating reading. The magazine was, to begin with, quite
a family affair. The Editor, his wife Faith Mackenzie and her
brother Christopher Stone, contributed reviews; various literary
figures, such as Frank Swinnerton, and other friends of the Editor,
wrote articles; Hilaire Belloc provided a series of witty
“Epigramophones” the first of which ended with the dismissive
line

“Bad to begin with, it becomes no worse.”

Peter Latham and myself were the first professional musicians
to undertake reviews, but as both of us were on the staff of HMV
we had at first to use pseudonyms. It so happened that the
offices of the magazine were in Newman Street, W1, and partly
over an alley called Newman Passage; so I became Newman
Passage (NP) and Peter, Percy Passage (PP)! In those early days
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we used to listen to records on one or more of the gramophones
sent in by the companies to be assessed, in a large room in the
office. Some of the instruments had rather exotic sounding names,
such as Kestraphone, Waveola, Flameo-phone—this last involving
the use of gas! We played the discs on various types of sound-
boxes as well as those the instruments already had.

Each company’s monthly release of serious records were sub-
mitted for review and were grouped, haphazardly, under their trade
names—HMYV, Columbia, Velvet Face, Parlophone, Brunswick,
Edison. They were then shared out between us. Some judgements
of that early period are interesting. ‘The piano tone can be
unreservedly praised” (Joseph Hoffman playing a Rachmaninov
Prelude); ‘“‘the result is amazingly clear and well balanced”
(“Salome’s Dance”—Strauss), and, quite often, “surface good”.
This should not awaken surprise for recording techniques naturally
continued to improve. What could not be praised—and this con-
tinued at least up to 1931—was the frequent omission of the name
of the accompanist in vocal and instrumental recordings and of
the orchestra in operatic records.

In the November 1924 issue, a reader protested against “the
vicious habit of omitting the chorus in celebrity discs”, instancing
such arias as “Casta diva” from Norma. He went on to suggest
that “in first reviews of records comments on (a) music, (b)
recording and (c) performance (technique and interpretation) seem
the essential points to be considered”: and so indeed they remain.

Cuts continued for some time to be grievous. As late as 1931
Peter Latham, in reviewing the Flonzaley String Quartet’s record-
ings, made just before they broke up, of Schubert’'s G major
(Op. 161) and Beethoven’s E flat minor (Op. 127) Quartets, began
by listing score references to numerous cuts in the Schubert, of
“a barbaric character”, and deplored their presence in the HMV
Connoisseur Catalogue. This twenty-eight page review of the
Catalogue brings to notice the distinguished name of Herman
Klein, whose vast knowledge of opera and operatic singers was
a great asset to The Gramophone. We have here also reviews
by W. R. Anderson, long associated with the magazine, C. M.
Crabtree, Henry Warren, Peter Latham and myself. In many
cases there is still no mention of who provided the piano and
orchestral accompaniments. No cuts were made in the Budapest
String Quartet recordings of quartets by Tchaikovsky and
Beethoven. This bad practice was at last on the way out.

For the rest this HMV catalogue presented a remarkable and
enterprising collection. Another admirable early venture was the
founding by The Gramophone of the National Gramophonic
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Society in 1924, especially noteworthy for the attention it paid to
works by British composers. An equally valuable venture, which
came some years later and for which we have to thank Walter
Legge, was the special issue of recordings by Schnabel of all the
Beethoven Piano Sonatas, by Edwin Fischer of Bach’s 48 Preludes
and Fugues, and a comprehensive selection in six volumes of songs
by Hugo Wolf recorded by such artists as Elena Gerhardt, John
McCormack, Gerhard Hiisch and Alexander Kipnis. Most of these
were soon out of print but the Gerhardt volume, the Beethoven
Piano Sonatas and several other items have since been reissued.

In 1925 the first electrical records were issued and I recall
taking one of the first of these—a dance for orchestra by
Moskowski—to play at one of my lectures to teachers. It made
no impact whatsoever and elicited no comment! The process was,
of course, a most important advance and signified the eventual end
of the acoustic gramophone.

The one great disadvantage that remained—the short playing
time of the records and consequent irritating breaks—was removed
in July 1948 when the Columbia Company of the USA gave
painful birth to the long-playing record. This finally established
itself after a brief ‘war of the speeds’ and a longer period—not
wholly conquered even now—of surface troubles. The Decca
Record Company in Britain helped to end the confusion by
producing a standard 334 rpm disc of a high technical standard
and, as Desmond Shawe-Taylor says in his Grove article, “turned
the tide so far as serious music was concerned.” The mono record
was followed by stereo reproduction, involving two sound-
channels, in 1958, and we are now threatened with four channels
under the chilling name of quadraphony.

Our magazine has had to cope with all these phases since its
inception in 1923. Companies have proliferated and are still being
added to. The situation therefore that confronts today’s reviewers
is enormously different to the small groups of discs, under each
company’s name, which I mentioned when writing of the earliest
years of The Gramophone. This therefore is the background against
which 1 will try to describe the tasks and problems that a
reviewer has now to cope with.

Even in the very earliest days we needed reviewers who had
special knowledge of various fields of music, some then little
known such as Gregorian Chant, church and secular music up to
the first decades of the seventeenth century, folk music, organ
music of the Bach era and earlier, contemporary music and its
new techniques. It was not, and I hope never will be, the purpose
of our magazine to appeal just to the learned and to compete in
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any way with the few good music journals, but rather to give
palatable guidance and information, devoid of a plethora of
technical terms, to the ordinary gramophone listener, whose
preferences are often surprising. The letter from a reader 1 quoted
earlier on gave the right priorities: the music, the performance
(technique and interpretation), and the recording—to which one
should add the presentation of the issue, that is, the quality of
the sleeve or album note and—a minor detail—the picture on
the outer cover. There have been some horrors! Today the
standard is high, both in originality and reproduction.

Two practical points: (1) All our reviewers have basically the
same type of equipment: it is good, reliable but not necessarily
the most expensive. We keep in mind readers who cannot afford
such luxuries, who do not have large rooms and who cannot,
living in flats or terraces of houses, turn on the volume anything
like full blast, a practice which, in any case, is profoundly un-
musical. Expensive apparatus, also, is apt to exaggerate faults that
are not noticeable to anything like the same extent on an average
reproducer. (2) A very important part of a reviewer’s job is the
comparison of different recordings of the same work. People often
say to me, “l suppose you have thousands of records”. I do not:
none of us do. The records sent to us are returned to the central
library maintained, since 1923, by The Gramophone and so can
be borrowed to make the required comparisons. White label
pressings, however, not being the finished article, are not returned
and are regarded as reviewers’ perquisites.

We come now to one of the main problems facing all reviewers
of music, whether live or recorded; that is the standards to be
used in music criticism. How does a reviewer judge the perfor-
mance to which he listens? His standards are bound, to some
extent, to be derived from inspired performances he has heard.
To give a personal example. I was fortunate enough to hear
Chaliapin sing Boris in Mussorgsky’s great opera at its first per-
formance at Drury Lane in 1913: many years later I heard Boris
Christoff in the same role but though his was a fine performance
I could not place him on quite the same level as Chaliapin. It is
also difficult for a reviewer to evaluate fairly records made by
artists he has never heard. A good example is Emmy Destinn
whose recordings of arias from Butterfly, Tosca and Aida—the
first performances of which by her in England I heard at Covent
Garden—give no idea of how glorious and absolutely unforgettable
she was. I could multiply instances. At the same time it would
be absurd to suggest that an imaginative reviewer could not, some
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exceptions apart, arrive at something approaching the same
conclusions.

The criticisms in The Gramophone are said to carry considerable
weight and on the basis that the magazine is read by something
in the region of 120,000 people from every corner of the world
this is perhaps understandable. In addition to this it is a known
fact that today the international reputations of many artists have
been made as a result of their gramophone recordings. Thus, the
responsibility which the record reviewer has to accept is con-
siderable and it is essential that his judgement should be fair.
Besides criticism of the music and the performance he has to pay
close attention to the quality of the recording in every particular.
It is also important to introduce one’s critical judgements at the
right place. If the performance or recording, or both, are not
good, but have some points in their favour, the reviewer has to
decide whether his verdict be a much modified acceptance or a
decisive rejection. All this is, no doubt, obvious enough, but placing
unfavourable criticism is no easy task: a recording can be killed
in an opening paragraph,

It is also important that a recording should be played in its
entirety. The literary critic can skip through a book—and that
he has done so, if one happens to be the author, becomes all too
clear!—but it is dangerous and more reprehensible to take this
course with a recording. Over the years there have been many
instances of reviewers discovering poor tape joins, transposed
movements, omitted bars, etc., during the course of their listening.
When these have occurred on advanced ‘test pressings’ the com-
panies concerned have been able to correct the faults and the
buyer has been none the wiser. In the case of ‘finished pressings’
buyers have had to be warned and companies have had to with-
draw the records until the fault could be corrected.

One of the things that makes reviewing so arduous is harbour-
ing doubts as to whether one was really right in making this or
that criticism; if it really was fair comment., This means finding
the doubtful places on the disc several times over, which is time
consuming and irritating particularly with multi-record sets. There
is also the search for information the reader might expect to be
offered and which would be helpful, but which is omitted from
the sleeve-note and is often hard to find.

This seems to have become almost a tale of woe but it is only
a part of the story. I have never ceased to be excited—and now,
in retirement from reviewing, still am—by what each month’s
issues brought forth and promised, and rejoiced exceedingly when
the promise was fulfilled.



Percy Wilson, Technical Editor and Technical Adviser to THE GraMoO-
PHONE from 1924 to 1966, spanning the years with an EMG Mk. 10a
and a Ferrograph Tape Recorder
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We may complain about continual duplication, often with
justice—but the public never seem to tire of the familiar classical
round and, after all, the companies are there to meet demand.
They do very much more than this in continually enlarging the
repertoire especially in regard to music both old and new, and
for this deserve not only our gratitude but our help in inducing
the public to break new ground. A special word is due to the
smaller companies in this matter: they need all the support they
can get.

There is enormous satisfaction to be able to write an enthusiastic
review and | have never minded being accused of gushing. Some
readers may remember that after listening to Beecham’s glorious
recording of La Bohéme I declared that I had to go out and cool
off in the garden before settling down to review it in sober prose.

Readers learn to trust critics: this is the acid test for it means
they do not resent the drain on their pockets which our enthusias-
tic recommendations bring about. Perhaps I may be forgiven in
relating once more an incident that left a deep impression on me.
I had been lecturing to some teachers at Chichester. One of these
travelled home with me and when we changed at dreary Barnham
Junction there was time to have a cup of tea before the next
train came in. A porter came in the refreshment room and 1
overheard him say to the woman in charge behind the bar, “I'm
saving up for Leonora Number 3”. “Polygamy”, I remarked to my
friend, “or Beethoven?” It was, of course, Beethoven. I discovered
that both the porter and the woman were passionate Beethoven
lovers and I delightedly pictured them saving up, out of their
hard-earned wages, to buy recordings of Beethoven, then taking
home the new disc and flooding their houses with his glorious
music, looking, thereafter, at the growing number of their records
on the shelf by their dear friend and constant inspirer. This is
something no reviewer should forget.

Alec Robertson first contributed to “The Gramophone” in
December 1923. In June 1955 he hecame Music Fditor of the
magazine, retiring in December 1971. In June 1972 he celebrated
his 8oth birthday and for his “services to music” was honoured
by Her Majesty the Queen with the award of the MBE.

GRA. 2
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Reproducing the Records
ly Percy Wilson

One sunny afternoon in 1923, my wife and I walked down Oxford
Street, just looking at shop windows.

In a music shop, I saw a copy of the third issue of The
Gramophone, edited by Compton Mackenzie. This intrigued me
because I had recently bought what was to me an expensive table
gramophone. So I bought a copy, and was enthralled, particularly
by the discussion that was going on about ‘“Needle-Track-
Alignment”.

I promptly applied my mathematical mind to the problem of
“tracking error”, as we now call it, and found two lovely formule
for reducing the error (for a g-inch tone-arm) to less than 2° at all
points across the record. It was the “overlap” and “offset”
principle, though I then called it “vector” and “divergence”. This
pleased me very much as a mathematical exercise.

Early in 1924 1 went to The Gramophone office in Newman
Street in order to get Numbers 1 and 2, and there I met Christopher
Stone, the London Editor. This was one of the major turning-
points of my life. When I told him that I had a mathematical
solution of the alignment problem, he immediately said: “Why
not write me an article about it?”

I wrote two which were published in the September and October
issues, and created a considerable reaction, both in the industry
but more particularly in gramophone societies. 1 recall that |
was promptly invited to talk on the subject to both the Brixton
and the Wandsworth societies, and since I myself lived in South
London, I readily accepted.

It was at Brixton that I met G. W. Webb and H. F. V. Little
who later joined me in the foundation of the Gramophone Expert
Committee. Webb was the head of a building firm in Sutton,
Surrey, but his hobby for many years had been phonographs and
gramophones. He had a wonderful collection, including an early
Edison and a large array of sound-boxes. He also had a mechanical
workshop with precision lathes and other tools which helped us
tremendously when we joined together in research.

Little was an industrial chemist with a mathematical-cum-
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scientific training at London University. He was Chief Chemist,
and later Managing Director as well, of Thorium Limited, which
owned the Monazite Sands in Ceylon, from which the company
extracted various rare elements. I recall going with him to the
National Chemical Laboratory at Teddington, where he offered
Professor Morgan a supply of Monazite sand, resulting in a paper
to the Royal Society which broke the American stranglehold on
the production of helium.

Little’s hobby was opera. He always travelled in Europe during
his summer vacation, and always stayed at places where there
was an opera house. His knowledge of opera and the artists was
encyclopzdic. I shall always be grateful to him, for it was he
who created my own love of opera. Perhaps the reason in both
our cases was that opera provides an escape into an imaginary,
yet romantic and sentimental world for those of us whose
mundane affairs are concerned with technological or even purely
scientific activities.

Anyway, Little and I became close personal friends, and joined
together later in the twenties at Covent Garden as well as in
gramophone circles. I became Technical Adviser to the magazine,
and he, under the pseudonym of “Piccolo”, became the originator
of “Collectors’ Corner”, where he was able to display his extensive
knowledge both of operatic artists and of the recordings they had
made. Later, after the retirement of Herman Klein, that supreme
impressario of operatic singing, Little became the reviewer of
operatic records. He had not Klein's expertise on the techniques
of singing, but he certainly had an outstanding experience of
artists and operatic productions.

Moreover, he was a real expert on the technical aspects of
sound reproduction. I took my hat off to him on this, many
and many a time. So, naturally, he became one of the members
of the Expert Committee when Christopher Stone invited me to
form one after my articles in September and October 1924 had
made their significant impact.

Another member, nominated in fact by Compton Mackenzie
himself, was C. L. Balmain who had invented a gramophone
consisting of a conical horn plus sound-box, which travelled
radially across the record, supported by floats on two mercury
baths.

This for many years was Compton Mackenzie’s favourite
instrument, especially after 1 had designed an exponential horn
(in 1926) to supersede Balmain’s conical affair.

Balmain was Deputy Controller of HM Stationery Office. This
became significant, because when 1 had designed the exponential
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horn and had had a “former” made for it (at my own personal
expense) he arranged for one of the Stationery Office contractors
to build up a horn on my “former”, by sticking on parcel tape!
Later we arranged for papier miché horns to be made on the
same “former” by a firm (Scientific Supply Stores) in South London,
whose premises, alas, were blitzed in the Second World War.

As a digression from my main historical theme, perhaps I may
be allowed at this stage to describe the papier miché technique.
This was built up by pasting blue sugar-bag absorbent paper, layer
by layer on the “former”. A thickness of about fyin was thereby
secured. The whole thing was then allowed to dry. In drying
the papier miché horn lifted itself from the “former”. This was
indeed fortunate, because I later found that this very process
converted the crude exponential formula adopted in the construc-
tion of the “former” into the modified form as deduced later in
the Appendix to the chapter on Horns in my (and George Webb's)
book Modern Gramophones and Electrical Reproducers. The
conversion was as accurate as one could have wished. After the
horn had dried out it was sprayed internally with varnish and
externally with a peculiar preparation for stiffening.

Our success led other firms to have their designs made up by
the Scientific Supply Stores. Instances were the EMG, the Expert
and the Bond models.

The other two original members of the Expert Committee were
Lionel Gilman and W. S. Wild. Neither had any special techno-
logical qualifications, but both were devoted gramophiles and had
written forceful letters to The Gramophone about playing records,
particularly with bamboo fibre needles, Gilman under his own
name, and Wild under the pseudonym “Indicator”. .

Later, when electronic methods of recording had been adopted,
we co-opted four other members. All were on the staff of the
National Physical Laboratory at Teddington and all became heads
of their respective departments: Heat, Electricity, Metrology and
Acoustics. In that way we secured the highest possible expertise
at minimum cost! For we were all unpaid, even as to our
personal expenses.

I recall one vivid incident at our first meeting. Lionel Gilman
accidentally knocked over a box of Christopher Stone’s steel
needles. They scattered themselves over the carpet. George
Webb promptly produced a large magnet from his pocket and
gathered them all up. We wondered what other mysteries his
pockets contained. Anyhow, we thereupon made him chairman.
I also recall that one of our earliest discussions was about the
superiority of external horn gramophones over even the most
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expensive cabinet models. Balmain, of course, had his own
patented machine (Patent 177215/20). 1 had the table model
which had cost me more than I could really afford at the time.
The others had the HMV “Schools” model which had an external
“flower” horn and 4-spring motor. As it was remarkably cheap
I sold my table model and bought a “Schools” model with the
proceeds.

It was at this meeting too, that I was stimulated to study the
properties of horns. Fortunately I was adept in Hydrodynamics
and the Theory of Sound which, along with Electricity, had been
my special subjects when I took my degree at Oxford. So I
proceeded to extend Lord Rayleigh’s analysis for conical horns
into a general horn theory. This was in 1925-6. Later I discovered
that precisely the same solution had been found by A. G. Webster
in America in 1919. But his work had just remained filed away
for many years. Thanks to the Expert Committee, and particu-
larly to Balmain, mine was put into production within a few
months.

Before that, however, I had been interested in a feature, arising
out of my October 1924 article, which had been drawn to my
attention by the letter of a correspondent in The Gramophone.
I mention this because it has been the subject of a good deal of
notice in recent years. This was that the friction of the record
on the stylus created an inward “skating force”. So I drew
attention to it in a note published in the March 1925 issue, and
indicated a method of correction which was easy and simple with
the conventional tone-arms of those days since they had their
full mass in front of the vertical axis; but which no longer applies
to modern pickup arms where counter-weights are used behind
the axis so as to reduce the playing weight. However, other
methods have been found for these.

It is intriguing to note that whilst we were only 20 years ahead
of America in the matter of “needle-track-alignment”, we were
40 years ahead in reference to ‘‘skating force”’. The effect of this
force was not easy to observe when steel needles were used, but
it was highly significant for fibre needles. Gilman and Wild
always used fibres; Balmain used steel; Little, Webb and I normally
used fibres but occasionally used steel. We soon found that the
fibre points broke down more readily when the “skating force”
had not been corrected, and therefore concluded that even with
steel needles the skating force would place a substantial stress on
the groove walls.

Of course, all this led to debate on the virtue or otherwise of
fibre needles, and this set us off into much research on construc-
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tion of sound-boxes, and to carry this out we had to learn what
the functions of the various items were. We were fortunate in
that George Webb had made a special study of the history of
phonographs and gramophones, and could direct our attention to
many significant patents. We were also fortunate that both
Wild and Little were friendly with a working jeweller, named
Virtz, who made superb sound-boxes, and before long each of us
was the proud possessor of one or more of them.

So we gradually acquired both deeper knowledge and authority,
and became justified in the title of the articles we wrote month
after month: Crede Experto—put your trust in one who has been
through the mill!

Then came Electrical Recording. It was first demonstrated in
this country by Herbert Ridout of the Columbia Graphophone
Company at the Congress which The Gramophone organized at
Caxton Hall, London, in July 1925. The record was of a choir
with 4,850 voices singing Adeste Fideles on Columbia 9048, and
made a sensation on the Balmain machine which was then on
view. Mind you, it was not revealed at this stage that the
recording was by an electrical process. That would have preju-
diced the whole existing acoustic catalogues of the recording
companies. But, later, records crept out in the companies’ lists
which were obviously different, and then the secret had to' be
revealed.

Another revelation at this Congress was of a pickup and a
loudspeaker system, invented by two young British amateurs,
which was operated through piezo-electric Rochelle Salt elements.
Later, their patents were taken up by Mr Brush of Ohio, who
had recently retired from his huge electric corporation in America
and was searching for a new hobby. I told the story about this
in The Gramophone in November 1934, and more recently (1970)
in a paper I presented to the Audio Engineering Society of America.
It is a really romantic story. Historically, it had a crucial effect
on the production of inexpensive, yet acceptable electric radio-
grams in subsequent years.

It must be admitted at once that the early electric records were
something of a disappointment, particularly in respect of voices.
Yet we of the Expert Committee were convinced that once the
trial stages were over, they would supersede the records made by
the older acoustical system. We proceeded to modify our sound-
box technique so as to neutralise the somewhat nasal quality
which was the subject of so much criticism.

It was just at this time that I completed my design of the sft
exponential horn for the Balmain machine, and arranged that all
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six members of the Expert Committee should spend a weekend
at Jethou in the Channel Islands, where Compton Mackenzie lived,
and demonstrate to him the new techniques. We took a skeleton
Balmain machine with us as well as the parcel-tape model,
described earlier, of the exponential horn, and a number of sound-
boxes, all of which, however, had been designed for fibre needles.
It took us about an hour to set it up in Compton’s library. The
first record we played was a Sousa march. It knocked us all,
Compton included, endwise. By the end of the day he was so
bilious as to be positively green. He had to remain in bed for the
rest of our stay, during which we set about ‘tuning’ one of the
sound-boxes to match the new system and for use with steel
needles.

After that I modified the “former” for the horn by designing a
cast-iron elbow to go with it so as to make it suitable for the HMV
“Schools” model. This combination gave us satisfaction for a
number of years. It was placed on the market by the Scientific
Supply Stores under the title “The Wilson Panharmonic Horn”.
But foolishly, as I see now, 1 did not bargain for any royalty or
other payment!

Then, inevitably, came electrical reproduction, with pickup,
amplifier, and loudspeaker. We knew for sure that it must in
time supersede the sound-box system: it was so much more
flexible and controllable. Yet again, to start with, it was some-
thing of a disappointment in its commercial application, though
radiograms began to dominate the market. It was at this stage
that the burden on the Expert Committee became too onerous for
efficiency, particularly in keeping track of new developments and
in reviewing new products. So Christopher Stone decided to have
a full-time Technical Editor, and my younger brother, Gilbert, was
appointed in 1929. I remained as unpaid Technical Adviser, but
Gilbert did all the donkey work, including the keeping of Chris-
topher’'s HMV Electrical Reproducer in order.

This was important for The Gramophone, for by this time
Christopher Stone had built up a superb reputation as a Disc
Jockey both for the BBC and later for Radio Luxembourg. |
recall with some joy his first broadcast for the BBC from the
Savoy Hill studio, for I accompanied him. He was decidedly
nervous, and this must have been effective with listeners, for they
never regarded him as any kind of superior person. Nor was he,
but always modest and helpful. Perhaps what intrigued me most
about his broadcast was that the pickup used by the BBC at that
time virtually destroyed the disc at its first playing!

Happily for my brother, 1 had by 1929 just completed, in
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collaboration with George Webb, my first book on Modern
Gramophones and Electrical Reproducers which described the
results of our researches as well as those of Maxwell and Harrison
of the Bell Telephone Laboratories in America. It was published
by Cassell but has long been out of print. 1 still have a real
affection for it, and it had some rave reviews, particularly as it
was the first book to be published about the new techniques. Its
chapter on “Horns” is still regarded as a classic.

So the ten years from 1929 to the outbreak of war in 1939
were years of consolidation and development. The crystal pickup
nearly ousted the magnetic pickup. It had a much higher output,
so that one stage of amplification could be omitted in the valve
amplifier, and this of course reduced costs appreciably. It has
even been claimed that this fact saved the industry from
insolvency. Yet it should be noticed in this connection that
towards the end of the period, the pendulum swung back to the
magnetic pickups (of greatly improved types) to ensure sound
reproduction of superior quality. Voigt had a moving-coil type,
and both EMI and Decca had moving-iron (or variable reluctance)
types in this country, matched only by Ortofon in Denmark for
a moving coil type, and by Telefunken in Germany.

When war broke out in 1939, the Expert Committee had to be
disbanded, and both my brother Gilbert and I had to leave the
service of The Gramophone. During the war the magazine carried
on, ‘but the technical aspect was virtually dormant and it was
looked-after on a sort of caretaker basis by Geoffrey Howard-
Sorrell.

After the war a new era dawned, and in 1943, having retired
from the Civil Service, I was invited to come back as Technical
Editor. We then entered on a most exciting decade. But before
we come to that, and in explanation of it, mention must be made
of one or two other significant things that happened in the pre-
war period.

The theory on which electrical recording was developed was
based on two fundamental principles which were thought to be
essential for perfect reproduction.

Firstly, the apparatus, including the reproducer as well as the
recorder, should uniformly deal with all sound frequencies within
the normal range of hearing, i.e., from about 3o cycles per second
(now denoted by Hz) to about 20,000Hz. Secondly, only the
original components of the sound that were fed into the recorder
should come out in the reproduction. That, of course, was a tall
order, and fortunately the human ear is tolerant, otherwise all
sound reproduction would be impossible. Thus the spectrum of
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the old, acoustic recording departed substantially from both
criteria. The frequency range only extended from about 250Hz
to about 2,500Hz, and there was a huge peak between 1,500Hz
and 2,000Hz. Moreover, the second criterion was far from being
satisfied. Yet records did manage to achieve a sense of realism.

The prospect with electrical recording was much better. At
first, a uniform response in the recording from 200Hz to 5,000Hz
was aimed at, with tailing off outside those limits in a prescribed
fashion. This prescription was based on a preliminary study of
the tracking of a stylus in a groove: at the bass end the amplitude
(that is, the distance of the side to side modulation) of the groove
would be too great for the needle, in its attachment to the
reproducing mechanism, whether sound-box or pickup, to manage
with comfort; and in the treble, the sinuosities of the groove
would have too large a curvature to accommodate a needle of
finite dimensions.

It was therefore contemplated that corrections for the lack of
uniformity should be made in the reproducing amplifier.

The idea worked tolerably well except for two things. Both
recording and reproducing elements then available introduced
distortion, so that the second principle was not satisfied: severe
criticisms were in fact made about the *nasality” and “fair-ground
quality” of the tone; and the early pickups imposed too much
strain on the groove walls, so that record wear became
pronounced.

Happily, these disabilities were gradually avoided with improved
instrumentation. Certainly by 1945, as a result of work under-
taken as part of the war effort, the possible range of recording
at the treble end had been extended to 20,000Hz, though a limit
of 15,000Hz was voluntarily imposed as a general rule. The art
of reproducing had also been intensively studied, notably by
Pierce and Hunt of Harvard University (Journal of the American
Acoustical Society, July 1938), so that the distortion factor was
substantially reduced. Thereafter it was no longer thought that
for ideal tracking the stylus should penetrate to the bottom of
the groove, as had previously been supposed.

Round about 1926, too, there was a persistent demand for a
longer-playing record. I recall that Christopher Stone specially
asked me for an article in the December 1926 issue reviewing the
prospects, more particularly in reference to electrical recording
both on discs and on film. Luckily, I had by this time received
full information about research both in Britain (e.g., Voigt, Blum-
lein) and in America (Harvey Fletcher, Maxfield and Harrison, Rice
and Kellogg, S. T. Williams). My American correspondent in
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those days, by the way, was David Sarnoff, who later became
President of RCA. So I was able to give a persuasive account of
the possiblities. But, of course, I was unaware of the promise of
magnetic tape, which had not by then been invented. Poulsen
had invented magnetic recording on wire, but the response by
no means equalled that of disc recording. The magnetic tape
development was a German invention during the war, and was
‘appropriated’ by the Allies at the war’s end. [ myself was one
of the British representatives on the Allied Committee which
decided which inventions should be seized !

The fact that long-playing records should be possible was
established in 1934 when the Royal National Institute for the
Blind, in conjunction with St Dunstan’s, produced Talking Books
for the Blind. These had 200 grooves to the inch instead of the
standard 100 grooves, and played at a speed of 24 rpm instead
of the standard 78 rpm. I was asked by the Director of the RNIB,
who met me from time to time at the Board of Education, to
cooperate with Captain Fraser (now Lord Fraser) of St Dunstan’s
in developing the project. The recording companies had expressed
doubts about its feasibility, so we set up a recording studio at St
Dunstan’s in Regents Park, and proceeded to solve the various
problems that were involved. We were supplied with recording
waxes by HMV for the purpose, and after we had demonstrated
that good speech recordings were possible, had the utmost
cooperation from both HMV and Decca.

But it was only economical to have a minimum of 5o pressings
of each disc; and since on the average a talking book required
8 discs, and we had eventually built up a library of 1,500 books,
the storage and weight problem became unmanageable for us.
So after the war, a change was made to tape recordings. For
this purpose, we actually invented the tape cassette and published
the details, so as to avoid possible patent complications later.

The other development between 1926 and 1939 to which I wish
to draw special attention was that of the moving-coil loudspeaker.
This mechanism along with many others had been described in a
Siemens Patent 4685 of 1877. It had been used in a number of
scientific instruments, but the significant development for loud-
speaker work started with a paper read to the American Institute
of Electrical Engineers in September 1925, by Rice and Kellogg.
The design soon outpaced all others. An alternative electrostatic
device had a come-back in about 1943, and is still strongly favoured
by some enthusiasts. But for both performance and price the
moving-coil loudspeaker still holds an unassailable position in
public favour. However, let us come back to 1953 and my
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return to The Gramophone as Technical Editor. Much had hap-
pened in the Audio world between the end of the war and then;
but thanks to my pre-war contacts I had been able to keep track.
It was an exciting experience.

In the previous five years, not only had the German tape
recorder idea been developed, but the long-playing record was
with us. Moreover, there was a new, almost silent, record
material, and both steel needles and fibres or thorn needles were
dead. Sapphire and diamond styli took their place, as I had
forecast in November 1934, and there were rumours of even
further intriguing things.

I remember my visit in 1963 to the Ampex plant near San
Francisco and talking to its Director, Mr Poniatoff, about his
courage, when he was first shown the Telefunken Magnetophone
in 1946, in deciding to devote the whole of the resources of his
small firm, and even mortgaging his home, in order to develop
tape recording. He himself told the story in that fascinating book
by Gilbert Briggs, Audio Biographies, so I will not repeat it here.
I will only remark that Poniatoff’s enterprize has been one of the
most important contributions to Audio since the war. It is not
so much the domestic use that is significant: that has not been
carried to the full extent of its capability at present. Its real
value lies in the way it has transformed the process of recording.
Every recording is now made on tape, and is then transferred at
leisure to disc—or, in more recent practice, to cassettes or cart-
ridges. This, of course, is to facilitate editing. By this process
the final version as put on the market may be a conglomerate of
several ‘takes’, and not necessarily a continuous performance.

Of course, there can be two opinions as to whether this facility
of editing and splicing is really desirable or not. In some circum-
stances, as | pointed out to The Times newspaper in February
1966, during the course of a controversy on the legitimacy of
editing films and interviews, particularly for television, it can be
a menace. | instanced a tape recording I had listened to in
October 1961, ostensibly of a speech by Herbert Morrison condemn-
ing the conduct of the war by Winston Churchill. This had been
built up word for word from Morrison’s speeches, so skilfully
pieced together that no gap could be distinguished. The voice
was accurate, the intonations were accurate. After the built-up
tape had been copied on to fresh tape, there were no signs of
physical joins. Yet the whole thing was a fraud.

Are the recordings we now hear to be classed as frauds too?
It is a delicate question but I think we can say that thanks to the
skill and integrity of today’s record producers, the facility of
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editing and splicing is being used to the benefit of all concerned.

Still, no doubts like this can be held about the value of LP
records. They are a boon and a blessing to men and in fact could
not be economically produced without the facilities of tape record-
ing. Their inception was largely due to experiments carried out
at the CBS Laboratory in Stamford, Connecticut, by Peter Gold-
mark, its Director, who had had his previous technological training
at Cambridge, England. That culminated in 1947 and immediately
made a tremendous impact, particularly as a new record material
became available at about the same time.

Of course, a controversy arose at once about the best speed
and size for the LP record, and a compromise was eventually
reached that there should be two speeds, 334 rpm and 45 rpm,
and three possible sizes, 7in, 10in, 12in diameter. But it took
much longer for a standard frequency response characteristic to
be agreed. For a few years each recording company, whether in
America or in Europe, had its own characteristic, and amplifier
manufacturers had to include a variety of corrective circuits in
their control units. All that is now past history, however.
Unfortunately, a similar contretemps is arising again in relation
to the new ‘quadraphonic’ (i.e., four-channel) records.

The rumours I mentioned earlier concerned the possibility of
obtaining stereophonic sound from the modulations imposed upon
a single groove. Blumlein had forecast this in his fascinating
British Patent 394,325, applied for in 1931 and granted in 1933.
He concluded that there were two possible systems: a combination
of the Edison vertical indentation of the groove with the Berliner
lateral; or a system in which the indentations for one channel
should be on one wall of a V-shaped groove and those for a second
channel on the other wall. His patent works out the require-
ments for each type, and shows that they are compatible
by a simple, so-called matrixing, system. Another system,
entirely different, was later proposed by Livy (British Patent
612, 163/1946-8) whereby a high frequency carrier signal was
modulated up to a frequency of, say, 15,000Hz by one audio
channel and from 15,000Hz to 30,000 by the second channel.
Rumour had it that Decca in conjunction with Telefunken (the
consortium being called Teldec) were busy developing all three
systems. For once Rumour proved not to be a lying jade. All
three were in fact carried to the production stage between 1952
and 1954. In the meantime, EMI in 1954 had introduced “stereo-
sonic” tapes following Blumlein’s philosophy, while in America
twin-channel tapes became available following a parallel
philosophy of the Bell Telephone Laboratories.
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Decca, however, decided to keep their proposed system in
abeyance until the commercial market was ripe for it. This
occurred in 1957 when Westrex announced that their engineers
had developed a 45/45 recording system and that they were
preparing to produce the appropriate record-cutting machines for
sale to recording companies.

The problem then arose as to which of the two systems, vertical/
lateral or 45/45, should be made standard. An agreement was
reached in Europe in November 1947 and in America in March
1948, that the standard should be the 45/44 arrangement.

Stereo records began to appear in the summer of 1958, and
notwithstanding the fact that they demanded for their full
exploitation both twin amplifiers and twin loudspeakers, they have
rapidly found favour and displaced mono recordings from the
market.

Fortunately, they can be played even on mono reproducing
systems provided a pickup with adequate vertical compliance is
used, and these are now available. They must not, however, be
played with the older type of pickup in which the stylus assembly
was stiff in the vertical direction, for that would destroy the
stereo modulations.

From 1958 to 1970 the major developments have been in the
design of improved loudspeakers and pickup cartridges. Some
really tremendous achievements have been made in both respects,
but especially in respect of cartridges. We used to play our 78 rpm
records with sound-boxes at a playing weight (or in America,
tracking force) of 5 oz. or so (about 140 grams). In 1950, the
pickups for LP records had a playing weight of 1o grams or so.
In 1948, a playing weight of 3 grams became feasible. Now,
some of the most advanced designs can operate at a playing of
0.5 grams. Record wear has become negligible. The modern
bug-bear has become the intrusion of *“pops and crackles” due to
the deposit on the records not only of fluff and dust, but also of
a sticky substance derived from smog, tobacco smoke, household
fumes and the like, which float about in the atmosphere and are
drawn down to the rotating disc by a sort of vortex action. This
substance entraps the particles of grit and gradually hardens, so
creating semi-permanent pops. Methods have now been devised
for removing it, as well as the loose fluff and dust.

This can be highly important in view of the demands which
the new quadraphonic recordings are bound to make on groove
cleanliness. For whatever the particular recording system, and I
have heard seven and am told that there may be several more
coming along, cleanliness of groove will be an absolute “must”.
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At the time this account is being written it is too early to
forecast which of the various proposed systems is likely to succeed
in preference to the others; or indeed whether the public as a
whole will submit to buying four amplifiers and four loudspeakers,
and to having the latter disposed in a square in the living room
with chairs for listeners in the middle.

I am sure that my wife will not. But perhaps ours is an
exceptional household. The framed motto, given to me in
America, and put up in our hall just inside the front door, says:

“The opinions expressed by the husband in this house are not
necessarily those of the Management”.

Percy Wilson first contributed to THE GRAMOPHONE in 1924
and but for a break during the war years served as Technical
Adviser and latterly as Technical Editor until 1966.
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Acoustic Recording
1923 - 192§

In the early twenties magazine publishing was much more open
than it is today. Even so, to found any kind of journal seeking
nationwide support required immense faith, and in his Introduc-
tion to this book Sir Compton Mackenzie has told of the scepticism
that greeted his idea for a journal devoted to something so esoteric
as the gramophone—derided by some as a cheap toy and by
others as doomed to extinction with the growth of radio.

Though few people could realize it at the time, the gramophone
was in a particularly interesting stage of development. Serious
music was fighting hard to retain a foothold, but it was there in
the catalogues in however tenuous a form, and there were those
within the industry who knew what lay round the corner—
electrical recording, which would make possible for the first time
a lifelike reproduction of the orchestra and the possibility of
bringing into people’s homes famous musical personalities beyond
the scope of radio.

It was, after all, a record of chamber music that clinched the
founder’s determination to bring THE GRAMOPHONE into being,
and for a long time the paper worked away to instil a love for
chamber music among ordinary men and women. That original
Vocalion record of part of Schumann’s Piano Quintet hangs
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framed today in the Editor’s study. Moreover, since the beginning
of the century the gramophone had issued records of famous
singers, many of whom had voices that survived the primitive
methods of those days with surprising accuracy.

It has for long been a point of debate as to whether Caruso
made the gramophone or the gramophone made Caruso. There
is plenty of evidence either way, and when that father-figure of
the classical gramophone record, Fred Gaisberg, recorded the great
tenor in a Milan hotel in 1902, against his company’s instructions,
he was building better than even he knew.

This book is concerned with THE GRAMOPHONE rather than
with the gramophone. Nevertheless, since the two have served
each other for 50 years a few landmarks should be mentioned.
The date of Edison’s invention has been given as August 12th,
1877, but as with so many inventions there were others working
towards the same end at the same time. It was for these first
cylinders that many famous people recorded, notably Gladstone,
Sullivan, Tennyson, Florence Nightingale, William Booth, Brown-
ing and Bismarck. Brahms played the piano. Liszt did not,
though he lived until 1886. Not only did Tennyson recite “The
Charge of the Light Brigade”, but the bugler who sounded the
charge was persuaded to do so again with the original bugle.
Ironically Sullivan deplored the possibility of so much bad music
being perpetuated.

By 1887 Emile Berliner had invented the lateral-cut flat disc
and with it the word that has come down to us as “gramophone”.
The following year what is reputed to be the very first classical
recording was made by Josef Hofmann at the age of 12. By
1891 opera singers were on record, and in 1898 The Gramophone
Company began operations in London. Almost at once the Com-
pany bought the painting by Francis Barraud called “His Master’s
Voice”, thus bringing into the industry its most famous trademark,
though this was not to be adopted for a few years yet.

Orchestral records were issued in England in 1909, appropriately
conducted by Sir Landon Ronald, who remained a staunch friend
of the gramophone all his life. Certainly in early days he was
the one leading English musician to have faith in the future of
recording and to back it with his reputation. He was a particu-
larly fine orchestral accompanist, and many people to this day
play his concerto sets with pleasure.

Beethoven’s Fifth Symphony under Nikisch was the first com-
plete symphony to be recorded. This was in 1913, and two years
later Kreisler and Zimbalist played Bach’s Double Concerto with
a string quartet. Italian HMV issued a complete ““Ernani” in 1903
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on 4o single-sided 10-inch records, and in 1907 a complete
“Pagliacci” under the composer was issued in England. The
Sistine Chapel Choir recorded an album of Gregorian Chant in
1904, and isolated movements from chamber works date back to
1905.

One other date can be noted. It was in September 1920 that
Caruso made his last recording, and three months later Toscanini
made his first. Neither of these men benefited from the quality
of modern recording techniques, yet both stand out in the history
of the gramophone as they do in the history of the music of
their time, and each can be taken as symbolic of how the gramo-
phone was increasingly to reflect musical taste and trends. Today
the record industry is often in the van of public taste, but that is
another story.

In one way or another, therefore, serious music was staking a
claim in the gramophone market, and it was a significant coinci-
dence that the first complete string quartet to be issued in England,
Brahms' Op. 51 No. 1, played by the Catterall Quartet, appeared
in 1923, the same year as THE GRAMOPHONE, which was to plead
the cause of chamber music for a decade, not only in its pages
but through its sponsorship of the National Gramophonic Society.
Indeed the NGS is a set of initials as worth a memorial as any
other in the history of recorded music.

Thus when Vol. 1 No. 1 of THE GRAMOPHONE hit the bookstalls
on April 23rd, 1923, the climate, if not ripe, was reasonable.
There were plenty of people buying serious records and shutting
their ears to the inadequacies of contemporary recording. The
old acoustic process had reached its apogee, and in this same year
Columbia introduced what was called with justification “silent
surface”.

In the early days Sir Compton Mackenzie naturally invited a
number of eminent men of letters to contribute, and so in the
first numbers we find contributions by Francis Brett Young, Frank
Swinnerton, Hilaire Belloc and Oliver St. John Gogarty. The first
volume also had articles by Edmund Fellowes on Byrd, the first
contribution trom an acknowledged scholar of the period, Ivor
Novello, Percy Scholes, W. W. Cobbett (later to publish his
scholarly “Encyclopaedia of Chamber Music”), and Josef Hol-
brooke, as well as a series of profiles of famous musicians and
potted biographies of lesser composers. The variety of reading is
shown by such titles as “The Harpsichord and the Gramophone”,
“The Riddle of Haydn’s Tombstone”, “Piedigrotta and Neapolitan
Songs”, “Is Modern Music Any Good?” and “The Child and the
Gramophone”. Within a year the paper had secured the services
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of Herman Klein, the doyen of opera critics and probably the
greatest living authority on the art of singing. Klein had heard
Tietjens in 1866, was a close friend of Benedict, who had met
Beethoven, and he remained as principal opera critic until his
death well into the era of electrical recording.

From these early issues, culminating in the arrival of the new
process, we reprint one of a series of vignettes contributed by
“F Sharp”, the pen-name of Lady Mackenzie, who was the sister
of Christopher Stone, the London Editor, and who, as Faith
Compton Mackenzie, was the author of several delightful auto-
biographical books.

Of the records issued during the period, it is worth recalling
Sir Arthur Bliss’s “Rout”, extracts from Parry’s “‘Judith” and Elgar’s
“King Olaf”’, Holst’s own recording of “The Planets”, Bridge’s
“The Sea”, and “Three Idylls for String Quartet”, Delius’s “First
Dance Rhapsody”, Vaughan Williams’s “London” Symphony and
extracts from “Hugh the Drover”, Goossens’s “Four Conceits”,
extracts from Boughton’s “The Immortal Hour” and an abbrevi-
ated “Gerontius”. What is extraordinary is that this astonishing
output of English music was happening at a time when there
was no Haydn or Mozart symphony and not a movement of
Brahms on English records. This may surprise the modern reader,
but it is a fact that the record industry was investing a great deal
of money in promoting native music.

It is no less remarkable to recall that Landowska was recording
the harpsichord, there was a pre-electric Beethoven Ninth and
plenty of Wagner. Operatic arias, many from works now long
forgotten, poured from the studios and the paper provided a
service to readers by publishing translations, when copyright
permitted. On the other hand, scholarship could be hazy, and
such announcements as “Three Old Dances by Mozart” would
not be found today! Nor, alas, would “Eight Minutes with
Richard Wagner” by the Australian Newcastle Steel Works Band.
“Hi-Fi” was diligently sought, and THE GRAMOPHONE sponsored
demonstrations of equipment, notably at a Gramophone Congress
in 1924, the forerunner of the modern Audio Fair. When the
Queen’s Doll’'s House was on view at the Wembley Exhibition
of 1924 it properly contained a miniature working gramophone.

The editorial office was romantically situated on the Island of
Herm, and the publishing office was successively at the more
prosaic addresses of 48 Hadfield Street, London, SE1, and 28 Stock-
well Park Crescent, London, SW9. By the end of the acoustic
era there was a London editorial office at 25 Newman Street, W1,
and soon after at §8 Frith Street, Soho. For a time the paper
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incorporated a Player-Piano Supplement, but this was short-lived,
lasting only a year. Of far greater permanence was the arrival
of Percy Wilson, Alec Robertson and W. A. Chislett as contribu-
tors to THE GRAMOPHONE,

From the start there was a sturdy sense of independence and
no thought of kow-towing to mere eminence. As we enter the
world of electronics I take this opinion brutally out of the context
of an early number. Of Rachmaninov’s arrangement of the
“L’Arlésienne” minuet, the Editor wrote: “Why on earth Rach-
maninov should want to waste his time arranging this common-
place minuet for the piano, and why when he had arranged it
he should want to play it, I cannot imagine”.
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JUNE 1925

Vincenzo Bellini

Catania 1801 - 1835 Puteaux
by F Sharp

In the year 1845 the Czar Nicholas I brought his consort, Alexandra
Feodorovna, to Sicily for the benefit of her health, accompanied
by their daughter, the Grand Duchess Olga, and a numerous suite.
They stayed in the beautiful Villa Olivuzzi, near Palermo, for a
year. To commemorate this notable visit Palermo produced a
finely-printed book with several engravings—among them portraits
of the illustrious visitors with such remarkable waists. A series
of short articles on appropriate subjects is followed by a flood of
rapturous poetry, terminating in a riot of florid music—La Saluta
Recuperata (Health regained), Olga Waltz for Military Band—
music overwhelming even to contemplate in perfect copperplate
engraving. In the midst of all this, as though it had flown in and
been imprisoned by mistake, is La Farfalletta (The Butterfly), un-
published music composed at the age of twelve years by Maestro
Cavaliere Vincenzo Bellini. This touching little song was com-
posed by ‘“ce blond enfant de Sicile” for his marionette theatre.
He, of course, had nothing to do with the Royal visit, as he had
died ten years earlier, but it was natural that no ricordo would be
complete without something of his—whose fame was the glory
of his native island.

The juxtaposition of this melody and its exuberant companions
seems very aptly to typify Bellini himself, not only in his music,
but in his relations with the rest of the world. The simplicity of
his character was matched by the music that poured from his very
soul. He was one of those rare people born with a charm that
is almost beyond human charm, with something unearthly about
it—of an angelic beauty of countenance, inspiring a devotion
almost fanatical, steadfast in friendship, and wholly unreliable in
what are called affairs of the heart. Fresh and sweet were his
melodies, innocent in the earlier days of any attempt at orchestra-
tion beyond a mere accompaniment to the voice. Cherubini said
“il ne’en efit pu placer une autre sous ses melodies”. Such delicate
webs might be too easily broken. There is a difference of opinion
among biographers as to whether he was really ignorant of the
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theory of music and counterpoint, or was indifferent to it. He
certainly said: “What do I care about counterpoint? All 1 want
to do is to enchant the ears and move the hearts of people”. But
this does not prove anything. It seems, however, unlikely that he
can have passed through the Conservatorio di San Sabastiano at
Naples, under the tutelage of Zingarelli, without picking up more
than the rudiments of harmony and counterpoint. Certainly his
musical education began early as a matter of course, music being
his father’s and his grandfather’s profession. Vincenzo's gifts
proclaimed themselves at an early age—he is said to have sung his
own tunes at eighteen months—and in 1819 he entered the
Conservatorio with a scholarship, thanks a good deal to the
influence of the Duchess of Sammartino. All through his life
Bellini was to bask in the favours of the “best people” without
losing that shapely blonde head of his.

It was the custom of the Conservatorio to give the students the
words of a cantata to set to music, the best of which was per-
formed at San Carlo in the presence of the Royal Family. Bellini's
version was the best, and “even the King applauded it”. Barbaja,
the famous impresario, at once commissioned an opera for San
Carlo. At this time Bellini was deeply in love with Maddalena
Fumaroli, whom he had first seen through a spy-glass on a distant
balcony. She was the daughter of a Neapolitan gentleman, who
did not favour the suit of a penniless young musician. Maddelena
was passionately attached, and the cruel obduracy of her parents
drove her to poetry, of which the most notable composition was
Dolente Immagine di Fille Mia, which Bellini set to music. This
made a great sensation among the most elegant people.

Bellini seized the opportunity of the San Carlo offer to fly from
the scene of his tragic amour to Catania, his home, where he
composed Bianca e Fernando. This work established him in the
musical world, and in a few months he was engaged to write an
opera for La Scala, Milan. Here he set to work on Il Pirata,
keeping up meanwhile a correspondence with Maddelena, which,
alas, became on his side, cooler and less frequent until it ceased
altogether. When, after the triumph of Il Pirata, he was
approached by mutual friends on Maddelena’s behalf, his successes
having melted the heart of her father, he refused to have anything
more to do with her, in which, since his ardour had cooled, he
was perfectly justified. It was a crushing blow for Maddelena.
It is said that when an Italian woman really loves, it is either a
fire that rapidly destroys, or a fever that gradually consumes. In
Maddelena’s case it was a fever, as she died only a year before
Bellini himself, faithful to the last. It was in June 1834, that she
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died, and he, for some reason, did not hear of it till a year later,
when he wrote to his friend Florimo in a letter full of genuine
sadness: “1 have a presentiment that in a short time I shall follow
to the grave the poveretta who is no more, and whom I loved so
well”. His presentiment was a true one, for in three months he
had followed his Maddelena.

It was in Milan that he first met Felice Romani, a poet and
man of culture, who became librettist in all his operas save one.
Romani, besides being a good poet, had also done a great deal of
literary and theatrical criticism, and had made a sensation by
saying what he really thought about Manzoni's I Promessi Sposi,
one of the dullest books in the world, when it came out. He had
already done libretti for Meyerbeer, Donizetti, Mercadante, Pacini,
and others, but none of these were of great value, so much
constrained was he by the strict conventions to which these
masters adhered. It was otherwise with Bellini, who flouted the
heavy conventions then in vogue, matched his music to the
libretto, and, among other innovations, refused to give prime
donne and tenors roulades and fireworks unless they were supposed
to be feeling happy.

At the age of twenty-six Bellini's conquest of the world had
begun in earnest, and his personal charm, added to his artistic
triumphs threw open to him the doors of the most exclusive
houses. It was at this time that he met Giuditta Turina, wife of
a rich Lombard, who became the strongest feminine influence of
his life, and though a female contemporary describes her as a
vulgar woman with nothing but a good figure, she was, neverthe-
less, the inspiration of his best work. His opera, La Straniera,
produced also at La Scala with equal success in 1829, was dedicated
to her. This amour was a shock to his friend Florimo, who regarded
Bellini as a being far above common human weakness. The ideal
friendship between these two young men was one of the fairest
ornaments of Bellini’s short life. Both were Sicilians, and met
at the Naples Conservatorio. While Bellini went forth in 1827 to
make his great name, Florimo remained at the Conservatorio as
Clerk of the Archives, where in his prodigious work, the History
of the Conservatorio, years afterwards he was to write the
biography of his beloved friend. He was in character the very
antithesis of Bellini, austere and thoughtful, a fine restraining
influence for Vincenzo’s childlike impetuosity. It must not be
imagined that Bellini was at all weak, in spite of the sweet
melancholy of his countenance. In the matter of contracts he
was inflexible, and he not only insisted upon being paid four
times as much as any other composer of the past, but latterly he
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refused to sign a contract that did not specify the artists, chosen
by him, who were to interpret his work. It is only fair to add,
in regard to financial matters, that he was a generous friend, and
his insistence on good contracts raised for all time the standard
of payment, hitherto incredibly poor.

His friend and publisher, Ricordi, of the famous house, writes
to him of his “volcanic character’. He was not a Sicilian for
nothing, and had a habit of believing impulsively everything he
was told, being incapable of any insincerity himself, and rushing
into unnecessary quarrels. This led to a good many misunder-
standings, and in the case of Ricordi, gross injustice, for which
Bellini made ample amends, and from which Ricordi emerged
with great dignity, with, moreover, their strong friendship intact.
It was always so with these little incidents. Bellini never made
an enemy though he had naturally many jealous rivals, but they
were strangely unsuccessful in harming him. The only exception
to this was the case of Romani at Venice, but that will come later.
His first disagreeable experience was at Parma, where he was
invited to compose an opera for the Ducal Theatre. He was
given a manuscript. Cesare in Egitto, by Luigi Torrigiani, a native
of Parma. Bellini refused this libretto which did not appeal to
him, and arranged with Romani to do a poem suggested by
Voltaire’s Zaire. As usual he had his own way, but Parma was
annoyed at the slight put upon their own particular genius, and,
whatever may have been its merits, Zaire was a dead failure, and
was never repeated. lIts first and last performance was on May
14th, 1829.

From this dismal incident he passed by way of Milan, where
11 Pirata was revived with acclamation, to Venice, where he was
engaged to produce I/ Pirata for the Venice Theatre. Here, a new
opera having failed through illness of the composer, he was
suddenly called upon, and after at first refusing, he thought of
his abandoned work, Zaire. This he adapted to Romani’s poem,
Capuleti ed i Montecchi, which had already been set by Vaccai.
This opera, half new, half old, was produced on May 11th, 1830,
with Giuditta Grisi, in the prime of her beauty and talent, as
Giulietta. It was a success, full of charm and distinction, but
failing in the pathetic situations, especially in the tomb scene,
which after Bellini’s death, was lifted bodily, and Vaccai’s fourth
act put in its place. So that it ended by being rather a hybrid
work.

Ten months passed, during which Bellini was seriously ill with
the internal complaint that was later to prove fatal. He spent a
peaceful convalescence on Lake Como with Giuditta Turina and
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her family, and in 1831 contracted to write an opera for the
Carcano Theatre at Milan. Here not for the first time, he and
Donizetti were engaged for the same season. As early as 1828
they were together at Genoa, when Bianca e Fernando and
Donizetti’s Regina di Golconda were done. Bellini meant to do
Ernani, a serious opera, at the Carcano, but the great success of
Donizetti’s Anna Boleina alarmed him, and he decided to do a
lighter work instead. Some of Ernani was already done, and a
fierce controversy raged between his two biographers, Amore and
Scherillo, in the eighties, as to whether he had camouflaged Ernani
as Sonnambula or not. Scherillo says he did, and Amore denies
it con amore. Much ink, and very nearly blood, flowed over this
question, and in the end each of them proved his case to his own
satisfaction. The fact remains that the music of Sonnambula is
throughout appropriate to Romani’s pastoral drama, and that
seems to be all that matters, even if a few of Ernani’s melodies
were adapted.

La Sonnambula was, at any rate, the success of the season, and
Giuditta Pasta created the part of Amina. In the same year, on
December 26th, Norma was produced at La Scala. The first night
was a disaster, though Pasta and Grisi were in it. Bad criticisms
the next morning depressed everyone except Bellini, who said
“Vedremo, vedremo!” His theory was that it was a diabolical
plot to ruin the opera, but, as he writes in a letter on December
31st, “money and the most devilish intrigues can for a short time
hide the truth, but in the end it will shine in its real light”. And
indeed, on the second night the truth was unveiled, and the opera
was played to packed houses for the rest of the season. At
rehearsal Pasta had refused to sing Casta Diva, saying that its
technical difficulties were beyond the powers of any prima donna.
Bellini insisted upon her studying it with him, with the result that
she sang it gloriously and it was, of course, the furore of the
evening. On the wings of Norma’s triumph he took flight for
his native Catania, his Giuditta accompanying him as far as Naples.
There is some doubt as to whether Giuditta’s insistence on going
with him to Naples was inspired by her desire to meet Florimo,
or to “‘crow over” the unfortunate Maddelena Fumaroli. Perhaps
a little of both.

His journey was a long triumphal procession. Everywhere on
the way whole towns turned out to greet him, and in Catania he
was followed by an adoring crowd always, and was not allowed to
pay for anything. This visit was clouded by his strong presenti-
ment that he would never see his parents or his native town again.

Rose-strewn indeed was now the path of Bellini, but the
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inevitable thorns began to assert themselves at this time and were
particularly vicious at Venice, where he appeared after his home
visit, to produce Beatrice di Tenda. The opera was not ready in
time—Romani was late with his libretto—he was much engaged
with a love affair. Everyone was talking about it, Venice was
annoyed at being kept waiting, and Romani wrote a most
unworthy letter to the press with taunts at Bellini and his *“three
Giudittas”. It was a curious coincidence that Bellini was sur-
rounded by Giudittas at that moment, Giuditta Pasta, Giuditta
Grisi, and Giuditta Turina, but though he was no doubt adored
by his two prime donne, it is most unlikely that there was any
truth in Romani’s assertions. Bellini's sensitive soul was deeply
wounded by Romani’s action, and still more by the foul stream of
gossip that followed it. When finally the opera was produced in
May, 1833, the first night was a complete fiasco. There was such
an uproar in the theatre that sometimes the singers could not be
heard, and Bellini, who was conducting, says that it was as noisy
as a fair, and “all my Sicilian pride possessed me and my intrepid
aspect impressed some and enraged others, so that in four or five
very effective pieces the public called me, but I remained as though
nailed to my seat”. One can imagine the intrepid young back
obstinately turned. But it was Pasta who changed the humour
of the audience. She was so annoyed by the injustice of its
attitude that when she sang “Se amar non pud rispettarmi” (“if
you cannot love me, respect me”) instead of addressing her husband
in the play she hurled it at the audience, which evoked an immense
burst of applause. The work was finished without further inci-
dent, and was received with enthusiasm at later performances.
The quarrel with Romani, the unstemmed flow of scandal that
was now poisoning also Milan, almost broke Bellini’s spirit, and
an invitation to go to London was accepted with relief. Here in
1833 Norma and Sonnambula were “fanatically applauded by the
severe English”. Pasta sang the leading roles at first, but half
way through the season she was replaced by Maria Malibran (née
Garcia) owing to a difference with Bellini. This young singer had
already “proved herself a serious rival to Pasta. In 1824 Pasta -
made her first English appearance, and all London was raving
about her astonishing voice, which ranged with equal perfection
over two and a half octaves. A serious illness in the middle of the
season laid her low, and the management in desperation gave the
part of Rosina in Barbiere to a young girl of seventeen, Maria
Felicita Garcia. She studied it for only two days, and on January
7th, 1825, she made her first appearance. Her youth and beauty,
her charming voice, and the brave figure that she made in difficult
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circumstances, delighted the public, and she was immediately
engaged for the rest of the season.

And again in 1833 she was at hand to substitute Pasta. Bellini
had never seen or heard her, and in a letter to Florimo he describes
his arrival in a London fog on the night of her first appearance
in Sonnambula. From the Duchess of Hamilton’s box he watched
his poor music “torn 10 shreds” by these English in their “language
of parrots”. Only when Malibran appeared he recognised his
Sonnambula. So carried away was he by her singing of “Ah!
m’abbraccia” (“Ah! Embrace me”), that he cried “Viva, viva,
brava!” with such “trasporto meridionale’” even ‘‘vulcanico”, that
he roused the curiosity of the blond sons of Albion, who recognized
him as the author, and the whole theatre burst into wild applause.
Not only was he obliged to acknowledge the frantic welcome from
the Duchess’s box, but he was forced on to the stage by a crowd
of “nobili giovani”, among whom was the Duchess’s own son,
the young Marquess of Douglas, “giovinetto who has in his soul
all the poetry of Scotland and in his heart all the fire of the
Neapolitans”. Malibran was the first to greet him. Singing “Ah!
m’abbraccia!” she impulsively threw her arms round his neck, and
the audience went mad with enthusiasm. “I was in Paradise!”
writes Bellini to Florimo.

Fortunate young people they seemed—the blond and the
raven-haired—hand in hand, smiling through their tears at the
brilliant, critical audience, whose hearts went out to the beauty
and genius of the youthful couple. Fortunate they were in that
moment, for few are blessed with such an intensity of happiness
as must have been theirs in their first meeting. “From that
moment [ became the intimate friend of Malibran. . . . I have
promised to write an opera for her. The idea thrills me, my dear
Florimo!”’

Alas! all his schemes for the lovely Malibran came to nothing,
and she was destined never to create a Bellini rble. She died
exactly a year after Bellini from the effects of a riding accident
in London, on September 23rd, 1836, aged 27.

After London came Paris. Rossini was impresario of the Italian
theatre, and he engaged Bellini and Donizetti for the season of
1834-35. Bellini was always nervous when Donizetti was about,
but he need not have feared him. [ Puritani was an enormous
success, and Donizetti’s Marino Faliero a ghastly failure, During
this time the quarrel with Romani was made up, to Bellini’s delight,
though, of course, it was too late for another libretto. Count
Pepoli wrote I Puritani, Wthh is very poor stuff compared with
Romani’s poetry.
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Giuditta Turina’s sun had long set, and Bellini was looking for
a suitable wife, that is one with two thousand francs dot and a
good character, well educated, and not ugly. He was quite openly
in search of a commodity, one that would, among other things,
save him, he thought, from the entanglements in which he was
continually finding himself against his will. There were innumer-
able applicants for this post, but none were completely desirable.
One was English, but he found she conducted herself with a
curious extravagance, and another had bad teeth, which “dis-
concerted” him. So he remained single.

In one of his self-revealing letters to his uncle, he says: “I
Puritani has placed me where I deserve to be, next after Rossini”.
In the same letter he says: “My system has always been to mix
with the best society wherever I am. . . . As soon as I arrived in
Paris | was presented by the British Ambassadress, whom I already
knew in London, to the most important people in Paris. . . . At
the same time I made the acquaintance of the principal artists in
music and painting, and of many writers. . . . Every night invita-
tions to soirées, every day dinner either with some distinguished
gentleman, or ambassadors or famous artists”. After some more
intimately personal confidences, he adds in brackets: “Che insipi-
dezza that I should repeat such things; but you wanted to hear
them, and | hope you won’t show this letter to anyone”. He goes
on to say that the artists in the theatre think him snobbish and
“pieno di fumo”, because he likes to be with people of good
position, but it is never snobbishness to despise low company and
prefer honourable people. “I owe it to myself”. If he was a
little bit of a snob, and no doubt he was, he was never a climber,
as he had never had to climb. It is doubtful whether he would
ever have lent himself to that vile occupation even if it had been
necessary. He was probably much too proud. In any case the
“ Jewel of the British aristocracy”, as Florimo calls him, and the
idol of fashionable Paris had no need of such methods. After all,
a fastidious desire for the best of everything is not altogether to
be despised.

In May of 1835 he retired to Puteaux to escape the rigours ot
social life and rest his overwrought nerves. The anxiety about I
Puritani and, most of all, the shock of its enormous success, were
too much for him. In the home of some English friends he spent
a peaceful summer, with constant visits from friends in Paris,
which was within easy reach. Early in September he was attacked
by his old internal trouble and in a few days he was critically ill.
Strange that his host did not call in the best Paris doctors to save
this precious life! The only attendant was a young Italian doctor,




50 Acoustic Recording

who wrote the five bulletins, the last in very imperfect French.
Not only was no specialist called in, but a gardener was stationed
at the front gate with strict orders to refuse admittance to anyone.
There was a stream of admirers and friends as soon as the news
of his illness reached Paris, and it was natural that some precaution
had to be taken to guard the invalid from intrusion, but even his
most intimate friends were denied. The only one who succeeded
in seeing him was Carafa, who, pretending to be a court physician,
got past the guardian of the door. Bellini was semi-delirious, and
continually calling for his mother and Florimo.

On September 23rd, a night of tempestuous rain, Baron Aymé
d’Aquino, a friend of Bellini’s, rang the bell of the house at Puteaux.
There was no reply. To his surprise he found the gate open and
the guardian absent. He entered the deserted house and went
straight to Bellini’s room. There he found his friend apparently
asleep. But the hand was cold. Bellini lay dead—in an empty
house. The guardian appeared. He had gone to “find someone”
and buy candles for the dead. The host and his wife were in
Paris! It was not surprising that when Bellini’s friends met that
night, they were all “perplexed”. The secrecy that was observed
all through his illness and the strange loneliness of his death roused
all Paris, and there was such a flood of conjecture and suspicion
that the King himself ordered an autopsy to be made, if only to
satisfy the public that there had been no “political poisoning”.
The autopsy proved that he died from natural causes.

Whatever may have lacked Bellini on his deathbed, the whole
of Europe mourned him. All the theatres in Paris were closed,
the women wore black, in public places the talk was all of the
untimely death of the author of I Puritani. Rossini hurried back
in the middle of a journey as soon as he heard of Bellini’s serious
illness, and he was the prime mover in the arrangements for the
funeral which, in spite of a black downpour of rain, was magnifi-
cent, and fit for a king. Thousands lined the drenched streets, a
chorus of the principal opera singers sang a specially composed
Mass, and Rossini was one of the pall-bearers. The body was laid
in the cemetery of Pére la Chaise, and a monument executed by
Blenat and Marochetti, raised over it. In those days of elaborate
and hideous memorials Bellini’s was considered simple and in
keeping with his character, but it did not escape a trophy and a
lyre, with a large-winged angel brooding.

For forty-one years there was an unceasing agitation to effect
the translation of Bellini’'s ashes to his native land, but various
causes, among them war, cholera, and endless political disturb-
ances prevented it. The faithful Florimo devoted a great part of




The Gramophone Jubilee Book 51

his life to this purpose, and was rewarded at last when, on
September 15th, 1876, under a misty grey sky that later broke
into sunshine, a great company of notable French and Italians
gathered at Pére la Chaise for the function. Florimo was there,
now an old man of 76, and he broke down completely when in
a solemn silence the ashes of his dead friend were revealed.

Then followed the second long triumphal progress through Italy.
Everywhere cities and towns came to do him reverence as he
passed, and the journey was a long crescendo of enthusiastic
welcome. Reggio in Calabria, where the embarkation for Sicily
took place, indulged in a festa belliniana—surging crowds, bands,
and choruses, princess and peasant mingling their tears and laugh-
ter. But when the “Guiscarda”, which bore him to his home, cast
anchor in the harbour of Catania, the scene became indeed
fantastic. Every ship in the harbour was decorated with hundreds
of coloured lights, the streets were illuminated with innumerable
gas-jets, and from every ship and from every street went up a
great cry in unison of “Viva Bellini!” And through it all
resounded the vivid crash of fireworks. The Italians have no use
for fireworks that are not deafening, and the greater the occasion
the more deafening they are. There was certainly nothing funereal
in the feste belliniane.

But at midnight all was quiet, and the coffin was moved in
silence from board ship to an ancient and noble carriage drawn
by four horses. An immense crowd that had waited in the dark
gathered round, the horses were taken out, and the people dragged
the carriage through the dark streets to the church where the
coffin was to lie till the solemn ceremony in the Basilica.

The next day the ashes of Bellini reached their final resting
place, and over the principal door of the Basilica was inscribed :

This Basilica
In which sleep forgotten
The ashes of many kings
Will be from this day famous
For the Tomb of
Vincenzo Bellini
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TTE owners of the Gramophone rejoice

To hear it likened to the human voice,
The owners of the Human Voice disown
Its least resemblance to the Gramophone,

Lllustrations

by
NICOLAS BENTLEY

Epigramophones
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Freer Climes, when Music's hard to bear,

Books, Bricks and Cats go hurtling thro’ the air,

But by the Gramophone’s discordant disc,
The patient listener runs no sort of risk.

If, at the Opera, you're in the stalls

You dare not bolt until the curtain falls.
But, with the gramophone, it needs no skill
To stop the noise at once, and when you will.

Oppressed of years, the Human Organ grows
Less pleasing—as the Prima Donna shows.
The gramophone escapes our common curse.
Bad to begin with, it becomes no worse,
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Ferranti
All-Electric
Radio-Gramophone

Electric

Recording
1926 - 1930

The advent of electrical recording was the most revolutionary
change in the history of the gramophone, and yet it happened
almost without notice. To this day there is argument as to
which was the first of the new process records to be issued and
by which company. We can be sure it was a dance record, but
although reviewers realised that something was happening no
detailed announcement was made. Having built up a considerable
catalogue of acoustic records the companies did not wish to lose
the lot overnight! After all, the records looked the same, and if
one or two sounded that much better, well somebody was doing a
better job than usual.

Long playing records_ are a convenionce, and stereophonic
records widen the ambience, while all the time our engineers
are improving the sound; but electrical recording actually made
some things possible, notably in orchestral and piano reproduc-
tion.

A completely new horizon came into view, and as with stereo,
with all those trains running round the sitting-room, so now the
new process brought a plethora of stunt records, usually of massed
choirs, preferably numbered in thousands. Naturally it took some
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time to iron out the teething troubles, and THE GRAMOPHONE was
not slow to point out the horrors of over-amplification, particularly
in respect of vocal records, where it was now clearly possible to
boost a poor voice. Even today there are collectors who prefer the
acoustic records of those singers whose careers spanned both eras.

It was natural that the big choral festivals should attract the
ambitious, and none more so than the Handel Festival at the
Crystal Palace. Columbia captured the 1926 event, which proved
to be the last before fire and fashion put an end to these monster
celebrations, which dated from 1874. ‘“Choir and orchestra of
3.500” said the labels. Another Crystal Palace job put on record
4,000 child violinists with the Grenadier Guards Band!

Location recording became a strong selling point and micro-
phones were at Covent Garden for Melba’s farewell appearance,
and also to catch Chaliapin in “Mefistofele”. The Aldershot
Tattoo was a natural, and in 1927 came the famous record of
Ernest Lough singing Mendelssohn’s “Hear My Prayer” at the
Temple Church, which curiously, in view of its subsequent
history, was poorly reviewed in THE GRAMOPHONE. Two other
famous recordings that have stayed the course were of a chorus
of Manchester schoolchildren singing Purcell’s “Nymphs and
Shepherds” with the Hallé Orchestra under Sir Hamilton Harty,
and of Schubert’s Piano Trio in B flat played by Cortot, Thibaud
and Casals.

Two statistics give an indication of production. At a luncheon
to launch some new gramophones Columbia announced a sale of
1,650,000 records in a single month, and one of our reviewers
was complaining of having to listen to 142 dance tunes. Dance
bands and popular singers sustained the industry right through to
the “pop” era, and the most envied man was he who owned the
copyright of whatever was on the back of “Valencia”. The flood
of moronic records pouring onto the market brought a warning
from the London Editor. “‘Though at present all is fair-seeming”,
he wrote, “we must not forget that beyond the horizon the
twilight of barbarism is always waiting to sweep back over us”.
It always is, and at any time it would have been easy for the
great companies to concentrate wholly on the easy money. That
they did not do so is to their great credit, of which we are all
the beneficiaries. THE GRAMOPHONE was prodding, protesting and
nagging all the time, but never forgot the nature of the problem
nor the economic facts of life. A great deal of what was being
pleaded at that time is common practice today, notably transla-
tions and texts, and the reissue of records at a popular price after
a reasonable time in the catalogue.




On July 9th. 1925 I'ne GrAMOPHONE organised a Congress at the

Caxton Hall in london. This was the forerunner of today’s Audio

Fairs and the exhibitors included:— Goodwin & Tabb, Keith Prowse.

Imhofs, Marshall and Snelgrove, The Gramophone Exchange. EMG

Handmade Gramophones, The Parlophone Co. and The Vocalion Co.
The photograph shows I'nr. Gravoruone and NGS stalls
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Moreover the industry was not receiving the encouragement it
could have reasonably expected from the musical establishment,
and among the articles reprinted in this section is a paper delivered
by the London Editor to the Incorporated Society of Musicians.
This was a “policy document” of the utmost importance at the
time, and presented a cogent argument for the gramophone as a
powerful aid to the profession. .

Actual conditions of recording are described in two articles by
Stanley Chapple, who was a tower of strength in the studios, and
one of those conductors better known on labels than in concert
halls, Whether this devotion to the gramophone meant a sacrifice
it is impossible to say now, but, like the companies they served,
we today are immeasurably in their debt. A memory of the
embattled positions taken up by those supporting fibre as opposed
to those supporting steel needles comes across the years, distilled
into verse—the ““Ballade Fibreuse” and “‘Réponse Ferreuse”.

The expansion of the repertory proceeded apace, helped by the
Beethoven (1927) and Schubert <ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>