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fastest-threading reel
ever developed. ..

the audiotape c-Siot Reel,
(0,4 BETTER THAN EVER!

The popular C-Slot reel—the fastest, easiest-threading reel ever developed —has
been structurally redesigned. It's now stronger than ever and even more con-
venient than before.

HERE'S C-SLOT THREADING

1. Insert tape reel
through flange rotation
opening at top »

of C-slot.

2, Drop tape in- /‘

to slot, leaving

about 1 inch ——

projecting be-

yond the hub
with tape slack
on both sides of
recording head.

THEN PRESS THE
""START'' BUTTON!

Since the revolutionary reel design was introduced about a year ago, engineers
have carefully checked service experience on all types of machines under all
operating conditions. This study pointed the way to still further improvements.

Now, a slimmer, smoother tape slot gives a virtually unbroken hub surface for
smoother winding under even the highest tape tension. A reinforced beveled edge
guides the tape more easily into the C-slot. Inside the hub, extra “‘ribs’ have been
added and the bonding area has been increased by 50%, making the entire struc-
ture practically indestructible.

No other reel can approach the C-slot for fast, easy threading. And the new, im-
proved design is now standard for all 5” and 7” reels of Audiotape—an extra-value
feature at no extra cost! Another important reason why it pays to specify Audio-
tape for every recording need.

AUDIO DEVICES, INC.
444 Madison Ave., N. Y. 22, N. Y,
In Hollywood:- 840 N. Fairfax Ave.
TADE MARK In Chicago: 5428 Milwaukee Ave.
Export Dept: 13 East 40th St., N.Y. 16, N.Y.
Cables ‘“ARLAB”

Tape will grip and hold firmly . . . no
need to turn reel by hand to anchor
free end.
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For superb hi-fi listening. . . Jenﬁen presents . .. in modest space

... at new low Costs . .. performance challenging comparison

with speakers of any size at any price!

Featuring the new Flexair* woofer and Bass-Superflex* enclosure principle
that establish completely new standards of bass reproduction.

NEW JENSEN CN-100 3-WAY SYSTEM

A new 12” 3-way system, the CN-100 reproducer gives a new small-scaled
fine furniture look to the hi-fi speaker, ideally suited to small living spaces,
The 12” Flexair superlow resonance woofer in Bass-Superilex enclosure
gives full bass response to a low 20 cycles. Special 8-inch mid-channel and
RP-103 h-f unit assure smooth clean response to 15,000 cycies. Crossover
frequencies 600 and 4000 cycles. 32” H., 21~ W., 1814 D. Available in
Walnut, Tawny Ash, and Mahogany. Net Price........149.50

BF-100 ENCLOSURE FOR 12" SYSTEMS

In up-to-the-minute “Flair Line™ styling, the BF-100 cabinet is ideal for all
12 speakers, and system kits including those with Flexair 12 woofers,
Incorporates new acoustical design with tube-loaded port for unusual ex-
tension of the I-f range. Available in Walnut, Tawny Ash and Mahogany.

Net Prige.........69.60

JENSEN'S AMAZING TR-10 TRI-ETTE ¢ Big Speaker Bass in Smailiest Space
Sophisticate's Cholice In 3-Way Components

Heart of the Tri-ette is the new Flexair 12” woofer with its superlow free-air resonance of 20 cycles and
high damping. In conjunction with the new Bass-Superflex enclosure, useful response down to 25 cycles is
attained with the lowest distortion ever measured on such a small reproducer. Cabinet is extra rigid with
Fiberglass lining. Special 8-inch midchannel handles the range from 600 te 4,000 cycles, through L-C
crossover network. RP-103 Tweeter carries the response from 4,000 to 15,000 cycles. 137" H., 25" W.,
1134” D. Choice of Walnut, Tawny Ash and Mahogany. Net Price....t14.50

ST-944 Stand . For floor use. Places top of cabinet 28” above floor. Net Price......12.986
ST-945 Base . For table or shelf. WNet Price...... 5.45 ;
ABOUT JENSEN'S NEW FLEXAIR WOOFER

The new Jensen Flexair Woofers are designed to extend bass response down to very lew frequencies.
They « highly-damped superlow resonance at the very bottom of the audio range—I16 to 20 cycles.
an exceptional degree of linearity and are capable of a total movement of 1”. In even a rela-

mall Bass-Superflex enclosure, they deliver their extreme low-frequency performance with a new

KT-33 3-WAY SYSTEM KIT KT-34 TRI-PLEX Il SPEAKER KIT

Includes basic speaker components for 3-way system identical Components used in the TP-25¢ Tri-Plex 1l reproducer.

in performance with Jensen CN-100 and TR -10 reproducers. 15-inch Flexair woofer, new compression driver m-f unit,

Includes Flexair 12-inch woofer, special 8 inch m-f unit, and and new phase correcting supertweeter. Response from 16 cycles

RP-103 compression h-f unit. Complete with control, crossover to upper limits of audibility in Jensen Bass-Superflex

network, wiring cable, and full instructions for building enclosure enclosure (Jensen BF-200 suggested). Complete with 400
and installing speaker system. Net Price $80.00 and 4,000 cycle networks, wiring cables and instructions for

building enclosure. Impedance 16 ochms. Net Price $179.50

NEW TP-250 TRI-PLEX Il 3-WAY SYSTEM

This latest version of the Jensen Tri-Plex reproducer incorporates the extreme bass capa-
bility of the 15” Flexair woofer, in combination with advances in midchannel and super-
tweeter design. This beautiful unit outperforms any speaker system of comparable size or
cost. Excellent for superb monophonic reproduction or as one side of a stereo system.
Response range, 16 cycles to beyond audibility. Components available also in kit form (see
KT-34).30%2"” H,, 342" W, 18%" D. Net Price........294.50

BF-200 Cabinet only for 15" Systems, net PriC ceevooeses ocseescsceccssesses 129.75

Send for J e“ 0 e n MANUFACTURING COMPANY

Bulletin JH-1 6601 S. Laramie Ave., Chicago 38, lllinois
®Trademark In Conodo: J. R. Longstoffe Co., Ltd., Toronto
In Mexico: Rodios Y Television, S.A., Mexico D.F.

1959 \jJi-ji yearéooé .gddue 1
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British Industries Corporation Stereo Demonstrations

at high fidelity shows throughout the country...

7/ . The records were played on a

VY]

WORLD'S FINEST RECORD CHANGER

s A
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C O V E R The 1958 Yearbook issue has been variously described

as the most interesting, most valuable, and most wanted issue of any hi-fi
magazine. So we keoi the same design for the cover of the 1959 Yearbook,
and we have urdertaken tc maintain the same quality of the contents. We
Fope you will find that we succeeded.




for Ultimate Fidelity
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Hi-Fi Shows

The list below will be supplemented :n

future issues as fast as information is re-

ceived.

PriLapeLrHia: Benjamin Franklin Hotel,
Oct. 10-12.

#*outstanding honors beslowed, unsolicited, by most MirwAukee: Wisconsin Hotel, QOct. 23-26

recognized testing organizations.

) Word Problems

No matter what your source of music—FM, Heard here and there: I don’t want hi-fi.

your own discs, or tape—you will enjoy it at | want stereo.”” Let’s help the uninitiated

A i , to keep those words straight. The term
its best coming from Sherwood's complete hi-fi, used correctly, means realistic, full-

home music center . .. most honored of them range reproduction, very close to the orig-

all! Sherwood tuners for example . . . inal speech or music. Stereo equipment
worth owning is hi-fi in performance. But

remember that not all stereo phonographs

First to achieve under one microvolt sen- are hi-fi. Some are decidedly “lo"".

%"‘BﬂRhlVES‘l‘-‘:;-l'\t'f sitivity for 26 db FM quieting increases
' -3 station range to over 100 miles. Other im-
portant features include the new “Feather-

Ray” tuning eye, automatic frequency con-

trol, fly-wheel tuning, output level control

Acoustic Material

Hundreds of visitors at Hi-Fi House in the
Grand Central Terminal have inquired
about the wall covering, because they like
its appearance as well as its acoustic prop-
erties, and they want to use it in their

and cathode-follower output. listening rooms. It's Armstrong’s pressed
cork in blocks 113 ins. thick, applied to the
Modei S-2000 FM-AM Tuner $139.50 net wall with the same mastic that's used for

laying floor tiles. In color, it is a pleasant
LGS B (L) WG AR S brown, although it can be pamnted. In-
For complete specifications, write Dept. M-10 tended for insulating refrigerators, it is
probably the cheapest material available
S H E Rw llll“ ! for wall covering, yet it has a rich texture.
You can get further information from
ELECTRONIC LABORATORIES. INC. Armstrong Cork Company, Inc.. 295 Sth

4300 N. California, Chicago 18, lllinois Avenue, New York City

Even with Two Channels

The “complete high fidelity home music center.” A very beautiful line of imposted cab-
inets containing radio-phonographs fea-
tures ‘‘push-button’’ sterco. But if stereo
is to add a lateral dimension, and get away
from the point-source effect, how can you
get stereo quality when the two speakers
P are mounted behind an opening 4 ft. wide
N and 6 ins. high? Here is another case that
raises the question: why don’t the manu-
facturers adopt a definition of stereo?

Continued on page 6
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YOU CAN BEGIN MEMBERSHIP IN

The RCA Victor ﬂocz'ez;/ L(y‘ greaz‘ Music
WITH A BRILLIANT RECORDING BY VAN CLIBURN

OF TCHAIKOVSKY'S FIRST PIANO CONCERTO

...and beginning members
The common-sense purpose of this new Society — 8 8

which is directed by the Book-of-the-Month Club who agree to buy six selections (in-
—is to help music lovers build an excellent record . . .
library systematically instead of haphazardly ... Cludlng the Van Cliburn recordmg,

and at an immense saving if they want it) will receive. ..

% Because of more systenmatic collection, operating costs

o L
can be greatly reduced. The remarkable Introductory Offer Tl—‘e Nlne
at the right is a dramatic demonstration. It can represent 8
a 45% saving the first year. S m honies
> Thereafter, continuing members can build their record y p
library at almost a ONE-THIRD SAVING. For every two records O
purchased (from a group of at least fifty made available

anaually by the Society) members will receive a third rCa
Victor Red Seal Record [ree.

Beethoven

% A cardinal feature of the plan is GUIDANCE. The Socicty ' CONDUCTED BY
has a Selection Panel whose sole function it is to recommend

“must-have” works for members. Members of the panel are: (ﬂ w
DEEMS TAYLOR, composer and commentator, Chairman; r ro

saMUEL cHOTZINOFF, General Music Director, NBC; JACQUES T o o
BARZUN, author and music critic; JOHN M. CONLY, editor of oscanlnl
High Fidelity; AARON COPLAND, composer; ALFRED FRANKEN-
STEIN, music critic of the San Francisco Chronicle; pouclLAs RATERTHERN ECESYAILHON ORCHNS LS
MOORE, composer and Professor of Music, Col}lmbia Uni- A SEVEN-RECORD ALBUM
versity; WILLIAM SCHUMAN, composer and president of the FOR ONLY

Juilliard School of Music; cARLETON SPRAGUE sMITH, chief of
the Music Division, N. Y. Public Library; 6. WALLACE woOD- | $ 398
WORTH, Professor of Music, Farvard University. -

% Each month, three or more 12-inch 33%5 R.P.M. rca [NATIONALLY ADVERTISED
Victor Red Seal Records are announced to members. One is (935 LELLER)
always singled out as the record-of-the-month and, unless
the Socicty is otherwise instructed (on a simple form always
provided), this record will be sent to the member. If he does
not want the work, he may specify an alternate, or instruct
the Society to send him nothing. For every record purchased,
members pay $4.98 (the nationally advertised price), plus a
small charge for postage and handling.

RCA VICTOR Society of Great Music V14-10
¢/0 Book-of-the-Month Club, Inc., 345 Hudson Sireet, New York 14, N. V.

VA N C L ] B U R N Please register me as a member of The RCA Victor Society of Great Music

and send me lherseven-record ’ﬁoscan;ni-liee:hover album, blilllngl m(: 34.981311\;5

a small ckharge for postage and handling. 1 agree to buy six selections wiihin
NOwW AN RCA VICTOR ARTIST twelve months from those made avallable by the Society, for each of which I will
be billed $4.98, the price nationally advertised (plus a small charge for pestage
and handling). 1 may cancel my memktership any time after buying six records

RECENT and C.\lCitillL', addition to the distinguishcd from the Society. Atter my sixth purchase. if I continue, for every two records

A i ‘ B 1 buy from the Society I will receive a third rca VicTor Red Seal Record, iree.
artists who perform on RCA Victor Red Seal Rec- Cheek here If you wish 1o bemin_ with the current  selection.
D TCHAIKOVSKY'S FIRST PIANO CONCERTO plaved by VAN CLIBURN.
(ris counts toward fulfillment of the slx-sclectlon agreement.)

ards is the lanky young Texan who, a few months ago,

. . . . . MR,
shot into the international limelight when he won the m«gg} :
famous Tchaikovsky Piano Competition in Moscow. His A DIV o0 o wSTaT + & SGHETe o 8 SN A4 Al & S8 44 0 24 4 04 s wSe/Setll 4 a4 s 0400 ans

first I‘CCOI'ding—TChﬂikO\'S](y’s Piano Concerto No. 1 in HW'”'“”'“““”'N"?é’-'i}}i{\f.xi-'i;-i{Qﬁ;ﬁdiﬂ?ﬁilg a":‘:n\"l)rs ......................

B flat minor, conducted by Kiril Kondrashin—is a re-

o H
jzed RCA VICTOR dealer, please (il in here:

DEALER'S NAME

cent selection of the Society, and, if you wish, you may

ADDRESS. ...
begin your membership with it. Simply check the box v - one L sTave
5 H 4 J 1v t sk ts of the U. S. ts t e e
in the coupon. e T T remers are made. i Camada and shinbed duty free from Ontario.

1959 \/Ji-ji yearéoo[’ .gddue 5



REGINA RESNIK

tapes her own
recordings on

rem tape.

That alone is not
the reason why
you should use

recording tape.

Here's why
you shouild use

recording tape:

It’s the best-engineered tape in the world
...gives you better highs...better lows...
better sound all around! Saves your tape
recorder, too — because the irish FERRO-
SHEEN process results in smoother tape
...tape that can’t sand down your mag-
netic heads or shed oxide powder into your
machine. Price? Same as ordinary tape!

Available wherever quality tape is sold.
ORRadio Industries, Inc., Opelika, Alabama

Ezxport: Morhan Exporting Corp., New York,N. Y.
Canada: Atlas Radio Corp., Ltd., Toronto, Ontario

6

RECORDS, TAPE AND FM
Continued from page 4

New Idea for Cabinets

Most of the cabinets designed to contain
components are not finished on the back.
But because so many modern homes and
apartments can use room-dividers of one
sort or another, some of the Scheller cabi-
nets have the same finish on the back as on
the front.

' Stereo for AC-DC Phonographs

Various publications have carried instruc-
tions about connecting stereo pickups in
AC-DC phonographs so as to guard against
the danger of electric shock. Our sugges-
tion: don't try it. At least, we haven't
heard an AC-DC phonograph that is good
enough to do justice to stereo records, or to
justify the expense of a new pickup and the
additional equipment required.

Largest FM Network

The long-established Rural Radio Network
has a new name, and added starions. It is
now the Northeast Radio Network; it
extends from New York City to the Cana-
dian border. It is comprised of :

WFLY-FM  Troy, N. Y. 92.3 mc.
WKOP Binghamton 95.3
WRRL Buffalo 107.7
WRRA Ithaca 103.7
WJTN Jamestown 93.3
WRRC Mohawk Valley 101.9
WHLD Niagara Frontier 98.5
WHLD Olean 95.7
WRRE Rochester 95.1
WRRD Syracuse 105.1
WRUN Utica-Rome 105.7
WQXR-FM New York City 96.3

No telephone lines are used to connect the
stations. Each operates by rebroadcasting
programs picked up from another station.
The regular broadcast program starts from
WQXR-FM. A multiplexed program of

| background music originates at Ithaca.

f

‘Practice,

New Address

Hi-Fi H.Q. in New York City has moved to
larger quarters to provide additional space

for stereo demonstrations, and to accom- ‘

modate a recording studio. New address is
234 East 46th Street.

George Marek

Concluding a discussion of stereo recording
techniques, and the continuous search for
improvements: "' A friend of Van Cliburn's
flew up to New York from Texas in a heli-
copter. As he neared the City, the fog
closed in and, instead of landing at La
Guardia, he came down on the lower east
side. So he got out, and asked an old man
standing on the street corner ‘How can I
get to Carnegie Hall?’ The old man fixed
him with a vacant stare, and mumbled:
my boy. Practice, practice,

| practice!”’

NEW

| FM & AM

| STEREO TUNER

| with built-in
 STEREO PREAMPLIFIER

MODEL FA-690

269

complete with cabinet (as illustrated)

| Tuner features include:
e 1 microvolt FM sensitivity with cas-
code front end )
o independent FM and AM operation
| for FM-AM stereo .
e independent FM and AM tuning
meters
e broad/narrow AM bandwidth selector
e FM interstation muting with defeat
switch
‘ e multiplex jacks for FM-FM stereo

Preamp features include:
e stereo volume, tone and balance
controls
e inputs with equalization for stereo rec-
| ords, tape heads, recorder and dual
microphones

e output for stereo and monaural tape

r recordings

also PILOT MODEL FA-680
FM AND AM STEREO TUNER
$199.50 COMPLETE

identical to model EA-690,
less preamp section.
prices slightly higher in West

PILOT RADIO CORP.

37-14 36th Street
Long Island City 1, New York

Please send complete details of
FA-690, FA-680 and other PILOT
Tuners.

Name
Address
City. one___State

Electronics manufacturer for over 39 years.

M-ji mudic al ﬂome
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a “stereo-orthophonic” TAPE RECORDING
reAVicToR '\@

APS-103 $6.95

NEW.STEREO
' TAPES FROM
RCA VICTOR

Get all the exciting dimension of
in-person performance on these
superb new ‘‘Living Stereo’’ Tapes!

8 '"stereo-orthephonic' TAPE R€CORDING

RUEORGE
DEER ELACHRINO

S HIS ORCHESTRA

PR

CPS 124 $10 95

| asterec-orthophonic” TAPE RECORDING

[a-sterec-orthophonic* TAPE RECORDING |
TCHAIKOVSKY ’ rcAVicTor m

CONCERTG No. 1
KIRIL KONDRASHIN, Conductor

VAN CLIBURN

et l:/v»’:m

FPS-150 $16.95

ECS-187 $14.95

San,\\llcfon E

[a-steres-ortriaphenic TAPE RECORDING!

ac,\Vlcroa E’

BELAFONTEG .

SINGS THE

BLUES+

AN WORK SONGS @

g
%

S

CPS-118 $10.95

a“stereo-orthophonic’” TAPE RECORDING

STRINGS OF THE BOSTON SYMPHONY

ADAGIO FOR STRINGS
BARBER; OTHERS

BCS-139 $8.95

CCS-97 $10. 95

[ sterec-orthophonic" TAPE RECORDING |

| l.CAVI;‘I’OI. H

TRAVINSKY

a“stereo-orthophonic” TAPE RECORDING |

rcAVicTor

SONG oF 1He I:r 'Le
IGHTINGALE e
y FRITZ REINER Red
[, SYMPHONY fgﬁg
= Sid Ramin's
Orchestra

BPS-170 $8.95

a"stereo-orthophonic” TAPE RECORDING

RCA Victor presents

ODGERS & HAMMERSTEIN'S

soUTH PACInc

GPS- 109 $18. 95

FREE!The new, complete RCA Victor tape catalog. At your dealer. ..
or write Dept. 437C, RCA Victor, 155 E. 24th St., New York 10, N. Y.

1959 \jJi-ji yearéooé ﬂddue

a"sterec-orthophonic" TAPE RECORDING
RCAVICTOR [ (5%

CPS-171 $10.95

[asterec-orhophonic” TAPE RECORDING |

THE BAND OF THE COLDSTREAM GUARDS

Conducted by Ma]nr Douglas A Popo

JRLL
I.!'

BPS-138 $8.95

@ rcaVicTor

MANUFACTURER’S NATIONALLY ADVERTISED PRICES SHOWN—DPTIONAL WITH DEALER

7
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INTRODUCING THE INCOMPARABLE

Sriune T AVSNIC
PROFESSIONAL - _ _

I D G E

The Shure Stereo Dynetic Cartridge is designed and made
specifically for the listener who appreciates accuracy and

honesty of sound. It separates disc stereo sound channels o’ - "..
with incisive clarity. It is singularly smooth throughout . ~ :
the normally audible spectrum ... and is without equal .-' " MODEL M3D

in the re-creation of clean lows, brilliant highs, and true-

.............
.
.
e

to-performance mid-range. Completely compatible . .. a note to the technically inclined:

. . . Shure Stereo Dynetic Cartridges are individually tested and
plays monaural or stereo records. It is manufactured in *  must meetor excefd the following specifications before being
P e A 0 0 i placed on the market:
limited quantities for the music lover—is available through 2 Erequtlency 'e?,"g"sﬁ; §° o :5ooto R ,

i i i i ~ . ompliance: 4.0 x 10-6 centimeters per dyne
responsible high fidelity consultants and dealers at $45.00, . Channel separation: More than 50 db {hroughout the :
audiophile net,complete with0.7 mil diamond stereo stylus. . critical stereo frequency range.
. Recommended Tracking Force: 3 to 6 grams.

The M3D fits all 4-lead and 3-lead stereo
changers and arms. 10 second stylus

Literature available: Dept. 8-J replacement,

SHURE BROTHERS, INC.
222 Hartrey Street * Evanston, illinols

.
. .
......
.
00000
000000000

SHURE ALSO MANUFACTURES HIGHEST QUALITY PICKUP ARMS, MICROPHONES, MAGNETIC RECORDING HEADS

8 M-gi mudic al ﬂome



P ARAN,

Ot
@i\é}” 0\
BACKGROUND IN SOUND...

FULL COLOR FIDELITY

Emerging from the tremendous

UNRIVALLED ACHIEVEMEN]
N olEREOPHONIC

¥
 § _
I
O :
l . es,
f AB(s.34 ,,,:;, by Do, .

To some people, "stereo” is just a word, a new sales gimmick
To ABC-Paramount engineers it's a new horizon. Now
their creative imagination brings forth records alive with soaring,
sweeping audio to surround you, astound you!
* Also available in Full Color Fidelity (Monaural)

' '::(S -219 und AB( 219%
RE COLLEGE DRIy
THE BLATEL. KING SONGS

THE PARADE FIELD g

ammn .
STERECTHCNIC SSUND

AB(S-221 ang ABC-2
2%
‘ HEAVENLY SOUNBS 1N H1.£;

-
-
P e s 27

| a1 @ E“ :u K S
; THE MIET G mmmli [ FERRANTE AND TEjCHER

. AB(S-242 (Stereo only)
THE K

THE PARADE FigLD

1959 \jJi-ji yearéooé jddue
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PRIESIEN TN E
THE BIGGEST HIGH FIDELITY EVENT OF

RICA VICTOR'S
SOUND SPECTACULARS

THE WORLD’S GREATEST ARTISTS IN A DAZZLING ARRAY OF BRILLIANT
HEAR THEM ON NEW “LIVING STEREO”’ RECORDS OR ON REGULAR

v PREVIEW THESE SPARKLING
& RICHARD RODGERS

MARCHES IN Hi-Ft . v|c'rony CLASSICAL ALBUMS!

¥SuSToN PoPS ATSEA - Red Seal L.P. HIGHLIGHTER
4 Fowe (below) contains complete
: f —~-~=- selections from eight of
C Morfo - VALLETTT Bl , == - & - “ﬂim  fussew Gf::f:'; these new classical albums.
; Nad | , ~ = (Includes Victory at Sea,
Fiedler & Boston Pops Orch.,
MORTON GouLo BRI = n Vit o [IRRSY#Y Robt. Shaw Chorale, etc.) For
Moon. Widand Sews """ dg PTG o copy, mail $1 in cash
> \! A WMILANOY Ot STEFANG WARREN .
\ with 2 star end panels from
Kellogg’s Variety-Paks or
. Handi-Paks (or 1 from each),
s L% - " -~ with your name and address,

¢
4 ReNER oo smmhnv. L — to RCA Victor, P. 0. Box 59,

Rockaway, New Jersey.

1 Rual"ﬁ'éré'm jone ) Wascagni neniill = & : ""
o PaGts CAVALLERIA RUSTICANA HARLS ALy

BOSTON SYMPHONY
Tebaldi, Bjoerling, Basﬂlnlnl MUNCH/PRIwNOSE

Cnm, Dani

.

— Q"r 5(

Recorded in New Orthophonic High Fidelity

10 \jJi-ji 77%4,% al ﬂonw



PERFORMANCES!
LONG PLAYS.

1959 M-ji ?/ea

neaVicron | gt
£

é;

et

N,
=

Dinah Shore...

mements like these

LISBON AT TWILIGHT
GEORGE MELACHRING

PREVIEW THESE SPARKLING
POPULAR ALBUMS!

Popuiar L.P. HIGHLIGHTER

{(below) contains complete

selections from twelve of

these new popular albums.

(Includes songs by Bela- !

fonte, Gisele MacKenzle.

Dinah Shore, etc.) For your: cHIPPERR“wW
copy, mail $1 in cash with ;2 °:"" i"g':.
coupon from bottle or car- -~ ¢

ton of delicious Hires, or g

coupon given with glass of

Hires at soda fountain.

Address: RCA Victor, P. 0.

Box 84, Rockaway, N. J.

Presenting the
Belafonte Singers

T

CUBAN '
iNLUENCE \

THEBIG 8AND OF )

SHORTY
RSGERS

W,

MES anmms/ RS - |

Si¢ Rame's oreh. 7 PESTINATION MOOK

. GISELE

1h LONDON WiTH EXREERE
THE COLDSTREAM GUARDS

#0B BCOBEY'S FRISCO JA21
BAKD WITH CLANCY HAYES

THE LADY IN RED -ABBE LANE
$10 RAMIN'S ORCH,

through the yvars [:_: "EE

SKITCH
HENTERSON

GOES THE

[ 13
;'.‘f’i"

THE BWINGINY
[MARCHIN' BANO

STRAUSS
WALTZES

THE MEI.IC'NHINO
2RC $
HELACNRIRO

\

ARTHURZFIEDLER ... BOSTOR POFS

The sound of the futureis here...on @ RCA\/iQTOR

réooé jdd ue




BOARD of REVIEWERS

Introducing the Experts who

incomparably 7 5o in build-your-own hi-fi
knight=-kit STEREO

AN ALLIED RADIO PRODUCT

prepare the Reviews of New

Records and Tapes

« Money-Saving Hi-Fi at its Finest
+ Advanced, Easiest-to-Build Design
« Superb Musical Performance

EASY TERMS AVAILABLE

knight-kit Stereo Deluxe Preamplifier Kit

There’s nothing finer in Stereo—it’s in a
class by itself—a control center that will do

anything and everything you want.

Superior Features: Amazing input flexibility
—35 Stereo inputs (including tape heads),
additional 4 inputs for monaural; all can be
permanently connected and controlled from
single switch. 6 record equalizations for
monaural; RIAA for Stereo. Volume, bass
and treble controls on concentric shafts with
special clutch for both individual channel
adjustment and overall control. Single
switch selects straight Stereo, Stereo Re-

27y
Model s6250

Y776
verse, either channel separately, or either
channel into total monaural output. Con-
tinuously variable loudness contro!; cathode
follower output and special recorder out-
puts; hum-free—DC on all tube filaments.
Distortion, 0.15 %; response, 7-120,000 cps.
Exclusive printed-circuit switches and
printed-circuit boards. Step-by-step con-
struction manual with wall-size picture dia-
grams for simplified assembly. Beautiful
custom-styled case, 414 x 15 x 8. 1715 Ibs.
Model Y-776. Net, F.O.B. Chicago,

only. ... i e ..$62.50

$6.25
down

knight-kit 60-Watt Stereo Basic Amplifier Kit

Absolutely the finest amplifier you can build—

DOUGLASS CROSS, Music Editor

Douglass Cross entered 'the world of
music as a singer; in 1941 he made his
baritone debut with the San Francisco
Opera, at 20 years of age, the youngest
member of the company. His career as re-
citalist, Gilbert and Sullivan singing-actor,
and radio artist was abruptly curtailed
when he entered into the service of the
U. S. Army. Medically discharged a year
before the end of the War he became a
writer and producer-announcer for the
Office of War Information’s **Voice of
America’’. There, he supervised programs
in fourteen languages beamed to South

Mode!  equal to highest-priced factory-built units. ldeal America and the Far Eastern war theatre

Y777 for use with preamp above, either as two 30- . L

58450 watt stereo amplifiers or 60-waft monaural After the end of hostilities he resumed his

$8.45 ampl/iﬁer. Besg%%st;fl@ltf“:!n ‘]Ochp?fgo“z’??o career as a singer, combining that with
- cps. Am ! s na atts, r : :

down  Printed gizrl;ﬁuy for ealls;);slgemblylf Black and several administrative posts in West Coast

chrome styling; 9 x 14 x 814~. 36 lbs.

Model Y-777. Net, F.O.B. Chicago, only $84.50
Y-779. Gray metal cover for above..... $ 6.50

knight-kit 25-Watt Basic Linear Deluxe Amplifier Kit

There is an easy-to-build
knight-kit for every hi-fi need...
see catalog for full details

FREE 452-PAGE 1959
ALLIED CATALOG

Send for this valve-packed cata-
log featuring: the complete line
of superb Hi-Fi KNIGHT-KITS;
the world's largest selection of
quality Hi-Fi components and

Alone in its class for flawless output and high-
eststability. Harmonic Dist.,0.11%:IM,0.17%,
at full 25 watts. Response: + 0.5 db, 9 to 70,000
cps. Calibrated variable damping control. Bal-
ance control for precise adjustment of output
tubes. Extreme stability even with speaker loads
of high reactance. Black and chrome styling;
43 x 1415 x 714" Printed circuit board,
Easy to assemble. Shpg. wt., 25 Ibs.

Model Y-793. Net, F.O.B. Chicago, only $44.50
Y-794. Gold-finished metal cover ...... $ 475

FM-AM Tuner
FM Tuner

Stereo Control Unit

12-Watt Amplifier

18-Watt Amplifier Hi-Fi Preamplifier

30-Watt Amplifier 2-Way Speaker Systems
3-Way Speaker Systems

ALLIED RADIO

. . B ALLIED RADIO CORP., Dept. 30-K8
- &8 100 N. Western Ave., Chicago 80, lil.
1 Ship the following Hi-Fi KNIGHT-KITS:

$ enclosed

O Send FREE 1959 ALLIED 452-Page Catalog

radio.

Coming to New York in search of the
"'big time'’ he found that baritones with-
out means were gathering on street corners,
so he decided that it might be expeditious
to become a free lance writer and producer.
His popular music, concert songs, and spe-
cialty material, written in collakoration
with George Cory, soon found publishers
and have been widely performed and re-
corded by many famous artists in several
tields of entertainment. His first critic’s
post was on the Musical Leader; he has writ-
ten articles on music for various publica-
tions, and his liner notes have appeared on
many LP record albums. As a recording
producer he has been associated with Gian
Carlo Menotti, the Theatre Guild, Mabel
Mercer, and the Margaret Webster Com-
pany, among others. In 1950 he produced
the first complete recording of *'Romeo and
Juliet’” with Eva Le Gallienne, directed by
Miss Webster, considered at the time a star-
tling example of realistic hi-fi technique.
Later, he negotiated with the Bernard

complete music systems—every- : X

thing in STEREO; the world’s ' Name Shaw estate on behalf of Columbia Records

largest stocks of Electronic equip- . for the rights to record 'Don Juan in Hell”.

ment and supplies. Send for your * Address . h

FREE copy today. . This was the first time a Shaw property
® City Zone State had been permitFed to be recorded, and did
:--.--------.----.-..-...----.-.-.-..---. Cﬂﬂtlﬂﬂed 0" P"ge 17
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New G-E “Golden Classic”
stereo-magnetic cartridge

T =
__TEST RECORDS: 0 to 15KC WESTREX STEREO 1A _
15KC to I70KC RCA MONAURAL 12-5-69

I - _{_,_

T
. : —

I R I s _iﬂ_ |

S C— + ]

SEPARATION §
[

A S —

I .
100 KC 10KC 20KC
c/s

Smooth response on both stereo and monaural records.
Consistently high separation between stereo channels.

e Compatible with both stereo and monaural
records ® Full frequency response, 20 through
20,000 cycles ® “Floating armature” design
for increased compliance and reduced record
wear ® Effective mass of stylus approximately
2 milligrams @ High compliance in all direc-
tions—lateral compliance 4 x 10° cm/dyne;
vertical compliance 2.5 x 10” cm/dyne ® Rec-
ommended tracking force with professional-
type tone arm 2 to 4 grams ® Consistently high
separation between channel signals. (Specifi-
cations for Model GC-5)

T.and new ‘“‘Stereo

See and hear the G-E 'Stereo Classic’’ car-
tridge and tone arm at your Hi-Fi dealer’s
now. For more information and the name of
your nearest dealer, write General Electric
Company, Specialty Electronic Components
Dept. HM10, W. Genesee St., Auburn, New York.

1959 JL/[-ji z/earéoo/e jddue

Stereo is here! General Electric makes it official—with
the new “Golden Classic”” stereo-magnetic cartridge, a
fitting climax to the fomous line of G-E cartridges. It
makes stereo a superb, practical reality—at a very real-
istic price. Model GC-7 (shown) with .7 mil diamond
stylus, $23.95. Model GC-5 {for professional-type tone
arms) with .5 mil diamond stylus, $26.95. Model CL-7
with .7 mil synthetic sapphire stylus, $16.95. (Mfr's sug-
gested retail prices.)

Classic” tone arm

® A professional-type arm desigred for use with G-E
stereo cartridges as an integrated pickup system ® Fea-
tures unusual two-step adjustment for precise setting of
tracking force from 0 to 6 grams @ Lightweight brushed
aluminum construction minimizes inertia; statically bal-
anced for minimum friction, reduced stylus and record
wear $29.95. (Mfr's suggested resale price.)

GENERAL @B ELECTRIC

13



8 magnificent new Columbia Masterworks releases

. NEW ADDITIONS TO THE WORLDS FINEST ip CLASSICAL RECORD LIBRARY

& Iw;“u b7 h

JOBERG FUCHE ¢ i PABLO CASALS,
’)

BEETHOVEN: :
BRUNO WALTER

e e S

BEETHOVEN: ““Pastoral’’ Symphony*—Bruno WIDOR: Organ Symphony No. 6 - MENDELS- BEETHOVEN: Trio in E-flat Major; Tria in
Walter conducting the Columbia Symphony SOHN :QrganSonataNo.4—Albert Schweitanr D Major—Eugene Istomin, piamist; Joseph
Orchestra. ML 5284 organist. ML 5290 Fuchs, violinist; Pablo Casals, cefist. ML 5291

ANNA RUSSELL
'0", Nyt LE@"'@ E"Q ’ & Pragtical hm;’nﬁf-s;w!

B i

1“‘“ lﬂh \ ! }

DON QUIXOTE il ;5 ’m

JTHE PHILADELPHIA ORCHESTRA,

STRAUSS: Don Quixote—The Philadelphia RAVEL: Bolero; La Valse; Rapsodie Espagnole A PRACTICAL BANANA PROMOTION
Orchestra, Eugene Ormandy, conductor. —The New York Philharmonic, Leonard Bern- Anna Russell. ML 5295
ML 5292 stein, conductor. ML 5293

Segst
Conck 10 1 lgsa por Firre oad Cocboes K i1
lorivk 8 58 WIZBagr o Have ot (2hidio K4

EACH 12" @ RECORD ot Yt B Sy
STILL ' m
ONLY

$3.98

THE DON COSSACKS—Serge Jaroff, con- MOZART - Piano Concertos No. 23 in A Major.
ductor. ML £296 No. 16 in D Major--Rudolf Serkin, pianist,
. Alexander Schneider conducting the Colum-

bia Symphony Orchestra. ML 5297

|
; o e
*Also svailatle on a new Stereo-Fidelity record by Columbia

HIGH-FIDELITY RECORDS BY COLUMBIA;]

® “Columbia™ “Masterworks” 1 @ Marcas Reg
A division of Columbia Broadcasting System, Inc
Price is supgested list

14 ﬂ'-ji 777&«5&‘ al ﬂome



New G-E 40-watt
“Stereo Classic’”
Amplifier r

® Full 20-watt power output from each channe! at the same time.
® No audible distortion at full power. ® Flat response within .5 db
from 20 to 20,000 cycles. ® Outstanding sensitivity, extremely
low hum and noise levei. ® Inputs: FM-AM tuner {and FM multi-
plex adaptor}, stereo and monaural phono cartridge and tape,
auxiliary. ® Speaker modes: stereo, stereo reverse, single or two-
channel monaural. ® Speaker phasing switch saves manual phas-

ing. $169.95*.

Bolance Control Curve for “Stereo Classc” omphfier

e

i 1! trol
toding 10 Amp B e o Anid

S —  ——»

x 4@ % LY
conteal rotamon (W 1300' Ron

Versatile, convenient switches and
controls. In this completely new and
striking General Electric design you'll find
every useful variation in stereo and mon-
aural amplification, controlled swiftly and
accurately. Balance control allows you to
adjust for maximum stereo effect without
overloading one channel when the other
1s cut down. New contour control boosts
the bass smoothly, gradually, without in-
creasing sound intensity. Each control
hardles both 20-watt channels.

A Citararg

ey

New 28-wott Stereo Amplifier has similar fea
tures, except for speaker phasing switch. $129.95*,

..and new FM-AM Tuner

GENERAL @3 ELECTRIC

1959 A-j yearéoolv _gaaue

Top performance in a trim, modern
cabinet. Receives even weak signals with
unusually low distortion, hum and noise
level. No audible drift. Visual meter pro-
vides center channel tuning of FM and
maximum AM signal. RF amplifier stage
in both FM and AM for increased sensi-
tivity. FM multiplex jack for stereo adaptor.
Built-in AM antenng; folded FM dipole in-
cluded. $129.95*,

Model FA-11 {left) has russet leather
vinyl finish. Model FA-12 finished in willow
gray vinyl. Both models are style-matched
to the amplifiers. Cabinet removable for
custom mounting.

*Manufacturer’s suggested resale prices.

See and hear the G-E ““Stereo Classic’’
amplifier and tuner at your Hi-Fi dealer’s
now. For more information and the name
of your nearest dealer, write General
Electric Company, Specialty Electronic
Components Dept., HM10, W. Genesee St.,
Auburn, N. Y.
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An important announcement for everyone
considering a small-space wide-range
speaker system . . . monaural or stereo

ACTUAL
TESTS
PROVE

RRILS

ULTRA LINEAR RESPONSE SYSTEMS

SUPERIOR

Compared with competitive widely publicized
high compliance small-space systems

AT40 to 85 SAVING

RRL systems use a specially designed
acoustic coupler to load the new Uni-
versity high compliance woofer, enabling
it to radiate tremendous bass energy
with only small cone excursions. This
achieves greater linearity and virtually
eliminates distortion. Tweeter response,
carefully matched to the woofer’'s acous-
tic output, is smooth and flat to beyond
20,0C0 cps. Result: better bass, cleaner
treble, smoother response than any com-
petitive small-space, high compliance
units based on totally sealed enclosures
using “‘air spring"’ capacitance loading.

*RRL — Radiation Resistance Loading

PROOF OF SUPERIORITY

. . » as demonstrated by actual comparative measurements® of Uni-
versity Model S-10 RRL ultra linear response system . . . and widely
publicized competitive brands X and Y, under identical conditions.

75% LESS BASS DISTORTION

Distortion measured at 30 cycles with
equal sound output for all systems.

15%  distarton

10% distorton

3% distortion

The highly efficient S-10 requires only
14 of the cone excursion of Brands X
and Y to produce the same sound out-
put. Result: greater inherent linearity
and 75% less distortion.

Brands X and Y reach overload condi-
tions 4 times sooner (6 db) than the
S-10. Bass distortion at higher sound
levels is therefore considerably greater
with X and Y than with the S-10.

0008000000000 0000000000000000000000

LOWER POWER REQUIREMENTS

Measured average of acoustic energy in
30-100 cps range, demonstrated that
Model S-10 performed . . .

4 db better than Brand X

2 db better than Brand Y

This test shows that the S-10 is, in effect,
100% more sensitive. (The ultra linear
response systems will fill any average
room with sound above normal listen-
ing level, using any high quality low
power high fidelity amplifier.)

* HOW TESTS WERE CONDUCTED

Frequency response was obtained in an
anechoic chamber, using a calibrated Western
Electric 640AA Microphone and RA-1095
Amplifier, a General Radio Model 1304B Beat
Frequency Oscillator and a Sound Apparatus
Model FRA Graphic Recorder.

Distortion was measured with a Hewlett-
Packard Model 330B Distortion Analyzer. The
speakers were driven from a Hewlett-Packard
Model 200AB Audio Oscillator, feeding a
Mclintosh 50-watt Power Amplifier.

GREATER SAVINGS WITH STEREO!

These RRL systems incorporate an exclu-
sive University woofer feature . . . a dual
voice coil . . . that receives the fully sepa-
rated bass energy from both stereo chan-
nels and provides authentic full bass re-
sponse without need for expensive or com-
plicated networks, or an additional woofer
and woofer enclosure. Thus you can have
a complete stereo speaker system consist-
ing of one RRL $-10 and a matching stereo
adapter (speaker system with bass response
attenuated below the 150 to 200 cycle
range) for approximately the same cost as
a single monaural Brand X and /ess than a
single monaural Brand Y.

000000000 0000000000000000000000000000000000000000000000000000000000000000000000000

WIDER FREQUENCY RESPONSE

Brand X ... 7 db down at 15,000 cps
Brand Y ... ...2 db down at 15,000 cps
RRL §-10 ............flat to beyond 20,000 cps

Measured average acoustic energy,
7000-20,000 cps, for equal power in-
puts, demonstrates that Model S-10
performs . . .

5 db better than Brand X
2 db better than Brand Y

Ultra linear response systems are not
handicapped by the treble deficiencies
common to competitive systems. With
clean program material, the remarkably
flat response and exceptionally true
reproduction of upper harmonics by the
S-10 result in amazingly realistic repro-
duction without “harshness.” A Pro-
gram Distortion Filter is provided which
can be switched into the circuit to cor-
rect for inferior radio programs, worn
records, tapes, etc.

0800000000000 000000008080000000000000

NO "DAMPING FACTOR” PROBLEMS

Model S-10 RRL will work at maxi-
mum effectiveness with any modern
(low internal impedance) high fidelity
amplifier. No damping factor adjust-
ment at all is needed, whereas both
Brands X and Y require optimum set-
tings. If an amplifier does not have this
control the performances of Brands X
and Y may be adversely affected.

ALL THis,,, ay
eee D nl‘
COST savINGs o, ;?n

You don’
xmprovedt Pay a premjy,

. m for RRy °,
University apet 74 Performanc:
cturj; A S| .
substa;:n 1 know-hoy, hasgr:- and map.
Sumer. éa COSt savings esulted jn
Brana ompare for youre t!'h con-
gﬁi"ﬂ LA ' over $180
odel S.1 - over $229
2 3139

ALREADY THE ACCEPTED LEADER

At WFUV-FM, pioneering stereo in New
York City via FM-Multiplex, RRL systems
have been selected for studio monitoring
and public demonstrations. Fred Waring
chose RRL systems for his latest nation-
wide high fidelity concert tour. *‘Research
House, 1958" of Beverly Hills, California,
awarded its Seal of Research Approval to
the RRL systems for their beautiful design
as well as quality performance. The unde-
niable superiority of the RRL ultra linear
response speaker systems has been recog-
nized by all authorities who know music
and whose work demands the finest in
speaker systems.

Hear these magnificent speaker systems at your dealer...soon!

LISTEN

%wm% sounds bellor

UNIVERSITY LOUDSPEAKERS, INC., 80 SO. KENSICO AVE., WHITE PLAINS, N.Y.
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ONLY FROM UNIVERSITY... A
FULL LINE OF RRL ULTRA LINEAR
RESPONSE SYSTEMS AND KITS

Outstanding for monaural—ideal as a stereo pair
Model S-10 2-WAY SYSTEMS

Components of the S-10 comprise the new 127
C-12HC high compliance, dual voice coil woofer,
employed with the UL /HC 2500 cps tweeter and
the special matched-level HC-2 crossover net-
work. Also includes the Program Distortion
Filter to correct for stridency of inferior radio
programs, worn records, tapes, etc. The enclo-
sure is constructed of extra heavy 34" furniture
hardwoods. Gracefully styled to harmonize with
any decor. Model S-10H is for upright use;
S-10L, lowboy. Cabinet base removable for
shelf, bookcase, or built-in applications. 24" x
14" x 1414” deep. Shpg. wt., 51 lbs. User net:
Mahogany—$139.00, Blond or Walnut—$143.00.

...And greater efficiency, greater RRL advantages

Model S-11 3-WAY SYSTEMS

The S-11 truly stands alone in its field! It cannot
be compared with any other existing high com-
pliance system . . . but only with the most elab-
orate speaker systems, such as University’s
famed “Classic.” Its handsome compact RRL
enclosure houses the new heavy duwy high com-
pliance 15" C-1SHC dual voice coil woofer, The
new HC-3 network provides 500 cps crossover
to the 2-way Diffusicone-8 Diffaxial for mid-
range and 2500 cps crossover to the special
UL/HC Hypersonic Tweeter for response to
beyond audibility. The unique Program Distor-
tion Filter and “balance” control complete this
magnificent system. Model S-11H is for use as
upright; Model S-11L, as lowboy. 2678” x 19142"
x 17V4” deep. Shpg. wt., 80 Ibs. User net: Ma-
hogany—~$245.00, Blond or Walnut—$249.00.

FOR EVEN GREATER SAVINGS...

Ultra Linear component kits CUL-10, CUL-11
Enjoy the satisfaction of assembling your own
superb Ultra Linear Response system along
with the added savings thus made possible,
Speaker Kit CUL-10 comprises the identical
components of Model S-10; speaker kit
CUL-11, the components of Model S-11. Both
kits are furnished with all wiring cables and
complete easy-to-follow instructions for build-
ing and installing your own RRL enclosure.
User net: CUL-10 — $88.50, Shpg. wt,, 15 lbs.
CUL-11 — $164.50. Shpg. wt., 37 lbs.

UNIVERSITY LOUDSPEAKERS, INC., WHITE PLAINS, N.Y.
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Continued from page 12

much to pave the way toward securing the
rights to adapt Shaw’s '‘Pygmalion’” into
a play with music: perhaps better known as
"My Fair Lady’".

For over four years Mr. Cross was pro-
ducer-announcer for the New York City
station WNYC where he was in charge of
many serious music programs. His informal
back-stage interviews with world famous
musical personalities were intermission
features of the LewisohnStadium Concerts
summer broadcasts.

In 1955 he was appointed Station Mana-
ger and Program Director for the newly
created hi-fi FM station WBAI, in Man-
hattan. In the two years of his tenure there
WBATI climbed to the No. 1 rating for in-
dependent FM stations in New York City.

In spite of his duties as Music Editor
for Hi-F1 Music, Douglass Cross still finds
time to do a little singing: he has recently
recorded a best-selling series of abridged
Gilbert and Sullivan operettas which he
adapted especially for children and in
which he narrates and sings several of the
leading roles.

JEAN BOWEN

Jean Bowen was born in Albany, N. Y,
and attended Smith College, where she
received A.B. and A.M. degrees in music.
She also holds an M.S. from Columbia
University and has studied at the Berk-
shire Music Center, Tanglewood, Mass.,
and at the Dalcroze School of Music in
New York City. A former member of the
American Bach Society and the American
Savoyards, Inc., she was also, until re-
cently, Director of Youth Choirs at the
First Presbyterian Church on Fifth Avenue
In New York and Northampton, Mass.,
she has done church and recital work and
has appeared on television. In 1954 she
was soloist with the Smith College Cham-
ber Singers in a European tour sponsored
by the United States Government. At
present she is a staff member of the New
York Public Library's Music Library and

is studying voice privately.

For 18 years Arthur Cohn was director
of the Fleisher Music Collection, the
world’s largest collection of orchestral
music, housed in the Free Library at Phila-

Continued on page 19
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ONLY
SOUNDCRAFT

dares prove its

superior quality!

HEAR IT FOR YOUR-
SELF...in “SWEET
MOODS OF JAZZ IN
STERED”

featuring Coleman
Hawkins, ‘“Red’”’
Allen, Marty Napo-
leon and other jazz
greats in interpreta-
tions of “Summer-
time,” *“Tea for Two,”
“Stormy Weather”
and other favorites,

YOURS FOR JUST $1.00 EXTRA...when you buy
two 7” reels of tape in

SOUNDCRAFT'S New PREMIUM PACK

containing two reels of Soundcraft tape with
“Sweet Moods of Jazz in Stereo” recorded
on one of the reels.

This is Soundcraft’s way of demonstrating
the markedly superior quality of Soundcraft
Tape...the only tape Micropolished to pre-
serve your “highs”...and Uni-level coated
with plasticizer-free oxide formulation for
greater uniformity and stability! Insist on
Soundcraft Tape in the new PREMIUM PACK!

ask about these other

SOUNDCRAFT PROMOTIONAL RECORDINGS

“Sounds of Christmas”—traditional Christ-
mas melodies (monaural only)
“Dixieland Jamfest in Stereo”-a jazz classic

reeves SOUNDCRAFT core.

Great Pasture Road, Danbury, Connecticut
West Coast: 342 N. LaBrea, Los Angeles 36, Calif.
Canada: 700 Weston Road, Toronto 9, Ont.
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RO0O BIG DIXIE — Harry Zimmerman's Big band
plays the biggest, wildest, Dixie and Blues
you've ever heard. Sensational sounding brass!

.'.‘ . 4 '...‘ ;ﬁch'.'
@ &% GEORGE
Y O WRIGHTS

MY

R71S GEORGE WRIGHT'S IMPRESSIONS OF
MY FAIR LADY —Off-beat interpretations
played on the mighty Wurlitzer 5 Manual
Theater Pipe Organ as only Wright can do it.

R606 VERLYE MILLS HARP WITH A BILLY
MAY BEAT—Big band Billy May pile driver
brass with Verlye Mills jazz harp.

L = Fé ] el o |
GEDRUERVHRIGH § " '
. “S\&“' i

R—FLIGHT TO TOKYO-—New, zany Oriental
sounds from the mighty Wurlitzer 5 Manual
Pipe Organ by the inimitable George Wright.

R716 GEORGE WRIGHT GOES SOUTH PACIFIC
—A new slant on the score fram the famous
Broadway musical. George Wright's 2 million
selling popularity scores another hit on the
mighty 5 Manual Wurlitzer Pipe Organ

R806 TABOO — The fabulous, exotic sounds of
Arthur Lyman's Hawaiian Viilage Group
recorded in Henry ). Kaiser's aluminum dome,
Honolulu.

R80S JAZZ'N RAZZ MA TAZZ-Red-hot
rhythms from the Roaring twenties with George
Wright's Varsity 5.

mone EXOTIC sounos or ARTHUR LYMAMN
X ”

R808 BWANA A—Recorded in Henry J.
Kaiser's aluminum dome, Honolulu, Arthur
Lyman again captures the exotic sounds of his
#1 best seller Taboo

NOW!

THE MOST
SENSATIONAL
SOUND
“ON RECORD”

INCOMPARABLE

STERE(os:s
STEREQuses
STEREQos:

True Stereophonic Sound from a Disc!
HIGH FIDELITY RECORDINGS, INC.
Now brings you THE BEST sounding

HIFI

HIFI

HIFI

Stereophonic Long Playing Records.
Absolute realism without compromise

Let your ears tell you the difference.

“The sound that named a company”

) HIGH FIDELITY RECORDINGS, inc.

7803 Sunset Boulevard, Hollywood 46, California
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delphia. In 1952 he was appointed execu-
tive director of the Settlement Music
School in Philadelphia, and in 1956 he be-
came head of the symphonic, foreign, and
rental music departments at Mills Music

f

ARTHUR COHN

Inc., New York City. Mr. Cohn has been
very active as a conductor; included in his
appearances have been two with the Phila
delphia Orchestra, and a term as music
director of the Valley Forge Music Fair.
He enters his 16th year this month as con
ductor of the two Symphony Club orches-
tras in Philadelphia, and begins his 8th
season as conductor of the Philadelphia
Little Symphony. Guest conducting has
included the countries of Scotland and
Sweden, during Mr. Cohn’s European tour |
in 1949,

As composer, he has written over 50
large-scale works, and at present is writing
for British publication a volume on or-
chestration for stringed instruments. This
vear Lippincott will publish his survey of
the music of Faure, Debussy and Ravel.
Mr. Cohn has appeared on many radio and
television programs and has produced a
classical disc jockey show for a Philadel
phia FM station. He has lectured exten
sively, including a guest appearance at
Tanglewood.
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THE NEW
STROMBERG-CARLSON
ASR-433 STEREO AMPLIFIER

The most important aspect of sterec is stage effect. The instru-
ments of the orchestra should come back to you from their
exact positions on the stage. How?

The answer is balance. The ASR-433 is the stereo amplifier
with ““Tone-signal Balance,’’ the surest method of achieving this

realistic stage effect.

The ASR-433 is a superb monaural amplifier as weli, giving
you a full 24-watt output. The electronic crossover at 3,000
cycles provides output for 12 watts low and 12 watts high fre-
quency operation. Every function has its own control for each
channel and a master volume control is provided.

_MTRomucuc CARLSON

* STEREQO TONE BALANCE

SPECIFICATIONS:

POWER OUTPUT: 24 watts (2-12
watt channels). FREQUENCY RE-
SPONSE: 20-20,000 cycles =1 db.
HARMONIC DISTORTION: Less
thon 1%. NOISE LEVEL: 63 db
down. INPUTS: Mognetic Phono,
Ceromic Phono,Tope Heod,Tuner
ond Aux. Tope. OUTPUTS: 4, 8,
16 ohms ond dual Tope Out.
LOUDNESS CONTROL: In-out,
continvously vorioble. TONE

\\

CONTROLS: Bass 15 db droop,
15 db boost; Treble 14 db droop,
12 db boost. EQUALIZATION:
RIAA Mag. Phono. NARTB Tope
Head. TUBES: 2-12AX7/7025,
2-6AVY6, 2-6U8, 4EL84. CHANNEL
SELECTOR: Chonnel “A," Chon-
nel ''B,"” Stereo, Monavral, Cross-
over (ot 3000 cycles). DIMEN-
SIONS: 131,” W, 133”7 D, 4%, "
H. PRICE: $129.95* (Audiophile
Net).

*Zone !

See your deoler or write fo us for full doto on
our complete new line of omplifiers, speakers,
speaker systems, enclosures, progrom sources.

“There is nothing finer than a Stromberg-Carlson’’

STROMBERG-CARLSON

A DIVISION OF GENERAL DYNANMICS CORPORATION
1420C N. Goodman Street ® Rochester 3, N. Y.

Electronic and communication products for home, in- s-c GD
)
- .

GEORGE CORY

George Cory feels equally at home with |
both serious and popular music. Early
church and theatre organ work led him to
composition and conducting, which he
studied at the University of California.
After service in the Army, he was, for over |

Continued on page 21
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An Invitation to Look, Learn, and

Listen to Hi-F1 Music

Three months ago, Hi-Fi House
was an idea that had progressed
toward reality only to the extent
our architect’s drawing board.
Today, its entrance door stands open to welcome you
whenever you can join the thousands of people who
come to Crossroads, U. S. A., an address better known
to the Post Office as Vanderbilt Avenue Balcony,
Upper Level, Grand Central Terminal, New York City.
see und Heur ture, pleasantly lighted

and air-conditioned.

The listening area is arranged to approximate the
acoustics of the average home, so that the performance
of the stereo and mono systems on demonstration
from 8:00 a.M. to 10 p.M. can be duplicated anywhere
else under reasonably favorable circumstances. In fact,
the audio quality you will hear at Hi-Fi House will
provide you with a standard of comparison for judging
the audio quality of any kind of equipment designed
to play records, tape, and FM radio.

Literature

It's Open

that it existed on

It's 2 handsome struc-

You can get bulletins and cat-
alogs on all equipment, rec-
ords, and tapes displayed at
Hi-Fi House. Each window, and each component
in the demonstration systems has a card with the
manufacturer's name and an identifying number.
You will be given a special Literature Request Card
on which you can circle the numbers corresponding to
the items on which you want further information. Fill
in your name and address, and drop the card in the box
at the exit door. The literature you want will be sent

to you promptly by mail.
On Displ

n lsp uy the music, you will want to

see the stereo and mono sys-

tems which produced it. They are set up in the equip-
ment room, where the components are arranged for
your inspection. Every two months, both systems
will be changed completely, giving you an oppor-
tunity to see and hear all the different standard com-
ponents. During September and October, the two
systems are made up of:

After you have listened to

MONO SYSTEM STEREO SYSTEM

Sherwood FM-AMTuner Glaser-Steers Changer with
Garrard Changer with  G.E. Stereo Pickup

G.E. Stereo Pickup Fairchild Turntable with
Garrard Turntable with  Fairchild Arm & Stereo Pickup
Shure Arm & Pickup Tandberg Tape Machine
Marantz Preamp Fisher Preamp

Marantz Amplifier Mclntosh Amplifiers

Bozak Speaker Acoustic Research Speakers
A TACO antenna is used for static-free FM reception

These systems are used alternately for demonstrating
truly hi-fi reproduction from records, tape, and FM
radio.

There are also special displays at Hi-Fi House of:

Columbia Records
Westrex 45/45 Cutter ~ Garrard Changers

RCA Victor Records Mercury Records

Institute of Hi Fi Mfgrs. General Radio Instruments

Sherwood Components

c l A T' Many visi-
ome ai any iime .. ....
asked how
long Hi-Fi House will be open. It was planned as a
permanent exhibit and demonstration center. If you
saw the building in its early stages, you know that
it is a steel-framed structure, designed to last as long
as — well, almost as long as public interest in hi-f
music at home continues. So if you don’t have a chance
to visit Hi-Fi House next week, or next month, or next
year, come as soon as you have an opportunity. Come
as often as you can, too, for whatever is new at any
time, you can expect to find it at Hi-Fi House. It is the
best way to keep up-to-date with the finest in hi-fi
equipment and music reproduction. When it comes to
spending money, though, you'll have to go to your
local dealer, for nothing is sold at Hi-fi House except
Hi-F1 Music Magazine. And a note for our early
visitors who came the first week, before the air-
conditioning was in operation: it's working now!

For details about exhibits and space rates, address
Thomas A. Kelly, Managing Director, Hi-Fi House,
Kelly and Sleeper, Inc., 105 East 35th Street at Park Ave-
nue, New York 16, telephone MUrray Hill 4-6789.

Hi-F1 House Music Center

A Permanent Demonstration and Exhibit

At the Greatest Showplace on Earth

\jJi-ji mudic al ﬂome
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two years, musical director of a Gilbert and
Sullivan repertory company in San Francis-
co. His musical version of Aristophanes’
“‘Lysistrata” was produced on the West
Coast with great success and negotiations
are in progress now for 2 New York show-
ing. Mr. Cory served for four years as
musical assistant to Gian-Carlo Menotti.
Meanwhile, the publication and recording
of his own concert music and popular songs
established him as a member of ASCAP.
The New York Philharmonic, with Marie
Powers as soloist, premiered his '*Ballad
for Voice and Orchestra’ in Carnegie Hall
the same season Billie Holiday performed
a group of his popular songs in a jazz
concert from the same stage.

He is frequently heard as pianist in
night spots on Manhattan's East Side and
coaches and writes material for 2 number
of famous entertainers. In addition to re-
cordings of his music by Billie Holiday,
Pearl Bailey, Mabel Mercer, and others, Mr.
Cory is also represented on records as an
arranger and performer. He scored the
background music for the album of Shake-
speare's '‘Romeo and Juliet”, starring Eva
Le Gallienne, Richard Waring, and Dennis
King and directed by Margaret Webster.
As musical arranger and accompanist, he
appears on the ‘‘Midnight at Mabel Mer-
cer's”” album and has been engaged to make
the orchestral arrangements and to conduct
Miss Mercer's forthcoming album.

OLIVER DANIEL

When the American Composers Alliance
unanimously voted to award its Laurel
Leaf citation to Oliver Daniel *'For distin-
guished achievement in fostering and en-
couraging American music’’, they showed
true perception, for few people have been
more active in speeding the appreciation of
new music in our time.

Born in a small Wisconsin town called
De Pere, which he says is pronounced
““deep here"’, he began his music studies
there before going on to Berlin and Boston.
He began a successful career as a pianist
and a teacher at several prominent schools
and colleges in New England. Abandoning
this for radio in its pre-TV heyday, he
became a producer-director at CBS and -
for a two year hiatus — supervisor of

Continued on page 22
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PR-499:
STROMBERG-CARLSON
PERFECTEMPO* MANUAL TURNTABLE

Designed for Stereo and Monaural Use @ Incorporating
every valid principle of turntable design that has been proven
over the years ... ® belt drive ® stroboscope speed indicator
® high tolerance precision machining ® weighted precision
cast table ®  Precision motor ® continvously variable cone
drive . .. plus Stromberg-Carlson’s own unique and
original double-acting motor and table suspension
system that effectively isolates the table and arm
from all unwanted, extraneous noise.

Precision machining plus a high quality precision motor
give constant speed at any RPM setting of the continuously
variable drive with virtually no wow and flutter. The unique
design of the cone drive and the accurately calibrated strobo-
scopic speed indicator permit fine adjustment to any speed from
14 to 80 RPM. Once set, the speed will never vary.

The result—professional performance with complete versa-
tility. These are the contributions of the ‘‘Perfectempo’’ to your
high fidelity system. Handsome styling in morocco red with
aluminum trim. Specially designed hardwood base (PB-497)
also available if you wish.

PR-499 SPECIFICATIONS:
SIZE: 153" wide, 145" deep,
5% below ond 2” obove mount- 20 cmfsec @ 1 ke. MOTOR: four-
ing bose (not including tone orm). pole. PRICE: $99.95°. {oudiophile
WOW: 0.14% rms. FLUTTER: net)

0.09% rms. RUMBLE: -55 db re.

RA-498: TONE ARM

Designed for Stereo and Monaural Use ® Single pivot
point suspension, true viscous damping and high moment of
inertia result in extremely low resonance {as low as 12 cycles,
depending on cartridge used) and consequently yield flat re-
sponse below the limits of audibility.

A calibrated counterweight is adjustable to provide any nee-
dle point force and is eccentric for fast, precise mass centering.
PRICE: $24.95° (Audiophile Net). *Zone 1

“There is nothing finer than a Stromberg-Carlson’

STROMBERG-CARLSON
A DIVISION OF GENERAL DYNAMICS CORPORATION
1420C N. Goodmon Street ® Rochester 3, N. Y.
Electronic and communication products for home, in- S' GD

dustry and defense; including High Fidelity Consoles; d\c
School, Sound, Intercom and Public Address Systems. &% A
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the greatest
achievement in
stereo records

OVER 100 ffss RECORDINGS NOW AVAILABLE—WRITE FOR CATALOG
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song hits from
theatreland
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DEPT FN 539 W 25714 ST.. NEW YORK. N
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Rhythms of the South
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La Boutique Fantasque
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To tahe fullese advantage of the
v remarkable wechaiaal excellence of
fiss records, we recommend the
new London-Scote stercophonic
2 Pickup and Arm.
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full frequency stereophomc sound
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serious music at ABC. His programs have
included the Boston Symphony, the New
York Philharmonic Symphony, Invitation
to Music, The School of the Air, and Twen
tieth Century Concert Hall. At the request
of New York’s Municipal Station, WNYC,
he has been presenting for the past two
years a program of contemporary music
called “"New Ideas in Music”’. He is ar
present director of contemporary music
projects at Broadcast Music, Inc., and is
also executive vice president of the Con
temporary Music Society. In what he calls
spare time he manages to contribute to
Hi-F1 Music, The Saturday Review, and
occasionally House and Garden.

SHELLEY DOBBINS

The love of music has had only one
professional rival, where Shelley Dobbins
is concerned. That love is radio broadcast
ing, which causes him to rise at 4 A.M.
each weekday morning (greater love hath
no man!) and hurry to the studios of NBC,
New York, where he directs a local four
hour program of popular music, late news
and weather reports, beginning at 6 o’clock.
Thus, he is able to combine his two major
interests with no difficulty.

Prior to his current assignment in the
labyrinths of Station WRCA, he was also
concerned with broadcasting and music
this time as an announcer for New York's
Municipal Broadcasting System, Station
WNYC, where the music was mostly classi-
cal, and the station non-commercial. When
he is able to separate one from the other,
Mr. Dobbins has been known to dash off
popular tunes and/or lyrics, the most well
known of which is Non Dimenticar, now
represented in the recorded repertoires of
Pear] Bailey, Lou Monte, Vic Damone, and
Joni James. When television beckons
and it has — he responds with questions
and answers for quiz programs. He has two
books in preparation, in which new quiz
games will be offered to fans of this in-
creasingly popular indoor sport.

Ann Douglass was born in New York
State, and has just returned to Manhattan
after sixteen years in the San Francisco

Continued on page 23
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Bay area. She recently completed her edu-
cation at the University of California at
Berkeley where she majored in music and
specialized in choral conducting and voice.
She has been active there in the campus
opera productions and was conductor of

ANN DOUGLASS

several choral groups. When not working
as edirorial assistant for Hi-F1 Music
Magazine, she is circulation manager for
View, a magazine published by the student
members of the International Student Coun-
cil of New York City. She is, of course,
an ardent hi-fi fan, enjoys photographing
the many sides of New York City's life,
and for further relaxation, ‘‘getting away
from it 211" on mountain camping trips.

LEONARD FEATHER

Leonard Feather is best known as au-
thor of ""The Encyclopedia of Jazz”, the
principal reference work in the jazz field.
Published in 1955, it was followed in 1956
by ‘“The Yearbook of Jazz™, featuring
Feather's unique Musicians’ Musicians
poll. In 1957 Horizon published ‘‘“The Book
of Jazz"', a textual handbook in which
Feather tells the story of jazz, instrument
by instrument. He has written music, and
sometimes lyrics and arrangements, for al-
most 300 compositions recorded by top jazz
artists, and is himself a recording band-
leader, his recent albums including ‘‘Oh
Captain!"* by the Feather-Hvman Orches-
tra and *“The Swinging Seasons’’, a set of

Continued on page 25
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STROMBERG-CARLSON
RF-484 157 COAXIAL TRANSDUCER...

utilizes a 15” soft skiver woofer for a low-frequency repro-
ducer and an induction tweeter of exclusive, patented
Stromberg-Carlson design.

The woofer has superb performance in the extreme low-
frequency range due to a very rigid high mass moving system.
It has been damped to provide optimum transient response
and control throughout its operating range. It is unusual in
that combined with this exceptional transient response the
RF-484 performs in an extremely linear manner.

The induction tweeter employs a Stromberg-Carlson de-
sign principle that results in an extremely light and sensitive
moving system. This flat and extended frequency response
characteristic is a direct result of our patented design. A
carefully calibrated diameler and shape of cone afford dis-
persion capabilities that are definitely superior.

SPECIFICATIONS:

Pawer Handling Capacity: Waaf-
er—Over 100 watts Pragram
Material; Tweeter—Over 50
watts Program Material. Effec-
tive Frequency Range: 15 to 2D,
000 cps for 10:1 average loud-
ness ronge re. 32 sones ({90
phons). 15 ta 20,000 cps for 5:1
average loudness range re. 32
sanes (90 phons). IM Distortion:
100 cps and 700 cps at 2.8 valts,
1:1 ratio, an instantaneaus power
input of 4 watts: 0.3%. Disper-
sion: 140°—Test Signal, constant
amplitude noise band, 1 kc to 20

ke. The intensity at the outer lim-
its of the 140° salid angle is
within 10 db of the intensity on
axis. Free Air Resanance: 20 cps
plus or minus 5 cps. Maximum
Flux Density in Magnet Struc-
ture: Waoofer— 14,000 Gouss;
Tweeter— 18,000 Gauss. Flux
Density In Air Gop: Woofer—
10,000 Gauss; Tweeter—10,000
Gauss. Tatal Flux In Air Gap In
Maxwells: Waafer—152,000;
Tweeter—27,900. Nominal Im-
pedance: 16 ahms. Dimensians:
Diameter (OD)—15)4"; Depth—
6%4,". Price: $149.95 (Audiophile
Net).

*Zone !

“There is nothing finer than a Stromberg-Carlson”

STROMBERG-CARLSON

A DIVISION OF GENERAL DYNAMICS CORPORATION
1420C N. Goodman Street ® Rochester 3, N. Y.

Electronic ond communicotion products for home, in- S-C GD
dustry ond defense; including High Fidelity Consoles; 2y

School, Sound, Intercom ond Public Address Systems.
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Ralph Bellamy, starring in “Sunrise At Campobello”, listens to stereo on his Collaro changer and Goodmans Triaxonal Speaker System.

COllar O—your S llent partner for Stereo

Stereo records are here. And once you listen you’ll dis-
cover there’s no more exciting way of listening to music.
But the new stereo cartridges are unusually sensitive to
turntable and changer noise. Silence is the requirement and
silent performance is what you get when you select Collaro
— the one four-speed changer truly precision-engineered
to meet the rigid quality demands of stereo. Here are some
outstanding Collaro features:

A. Five-terminal plug-in head. (Exclusive with
Collaro.) By providing two completely independent cir-
cuits, the new five-terminal head guarantees the ultimate
in noise-reduction circuitry — a vital need for stereo re-
production.

B. Counter-balanced, transcription-type tone arm.
Another Collaro exclusive. Stereo cartridges require light
tracking pressures. As records pile up on a changer, track-
ing pressure of a conventional arm tends to increase. Result
may be damage to records or cartridge. This cannot happen
with the Collaro counter-balanced arm since it varies less
than a gram in pressure between the top and bottom of a
stack of records. The arm will accept any standard stereo

24

or monaural cartridge and it has no spurious resonances.

C. Motor. Dynamically balanced and so rigidly mounted
that wow and flutter specifications are superior to any
changer in the world. (.25% at 33% RPM)

There are many other features which make Collaro your
best buy in a stereo or monaural record changer. All are
described in a free catalog. (See below.) There are three
Collaro changers priced from $38.50 to $49.50.

B A g

For full information on Collare stereo and
monaural changers—write to Rockbar Cor-
poration, Dept. MH-10, Mamaroneck, N. Y.

American Sales Representative for Collaro, Ltd.
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originals produced in collaboration with
Dick Hyman and Ralph Burns.

London-born, he came to New York in
1935 and has contributed to Down Beat,
Playbgy, Esquire, The New York Times, Red
Book, The Saturday Review, the World Book
Encyclopedia, Look and numerous foreign
music publications. As a talent scout, he
discovered George Shearing and brought
him to the U. S. in 1946. Also, he arranged
and supervised the first recording sessions
of Sarah Vaughan and Dinah Washington.
As an impresario, he staged the only two
concerts that ever featured jazz at the Met-
ropolitan Opera House (the Esquire All
Stars in 1944, Ellington in 1951).

From March through June 1958 he was
a consultant on ‘The Subject Is Jazz'’| an
educational series presented over NBC-TV,
the first network series of its kind. He also
served as co-producer of the *'Critics’
Choice’" concert at the 1958 Newport Jazz
Festival,

SHIRLEY FLEMING

Shirley Fleming, Assistant Music Editor
of Hi-F1 Music for the past year, came to
New York and this magazine by way of
Augusta, Georgia and Northampton, Mas-
sachusetts. In the former locale she grew
up loving animals and music; in the latter,
at Smith College, she received an A.B.
and an A.M. in music and held a teaching
fellowship for two years. She also found
a niche as violist in several amateur
quartets, and has been particularly fond of
chamber music ever since. At present, be-
tween record and tape reviews and an oc-
casional feature article assignment for
Hi-Fi Music, she reviews concerts for an-
other monthly publication, partly for the
pleasure of hearing a “'live’” viola other
than her own once again.

Bernard Gabriel's various activities as
a concert pianist, lecturer, composer and
teacher have been the subjects of articles in
Reader's Digest, Coronet, The New Yorker,
Time, and other publications. He has ap-
peared widely in concert throughout the
country, and is often heard over the air
and on television. In teaching, his work

Continued on page 150
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STROMBERG-
CARLSON

ACOUSTICAL LABYRINTH®
BAFFLING SYSTEM

Here is unequivocally the very finest means RM.412 127
available to maximize the performance at speaker Enclosure
low frequencies of quality loudspeakers.
When properly coupled to the low-
frequency radiator of a speaker system
— it achieves a system resonance that is
lower than the unbaffled free air cone reso-
nance of the low-frequency radiator itself.
The system utilizes mass loading and
frictional damping as acoustical devices
to properly extend the low-frequency
range of the system with extreme flatness
of response. RH-413 12"
For example, when the Stromberg-Carl- RESSESe SHESEs
son RF-484 loudspeaker, which has a cone
resonance of approximately 20 cps, is
used with our RH-416 Labyrinth cabinet —
the system resonance is about 16 ¢ps.

RH-414 8"
Speaker Enclosure
or RS-461
Speaker System

See your dealer or

write to us for full

dota on our complete

RH-416 RH-417 new line of amplifi-
Speaker Enclosure Speaker Enclosure ers, speakers, speak-
or M$S5-491 or M$5-492 er systems, enclosures
Speaker System Speaker System and program sources.

“"There is nothing finer than a Stromherg-Carlson’’
STROMBERG-CARLSON
A DIVISION OF GENERAL DYNAMICS CORPORATION

1420C N. Goodman Street ® Rochester 3, N. Y.

Electronic and communication products for home, in- S-C GD
Fn
- ‘

dustry and defense; including High Fidelity Consoles;
School, Sound, Intercom and Public Address Systems.
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This Man is Using an Electronic Crystal Ball

The H. H. Scott advance development team must foresee the future. They must
design new products so that they stay current for many years. Hermon Hosmer
Scott insists on this as a protection to your investment.

The new 130 Stereo preamp is an example of the way Scott engineers work ahead,
Engineering of this brand new product was started when stereo was nothing more
than a hobbyist's delight. This allowed time for thorough testing of its many
advanced features.

Careful, fong-range planning.has always made H. H. Scott a top buy. The 330
Stereo AM-FM tuner is an example. When the 330 was first marketed in 1955, it
was designed for stereo . . . it used wide-band circuitry . . . it was equipped for
multiplex . . it included many new engineering advances to keep it current for
years to come.

Every H. H. Scott component is designed to defy obsolescence. Careful planning,
fine engineering, exceptional quality mean your investment in the new H. H. Scott
stereo-preamp. . .. or any H. H. Scott product . . . is an investment in a com-
ponent that will still be up-to-date many years from now.

-
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h hould buy th | [ // ///
17 reasons why you should buy the S

\A A AV
[/ 7/

/ 7
New ! .’/./ /484
® 09 ® 0 o
H. H. Scott o

-
S t e r e O 1 Visual signal light display panel shows mode of operation at a glance. 2 Completely separate bass and treble

controls on each channel so that different speakers may be matched. 3 Play stereo from any source —

Records, FM-AM Tuner, Tape. 4 Reverse channels instantly, or play monaurat from any source through

both channels doubling your power. 5 Play Trereo — a center channel output lets you use your present

r e amp speaker as a middle channel. 6 Special circuitry lets you baiance channels quickly and accurately. 7 Re-

verse the phase of one of your channels 180 degrees instantly. Le¥s you correct for improperly recorded

tapes. 8 Separate 12 db foctave rumble and scratch filters. 9 Complete record aqualizer facilities. 10 Use

as an electronic crossover at any time. 11 Two stereo low-level inputs. You can connect both a stereo phono

pickup and stereo tape head. 12 Stereo tape recorder inputs and outputs. 13 Provision for aperating

stereo tape heads without external preamps. 14 Quick-set dot controls allow any member of your family

to use equipment. 15 Loudness-volume switch. 16 Stereo tape monitor switch. 17 The exeeptional

quality.of all H, H. Scott components ... PLUS all the features aad specifications long associated with
H. H. Scott monaural preamplifiers,

ll Sensitivity 134 millivolts on tape head input, 3 millivolts on phono for full output.
Hum level 80 db below full output on high level outputs. Size in accessory case
I 1522w x 5hx 1215 d. Model 130 price $169.95 (817.2.95, West of Rockies).

H. H. SCOTT, INC.. 111 POWDERMILL RD., MAYNARD, MASS.,
EXPORT: TELESCO INTERNATIONAL CORP., 36 W. 40TH ST., N. ¥. C.



DEBUT

of the Bozak Urban enclosures for

the B302A and B305 speaker systems.
See and hear them at the Audio Fairs
and franchised Bozak dealers—or write

The R.T. Bozak Sales Co. Darien, Conn.




Hermeticalty
sealed for o life-
time of trauble-
free use, the
STANTON Stereo-
FLUXVALVE per-
forms in 0 way no
other pickup can
equal. Use it in
automatic or mon-
val record playing
systems.

PRECISION. ...

precisely
for music!

A pickup precisely designed for
music! A stereo pickup with all
the compliance, frequency
response and distortion-free
performance required for the
highest quality music repro-
duction. This...is the
STANTON Stereo-
FLUXVALVE...where
quality starts and the

music begins!

The STANTON Model 196 UNIPOISE Arm
with integrated Stereco- FLUXVALVE pickup
mounts easily on all quality transcription turn-
tables. Precision single friction-free bearing adds
gentleness to quality. $59.85 with replaceable 0.7
mil diamond T-GUARD Stylus.

For use in all pickup arms—automatic or manual
— choose the STANTON Model 371 Sterco-
FLUXVALVE cartridge. On monophonic rec-
ords it will outperform any other pickup except
the original FLUXVALI'E . . . on stereophonic
records it is peerless! $29.85 with replaceable 0.7
mil diamond T-GUARD Stylus.

PHOTOGRAFPHED BY MORYT WELDON

70/ //?0.5'8 who con e 097/8/8/76'8 " ome QUALITY MIGH FIDELITY PRODUCTS BY
PICKERING & COMPANY, INC., Plainview, N.Y.

FLUXVALVE, T-GUARD, UMIPOISE are registered trademarks of Pickering & Co., Inc.,

Address Dept. D108 for a free copy of IT TAKES TWO TO STEREO by Walter O. Stanton.
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T ui-F1 HOUsE, where the stereo and mono systems
used to demonstrate hi-fi reproduction are made up
of standard components, we hear the frequent com-

ment:" That’s the kind of music I could enjoy in my home.
But why can’t they make complete cabinet instruments
that sound like what I hear from these components?"’

Well, that's something like the question: " Why can’t
American companies build automobiles like the European
cars?”’ American manufacturers czz build anything, so the
question is really, " Why don’# they build automobiles like
the European cars?’’ Or, *"Why don’t such companies as
Philco, or Zenith, or Magnavox build complete instru-
ments that deliver the kind of performance that can be
obtained from installations made up of components?”’

To get a picture of their reasoning, let’s look at the
automobile situation. As American manufacturers have
Jearned from their market researching, most of their cars
are bought by women (though paid for by men). What
determines a woman's choice? Whys, it is 1) her concept of
the impression she will make by being seen in it, and 2) the
convenience features it offers, currently such as automatic
gearshift, power steering, and power brakes.

Having decided that she will look charming in it, and
that she just loves the color, the chromium, and the
smooth way it steers and stops, the average woman is
loyal to the car of her choice no matter how much gasoline
it consumes, how many parts get loose as the nuts and
screws fall off, how many hours she wastes while the
garage repairs defective workmanship that should not
have left the factory, or how high the bills for correcting
the faults and failings of the car she chose. All those things
she forgives because her base of reference in judging the car
she bought was not performance, but appearance and fancy
features. And let’s face it, the foregoing also applies to
many men who choose their own cars.

First of all, in order to think of mechanical or electrical
equipment in terms of performance, one must have a work-
ing knowledge of it, or access to a source of information.
The only other criteria are impressive appearance and those
point-of-sale features which may prove to be unimportant,
or more trouble than they are worth.

In Europe, automotive engineers have developed their
designs around small, highly efficient engines, principally
because gasoline is so expensive. Since horsepower is low,
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Milton Sleeper discusses

the cars must be light, and so they are small. Being small,
they cannot accommodate the size and weight of mech-
anisms required for power steering, power brakes, auto-
matic shift, and button-operated seats and windows.
Neicher is there spare power to drive the big generators
needed for all the lights and devices that have been added
to American cars. But they have worked out chassis con-
struction, brakes, and spring suspensions that are com-
fortable, safe, and so superior to our designs that the little
Volkswagen, for example, can travel on bad roads and
deep snow that stop our heavy, high-power cars. The
more you study the performance of automobiles, taking into
account the original purchase price, cost of operation and
repairs, roadability, and safety, the more you wonder why
so many people buy American cars!

The choice between cabinet instruments and hi-fi com-
ponents presents a strikingly similar situation. Most of the
former are bought by women. What determines a woman'’s
choice? Almost without exception, it is her concept of the
impression the cabinet will make as a part of the furnish-
ings in her living room. As for the music it will produce -
the salesman’s assurance that it is a high-fidelity instru-
ment is confirmed by the label it bears, and it certainly
sounds better than her TV set.

Men who become interested in hi-fi have a different
approach. They look, listen, compare, and ask questions.
(Those who want to get music merely by plugging in a
cord and turning a switch are the exception.) Usually they
are engineers, or former GI's who were trained in radio
and electronics. They soon find that there is the same
difference of design philosophy between cabinet instru-
ments and components that there is between American and
European cars — the difference between designing for
appearance and sales promotion features, and for per-
formance and intrinsic value.

To carry the comparison one step further, there is a
greater demand for design-for-show in both automobiles
and audio equipment, even though design-for-performance
costs less. However, since the last war, the American
people are becoming more technically minded. They are
more concerned with the how’s and the why's of their
adjuncts to daily living, and their growing appreciation of
performance is reflected in the steadily increasing sale of
European cars and hi-fi compaonents.
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NEW STEREOPHONIC EQUIPMENT
HFB85: Stereo Dual Preamplifer is a complete stereo
control system in “‘low silhouette” design adaptable to
any type of instaliation. Selects, preamplifies, controls
any stereo source—tape, discs, broadcasts, Superb -vari-
able crossover, feedback tone controls driven by feed-
back amplifier pairs in each channel, Distortion borders
on unmeasurable even at high output levels. Separate
lo-level input in each channei for mag. phono, tape head,

mike. Separate hi-level inputs for AM & FM tuners &
e FM Multiplex. One each auxiliary A & B input in each
channel. tndependent level, bass & treble controls in
each channe! may be operated together with built-in

clutech. Switched-in  loudness compensator. Function

Selector permits hearing each stereo channel individu-
ex pe r S ally, and reversing them; also use of unit for stereo or

monophonic play, Full-wave rectifier tube power supply.
5-12AX7/ECC83, 1-6X4. Works with any 2 high-quality
power amplifiers such as EICO, HF14, HF22, HF30, HF35,

HF50, HF60. Kit $39.95. Wired $64.95. Includes cover,
Sa HF81: Stereo Dual Amplifier-Preamplifier selects,
LI amplifies & controls any stereo source — tape, discs,
broadcasts—& feeds it thru self-contained dual 14W am-.
9 plifiers to a pair of speakers. Monophontcally: 28 watts
for your speakers; complete stereo preamp. Ganged level
| n - controls, separate focus (balance) control, independent
full-range bass & treble controls for each channel,
Identical Williamson-type, push-pull EL84 power ampli-
fiers, excellent output transformers. ‘‘Service Selector’
switch permits one preamp-control section to drive the
e e S u S a re internal power amplifiers while other preamp-control
section is left free to drive your existing external ampli-

fier. Kit $69.95. Wired $109.95. Incl. cover.

MONAURAL PREAMPLIFIERS (stack 2 for Stereo)
NEW HF65: superb new design, Inputs for tape head,
microphone, mag-phono cartridge & hi-level sources. IM
distortion 0.04% @ 2V out. Attractive “low silhouette”
design, HF65A Kit $29.95, Wired $44.95, HF65 {with power

supply) Kit $33.95. Wired $49.95,
World-famous inF[g%):C;Kieral;thfﬂmostts%):‘pensive preamps’ — Marshall,

. Kit $24.95, Wired $37.95, HF61 (with :
EICO advantages ) ' power supply) Kit $29.95. Wired 554.92. v ;
guarantee your complete satisfaction: MONAURAL POWER AMPLIFIERS

1

F6 (use 2 for STEREO)
v . . . HF60: 60-Watt Uitra Li P A lifi ith
e Advanced engineering o Finest quality components Acro 10-330 Output Ximr.; “Gne of the bestperfarming

. " . . amplifi X' t; Al s
z "Begmner-Tested. easy step-by-step instructions plifiers extant; an excelient buy,” AUDIOCRAFT Kit

Report. Kit $72.95. Wired $99.95. Cover E-2 $4.50,
e LIFETIME service & calibration guarantee

LG

HF50: 50-Watt Ultra Linear Power Amplifier with
extremely high quality Chicago Standard Output Trans-

]

>

o

former. identical i ;

« IN STOCK — Compare, then take home any EICO  EERUNCHENITARIERE RN I -
: b " : ; NEW HF35: 35.Watt Ultra-Linear Power Amplifier. |5
equipment—right “‘off the shelf''—from 1900 neighbor Kit $47.85. Wired $72.95. Cover E.2 s450. | Phrer 9
hood EICO dealers. HF30: 30-Watt Power Amplifier. Kit $39.95. Wired o

$62.95, Cover £-3 $3.95.

NEW HF22: 22.Watt Power Amplifier. Kit $38.95,
Wired $61.95. Cover E-2 $4.50.

NEW HF14: 14-Watt Power Amplifier. Kit $23.50.
Wired $41.50. Cover -6 $4.50,

MONAURAL INTEGRATED AMPLIFIERS
(use 2 for STEREO)
HF52: 50-Watt Integrated Amplifier with compiete
‘“‘front end'’ facilities & Chicago Standard Output Trans-
former. ‘‘Excelient value’’—Hirsch-Heuck Labs. Kit $69.95.
Wired $109.95. Cover E-1 $4.50.
HF32: 30-Watt Integrated Amplifier. Kit $57.95.
Wired $89.95, Both include cover.
HF20: 20-Watt [ntegrated Amplifier. ‘Well-engi-
neered’” — Stockhin, RADIO TV NEWS. Kit $49.95. Wired
$79.95. Cover £-1 $4.50.
HF12: 12-Watt Integrated Amplifier. ‘“Packs a
wallop" —POP. ELECTRONICS, Kit $34.95. Wired $57.95.
SPEAKER SYSTEMS (use 2 for STEREO)
HFS2: Natural bass 30-200 cps via slot-loaded 12-ft.
split conical bass horn. Middles & lower highs: front radi-
ation from 812" edge-damped cone. Distortionless spike-
shaped super-tweeter radiates omni-directionally. Flat
45-20,000 cps, useful 30-40,000 cps. 16 ohms, HWD
36", 15%", 111'%"."Eminently musical; would suggest
unusual suitability for stereo.”—Holt, HIGH FIDELITY.
Completely factory-built: Walnut or Mahogany. $139,95;
Blonde, $144.95,
HFS1: Bookshelf Speaker System, complete with fac-
tory-built cabinet. lensen 8" woofer, matching Jensen
compression-driver exponential horn tweeter. Smooth
clean bass; crisp extended highs. 70-12,000 cps range.
Capacity 25 w, 8 ohms, HWD: 11" x 23" x 9", Wiring
time 15 min, Price $39.95.
FM TUNER

HFT90: surpasses wired tuners up to 3X its cost, Pre-
wired, pre-aligned, temperature-compensated *‘front end’
— drift-free. Precision ‘‘eye-tronic’’ tuning. Sensitivity
1.5 uv for 20 db quieting — 6X that of other kit tuners.
3 Response 20-20,000 cps 1 db. K-follower & multiplex
e outputs. ‘‘One of the best buys you can get in high

D— Speaker System HFS2 fidelity kits."” — AUDIOCRAFT KIT REPORT. Kit $39.95°.
36" H x 15" W x 113" D Wired $65.95*. Cover $3.95.

nc

FM Tuner HFT90

Copyright 1958 by Electronic Instr. Co,

Stereo
Amplifier-Preamp
HF81

Ko S

Bookshelf
Speaker System
HFS1

Add 5% in the West.

Monaural Integrated Amplifiers:
50, 30, 20, and 12-Watt

® LESS COVER, F. €. T. INCL.

Monaural Preamillﬂels:

(stack 2 for Stereo) EICO, 33-00 Northern Bivd., L.1.C. 1, N. Y. HH-I

| SHOW ME HOW TO SAVE 50% on 60 |
| models of top-quality equpment as |
| checked below. O Hi-Fi I
| O Test Instruments O Ham Gear. I
Monaural Power Amplifiers: & - Send FREE literature & name of neighbor-
s :250'. 225l.|:d }4-Wl(t 2 - : | hood EICO dealer. |
(use 2 for Stereo| I I
: ADDRESS. .................... ArYYYD) ) O |
Over 1 MILLION EICO instruments in use throughout the world. l cITY STA.TF )
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THE HI AND

The Art of Listening: "My hus-
band,”” our hostess was saying, ‘‘has
spent over two thousand dollars on hi-fi
equipment and he doesn’t care for music!”
We had brought our coffee into the living
room of the small Manhattan Eastside
apartment and were waiting quietly and
expectantly while our host prepared the
first number on the program. Cocktails and
dinner had been excellent, the conversation
stimulating, and now a little Mozart or
perhaps the Modern Jazz Quartet would
have been agreeable indeed. Suddenly the
unearthly scream of a diesel locomotive
horn shattered the stillness as the cups and
saucers we were holding clattered onto the
glass top of the coffee table; at once the
living room was wildly alive with the
thundering bedlam of the New York Cen-
tral railroad yards at rush hour. There
were the clickety-clack of a slow moving
freight (sure enough, moving from right
to left and disappearing), clanging warn-
ing signals sweeping across the speakers,
distant cries of the yardmen, and finally
the onrushing approach of the Twentieth
Century Limited.

This madness continued for over an
hour with stereo tapes of new-born babies
crying, dogs baying, cats fighting, the
Queen Mary sailing, racing cars screeching
until the distraught neighbors upstairs al-
most succeeded in cracking the ceiling with
the blows of what must have been a sledge
hammer kept for these occasions. "I think
we'd better have a little music, dear,’ our
hostess warned her husband. *‘Play that
new stereo disc of The Pines of Rome.”” And
while he proudly switched from tape to
the newly acquired stereo arm and car-
tridge, she confided that our host was
really very fond of this piece as he was
especially enchanted by the sound effect of
the nightingales heard in the third section.

After sanity had been restored by the
Respighi (played perforce at normal list-
ening volume for the dimensions of the
room), our hostess showed us their tape
and record collection. On separate shelves
that might have been labeled “‘his’* and
“hers’’ were dramatically displayed two
violently opposing tastes of hi-fi enthusi-
asts. On his, of course, were the noise
makers, the calamitous collection of cu-
riosities — interesting enough for five min-

1959 ﬂ'-ji yearéooé .gddue

utes, perhaps, but surely not the stuff for
which the wonders of hi-fi were made to
serve. Confronted and detained on a Sunday
drive by the same realistic effects to be
found on his slow moving freight train
tape, our host would very likely flare up
into a state of near apoplexy.

On the other hand, our hostess’ shelf
displayed a modest but intriguing selection
of her favorite music ("I play them usually
in the afternoon,”’ she smiled). She was, it
seemed, a person with a variety of musical
interests. There were some original cast
recordings of Broadway shows, some /ieder,
several tapes and records of operas, sonatas,
and chamber music, and a few works for
full orchestra. It was obvious that the
hi-fi system did, after all, give her much
pleasure; it was apparent, too, that she
was not concerned with just noise surging
from the two expensive speakers, spectacu-
lar as it might be. Her delight was with
the aesthetic possibilities of hi-fi: the most
exciting method yet devised to reproduce
the reality of the sound of music.

In her collection were no gimmicks, no
forays into the mysterious realm of mathe-
matically contrived musique concréte, as the
French call it (that weird electronic con-
glomeration of pulsating blurps, re-echoing
hums, and subdued ominous sirens that
reminds one of nothing so much as the
internal turmoil of faulty plumbing).

"I think my husband will throw his
toys away soon and begin listening to
music. I do hope so,”" said my hostess, as
she handed me a steadying highball. And I
could see how happily she will welcome
that day when their hi-fi system would
function as a noble instrument, and aban-
don its schizophrenic ability to behave as
a housed monster,

The State of Stereo Tape: Tape enthusi-
asts will be as disappointed as we are to
note that there is only one page of stereo
tape reviews in this issue. There are sev-
eral reasons for this. First of all, it seems
that the current excitement over the new
stereo discs has created throughout the
tape industry a state of major indecision.
Most of the budgets for advertising are
being apportioned for the promotion of
this newest adjunct to hi-fi to the detri-
ment of stereo tapes. The explanation of

the publicity departments is that the tapes
are just ‘‘not in demand’’. Naturally they
won't be bought if they aren’t promoted.
Secondly, many of the tape companies —
even the majors — cancelled their tape re-
leases schedules for the summer months, and
many of the rapes that did arrive were of
such trivia that they didn’t rate the use of
space for criticism. Thirdly, and most im-
portant, is the problem of obtaining review
copies at all from certain of the companies.
This tendency on the part of some promo-
tion departments to take the attitude that
tapes are too expensive and specialized a
commodity to justify an allotment of cop-
ies for review is surely a short-sighted and
even a disastrous policy. One company,
which releases some of the finest stereo
tapes on the market, incidentally, has con-
sistently refused to allocate any review
copies whatsoever; the critical coverage of
this label that has appeared in Hi-Fi
Music for the benefit of our readers has
been accomplished at considerable incon-
venience, and at our own expense.

Now that the tape catalogues are finally
being fattened by more interesting and out-
of-the-way repertoire (and not just by the
over-recorded standards that are sure-fire
sellers), we are more anxious than ever
that these releases be adequately covered.
We have every hope that future issues will
contain more and more reviews of stereo
tapes: the most faithful medium yet de-
vised for reproducing recorded sound.

So Lo the Fi: It wasn't many months ago
that we were bemoaning the fact that *‘col-
lector’s items’ were hard to come by on
LPs and tapes. It seems now that this void
is rapidly being filled. Angel's contribu-
tion, "‘Great Recordings of the Century’’,
is a superb example. Nostalgia will always
create a demand to hear the immortal discs
of the past; fragile as their sound may be,
it is wondrous what a good hi-fi pick-up
can accomplish in evoking from their
grooves the lost grandeur of another age,
especially when it comes to vocal music.
Recording has become a glorious art, and
Thomas Edison surely foresaw its future
when he termed his New Diamond Disc
Phonograph ‘‘the phonograph with a
soul"".

— DoucLass Cross
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An engraving by Paul Revere for the *New England Psalm Singer”, William Billing's *“musical declaration of independence””, published in 1770

The Heritage of e American <M usic

In 1860, Walt Whitman Wrote of the Songs of the People Who Built
Our Nation —a New Music, Naive, Full of Gusto and Vitality

[ hear America singing, the varied carols I hear;

Those of mechanics — each one singing his, as it should be, blithe
and strong;

The carpenter singing his, as he measures his plank or beam,

The mason singing his, as he makes ready for work, or leaves off work;

The boatman singing what belongs to him in his boat — the deck-
hand singing on the steamboat deck;

The shoemaker singing as he sits on his bench — the hatter singing as
he stands;

The wood-cutter's song — the ploughboy’s, on his way in the morn-
ing, or at the noon intermission, or at sundown;

The delicious singing of the mother — or of the young wife at work —
or of the girl sewing or washing — Each singing what belongs to
her, and to none else;

The day what belongs to the day — At night, the party of young
fellows, robust, friendly,

Singing, with open mouths, their strong melodious songs.
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THE
GRASS
ROOTS

A Brief History of Our Musical Awakening; Portraits of
the Men Who Created America’s First Compositions — By Qliver Daniel

Americans long and consistently. We have, of

course, attempted to alter this opinion of ourselves
in recent years and have sent cultural emissaries to demon-
strate our artistic achievements. We are currently exhibit-
ing a dried sage bush, a rocking chair, and a football suit
at the Brussels Fair, and we have also sent abroad the
Philadelphia Orchestra, Marian Anderson, Yehudi Menu-
hin, Benny Goodman and many others. Tours of our
orchestras in Europe and the Near and Far East have
been resoundingly successful, but they have also brought
with them certain unavoidable criticisms. The fact that
the conductors and personnel have been largely foreign
born has at times intensified the opinion that our culture
is a product of money, with no other roots.

It is obvious that we have undersold our creative
product abroad, but it is even more striking that we have
done so at home — in fact, for a long period. We have
accepted this myth of America’s artistic inferiority as a
matter of course. As early as the 1790’s, Royal Tyler, in
his prologue to the first American play, stated:

All that aims at splendor and parade
Mast come from Europe and be ready made.

']jm: TERM ‘' cultural barbarians’* has been leveled at

The title of that play was **The Contrast’ and it pointed
up the conflict between our solid national qualities and
the foppish elegancies that were being imported into the
post-Revolutionary world.

People who think that our culture is new should be
reminded that it has been flourishing as long as settle-
ments have existed in America. A remarkable outbreak of
musical creativity took place in Boston as early as the
middle of the eighteenth century. A whole group of new
composers appeared. By practically every standard, the
early New England music is crude. It is amateurish and
simple, and if compared with the outpourings of Bach
and Handel, who were writing at the same time, it is
primitive indeed. Yet this was the music emerging from
entirely different root systems and designed to appeal to
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the sensibilities of a very differently conditioned people,
and it brought pleasure to its listeners and pleasure to the
men who created it.

While William Billings was not actually our first
composer, he was certainly one of the most remarkable and
influential of our early music-makers. Stimulated by his
efforts, his popular success and compelling personality,
a whole school of composers emerged in New England.
So highly did the people of that time esteem him that
they programmed his music along with that of Handel,
not only in Boston but as far away as Philadelphia. The
sparseness of theatrical life had made choral singing an
institution called **the singing school’’. It was something
of a local phenomenon. The singing masters, who were
usually composers of a sort, were often the most popular
citizens in their communities. They composed on a kind of
do-it-yourself plan. It was something like the fad that is
currently popular but it was taken for granted in those
post-Revolutionary New England days. The famous char-
acter, the tinker, was often a composer as well as a fixer
of many things. Tinkers were handy men, they peddled
their wares about the countryside, and they carried oblong
leather-bound singing books as staples and highly saleable
items.

Among those who belonged to the compose-your-own-
hymn-tune group, we find a tanner, several school teachers,
a horse breeder, a carpenter, a blacksmith, various mer-
chants and even a judge. With their keen interest in trying
their hands at a great variety of things they made the
““how-to"" article and book very popular. Even Benjamin
Franklin wrote a little ‘*how-to’’ book called ‘* Advice
to a2 Young Man on the Choice of a Mistress'’.

It is difficult to determine just how many men were
actually trying their hand at composition at this time,
since many hymn tunes appeared anonymously in various
collections, but there were between 25 and 30 who were
sufficiently distinguished either to have whole collections
of their works printed or to be included in the collections
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The remarkable Supply Belcher: a justice of the peace, school teacher,

musician, and member of the state legislature

appearing in this thircy-year span following the Revolu-
tion. It is significant to note that the work of these men
was constantly performed and, in fact, that all of the
music played at this time was contemporary.

The most remarkable thing about this musical effusion
is that it happeaed in a community the population of
which ranged from about 30 thousand at the time of the
Revolution to 43 thousand in 1820. It is interesting to
note that no such creativity existed in any of the other
colonies, with the exceptions of the German settlements
in Pennsylvania and North Carolina. No group of native
composers came on the scene in New York, Philadelphia,
or Charleston.

While Boston, and in fact all of New England, relished
the music of its early composers, it was driven into almost
complete oblivion. The ** better music boys’’, the academi-
cally trained composers who came in ever greater numbers
from Europe, all pointed out the errors and crudities of
this early music.

By 1810, Johann Christian Gottlieb Graupner had
organized a group of musicians into an orchestra called the
Philharmonia in order to practice works of Haydn. In
1815, he and two colleagues invited the interested Bos-
tonians to meet in order to consider ‘‘the expediency of
forming a society for cultivating and improving a correct
taste in the performance of sacred music, and also to intro-
duce into more general practice the works of Handel,
Haydn and other eminent composers'’. In April, the Han-
del and Haydn Society was formed. Works of local com-
posers were no longer programmed. The burst of home-
spun composition that seemed so bright suddenly ended.

Suddenly a situation developed in which the culture
was purchased rather than grown. The imported product
was substituted for the native one. As new composers

34

emerged they were well trained, but somehow in their
training, imitation seems to have taken the place of real
creativity. Most received a proper European-style train-
ing, but few developed anything akin to that burning
creative energy which seemed to tenant some of the earlier
men, nor were they able ever to establish such intense
communication and repporr with their audiences. While
in the East an urban tradition took over, the heritage and
tradition of the Billings group continued to flourish in the
South and the West, mixing and mingling with many
other influences, but combining with them and becoming
enormously important to the people who followed it.
It began to flow into the stream of popular art.

In a unique type of music script called “*shape notes'’,
this music began to emerge with the latest gospel hymns,
with elements of folk music; this, along with other
traditions of English hymnody, produced a further ad-
mixture in the South where the white and Negro spirituals
emerged.

But our earlier school of musical creation was dis-
couraged, particularly by the ‘‘better music boys™. In
the East it was killed off in the pursuit of elegance and
education. Lowell Mason, whom we respect as a pioneer
in American music education, was more distressed by the
errors in musical practice than he was appreciative of the
creative quality of the music itself. Strangely, this depre-
cation of our popular music still continues and it has
taken us a long time to reappraise and rediscover the vital
elements in our simple, homespun music.

Composer Charles Ives incorporated hymn tunes into
his symphonies, and so has Virgil Thomson. Henry Cowell
has based a whole series of ‘*hymns and fuguing tunes’’
on the style of these earlier composers. Otto Luening, Ross
Lee Finney, and William Schuman have all used Billings’
melodies as bases for their compositions. Aaron Copland
has rediscovered the wonderful melodies of the Shakers in
his ** Appalachian Spring’’. Thomas Canning has devel-
oped a rich and sonorous ‘‘Fantasy on a Tune of Justin
Morgan’'.

The earliest creators who evolved this simple music
were fascinating men indeed. Let us for the moment con-
sider the life and music of some of these creators and their
position in the world about them.

The first and most colorful of these early music makers
was William Billings. This eccentric was a man of unusual
individuality. His character has appealed to both writers
and historians. But so little of his music has been available
until recently that contemporary musicians have not been
able to form any judgment. Billings was born in Boston,
on October 7, 1746. As a boy, he was apprenticed to a
tanner. In 1769, he opened a singing school and the follow-
ing year published the first of his six books. He married
once, and his wife bore him nine children. He bought a
house, in which he wrote, printed, bound and sold his
music. He established an independent musical society and
fostered one in Stoughton that is still active today —
the oldest musical society in America. His engraver was
Paul Revere, who, five years after cutting the pages of
The New England Psalm-Singer, rode into history in a
fashion more dramatic than any musical activity could
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Below: The title page of an early collection of choruses by Thomas
Billings, first and most colorful of early American music makers

Below, right: One of Billings’ most popular works. He
wanted bis music to be ‘most majestic’’ and 'so exceeding
grand'’ that it would cause the floors to tremble
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A man of burning independence, Billings proclaimed:
“‘Nature is the Best Dictator, for all the hard, dry rules will
not enable any person to form an Air without Genius.
Nature must inspire the thought.”” He wanted his music
to be “*most majestic’’, and *'so exceeding grand’’ that it
would cause the floors to tremble. At times he achieved
an eloquent and poignant expression of quiet grief, colored
by the almost Gothic bent of the Puritan soul. His deeply
moving David’s Lamentation and the sorrowful Fare You
Well My Friends are both highly dramatic bits. His Lamen-
tation Qver Boston is a remarkable product of our early
Revolutionary days. It was written during the siege of
Boston, while both he and Revere were a mere nine crow-
flying miles away, in Watertown. Here he ‘*sat down and
wept’’, as he poured out his lament:

Was not the day dark and gloomy
The enemy said, let us draw a line even from York
t0 Canada.

In his anthem called Resrospect, Billings wrote of the weari-
ness of war and the arrival of peace; and in another an-
them, Independence, he celebrated the peace the nation had
now attained.

Proclaiming his own musical independence, Billings
declared that he was not ** confined to any Rules for Com-
position by any that went before”” him. With a kind of
unfettered energy, he wrote an Encomium on Music in the
preface of his “‘Singing Master’s Assistant’’, which he
completed in 1778. He expressed his burning faith in and
devotion to music, saying:
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““Perhaps some of my graver readers may conclude, {
am possessed with a Musical Enthusiasm, if I insist too
much upon the marvelous — That I am a Musical Enthusi-
ast I readily grant, and I think it is impossible for any of
its true Votaries to be otherwise; for when we consider the
many wonderful effects which music has upon the animal
spirits, and upon the nervous system, we are ready to cry
out in a fit of enthusiasm! — Great art thou O MUSIC!
and with thee there is no competitor’’.

Less well known than Billings were two of his follow-
ers, Supply Belcher and Jacob Kimball. Until recently,
their work was completely unknown except to the few
who bothered to look them up in libraries where their
works were to be found. Very few original copies of their
works remain; in most instances contemporary editions
are the only ones available.

Supply Belcher was born in the little town of Stough-
ton, Massachusetts, where Billings had conducted his sing-
ing school. His birth date is April 10, either 1751 or 1752.
He became a distinguished man — a justice of the peace,
school teacher, musician, and member of the state legis-
lature. He lived among that ingenious lot of early Ameri-
cans — tanners, comb-makers, inn-keepers and horse-
breeders — who, sharing the common attribute of versa-
tility, became our first composers. Their music was so
integrated with the patterns of life in our young country
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that it constituted a true folk expression.

At the outbreak of the Revolution, Belcher fought in
the Continental Army. He later kept an inn — the old
Ingraham House in Stoughton, which he bought in 1778
and turned into a tavern. It had been known for years as a
meeting place for local singers, and diaries that in earlier
times recorded a “‘sing at Ingraham’s’’ now changed to a
‘‘sing at Belcher's

In Stoughton, music achieved great importance. Sing-
ing gatherings had been organized long before William
Billings arrived to inspire the town. But soon after he
organized his classes there, men and women began to
write their own hymns, songs and anthems. His con-
tagious enthusiasm may have stimulated Supply Belcher,
who had sung in Billings’ classes, and who, like nearly
all the singers, was fascinated with the new style of
fuguing music that Billings introduced.

As Belcher began to compose, he followed the style
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of the Singing Master. It was crude, simple, unaffected,
but deeply moving music; social as well as religious. He
wanted to *'promote the innocent pleasures of the com-
munity. . . .”" He'aimed at originality . . . as much as
possible”’, and hoped mainly for *‘approbation’’ from ** the
candid judges of Music’’. They approved, indeed. They
lavished the highest praise on him by likening him to
Handel.

After the Revolution, Belcher moved to Maine, and
lived out the remainder of his days in the town of Farming-
ton. Here, in 1794, he completed his book, ** The Harmony
of Maine’’, which was printed by Thomas and Andrews,
of Boston. The simplicity of Belcher’s music is akin to
that of the white clapboard New England churches on the
village greens. Not only is his music historically impor-
tant, but it is work of distinct beauty. How snobbish it was
of the nineteenth century to deflect interest from such
music merely because it violates harmonic rules.

The most subtle and poetic of all of the New England
composers was Jacob Kimball. Yet he hardly affected the
broad stream of American music at all. His entire musical
output was contained in two slender volumes: ** The Rural
Harmony'’, published in Boston in 1793, and ** The Essex
Harmony"’, published in Exeter, N. H., in 1800.

The pattern of Kimball's life was singularly different
from that of most of the other men who made music about
him. He never married, and was in a sense the first Bo-
hemian among our composers. The Reverend William
Bentley of Salem, Massachusetts, who knew Kimball well,
remarked that ‘‘this young man was very amiable until

he became addicted to intemperance’. Unfortunately, he
became a roaring drunkard, and died in the Topsfield
almshouse in 1826.

He had been born nearby, on February 22, 1761, close
to the fields where the Salem witches had been put to
death. At fourteen, he became a drummer in the Continen-
tal Army, and five years later he was graduated from
Harvard. So far, fair Harvard has taken little note of its
first composer.

After graduation he studied law, and was admitted to
the bar in Stratford, N. H. He studied music with Hans
Gram, a Dane who had settled in Boston, and who was
probably more thoroughly schooled in the technique of
composition than any other musician in the city.

Kimball's music is unmistakably poetic. Despite his
Harvard education, he really did not belong to the ** better
music’’ group, who bowed only to imported models. He
possessed a truly creative instinct. “‘In good music’’, he
wrote, ““as well as in good poetry, or in any other species
of good writing, there are different styles; some of which,
though they may not, at first hearing, command a very
favourable opinion, upon being often performed and ren-
dered familiar, will please more, and longer, than others
which were thought superior; hence, the impropriety
and injustice of hastily rejecting, as worthless and insig-
nificant, such music as may be composed out of the com-
mon style.”’

No ordinary tune-monger was Kimball. As 2 musician,
he was a poet. But as a poet, we can scarcely say, con-
versely, that he was a musician. He wrote numerous hymn
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In “*shape notes”

, American music began to emerge with the latest hymns and fztgzng tunes. Modern American composers such as Charles Ives, Virgil

Tbam.ran Aaron Copland, Henry Cowell, and William Schuman have incorporated these melodies as bases for their works
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texts, but they manifest no distinction. His musical frag-
ments, on the other hand, have a compelling quality, and
seem, in their brevity, to achieve something analogous
to the lyrics of Emily Dickinson.

There were others in this scene whose work was also
significant. Oliver Holden, while not as dynamic and
original as Billings nor as poetic as Kimball, nevertheless
wrote music that was sung widely. His tune Coronation
is still sung and appears in numerous hymnals at the pres-
ent time. Louis Edson was also a composer of importance,
and it was his work more than that of Billings that stimu-
lated Henry Cowell and intrigued him with the possibility
of recreating music of this early period.

Among the talented amateurs, we must count a signer
of the Declaration of Independence, Francis Hopkinson,
who was unquestionably one of the most versatile men
of his age.

Throughout the South and West, ‘*Singing Billy’’,
-— that is, William Walker — composed many hymns and
choruses that are of striking beauty. Such wonderful

melodies as Poor Wayfaring Stranger, Saint’s Delight, Won-
drous Love, and Amaging Grace came from shape note
hymnals compiled by Walker and others like him. De-
spite the fact that so much of this material has a religious
background, one must remember that the environment
of the camp meeting — the gathering about bonfires,
in forests and fields, or even in simple frame meeting
houses — that took place when much shape note music
was evolving and being sung, is vastly different from
the awe-inspiring spirit of the Gothic cathedral, the
mannered baroque churches of central Europe or the
Byzantine splendor that have brought about other re-
ligious evocations. Shape note music seems much more
closely related to everyday life, to ordinary happenings
and to the general core of American life at that time.
In this music we find some of the indigenous grass roots
of our American culture, roots from which have sprung
the white and Negro spirituals, folk songs, popular songs
and ballads, much of our ‘‘serious’’ music and even, alas,
some of our singing commercials.
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There Is a Treasury of Recordings Await-
ing the Collector; Here Is a Survey to
Help Compile 2 Well-Rounded, Expan-
sible Basic Libtary — By Robert Sherman

listed in the current LP catalogues? If my bleary

eyes did not deceive me, the count I made was

just short of nine hundred! This staggering figure is just
one of the many indications of the remarkable folk music
““revival’’ which has been sweeping the nation for the last
two decades. This renewed interest in our own folk music
and in that of the world’s peoples as well — has also
been reflected in many other ways: in the publication of
dozens of folk music collections (such as the Burl Ives
Songbooks, and the delightful *‘Fireside’” albums), in
the ever-increasing popularity of folk and square dancing
in the larger cities, in the resounding successes of folk
artists in concert halls and nightclubs throughout the
country. Perhaps the clearest indication that folk music
has returned to the people has been the frequent invasion
of the hallowed halls of the ‘‘Hit Parade’” by folk and
semi-folk songs like Good Night Irene, Kisses Sweeter Than
Wine and Sixreen Tons. Tin Pan Alley seems to have admit-
ted at least partial defeat, and has almost given up the
practice of swiping melodies from the great composers
in favor of swiping them from the old folk songs (a recent
example of this was the wretched rock 'n’ roll version of
the wonderful spiritual He's Got The Whole World in His
Hands). Even the radio and TV admen have hastened to
capitalize on the folk tunes’ newfound appeal: Pepsi Cola
started the trend with their famous jingle based on the
old English ballad Jobn Peel, and today we watch the
Ballantine Beer figurines swaying to an old sea chanty

I IAVE You any idea how many folk music records are
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Can’t You Dance the Polka?, and listen to Hit Parade Ciga-
rettes putting on the pressure with Putting on the Style,
a satiric New England folk song.

If the evidences of this folk musicrevival areeverywhere
to be found, its roots are more diffuse and difficult to trace.
It seems safe to conclude, however, that the strongest
impetus came as a result of the Second World War. In the
preface to their entertaining pocket-book collection *‘ A
Treasury of Folk Songs'’, Sylvia and John Kolb wrote:
" Folk music has proved a potent method of broadcasting
ideas and expressing emotions . . . it has always flour-
ished in periods of upheaveal.”” Certainly the great world
conflict forced Americans into a re-examination and a re-
affirmation of their ideals, and the process fostered a new
interest and pride in all our achievements, musical and
otherwise. But far more important than any theoretical
concepts was the immediate need for folk song by the men
of our Armed Forces.

Things had been quite different in 1917: Major General
Leonard Wood had stated, *'It is just as essential that a
soldier know how to sing as that he should carry rifles
and know how to shoot them'’, and the War Department
had followed through with an unprecedented, highly
organized campaign to promote singing in the Army.
Professional song leaders were sent to the various camps,
thousands of copies of sheet music were printed and dis-
tributed, and mass singing was everywhere encouraged.
In the words of Edward Dolph, ‘‘Never before had the
inspiring sight of ten thousand soldiers singing in unison
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been witnessed in our army’’. And never again either,
for by the 1940's these practices had been discontinued,
and the men had to look to their own devices for their
music. To be sure, the inspirational and self-sacrificing
work of the Bob Hopes and Al Jolsons who entertained
the troops even at the front lines did wonders for their
morale, but the fact remained that there is a vast difference
between being sung to, and singing! The soldiers needed
music in which they could participate, they wanted songs
with sincerity and real group spirit. Is it any wonder,
then, that they turned to folk music, which for centuries

had been answering just these basic desires? Alan Lomax
notes in his definitive volume ‘‘Folk Song, U. S. A.”":
** When the people of this country, under the impact of the
war against fascism, looked about them for songs which
reflected their equalitarian and democratic political prin-
ciples, there came a sudden rush in the popularity of
American folk music’’. Thousands of soldiers who had
never heard of folk music before, or, to be more accurate,
who had never been consciously aware of it as such, grew
to love it and returned to civilian life determined to hear
more. To quote Mr. Lomax again: “"Every passing day
indicates that this quickening of interest in homemade
songs is no temporary fad, but the advance ground swell
of an important cultural movement’'. How prophetic
were those words, penned in 1947! No longer is folk music
treated patronizingly, no longer is enjoyment of it the
province of a few “‘arty’’ cliques in the big cities — not
when Pete Seeger can fill Carnegie Hall to capacity, and
Harry Belafonte can sell a million records of a Jamaican
work song. And not when, as we pointed out earlier,
there are nine hundred folk LPs listed in the current
catalogues.

Actually, the recording of folk material is far from a
recent development. Indeed the first message to be cap-
tured on Edison’s primitive cylinder phonograph was
Mary Had 4 Little Lamb, and another nursery rhyme,
Twinkle, Twinkle Little Star became a big hit in England
when Emile Berliner first demonstrated his invention of
the flat disc in 1889. Nonetheless, it was not until the late
Thirties that the systematic production and nationwide
distribution of folk records in this country marked the
beginning of a new era of widespread public appreciation
of traditional music.

A pioneer in the field was Moses Asch, who founded
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Asch Records in 1939 and later was also associated with
the Stinson and Disc labels. Other enterprising companies
(such as Musicraft, Keynote and General) also began
issuing folk releases, and by the middle Forties their discs,
in conjunction with the many valuable field recordings
undertaken by the Library of Congress, formed an impres-
sively representative sampling of our American folk music
heritage.

In 1947, Moses Asch organized the Folkways Record
Company and began turning out recordings of authentic
folk music on a much larger scale. Asch did not hesitate
to present little known performers Chis most successful
protégé being Pete Seeger), and he also dared to produce
in profusion educational discs of esoteric, seemingly
“‘unsellable’’ material. (We must tip our hats to any com-
pany courageous enough to bring out collections, say, of
“Wolof Music of Senegal and the Gambia' or *'Folk
Music of the Amami Islands’’!) His gamble paid off, how-
ever, and the releases steadily mounted up until today
Folkways' catalogue of over 350 albums stands unchal-
lenged as the largest, most varied, and in general the most
reliable source of authentic folk music from all over the
world.

In more recent years, several other companies have also
done yeoman'’s service in making folk recordings available
to the American public. Elektra’s first release appeared in
1950, and the company has since gained an enviable repu-
tation for producing discs of the highest sonic quality.
Relying much more heavily on name performers and clever
merchandising ideas than does Folkways, Elektra has
managed for the most part to produce commercially suc-
cessful discs which are also artistically satisfying. Their
current catalogue lists some sixty titles.

Other important sources of traditional song are River-
side Records which has produced about 80 fine folk albums
in the last three years, Tradition Records, founded two
years ago by actor-musician Patrick Clancy, and Monitor,
which first began releasing folk material in earnest only




about a year ago, but already boasts a distinguished
collection of songs and dances from many nations of
Eastern Europe.

Along with these companies that have devoted a major
part of their catalogues to folk music, Vanguard, Decca,
Angel, Victor, Columbia, Capitol, Westminster and others
of the larger labels have also a considerable number of
excellent folk releases to their credit, including those of
some of the very popular, big-name singers like Marais
and Miranda, Burl Ives and Harry Belafonte.

A veritable embarrassment of riches faces anyone who
wants to build up a collection of folk recordings. It is
hoped that the brief survey which follows will help the
layman find his way through the mass of available record-
ings, and compile the nucleus of a well-rounded, and
above all an eminently expansible basic library of Ameri-
can folk song.

We should perhaps make clear at the outset that folk
recordings fall into three basic divisions: the ethnic, or
field recordings which essentially are the only truly
“authentic”’ reproductions of folk music; the traditional
style performances of professional folk singers; and the
sophisticated concert interpretations of highly trained
musicians. It is not the purpose here to discuss the relative
merits of these three types, except to suggest that the test
of a valid and meaningful performance is the degree to
which it captures and conveys the basic emotional content
of a given song — whether the singer happens to be a
farmer in Kentucky or a star of the Metropolitan Opera.
For the reason, however, that the list which follows is
intended primarily for the new folk music enthusiast,
rather than for the connoisseur or the serious folk scholar,
ethnic albums have not been included. Instead the concen-
tration is on recordings which have more immediate
appeal and are musically more satisfying to the average
listener, while still, of course, retaining a true folk flavor.
(It goes without saying that anyone who has been spurred
on to a desire to hear some of this traditional music in its
purest form should turn to the many valuable field record-
ings on the market. They do not make easy listening, by
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any means, but they offer a unique insight into the very
essence of traditional music making.)

Because so many of our American songs have their
roots in British balladry, I have also listed several albums
containing English as well as American music. Spanning
a wide range of topics and performing styles, these record-
ings have in common that innate sincerity and honest
expressiveness which characterize the music of all the
world’s peoples.

1. " Our Singing Heritage’': (Elektra EKL 151). This
lively sampler-type disc presents a cross-section of Ameri-
can ballads, blues and spirituals, and offers also a good
introduction to the styles of eleven fine young folk artists,
including Paul Clayton, Peggy Seeger, Pat Foster, Lori
Holland and Ellen Stekert.

2. " Frontier Ballads': Pete Seeger (Folkways FH
5003). One of America’s most versatile and dynamic folk
musicians, Seeger has recorded over a score of first rate
discs for Folkways. One of his best is this two-record
album containing 2 comprehensive collection of songs
of the miners, railroad men and settlers who made the
dream of a Promised Land come true in the old West.

Another fine Seeger disc is ** American Favorite Bal-
lads™ (Folkways FA 2320), with lively versions of seven-
teen of our most popular songs, including Down in the
Valley, Frankie and Jobnny and The Big Rock Candy Mountain.

3. ""Carnegie Hall Concert”: Pete Seeger and Sonny
Terry (Folkways FA 2412). Actually recorded on lccation,
this colorful collection gives further evidence of Seeger's
winning way with an audience. He is joined in three
exciting numbers by another great folk artist, the blind
harmonica virtuoso Sonny Terry.

4. ""Love Songs and Carols’’: John Jacob Niles (Tradi-
tion TLP 1023). Purists object strenuously to Mr. Niles’
extremely dramatic, almost histrionic manner, but his
performances have a haunting, strangely appealing qual-
ity. Included are many of his own compositions which
have become folk standards, such as Black Is the Color,
Venezuela and I Wonder As I Wander.

5. "'The Great Carl Sandburg” (Lyrichord LL 66).
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The unique interpretations of this noted scholar had long
since been out of print until this disc was released a few
years ago. Like that of John Jacob Niles, Mr. Sandburg’s
singing is full of exaggerated **effects’’, but his perform-
ances are nonetheless compelling and entirely convincing.

6. "“The Wayfaring Stranger’’: Burl Ives (Columbia
CL 628). Burl Ives was one of the first folk singers to
attain national popularity, and over the years he has
recorded hundreds of folk songs of every description.
Unfortunately, many of his more recent discs have shown
a distressing tendency toward hoked-up, *‘cute” arrange-
ments, and my favorite remains this fine set of American
and English ballads he recorded a good many years ago.
Of the twenty-six selections, Mr. Ives’ performances of a
lovely Troubadour Song, Little Mobee, and the lilting Bonnie
Wee Lassie are especially enjoyable.

7. “*Josh at Midnight'’: Josh White (Elektra EKL 102).
Another veteran folk singer, Josh White made his first
recordings back in 1929 for the American Record Com-
pany, and his popularity has continued unabated to the
present day. My favorite Josh White set (a 78 album
entitled **Strange Fruit'") was reissued on LP by Decca,
but has since been withdrawn. Of his currently available
releases — and there are quite a number — perhaps the
most representative is this collection of Blues and Spir-
ituals. Included are such White specials as Saint James
Infirmary, Timber and One Meat Ball.

8. ‘‘Richard Dyer-Bennet’’ (Dyer-Bennet Records DYB
1000 and DYB 4000). The elegant performances of this
modern troubador are stamped with an exceptional blend
of artistry and musical integrity. Dissatisfied with the
technical quality and the limited scope of the repertoire of
the many recordings he had made through the years, Dyer-
Bennet founded his own company not too long ago, and
proceeded to produce a quartet of superlative discs, su-
perbly sung and flawlessly engineered. All four are highly
recommended, although the first and fourth discs hold a
slight edge because of the especially interesting selection
of material. Highlights of DYB 1000 are the cleverly satiric
Vicar of Bray and the intensely powerful Lonesome Valley,
while DYB 4000 contains many popular favorites, includ-
ing Waltzing Matilda, The Fox and The Foggy, Foggy Dew.

9. “‘Susan Reed Sings Old Airs’’ (Elektra EKL 126).
Susan Reed is another warmly sensitive performer who
brings a high degree of musicianship to her interpretations.
This pleasing set presents many traditional tunes from
America and the British Isles, all performed with genuine
sentiment and charm.

Another beautiful recording by Miss Reed of Anglo-
American ballads (Elektra EKL 116) features rewarding
performances of Niles' Black Is the Color and the famous
ballad of Barbara Allen, and is further enhanced by the
positively sumptuous recorded sound.

10. “"Rock Island Line’’: Huddie Ledbetter (Folkways
FA 2014). The great Negro folk musician Huddie Led-
better, or more simply ‘‘Leadbelly’’, died in 1949, but
fortunately many of his earthy performances had been
captured on discs. His voice is rasping, almost unpleasant,
but his unquenchable spirit, and vigorous, forceful style

make his songs unique pieces of Americana. By far the
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most extensive compilation of his work is on the two-disc
set called “‘Leadbelly’s Last Sessions’’ (Folkways FA
2941/2), but an excellent sampling of his art is available
on this 10” disc. Included are Rock Island Line, Old Riley,
Shorty George, and nine others. The quality of sound is
acceptable, though far from good.

11. **Ballads and Blues'': Odetta (Tradition TLP 1010).
One of the most exciting of the younger generation of folk
singers, Odetta has an unusually deep and powerful voice,
which she uses with telling intensity. She seems most
at home with what might be termed **men’s songs’* (i.e.
sea chanties, work songs, prison ballads), and her per-
formances here of the chanty Santy Anno and the haunting
chain gang song Another Man Done Gone, as well as a group
of militant Spirituals, are outstanding.

Her second recording for Tradition, ‘‘Odetta at the
Gate of Horn (TLP 1025) also contains several memorable
selections, notably Midnight Special, Take This Hammer,
and the poignant Southern lullaby All the Pretty Listle
Horses.

12. “*Riddle Me This'’: Jean Ritchie and Oscar Brand
(Riverside RLP 12-646). An ingratiating collection of
English and American riddle and courting songs. Ritchie
and Brand make a fine team: their performances have
spirit and humor, their manner is fresh and highly appeal-
ing. Included are Jennie Jenkins, I Gave My Love a Cherry,
Billy Boy and many more.

13. ** American Love Songs'': Milt Okun and Ellen
Stekert (Riverside RLP 12-634). Two more bright young
American folksingers join forces for this completely charm-
ing collection of eighteen love songs and ballads. Many
favorites are here, including Jenmnie Jenkins, Spanish Is
the Loving Tongue and Ob No John, all performed with taste
and elan.

14. **Mark Twain'': Harry Belafonte (Victor LPM
1022). The inimitable Mr. B. needs no introduction to
American audiences. An indifferent success as a pop singer,
he took the country by storm when he turned to folk mu-
sic, and endowed the old songs with his forceful, uniquely
compelling style. Two new Belafonte albums (not received
at press time) will probably be in the shops by the time
you read this; in the meantime, my favorite remains his
first LP, containing his dramatic versions of John Henry,
The Fox, Mo Mary, and other English and American songs.

15. **Spirituals’’: Marian Anderson (Victor LM 2032).
In the great body of Negro Spirituals, America has pro-
duced some of the noblest expressions in all folk art. For
many years, Marian Anderson’s simple and profoundly
moving performances of these songs have known no peer.
Her longtime associate, Franz Rupp, accompanies at the
piano as Miss Anderson sings twenty-one Spirituals, in-
cluding Ler Us Break Bread Together, Decp River, and the
captivating He's Gor the Whole World in His Hands.

16. ““My Songs'': Roland Hayes (Vanguard VRS 494).
Like Marian Anderson, Roland Hayes is an artist of the
very first magnitude, and his performances glow with abid-
ing love and deep conviction. Mr. Hayes has written of
these Negro songs: ““The experiences from which they
have sprung have been so much a part of my life that the
songs have become a part of me. In that sense, they are
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"My Songs’.”" No one who hears Mr. Hayes’ interpreta-
tions of Little David, Two Wings, A Witness, or any other
of the seventeen Spirituals on this disc will have cause to
doubt his statement. Reginald Boardman provides the
sensitive piano accompaniments.

17. **Spirituals’’: The Tuskegee Institute Choir (West-
minster WN 18080). It was a collegiate group, the Fisk
Jubilee Singers, who first introduced Negro Spirituals to
the world in 1871, and since that time, Negro colleges have
maintained some of the finest choirs in the country. One
of these distinguished ensembles is the Tuskegee Institute
Choir, directed by William L. Dawson, and this album of
Negro songs makes varied and stimulating listening.

18. “"The World’s Greatest Gospel Singer'’: Mahalia
Jackson (Columbia CL 644). An outgrowth of the Spir-
ituals was the gospel song, more specifically concerned
with the conversion of sinners, and marked by pulsating
rhythms and a surging, frenzy-producing drive. By far
the most eloquent exponent of gospel music today is
Mahalia Jackson, and this album contains eleven of her
vibrant, electric interpretations, including Keep Your Hand
on the Plow and When the Saints Go Marching In.

19. "The Weavers at Home™' (Vanguard VRS 9024).
Carl Sandburg said of this dynamic quartet: ** The Weavers
are out of the grass roots of America. I salute them for

their great work in authentic renditions of ballads, folk
songs and ditties’’. They skyrocketed to fame in 1950
when their versions of Goodnight Irene and Tzena, Tzena
made the Hit Parade, and the success of their recent LPs
indicate that their popularity has not diminished. *‘ The
Weavers at Home'" features seventeen ballads and folk
songs, and is highlighted by fine performances of Yoz 0l4
Fool, Empty Pockets Blues and the lovely Every Night When
the Sun Goes In. Other Weavers specialties, like Wimoweb,
Suliram and the above mentioned Irene and Tzena are in-
cluded on two Vanguard discs taped during the group’s
Carnegie Hall Concerts (VRS 9010 and 9013).

It need not be stressed further, I think, that the fore-
going list is neither a definitive nor a conclusive one. The
restrictions of space have necessitated a somewhat arbi-
trary selection, and unavoidably many fine recordings —
no less worthy than those mentioned here — have had to
be omitted. Then too, every collection should obviously
be expanded to encompass a representative sampling of the
many superb recordings of folk music from all over the
world.

Nonetheless, I believe that a collection of American
folk records, built along the lines indicated here, can be the
foundation of a well-rounded basic library, as well as an
unending source of deep listening satisfaction.
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American Musical

The Glamor, the Excitement, the Music and the Romance of this Fabulous Ameri-
can Invention Is Here Documented from 1750 to 1958 — By Edward Jablonski

1kE Jazz and the western movie, musical

L comedy is considered an ‘‘American

art form''. In common with these also,
the musical is often subjected to scrutiny by
the compilers of Ph.D.’s, the professorial
seekers for significance in depth (by way
of “Themes™, *'Symbols’’, manifestations
of the gietgeist, and other socio-psycho-
logical secrets) so that too often the simple
fact of function and end result is lost. The
masical show, as are jazz and the horse
opera, is intended primarily to entertain.
And of course to make money — the art
is incidental.

Intellectual badminton, however, is
always stimulating and may even have its
limited value, but the bending of any art
form to fit a preconceived theory (what
might be called *“The Omnibus Approach™
or '‘Lenny’s Law’) succeeds better at
obscuring than explaining. All art, even
commercial art, is a product of its time,
reflecting what has been learned in the
way of techniques from the past, what its
creators know now, what the traffic will
bear in terms of money and materials, as
well as the ephemera of the day: fads,
personalities, politics.

There are many approaches to any
study of the musical (a term I prefer;
“‘musicals’’ are not necessarily ‘‘comedies’’
any more), but it seems that the one
important ingredient that lasts (and which
remains accessible in our memories and on
records) is the song. Production innova-
tions are important and may show up, with
further changes, in subsequent shows; a
star reigns for a season or two, spawning
many an imitator; the lighting, the cos-
tumes, direction — all these have their
moments and effect, but unlike the songs,
eventually disappear.

What really makes the American musi-
cal what it is is the excellence of the music
and lyrics. There is a good deal of fuss
today over the “‘book™, or “‘integration”’,
or ballet — all on a pretty high level —
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but these are not really new. The richest
period of the American musical actually
occurred in the Twenties (when the prob-
lem of the book was secondary; there were
good book shows during the Twenties,
however).

The musical as we know it today is the
product of a process of evolution, and of
assimilation from various sources, both
home-grown and foreign. While the musi-
cal's roots may be traced back to Europe
its final form owes more to the efforts of
such giants as Victor Herbert, Jerome
Kern, Irving Berlin, Ira and George
Gershwin, Vincent Youmans, Harold
Arlen, Cole Porter, and many others.
Building upon what had gone before, they
created something unmistakably American.

A Little Pre-history

Depending upon what point you wish to
make, the beginning of the musical in
America can be dated either from the New
York presentation of ‘‘The Beggar's
Opera’ in 1750, or the opening of “‘The
Black Crook™ in 1866. Whichever you
choose, you leave a gap of a hundred
years or so during which something must
have been happening.

"The Beggar's Opera’ was an English
import as was most of the colonists’ cul-
ture at the time. It was produced in Lon-
don in 1728; the satirical, cynical, book
was the work of John Gay, the music a
compilation of popular ballads, folk tunes,
and other borrowings by one Dr. John
Pepusch. This ‘‘ballad-opera’ struck a
strong blow, by use of satire and wit, for
native English opera, as opposed to the
imports from abroad.

Between ‘‘The Beggar’s Opera’ and
"The Black Crook’ one of the important
happenings was the Revolutionary War,
after which the new Americans had their
hands full building a new nation and little
time for the writing of musical entertain-
ments. Not that musical activity ceased;

there were composers at work in America
before, during, and after the Revolution,
and folk songs were always sung. Nor did
the theater die out completely. It just hap-
pens that no significant works in the
musical comedy vein appeared.

During the 1840's the minstrel show
enjoyed a profitable vogue, at the same
time introducing some purely American
elements into the mixture. Among these
were the folk humor of the Negro, dancing,
comedy dialogues, and songs. The songs
were rarely composed by Negro composers;
in fact the best of them were written by
our first great popular song writer, Stephen
Foster.

Born in Pittsburgh in 1826, Foster died
penniless in New York in 1864. Despite
the wide popularity of his songs Foster
realized very little income from them. Per-
sonal carelessness and a poor business sense
prompted him to sell the rights of his
songs outright for a fraction of their
eventual value. He even sold Swanee River
to Christy, of the Christy Minstrels, giving
the performer the right to publish the song
as of his own composition.

Foster's songs are now considered folk
songs; the simplicity of his melodies cap-
tured with unerring accuracy the mood of
the Negro song; his sprightly rhythms,
too, have a particularly folklike snap.

The minstrel show eventually disap-
peared from the American scene, but its
impress has remained. Its songs (besides
those of Foster) such as Dixie, Jump Jim
Crow, and Carry Me Back to O Virginny
(this last by the great Negro composer
James Bland), are now a permanent part of
our national heritage. And the figure of
the minstrel man later reappeared in the
guise of a Frank Tinney, a Lew Dockstater,
an Al Jolson or an Eddie Cantor, in all his
vigor almost a hundred years after the
Original Virginia Minstrels.

“The Black Crook"’ is often called the
first musical comedy because it combined
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for the first time the various services of
song, ballet, girls, and theatrical effects
(with the help of trap doors). **The Black
Crook’’ began as a melodrama into which
the girls were introduced by accident. The
Academy of Music that was to have served
as the show place for the newly arrived
French ballet burned shortly before they
were to have opened. Thus unhoused, the
ballet was worked into the production of
*‘The Black Crook'’, then in rehearsal at
another theater, Niblo’s Gardens. The
author fought this incursion by the ladies
— no gentleman he — even though it was
obvious in the rehearsal stage that his
melodrama, as it stood, was a sure flop.
Finally convinced, the playwright soon
became a wealthy man — thanks to the
presence of the girls. The '‘daring’ cos-
tumes caused denouncement and editorial-
izing, particularly in the New York
Tribune, which had not been given any
advertising. The paper’s editorials, how-
ever, only served to advertise the show —
gratis.

ences, the French (Offenbach), and Vien-
nese (Strauss), entered the mainstream of
the musical.

The influence of Gilbert and Sullivan is
still reflected in today’s musical, particu-
larly in the excellence of lyrics and the
highly skilled and appropriate musical
setting of them. When the melody is
closely and intelligently allied to the
words — both in turn being related to the
native speech — the result is the superior
kind of song identified with George and
Ira Gershwin, Richard Rodgers and Lorenz
Hart, Harold Arlen and E. Y. Harburg,
or with Irving Berlin and Cole Porter, who
supply both music and lyrics.

Though these men were affected by the
Viennese, French and English influences, it
is evident only indirectly in their work; the
traditions were kept more obviously alive
by such composers as Ivan Caryll, Edward
Solomon, Gustav Luders, Ludwig Eng-
lander, Gustave Kerker — all around the
turn of the century. In the operettas of
Victor Herbert, Franz Lehar, Oscar Straus,

Sigmund Romberg

Around this same time Tony Pastor was
beginning to evolve a family entertain-
ment out of the usually vulgar Bowery
variety shows, and began to lay the
groundwork for what later became the
“revue’’. Pastor favored the topical song
as the mainstay of the musical portions of
his show — this is something like setting
the local newspaper to music. Pastor also
introduced to the American public such
acts as Lillian Russell, Harrigan and Hart,
Weber and Fields, Montgomery and Stone.
Thus vaudeville and burlesque (not of the
later Minsky variety, but in the form of
broad satire) became associated with songs.
Pastor's heyday came in the 1880s, when
he opened his famous theater on New
York's Fourteenth Street.

Almost simultaneously — in 1879 to be
exact — the first Gilbert and Sullivan
comic opera to be produced in the United
States, ‘H.M.S. Pinafore’’, was enjoying
great popularity. Further foreign influ-
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Emmerich Kalman, Sigmund Romberg, and
Rudolph Friml these influences reached un-
usually high levels.

But further Americanisms were in-
jected by Harrigan and Hart, who upon
leaving Pastor’s, concocted a series of pop-
ular farces around the political rivalries of
the Irish immigrant and the Negro — the
“‘Mulligan Guards’ and the ‘‘Skidmore
Cadets”. Satirizing ‘‘the common man'’
was an innovation indeed, for the im-
ported operettas served up a good deal of
fluff about the high born — the princess
in disguise, the king who is really one of
the boys, and other such never-never
material. The first of the ‘‘Mulligan
Guard”’ shows was produced in 1879 and
continued in pretty much the same pattern
until Harrigan and Hart split up in 1885.
In passing, it should be noted that the
music for their songs was composed by
David Braham.

Further native impetus was notable in

the production of ‘A Trip To Chinatown"’
(1890) with songs by Percy Gaunt, a
couple of which are still sung: The Bowery
and Reuben, Reuben. John Philip Sousa,
though best known for his marches, com-
posed several musicals, the best remem-
bered of which was “‘El Capitan’" (1896).
With the beginning of the new century,
another indigenous flavoring came with
the personality of George M. Cohan.
Though his songs are little remembered
today (except for a couple of an aggres-
sively patriotic nature, and sentimental
effusions like Mary), Cohan’s musical
comedy character, in the image of himself
— cocky, brash, unabashed, a *‘go-getter™’
— caught the imaginations of the pre-
and post-World War I audiences.

Another pre-World War I entry was the
first of the '*Ziegfeld Follies’ (1907) which
was yet a few years away from its fabled
opulence of the Twenties, though its pro-
ducer, Florenz Ziegfeld, Jr., had already
made up his mind to translate the Folies
Bergere for American tastes, and to outdo
the variety-revue kind of show (‘‘The
Passing Show"’, an annual production) by
combining the best features of both. Zieg-
feld took the idea of good acts, spectacular
color and design, and staging, and added
some touches of his own genius, including
the glorified American girl, lightly clad.

Of course, in this kind of setting the
songs were of secondary importance. Also,
Ziegfeld seems to have been cursed with a
tin ear and though he was to commission
scores from the most talented composers,
he could not recognize a good song when
he heard it. (In fairness, however, he did
produce shows of musical merit, among
them ‘‘Rio Rita’’, ‘“‘Rosalie”’, and ‘‘Show
Boat’"). But Ziegfeld's real genius lay in
the picking of talent — Anna Held, Eddie
Cantor, Will Rogers, Marilyn Miller, W. C.
Fields, Fannie Brice — and, with the help
of his designer, Joseph Urban, had a good
eye for stunning production numbers and
lavish costuming.

By the time of World War I, the stage
was set for the advent of the truly Ameri-
can musical. Those elements from abroad
which best suited the composers were
assimilated, transformed and adapted to
American manners and tastes. Bits and
pieces from the extravaganza, spectacle,
farcecomedy, burlesque, pantomime, op-
eretta, light opera, the minstrel show,
ballad opera, vatiety, and revue — all
were blended into a typically native prod-
uct. In 1914 Irving Berlin, an East side
troubadour, was represented on Broadway
by ““Watch Your Step”, in which he
utilized the rhythms of ragtime. At the
same time ‘‘The Girl From Utah” was
running; its songs being the work of the
young veteran Jerome Kern. In the same
neighborhood Victor Herbert was charac-
teristically enjoying runs of not one but
two shows, ‘‘The Only Girl”” and ‘‘The
Debutante’””. And it is with this prolific
Irish-American that the story of the Ameri-
can musical really opens.
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VICTOR HERBERT

Though born in Ireland and trained
musically in Germany, Victor Herbert,
who was among other things a cellist and
conductor of note, must be claimed as the
first of the great compesers of the American
musical.

Actually, Herbert was 27 before he
came to the United States to become first
cellist for the Metropolitan Opera House
under Walter Damrasch. Before this, he
had been a most successful cellist in several
important European orchestras. In the
United States he continued to appear as
soloist with the top orchestras of the time;
eventually he became a conductor himself
and for a time led the Pittsburgh Symphony
Orchestra (1898-19C4), after which he
organized his own popular orchestra.

All the while, Herbert, who was gifted
with prodigious energy and capacities,
was composing instrumental pieces as well
as musicals. Among the former is an im-
pressive Cello Concerta, a Suite of Serenades, a
piano piece, Indian Summer (which was
transformed into a popular song in 1939),
and among the latter beginning with his
first musical, ‘‘Prince Ananias’’ in 1894, a
string of over 40 musicals, plus two
operas, ‘‘Natoma' (1911) and ‘‘Made-
leine’’ (1914). The year of ‘‘Madeleine’”
(Herbert’s “‘grand operas’’, incidentally,
were not successful) he organized the
American Society for Composers, Authors,
and Publishers (ASCAP), which greatly
improved the songwriter's lot, particu-
larly in the days when his material was
widely exploited but with no profit for
him.

Among the outstanding Herbert op-
erettas were ‘‘Babes In Toyland’" (1903),
“*The Red Mill”" (1906), ‘‘Naughty Mari-
etta’’ (1910), ‘‘Sweethearts’’ (1913), and
“*Eileen’’ (1917). From these and other
shows came such melodies as Romany Life,
Gypsy Love Song, Toyland, The March of the
Toys, Miss Me Again, I'm Falling in Love
With Someone, Italian Street Song, Ab, Sweer
Mystery of Life, Sweethearts, When You're
Away, A Kiss in the Dark, and Streets of New
York.
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Herbert's facility resulted in a number
of merely routine songs (and he was not
always lucky in his lyricists), but when
he was at his best he could fashion melo-
dies of distinction, superior musically to
most efforts by his contemporaries. A
transitional figure in the musical’s develop-
ment, Herbert was a link between the
Viennese operetta style and the native
musicals that were to come in the Twen-
ties. Herbert's songs may sound quite old
fashioned today (particularly in the lyrics);
but they are still musically timeless — and
lasting.

The Singing Twenties

To judge from today's record catalogs the
richest period in the musical theatre is the
present. Actually, the most productive, in
terms of both quantity and quality, was
the Twenties.

There were several reasons for this, not
all of them related to pure culture. First,
and most obvious, World War I had come
to an end and Americans still had much
energy and money to burn. The wild
speculation that led to the Florida land
boom and the eventual stock market crash
permeated practically every area of Ameri-
can life.

Culturally, there has been no period in
American history that equals the Twenties
— including the earlier flowering of New
England which was primarily literary in
nature. During the Twenties #// the arts
surged ahead; in the novel there were
Hemingway, Dos Passos, Fitzgerald; in
poetry, Edna St. Vincent Millay, Robert
Frost, Carl Sandburg; in music, Gershwin,
Copland, Sessions; in art, Georgia O'Keefe,
Bellows, Benton. The list could be ex-
panded to include finance, architecture,
industry, as well as a good number of
facets of our national life that were pure,
but usually innocent, nonsense.

It would not be stretching the point
too much to admit that the typical Twen-
ties musical was a revue, for in this decade
flourished the best of the ‘‘Ziegfeld Fol-
lies’’, the “‘Greenwich Village Follies’’,
the **‘George White Scandals’’, the **Grand
Street Follies’’, the Shubert's **Artists and
Models"’, and such imports as ‘‘Chauve-
Souris’’ from Russia and ‘‘Charlot’s Re-
vue’’ from England (bringing with it
Beatrice Lillie and Gertrude Lawrence).

Even the ‘'book’’ shows functioned as
revues inasmuch as they served to exploit
the popularity of such stars as Fred and
Adele Astaire, Marilyn Miller, Ann Pen-
nington, William Gaxton, Jimmy Durante,
Victor Moore and a host of others. The
stories were loosely constructed to serve as
unobtrusive vehicles for the songs, dances,
comedians, and the girls. As for the latter,
since the days of ‘‘The Black Crook’’ and
through the excitement of the Gaiety
Girls, and the Floradora Girls, ‘‘the
chorus’ was recognized as a prime essen-
tial to the musical.

More important — at least to this sur-
vey — is the calibre of the composers and

lyricists who made their appearance in the
Twenties. Never before — or since — has
so talented a group been at work at the
same time. Most had in common an ex-
cellent musical groundwork, plus intelli-
gence and taste. And, if the music was
improved by the younger generation of
composers, the lyrics took an even greater
step upward and forward, particularly in
the work of Ira Gershwin and Lorenz
Hart.

Though the typical Twenties musical
was breezy, fast moving, almost brittle,
and unsentimental in outlook, it would
paint a false picture to stress only these,
for the old world musical was also popular
in the Twenties. For example, take 1924,
the year of the Gershwins’ “‘Lady Be
Good™'; it was also the year of Friml's
““Rose Marie’’ and Romberg’s ‘‘Student
Prince’’.

Two quite. opposite musical personal-
ities exerted the greatest influence upon
the younger generation that came to the
fore in the Twenties. Irving Berlin took
his inspiration from his environment, from
the folk-like popular music of the working
man. Mainly a self-taught composer, he
was able to recognize what was popular
and also good. Jerome Kern, on the other
hand, was a well educated musician and,
in a sense, the logical successor to Victor
Herbert in the lyric theater. Like Herbert,
Jerome Kern had a fine ear for melody
which, combined with his musicianship,
resulted in unforgettable songs.

JEROME KERN

Legend has it that Jerome Kern em-
barked upon a musical career when it
became obvious that he showed little
promise in his father’s furniture business.
The young Kern had been instructed to
order two pianos for the store and, for
some reason, ordered 200. About then, the
legend goes, Kern the elder encouraged his
son's musical interests.

Jerome Kern began to study music,
while still a child, with his mother. Later
he continued at the New York College of
Music, and then went on to further study
in Germany and England. As a member of
the London staff of showman Charles
Frohman, Kern composed songs that were
interpolated into English shows.

Jerome Kern in collaboration with

Dorothy Fields
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Back in the United States Kern joined
the staff of a publishing house as a plugger-
pianist; he also contributed individual
numbers to imported musicals, injecting a
bit of American flavor for home consump-
tion. This went on for a number of years
(from around 1902 to 1912) until “The
Red Petticoat™” songs established Jerome
Kern as a composer on his own.

Then followed a wondertul series of
musicals (among them several charming
Princess Theater shows — ““The Girl From
Utah’ (1914), **Very Good Eddie” (1915),
“Leave It To Jane (1917)) culminating
with “‘Sally’”” in 1920 and continuing
through most of Kern's career. Among the
later highlights were the history-making
“‘Show Boat™ (1927), and ' ‘Sweet Adeline”
(1929).

In the Thirties, Kern composed some
of his best songs for “‘The Cat And The
Fiddle”, *‘Music In The Air’", “‘Roberta’’,
and “*Very Warm For May”, a flop that
dragged with it a superior score including
one of the finest songs written by an Ameri-
zan composer, Al The Things You Are (the
Jyric is by Oscar Hammerstein).

No innovator, Kern still managed to
make history because of the musical excel-
fence of his songs. He did not seek to upset
the already established operetta traditions;
nor, unfortunately, did many of his lyri-
cists, particularly those of the early songs.
Kern's forte was melody, and the logic of
its construction. He could write a rhythm
number with the best of them (IWho?, for
example), or he might try to be self-con-
sciously folksy about composing a genteel
tag (Raggedy Ann), or a blues (Lefr All
Alone Again Blues) — he could do this well,
if not always with conviction, because he
was first of all a musician. Still, when we
think of Kern, our inner ear responds to the
rich melodies of Smoke Gets in Your Eyes,
Make Believe, The Night Was Made for Love,
Why Was I Born?, Yesterdays, The Touch of
Your Hand, I Dream Too Much, and even OF
Man River. Usually Kern's rhythms are
graceful and delicate rather than earthy:
Look for the Silver Lining, Sunny, She Didn't
Say Yes, You're Devastating, In the Heart of
the Dark, The Siren Song, The Way You Look
Tonight, the Waltz in Swingtime, and Day
Dreaming.

Around 1934 Kern moved to Hollywood
where he worked on film re-makes of his
Broadway successes and also composed
original scores, luckily, with such lyricists
as Dorothy Fields, Oscar Hammerstein,
E. Y. Harburg, Johnny Mercer, and Ira
Gershwin. Some of the Kern-scored films
were ‘I Dream Too Much™ (1935), **Swing
Time " (1936), ‘‘High, Wide, and Hand-
some” (1937), “'Joy of Living” (1938),
“*Can’t Help Singing’* and ‘“‘Cover Gitl”
(both 1944). In 1946 Kern wrote what was
to be his final film score, ‘‘Centennial
Summer’’, before coming to New York to
prepare a revival of ‘‘Show Boat’ (add-
ing one new song, Nobody Else But Me),
and was about to begin a new musical
to be produced by Rodgers and Hammer-
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stein. The book was based upon some inci-
dents in the life of Annie Qakley. Kern was
stricken by a heart attack before any work
had been started on the musical, which was
then put into the hands of his colleague,
Irving Berlin, who proceeded, in the *‘show
must go on’’ tradition, to invent the songs
for “*Annie Get Your Gun’'.

IRVING BERLIN

Like Kern, Irving Berlin has had an
influence upon just about every composer
who has followed him. Unlike Kern, Bet-
lin did not get the chance to study music
as a child, but what he lacked in schooling
he more than made up for in practice and
experience.

The Balines came from Russia in 1892,
when Irving was four years old. The death
of his father when he was eight necessi-
tated his leaving school and selling news-
papers to help maintain the family. He also
did odd jobs in the Bowery where he even-
tually became a singing waiter and, as one
thing led to another, a songwriter (the
singing waiters were sometimes expected to
supply original material). Berlin's first
song, Marie from Sunny Italy, has only
lyrics by him; the tune was the brainchild
of another waiter, Nick Michelson. This
was in 1907. Four years later an all-Berlin
song was introduced by Emma Carus in
Chicago and before long the country was
aware of Irving Berlin — and of course the
song, Alexander's Ragtime Band.

The rise of Irving Berlin coincides with
the heyday of Tin Pan Alley, and of all the
giants of the American lyric theater, he is
the only one who has managed to be suc-
cessful both in the theater and as the com-
poser of ‘‘popular songs’’ — those, that s,
not composed specifically for any show.
Numbered among these are When I Lost
You, I'll See You in C-U-B-A, All Alone,
What'll I Do?, Always, Remember, Blue Skies,
Marie, How Decp Is the Ocean?; and Say Ir
Lsn’t So.

Berlin's first musical was ““Watch Your
Step’” in 1914 (Play a Simple Melody is still
heard); his earliest success came with the
production of the Army show, “'Yip, Yip,
Yaphank™, written while Berlin was a

sergeant in 1918. The next year he supplied
the “'Follies’’ score, which was memorable
if for no other reason than for A Presty Girl
Is Like a Melody.

After the war Berlin formed his own
music publishing company and became the
proprietor of his own theater, The Music
Box, which was the intimate setting for
the excellent ‘‘Music Box Revues’’. From
the first of these, produced in 1921, came
Say It with Music, and the next year's pro-
duction was enhanced by the strains of
Lady of the Evening and Crinoline Days.

In the latter Twenties Berlin went
through a period when he felt he had gone
stale (he had also been hard hit by the
stock market crash). Dissatisfied with his
songwriting efforts he destroyed many of
his songs. By 1932 he was back at work in
earnest with a score for ‘‘Face the Music”’
(Let's Have Another Cup of Coffee, Soft Lights
and Sweet Music) and in even greater form
in “‘As Thousands Cheer’” a year later for
which he composed We're Having a Heat
Wave, Easter Parade (actually written years
before with different lyrics), the bitter
Suppertime, and Not For All the Rice in China.

As did all the other top Broadway com-
posers, Berlin went to Hollywood in the
Thirties during which time he turned out
some of his best songs: ““Top Hat'* (Isn't
This a Lovely Day?, Check to Check), *‘Follow
the Fleet”” (Let’s Face the Music and Dance,
But Where Are You?, Let Yourself Go), *‘On
The Avenue” (He Ain't Gor Rhythm, I've
Got My Love to Keep Me Warm, This Year's
Kisses). For “*Alexander’s Ragtime Band"’
(1938), a cavalcade of Berliniana, the com-
poser wrote a haunting song, one of his
best, Now It Can Be Told, and a good rhythm
number, My Walking Stick.

Back in New York in 1940, Berlin com-
posed the songs for the political satire,
“Louisiana Purchase”: Ir's « Lovely Day
Tomorrow, You're Lonely and I'm Lonely,
Fools Fall in Love, Latins Know How, and
You Can’t Brush Me Off.

The next Broadway production, result-
ing from the composer’s volunteering his
services to the Army Relief Fund after Pear]
Harbor, was **This Is the Army”". Not only
did this splendidly scored show bring $10
million to the Relief Fund, it also kept the
composer himself busy appearing in the
show as it toured the United States as well
as the battlegrounds of Europe and the
South Pacific. From his first World War I
service show Berlin borrowed, Mandy and
the famous song he wistfully sang himself,
Oh, How I Hate to Getr Up in the Morning.
Other good songs from the score were I'»
Getting Tired So I Can Sleep, I Lefr My Heart
at the Stage Door Canteen, and With My Head
in the Clouds.

Also in 1942, the year of “*This Is The
Army"’, Berlin wrote the songs for the film
“Holiday Inn", the source of one of his
most persistently popular songs, ‘‘White
Christmas”, and one that won him an
Academy Award.

In 1946 Irving Berlin made an auspicious
return to Broadway with his most success-
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ful musical to date, ‘‘Annie Get Your
Gun'’. He followed that with “*Miss Lib-
erty’” and ‘‘Call Me Madame™ on Broad-
way and several movie scores proving that
this master, now 70 and with some 50
years of song writing behind him, has not
lost his touch.

And the secret of Berlin’s touch is sim-
plicity, that kind of simplicity that can
only be achieved by a masterful technique,
and of course a straightforward lyric.
Though Berlin's reputation began with his
association with the earthy, folk-like, song
of the type represented by Alexander’s
Ragtime Band, he has also composed some
of our most popular waltzes and many 2
sophisticated song.

If Kern carried on the line of Victor
Herbert (to imagine for 2 moment a gene-
ology of the musical), then Irving Berlin’s
immediate ancestor is Stephen Foster, at
least in practice. Ragtime music, that effec-
tive antidote to the bathos of the so-called
“‘Gay Nineties'* songs became a substantial
part of our musical vocabulary with Berlin
(though others had also explored its pos-
sibilities; for example Lewis F. Muir's
Waiting for the Robert E. Lee). Berlin also
brought another element to our popular
musjc — a Hebraic affinity for the minor
scales. So many of his most memorable
songs — All Alone, Let's Face the Music,
You're Lonely and I'm Lonely — have this
plaintive, bluesy, quality. (This is also 2
Slavic folk music characteristic, but that
is another story). Berlin is thus able to
achieve his emotional effects without
wallowing in sentimentality; if there is
sentiment, it is honestly and simply ex-
pressed in the words.

quiet, unassuming, 4 mMmost painstaking
craftsman, and in no particular hurry. To-
gether the Gershwins worked in perfect
harmony — that is, the resules reflect an
unusual harmony — although the brothers
actually shared few personality traits ex-
cept where their work was concerned.
George was the more prolific: the tunes
flowed from his fingers, perhaps several a
day. Ira would then take about as many
days to write the lyric as it took George
minutes to compose the melody.

Both brothers worked independently
at their trade before the Twenties. George,
particularly, was able to place many of his
earliest efforts in revues and shows as
““interpolated”” numbers, a popular prac-
tice at the time. Having quit high school
to work as a pianist in a publishing house,
George soon hoped to compose songs un-
like those he was forced to play for eight
or ten hours a day. He was particularly im-
pressed with the songs of Kern and Ber-
lin; many of his youthful songs show
traces of their influence, but even in these,
written by a teen-ager, the Gershwin touch
may already be found.

George Gershwin, contrary to legend,
was a well educated musician (he was also
an inveterate concert-goer). He began to
study piano in his teens, showing so much
promise that he was encouraged by his
teacher to study composition (particularly
harmony and counterpoint) as well. Gersh-
win was an amazingly facile pianist and
might have easily enjoyed a brilliant con-
cert career had he not turned his talents
toward composition.

While he admired the melodic distinc-
tion of Kern's tunes, and the lively drive

GEORGE AND IRA GERSHWIN

The Gershwin brothers were a unique
combination on Broadway; their contri-
bution to the musical scene has never been
equaled. George, the younger of the two
by a little less than two years, was fast
moving, ambitious, a perfect personifica-
tion of the typical young man of the Jazz
Age that he, more skillfully than anyone
else, set to music. Ira was, and still is,
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of Berlin’s rhythms, Gershwin merely
chose these as a point of departure for his
own original ideas. He did not take his
song-writing lightly. Those who divide
Gershwin into a “‘serious’ and a2 “‘popu-
lar’’ composer do him an injustice; he was
as serious in his work whether fashioning
a song for Fred Astaire or composing a
concerto for Walter Damrosch.

This explains, in part, the incredible
perfection of the Gershwin song, what

makes Gershwin the hero of other com-
posers, and why his songs seem endowed
with a life of their own. Not only did
Gershwin bring his natural gifts and his
rather rough and ready Tin Pan Alley train-
ing to his songwriting, he also kept in
mind what he had learned from his more
formal studies (and there was rarely 2
period during his lifetime when he was
not studying — just so long as it did aot
destroy the spontaneity of his music. The
folk element in Gershwin's music is also of
some importance; as with Irving Berlin,
there is also a touch of the Hebraic in
Gershwin’s music, particularly in the
melodic structure and harmony. Gershwin
was also familiar with the quasi-folk
styles of commercial ragtime and jazz, with
their tricky, off-beat, rthythms and *‘blue’*
notes. He was also gifted with an unusual
natural harmonic sense which invested his
songs with musical distinction and excel-
lence.

Luckily, his musical ideas were equalled
in verse by Ira Gershwin's lyrics. The
“Words'* Gershwin rather casually worked
his way into song writing after having
given up at other jobs. He was an accom-
plished cartoonist, versifier, and con-
cocter of epigrams that were printed around
but never earned him a living. Ira was (and
still is) a constant reader and student of the
printed word and, as an admirer of the
works of W. S. Gilbert and later P. G.
Wodehouse, felt that musical comedy lyrics
need not be the illiterate insults to intelli-
gence that they generally were. Even in his
earliest, and likely as not, unused, lyrics
he dared employ words of more than two
syllables, and ideas that required intelli-
gence to appreciate. Technical perfection
(a passion with him) and a graceful good
natured point of view combine to make up
the Ira Gershwin professional trade-mark.

The first important all-Gershwin musi-
cal was "Lady Be Good' starring the
Astaires in 1924; for this show the brothers,
barely in their mid-twenties, wrote such
enduring songs as The Man I Love (though
it was cut from the score), Fascinating
Rhythm, the title song, and The Half of It
Dearie, Blues. A fine succession of scores
followed: “‘Tip Toes™ (1925 — Looking for
a Bgy, among other gems), “Oh, Kay!"
(1926 — Someone to Watch Over Me, Do-Do-
Do, Dear Little Girl, and Fidgety Feet),
“Funny Face”’ (1927 — He Loves and She
Loves, 'S Wonderful, High Hat), “‘Treasure
Girl’* (1928 — Ob, So Nice, I Don’t Think
I'll Fall in Love Today), ‘'Strike Up The
Band’’ (1927-30; Seventeen and Twenty-one,
Soon, and of course the title number), **Girl
Crazy”’ (1930 — But Not For Me, I Got
Rhythm, Embraceable You, Sam and Delilah,
and Boy! What Love Has Done to Me), and
*‘Of Thee I Sing’’ in 1931, the first musical
to be awarded the Pulitzer Prize.

Too often, the books of the Gershwin
shows did not amount to much. The songs
were then dragged down to obscurity when
the show failed; a few were preserved on
records, though hardly enough, and several
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were published, but some of the finer mo-
ments in the scores ended up stored in
warehouses or lost.

The political operettas, *‘Strike Up The
Band™, “‘Of Thee I Sing'’, and ‘‘Let 'Em
Eat Cake™, are milestones in the history
of the musical. Here was integration to
perfection (a practice that is all but an
obsession today) used for the first time
with such intelligence and skill. Also,
here was subject matter that must have
startled first nighters: a satire on war; a
raking over the coals of the American
political system, and finally, a similar han-
dling of dictatorship in the United States.
The latter, “‘Let "Em Eat Cake', did not
come off, but was graced with one of the
Gershwins' finest scores.

With **Porgy and Bess'’ Gershwin with
his brother and their collaborator DuBose
Heyward took a giant step in the direction
of native opera. Gershwin called it a *“folk
opera’’, and composed for it many songs of
honest folk quality — a lullaby, prayers,
spirituals. He went even further: he wrote
with a fine disdain for the distinction be-
tween high- and low-brow music, as he
did also in his concert works.

If there was any handicap under which
Gershwin had to work it was this false dis-
tinction between the high and low, the
popular and serious, plus the misconcep-
tion that Gershwin composed *‘symphonic
jazz'’. These were handicaps for the critics
also, both longhair and short, for they
missed the point of Gershwin's genius and
often as not criticized him for what he did
not do (and had not intended to do in the
first place) and simply misunderstood him
and, ultimately, the real importance of his
actual accomplishments.

After finishing *‘Porgy and Bess', a
financial failure, the Gershwins went to
Hollywood to write three incomparable
movie scores: ‘‘Shall We Dance?”’, **A Dam-
sel in Distress'’, and *“The Goldwyn Fol-
lies”. While working on this last, George
Gershwin began to complain of headaches
which later, and suddenly, proved to be
the indications of a brain tumor which
caused his death at the age of 38 on July 11,
1937.

Ira Gershwin chose to remain in the rel-
atively peaceful Beverly Hills atmosphere,
taking time out now and then to collabo-
rate with such composers as Kurt Weill
(*'Lady in the Dark'"), Harold Arlen (the
film **A Star Is Born'"), Arthur Schwartz
(*'Park Avenue'), Harry Warren (the film
"“The Barkleys of Broadway'"), and Burton
Lane ("Give a Girl a Break," also a film).
For the past year or two he has kept him-
self busy collecting over a hundred of his
lyrics for publication by Knopf; this vol-
ume will prove to be one of the best of its
kind for in addition to his wonderful lyrics,
Gershwin has also supplied his own inimit-
able commentaries, reminiscences, and wise
observations. He occasionally gives thoughte
to putting lyrics to several of the remaining
unpublished George Gershwin melodies
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and using them in a show or film. But in
his own words, he is biding his time.

might cooperate on a score in the usual give
and take manner that is often necessary.

VINCENT YOUMANS

Vincent Youmans was born on Septem-
ber 27, 1898, one day after George Gersh-
win —a coincidence that seems now to
have been almost portentous. Though their
careers ran practically side by side, You-
mans was somehow cheated of the recog-
nition that was given Gershwin.

Youmans® father was a successful hat-
ter. However, when it came time for his
son to attend college, Vincent Jr. was sent
to a school of engineering. He had shown 4
marked musical bent during childhood and
was a fine pianist, but the trade of musician
was not considered the thing for the son of
an established businessman.

Youmans the younger, however, had
other plans; he left school for a fling on
Wall Street, working in a brokerage house
and then enlisted in the Navy after the out-
break of World War I. Assigned to the
Great Lakes Naval Training Station, You-
mans gave some attention to composition.
The bandmaster of the post was John Philip
Sousa, who was impressed with the young
pianist’s work — particularly with an un-
titled march that was to become a few years
later Hallelujah — and encouraged him.

After finishing his naval tour of duty
Youmans returned to New York to work as
a pianist in a publishing house, where
among other duties he was an assistant to
Victor Herbert. By 1921 Youmans felc he
was ready to try his hand at a musical; the
resule was ““Two Little Girls in Blue'’, a
hit, which could claim, among other dis-
tinctions, lyrics by one Arthur Francis
(who later came out of pseudonymity
under his real name, Ira Gershwin).

The Youmans catalog is spare, for the
composer was not prolific. He worked on
assignment, and generally put no more
effort into the job than he felt it required;
he was also a careful polisher and had to
feel sure that each note of a song was ex-
actly where it belonged. Youmans was not
an easy collaborator in the sense that he

Youmans composed the melody; it was then
up to the lyricist to set it as it was — no
changes. Consequently many a Youmans
song is marred because the blend of words
and music does not always come off.

Youman's songs were as uncluttered as
his portfolio. The characteristic Youmans
melody is free of unnecessary ornamenta-
tion, is harmonically virile, and beauti-
fully constructed. (The same could be said,
of course, of the songs of George Gershwin
who had so symbolically arrived the day
before Youmans). Though Gershwin and
Youmans had their distinctive styles, they
were in a sense rivals, especially in the
approach to song writing. In his later years
Youmans even went so far as to spend a
good deal of time studying music, hoping
apparently to write concert works as did
Gershwin.

It is doubtful that these compositions
exist, despite the stories of Youmans' now
legendary trunk, which is supposed to con-
tain also a wealth of unpublished songs,
many written during his final years when
the composer fought a losing battle with
tuberculosis.

Youman's most productive period took
place in the Twenties when he composed
the songs for “"No, No, Nanette”’ (1925)
from which came Tes for Two and I Want
#o Be Happy. In 1927 Youmans not only com-
posed the music but also helped produce
the most successful *‘Hit The Deck’* (Sorme-
times I'm Happy and Hallelujab). The next
year for another producer Youmans did the
songs for “‘Rainbow’’ which turned out to
be a short lived excursion into Americana.
For this show Youmans wrote a character-
istic song (with lyrics by Oscar Hammer-
stein), I Want « Man — an excellent crea-
tion that should be heard more often.
Here are the Youmans’ economy, logic, and
intelligence in 2 single, simple yet complex,
song.

1929 — which was not to be a very
good year — was fine for Youmans who
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again turned producer for the hit "'Great
Day"' (Great Day, More Than You Know,
and Without & Song). He followed this with
the good scores for “‘Smiles”” (1930) and
“Through The Years' (1932), which was
his last Broadway production.

In 1933 Youmans was summoned to
Hollywood to write the songs for ‘‘Flying
Down to Rio”, the first film to employ the
joint talents of Ginger Rogers and Fred
Astaire and began the vogue in film musi-
cals during the Thirties. For the score
Youmans thriftily parted with but four
songs, all of them superior by any standard:
the title song, The Carioca, Music Makes Me,
and Orchids in the Moonlight. Shortly after,
Youmans became ill and spent the next
dozen years of his life studying and com-
posing until his death in 1946. Though he
enjoyed success during his lifetime he was
never really accorded the recognition he
deserved. Many of his songs continue to
live, though few can identify the name
of the composer, and many of his finest
songs are yet to be appreciated; some have
not even been sung.

COLE PORTER

The name — and the songs — of Cole
Porter conjure up the smart, glittering
world of Park Avenue, the Riviera, Paris,
Venice and other even more exotic water-
ing places. If any man was to this manner
born, he is Cole Porter. That he was born
in an unlikely spot (Peru, Indiana) doesn't
detract from the Porter glamor. To begin
with, his father owned a farm of some seven
hundred acres, and his maternal grand-
father had struck it rich in coal.

Though he was able to play the violin
at six and the piano by the time he was
eight —and had composed The Bobolink
Waltz before he was twelve — a musical
career was not the original destiny for Cole
Porter. In fact, his portion of his grand-
father’s millions depended upon young
Porter’s acquiring a law degree. Steps in
this practical direction were taken when
Porter entered Yale, from which he gradu-
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ated in 1913, but not without leaving tune-
ful memories behind him in the form of
Bingo and Bulldeg, still to be heard when
the Eli's engage in gridiron battle. After a
year of the Harvard Law School Porter
made his final decision and switched to the
School of Music. In 1916 he composed his
first Broadway score, ‘‘See America First'’,
which failed rather miserably. While these
two events may not be connected, it seems
now typically Porter-ish that he should
have joined the French Foreign Legion Chis
librettist in the ill-fated venture entered
the priesthood).

After the war, in which Porter served
as a gunnery officer and instructor, he re-
mained in Paris studying at the Schola
Cantorum (with D’Indy), and adding his
own brand of glitter to the International
set, of which he and his beautiful wife
were acknowledged leaders. The playboy
reputation affixed to Porter, however, dis-
couraged producers from commissioning
him to do their shows even though Porter
songs were ‘‘all the rage’ in the smarter
circles. What was unrecognized was the
fact that underneath the polish and wit
there was a serious craftsman and an am-
bitious composer (Porter composed a ballet
in 1923, “*Within The Quota’’, which
achieved popularity in Europe).

A comparatively unsophisticated song,
An 0ld Fashioned Garden, led to Porter's
writing the songs for the 1919 edition of
“'Hitchy-Koo’, his first great success; five
years later a few of his songs were heard in
the "'Greenwich Village Follies’", but Por-
ter spent most of his time enjoying the good
life, giving fantastic parties in various
parts of the world, and entertaining his
guests with rather naughty songs.

Then in 1928 came the opportunity for
Porter to write the score for an Irene Bor-
doni musical, ‘‘Paris’’. The composer in-
vested the proceedings with such character-
istic Porterisms as Let's Misbehave, Two
Little Babes in the Wood, and Let's Do It. For
his next show he supplied songs like You've
Got That Thing, Find Me a Primitive Man,
and You Do Somerhing to Mec — these being
the better known items from ‘‘Fifty Million
Frenchmen''.

The Porter point of view — urbane,
adult, amused, aloof — while not spe-
cifically Parisian (as might be suggested
by the titles of his early shows) is of course
influenced by his years abroad. Melodically
sleek and rhythmically exotic, Porter’s
songs display a wholesome concern with
the libido, a rare commodity in the average
Tin Pan Alley confusion. As a lyricist
Porter is in that excellent company wherein
may be found such masters as Ira Gershwin
and Lorenz Hart, those despoilers of the
*‘June/moon’’ school of song writing.

In the Thirties Porter produced a steady
stream of interesting scores: ''The New
Yorkers'" (Where Have You Been?, Love For
Sale, I Happen to Like New York); **Gay Di-
vorce'’ (After You — Who?, Night and Day);
""Anything Goes™ (Al Through the Night,
I Ger a Kick Qut of You, You're the Top, and

Blow Gabriel Blow); *Jubilee” (Why Should-
n't I2, Just One of Those Things, and Begin the
Beguine).

A fall from a horse in 1937 broke both
of Porter’s legs, necessitating several pain-
ful operations (and the amputation of one
leg last year), but it did not interfere with
Porter’s productivity which reached a
peak with "'Kiss Me, Kate’’ in 1948. This
was followed by an excellently scored
show, *‘Out of This World"’, which never
received proper acclaim; nor for that matter
did “'Can Can” and *‘Silk Stockings’’ that
followed. Each however enjoyed good runs
and contained some vintage Porter.

“Born to Dance” in 1936 began Cole
Porter’s Hollywood experience and for it
he supplied Easy to Love and I've Gor You
Under My Skin. Other original screen scores
were “‘Rosalie’” and the classic ‘“The Pi-
rate’’.

Sophistication is the quality most often
attributed to Cole Porter — and it is a
single word description he has grown to
loathe. Yet his lyrics are always adult and
literate, his melodies 4o have a sensuous,
long-lined structure that can readily be
labeled ‘“‘sophisticated’’. But this can also
be recognized as musical intelligence, style,
and craftsmanship. Porter can do marvelous
things with a mere couple of notes — car-
ried along by an insistent rhythm that sud-
denly surprises by dipping a third or a fifth
below, or just as unexpectedly rising into
another key. This is not mere sophistica-
tion; here is a gifted composer at work.

Other composers besides Berlin, Kern,
the Gershwins, Youmans, and Porter made
important additions to the flowering of the
musical in the Twenties. Their songs, in
fact, often gained a wider popularity than
those of the giants. The team of De Sylva,
Brown, and Henderson, for instance, pro-
duced such unforgettable songs as The Best
Things in Life Are Free, Varsity Drag, and
Lucky in Love (all from ''Good News',
1927); or You're the Cream in My Coffec (from
“"Hold Everything’', 1928); or Button Up
Your Overcoat (from ''Follow Through').
And “'Flying High’', a later show, has in
its score a wonderful but neglected song
Without Love which belongs with the all
time greats. Most of the music for the B.G.
""Buddy” De Sylva, Lew Brown and Ray
Henderson songs were composed by Hen-
derson, though the team often exchanged
jobs in their collaboration.

Good songs were written by Bert Kal-
mar and Harry Ruby (who wrote Three
Listle Words, Nevertheless), and by Harry
Tierney, who supplied the tunes for
“Irene’”’, “‘Kid Boots’’, and ‘‘Rio Rita’’.
Richard Whiting was also active, as was
Jimmy McHugh, but they made their
greater contributions to film musicals.

The Twenties afforded outlets for many
talents, for it was the high tide of the pub-
lishing business and of the vast sale of
sheet music and phonograph records. Then
one day a new gadget, the radio, became
a big thing.
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The Thirties

The depression put an end to the open and
bottomless pocketbooks; even the gangster
willing to back a show so his girl friend
might be a star was put out of business,
one way or another. Also, the ‘1009, All
Talkie’" had arrived and it was cheaper to
drop in at the neighborhood movie — or
better, just to stay home and listen to
“"Amos 'n’ Andy”’ on the radio.

Theatrical activity did not stop how-
ever. The tightening economy cancelled
out some of the old time lavish production
— the revue made an impressive comeback
in the Thirties — but in reality some of the
best shows of Kern, the Gershwins, Porter
and Berlin were produced during the de-
pression decade. And there were members
of the younger generation of the Twenties
who would make their mark in the
Thirties.

RODGERS AND HART

They began their collaboration during
the Twenties (as early as 1920, in fact, they
contributed songs to '‘Poor Little Ritz
Girl”, which also had songs by Romberg),
and they made their first big impression
with the now legendary 1925 ‘‘Garrick
Gaieties’'. The songs for ' The Girl Friend'*
(1926), ““A Connecticut Yankee™ (1927),
“Present Arms’’ (1928), and ‘‘Spring Is
Here”” (1929), have their indelible stamp
but Rodgers and Hart really hit the peak of
their form with *‘Jumbo’’ in 1935.

This was followed by a succession of
fine shows, all of which had pretty good
books too: ‘On Your Toes”, ‘‘Babes in
Arms”’, *‘I'd Rather Be Right'’, *‘I Married
an Angel’’, “'The Boys from Syracuse’’,
and of course **Pal Joey'’, in 1940.

Those who believe that the most telling
element of the Rodgers and Hart song is
the lyric are belaboring a doubtful premise.
Rodgers was able to match Hart's lyrics
with a fineness that sets them off to great
advantage. Like the Gershwins, the team
of Rodgers and Hart shunned the senti-
mental. Hart particularly worked at this
with a vengeance; luckily some of the hard-
ness of his words were somewhat softened
by Rodgers’ tenderer melodies. Hart's
rather bitter personal outlook often came
out in his lyrics but the results were usually
brilliant and the subjective flavor that
gives the Rodgers and Hart song its trade-
mark somehow always enhanced the prod-
uct. Hart was a jeweler among song-
writers — he polished his work and gave
it many facets —but his work habits
were unpredictable. Once, when Rodgers
had managed to drag Hart away from New
York for some work at the Rodgers’ coun-
try home, Hart persuaded one of the
Rodgers children to hide him in a tree-
house, away from work and the methodi-
cal, business-like Rodgers.

In almost two decades, spanning the
time from the production of the first *‘Gar-
rick Gaieties"’ to ‘‘By Jupiter’’, their last
fully scored show, Rodgers and Hart pro-
duced an amazing amount of matchless
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songs for Broadway shows, as well as for
England and, during the Thirties, for Hol-
lywood. Their partnership came to an end
by mutual agreement after they had finished
work on a revival of ‘A Connecticut
Yankee'' in 1943. Shortly after its opening
Hart died, but not before expressing his
enthusiasm over the songs for a show he
had refused to do, "Oklahoma!”, which
started a new partnership for Rodgers, the
teams of Rodgers and Hammerstein.

Arthur Schwartz has also been active
as a film and TV producer; as the former he
was responsible for the production of the
Ira Gershwin-Jerome Kern ‘‘Cover Girl"".
He has also composed scores for TV musi-
cals (“High Tor'’ and *'A Bell for Adano’"),
and is working with Howard Dietz on a
musical for the 1959 season on Broadway.

HAROLD ARLEN
One song, practically his first, diverted

SCHWARTZ AND DIETZ

If there is an atypical example of the
songwriter, he reaches perfection in Archur
Schwartz. A holder of a law degree from
Columbia, Schwartz taught English in
New York's high schools and practiced
law for four years before he decided, in
1928, to give it all up for a career as a
composer.

He had been writing songs before that,
but it was not until the latter Twenties
that he met another aspiring songwriter,
an advertising man named Howard Dietz,
with whom Schwartz collaborated on
songs for the "‘First Little Show’’. This
really initiated the revival of the intimate
revue. Schwartz and Dietz also supplied
further songs for the *‘Second Little Show"’
and for an even better revue, ‘‘Three's a
Crowd". They hit an incomparable peak
with “The Bandwagon”, starring Fred
and Adele Astaire, and boasting such songs
as New Sun in the Sky, Dancing in the Dark,
High and Low, and I Love Louisa. Other good
scores with lyrics by Dietz appeared sub-
sequently: "‘Flying Colors™ (Shine On My
Shoes, Alone Together), a book show ‘‘Re-
venge With Music’’ (You and the Night and
the Music, If There is Someone Lovelier Than
You), ‘'At Home Abroad,”’ “‘Between the
Devil”, and “Inside U.S.A."”

Other lyricists collaborating with
Schwartz have been Albert Stillman (** Vir-
ginia’*, 1937), Dorothy Fields (‘*‘Stars In
Your Eyes'’, 1939 and *‘By the Beautiful
Sea’’, 1954), and Ira Gershwin (‘‘Park
Avenue’’, 1946).

Harold Arlen from his career as a performer
to an even greater one as a composer. Arlen
had come from his native Buffalo in the
latter Twenties with his own band for
which he served also as vocalist and ar-
ranger, as well as pianist. Vincent Youmans
had heard him sing and wanted him for
his show ‘‘Great Day’’ then in rehearsal.
During a rehearsal one morning Arlen took
over for a pianist and while waiting for the
dancers kept himself busy by improvising
a tune. It caught attention and ended up
with a lyric by Ted Koehler as Ger Happy.
The song went into a new show, ‘“The
Nine-Fifteen Revue'’, as a first act finale
sung by Ruth Etting. There it received
even more attention, particularly from
George Gershwin who praised the song
and its composer. Gez Happy, significantly,
is all that remains of ‘‘The Nine-Fifteen
Revue”” (1930) which expired after seven
performances (there was another good song
in its score also, Kay Swift's High Among
the Chimney Pots, which deserves to be re-
trieved from obscurity).

Ger Happy led to a publisher's contract
for Arlen; he also began to write regularly
for Broadway productions including Earl
Carroll's *‘Vanities’'. He wrote for off-
Broadway productions, too, composing
many fine songs for the Cotton Club. For
the Cotton Club shows Arlen wrote such
songs as I Love @ Parade, Between the Devil
and the Decp Blue Sea, I've Got the World on a
String, and of course Szormy Weather.

The fulfillment of the promise of Ger
Happy with a string of hits led to an assign-
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ment in Hollywood which resulted in
“Let’s Fall in Love™ (1933), but Holly-
wood then held no atrractions for Arlen,
who hurried back to New York to do a
Cotton Club ‘‘Parade’” and a very success-
ful revue, ‘*Life Begins at 8:40"", with two
first rank collaborators, Ira Gershwin and
E. Y. Harburg.

Then followed a film contract that led
to a two decade residence in the land of
silk and money. The depression, having
made writing for the theater a none-too-
steady thing, made Hollywood look all the
better. Thus Harold Arlen was among the
first of the New York trained composers to
work regularly in films; this added greatly
to the stature of film scores. Ironically, one
of the first songs offered to the movies,
Last Night When We Were Young, was writ-
ten for 2 Lawrence Tibbett film which was
made but never released. The song was later
sung by Judy Garland in *‘In the Good Old
Summertime’’ but was cut from that. With
a fine lyric by Harburg it is a unique song
and one of the finest written by an Ameri-
can composer.

The Hollywood life did not completely
woo Arlen away from Broadway. In 1937
he wrote songs for ‘‘Hooray for What?"’,
lyrics by Harburg, I've Gone Romantic on
You, Buds Won't Bud, Down with Love,
Moanin' in the Mornin', and God's Country.
For this show Arlen also composed a ballet
score, the first Broadway choreography to
be done by Agnes DeMille, **Hero Ballet'’.
It was not the first purely instrumental
piece by Arlen, who composed the ‘*“Mood
in Six Minutes’’ for orchestra in 1935.

“The Wizard of Oz (1939) brought
Arlen’s first significant recognition from
the film capital; for their work on the film,
Arlen and Harburg received the Academy
Award. There is more irony here: they won
the Award for the song the producers
wanted cut from the picture: Over the Rain-
bow.

Later outstanding movie scores (if not
always outstanding movies) followed:
“‘Blues in the Night"' (1941), *‘Star Span-
gled Rhythm' (1942 — That 0ld Black
Magic is from this one; the lyrics are by
Johnny Mercer), ‘‘Cabin in the Sky’’ (1943
— “Happiness Is a Thing Called Joe; lyrics
by Harburg), *“The Sky’s the Limit (1943 —
Fred Astaire sang One for My Baby, and Joan
Leslie My Shining Hour; lyrics again by
Mercer).

A return to Broadway came in 1944 with
the hit, “‘Bloomer Girl”’, which was fol-
lovsed two years later by “*St. Louis Wom-
an’’, less successful though it contained
one of Arlen’s finest scores.

Around the time (1953-54) that Arlen
was collaborating with Ira Gershwin on
the superb songs for Judy Garland’'s “A
Star Is Born’’, he decided to break away
from ‘“The Coast’’. Since then he has
taken up residence in New York and has
written songs for ‘‘House of Flowers'’ (still
considered by many to be the outstanding
score of the decade, though the show itself
failed), and Lena Horne's hit vehicle,
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“Jamaica’. For the past few years Arlen
has been engaged in enriching the already
abundant score of *‘St. Louis Woman’’ in a
full scale revision to be called “‘Blues Op-
era’’. Those who have heard *‘Blues Op-
era’’ consider it among the most skillful
and effective blending of popular and oper-
atic forms yet produced by an American
composer. While the brilliant songs of *'St.
Louis Woman’" (lyrics by Johnny Mercer)
form the backbone of the score, all the dia-
logue has been set to music and a wealth
of new music has been added, among them
the haunting Dis Little While, an unforget-
table Flower Chant, and a typical Arlen
rhythm piece, Many Kinds of Love, a blend
of humor and worldly wisdom, and not a
little sadness.

Harold Arlen has been afflicted with the
designation of *'the composer’s composer”’,
a typical half-truth. Other composers ad-
mire him greatly as the creator of an amaz-
ing variety of songs, but the public, even
if it cannot readily identify the composer,
has sung and played his songs into the
permanent repertory.

There are those who only identify Arlen
with a bluesy style of writing (consider the
popularity of I Gorta Right to Sing the Blues,
I/l Wind, Stormy Weather, I Had Myself a
True Love, and Blues in the Night), but this
is only one side of the composer’s great
gift, the result of his integrity and of his
passion for the authentic ring in everything
he does. Many forget he is also the com-
poser of Let's Fall in Love, Fan to be Fooled,
Fancy Meeting You, Now I Know, Right as
the Rain, I Promise You, Accentuate the Posi-
tive, Out of This World, What's Good About
Goodbye?, and to return to the blues idiom,
The Man that Got Away.

Many of these songs have been heard
in film musicals, emphasizing the fact that
in many ways this medium is really an
extension of the stage musical. The first
screen musicals were really photographed
stage productions; others were adaptations
of Broadway successes. (This is a topic in
itself and would bring in many fine com-
posers who have written primarily for
films: Harry Warren, Jimmy McHugh,
James Van Heusen, Richard Whiting,
Johnny Burke, among many others — but
space limitations precludes a full treatment
of their work).

It was not till the Thirties, with the
advent of the Fred Astaire-Ginger Rogers
musicals, that the films began to discover
what could be done with a moveable
camera and a sound-track. Harold Arlen’s
“*“Wizard of Oz'’ was one of the first, if not
the first, film musical to come equipped
with an ‘‘integrated score’: all the songs
were related to the plot.

The Arlen gift is a reflection of the man
himself. His first musical experiences were
of an almost folk nature: singing in his
father’s choir in a synogogue, and later,
playing in the bands in and around Buffalo
on the lake steamers; and, still later, con-
quering the jazz-conscious New York of
the latter Twenties. To some extent this

may account for the minor key flavoring of
Arlen’s harmonics, and his affinity for
unusual rhythms, but it still does not ac-
count for the intellectual content of his
songs; for their logical beauty, for the
often surprising rightness of the coloring
of the harmonies and rhythmic accents.
This comes from hard work, revision, se-
lection and rejection, and the absolute
control of the materials of the trade — and
not ‘“‘inspirations’’.

Balancing the intellectual content with
the instinctive, Arlen has succeeded in com-
posing songs that at once please both the
professional 4nd the layman. This is accom-
plished only because of Harold Arlen’s
attitude toward his work: he will not re-
lease a song for publication until it first
pleases him.

VERNON DUKE

Though a cosmopolite — equally at
home in Russia, France, England, New
York, or Hollywood — Vernon Duke is by
adoption and by the “‘sound’’ of his music
an American composer; one of the best, at
that, and possibly one of the least appre-
ciated.

Duke, originally Vladimir Dukelsky
until George Gershwin rechristened him,
spearheaded the latter day foreign invasion
of other adopted ‘‘American” composers,
Frederick Loewe and Kurt Weill.

In Russia Duke was an early Gershwin
admirer who later in the Twenties was
to work with his idol (and friend) prepar-
ing Gershwin songs for publication. Gersh-
win was impressed with Duke’s musician-
ship — Duke was at this time composing
angular piano sonatas, svant garde ballets,
and prickly ‘‘modern music”” — and en-
couraged him to try his hand at popular
song writing.

Duke was a fine pianist then, a thoro-
oughly *‘serious’” composer, and had a re-
markableflair for making enemies. The thor-
oughness of his musical training could abide
little of the musical vulgarity all too com-
mon in the music publishing business.
Duke’s songs, in a word, are musically
literate. This does not go over well in the
music publishing world, which is most
concerned with the musical buck and not
musical excellence.

Duke has had a good share of ‘‘hits”’
for all this; for his first substantial score,
**Walk a Little Faster’’ (1932) he composed
April in Paris (lyrics by E. Y. Harburg).
For the “‘Ziegfeld Follies of 1934’" he and
Harburg joined to come up with I Like the
Likes of You, What LIs There to Say?, and the
superb Suddenly. With Ira Gershwin, Duke
collaborated on the songs for the 1936
“‘Follies’’ which numbered among its score
the immortal I Can't Get Started, as well as
the unappreciated but lovely, Words With-
out Music, Five A.M., Island in the West
Indies, and a devastating satire on the then
current craze for dances, The Gagooka.

Duke's biggest Broadway success was
““Cabin in the Sky’* (1941) for which the
late John Latouche wrote the lyrics to
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Taking @ Chance on Love, Honey in the Honey-
comb, and Love Turned the Light Out. Duke
has had no appreciable hit since then; bad
luck, generally in the form of a bad book
or production difficulties (another term for
personalities) have afflicted him ever since,
denying him the current success and recog-
nition he certainly deserves. He is by no
means starving, but the public is being
denied some very fine songs.

The Renaissance of the Forties

No, Virginia, Rodgers and Hammer-
stein did not invent the musical. Their
accomplishments are rooted in the flower-
ing of the musical in the Twenties (its
most salient characteristic being the high
quality of the songs, both words and
music), and in the consolidation of the
Thirties when the book and the intellec-
tual content of the show took on added
importance. Likewise, a refinement came
into the technical and mechanical aspects
of production based upon the pioneering of
Ziegfeld and Max Reinhardt. All those
typical Rodgers and Hammerstein touches
we expect today: good songs related to
plot, narrative ballet, a reasonably strong
book, careful, expensive production — all
these came out of the development of the
musicals of the Twenties and Thirties.

“Oklahoma!”’ was produced in 1943,
but it might clarify the perspective to recall
that *‘Pal Joey'’ came three years earlier;
so did *‘Cabin in the Sky'* and *'Louisiana
Purchase’ (or recall that **Of Thee I Sing"’
was first seen in 1931 and ‘“‘Porgy and
Bess’’ in 1935). In 1941 Kurt Weill and Ira
Gershwin, with the help of a fine book by
Moss Hart, came forth with the impressive
“‘Lady in the Dark’’; later in the same year
Hugh Martin and Ralph Blane gave us the
sprightly and delightful ‘“‘Best Foot For-
ward”. And in 1942 Irving Berlin added
another milestone to his already globe-
girdling career with “‘This Is the Army’".

This in no way detracts from the size-
able and viable —and important — con-
tribution of Rodgers and Hammerstein to
the history of the musical, but it does them
and their peers a disservice to suggest that
they came along and single-handedly (to
mix metaphors a bit) invented and per-
fected a new kind of musical. Actually,
their major contribution has been in the
maintenance of a high level of the musical
as they had inherited it from the Twenties
and Thirties, during which time they had
been making their own valuable additions
before becoming collaborators.

In part, it was the good fortune of
“‘Oklahoma!’’ to have come along at the
time of the resurgence of the record indus-
try and the birth of the “original cast”
album; not to mention a war which
prompted Americans to look to their past
for those values for which they were
fighting. It is notable that there was a
cycle of Americana musicals during World
War II: *‘Bloomer Girl”’, “*Carousel”’, "'Up
in Central Park’, **Oklahoma!"’. No great
case could be built, sociologically, upon
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this war-time tendency, but it is of interest
in passing.

The recent history of the American
musical is extraordinarily well documented
on phonograph records, particularly since
the inception of long-playing records a
decade ago. With rare though sometimes
important exceptions, musicals are re-
corded a week after they open on Broadway
by the original cast, the good with the
bad. A great number of the better scores
are still being supplied by the old masters
of the Twenties and Thirties though a few
new and important names have appeared.

KURT WEILL

Early in 1941 a musical with a plot based
upon psychoanalysis opened to general
shouting in the streets; its songs are still
being sung, particularly ‘‘The Saga of

schenoper’’, both of which had featured
his wife Lotte Lenya.

Weill's religion, and the politics of his
collaborators (particularly of the brilliant,
sardonic, Bert Brecht) made it necessary
for the composer to leave Nazi Germany in
1933.

In Paris Weill continued to turn out
important works — besides being musi-
cally significant they are also documents
of the time —such as the ballet, ‘‘The
Seven Deadly Sins’* and the musical play
“‘Marie Galante’’. By this time Weill was
completely immersed in the theater and
had abandoned the composition of orches-
tral works that had once occupied him
while still a youth in Germany, where he
had studied with Humperdinck and Bu-
soni. Weill’s musical background ac-
counts for at least one important element

Kurt Weill and his wife, the singer Lotte Lenya

Jenny” and ‘‘My Ship”. The show was
“Lady in the Dark” starring Gertrude
Lawrence, singing in her wistful way the
superior lyrics of Ira Gershwin Chis first
full scale score since the death of his
brother in 1937) to the melodies of Kurt
Weill — a small, gentle, German refugee
who proved himself to be a giant among
composers.

Though it may have seemed so, this
was not Weill's first Broadway musical;
he had made notable appearances with the
anti-war musical tract “‘Johnny Johnson’’
(1936) and ‘‘Knickerbocker Holiday"
(1938).

Though these shows began Weill's
American phase, he had already left at
least two equally important phases behind
him in Europe. In his native Germany,
deeply influenced by American music, he
had produced several fine works, among
them ‘‘Mahagonny’’ and “‘Die Dreigro-

in his scores; the composer preferred to do
his own orchestration (unlike many other
popular composers) and this added a great
deal to the effectiveness of his music.
““Lady in the Dark’ was followed by
“One Touch of Venus'’ (lyrics by Ogden
Nash: Speak Low, Foolish Hearr, That's
Him), followed by a reunion with Ira
Gershwin in 1945 to do **The Firebrand of
Florence’’. In many ways a return to the
old fashioned costume musical, **The Fire-
brand of Florence'" was graced with some
of the best work ever done by the two
masters. Gershwin excelled in the lyrics
for A Rhyme for Angela, The Cozy Nook Seng,
and some purely narrative writing. Weill,
at the top of his form also, conceived well-
wrought melodies like Sing Me Nosr a4
Ballad, and You're Far Too Near Me. But
this, one of his best musical scores, was
bogged down by the plot and production
and after a few over 40 performances it
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dropped into oblivion.

Weill next collaborated with Langston
Hughes on the songs for the memorable
‘Street Scene” (1947), with Alan Jay
Lerner on *‘Love Life’” (1948), and teamed
up again with his ‘‘Knickerbocker Holi-
day'’ lyricist, Maxwell Anderson, for what
proved to be Weill's final score, “‘Lost in
the Stars’’. While working on the songs
with Anderson for a proposed production
of ‘“‘Huckleberry Finn'’, and after com-
pleting five songs, Weill succumbed to a
heart attack in 1950.

Kurt Weill composed true American
opera, achieving his goal in a blend of
song, dance, aria and popular song. His
extensive musical training enabled him to
absorb — and to admire —a new idiom
and to work within it like a native. While
he made no resounding pronouncements
about Art, Kurt Weill belongs to that
select company that managed to create art
while merely seeming to fulfill a contract.

HUGH MARTIN

Although embarked upon a career as a
concert pianist in his native Birmingham,
Alabama, Hugh Martin gave it all up one
day when he heard Gershwin's ‘'Rhapsody
in Blue'’, deciding that he wanted to make
music, not as a performer but as a com-
poser.

Beginning his Broadway training with
a singing part in the Harold Arlen musical
“‘Hooray for What?"', Martin went on to
become vocal arranger for several shows
including “‘Streets of Paris’’, “'Stars in
Your Eyes'’, and *‘The Boys from Syra-
cuse’’, many in collaboration with Ralph
Blane.

Absorbing valuable instruction during
interminable rehearsals and the revisions,
the *‘on the road’" problems, and with the
actual workings of putting a musical to-
gether, Martin and Blane made their own
Broadway debut in 1941 with *‘Best Foot
Forward"’, which featured a raft of young-
sters who made show business history:
Nancy Walker, June Allyson, and Gloria
DeHaven. After the musical was filmed,
Martin and Blane stayed on in Hollywood
to write the score for one of the best of all
film musicals, Judy Garland’s ‘‘Meet Me
In St. Louis".

Martin’s Army career interrupted his
songwriting for awhile, but upon his re-
turn to civilian life he wrote some very
fine scores on his own, sometimes even
supplying the lyrics, — ““Look, Ma, I'm
Dancin'"’ (1948), ""Make A Wish"’ (1951),
and in England in 1952, the excellent
“*Love From Judy''.

With Ralph Blane he composed several
songs for movies, ‘‘The Girl Rush”,
“Athena”, and ‘'The Girl Most Likely"".
Martin's enchanting ‘‘New England Suite”’
(scored by Alec Wilder and used as back-
ground music for a film about Grandma
Moses) is one o1 his outstanding efforts;
fresh, lyrical, and captivating — to em-
ploy a few tired but apt adjectives.
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All Martin and Blane songs are ascribed
“‘Music and lyrics by Hugh Martin and
Ralph Blane'’, making it impossible to
determine who really does what. Together
they have turned out Ev'ry Time, Buckle
Down Winsocki, The Trolley Song, Love, and
The Boy Next Door.

Hugh Martin is primarily the composer
and in those songs for which he definitely
wrote the music he manages somehow to
capture that elusive quality of youth cast
in charming musical form. Those who
decry, ‘‘They are not writing songs as they
used to!”’, need only look to Hugh Martin
for that talent among the younger genera-
tion who will continue in the old tradi-
tion and will manage still to say something
fresh, new, and original.

RICHARD RODGERS AND
OSCAR HAMMERSTEIN 11

“Oklahoma!”’ (1943)

“‘Carousel’” (1945)

“*Allegro’’ (1947)

“South Pacific’’ (1950)

“The King And I'" (1951)

“Me And Juliet’” (1953)

“*Pipe Dream’’ (1955)

**The Flower Drum Song’* (1958)

What more needs to be said? Except,
perhaps, that the Rodgers and Hammer-
stein level has been so high that even they
find it difficult to maintain. While three of
these shows did not come off (“*Allegro”’,
“‘Me and Juliet”’, and *‘Pipe Dream’’, all
because of burdensome books) and might
have been considered financial failures—
and even that is doubtful — the songs in
them were still good Rodgers and Ham-
merstein.

The songs of Rodgers and Hammerstein
really continue in the vein of Jerome
Kern’s; not by imitation, but because of
their almost sentimental, homely touches,
their accessibility and appeal, particularly
to the older generation. Still we have come
to take their work for granted so com-
pletely that we hardly notice how good it
really is.

LEONARD BERNSTEIN

As a kind of musical chairs wunderkind
Leonard Bernstein manages to fill many
seats at a single sitting: he composes show
scores, ‘‘serious’’ music, is a good pianist,
and only recently has become the con-
ductor of the New York Philharmonic.

When he collaborated with Betty
Comden and Adolph Green, transforming
the idea of his successful ballet ‘‘Fancy
Free'' into a musical comedy, it seemed
that another Gershwin had suddenly come

upon the scene. Since, however, though

Bernstein has produced brilliant scores, the
original promise of “‘On The Town’" has
not really been kept.

This has not at all robbed two later
shows of great success — '‘Wonderful
Town'', for example, and the current
“West Side Story”’. In addition, Bernstein
may claim also a succés d'estime, a pet of the

intellectual musical comedy fan which is
handy as a cocktail party ploy: ‘‘Yes, I've
seen ‘West Side Story’, but did yox see
‘Candide’?”’

Very few people saw *‘Candide’” (luck-
ily it was beautifully recorded) for it
expired after a brief run. And while it was
a stunning, virtuosic show, like all other
Bernstein efforts, it was a conglomeration
of compositional styles. Skilled musician
that he is, Bernstein does not yet have that
distinctive individuality that Gershwin
had, or that Arlen, Berlin or Hugh Martin
have.

There may be such a thing as a ‘‘Bern-
stein show"’, but there is as yet no “‘Leon-
ard Bernstein song’’. Even his most success-
ful musical to date, *"West Side Story’’, is
more memorable for its production and
direction (which includes the dancing);
the score is subordinate to the rest, and
the best musical contribution lies in the
orchestration by Bernstein and others.

Bernstein does not write down to his
audiences (a point in his favor) but he may
be a bit patronizing toward his betters
from whom he could learn much.

BURTON LANE

By the time he was twenty-one, in
1933, Burton Lane was a member of
ASCAP;as a "teen-ager he was contributing
songs to shows. His precocity led to a trip
to Hollywood and the composition of
songs like Says My Heart, The Lady's in
Love with You, Swing High Swing Low, and
countless others.

In 1940 Lane supplied the music to
E. Y. Harburg’s lyrics for the Jolson show
""Hold On to Your Hats"’ (The World Is
in My Arms and There's a Great Day Coming
Mafiana). Four years later Lane did the
score for Olsen and Johnson’s ‘‘Laffing
Room Only’* — the source of Fexdin’ and
Fightin’, no great work of art but very
popular for a time.

With Harburg again, in 1947, Burton
Lane did his finest score to date, ‘‘Finian's
Rainbow’’, a fantasy that entertainingly
pleaded for tolerance as well as deploying
such songs as How Are Things in Glocca
Morra? and 0I4 Devil Moon.

Burton Lane does not write as fre-
quently as might be hoped. A couple of
years ago he did a good score for a bad
movie, ‘‘Give a Girl a Break', with Ira
Gershwin, and more recently collaborated
with Dorothy Fields on a TV musical,
“‘Junior Miss''. From these it is clear that
Burton Lane should soon return to Broad-
way.

FREDERICK LOEWE

Significantly, for he has composed
many fine waltzes, Frederick Loewe was
born in Vienna. He was given excellent
training as a pianist and by the time he
was thirteen or so had quite a reputation
as a prodigy. He came to the United States
in 1924 (at the age of 20) and continued in
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this virtuoso role for a number of years,
composing as a sideline.

Loewe made his first popular impression
with the songs for “‘Brigadoon’’ (1947),
though he had been composing long before
that. He and lyricist Alan Jay Lerner had
written songs for ‘“The Day Before Spring”’
in 1945, and following “‘Brigadoon’ they
collaborated on another excellent show,
“‘Paint Your Wagon™'.

With the production of *'My Fair
Lady”’, the practically perfect musical, the
team of Loewe and Lerner have come into
deserved recognition. And they have
further proved themselves with the out-
standing film score for **Gigi’.

The musical skill of Loewe is particu-
larly evident in his ability to write au-
thentically in different musical styles
without sacrificing his own musical per-
sonality. ‘‘Brigadoon” has a Scottish
setting, “‘Paint Your Wagon'' is western
American, ‘“My Fair Lady” is set in
England, and “'Gigi’’ in France. The songs
for all of these are equally convincing and
number among them such excellent num-
bers as The Heather on the Hill, Almost Like
Being in Love, I Talk to the Trees, I Still See
Elisa, Wand'rin' Star, I Could Have Danced
All Nighr, and Gigi. Here are combined old
world craftsmanship and new world in-
vention.

FRANK LOESSER

Beginning as a lyricist in Hollywood,
Frank Loesser began writing the music
for his songs during his Army career. An
affecting quasi-folk song, Rodger Young,
was composed for the infantry and became
very popular; during this period Loesser
also wrote Praise the Lord and Pass the
Ammunition, What Do We Do in the In-
fantry?, and other warlike songs.

Out of the Army, Loesser wrote both
words and music for the Ray Bolger musi-
cal, ‘‘Charlie’s Aunt”” (My Darling My
Darling and Once in Love with Amy). Two
years later, in 1950, he produced his fine
“‘Guys And Dolls’’, and then proceeded to
spread himself rather thin with an over-
blown flyer into almost-opera, ‘‘Most
Happy Fella”. Not that the songs were
not good Loesser, but the entire production
seemed somewhat pretentious and self-
conscious. As an opera, American style,

“'Guys And Dolls"" was more successful in
every way.

Loesser has written some good movie
scores, including ‘‘Hans Christian Ander-
sen’’, and will no doubt come up with
another good score for a2 new musical now
that he has his "‘opera’” out of his system.
Loesser’s forte is the song with the common
touch, in the honest vein of Irving Berlin.

The recent past never fails to escape
history and certain critical opinions seem-
ingly so astute at the time prove later to
have been prejudice only, and often way
off the mark.

Today’s musical has arrived at the
point at which it is really difficult to dif-
ferentiate it from opera — that is, con-
temporary opera. Menotti's operas are no
more ‘‘operatic’’ in the old fashioned
tradition (if we subtract his Italian tem-
perament which colors them) than the
‘“‘plays with music’’ of Rodgers and Ham-
merstein. The romantic conception of the
Nineteenth Century opera has been revised
to fit the needs of the Twentieth Century
composer — who has learned a good deal
from musical comedy. The ‘‘serious’’ com-
poser today casts his work in a form quite
close to the popular musical, as witness
Copland’s *‘The Tender Land’, Moore's
““The Ballad of Baby Doe’’, and Floyd's
“*Susanah’’.

If anything, the musical has been
treading the operatic line too faithfully,
and some of the fun has gone out of it.
The form has been becoming more and
more rigid, as did the often mindless (but
entertaining) concoctions of the Twenties.
It is now risky to experiment with a
musical, for it must be integrated, have a
ballet, and often as not a ‘‘message’” as
well as a story. Songs become preachments,
psychological problems are worked out in
ballet, and characterization becomes an
end in itself, while the music begins to
smother in its own significance and stuffi-
ness.

Recent light touches are notable in such
shows as ‘‘Pajama Game”, “Damn Yan-
kees'’ by Adler and Ross; in Harold Rome's
“Wish You Were Here'’; and in Meredith
Willson's first try —and hit — ““The
Music Man’'. Harold Arlen’s ‘‘Jamaica’,

which has the most distinguished score of
all these, might have had some of the old
gossamer — and still 2 good story — had
it not been over-directed, artificially or-
chestrated, and star-struck.

There is room for the show that ignores
the line between the opera and the musical.
“Porgy and Bess’ is at last being properly
appreciated; ‘“West Side Story’’ is an ex-
citing adventure; “‘Carousel’” and ‘‘Fini-
an’s Rainbow’’ seem to be playing some-
where all the time; and the works of Kurt
Weill are being revived on records and the
stage with warming success. The fact that
Patrice Munsel, Irra Petina, the late Ezio
Pinza, or Helen Traubel sing in, or sing
songs from, musicals is no mere whimsical
gimmick: the songs they sing are worthy
of their talents.

With the burgeoning of television an-
other outlet for musical talents opened.
So far no great number of musicals have
been produced for the home screen, but
there have been creditable TV musicals
scored by Rodgers and Hammerstein
(*'Cinderella’"), Cole Porter (‘‘Aladdin’"),
Alec Wilder and William Engvick (‘'Pi-
nocchio’”), and Hugh Martin (‘‘Hans
Brinker'”), proving that it can be done.
Still this does not equal the excitement of
actuzlly attending a theatrical perform-
ance, hearing the overture, seeing the
curtain go up, and watching wonders
happen. What you have before you is a
complexity of collaborations; cooperation
and the lack of it; planning and revision;
the clash of some of the most monumental
egos — often owned by the smallest per-
sonalities — ever assembled for a common
project. More money is invested and spent,
often wasted, than most of us ever earn in
a lifetime — all on one show.

And for what? For your amusement,
for your enjoyment, and for your dollar
too — with the hope that you will take
some of the make-believe home with you,
and that some of the magic will live. It
does, the years have proved, in the songs —
reason enough for calling these fantastic
inventions ‘‘musicals”’. After the laughter
bas died, after the big name star has
faded from view, after the producer has
retired to obscurity, after the costumes and
sets have faded, and the director has fled
to Hollywood — the songs remain alive.

SOME OUTSTANDING FILM MUSICALS
Harold Arlen—Ira Gershwin
A Star Is Born. . . . Columbia CL 1101

Harold Arlen—E. Y. Harburg
The Wizard of Oz. ... M-G-M 3464

Irving Berlin

Easter Parade. . ... ... M-G-M 3227
There's No Business Like Show Business

Decca 8091
White Christmas. . ... .. Decca 8083

Nacio Herb Brown— Arthyr Freed
Singing in the Rain. .. .M-G-M 3236
Gene DePaul—Johnny Mercer
Seven Brides for Seven Brothers
M-G-M 3235

AN AMERICAN MUSICAL DISCOGRAPHY

George and Ira Gershwin
An American in Paris. . . M-G-M 3232

Funny Face.. ... ... .. Verve 15001
Ray Henderson—B. G. DeSylva—Llew
Brown
The Best Things in Life Are Free
_ Capitol T 765
Good News. ... ..... M-G-M 3229

Jerome Kern, et. al.
Till the Clouds Roll By . .M-G-M 3231
Burton Lane— Alan Jay Lerner

Royal Wedding. ... .. M-G-M 3235
Frederick Loewe— Alan Jay Lerner
Gigi................ M-G-M 3641

Hugh Martin—Ralph Blane
Meet Me in St. Louis. . . . Decca 8498

Cole Porter

The Pirate. . ...... ... M-G-M 3234
Richard Rodgers—Lorenz Hart
Words and Music. . ... M-G-M 3233

Sigmund Romberg, et. al,

Deep in My Heart. . .. .M-G-M 3153
Harry Ruby—Bert Kalmar

Three Little Words. . . . M-G-M 3229
Arthur Schwartz—Howard Dietz

The Bandwagon. .. .M-G-M ST 3051
Vincent Youmans—Leo Robin, et. al.

Hit the Deck........ M-G-M E 3163

TELEVISION MUSICALS
Hugh Martin

Hans Brinker. . . . ... ... .. Dot 901
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Cole Porfer
Richard Rodgers — Oscar Hammerstein 1l
Arthur Schwartz—Howard Dietz

“DO IT YOURSELF” COMPOSERS

Recordings in which the composers
interpret their own songs

Harold Arlen

The Music of Harold Arlen
Irving Caesar, et. al.

And Then | Wrote. . .
Rudolph Friml

The Music of Rudolph Friml
Franz Lehar
Hugh Martin—Ralph Blane

Cole Porter

Richard Rodgers

Sigmund Romberg
Harold Rome

Kurt Weill
"Tryout"—ira Gershwin and

MUSICALS THAT DESERVE
TO BE RECORDED

for What?

sands Cheer; Lovisiana Purchase.

Walter Donaldson: Whoopee.

Thompson.

'Em Eat Cake; Pardon My English.

Flying High.

May.

Wish {once available on Victor).

Streets of Paris.

Alladin. .. .. .... Columbia CL 1117
Cinderella. .. ... Columbia OL 5190

HighTor. .. .......... Decca 8272

Composers at Play. . ... .. Vik 1003
Walden 306/7

. Coral 57083

Westminster WP 6069

The Music of Lehar. . . .. London LL-8
Martin and Blane . . . .. Harlequin 701
Composers at Play. . .. ... Vik 1003
Mary Martin Sings—Richard Rodgers
Plays. . ........ Victor LPM 1539
Conducts the New York Philharmonic
Columbia CL 810

Music of Romberg. . . Victor LM 1862

And Then | Wrote. . . .. Coral 57082

Kurt Weill . . .. .. Heritage H-0051

Harold Arlen: Life Begins at 8:40; Hooray

lrving Berlin: Music Box Revues for 1921
and 1922; Face the Music: As Thou-

Leonard Bernstein: On the Town {complete).

Vernon Duke: Ziegfeld Follies of 1934 and
1936; Cabin in the Sky; Sadie

George and Ira Gershwin: Lady Be Good;
Tip Toes; Funny Face (complete);
Treasure Girl; Strike Up the Band; Of
Thee | Sing; {no longer available); Let

Ray Henderson: Good News (complete);
Hold Everything; Follow Through;

Jerome Kern: Sunny; Show Boat {complete);
Sweet Adeline; The Cat and the Fid-
dle; Music in the Air; Very Warm for

Hugh Martin: Best Foot Forward; Make a

Jimmy McHugh: Blackbirds of 1928;

Cole Porter: Fifty Million Frenchmen; The

New Yorkers; Gay Divorce; Jubilee;
Red, Hot and Blue; DuBarry Was a
Lady; Leave It to Me.

Rodgers and Hart: Garrick Gaieties of 1925
and '26; Dearest Enemy; Jumbo; I'd
Rather Be Right; | Married an Angel;
By Jupiter.

Arthur Schwartz: The Little Shows: Revenge
With Music; At Home Abroad; Be-
tween The Devil; Stars in Your Eyes.

Harry Tierney: Rio Rita.

Kurt Weill: Knickerbocker Holiday; Lady in
the Dark (complete); One Touch of
Venus; The Firebrand of Florence.

Vincent Youmans: No, No, Nanette; Great
Day; Rainbow; Smiles; Through the
Years.

MUSICALS IN THE ENGLISH, FRENCH,
AND VIENNESE TRADITIONS
Rudolph Frimi
Rose Marie. .. .. ... .. Camden 408
Gay-Pepusch
The Beggar's Opera. Victor LM 6048
Gilbert and Sullivan

The Mikado . . .. ... ... London 5087
Victor Herbert

Babes in Toyland . . . . .. Decca 8458

Naughty Marietta. . . . Capitol T-551

Sweethearts. . . ... .. .. Camden 369

Franz Lehar

The Merry Widow. Columbia ML 4666
Sigmund Romberg

The Desert Song. . . Victor LOP 1000

New Moon. . ........ Capitol T-219
The Student Prince . Columbia CL 826
Up in Central Park. . ... Decca 8016

Oscar Straus
The Chocolate Soldier
Columbia ML 4060

MUSICALS OF THE TWENTIES
George and Ira Gershwin

Oh, Kayl. . ...... Columbia CL 1050
Jerome Kern— Oscar Hammerstein |l
Show Boat

Columbia OL 4058; Victor LM 2008

THE THIRTIES

George and Ira Gershwin
Girl Crazy. . ... .. Columbia CL 822
Porgy and Bess. . . .Columbia SL 162
Jerome Kern—Otto Harbach, et. al.
Roberta. . ... .... Columbia CL 841
Cole Porter
Anything Goes. . . Columbia ML-4751
Richard Rodgers—Lorenz Hart
Babes in Arms. . . .. Columbia CL 823
The Boys From Syracuse
Columbia CL 847
On Your Toes. .. .. Columbia CL 837
Arthur Schwartz—Howard Dietz
The Bandwagon
Vik 1001; Columbia ML 4751

THE FORTIES

Harold Arlen—E. Y. Harburg
Bloomer Girl . . ........ Decca 8015

Irving Berlin
Annie Get Your Gun
Decca 9019; Capitol W-913
Leonard Bernstein—Betty Comden— Ad-
olph Green
Onthe Town.......... Decca 8030
Burton Lane—E. Y. Harburg
Finian's Rainbow . . Columbia OL 4062
Frederick Loewe— Alan Jay Lerner
Brigadoon
Victor LOC 1001; Columbia CL 1132
Cole Porter
Kiss Me, Kate. . . . Columbia OL 4140
Richard Rodgers —Oscar Hammerstein [l
Carousel
Decca 9020; Victor LPM 1048
Oklahoma!
Decca 9017; Columbia CL 828
South Pacific. . . . Columbia OL 4180
Richard Rodgers—Lorenz Hart

Pal Joey. ... ... Columbia OL 4364
Kurt Weill - Maxwell Anderson
Lost in the Stars. . .. ... Decca 8028

Kurt Weill—Ira Gershwin
Lady in the Dark (TV production)
Victor LM 1882
Kurt Weill—Langston Hughes
Street Scene. .. .. Columbia OL 4139

THE FIFTIES

Richard Adler—Jerry Ross
The Pajama Game
Columbia OL 4840
Harold Arlen—Truman Capote
House of Flowers, Columbia OL 4969
Harold Arlen—E. Y. Harburg

Jamaica. . ... ... Victor LOC 1036
Leonard Bernstein—John Latouche, et. al.
Candide. . ... ... Columbia OL 5180
Leonard Bernstein—Betty Comden—Ad-
olph Green
Wonderful Town. . ... .. Decca 9010

Leonard Bernstein—Stephen Sondheim
West Side Story. . Columbia OL 5232
Vernon Duke—Ogden Nash, et. al.

The Littlest Revue . . . .. Epic LN 3275
Frank Loesser
Guys and Dolls. . . .. ... Decca 9023

Frederick Loewe—Alan Jay Lerner
My Fair Lady . . . . Columbia OL 5090
Paint Your Wagon. . Victor LOC 1006
Cole Porter

CanCan........... Capitol S-452

Out of This World . Columbia OL 4390

Silk Stockings. . ... Victor LOC 1016
Richard Rodgers —Oscar Hammerstein Il

The Kingand 1. . ... ... Decca 9008

Pipe Dream. ... ... Victor LOC 1023
Earl Robinson—Waldo Salt

Sandhog. . ........ Vanguard 9001

Arthur Schwartz—Dorothy Fields
A Tree Grows in Brooklyn
Columbia 4405
Meredith Willson
The Music Man. .. Capitol WAO 990

. Sandy Wilson

The Boy Friend. . . .Victor LOC 1018
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HERE was more than comedy in the cartoon that

I appeared a few months ago in The New Yorker. A

group of politicians was seen seated around a
conference table listening to the chairman’s solemn pro-
nouncement: **This is a diplomatic mission of the utmost
delicacy. The question is, who's the best man for it —
John Foster Dulles or Satchmo?"

The inference can be drawn that jazz today not only
has gained respectability and acceptance as an art in its
native country but has made incredibly powerful headway
as a goodwill ambassador; moreover, the whole domain
of jazz has taken on cosmopolitan overtones that deserve
thorough irspection and analysis.

Jazz was born in this country; not in Africa, not in
New Orleans, but in the United States — a natural,
thythmically generated folk music that was weaned
slowly from the folk songs and field hollers of the deep
South, the spirituals and gospel songs of Negro churches
in almost every state of the Union, the ragtime guitars
and banjos and pianos of the Middle West and the Eastern
seaboard. But today jazz is no more the exclusive property
of the United States than the English language is of
Great Bricain. During 1958 there has been overwhelming
evidence that any human being on this planet, given an
adequate education and the appropriate musical associa-
tions and experience, can become a jazzman — not a
genius, perhaps not even more than a journeyman soloist,
but at least one who, slipping quietly into the company
of native American musicians, could pass undetected,
whether he was born in Poland or Peru.

But the arrival of such phenomena as the Newport
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No Other U.S. Art Form Has Earned More

Prestige, Has Had More Influence on the World
Than Has This Music Born from the Hearts of
the American People —By Leonard Feather

International Band, directed by Marshall Brown and
introduced at the 1958 Newport Jazz Festival, and the
release here of innumerable jazz LPs featuring foreign
musicians (recorded here and abroad) were not achieved
without a long struggle, the background of which is
probably unfamiliar to many readers.

Before World War II, it was almost always possible
to distinguish between an American jazzman and a foreign
musician trying to play in this much-imitated but seldom-
successfully-duplicated idiom. An example of the limita-
tions inherent in jazz performed by musicians of another
country can be gleaned from some of the early British
jazz available on the London label played by various
combos during the 1930s. England was probably ahead of
other countries in its attempt at assimilation, but the
rhythm sections still seemed largely incapable of swinging
in the American manner. It is a matter of fact, not a
generalization, that the only jazzman abroad to create a
personal style, indigenous both to jazz and to the gypsy
music that provided his early milieu, was the Belgian-
born guitarist Django Reinhardt. His records with a
group known as the Quintet of the Hot Club of France,
featuring Stéphane Grappelly on violin, along with two
other guitarists and a bassist, have dated dismally, par-
ticularly from the rhythmic standpoint, but some of
Reinhardt’s solos, particularly at the slower tempos,
reveal that he had found a way of his own, borrowing
little or nothing from the American jazz styles he had
heard.

The ability of the jazzman overseas to develop a
natural swinging style seemed to grow in direct propor-
tion to his exposure to live American jazz. The building
of a deep feeling for the art apparently could not be accom-
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plished simply by hearing phonograph records; it was
necessary to associate with visiting musicians, or to
reverse the procedure by visiting them. Both systems
were adopted, in that order, by George Shearing. The
results on two levels are striking. As Shearing’s early
recordings (still available on London) cleatly illustrate,
during the 1930s and early '40s he was still struggling for
a style, and was often handicapped by incompetent
bassists and drummers. Not until he had settled in the
United States and surrounded himself with a group of
compatible American musicians did he develop the com-
pletely personal style that established the Shearing
Quintet as one of the jazz sensations of 1949. Before long,
other groups were imitating the sound of the Shearing
combo, other pianists were emulating his techniques
(which orginally he himself had drawn from a study of
other Americans), and even Bud Powell, considered by
experts the father of modern jazz piano, became a Shearing
enthusiast, voted for his quintet in a musicians’ poll as
the great jazz combo, and recorded several of Shearing’s
composition.

Shearing deservedly earned a great deal of acclaim in
his first years as a jazz name in the U. S., but simultane-
ously, in his native country, there were other develop-
ments, less well publicized, that indicated a great awak-
ening on the British jazz scene. Shearing's place as the
poll-winning pianist in England was taken by Ralph
Sharon, who subsequently followed the pattern George
had established by immigrating to this country. Aside
from the numerous other instrumental soloists who have
risen to prominence in England in the past decade, there
has been the much respected band of Ted Heath, who,
though his music often represents a compromise between
genuine jazz and expert instrumental dance music, has
earned the admiration of musicians on both sides of the
Atlantic and has a musical status roughly paralleling that
of the Les Brown band over here.

Many musicians and critics, including this writer, feel
that the best band England has produced is that of Johnny
Dankworth, a highly competent alto saxophonist and
arranger, whose first LP was recently released on Verve.
Though Dankworth has not yet visited the U. S. under
the exchange agreement that has brought about many
effective trades since the two music unions reluctantly let
down the barriers in 1955, it can be predicted that he will
be met, by musicians at least, with an even warmer wel-
come than was accorded Heath on his tours in this country.

For reasons that have eluded the jazz world and might
even baffle sociologists, the country that has been closest
to the U. S. in the conviction and spirit of its best jazz
performances is generally acknowledged to be Sweden.
After awarding a wild welcome in 1947 to Chubby Jack-
son's sextet, the first modern jazz combo ever to visit
Scandinavia, the Swedes were quick to show an interest
in the new jazz forms.

While the English and French for the most part re-
mained bogged down in tradition, the Swedes produced
such soloists as Stan Hasselgard, the superb clarinetist
who came to the U. S. in 1947, worked with Benny
Goodman’s sextet the following year (he was the only
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clarinet soloist other than Benny himself ever to be fea-
tured with the combo, and met an untimely death in an
automobile accident late in 1948); Lars Gullin, baritone
saxophonist, 2 Swedish Gerry Mulligan and the first
foreign musician ever to win an American jazz poll (new
star award winner in the Down Beat Critics’ Poll in 1954);
Rolf Ericson, a first-class trumpeter who has spent most
of the past decade in this country and is currently to be
heard on various West Coast LPs; and Goesta Theselius,
a gifted arranger whose brilliant treatment of Summertime
can be heard in the album ‘‘New Stars from the Old
World"" on Blue Note. This LP, incidentally, featuring
poll-winning musicians from Sweden and England, was
among the first of a flood of foreign jazz albums to hit the
American market in the 1950s. A discography of Swedish
jazz today might hit a total of 40 or 50 LPs, many re-
corded especially for the American market.

There are many curious differences in jazz tastes to be
found in the various European countries. While the
Swedes tend toward a concern with styles that are an
outgrowth of the Gillespie and Parker developments of
the 1940s, the Germans have evolved a special interest in
the cool school represented by Lennie Tristano, Lee
Konitz, et 4l; the English, though'they have developed
some fine modern soloists, still reserve much of their
enthusiasm for Dixieland and have had, in the bands of
Humphrey Lyttleton and Chris Barber, the local equiva-
lent of such American phenomena as the Wilbur De Paris
and Turk Murphy bands. The French, though always in
the vanguard with their critical interest in the subject,
were generally incapable of practicing what they preached;
only in the past four or five years have they developed
more than a handful of capable modern jazz soloists,
among whom are the youthful tenor saxophonist Barney
Wilen and the guitarist Sacha Distel, both heard with
John Lewis in Atlantic Records’ *‘ Afternoon in Paris’’.
Bernard Peiffer, a U. S. resident since 1954, is a pianist of
amazing technical dexterity, which he allies with a great
soul and relentless drive that have made him one of the
handful of completely original pianists in jazz today.

While all the developments cited above were taking
place during the last decade, there was a steady influx to
the U. S. of foreign musicians who felt drawn to this
country as their spiritual home and settled here to merge
without any trouble into the maelstrom of the music
business in New York and Hollywood. Among those who
have made considerable headway since their arrival here
and are now fully accepted as part of the American jazz
scene are the following: England’s Ronnie Ball and
Marian McPartland, piano; Victor Feldman, vibraphone;
Peter Ind and John Drew, bass. From Germany: Rolf
Kuhn, clarinet; from Sweden: Bert Dahlander, drums.
From Belgium: Bobby Jaspar, flute and saxophones. From
Scotland: Joe Saye, piano. From Turkey: Arif Mardin,
composer-arranger. From Australia: some (not all) mem-
bers of the Austalian Jazz Quintet. From Ghana: Guy
Warren, drums. From Japan: Toshiko, piano.

The majority of these musicians, since arriving here,
have recorded LPs as leaders of their own combos. All
have worked with leading American groups; few have
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had any difficulty obtaining fairly regular employment. A
few months ago I had the idea of assembling an inter-
national jazz combo under the leadership of Toshiko for
an MGM album. Several of the musicians listed above
were included on the date. There was no language problem
(most foreign jazzmen, by the time they reach these
shores, have learned English through a combination of
schooling, socializing with U. S. jazzmen overseas, and
listening to the Voice of America). More important, how-
ever, there were no musical problems; the extraordinary
degree of variegation in their backgrounds did not prevent
the musicians from achieving complete unity in their
performances.

A much bolder experiment, on a far larger scale, was
conducted this past summer by Marshall Brown, a former
high school teacher who in 1957 astonished Newport
Jazz Festival audiences by producing passable dance music
from an 18-piece band comprising boys and girls in their
mid-teens, members of the Farmingdale, New York, High
School. Early this year, during a tour of 18 countries made
jointly with Newport producer George Wein, Brown
assembled a band in which each member came from a
different country. A $30,000 budget was allocated out of
the festival’s non-profit funds to enable Brown and Wein
to make the tour, bring the men over, lodge and rehearse
them.

The method by which this band was assembled cet-
tainly is unique in jazz history and seems likely to remain
so for some time. Brown and Wein contacted scouts in
each country and asked them to start sifting through
jazz musicians in preparation for auditions. The scouts
included editors, critics, recording executives and im-
presarios. An itinerary was set up allowing for two or
three days of auditioning in each country. The auditions
were greeted with tremendous press, radio and TV cov-
erage.

In typical schoolmaster style Brown carried report
cards with him, and by the time he returned home he had
dossiers on some 700 musicians, including comments on
their solo talent, reading ability, appearance, deportment,
and every other relevant qualification. '*I switched back
and forth, my report cards spread out in front of me, along
with a score,”” says Brown, *'and tried to sing to myself
the way this alto man would play this part, and whether
we would be stronger with an Austrian or a Spaniard

playing lead alto.”” Thus the choices were narrowed down.

When he had the band set in his mind, Brown assem-
bled the men at a meeting in Paris June 12th and brought
them to New York for ten days of rehearsal, sightseeing
and socializing with American jazzmen.

While in the United States, in addition to playing
twice at Newport (the matinee on July 4th and the
evening session on July 6th), they made TV appearances
on the Arthur Godfrey and Bob Crosby shows. Two
weeks after the festival they left for Europe, playing in
Amsterdam July 27th and at the Brussels World’s Fair
July 29th through August 3rd. Soon after, they had to
disperse to their various jobs and countries, but in their
few weeks together they had done more for jazz than
most orchestras could hope to achieve in a lifetime.
Indeed, in the opinion of many who heard it, the Inter-
national Band at Newport gave a performance that eclipsed
by far the musical accomplishment, at the same event, of
the Benny Goodman orchestra, which could have learned
a great deal from Brown's polyglot sidemen in terms of
teamwork, freshness and enthusiasm. (Goodman's arrange-
ments for the most part were the same superannuated
material he has been employing for two decades; Brown
had sought out such highly individual modern composers
as Bill Russo, John La Porta, Adolphe Sandole, Jimmy
Giuffre, and the Belgian, Jack Sels.)

The world of jazz in 1958 is one in which national
boundaries have been proven no more important than
racial lines. Today it is impossible, on a blindfold test
basis, to distinguish an American musician from an im-
ported soloist. Jazz has penetrated so far and so deep that
even the Iron Curtain countries, starved for live perform-
ances, are expected to mob and hero-worship Louis
Armstrong and other American jazzmen who manage to
crash through to Moscow during the coming year, as it
seems highly probable they will. Already the Dave
Brubeck quartet has been received with heartwarming
acclaim in Poland and Tony Scott had what he described
as the most moving experiences of his life during a trip
to Yugoslavia.

In this era of international tensions, our prestige teeters
in fragile balance on the global level, while on the esthetic
plane, musicians and their followers form a classless,
biasless society that is helping to provide a firmer base
for the world of tomorrow.
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Record Collectors Guide

Here Are the Records of Various Types Which Have Been Recom-
mended in the “Guide to Record Collecting” Series. For Discussion
of the Records, See the Issue Identified by

WANDA LANDOWSKA

the world’s most celebrated harpsi-
chordist, lists her cheoice of

HARPSICHORD MUSIC

For detailed discussion of these rec-
ords, see H.F.M. Jan-Feb '57

Bach: Goldberg Variations
Wanda Landowska
RCA Victor LM-108C

Ralph Kirkpatrick
Haydn Society HS-3062
Gustav Leonhardt

Bach Guild BG-536

Bach: The Well-Tempered Clavier
Wanda Landowska
RCA Victor LM-1017, -1107, -1136, -1152,
-1708, -1820 {complete)
Bach: Prelude, Fugue, and Allegro in E flat
Wanda Landowska
RCA Victor LM-1217
Fernando Valenti
Lyrichord 48
Couperin le Grand: Passacaglia in B minor; Les
Folies Francaises
Ruggero Gerlin
Oiseau-Lyre OL-50052/67
Sylvia Marlowe
Remington 199-136
Claude Jean Chicsson
Lyrichord 12
Rameau: La Dauphine
Wanda Landowska
RCA Victor LM-1217
Robert Veyron-Lacroix
Westminster set 3303; WN-181 24/26
Chambonniéres: Chaconne in C
Daniel Pinkham
Classic 1054
Isabelle Nef
Qiseau-Lyre OL-50028
Claude Jean Chiasson
Lyrichord 19
Purcell: Ground in C minor
Wanda Landowska
RCA Victor LM-1217
Handel: Svite in F
Fernando Valenti
Allegro 4001
Frank Pelleg
Handel Society HS-4
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Scarlatti: The Sonatas
Wanda Landowska
RCA Victor LM-1217
Ralph Kirkpatrick
Columbia SL-221; ML-5025/8
Fernando-Valenti
Westminster ]8328/34 and others
Sylvia Marlowe
Remington 199-136
Capitol P-8336
George Maicolm
London LL-963
Mozart: Rondo in D, K.485; Rondo alla Turca
Wanda Landowska
RCA Victor LM-1217

AARON COPLAND
one of America’s foremost compos-

a basic
works by

GUSTAV MAHLER

the 19th Century composer on the
threshold of modernism whose sym-
phonies and vocal works are still
topics of controversy. For detailed
discussion of these records, see
H.F.M.Mar-Apr '57

Das Lied von der Erde
Kathleen Ferrier, contralto; Julius
Patzak, tenor; Vienna Phitharmonic Orchestra
under Bruno Walter
London A-4212 2-12"

Kindertotenlieder
Dietrich Fischer-Dieskau, bass-baritone;
Philharmonic Orchestra under Rudolf Kempe
RCA Victor LM-6050 2-1 2"

Kathleen Ferrier, contralto; Vienna Philharmonic
Orchestra under Bruno Walter
Columbia ML-4980
Norman Foster, baritone; Bamberg Symphony
under Jascha Horenstein
Vox PL-9100

Symphony No. ¢ in D
Vienna Philharmonic Orchestra
Horenstein
Vox 7602 2-12""
Israel Philharmonic Orchestra under Paul Kietzki
Angel 3526-B 2-12"’

ers, suggests library of

Berlin

under Jascha

Month and Year

Symphony No. 4 in G
Concertgebouw Orchestra
Beinum London LL-618

Hague Philharmonic Orchestra under Willem van
Otterloo
Epic LC-3304
New York Philharmonic Symphony under Bruno
Walter
Columbia ML-4031

Symphony No. 1 in D
London Philharmonic Orchestra under Hermann
Scherchen
Westminster XWN-18014
New York Philharmonic Symphony under Bruno
Walter
Columbia ML-4958

Israel Philharmonic Orcnestra under Paul Kletzki
Angel 35180

under Eduard van

IRMGARD SEEFRIED

renowned recitalist and operatic sop-
rano, suggests a basic library of
songs by

HUGO WOLF

one of the world’s greatest lieder
composers whose songs, an impor-
tant feature of many concert recitals,
rank with those of Schubert and
Brahms. For discussion of these re-
cords, see H.F.M. May-June ’57

Auch Kleine Dinge
Schweig einmal still
Wir haben beide lange
Mir ward gesagt
Du sagst Mir
Mein Liebster ist
Irmgard Seefried, soprano
Decca DL-9743
Prometheus
Hans Hotter, baritone
Angel 35057
Abschied
Alfred Poell, bass
Westminster WL-5048
Denk es, 0 Seele
Verborgenheit
Heinrich Schlusnus, baritone
Decca DL-9620
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ARTHUR FIEDLER
conductor of the Boston Pops, chooses

MUSIC FOR SUMMER
LISTENING

For detailed discussion of these rec-
ords see H.F.M. Jul.-Aug. '57

Rossini: William Tell Overture
Chicago Symphony Orchestra
Tocsanini
RCA Victor LM-1986
Boston Pops Orchestra under Arthur Fiedler
Camden 116

Tchaikovsky: 1812 Overture
Chicago Symphony Orchestra under Fritz Reiner
RCA Victor LM-1999
Minnzapolis Symphony Orchestra under Antal
Dorati
Mercury MG-50054

Strauss, J.: Tales from the Vienna Woods

Columbia Symphony Orchestra under
Walter
Columbia ML-5113

Grieg: Peer Gynt Suites
Philadelphia Orchestra under Eugene Ormandy
Columbia ML-5035

Offenbach: Gaita Parisienne
Boston Pops Orchestra under Arthur Fiedler
RCA Victor LM-1817

Philadelphia Orchestra under Eugene Ormandy
Columbia ML-5069

Strauss, J.: Graduation Ball
Boston Pops Orchestra under Arthur Fiedler
RCA Victor LM-1919
New Symphony Orchestra under Anatole Fistoulari
London LL-883

Tchoikavsky: Marche Slave
London Symphony Orchestra under Hermann
Scherchen
Westminster XWN-18283
Philadelphia Symphony Orchestra under Eugene
Ormandy
Columbia ML-4997

Ravel: Bolero
Boston Symphony Orchestra under Charles Munch
RCA Victor LM-1984
Paris Conservatory Orchestra under Ernest Anser-
met
London LL-1156

Ravel: La Valse
Boston Symphony Orchestra under Charles Munch
RCA Victor LM-1984

ibert: Divertissement
Boston Pops Orchestra under Arthur Fiedler
RCA Victor LM-2084

under Arturo

runo

GARY GRAFFMAN
brilliant ycung American pianist,
chooses a kasic library of
PIANO CONCERTI

For detailed discussion of these rec-
ords, see H.F.M. Sep. '57
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Mozort: Piano Concerto No. 9 in E flat, K.271
Clara Haskil, piano; Vienna Symphony Orchestra
under Paul Sacher
Epic LC-3162
Myra Hess, piano; Perpignan Festival Orchestra
under Pablo Casals
Columbia ML-4568
Wilhelm Kempff, piano; Stuttgart Chamber Or-
chestra under Karl Munchinger
London LL-998

Mozart: Piano Concerto No. 17 in G, K.453
Rudolf Serkin, piano; Columbia Symphony Or-
chestra under George Szell
Columbia ML-5169

Mozart: Piano Concerto No. 27 in B flat, K.595
Rudolf Serkin, piano; Columbia Symphony Or-
chestra under Alexander Schneider
Columbia ML-5103

Beethoven: Piano Concerti Nos. 3 in C minor, Op.
37;4in G, Op. 58; 5 in E flat, Op. 73

Nos. 3, 4, 5:
Artur Schnabel, piano; London Symphony Orches-
tra under Sir Malciolm Sargent
RCA Victor Album LCT-6700 5-12"

Nos. 3, 4, 5:
Rudolf Serkin, piano; Philadelphia Orchestra un-
der Eugene Ormandy
Columbia ML-4738; ML-5037; ML-4373

No. 3:
Emil Gilels, piano; Paris Conservatory Orchestra
under Andre Cluytens
Angel 35131

Nos. 4, 5:
Wilhelm Backhaus, piano; Vienna Philharmonic
Symphony under Clemens Krauss
London LL-417; LL-879

Brahms: Piano Concerti Nos. 1, and 2:

No. 1 in D minor:
Rudolf Serkin, piano; Cleveland Symphony Orches-
tra under George Szell
Columbia ML-4829

Artur Rubinstein, piano; Chicago Symphony Or-
chestra under Fritz Reiner
RCA Victor LM-1831

Rudolf Firkusney; Pittsburgh Symphony Orchestra
under William Steinberg
Capitol P-8356

No. 2 in B flat:
Viadimir Horowitz, piano; NBC Symphony Or-
chestra under Arturo Toscanini
RCA Victor LCT-1025

Rudolf Serkin, piano;
under Eugene Ormandy
Columbia ML-4014

Wilhelm Backhaus, piano; Vienna Philharmonic
Orchestra under Carl Schuricht
London LL-628

Chopin: Piano Concerti Nos. 1 and 2:
No. 1 in E minor:
Artur Rubinstein, piano; Los Angeles Symphony
Orchestra under Alfred Wallenstein
RCA Victor LM-1810
No. 2 in F minor:
Vladimir Ashkenazy, piano; Warsaw Philharmonic

Orchestra under Zdzislaw Gorzynski
Angel 35403

Philadelphia Orchestra

Schumonn: Piano Concerti in A minor, Op. 54 in
B flat minor
Dinu Llipatti, piano; Philharmonia Orchestra under
Herbert von Karajan
Columbia ML-4524

Tchaikovsky: Piano Concerto No. 1 in B flat
Vladimir Horowitz, piano; NBC Symphony Or-
chestra under Arturo Toscanini
RCA Victor LCT-1012

Emil Gilels, piano; Chicago Symphony Orchestra
under Fritz Reiner

Rachmaninov: Piano Concerto No. 2 in C minor,
Op. 18
Sergei Rachmaninov, piano; Philadelphia Orches-
tra under Leopold Stokowski
RCA Victor LCT-1014; LM-6123 (set)
Eugene Istomin, piano; Philadelphia Orchestra
under Eugene Ormandy
Columbia ML-5103

Prokofiev: Piano Concerto No. 3 in C, Op. 26
William Kapell, piano; Dallas Symphony Orches-
tra under Antal Dorati
RCA Victor LVT-1028

Barték: Piano Concerto No. 2
no recommended recording

E. POWER BIGGS

America’s most-recorded organist,
chooses a basic library of

ORGAN WORKS

For detailed discussion of these rec-
ords, see H.F.M. Dec. '57

Sweelinck: Variations on "Mein Junges Leben hat
ein End”
E. P. Biggs
Columbia KSL-219 2-12"

Buxtehude: Prelude and Fugue in G minor (No.
42, Novello Ed.)
E. P. Biggs
Columbia KSL-219 2-12"/

Boch: Toccata and Fugue in D minor
E. P. Biggs
Columbia ML-4500; also ML-5032
Claire Coci
Vox DL-210
Virgil Fox
RCA Victor LM-1963
Carl Richter
Llondon LL-1174
Bach: Passacaglia and Fugue in C minor
E. P. Biggs
Columbia ML-4500
Catherine Crozier
Kenmore 2551
Helmut Walcha
Decca Archive ARC-3021
Bach: Orglbiichlein {The Littte Organ Book)
E. P. Biggs
Columbia KSL-227 3-12"
Helmut Walcha
Decca Archive ARC-3025/6 2-12"
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Handel: Organ Concerti: Op. 4: No. 2 in B flat,
Na. 5 in F; Op. 7: No. 1 in B flat, No. 5 in G
minor
Lawrence Moe, organ; Unicorn Concert Orchestra
under Klaus Liepmann
Unicarn 1032

Mozart: Festival Sonatas for Orchestra and Organ
{Nos. 1-17, complete)
E. P. Biggs, organ; Camarata Academica under
Bernhard Paumgartner
Columbia K3L-231 3-12”

Reubke: Sonata an the 94th Psalm
Catherine Crozier
Kenmore 2552

E. P. Biggs

Columbia ML-4820

Richard Ellsasser

MGM-3078

Virgil Fox

RCA Victor LM-1917
Mendelssohn: Organ Sonatas, Op. 65
No. 6:

Albert Schweitzer

Columbia SL-175
No. 2:

Richard Ellsasser
MGM-3007

Rheinberger: Sonata No. 7 in F minor, Op, 127
E. P. Biggs
Columbia ML-5199

Poulenc: Concerto in G minor for Organ, Strings,
and Timpani
Richard Ellsasser, organ; Hamburg Phitharmonic
Orchestra under Arthur Winograd
MGM-3371
E. P. Biggs, organ; Columbia Symphony Orchestra
under Richard Burgin
Columbia ML-4329

Sowerby: Symphony for Organ in G
Catherine Crozier, organ
Kendail 2554

Hindemith: Concerto for Organ and Chamber
Orchestra, Op. 46, No. 2
E. P. Biggs, organ; Columbia Chamber Orchestra
under Richard Burgin
Columbia ML-5199

Plston: Prelude and Allegro for Organ and Strings
no available recording

HARRY BELAFONTE

folksinger and star of stage and
screen, suggests a basic library of

AMERICAN FOLK MUSIC

For detailed discussion of these rec-
ords, see H.F.M, Jan.-Feb. '58

Ride on OId Paint
Burl ives
Columbia CL-628

Norman Luboff Choir
Columbia CL-657
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Ed McCurdy
Tradition TLP-1003
Shenandoah
William Warfield
Columbia ML-2206
Alan Mills
Folkways FA-2312
Harry Belafonte
RCA Victor LPM-1402
Johnny Has Gone for a Soldier
Wallace House
Folkways FP-48-3
John Henry
Harry Belafonte
RCA Victor LPM-1022
Josh White
Elektra JH-701
Rock Island Line
Leadbelly
Folkways FP-14
Milt Okun
Baton BL-1203
I'm Goin' to Tell God All My Troubles
Inez Matthews
Period SPL-580
Robert McFerrin
Riverside RLP 12-912
When the Saints Go Marching In
Mabhalia Jackson
Columbia CL-644
Old Riley
Leadbelly
Folkways FP-14
Carless Love
Clarence Cooper
Elektra EKL-27
Go 'Way from My Window
Susan Reed
Elektra EKL-116
Every Night When the Sun Goes Down
Harry Belafonte
RCA Victor LPM-1150
Black Is the Color
Susan Reed
Elektra EKL-116

Roger Wagner Chorale
Capitol P-8324

HUGH ROSS

Conductor of New York’s Schola
Cantorum and the National Chorus of
America, suggests a basic library of

GREAT CHORAL MUSIC

For detailed discussion of these rec-
ords, see H.F.M. Mar, '58

Bach: B Minor Mass
Vienna Symphony Orchestra and Akademie Kam-
merchor under Herman Scherchen
Westminster 3305 3-12"

Barték: Cantata Profana
Richard Lewis, Marka Rothmiiller, New Symphony
Orchestra and Chorus under Walter Susskind
Barték-312

Beethoven: Missa Solemnis
Rabert Shaw Chorale, NBC Symphony Orchestra
under Arturo Toscanini
RCA Victor LM-6013 2-12”

Berlioz: Te Deum
Royal Philharmanic Orchestra with London Phil-
harmonic Choir under Sir Thomas Beecham
Columbia ML-4897

Copland: In the Beginning
San Jose State College Choir
Music Library 7007

Dunstable: Six Motets
Pro Musica Antiqua under Safford Cape
Decca ARC-3052

Handel: Messiah
Royal Philharmonic Orchestra under
Sir Thomas Beecham
RCA Victor LCT-6401 4-12”

Haydn: The Seasons
Vienna Phitharmonic under Clemens Krauss
Hayden Seciety 2027 3-12"

Honnegger: King David (Le Rai David}

Suzanne Danco, soprano; L'église Nationale Van-
daise, L'Orchestre de la Suisse Romande under
Ernest Ansermet

London A-4222 2-12"

Jannequin: Chant des Oiseaux {Song of the Birds)
Nadia Boulanger Vocal Ensemble
Decca DL-9629

Krének: Lamentations of Jeremiah
Russell Harris,
soloist; Hamline University Choir under Robert
Holiday
NRLP-506 1-10"

Monteverdi: Vespers 1610 (Vespro della Beata
Vergine)
Richard Lewis, Tenor; the London Singers
Oiseau-Lyre 5001/2 212"~
Swabian Choral Singers; Stuttgart Bach Orchestra
Vox 7901 2-12"

Mozart: Requiem
Irmgard Seefried, Jennie Tourel, Léopold Simon-
eau, William Warfield; New York Phitharmonic
Orchestra under Bruno Walter
Columbia ML-5012
Irmgard Seefried, Vienna Opera Chorus and
Symphony Orchestra under Georg Jocum
Decca ARC-3048/9 2-12"

Palestrina: Pope Marcellus Mass (Missa Papae
Marcelli)
Robert Wagner Chorale
Capitol P-8126

Stravinsky: Symphony of Psaims
Columbia Broadcasting Orchestra
under Igor Stravinsky
Columbia LM-4129
London Philharmonic Choir and Orchestra under
Ernest Ansermet
London LL-889

Vavghan Williams: Two Tudor Portraits
Pittsburgh Symphony Orchestra with the Mendels-
sohn Choir
Capitol P-8218

Verdi: Manzoni Requiem
Soloists with the Robert Shaw Choral; NBC Sym-
phony Orchestra under Arturo Toscanini
RCA Victor LM-6018

KURT HERBERT ADLER
General Director of the San Francisco
Opera Company, suggests a basic

library of
OPERATIC MASTERPIECES

For detailed discussion of these rec-
ords, see H.F.M. Apr. '58
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Mozart: "Don Giovanni”
Cesare Siepi, Fernando Corena, Anton Dermota,
Suzanne Dancg, Lisa della Casa, Hildo Gueden;
London Symphony Orchestra under Josef Krips
London A-4406 4-12'/

Cherubini: "Medea”
Maria Callas, Mirto Picchi, Renata Scotto, Gui-
seppe Modesti, Miriam Pirazzini; Orchestra and
Chorus of La Scala under Tullio Serafin
Mercury CL3-104

Wagner: "Lohengrin
Eleanor Steber, Astrid Varnay, Wolfgang Wind-
gassen; Bayreuth Festival Orchestra ond Chorus
under Joseph Keilberth
London A-4592 5-12"

Wagner: "Tristcn und Isolde”
Kirsten Flagstad, Ludwig Suthaus, Blanche Thebom,
Diedrich Fischer-Dieskau; Royal Opera Chorus
under Wilhelm Furtwéngler
RCA Victor LM-6700 5-12"

Verdl: "La Traviata”
Licia Albanese, Jan Peerce, Robert Merrill; NBC
Symphony Orchestra under Arturo Toscanini
RCA Victor LM-6003 2-12"

Verdi: "Otello”
Ramon Viney, Herva Nelli NBC Symphony Or-
cestra under Arturo Toscanini
RCA Victor LM-6107 3-12"

Renata Tebaldi, Mario del Monaco, Accademia
St. Cecilla under Alberto Erede
London A-4312 2-12"

Bizet: "Carmen”
Risé Stevens, Jan Peerce, Licia Albanese, Robert
Merrill; RCA Victor Symphony Orchestra under
Fritz Reiner
RCA Victor 1M-6102 3-12”

Puccini: "La Bohéme"”
Maria Callas, Giuseppe Di Stefano LaScala
Opera Orchestra under Antonino Votto
Angel 3560 B/L 2-12"
Licia Albanese, Jan Peerce, Robert Merrill; NBC
Symphony Orchestra under Arturo Toscanini
RCA Victor LM-6006 2-12"

Strauss, R.: "Der Rosenkavalier”
Elizabeth Schwarzkopf, Christa Ludwig, Teresa
Stich-Randall, Otto Edelmann; Philharmonic Chorus
and Orchestra under Herbert von Karajan
Angel 3563-D/L 4-12"

Puccini: "Turandot”
Inga Borkh, Renata Tebaldi, Mario del Monaco;
St. Cecilia Orchestra under Alberto Erede
London A-4320 3-12"
Maria Callas, Elizabeth Schwarzkopf; La Scala
Chorus and Orchestra under Tullio Serafin
Angel 3571 C/L 3-12”

Gershwin: "Pargy and Bess"
Lawrence Winters, Camilla Williams, Lehmon En-
gel conductor
Columbia OSL-162 3-12"

o MARTIAL SINGHER

Lieder singer and leading baritone of
the Metropolitan Opera, suggests a
basic library of

VOCAL CHAMBER MUSIC

For detailed discussion of these rec-
ords, see H.F.M. May '58
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Couperin (le grande): Legons de Téndbres]
Hughes Cuénod tenor, Gino Sinimberghi tenor;
Frantz Holetschek harpsichord organ, Richard
Harand celle
Westminster XWN-18581

Rameau: "l'Impatience”, Cantata for Solo Voice,
Vicla de Gamba, and Harpsichord; "Diane et
Actéon”

Hugues Cuénod tenor, Alfred Zighera vicla da
Gamba, Daniel Pinkham harpsichord
Lyrichord 44

Handel: "Apocllo e Dafne”
Margaret Ritchie soprano, Bruce Boyce baritone,
Ensemble Orchestra L'Oiseau-Lyre under Anthony

Lewis
Oiseau-Lyre 50038

Brahms: Two Songs for Contralto with Viola Obbli-
gato
Kathleen Ferrier contralto, Max Gilbert viola;
Phyllis Spurr piano
London 5098

Ravel: Chansons Madécasses for Voice, Flute, Cello,
and Piano
Martial Singher, baritone
Concert Hall CHS-1124

Irma Kolossi, mezzo-sopranc
London LL-1425

r =TTy

Vaughan Williams: On Wenlock Edge, for Tenor,
Piano, and String Quartet
George Maran tenor, Newton piano, London
String Quartet
London 5365
Alexander Young, tenor, Gordon Watson, piano;
Sebastian String Quartet
W estminster XWN-18097

Respighi: Il Tramonto, Poem for Quartet and Voice
Sena Jurinac soprano, Barylli Quartet
Westminster XWN-18597

Stravinsky: Three Shakespeare Songs, for So-
prano, Flute, Clarinet, and Vicla
Richard Robinsen, tenor; Chamber Ensemble under
lgor Stravinsky
Columbia ML-5196

Villa-Lobos: Bachianas Brasileiras No. 5, for So-
prano and Eight Celli
Bid§ Sayao, soprano; cello ensemble under Villa-
Lobos
Columbia ML-5231

Phyllis Curtin, soprano, New Orchestral Society of
Boston under Willis Page
Cook 1062

Thompson: Stabat Mater, for Soprano and String
Quartet
Jennie Taurel, mezzo-sopranc; New Music Quartet
Columbia 3ML-4491

Britten: Serenade for Tenor, Horn and Strings, Op.
31
Peter Pears, tenor; Dennis Brain, horn; New Sym-
phony Orchestra under Eugene Goossens
London 5358

LEHMAN ENGEL
Broadway’s best known conductor,
suggests a basic library from the

LYRIC THEATRE

For detailed discussion of these rec-
ords, see H.F.M. June '58

1

Gay-Pepusch: "The Beggar's Opera”
Old Vic Company, chorus and Pro Arte Orchestra
under Sir Malcolm Sargent
RCA Victor LM-6048 2-12" o
Carmen Prietto, Martha Lipton, Dennis Noble ; Arga
Chamber Ensemble under Richard Austin
Westminster OPW-1201 2.12"

Gilbert and Sullivan: "lolanthe”
D'Oyly Carte Opera Company
London A-4210 2-12" (complete)
D'Oyly Carte Opera Company
London 5089 (excerpts)

Romberg: "The Student Prince"
Dorothy Kirsten, Robert Rounseville, Chorus and
Orchestra under Lehman Engel
Columbia CL-826 {complete)

Gershwin: ""Oh, Kay!”
Barbara Ruick, Jack Cassidy, Chorus and Orches-
tra under Lehman Engel
Columbia CL-1050

Kern: "Show Boat"”
Jan Clayton, Carol Bruce, Cast of '46 production,
Chorus and Orchestra under Edwin McArthur
Columbia OL-4058
Robert Merrill, Patrice Munsel, Risé Stevens, Cho-
rus and Orchestra
RCA Victor LM-2008

Schwartz: "The Band Wagon”
Fred and Adele Astaire
Vik LVA-1001
Mory Martin,
Lehman Engel
Columbia ML-4751

Rodgers: "Pal Joey”
Vivienne Segal, Harold Lang, Chorus and Or-
chestra under Lehman Engel
Columbia OL-4364

Weill: "Lady in the Dark”
Ann Southern, Carelton Carpenter, Original TV
Cast
RCA Victor LM-1882
Gertrude Lawrence
RCA Victor LRT-7001 10"’

Arlen: "Bloomer Girl”
Celeste Holm, Original Broadway Cast
Decca 8015

Arlen: "House of Flowers™
Pearl Bailey, Original Broadway Cast
Columbia OL-4969

Rodgers: “Carouse|”
Jan Clayton, John Raitt, Original Broadway Cast
Decca 9020
Patrice Munsel, Robert Merrill
RCA Victor LPM-1048
Gordon McRae, Shirely Jones, Film Soundtrack
Capitol W-694

Berlin: "Annie Get Your Gun"
Ethel Merman, Ray Middleton, Original Broadway
Cast
Decca 9018
Mary Martin, John Raitt
TV Soundtrack
Capitol W-913

Lane: "Finian's Rainbow"
Ella logan, David Wayne, Original Broadway
Cast
Columbia OL-4062
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Porter: "Kiss Me, Kate”
Alfred Drake, Patricia Morrison, Original Broad-
way Cast
Columbia OL-4140

Loesser: "Guys and Dolis”
Robert Alda, Vivian Blaine, Sam Levene, Original
Broadway Cast
Decca 9023

Loewe: "My Fair Lady”
Julie Andrews, Rex Harrison, Stanley Holloway,
Original Broadway Cast
Columbia OL-5090

Bernstein: "West Side Story”
Larry Kuntz, Stephen Sondheim, Original Broad-
way Cast
Columbia OL-5230

Bernstein: "Candide”
Max Adrian, Robert Roundeville, Barbara Cook,
Ira Peting, Original Broadway Cast
Columbia OL-5180

IGOR MARKEVITCH

one of the world’s most inspired con-
ductors, suggests a basic library of

MUSIC FOR HI-FI
REPRODUCTION

For detailed discussion of these rec-
ords, see H.F.M. Sep. '58

Purcell: The Fairy Queen
Jennifer Vyvyan, Peter Pears; St. Anthony Singers
and Boyd Neel Orchestra under Anthony Lewis
London-L'Oiseauv Lyre OL 50139-41 3-12"”
Bach: The Four Suites for Orchestra
Philharmonia Orchestra under Otto Klemperer
Angel Album 3536-B with scores
Amsterdam  Concertgebouw Orchestra
Eduard Van Beinum
Epic SC-6024 2-12"
Vienna State Opera Orchestra under Felix Pro-
haska

under
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Vanguard-Bach Guild 530/1 2-12"

Bach: The Musical Offering
French Radio Orchestra under Igor Markevitch
Angel 45005
Stuttgart Ensemble under Karl Ménchinger
london LL-1181

Berlioz: Symphonie Fantastique, Op. 14
Berlin Philharmonic Orchestra under Igor Marke-
vitch
Decca DL-9783
Boston Symphony Orchestra under Charles Munch
RCA Victor LM-1900
Minneapolis Symphony Orchestra under Antal
Dorati
Mercury 50034
French Radio Orchestra under André Cluytens
Angel 35448

Gounod: Symphony No. 2
Lamoureux Orchestra of Paris under lgor Marke-
vitch
Decca DL-9982

Mahler: Symphony No. 4
Philharmonia Orchestra under Paul Kletzki
Angel 35570
Hague Philharmonic Orchestra under Willem Van
Otterloo
Epic LC-3304

Amsterdam Concertgebouw Orchestra
Edvard Van Beinum
london LL-618

Debussy: Jeux (Poéme Dansé}
Suisse Romande Orchestra under Ernest Ansermet
Llondon LL-992

Stravinsky: le Sacre du Printemps
Paris Conservatory Orchestra under Pierre Mon-
teux
RCA Victor LM-2085
Philharmonia Orchestra under Igor Markevitch
Angel 35549
Suisse Romande Orchestra under Ernest Ansermet
London LL-1730

Berlin R.LA.S. Symphony Orchestra under Ferenc
Fricsay
Decca DL-9781

Schonberg: Variations for Orchestra, Op. 31
Robert Craft conducting unidentified orchestra
Columbia ML-5244

Britten: Young Person’s Guide to the Orchestra
Peter Pears, narrator; Philharmonia Orchestra
under lgor Markevitch
Angel 35135

Brandon de Wilde, narrator; Pro Musica Sym-
phony Orchestra under Hans Swarowsky
Vox 9280

Amsterdam Concertgebouw Orchestra
Edvard Van Beinum
Llondon LL-917

Minneapolis Symphony Orchestra under Antal

Dorati
Mercury 50047

under

under

Copland: Symphony No. 3

Minneapolis Symphony Orchestra under Antal
Dorati
Mercury 50018

Shostakovitch: Symphony No. 10

New York Philharmonic under Dimitri Mitropoulos
Columbia LM-4959

Phitharmonic Orchestra under Efrem Kurtz
RCA Victor LM-2081

Czech Phitharmonic under Karel Ancerl
Decca DL 9822
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Triple-A-Raves

These Arc the Records and Tapes Which, from September 1957 through

August 1958, Have Been Given Unqualified, Triple-A Recommendation by

Our Reviewers. This Rating Is Based on Quality of Musical Composition,

Performance, and Reproduction of Sound. Re-Releases, Which Are Starred,
Are Not Graded as to Sound. The Date of the Issue in Which

RECORDS
ORCHESTRAL MUSIC

BARTOK: Concerto for Orchestra
Decca DL-9951: Mar 58
BEETHOVEN: Symphony No. 3 in E flat

(“Eroica’) Decca DL-9912: Sep 57
BEETHOVEN: Symphony No. 7 in A, Op.
92 Capitol P-8398: Feb 58

BRAHMS: Symphony No. 1 in C minor,
Op. 68 RCA Victor LM-2097: Dec 57
Angel 3548: Apr 58
BRAHMS: Symphony Ne. 2 in D, Op. 73
Decca DL-9933: Feb 58
Angel 35218: Feb 58
London LL-1699: Mar 58
BRAHMS: Symphony No. 4 in E minor,
Op. 98 Angel 35546: Jun 58
BRAHMS: Variations on a Theme of
Haydn; Op. 56a; Academic Festival
Overture, Op. 80; Tragic Overture, Op.
81 London LL-1752: Apr 58
BRAHMS: Variaitons on a Theme of
Haydn, Op. 56a; Seven Hungarian
Dances Mercury MG-50154: Apr 58
BRITTEN: The Prince of the Pagodas
London LL-1690/1: Mar 58
CORRETTE: Concerto in G for Three Flutes
and Orchestra
Epic LC-3383: Mar 58
COUPERIN: L’Apothéose de Lully
DELIBES: “Coppélia” (complete)
.. London LL-1717/18: Feb]58
DVORAK: Symphony Neo. 4 in G, Op. 88;
Scherzo Capriccioso, Op. 66
.. Mercury MG-50162: Jul 58
DVORAK: Symphony No. 5 in E minor,
Op. 95 (“From the New World")
London LL-1607: Sep 57
ELGAR: Enigma Variations, Op. 36
VAUGHAN WILLIAMS: Fantasia on a
Theme by Thomas Tallis
Capitol P-8383: Dec_57
FRANCK: Symphony in D minor
Victor LM-2131: Feb 58
GRIEG: Peer Gynt Suites Nos. 1 & 2; Lyric
Suite RCA Victor LM-2125: Feb 58
HOLST: The Planets
Capitol P-8389: Dec 58
MAHLER: Symphony No. 4in G
Decca DL-9944: Mar 58
MILHAUD: Les Choéphores
HONEGGER: Symphony No. 5
Decca DL-9956: May 58
MOZART: Symphony No. 39 in E flat,
K.543; Symphony No. 40 in G minor,
K.550 Epic LC-3357: Dec 57
Columbia ML-5194: Dec 57
MOZART: Symphony No. 40 in G minor,
K.550; Symphony No. 41 in C, K.551
(“Jupiter™)
Westminster XWN-18527: Feb. 58
MOZART: Symphony No. 40 in G minor,
K.550; Eine Kleine Nachtmusik
Capitol PAO 8432: Jul 58
MUSSORGSKY-RAVEL: Pictures at an Ex-
hibition Angel 35420: Dec 57
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PROKOFIEV: Romeo and Juliet (Selec-
tions from Suites | and i)
RCA Victor LM-2110: May 58
PROKOFIEV: Romeo and Juliet (Selec-
tions from Suites | and 1l)
TCHAIKOVSKY: Romeo and Juliet
Decca DL-9967: May 58
PROKOFIEV: Symphony No. 5 in B flat,
Op. 100 Columbia ML-5260: Jul 58
RIMSKY-KORSAKOV: Scheherazade
Angel 35505: Jul 58
ROSSINI-RESPIGHI: La Boutique Fan-
tasque — Ballet (complete)
DUKAS: L’Apprenti Sorcier
London LL-1715: Feb 58
SCHONBERG: Variations for Orchestra,
Op. 31; Serenade for Baritone and
Septet, Op. 24; Four Pieces, Op. 27;
Canon: The Parting of the Ways, Op.
27; No. 1 Columbia ML-5244: Jun 58
SCHONBERG: Verkldrte Nacht, Op. 4;
Chamber Symphony, Op. 9
Vox PL 10.460: Mar 58
SHOSTAKOVITCH: Symphony No. 10
Victor LM-2081: Mar 58
TCHAIKOVSKY: “Sleeping Beauty” —
Ballet (excerpts)
RCA Victor LM-2177: Apr 58
TCHAIKOVSKY: Swan Lake (highlights)
London LL-1768: May 58
WAGNER: Overtures to “Die Meister-
singer’” and “Tannh&user’”; Prelude
and Liebestod from “Tristan wund

Isolde” Angel 35482: Apr 58
Vienna RCA Victor LM-2112: Dec 58
CONCERTOS
BEETHOVEN: Piano Concerto No. 4 in G,

Op. 58 Angel 35511: Apr 58

BEETHOVEN: Piano Concerto No. 5_in_E
flat, Op. 73 (“Emperor")
Angel 35476: Feb 58
London LL-1757: Apr 58
BRAHMS: Violin Concerto in D
Capitol PAO-8410: Apr_58
BRAHMS: Violin Concerto in D; Four
Hungarian Dances
Bruno BR 14004: Jun 58
GOLDMARK: Violin Concerto in A minor
Capitol PAO 8414: May 58
GRIEG: Violin Concerto in A minor, Op. 16
MENDELSSOHN: Concerto No. 1 in G
minor, Op. 25 Victor LM-2102: Feb 58
HERBERT: Concerto No. 2 for Cello and
Orchestra, Op. 30
PETER: Sinfonia in G "
Mercury MG-50163: May 58
MENDELSSOHN: Violin Concerto in E
minor, Op. 64
BRUCH: Violin Concerto No. 1 in G
minor, Op.26 London LL-1684: Dec 57
PROKOFIEV: Violin Concerto No. 1 in
D, Op. 19; Violin Concerto No. 2 in G
minor, Op. 63
Columbia ML-5243: Jun 58

TCHAIKOVSKY: Plano Concerto No. 1 In
B flat minor, Op. 23
RCA Victor LM-2252: Jul 58
TCHAIKOVSKY: Violin Concerto In D,
Op. 35
BRUCH: Violin Concerto No. 1 In G
minor, Op. 26 Epic LC-3565: Feb 58
VIVALDI: L’Estro Armonico: 12 Concerti
Grossi, Op. 3
Vanguard BG 572/3/4 3-12": Apr 58
WALTON: Concerto for Cello and Or-
chestra
BLOCH: Schelomo (Hebraic Rhapsody
for Cello and Orchestra)
RCA Victor LM-2109: May 58
WIENIAWSKI: Violin Concerto No. 1 in
F sharp minor, Op. 14
BRUCH: Scottish Fantasy, Op. 46
Angel 35484: Feb 58

CHAMBER MUSIC

BEETHOVEN: The Complete Works for
Cello and Piano
London set LLA-52 3-12": Feb 58
BEETHOVEN: The Late Quartets: Opp.
127, 130, 131, 132, 133, 135
Capitol PER-8394 5-12"': Feb 58
BRAHMS: Violin Sonata No. 2 in A, Op.
100; Violin Sonata No. 3 in D minor,
Op. 108 Westminster XWN-18592: Mar 58
BEETHOVEN: Trios: Op. 9, No. 1in G; Op.
9, No. 3 in C minor
RCA Victor LM 2186: Jun 58
DEBUSSY: Quartet in G minor, Op. 10:
LEES: Quartet No. 1
.. Liberty SWL-15004: Feb 58
DVORAK: Trio in E minor, Op. 90
(“Dumky")
SMETANA: Trio in G minor, Op. 15
Vox PL 10440: May 58
HAYDN: Quartet in C, Op. 74, Na. 1:
Quartet in G, Op. 77, No.-1
RCA Victor LM 21648: Feb 58
MENDELSSOHN: Sonata in D for cella and
piano
STRAUSS: Sonata in F, Op. 6, for cella
and piano Capitol P-18045: Sep 57
MOZART: Quartet in G, K.387; Quartet
in C, K.465 RCA Victor LM-2167: Feb 58
PORTER: String Quartet No. 8
CARTER: Eight Etudes and a Fantasy
for Woodwind Quartet
Composers Recordings CRI-118: Apr 58
SCHUBERT: Trio No. 1 in B flat, Op. 99
HAYDN: Trio No. 1 in G, Op. 73, Na. 2
Angel COLH 12*: Jul 58
TARTINI: Devil's Trill Sonata; Variatlons
on a Theme of Corelli; Sonata in G
minor Westminster XWN-18594: Mar 58
Julian Bream Plays Dowland
Westminster XWN-18429: Sep 57

VOCAL MUSIC

ALFONSO EL SABIO: Las Cantigas da
Santa Maria
Expériences Anonymes EA-0023: Dec 57
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BACH: Magnificat in D; Cantata No, 50
Vanguard BG-555: Apr 58
MAHLER: The Song of the Earth; Songs of
a Wayfarer
Epic set $C-6023 2-12": Feb 58
MILHAUD: Le Pauvre Matelot
Westminster OPW 11030: Mar 58
MILHAUD: Nuptial Cantata; Four Songs
of Ronsard; The Four Elements; Two
Arias from “Bolivar'; Fountains and
Springs Angel 35441: Apr 58
MONTEVERDI: Selected works
Angel COLH 20*: Jul 58
STRAUSS: Lieder
WOLF: Lieder Angel COLH 102*: Jul 58
WOLF: 16 Songs Angel 35474: Dec 57
The Art of Ezio Pinza
Camden CAL-401*: Mar 58
Five Centuries of Spanish Song (1300-
1800) RCA Victor LM-2144: Feb 58
Lotte Lehmann Sings Lieder — Vol. 1
Camden CAL-378%: Dec 57
The Music of Salamone Rossi, Hebreo, of
Mantua Columbia ML-5204: Feb 58
Songs of Naples Angel 35469: Dec 57
Children's Songs of Shakespeare’s Time
Counterpoint CPT-540: Feb 58

OPERA

DEBUSSY: Pelléas Mélisande
Angel set 3561 C/L 3-12’: Dec 57
GLUCK: Alceste
London set XLLA-49 4-12"': Sep 57
GLUCK: Orfeo (abridged)
Urania URLP-8015: Dec 57
ORFF: Der Mond
Angel 3567 B/L 2-12": Jul 58
PUCCINI: Turandot
Angel 3571 C/L 3-12"": Apr 58
WAGNER: Die Walkire: Act 3 (com-
plete); Act 2, Scene 4 (Todesverkindi-
gung) London A-4225 2-12"": Apr 58
Carlo Bergonzi Operatic Recital
London 5346: May 58
Chaliapin Sings Scenes from ‘“Boris Go-
dounov" and other Russian Operas
Angel COLH 100*: July 58
Clavdia Muzio; Arias from Italian Opera
by Bellini, Verdi, Bioto, Mascagni, Puc-
cini, Giordano, and Ciléa
Angel COLC 101*: Jul 58
Ezio Pinza Recital: Arias by Mozart,
Puccini, Rossini, Moussorgsky, Verdi,
and Halévy Columbia ML-5239*: Jun 58

KEYBOARD MUSIC

BACH: Partita No. 2 in € minor; Caprlcclo
on the Departure of His Beloved
Brother; Fantasia in € minor
FISCHER, J. K. F.: Passacaglia in D
minor RCA Victor LM 2194: Jun 58

BACH: C minor Passacaglia; € major
Prelude and Fugue; Variations on “Sei
gegriisset, Jesv gitig"*

Epic LC-3261: Dec 57

BEETHOVEN: Piano Sonatas, No. 30, Op.
109; No. 31, Op. 110; No. 32, Op. 111

Angel 45014: Apr 58

BUXTEHUDE: 6 Preludes and Fugues

Westminster SWN-18221;: Sep 57
CHOPIN: Scherzi, Nocturnes, and Bar-
carolle, Op. 60
RCA Victor LM 2137: Mar 58
DEBUSSY: Preludes, Book 1
Vox PL-10,180: Sep 57

FRANCK: Pidce Hérolque; Three Cho-
rales: No. 1 in E, No. 2 in B minor, No.
3in A minor

Mercury MG-50168: May 58

FRANCK: Prelude, Chorale and Fugue

SCHUMANN: Fantasia in C, Op. 17
Capitol P-8397: Feb 58

RAVEL: Caspard de la Nuit

PROKOFIEV: Visions Fugitives
RCA Victor LM-2145: Feb 58
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SCHUMANN: Symphonic Etudes, Op. 13:
Kreisleriana, Op. 16
Decca DL-9948: Mar 58
The Art of Sergei Rachmaninov, Vol. 1
CHOPIN: Sonata in B flat minor, Op. 35
SCHUMANN: Carnival, Op. 9
Camden CAL-396*: Mar 58

MISCELLANY

The Art of Mabel Mercer
Atlantic 2-602* 2-12"’: Mar 58
Gobbledegook Songs Judson J 3026: Jul 58
Honky-Tonk in Hi-Fi
Westminster WP-6033: Sep 57
Songs For a Shuttered Parlor
Hifirecord R 406: Jul 58
Woody Woodpecker's Family Album
Decca DL 8569: Jun 58

FOLK

Documentary Talking Blues
Counterpoint CPT-550: Mar 58
Folk Songs of Many Lands
Vanguard VRS-9019*: Jul 58
Folk Songs of Poland
Vanguard VRS-9016*; Jul 58
Jewish Folk Songs
Elektra EKL-141: May 58
Juerga Flamenca!
Audio Fidelity AFLP-1852: Jun 58
Martha Schlamme Sings Jewish Folk
Songs Yanguard YRS-9011: Sep 57
Of Maids and Mistresses
Elektra 137: Dec 57
Richard Dyer-Bennet
Dyer-Bennet DYB-3000: Feb 58
Dyer-Bennet DYB-4000: Apr 58
The Songs of Robert Burns
Riverside RLP 12-823: Jul 58
Susan Reed Sings Old Airs
Elektra EKL 126: Apr 58
When Dalliance Was In Flower, Vol. 2
Elektra EKL 140: Mar 58
La Zambra
Audio Fidelity AFLP-1848: Apr 58

STAGE, SCREEN & TV

Annie Get Your Gun
Capitol W-913: Apr 58
The Columbia Album of Richard Rogers
Columbia C2L-3 2-12”: Feb 58
David Rose Plays Music from *Jamaica”
MGM E-3612: Feb 58
George Lendon on Broadway
London 5390: Jun 58
Gigi MGM E-3641 ST: Jul 58
Hans Brinker or The Silver Skates
Dot DLP 9001: May 58
Hooray for Hollywood
Columbia C2L-5 2-12"’: Jun 58

South Pacific
RCA Victor LOC-1032: May 58
West Side Story Columbia OL-5230: Feb 58

POPULAR

ARLEN: Blues-Opera
Andre Kostelanetz and his orchestra
Columbia CL 1099: Jun 58
Diahann Carroll sings Harold Arlen songs
Diahann Carroll with Ralph Burns Orch.
RCA Victor LPM-1467: Dec 57
Ring Around Rosie
Rosemary Clooney and the Hi-Lo's
Columbia CL-1006: Dec 57
Having Wonderful Time
Tommy Dorsey, others
RCA Victor LPM-1643*; Jun 58
The Fabulous Dorseys in Hi-Fi
The Dorsey Brothers
Columbia C2L 8: Jul 58
Heavenly Sounds in Hi-Fi
Ferrante and Teicher, pianos
S EMF" Paramount Stereo ABCS-221:
. Jul 58

The Torch with the Blue Flame
Jackie Gleason. Capitol W 961: Jun 58
Temptation
Morton Gould and his Orchestra
RCA Victor LM-2128: Dec 57
Love Nest
The Hi-Lo's. Columbia CL 1121: Jul 58
Lea in Love
Barbara Lea.
Dream Street
Tommy Leonetti. Vik LX-1111: May 58
While the Lights Are Low
The McGuire Sisters
Coral CRL 57145: Jun 58
Come Fly with Me
Frank Sinatra. Capitol W-920: Apr 58
The Many Sides of Pat Suzuki
Pat Suzuki. Vik LX-1127: May 58

Prestige 7100: Dec 57

JAZZ

Dukes of Dixieland (Vol. 3)
The Assuntos
S T~ Audio Fidelity AFLP 1851:
Jun 58

LoVern Baker Sings Bessie Smith
Atlantic 1281: Jun 58
Word from Bird
Teddy Charles. Atlantic 1274: Jul 58
Gil Evans and Ten Prestige 7120: May 58
Ella Fitzgerald Sings
Verve MGVY-4010 4-12”: May 58
The Modern Touch
Benny Golson. Riverside 12-256: Jul 58
Bill Harris and Friends
Fantasy 3263: Jul 58
Zen
Fred Katz. Pacific Jazz PJ-1231: Dec 57
Sing @ Song of Basie
Dave Lambert
ABC-Paramount 223: Apr 58
John Lewis Piano AHantic 1272: Jun 58
The Gerry Mulligan Songbook (Vol. 1)
World Pacific PJ-1237: Jul 58
West Coast Jazz Compositions (Vol. 1)
Bobby Scott ABC-Paramount 148: Sep 57
The Art Tatum — Ben Webster Quartet
Verve MGV 8220: May 58
Leroy Walks
Le Roy Vinnegar
Contemporary C-3542: May 58
Reissues:
Goin’ to Chicago
Jimmy Rushing
Vanguard VRS 8418*: Apr 58

STEREO TAPES

ORCHESTRAL MUSIC

BEETHOVEN: Leonore Overture Ne. 3;
Coriolan Overture
RCA Victor BCS-48: Apr 58
BEETHOVEN: Overtures: Leonore No. 3,
Op. 72b; Fidelio, Op. 72¢; Coriolan, Op.
62; Egmont, Op. 84
VYanguard VRT 3021: May 58
BEETHOVEN: Symphony No. 3 In E flat,
Op. 55 (“Erolca™)
Yanguard VRT 4003: May 58
GRIEG: Two Elegiac Melodies
Phono.-Cameo (Vox) SC-406: Mar 58
IBERT: Escales
RCA Victor ACS-57: Feb 58
MENDELSSOHN: Symphony No. 4 In A
(“Italian’)
Phono.-Sonore (Vox) $-705: Sep 57
OFFENBACH: La Belle Hélene: Overture;
La Pérlchole: Selections
Victor BCS-50: May 58
PROKOFIEV: Symphony No. 1in D
(“Classical")
RCA Victor ACS-37: Feb 58
SESSIONS: Suite from “The Black Mask-
ers" Mercury Stereo MSS-16: May 58
STRAUSS, J. Jr: Selections from ‘Die
Fledermaus™ RCA Victor CCS-91: Jun 58
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STRAVINSKY: Firebird Suite
Phono.-Sonore (Vox) S-710: Dec 57
STRAVINSKY: The Rite of Spring
Phonotapes {Vox) S-903: Feb 58
TCHAIKOVSKY: The Sleeping Beauty, Op.
66 (excerpts)
RCA Victor GCS-151: Jul 58
TCHAIKOVSKY: Symphony No. 6 in B
minor (“Pathétique)
Livingston 4002 K: Jun 58

CONCERTOS

TCHAIKOVSKY: Violin Concerto in D,
Op. 35
Sonotape {West.) SWB-8016: Sep 57

CHAMBER MUSIC

BARTOK: String Quartet No. 2
Stereo Age Recordings: May 58
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MOZART: Quintet in B flat, K.174
Columbia JMB-S5: Feb 58
SPOHR: Nonette in F, Op. 31
Concertapes 24-9: Jun 58

VOCAL MUSIC

Walter Schumann presents The Voices
RCA Victor APS-103: Jun 58

MISCELLANY

The Book of Psalms (Selections)
Omegatape 10001: Dec 57
Sounds of Sports Car Races
Phonotapes Cameo {Folkways)
SC-405: Mar 58

FOLK

Pete Seeger Sings
Phonotapes Cameo {Folkways) PMC-1015:
Sep 57

STAGE, SCREEN, AND TV

West Side Story
Columbia TOB-13 {two 7"/ reels): Apr 58

POPULAR

Moods in Music
Herman Clebanoff
Mercury MDS 2-5: Apr 58
Play Melancholy Baby
Mat Dennis RCA Victor BP-54: Sep 57
Caution: Man Swinging
Dennis Farnon

RCA Victor BPS-78: Feb 58
Feyer Plays Kern
Phonotapes {Vox) S-901: Mar 58

JAZZ

The Blues
Jimmy Rushing
Vanguard VRT-3008: Feb 58
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For Names of Reviewers and Explanation of Ratings, See the Record Review Section

Music for Strings: AtoC

BACH: "Mein Jesu . . .”" Preludio A

BORODIN: Nocturne A

PAGANINI: Moto Perpetuo

Others

Leopold Stokowski and his Symphony
Orchestra

Stereo 72 ips. Time: about 37 mins.

Capitol ZF-65

The ways of Leopold Stokowski with a string orchestra are well known,
While one may disagree about the musical value of the selected works in
their presented transcriptions (included also are Rachmaninov’s Vocalise and
Gluck's Musefte, Lento and Sicilienne), what Stokawski does with them is truly
extraordinary. Lushness, extreme warmth and pure virtucsity characterize
the performances. Stereophonic sound enhances such an approach and in
this case the Capito! engineers are equal to Stokowski's concept. The sound
strikes one by its depth and definition. The order of pieces as marked on the
tapes is erroneous; it is as noted above. A. Skulsky

KHACHATURIAN: Cencerto for
Piano and Orchestra
Leonard Pennario, piano
Concert Arts Orchestra
under Felix Statkin
Stereo 72 ips. Time: about 36 mins.
Capitol ZF-52

>on

This gaudy work in the grand manner of the Tchaikovsky-Rachmaninov Con-
certo has little to commend it beyond professional competence. Empty,
flashy, incredibly long and tedious in its endless sequence of musical clichés,
it serves merely as a grandiose show-piece for piano and orchestra. Pen-
nario gives it the necessary virtuoso treatment; the Concert Arts Orchestra
under Felix Slatkin's warm direction plays the resonant accompaniment with
great beauty of tone and a conviction worthy of a nobler cause. The best
thing about this release is the first-rate quality of the taping, which cap-
tures to perfection the sound of the piano and brings an authentic concert-
hall atmosphere to the whole performance. C. McPhee

STRAVINSKY: The Firebird;

Petrouchka

The Berlin Philharmonic Orchestra
under Leopold Stokowski

Stereo 72 ips. Time: about 37 mins.

Capitol ZF-49

> >y
»P o

No one, to my mind, can approach Stokowski in brilliance and imaginative
glamor when it comes to performing these two lavishly sccred works of Stra-
vinsky. He brings to Firebird a very special enchantment and romance; his
Petrouchka is a marvel of swirling color and dynamic rhythm. It is a great
disappointment then to find this latter work, perhaps Stravinsky's most perfect
in conception, presented here with many omissions. The opening Fair-music,
the hurdy-gurdy numbers, the Moor's dance, and many charm ng passages
for solo instruments—all have been left out, so that the present version is
little more than a suite of Russian dances. One wonders why, .ince there is
room on the reel for the complete ballet. However, both performances are
superb, and the recording is outstanding for balance and range. C. McPhee

TCHAIKOVSKY: Concerto No. 1in B
flat miner, Op. 23

Van Cliburn, piano; Orchestra under
Kiril Kondrashin

Stereo 72 ips. Time: about 35 mins.

RCA Victor £CS-187

>>>

Here is a performance that after many hearings maintains its quite monu-
mental stature. Van Cliburn’s sonorous Steinway is excellently balanced with
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a slight emphasis on the left speaker but enough presence on the right to
focus it on one’s imaginary stcge squarely in front of the conductor. Cliburn's
subtle yet shimmering pianissimo is captured with a delicacy only stereo tape
can accomplish. The orchestral balance is perfection itself. Notice especially
the interplaying runs between violins and cellos in the first movement; a
magical Kondrashin achievement in a performance on the whole distinguished
for wonderfully clean precision, integration, and structural poetry. All in all,
a landmark in the catalogue of stereo tape. D. Cross

Organ Recital AtoC
John Eargle, organ B
Sterec 7Y2 ips. Time: about 31 mins. A

Klipschtape KST-7001

This tape is issued by the Klipschtape Division of Klipsch and Associates
{Hope, Arkansas), of which the talented organist John Eargle is staff musical
director. Two organs were used, the Aeolian Skinner in the First Presbyterian
Church of Kilgore, Texas and that of the First Baptist Church of Longview,
Texas. The tonal spectrums of both organs are beautifully realized on this
stereo tape. The music ranges from Bach's Toccata in D minor {without the
fugue), and a Bach Chorale Prelude through various pieces by Langlais,
Albinoni-Walther, Mulet, Karg-Elert, Eimore and Alain. A. Skulsky

Let's Face the Music and Dance
Urbie Green and his Orchestra
Stereo 7Y2 ips. Time: about 24 mins.
Victor CPS 125

>>>

Those in jazz have known for quite some time that Urbie Green is a trombonist
of superior ability. This is his first venture as a leader of a dance orchestra
and it is highly successful. The band, although no personnel is given, is undoubt-
edly made up of New York's finest musicians. They come over beautifully in
stereo, playing unpretentious but effective arrangements by Al Cohn and
Irwin Kostal of numbers like Dinner for One, Please, James, Love Walked In
and Irving Berlin's title tune. Recommended for dancing and listening. Notes:
Unsigned short blurb. 1. Gitler

Between 18th and 19th en Any Street
Bob Scobey’s Frisco Jazz Band

with Clancy Hayes
Stereo 72 ips. Time: about 2C mins.
Victor BPS 128

> ow

This is not Dixieland played by Stan Rubin or someone of that ilk. Hayes was
born in '08 and Scobey in '16. They grew up with the music. This collection
contains standards like Struttin' with Some Barbecue and Undecided but also
includes material that hasn't been done often before. Scobey plays a virile,
singing trumpet and there are also good solos from clarinetist Pete Dovidio
and trombonist Jack Buck {or Doug Skinner; no information as to who plays
where is given). Hayes plays banjo and sings six numbers. His singing is
relaxed and pleasant enough but invites comparison with Jack Teagarden
and suffers thereby. Notes: Unsigned blurb. 1. Gitler

Top Percussion

Tito Puente

Stereo 72 ips. Time: about 16 mins.
Victor APS 120

>ro

Tito Puente, who leads one of the best and most authentic Latin bands, here
fronts a group of top Afro-Cuban percussionists. There are five men on Latin
drums, one bassist and Puente himse!f on timbales. This is not recommended
for the average mambonick because there ain’t no melody and the rhythms
get a little wilder than the usual dance band fare. You can dance, if you are
in the mood for rituals. The listening is something, however, in stereo. The basic
rhythmic patterns may get monotonous to some but much of the power of
the compelling Latin rhythms stems from the monotony. Notes: Short explana-
tory quote from Puente. 1. Gitler
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Board of Reviewers:

MONO/STEREO RECORDS

Reviews & Katings

Jean Bowen ¢ Arthur Cohn ® George Cory * Douglass Cross * Oliver Daniel
Shelley Dobbins ® Ann Douglass ® Leonard Feather * Shirley Fleming ® Betnard Gabriel ¢ Ira Gitler

David Jablonski ® Edward Jablonski ¢ Alfred Kaine © Ulric Kaskell * Ezra Laderman * Marvin David Levy ® George
Louis Mayer ® Colin McPhee ¢ Louis Menashe * David H. Miller ® Robert Sherman ® Abraham Skulsky ® Walter Stegman

ORCHESTRAL MUSIC

BARTOK: Concerto for Orchestra A
Chicago Symphony Orchestra under A
Fritz Reiner A

S JF™ RCA Victor LSC-1934

There is simply nothing to criticize in this performance—it is stupendous, and
comes as close to perfection on all counts as one could wish. And the sound?
Victor, it seems to me, is further ahead in producing a disc which approaches
stereo tape than even the most optimistic of us dared hope for at this early
stage. Everything is clear, brilliant, deep, and lustrous. The instruments are
where they should be. The hall resonance is ideal, and the surfaces on my
copy were flawless. D. H. Miller

BEETHOVEN: Symphony Ne. 6 in F,
Op. 68 ("Pastorale’)

Lamoureux Orchestra, Paris, under
Igor Markevitch

Decca DL 9976

o ® P

This version of Beethoven's Pastorale cannot be counted among Markevitch's
better realizations. In the first place, the balance between the orchestral
choirs is often faulty, with the strings outweighing the winds much of the time.
Certain of the conductor's tempi are arguable, such as the slow pace of the
first movement and the slowing down to an adagio, almost, at the end of the
last movement. Both the slow movement and the Scherzo {with all the repeats)
are very well done, but the "'Storm" has almost no impact at all. Here the
fault may lie with the engineers, who seem to have lowered the volume in the

two last movements. The sound in general is not the best. A. Skulsky
BEETHOVEN: Symphony Neo. 6 In F, A

Op. 68 B
Philharmonic Promenade Orchestra of A

London under Sir Adrian Boult
S [ Vanguard VSO-2004

This performance is truly pastoral in spirit and in color: the clarity of detail,
the subtlety of the shadings, the balancing of the choirs keep one intently
fascinated throughout. Only in the "Storm” section does the performance slip
from its lofty pinnacle. It lacks the playful histrionics of the Walter, and the
turbulence of the Toscanini; the orchestra is solid enough but not brilliant, and
the first desk men are all capable but lack the brightness of our major
ensembles. The stereo is almost perfect and there is little distortion in bal-
ancing. E. Lladerman

BEETHOVEN: Symphony No. 7 in A, A-A

Op. 92; Egmont Overture B-8
Berlin Philharmonic Orchestra under A-A
Andre Cluytens
Angel 35526

This performance is not quite in a class with Klemperer's (Angel 35330)
but is highly persuasive nonetheless. There is clarity and feeling for texture
in the orchestral playing but that extra spark of fire, of frenzy, if you will,
which makes the Toscanini and Kiemperer readings memorable, is absent.
Egmont's heroism is reflected in Cluyten's approach to the Overture, but here
again in the beautiful orchestral tone of the BPO may, for some, compensate
for the comparative lack of exuberance and intensity. Reproduction is most
satisfying. W. Stegman

BEETHOVEN: Symphony No. 7 in A, A
Op. 92 A

Philharmonic Promenade Orchestra of Cc
London under Sir Adrian Boult

S M~ Vanguard Stereolab USD-2005

This disc is a little disappointing from the stereo standpoint. The recording
level is very low, and you may bring in considerable hum before you reach
room volume. Also, | found the left channel on my copy to be of definitely
inferior sound, adding an overall gruff quality, especially in the frequent
orchestral outbursts. The depth illusion is not consistent, either: a strange now-
stereo, now-monaural effect. The performance is vigorous and vital, but with
the sound the way it is, Boult doesn't have half a chance. D. H. Miller

BERLIOZ: Symphonie Fantastique A
The Paris Conservatoire Orchestra A
under Ataulfo Argenta A

S 5™ London CS-6025

The Symphonie Fantastique, written in 1830 when Berlioz was still in his 20's,
is the true starting point for the romantic and pictorial tone-poem. In five
parts, it was planned as a program symphony which would recount the effects
of love and opium on the hypersensitive nature of a lover, in imagination the
composer himself. Musically, however, the Symphonie magnificently transcends
the naive story; Berlioz’ pungent and at times savagely brilliant instrumenta-
tion comes wonderfully to life in this recording which throws new light on the
orchestral organization. Ataulfo Argenta, tragically killed in a motor acci-
dent shortly after making this recording (January 1958} gives a superb read-

ing; fiery, poetic, and at times indescribably ominous. C. McPhee
BRAHMS: Symphony No. 3 in F, B-B

Op. 90; Tragic Overture B-B
Chicago Symphony Orchestra under A-A

Fritz Reiner
RCA Victor LM-2209

The odiousness of comparisons notwithstanding, one cannot appraise any
reading of this symphony without being mindful of Klemperer's. Reiner is
duly affectionate and romantic — perhaps a shade too much so in the third
and fourth movements, Following the colorful splash of romanticism in the
opening movement and the pure song of the Andante, the latter sections
usually seem dull by comparison; Reiner may be attempting to make them
less so. The orchestra follows him faithfully and effectively and the recording

RATINGS OF CLASSICAL MUSIC

The following explanation of the Record Ratings which
accompany the Record Reviews is given so that you will
understand exoctly the significonce of the three letters which As
appear at the right of eoch review heading.

COMPOSITION (Top Letter)

A: Outstanding B

Indicotes that the composition is one of the composer’s

best works, or thot it is outstanding in a particular class €

of music. Assignment of this rating is on unqualified

recommendation.
Bt Impertant

This rating is but slightly below the A rank, A
C: Worthy

A composition which may merit representation in a library

ticular music.

Outstanding

Excellent

Satisfactory

notice.
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of the composer's works, or in @ collaction of that par-
PERFORMANCE (Middie Letter)

Indicates a superb performance. Assignment of this
rating is an unqualified recommendation.

A noteworthy performance, subject only to minor criticism,
A performance not without flaws, yet deserving public

RECORPING QUALITY (Bettom Letter)
Outstanding Realism

Representing the highest present attainments in acoustic
and recording techniques.

B: Excellent Quality
Slightly below A rating because of minor faults in the
acoustics or recording, or because the noise is considered
somewhat above the mini currently attainable,

C: Acceptable Quality
Representing the current average of the better LP
records.

Rt Indicates a re-issve.
Important Note: Records which are rated below C as

to the composition, ortist or orchestra, or recording quality are
not ordinarily reviewed here.

S EMEE This symbol indicates a stereo disc.

\jJi-ji mudic al ﬂome



ORCHESTRAL MUSIC
BARTOK: Concerto for Orchestra
S TRF™ RCA Victor LSC-1934

BERLIOZ: Symphonie Fantastique
S EAlFF london CS-6025 5283

DEBUSSY: Images pour Orchestre
S I London CS-6013

MAHLER: Symphony No. 2 in C minor
(“Resurrection®’) Columbia M2L-256 5275

REVIEWERS' TRIPLE-A-RAVES IN THIS ISSUE
All the compositions, performances, and recording techniques on the following discs have been given unqualified recommendation
RIMSKY-KORSAKOV: Scheherazade,
Op. 35 RCA Victor LM-2208

CONCERTOS
BARTOK: Violin Concerto Columbia ML-

CHAMBER MUSIC

BOULEZ: Le Marteau sans Maitre
STOCKHAUSEN: Zeitmasse Columbia ML-

KEYBOARD
BACH: Three Chorale Partitas Uranla
UR-8012

MISCELLANY

The Best of the Stan Freberg Shows Cap-
itol WBO-1035

JAZZ
The Swinging Shepherds EmArcy MG-
36133
After Hours at the London House Mercury
MG-20383

is without blemish. All in all, you can't go wrong with this pressing of the
Opus 90, but Klemperer's is still the favorite in my book. The Tragic Overture,
for all Reiner's dramatic intensity, will not outclass other versions either. Fine

recorded sound in both. W. Stegman
COPLAND: Rodeo: Four Dance Epi- A-A-B

sodes; El Salon Mexico; Danzon B-A-B

Cubano A-A-A

Minneapolis Symphony Orchestra
under Antal Dorati
Mercury MG-50172

Dorati's experience as a ballet conductor is exemplified in the performance
of Rodeo; every note and nuance is measured exactly. However, while this
approach is exactly what is demanded for stage performance, it does not
add up to total accomplishment in terms of concert performance. Rodeo, a
bold and striking work, has a sense of stiffness in this recording. Reiner’s is a
professional job which lacks only the persuasiveness that arises from interpre-
tational aliveness. The same tightness of statement is heard in the Danzon
Cubano. But the Mexican opus is splendidly done. Copland’s acute measure-
ment of sound combinations is matched by Mercury’s engineers; the squealy
clarinet and the percussion are reproduced stunningly. A. Cohn

specialist, has surpassed himself in this performance, and one feels his devo-
tion to the work from beginning to end. Here is spaciousness and lyricism;
the tempi are slower than is usual but the performance carries such conviction
that they seem absolutely right. The two vocal soloists as well as the West-
minster Choir sing with the utmost devotion to the encompassing vision of the
conductor. The sound of this monaural version is absolutely marvelous.

A. Skulsky

OFFENBACH: Gaité Parisienne

Boston Pops Orchestra under
Arthur Fiedler

S EMEF RCA Victor LSC-1817

o> >

Right from the racy introduction it is obvious that this is the " Gaité Parisienne”.
All the boisterousness of the demi-mondaine world of 2nd Empire Paris is here,
and so is its delicacy, style, and wit. There is not a dull moment in this per-
formance and the playing is warm and beautiful throughout. One of the most
impressive sections is the wonderfully melodramatic fight between the Baron
and the Duke which is allowed to build up to thrilling tension. No ballet col-
lection can be complete without such a performance as this. The stereo re-
production enhances the champagne sound of this score but the review copy
contained distortion at the end of Side |. G. L. Mayer

DEBUSSY: La Boite a Joujoux (Orch. A-C
Caplet); Printemps (arr. Bijsser) A-A

L'Orchestre de la Suisse Romande A-A
under Ernest Ansermet

London LL 1734

There is probably no more treacherous undertaking in the realm of music
than the mature composer’s attempt to evoke the world of childhood. But
here, Debussy is an outstanding success. There is nothing precious or cute
about his little descriptive ballet designed for performance by children or
marionettes. It is full of charm and magic and accomplishes what it sets out
to do. The secret of its success is probably nothing more than a compound of
simplicity, imagination and good solid musicianship. Ansermet adds his own
well-known alchemy and sends us afl on a happy trip back to the nursery.
Printemps is a nice bonus. G. L. Mayer

DEBUSSY: Images pour Orchestre:
Gigves, lberia, Rondes de Prin-
temps

L'Orchestre de la Suisse Romande
under Ataulfo Argenta

S ™ London CS-6013

These three separate works were composed between 1906 and 1912, They
show the same successful search for new sonorities that is to be found in all
Debussy’s orchestral music. Gigues, based on a Scotch folk-tune, is perhaps
the most enchanting of the three. It has an indefinable melancholia, never
completely dispelled by the joyful orchestral outbursts. The more widely
known lberia is as Spanish as a work of De Falla in its melodic material,
rhythms, and evocative orchestration. It is good to have included here the
less frequently played Rondes, thus making the set complete. All three works
are given ideal interpretations by the late Spanish conductor, Ataulfo Ar-
genta, and the prismatic colors' of.Debussy's orchestral music seem to find
their ultimate blending in stereophonic recording. C. McPhee

>>>

MAHLER: Symphony No. 2 in C
minor (“Resurrection’)

Emilia Cundari, soprano; Maureen
Forrester, contralto; the Westminster
Choir with the New York Philharmonic
vnder Bruno Walter

Columbia M2L-256 2-12"

>>»>

A new recording of this grandiose Mahler opus was long overdue; this is a
first-rate version from every aspect. Bruno Walter, a well known Mahler
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RIMSKY-KORSAKOV: Schehera- A
zade, Op. 35 A

London Symphony Orchestra under A
Pierre Monteux

RCA Victor LM-2208

It is a real joy to hear a much-recorded work played with freshness and keen
attention to its musical values. Here is further proof that Pierre Monteux, at
83, remains one of the world's truly great conductors. Under his sure hands,
Rimsky-Korsakov's well known opus appears for what it is: a beautiful tone
picture with every element in its place—melody, rhythm and orchestral color.
The sound is excellent. A. Skulsky

SAINT SAENS: Symphony No. 3 in A
€ minor, Op. 78 B

Hans Eibner, organ, with the Vienna A
Philharmonic Orchestra under Hans
Swarowsky

S Y Urania USD-1001

Here is a stunning record that bodes well indeed for future Urania stereo
releases. The sound is excellent throughout; the instruments stay solidly in
place, and spread out effectively. The organ entrance in the last movement is
little short of overwhelming. This mellow instrument is behind the orchestra,
as the excellent depth illusion will quickly tell you. Performance-wise, this is
certainly not the epitome of technical perfection, but the enthusiasm and
intensity more than compensate for whatever few slips there are. After this,
who can help but be eager for more stereo from Urania? D. H. Miller

SMETANA: The Moldav A
WEBER: Invitation to the Dance Bto C
LISZT: Mephisto Waltz Bto C
BERLIOZ: Damnation of Faust

(three excerpts)
The Philadelphia Orchestra under

Eugene Ormandy
Columbia ML-5261

This well-chosen collection of familiar concert pieces disappoints both in the
level of performance and soundwise. While Mephisto Wallz displays the
renowned virtuosity of the orchestra admirably, there have been more fervent
renditions of The Moldau, and the Rakoczy March, and Invitation to the Dance,
Dance of the Sylphs, and Minuet of the Will o' the Wisps have certainly been
played with greater delicacy and nuance. The recording itself is excessive
in the highs and in acoustical reverberation. G. Cory
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CONCERTOS

BARTOK: Violin Concerto A
Isaac Stern, violin; the New York Phil- A
harmonic Symphony Orchestra un- A

der Leonard Bernstein
Columbia ML-5283

This is unquestionably the moment to urge this work upon inquiring listeners
whether they ordinarily feel a fancy for “"modern” music or not. There is so
much that is readily accessible in Barték's Violin Concerto (1938)—the gran-
deur of melody, the vivid use of the orchestra, the exciting nature of the solo
part-—that the more difficult aspects, such as the awesome complexity of the
total organization and its component parts, can wait for exploration; there is
enough to occupy the hearer in the meantime. Stern’s performance is breath-
taking—more imaginative and articulate, even, than Menuhin's with the
Minneapolis—with tremendous power of projection and beautiful coloring
of tone. Bernstein and the N. Y. Philharmonic are absolutely at one with the
soloist, and the recorded sound is excellent. S. Fleming

BEETHOVEN: Concerto No. 5 in E flat
Emil Gilels, pianist; the Philharmonia
Orchestra under Leopold Ludwig

S IMF™ Angel $-35476

The orchestra in this recording is very clear, and spreads out quite nicely.
The piano spreads out, too—it sounds about fifty feet wide, giving a very
strange impression indeed. | prefer the monaural version which was released
some months ago, as it gives a considerably more realistic piano sound. No
quibbling with the performance, though. It is one of the finest Emperors any-
where, and is another feather in the cap of young Gilels, who continues to
amaze us with his poetry and strength of style. Stereo discs seem to have
problems with solo instruments, and | hope the engineers will solve them in
time. D. H. Miller

A
A

BOCCHERINI: Cello Concerto in B fiat A
VIVALDI: Cello Concerto in E minor B
Aldo Parisot, cello; the Baltimore Con- [of
servatory Orchestra under Reginald
Stewart

S I Counterpoint CPT-555

There are bound to be some poor items in these early days of stereo discs, and
this, | am afraid, is one of them. The sound is very close and uncomfortably
harsh in the highs. The solo cello is especially strident and thin in quality.
The cello sound is obviously supposed to come from directly between the two
speakers, but try as | might, | simply could not keep it from wandering all over
the place, as though poor Parisot were playing his instrument while swinging
from a pendulum. In addition, the performance in general could have stood a
few more rehearsals, which might have increased the interpretive sensitivity.

D. H. Miller
GEMINIANI: Concerti Grossi, Op.7: A to B
No. 1 in D; No. 2 in D minor; No. A
3in C; No. 5 in C minor; No. 6 in A
B fiat
1 Musici

Epic LC-3467

Geminiani — born in ltaly, achieving fame in London and Paris, and dying
in Dublin — was nothing if not cosmopolitan, and his Opus 7 reflects this to a
considerable degree. He himself seems to have taken pleasure in his musical
sophistication, and designated the movements of Concerto No. 3 as repre-
senting three different styles — "Francese, Inglese, e Italiano’. | Musica
perform these works in their own cosmopolitan {yet so superbly Italianl)
manner, and as usual the results are impressive. Recorded sound is sharp
and true. S. Fleming

MOZART: Flute Concerto No. 2 in B-B-B
D, K.314 B-B-C
SCHUMANN: Adagio and Allegro B-B-B
for Horn, Op. 70 (orch. by An-
sermet)
HAYDN: Trumpet Concerto in E flat
André Pepin, flute; Edmond Leloir,
French horn; Paolo Longinotti, trum-
pet; L'Orchestre de la Suisse Romande
under Ernest Ansermet
London LL-3020

The coupling of these seldom heard works proves to be somewhat more
attractive than the playing of them. Most satisfying is the exposition of the
Flute (originally oboe) Concerfo of Mozart by Pepin, whose technical abilities
could hardly be bettered. A greater degree of dynamic coloration and
subtlety of shading would enhance this noteworthy effort however. Leloir,
the horn player, more closely regards the f's and p's of Schumann's pensively
moving Adagio and Allegro, but lacks the flutist's tonal and articulative
security. | find the nasal and banal French style trumpet production of
Longinotti rather strident to the ears. Throughout, the stylistically knowing
and refined hand of Ansermet is a positive factor. The recording tends to
relegate the ensemble to a somewhat distant position, A. Kaine
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MOZART: Piano Concerto No. 20 in A-A
D minor, K.466 B-A
BACH: Brandenburg Concerto No. 5 A-A
in D
Edwin Fischer, pianist and conductor
with the Philharmonia Orchestra.
{Additional soloists in the Bach:
Gareth Morris, flute; Manoug Pari-
kian, violin; Raymond Clark, cello.)
Angel 35593

Impressive as it is to watch a pianist conduct from the keyboard, the effect
in a recording seems to result in less excitement from the solo instrument.
The technical balance between instruments is admirable here, and Fischer's
way with Mozart is unfailingly attractive and moving, but pre-occupation
with orchestral control makes less a thing of the piano than it would be were
there a separate conductor. For K.466 | still prefer Gieseking and conductor
Rosbaud. The Bach is what makes this record valuable. Fischer joins his
colleagues in a beautifully poised, richly satisfying re-creation of the
Brandenburg No. 5 which is a model of style and finesse in execution. Superior
recorded sound in both works. W, Stegman

TCHAIKOVSKY: Piano Concerto No.
1in B Flat Minor, Op. 23

Witold Malcuzynski, piano; Orchestre
National de la Radiodiffusion Fran-
gaise, under Nicolai Malko

Angel 35543

>Pow

What distinguishes this version is a poetic, lyrical slow movement of great
beauty; the first and last movements are somewhat less impressive. Perhaps
an electronic brain could recall the pluses and minuses in each of the many
recorded performances of this Concerto; we can’t. Coming so close, however,
on the heels of Cliburn’s RCA-Victor disc, it would be a pity if this one were
entirely lost in the shuffle. Malcuzynski's brilliant digital work and the sterling
orchestra add up to a highly creditable demonstration, if one somewhat
lacking the excitement or the glamor of his competitors. Not the best, but
surely among them. Fine sound. W. Stegman

TCHAIKOVSKY: Violin Concerto In A-
D, Op. 35 A-

MENDELSSOHN: Violin Concerto in B
E minor, Op. 64

Christian Ferras, violin; Philharmonia
Orchestra under Constantin Silvestri

Angel 35606

®m> >

If this auspicious debut recording is representative of Ferras' musicianship,
he will most certainly leave his mark on the musical scene in coming years.
The two concerti are offered with a degree of dedicated sensitivity and dis-
criminating intelligence not always attained by performers of twice the young
Frenchman’s (25) years and experience. Silvestri, having wisely curbed his
distortive tendencies, provides helpful and well-integrated support; however,
the desire to tamper just a bit must have proven irresistible, as evidenced
by the strange thirteen bar excision {193-206) in an orchestral futti of
the first movement. Angel’s reproduction places the orchestra too far back

where they are overly subduved. A. Kaine
VIVALDI: Violin Concerto in G A-B-B

minor, Op. 12, No. 1 A-A-A
RAMEAU: Concerto No. 6 in G B-B-B

minor

HANDOSHKIN: Viola Concerto in €

Leonid Kogan, violin; Rudolf Barshai,
viola; Moscow Chamber Orchestra
under Rudolf Barshai

Monitor MC 2018

Perhaps the biggest news concerning this record is the Handoshkin Viola
Concerto, composed by this all-but-unknown Russian in 1801, and published
in Moscow only eleven years ago. To write for solo viola at all in that day
was to invite raised eyebrows, but Handoshkin demonstrated his inde-
pendence with vigor and a good deal of color. He also brings home the fact
that an 18th century Russian could sound very like his German contemporaries:
there is more than a little of Carl Stamitz in this work. Barshai is a born
violist, and his performance is a pleasure to hear. The Rameau, too, is of
special interest, so clearly does it give the feeling of the extraordinary mind
and personality behind it. Performances of all three works are well shaped,
and the sound is close and clean. S. Fleming

CHAMBER MUSIC

BEETHOVEN: Trio in E flat, Op. 3

Heifetz, violin; Primrose, viola;
Piatigorsky, cello

RCA Victor LM-2180
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The positive factors of a deliciously performed interpretation and excellent
sound suffice to outweigh the relative unimportance of this early opus and the
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meager total of only 35 minutes of music on the disc. The trio is more likely a
loosely-constructed divertimento with two minuets in @ good-humored 18th
century style, and each of the six movements has its individual charm. The
brilliant artists—who recently gave us on one release two trios from the Opus
9, both of greater substance than the Opus 3—here repeat their expected
demonstration of flawless ensemble playing, exquisite intonation and style.
It may be grade B Beethoven, but it's grade A everything else.

W. Stegman
BOULEZ: Le Marteau sans Maitre A-A
{fer alto voice and six Instru- A-A
ments) A-A
STOCKHAUSEN: Zeitmasse (for five
weodwinds)

Robert Craft conducting
Columbia ML-5275

Here is the last word in 12-tone music by two brilliant young European com-
posers. Both works stem from Schénberg via Webern, both are filled with
bright new sounds and are a joy to listen to. Boulez’ Marfeau is especially
fascinating for the brittle and crystal-clear resonance resulting from the com-
bination of flute, viola, guitar, vibraphone, xylorimba and an unusual assort-
ment of percussion instruments. The Stockhausen Zeitmasse (Tempos) is more
contrapuntal in texture but wonderfully aerial and transparent in sound. Both
works are rhythmically highly complex and Robert Craft, conductor, does an
amazing job, as do the musicians themselves. This is controversial music, hard
to grasp at first; the astonishing thing is the immediate sensuous appeal
through delicate resonance. This release is the first in Columbia’s new series,
New Directions in Music. The recording is all one could wish for. C. McPhee

BRAHMS: Violin Sonata No. 1in G, A-A
Op. 78 (“Rain”); Violin Sonata AtoB
No. 3 in D minor, Op. 108 B-B

Joseph Szigeti, violin;

Mieczyslaw Horszowski, piano

Columbia ML-5266

The fine taste and heartfelt devotion that have characterized Szigeti's
musicianship throughout the three decades he has graced the American
musical scene are still very much in evidence in his playing of the Brahms
literature at hand. What is no longer in prime estate is his security with the
bow, particularly in the sustained notes’ of lesser dynamics in the lower and
lower-middle registers. Yet, when one has heard these accounts, there remains
the unmistakable impression of artistry of signal stature and telling com-
munication, productive shortcomings notwithstanding. The excellent Horszow-
ski deserves better than the beclouded and over-subdued reproduction
accorded him. A. Kaine

MENDELSSOHN: Variations Concer-
tantes, Op. 17

SCHUBERT: Sonata in A minor
(“Arpeggione”)

CHOPIN: Sonata in G minor, Op. 65

Aldo Parisot, cello; Leopold Mittman,
piano

Overtone 17

| have been most impressed with this team’s previous recordings, but am dis-
concerted by this one. Both Parisot and Mittman seem to be at a loss with
the music they play. This may well be due to the strictly minor-league material
chosen. Mendelssohn’s duologue is small talk indeed; Schubert's work is the
best music on the disc, has the grace of his vocal compositions, but falls far
short of the violin and piano duos, the trios, and the quartets. Chopin's work
poses a problem because the piano melodicism is overdone and the string
instrument is utilized mainly for counterpoint. Parisot does not help matters
by the too-frequent use of harmonics, which tend to deflate already weak-
ened lines. The sound is quite often pinched and dry. A. Cohn

TSCHAIKOVSKY: Souvenir of Flor-
ence, Op. 70 (Sextet for Strings)
HANDOSHKIN: Variations on a
Russian Theme (Duo for Violin

and Cello)

Leonid Kogan, Elizaveta Gilels, violins;
Rudolph Barshai, Heinrich Talalian,
violas; Sviatoslav Knushevitzky, Msti-
slav Rostropovich, ceflos. (Kogan and
Rostropovich in the Har Joshkin)

Monitor MC-2019
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1 don’t know what the Russians pay their recording artists, but a similar sextet
of solo virtuosi would be financially prohibitive in the U.S.A. unless there were
assurance of high-volume sales. The Tschaikovsky, pleasant and weli scored
but middle-drawer music, emerges with considerable effectiveness in per-
formance. The playing is wondrous indeed. Musical values and virtuosity are
matched perfectly in the Handoshkin duo—this alone would be worth the
price of the disc. For all its brevity, it is a real and beautiful contribution to
the Baroque catalog. Highly recommended. W. Stegman
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SCHUBERT: Trio No. 2 in E flat, Op. A

100 B
The Immaculate Heart Trio B
Capitol P8442

Just why one feels compelled to state at the beginning that this ensemble
consists of three Sisters (who are also sisters) in the Order of the Immaculate
Heart of Mary is something | cannot account for—it is, after all, hardly the
first time the Church has harbored music, and it has nothing to do with the
merits or demerits of the performance. While the sisters do not play with en-
tire freedom—the performance gives the feeling of having been carefully
and conscientiously plotted, and having about it stilf some remnants of self-
consciousness—it is, nevertheless, honest, musical, and technically respecta ble.
A little more polish and abandon, and the Sisters would be therel The sound
is close, but there is at times too great a predominance of piano. S. Fleming

VOCAL MUSIC

BACH: Magnificat in D A
PURCELL: Funeral Music for B
Queen Mary A

lise Wolf, soprano; Helen Watts, con-
tralto; Richard Lewis, tenor; Thomas
Hemsley, baritone; Geraint Jones
Singers and Orchestra under Geraint
Jones

Angel 45027

This thoroughly professional reading of the Magnificat never quite manages
to get off the ground. Of the soloists, Helen Watts and Richard Lewis do the
best work, with the honors going to Lewis for the ease, freedom and excite-
ment with which he sings the “Deposuit’. The rest of the performers, and
especially the chorus, miss the exaltation which this music must have. More
interesting are the Purcell works — two a cappella anthems, beautifuily sung,
a march for trombones (with timpani in this version) and a canzona for
trombones that reveals itself as a rich and sombre piece of the greatest

musical strength. J. Bowen
FOSS: Psalms; Behold! | Build an B-B-B

House A-A-A
SHIFRIN: Serenade for Five B-B-B

Instruments

Robert Wagner Chorale under Robert
Wagner; Melvin Kaplan, oboe;
Charles Russo, clarinet; Robert Cecil,
French horn; Ynez Lynch, viola; Har-
riet Wingreen, piano

Composers’ Recordings Inc. CRI-123

Of the three works presented here, the Shifrin Serenade is the one with the
most genuine musical impulse behind it. In spite of a rather unconvincing first
movement, the work is an expressive one, particularly the second movement,
which is beautifully written and notable for the delicacy and restraint with
which it handles the often-abused piano. The Foss works are effective choral
pieces in which the composer handles a large bag of tricks with complete
assurance and not much personal conviction. Performance standards are
high, although one could wish for less sound from the two pianos in the Foss.

J. Bowen
SHOSTAKOVICH: From Jewish Folk A to B
Poetry, Op. 79 Ato C
KABALEVSKY: Shakespeare Son- A

nets, Op. 52

MUSSORGSKY: The Nursery

Nina Dorlyak, Zara Dolukhanova, Alexei
Masslenikov, Mark Reizen, singers;
Dmitri Kabalevsky, Sviatoslav Rich-
ter, Dmitri Shostakovich, pianists

Monitor MC-2020

In his settings of Jewish folk lyrics for three voices and piano, Shostakovich
has tried to wed the melismatic idiom of Jewish folk music to his own personal
style. When he is light-hearted he is convincing, inventing melodic ideas of
insinuating grace. But when he is impassioned he is also bombastic. The Kaba-
levsky songs, in their turn, are disappointing; even Mark Reizen's beautiful
singing cannot give freshness to so many clichés. As for the Mussorgsky,
musically the most interesting work of the lot, its charm is dissipated by so-

prano Dorlyak's cool, unimaginative performance. J. Bowen
Agrupacién Coral de Pamplona de Bto C

Espaiia B
Pamplona Choir under Luis Morondo B

Columbia ML-5278

This sixteen voice choir is a thoroughly disciplined and expertly conducted
body capable of a wide variety of sounds and sound effects. However,
this program, featuring Grau’s Songs of the Cabin Boys, Power’s Songs of
the Canary Islands and five songs of de Falla, scarcely taxes their musician-
ship. One longs to hear them perform some of the 15th to 17th century Spanish
liturgical works which Morondo himself has unearthed and forthe performance
of which he organized this group. G. L. Mayer
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Great Day! B

The Choir of the Metropolitan Spiritual C
Church of Christ, Simon Payne, B
director

Epic LN 3454

There's no denying that this amateur group from Kansas City sings with ardor
and deep sincerity, or that the gospel songs and spirituals {performed here as
in the actual church services) are full of rhythmic drive. By the same token,
however, there can be no confusing this choir with one of professional caliber,
and | find the raucous, frequently off-key singing rather tiresome after a
while. In short, while the choir earns a resounding "A" for effort, those listeners
who are looking for the musicality and precision, or the glorious voices char-

acteristic of so many Negro choruses, had best look elsewhere. R. Sherman
Jerome Hines Sings Concert Encores C
Jerome Hines, bass; Alexander Alexay, B

piano A

London 5397

Most of the selections here will be familiar to those who must depend upon
community concert organizations for their musical sustenance. These songs are
built upon obvious humor and unashamed sentimentality. Musical values are
almost non-existent. All selections, including the three Mussorgsky and the
Beethoven and Wolf items, are wisely sung in English. Hines allows his meg-
nificent voice to suffer some indignities of production for the sake of clowning,
and he gropes his way onto some of the top tones. But this disc makes one
continue to yearn for a less hackneyed and more characteristic Hines recording.

Reizen's vocal splendor is not exploited here as much as his gift for charac-
terization. None of Boris’ great monologues are here — except for the
inevitable death scene. Instead, we have Yarlaam's lusty song, the St. Basil
Cathedral scene (in which Kozlovsky does a magnificent job as the Simple-
ton), and the scene between Gregory and Pimen in the monastery cell.
Reizen, who is in his 60’s, gives every indication of being a great artist and
scores his points by imaginative, not mighty, singing. The "Aleko" aria is a
weak novelty. This would make a nice companion disc for those owning the
superb Kipnis excerpts, for there is little duplication. G. L. Mayer

KEYBOARD MUSIC

BACH: Three Chorale Partitas A
Robert Noehren, organ A
Urania UR-8012 A

How often does it happen that one listens to a new recording, in the company
of several other people, and finds everyone present so absorbed and deeply
moved as the music unfolds that each is literally on the verge of tears and
unable to speak, when it is ended? Such was my own rare experience when
first hearing this superlative disc. As for the music itself, what words of praise
can one utter about Bach in a greatly inspired mood, as surely he was in these
Chorale Partitas? The beauty comes from some realm beyond the reaches of
this planet. The organ playing of Robert Noehren (who, unpardonably, was
given no biography or any other word about him on the album cover) is en-
thralling in every way, capturing the essence of this great music. The sound is
superb. B. Gabriel

G. L. Mayer
The Lighter Side of Lauritz Melchior C
Lauritz Melchior, tenor, with orchestra A to B
Camden CAL-424 R

Rather clearly defined standards exist for good taste but forces are still at
work to set new ones for bad taste. This pace-maker clearly and unmistakably
documents just what happened to opera stars who went west during the 40's.
The gems here are a couple of pseudo-opera sequences from “"Two Sisters
from Boston™. The one entitled Marie Antoinette is made up of orchestral pieces
by Mendelssohn with a libretto laid on—the main theme is the slow movement
of the Violin Concerto. Here Nadine Conner enters the picture, sounding sus-
piciously like Snow White. Melchior gives his formidable all, but even that
redeems only some of the material on this disc. Please, Camden, give us

Melchior's full weight. G. L. Mayer
Russian Art Songs Ato C
Maxim Karolik, tenor; Robert Pefttitt, B

Kalman Novak, Tan Crone, pianists B

Unicorn UNS 2 3-12"

This is a fascinating selection of thirty songs, many rarely heard, and some
worthy of cheers for their beauty and freshness. Ten composers, ranging
from Balakirev to Gretchaninoff, are included. There are some points of
criticism, but these are outweighed by the positive qualities. Karolik’s voice is
agreeable and acceptable. But he should be listened to as an intelligent
(intellectual, if you wish) singer-musician, not as a voice per se. If his control
of dynamics and phrasing is at times uncertain, it does not falsify the music
itself at any time, and his ability to make clear the meaning of an art song is
rarely cultivated by our great voices. The forty-eight page brochure is an
excellent bonus. A. Cohn

OPERA

BRETON: La Verbena de la Paloma

Ana Maria Iriarte, Julita Bermejo,
Miguel Ligero, Manuel Ausensi and
others with Gran Orquesta Sinfonica
under Ataulfo Argenta

London A 4126

This one-act farcical zarzuela dates from 1894 and is considered one of the
classic models for this genre. It's meagre plot is centered around the Festival
of the Dove, and features a doddering old druggist and his two young girl
friends, one of whom is merely using him as an escort to make her lover
jealous. The proceedings, however, only serve to set the scene for a heady
dose of local color & la Madrid. None of the roles call for taxing vocalism;
the emphasis is strictly on characterization. The cast is nowhere dismayed by
and, indeed, is probably grateful for, this stress. Ligero croaks the role of
the druggist to perfection. G. L. Mayer

MUSSORGSKY: Boris Godunov A-
(Highlights) B-

RACHMANINOV: Aleko (Cavatina C-
of Aleko)

Mark Reizen, lvan Kozlovsky, Georgi
Nelepp and others with the Chorus
and Orchestra of the Bolshoi Theater
under Vassili Nebolsin and Nikolai
Golovanov

Monitor MC 2016
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BRAHMS: Three Intermezzi, Op. A
117; Variations and Fugue on a B
Theme of Handel, Op. 24 B

Eugene Istomin, piano

Columbia ML-5287

Beauty of tone, sensitivity, color, understanding, style, technical security —
how important these are in molding a great performance. Istomin seems to
have all these qualities but there are also less tangible matters which may be
quite as important, such as vitality, sweep, bigness of line, striking individual-
ity and great fervor. Some of these element