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Visit your Electro-Voice dealer. Compare the Wolverine system. Whether you're starting from scratch

. or converting to stereo, Wolverine components will suit your taste . . . meet your budget.
Write for complete Wolverine brochure.




Compare the Wolverine Series’ quality features with any high fidelity speaker
or enclosure. And, compare the PRICE! You can actually get a complete stereo system
at the price of a single monaural system.
Only Electro-Voice with its corps of 60 engineering personnel and vast
precision manufacturing facilities can give you so much more valuve.
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. ® FOREMOST IN ELECTRO-ACOUSTICS —Microphones, Phono-Cartridges,
High-Fidelity Loudspeakers and Enclosures, Public Address Speakers,
Marine Instruments, EVI Professional Electronic |nstruments and Military Material.




Serving the owners of Garrard—
world’s finest record playing equipment...
and other discriminating listeners
interested in high fidelity.

Subject:

Your new records
— Monaural and Stereo —

played on the Garrard ...

Changer o Transcription Turntable » Manual Player

What records?
Any records . . . stereo or monaural.

How do they sound?
Uniformly excellent—on any Garrard Player.

Rumble (lateral and vertical), wow and flutter are
inaudible, since motors and drives are entirely Garrard
built; with pulleys concentric to .0001 of an inch; and
rotors dynamically balanced to the remarkable accu-
racy of .0008 in/ozs. These characteristics, developed
originally by Garrard to insure proper performance of
very low gain magnetic cartridges, have now been even
further refined, and make any Garrard an ideal
stereo player.

Which Garrard model?
Any Garrard Record Player or Changer.

They all come wired and ready now for stereo and
monaural cartridges... (Older Garrard models al-
ready have the triple pronged plug-in heads to facili-
tate rewiring.) And Garrard changers have been
tested and enthusiastically endorsed by the leading
stereo cartridge manufacturers.

Transcription Turntable or Automatic Changer?
As long as it’s a Garrard—this depends entirely

on your preference, your budget, and your con-

venience.
Garrard builds all types. .. automatic changers, tran-
scription turntables and manual players. .. all to the
identical standards of quality in design, engineering
and performance. Every Garrard is a high fidelity
instrument; every Garrard automatic changer is a
single record player as well. For this reason, it is a
fact that most people, even the most critical, prefer
the Garrard changer to any transcription turntable.
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Considering the exciting (but sometimes confusing) develop-
ments now taking place in records and playing equipment, we
repeat the Garrard policy:

Garrard models change. Garrard ideals do not. Meaningful new
features are added. Time-proven features are carefully re-
tained. Gadgets, for the sake of gadgetry, are sternly rejected.
The all-important fact to remember is that thirty-five years of
experience in designing, testing, and building fine record play-
ers, make possible the present Garrard models.

There’s a Garrard for every high ﬁdeiity.systen:."_.
Fully wired for Mofaural and Stereo records.

£ Crss=g (1)

[
RC121/10 301 TPA/1D Model T/IX
Interm!ix Transeription Transeription Manual
Chan; Tumtable Tune At Player
$42.50 $83.00 $24.50 $32.50

GARRARD SALES CORPORATION, PORT WASHINGTON, N. Y.

Standard

Garrard Tone Arm
with Stereo Cartridge
(underside view
through a
translucent record)

New Comparator Guide—~FREE

Garrard Sales Corporation, Dept. GK-128

Port Washington, New York.

Please send your new comparator

guide which compares all Garrard -t
Pplayers and their advanced features.
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can record

your own___£5d

stereophonic /

THE FIRST AND =~
ONLY FULLY
STEREOPHONIC
RECORDING AND
PLAYBACK SYSTEM...
AT AN AMAZING

LOW PRICE!

Sterecorder

Now, you can actually
record—as well as
playback—stereophonic
sound. The new
STERECORDER
captures all the realism
of the original performance
... then reproduces this
exciting “living sound”
with full dimensional
depth and direction.

STERECORDER goes
beyond high fidelity and
“half-way” stereo units
with only monaural
recording. Hear a
demonstration today !

From the famous name in motion pictures:

Superscope Inc., Audio Electronics Division,
780 Gower St., Hollywood, Calif.

By David Hall

What Price Documentation—And For How Long?

There are matters of record that distinctly transcend immediate
considerations of hi-fi and stereo.

Angel’s imposing Great Recordings of the Century series—to be reviewed in
detail next month—has brought this squarely to the fore.

Taking into consideration the pre-microgroove era of electrical
recording exclusively, Angel has at its disposal for LP re-issue the
work of over 100 major performing artists or composer-executants. This
first 11-record release has barely scratched the surface. If we add
to this total what major artists could be re-issued from the back
catalogs of Deutsche Grammophon, Cetra, Victor, and Columbia, we could
easily add another 50 names to the list.

Finally, there are at least another three-score artists, from what
will be known as the “pre-stereo” era whose work on LP is deserving of
permanent documentation.

If we go back over the past 10 years, we can recall several other
attempts made by various companies in the “celebrity” re-issue field:
RCA Victor’s LCT (Treasury of Great Recorded Performances) series;
Columbia’s desultory “Collectors’ ” releases; RCA Victor’s special order
Vault Treasures catalog, which is still functioning; and most recently
the remarkable “Art of . . . ” re-issues at $1.98 each on RCA Victor’s
Camden label. The future availability of many items on Vault Treasures,
on Columbia’s “Collectors’ ” series, and on Camden will be affected of
course by the breaking off of generation-long affiliations between the
European E.M.I. combine of record companies with Victor and Columbia
over here; but presumably most of these will become available on Angel.
The Muzio and Chaliapin from the initial Angel release (and at one time
available in part on Columbia and Victor re-issues) are instances in point.

If we are to believe what we read between the lines of Angel’s publicity
regarding their Great Recordings of the Century, we can expect at long
last a thorough and systematic documentation of all of the finest pre-LP
recordings which they have at their disposal. Presumably we will have
available once more the memorable discs of singers like Schipa, Gigli,
Gerhard Hiisch, Melchior in his prime, Lottie Lehmann, Rethberg, Aksel Schigtz,
Charles Panzéra, the young Kipnis, Friedrich Schorr, Karl Erb, Tiana Lemnitz,
Maggie Teyte, Isobel Baillie; of chamber music teams such as Adolf Busch
and Rudolph Serkin, Szymon Goldberg and Lili Kraus, Yehudi and Hephzibah
Menuhin; of pianists Artur Schnabel, Edwin Fischer, Alfred Cortot, Walter
Gieseking, and Artur Rubinstein when at their peak during the ’30s; of
violinists Fritz Kreisler and Joseph Szigeti; of ’cellists Pablo Casals
and Emanuel Feuermann; to say nothing of the work of Toscanini, Beecham,
Furtwiingler, Weingartner, Walter, and Mengelberg when they were at their
very best (and getting some strikingly fine recording too!). Lastly there
is that choice group of composers’ recordings which should be made
permanently available—Elgar and Vaughan Williams, William Walton,
George Enesco and others; nor should we forget such choice items as Karl
Muck’s Bayreuth discs of Wagner or the Robert Kajanus recordings of
Sibelius. Every one of these artists set a landmark in performing style
either by way of direct connection with the composers whom they chose to
interpret, or through re-creative insight into creative art.

Granted the present serious intent behind Angel’s “Great Recordings”
enterprise, how are we to be sure that this too will not suffer the fate
of previous attempts along this line of endeavor—even with (or because of)
the stiff $5.95 price tag? The fact that some of the finest Toscanini
performances, as well as the great Rachmaninoff version of Schumann’s
Carnaval can be had on Camden at $1.98 will not be lost on some buyers.

Be this as it may, we should hate to see a project as important as this
Angel series become a cropper for such purely commercial reasons.

We would propose in short, whether it be Angel, Victor, Columbia, Cetra,
or Deutsche Grammophon, that some concerted effort be made over the next
few years to have each of these firms prepare catalogs of their “Great
Recordings” from both the pre-LP and pre-stereo period encompassing items
which would always be available on special order and at normal prices in
LP format. Recording may be a commercial enterprise, but it is also a
process of historical and cultural documentation. The major record
companies of the world can well afford to live up to their social
obligation in this respect. The time is now.
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match
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STEREO RECORD CHANGER

Collarg Changets afe designed to meet the rigid new
ste reo' demands of §tereq, Thé trapscription-type tone, arm,
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Impressions at a

London Hi-Fi Show

By PETER WHITELAM

UR British cousins are renowned for their self-restraint

—they simply are nol given to exhibitionism. It is not
surprising, then, that their recent Audio Fair, by American
standards, was a model of decorum. For advertising, there
were no silky banners flying over Westminster Bridge; just
a few discreet notices in the trade magazines. Admission was
by ticket only, and these could only be obtained from fran.
chised high fidelity dealers. There was no charge and no
collection. Instead there was a polite invitation to view the
new developments in hi-fi.

This year was an unusual one fou British afficionadoes.
Stereo had arrived. To many attending American shows, this
only means one thing—twice the volume. But at the Waldorf
Hotel, where the April London Fair was held, stereo demon-

Enthusiasm knows no boundaries—note fellow in bowler.

strations were actually conducted with more sobriety than
the monaural ones. The entire layout was different from
ours. The ground floor was taken up by small stands. rather
like a department store, where individual components were
shown, pamphleted, discussed but not demonstrated. If you
wished to pursue an inquiry further. you were handed a ticket
for the appropriate demonstration room which was located on
one of three upper floors. and there the equipment was put
through its paces. Demonstrations were staggered according
1o a strict time schedule and plenty of timme was left for
questions and additional information.

The first sight that greeted visitors to the show was the
array of attractive girl models hired by the exhibitor, Colonel
Rex-Hassan, to unload programs on the general public. They
certainly succeeded; in fact they were the only unrestrained
element in the entire show. Unfortunately nobody seemed to
notice themn once the programs were sold. The British audio
enthusiast is a cloud-eyed fanatic with an almost religious
devotion to ohms and decibels, and a shrewd eye for the best
hi-fi bargains. With this in mind, I was not surprised to
hear of the acceptance of G. A. Briggs’ SFB/3 speaker sys-

8

tem. There are enough back orders to keep Wharfedale
busy for months. But when I talked to him, it seemed that
for Gilbert Briggs, the SFB was a thing of the past.

“Stereo is the thing now,” he said, “and we’ve got to
travel ahead of the times.”” He was interested in a new
type of sterco speaker system, something that was not spread
out, that did not give the impression of a gap in the middle.
“Perhaps we should try a completely new concept,” he ven-
tured, “something that could be achieved through angles and
sound reflection. In this way we could keep the speakers
together, but angled apart to throw the sound into adjacent
corners. Of course you would need a symmetrical room, but
think how much neater it would be.”

Many of the leading speaker manufacturers are interested
in the problem of sound dispersion. Donald Chave of Lowther,
inventor of the famous TP-1 folded corner horn, has created
the prototype of a new speaker system which he showed me
the Sunday following the Fair. “What I have done is to
produce a 180 degree angle of dispersion in all directions”
he told me. The new speaker system which he hopes to show
in New York this Fall, is a wall model. Like the TP-1, the
top and mid-range frequencies are sent up through the top
of the speaker and can be directed by a modernistic panel
that is hinged to the rear edge. The low frequencies are
separated acoustically and flown through a bass chamber.

So too would Peter Walker’s full-range electrostatic speak-
er. There is a great deal of controversy in America over this
development, and the best way to settle it is to let Walker
speak for himself. *“You must remember,” he told me, “I
am an amplifier manufacturer. I designed and built this
speaker because it had never been done, and for a first at-
tempt, 1 don’t think there is anything that can beat it. Now
we are building about fifty or sixty a week, and we have
hundreds of customers on the waiting list for it. I suppose
I should start mass-producing them, but that seems out of
proportion with my original intention. In a sense it was a
very successful experiment, but my main love is still ampli-
fiers. 1 will not produce any more speakers than I am doing.
With regard to the States, you know what would happen as
well as I do. As soon as it was introduced, we would be
swamped with orders that we could not possibly meet. So
it seems best to hold off there awhile. Besides, JansZen and
Pickering should come out with something soon.”

Incidentally, Walker has published specific requirements
in any amplifier used to drive the electrostatic speaker. For
example ‘“the source of impedence of the amplifier should
not he more than two ohms in the frequency range 100-5000
cycles, and not more than six ohms in the range 40-20.000
cycles.” Needless to say he recommends his own Quad, and
in spite of its “low” American rating of 15 watts, it certainly
has sufficient power to drive this low efficiency speaker. He
is very scathing about the so-called differences between British

HIF1 & Music REVIEW
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NEW H. H. SCOTT
STEREO-DAPTOR

e Updates your present H. H. Scott system
for stereo records and tape

e Lets you buy a monaural H. H. Scott
system now; convert to stereo later

Just add the Stereo-Daptor and a new H. H. Scott amplifier to your
present H. H. Scott system and you can play the new stereo records;
stereo tape; stereo AM-FM or stereo from any source.

The Stereo-Daptor permits control of two separate amplifiers from
a central point. A Master Volume Control adjusts the volume levels
of both channels simultaneously. Special switching lets you play
Stereo, Reverse Stereo, use your Stereo Pickup on Monaural Records,
or play monaural program material through both amplifiers at the
same time. This gives you the full power of both amplifiers.

No internal changes are required when used with H. H. Scott
amplifiers. Stereo-daptor will work with any two identical H. H.
Scott amplifiers, or between older 99-series amplifiers and the new
99-D or 210-F.

IMPORTANT! Stereo-Daptor works with All current H. H. Scott amplifiers and
most older models . . . with any system having separate pre-amplifier and
power amplifier . . . and with complete amplifiers having tape monitor inpui
and output provisions.
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HERE'S HOW THE
STEREO-DAPTOR
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AM FM
STEREQ TUNER

f
MONAURAL STEREO

TAPE [ PHOKO | MONAURAL
RECORDER PICKUP PICKUP

G.QE:

AMP A P 8
SPEAKER A b SPEAKER B

STEREO-DAPTOR
stereomoster
canirol center

SPECIFICATIONS
H. H. Scott Stereo-Daptor
Stereomaster Control Center

‘Compalibility: Any amplifier in any ot

the groups shown below may be used
with a second amplifier IN THE
SAME GROUP for best results with
the Stereo-Daptor.

Grou l 99.A,8,C,D; 210-F 120-A;
120-B; 210-C.

Group 11 121-A,B,C; 210-D,E.

Group HlI: Anysystems with separate
preampllﬁers and power amplifiers.
Grour Two Identical complete
ampilfiers having tape monttoring
Input and output connections
Contrals: Master Volume . Loudness-
Volume: Function -Selector (with
these positions — Stereo, Reverse
Stereo; Monaurat Records ; ‘Monaural
Channel A; Monaural Channel B)
Tape Monitor: Power off (on volume
control).

Connecting Cables: Four two-foot
shielded cables are supplied for alt
necessary connections. Maximum
recommended cable length 3 feet.
Custom Installation: The Stereo-Daptor
is easily custom mounted, and no
special mounting escutcheons are
required.

Price: $24,95° completely enclosed.
Accessory cases extra,

“slightly higher West of the Rockics

H. H. Scott Inc. 111 Powdermill Road, Maynard, Mass.
Export : Telesco International Corp., 36 West 40th Street, New York City
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Attractive models passed out program booklets.

and American watts. “A watt is a watt anywhere in the
world,” he said, “it can be measured differently, peak to
peak, or square wave, but a watt is a basic international
measurement.”

Mr. Rahmer, the Managing Director of Beam Echo, tended
to agree with him, but said that it was good business practice
to consider the whims of the American buying public and
cater to them. From his immensely successful Avantic am-
plifier, built around the famous Mullard circuit, Mr. Rahmer
has just expanded in all directions—a super-sensitive FM
tuner with variable selectivity, a two speed player operated
by a single control, an omni-directional speaker system, and
two new stereo units, both of which will appear shortly in
America. One is a combined stereophonic amplifier and con-
trol unit with a peak power output of twenty watts on each
channel and inputs for stereo pickup, tape and tuner. The
other is a stereophonic preamplifier only.

Progress was certainly made by Multimusic in England
recently when they bought up Rudman Darlington’s Reflecto-
graph concern. The results were seen in one of the best
demonstrations of the show. Darlington is a unique and
very capable designer of tape recorders and the new Reflecto-
graph 550 is in a class of its own in the domestic field. The
deck provides variable tape speeds between 3% and 8 inches
per second with a special stroboscopic indicator for exact
speeds. Two lever controls achieve this variable speed and
direction can be changed at fast or slow speeds, allowing
the tape to be inched along for editing purposes while the
replay head is still activated. There are three Garrard motors,
three heads, and separate record and replay amplifiers which
can be controlled by a switch, enabling instant comparison
to be made between the imput and the signal recorded on the
tape. All this plus twq matched loudspeakers and an addi-
tional replay amplifier for stereo playback. The whole thing .
is beautifully finished in pigskin and should be out here in
time for the New York Fair. I warned the representative
however, not to make the mistake of another tape recorder
manufacturer—tape compensation in the United States is
NARTSB, not CCIR, which is the European system.

This was a new product, “one of the best tape recorders
to come out of this country,” said Donald Aldous of the
Gramophone Record Review. But the old established Ferro-
graph had their own answer to stereo. It was a practical
one. A “Stere-ad” unit has been developed which consists
of two matched preamplifiers for each stereo track and an
additional power amplifier channel. This, together with
the regular power amplifier already contained in a Ferro-
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graph, gives a 2 x 214, watts matched stereophonic reproduc-
tion system. But there is a catch in it. Ferrograph have
created a new type monaural model for all this, the 3S, which
has an additional stereo head. Whether Ercona can adapt
this to the existing monaural systems in this country, the
3A series, and the 66 series, simply by adding a “Stere-ad”
and sterec head remains to be seen. In view of the excellent
competition from American tape recorder manufacturers, [
would say their sales and reputation in America depended
on it.

Finally, to stereo pickups. Mr. Sugden of Connoisseur
had his stereo unit on display, and it sounds as good as
ever. “You'll have it in New York by October,” he said.
British Westrex, who incidentally, have just turned out a
magnificent two-way speaker system—the most impressive in
England—have their own pickup. It is a moving coil type
with a 0.7 mil stylus, and the crosstalk between channels is
down approximately 20 db between 100 and 7000 cycles. At
the last moment Tannoy sprang their big surprise with a
Vari-twin stereo pickup of superb quality and workmanship
which should be out in the States quite soon. Based on the
Tannoy Variluctance pickup, the unit is capable of playing
both stereo and monaural records and can be mounted in
any standard arm or shell. However, it is built to track at
the low pressure of 3 grammes, so the quality of the tone arm
should be of a very high standard. Changer arms are not
recommended.

What impressed me most of all about this Show was the
atmosphere of controlled interest. This was not just part of
the public behaviour, it was the attitude of the manufac-
turers to their potential customers. There was little blasting
either in watts or sales talk, and throughout the entire four
days, there was this feeling that quality not quantity was the
prime concern. Mr. Briggs summed it up: “We are small
concerns, interested in maintaining only the highest stand-
ards. We do not believe this equipment can be mass pro-
duced without a sacrifice of quality, and none of us are out
to make a fast fortune. The ultimate satisfaction of the
listener, the belief that he is receiving a hand-made instru-
ment which contains a great deal of craftsmanship—this is
our only endeavour.”

There is no doubt about it, most of the fifty thousand people
who attended received as much personal attention as one
can get. And their questions and attitudes were of vital in-
terest to the exhibitors. —Peter Whitelam

View of the booths downstairs. Demonstrations of
equipment were held in separate rooms to keep noise
and disturbances away from the “questioning” area.
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ANY FIVE

of these superb

COLUMBIA ana EPIC RECORDS

Classical High-Fidelity

FOR
ONLY

$398

if you join the Columbia () Record Club now — and agree to purchase 5 selections during the coming 12 months

BEETHOVEN: STRAUSS WALTZES
EMPEROR CONCERTO || JRCE1Rod'a 2 iy yi) A
CASADESUS, Planc 2 4
MITROPOULOS

NEW YORK PHILEARMONIC

i
A

"EROICA’

ROSSINE: WILLAM TELL AKD i
BARBER OF SEVILLE OVERTURES

DONIZETTI: DAUGHTER OF THE
REGIMENT OVERTURE

SCHUBERT: MARCHE MILITARE

TCHAKOVSKY: MARCHE SLAVE

STRAUSS: RADETZKY MARCH

BEETHOVEN NEW WORLD

SYMPHONY

Vivaldi:

SYMPHONY :

3 - Members
I Musici

regularly enjoy
perfarmances by

‘.". -. &’ - -
B = 2 : . F great artists
LW BRUND WALTER 9 g ) : like these:
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MOZART . FINLANDIA|DGRIGIE LEVANT PLAYS GERSHWIN Concertgebouw
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Beecham, Bart.
ALFVEN swivish kuarsoor

Edvard van Beinum

Leonard Bernsteln

€. Power Biggs

Budapest String
Quartet

Robert Casadesus

Pablo Casals

 PATHETIQUE"
~ SYMPHONY

Mitropoulos,
New York
Philharmonic

SAINT-SAENS:
Vism Concotis Na3

| 5hﬂadelphia Orchestra Utmandy

“The fimest selection of
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Qunericon ond Suopeon. clossical recwnds

Cleveland Orch.

Leon Fleisher

Zino Francescatt!

Gienn Gould

Arthur Grumiaux

Clara Haskli

1 Msicl

Paul van Xempen

Metropolitan
Opera Assn.

the worlds longet necond clib

DAVID OISTRAKH
1ISAAC STERN violins

PORTS OF CALL

RAVEL: BILERD, LA YALSE. PAVANE
CHABRIER: ESPANA-IBERT. ESCALES
DEBUSSY: CLAIR DE LUKE

-y,

VIVALDI: Cancerto for Two Violins
BACH: Violin Concertos 1 and 2
Pritadelphia Qrchestra » Ormandy

BACH

Toccata, Adago
and Fugue in € Mingr

Fugue in A Mince

Fantasia and Fugee
in G Minor

Dimitrl

Mitropoulos
New York Phitharms
David Oistrakh
Eugene Ormandy
Philadelphia Orch.
Royal Philharmenio
Albert Schweltzer
Rudolf Serkin
Isaac Stern

“MOONLIGKT"" Sonata
‘,. “PATRETIQUE" Sonata
o “APPASSIONATA™ Sonata

TCHAIKOVSKY: © %
ROMED AND JULIET S
LEONARD BERNSTEIN
NEW YORK PHILRARMONIC

George Szell

BEETHOVEN: QUARTETS 9‘“ BRAHMS: T TORERETAY.: Sererase 0 € eapt SCHUBERT: Yienna Symphi
ei % v HAYDN SYMPHONY N0.4 DEB SSY..la Mer | SRR TN | "UNFINISHED" SYMPHONY Bruno Walter
“Surprise” J VEL: LaVaise MENDELSSOHN:
‘ Vaes fotles et Semtimentales MDSUMMER NIGHT'S DREAM] | WHY PAY MORE?
... AND I m W 5 3 Col:rgbju’*
I - an
Drum-roll B e Spic
i Symphonies Rk woilds fingst
4 Strings of The Phiadeiphia Orchestr, S
BUDAPEST STRING QUARTET || 228 R TR QL Eegene Ormandy, CONDUCTOR PHIADELPHIA ORCH., ORMANOY bigh-fidelity records
Still $298
. . « @ convenient method of acquiring, systematically and with expert guidance, an only 3
. . q y y p g ®ML & CL scrics,
outstanding record library of the world’s finest music — at far less than the usval cost #LC & LN series

You receive, at once, ANY 5 of the Columbla and
Epic records shown above for only $3.98

* Your only obligatlon as a8 member Is to purchase
flve selectlons from the more than 100 high-fidelity
Columbia and Eplc records to be offered In the coming
12 months. Thus, you recelve ten records for the price
of six—a saving of more than one-third on your
record purchases

*After purchasing only five records, you receive
a Columbla or Eplc Bonus record of your cholce
free for every two additional selections you buy

*Each month the Club’s staff of musical experts
selects a classical recording that will be a dis-
tingulshed addition to your record library. In addition,
at teast seven other exceptionally fine recordings, both
classical and popular, will be avaliabie to you as alter-
nate selections. All are fully described In the Club
Magazine, which you receive free cach month

*You may accept or reJect the regular Classical
Selection, take any of the other records offered,
or take NO record In any particular month

* You may discontinue membershlp at any time after
purchasing flve records

The records you want are malled and bllled to you
at the regular llst price, now only $3.98, plus a
small malilng charge
* You must be dellghted with membershlr or you may
cancel by returning the five records within 10 days
©OoLUMBIA () RECORD CLUB
Terre Haute, Indlana
Aucust 1958

MAIL COUPON TO RECEIVE |= "= s> sam fum Smn gmm hews cmm enes s S
N D A VE (™ TIRCLE 5 NUMBERS BELOW: |

1. Levant Plays Gershwin

2. Beethoven: Emperor Concerto

3. Beethoven: Quartets 9 and 11

4, Mozart: Requlem

5. Finlondia, Swan of Tuontla, elc.

6.  Besthoven: 3 plane sonalas

7. Beethoven: *Eroica’* Symphony

8. Vivaldi: The Seasons

9. Tchaikovsky: “Pathetique’* Sympheny
10. Dvoraks “New World** Symphony
11. Bach: Goldberg Voriations
12. Schweitzer Plays Boch, Vol. 1
13. Rossinl: Willlam Tall Overure, elc.
14. Strauss Waltzes and Overtures
15, Mendelssohn: Midsummer Night's Dreom;
Schubert: *Unfinished'* Symphony
Firebird; Romeo and Jullet
Vivoldl and Bach: Vlolin Concertos
Hoydn: *‘Surprise”, **Drum-Roll*" Sym.
Brahms: Symphony No. 4
Ports of Call
Debussy: La Mer; Ravel: Lo Valse, etc.
Bach: Brandenburg Conc. 1, 2,3
| Deoter's Address.......... BT I A e HER sy o Sy, 1114 23. Paganini and Saind-Saens Concertos

© Columbls Records Sales Corp., 1988 evcotumbu.” G. s P surcssnes. 24, Strings of Philade!phia Orchestra M-z_zJ
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COLUMBIA (@ RECORD CLUB, Dept. 222-2
Jerre Haute, Indiana

Please send me the 5 records whose numbers I have
circled at the right, for which I am to be billed only
$3.98 plus small mailing charge — and enroll me in
the Classical Divislon of the Club.

My only obligation is to purchase flve selections
from the more than 100 to be offered during the
coming 12 months . . . at regular list price, plus small
malling charge. For every two additional selections
I accept, I am to receive a 12" Columbia or Epic
Bonus record of my cholce FREE

.......... Fodiodeeenreseasrisansosseasirosnesacrsamesace

Nomé. «
(Plcase Print)
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16.
17.
18.
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CANADA: Prices slightly higher, address 11-13 Soho St., Tor., 2B
If you wish to have this membership credited to an
established Columbia or Eplc record dealer, authorized
to accept subscriptions, please fill in the following:

Dealer's NOM@. ... co.uueerociionsassesctoscenasocnanes e a5 Eal



“Truly

the

world’s
finest...”

cartridge $45.00

tone arm $29.95

GRADO

LABORATORIES, INC.

<614 7th Avenve Braoklyn 20, New York
Expart-Simontrice, 25 Warren $t., N.Y. C

pop concert plethora

KIND of fascinated horror grips
me now as I gaze at the last of a
pile of seventeen longplaying discs
which I've just taken off my turntable.
They're all recent releases in the “Pop
Concert” category, they represent a
considerable financial investment by the
record companies involved. and for the
most part there’s more to praise than to
censure in the finished product. But all
those records! Is the market for this
material really of the bottomless-pit va-
riety, or will such a steady and torren-
tial outpouring tend to get lost in its
own sheer mass? No doubt the research
departments of the recording industry
have all the facts and figures to back
up their frenzied activity in this area.
but the poor, bemused record reviewer
tends to shake his head in disbelief.
Two of the seventeen discs in ques-
tion are devoted to Russian music: RCA
Victor’s Pops Caviar (LM 2202) pre-
sents Arthur Fiedler and the Boston
Pops Orchestra in a program com-
pounded of three parts Borodin (the
Overture and Polovtsian Dances from
Prince Igor and In the Steppes of Cen-
tral Asia) and one part Rimsky-Korsa-
kov (Russian Easter Overture); Epic
(LC 3432) gives us music by four dif-
ferent Russian composers: Moussorgsky
(A Night on Bald Mountain), Rimsky-
Korsakov (Capriccio Espagnol). Boro-
din (“Steppes”), and Glinka (Karna-
rinskaya). All but the Glinka are
performed by the Lamoureux Orchestra
under Jean Fournet; for the Glinka, a
conductor whose name is new to this
reviewer, Ohan Dourian, is on the podi-
um. The Fiedler record offers good
style and fine recorded sound; there’s
a very civilized approach to the music
which allows it to take its course with-
out phony histrionics. This is one of
Fiedler's finest discs. Fournet’s ap-
proach is, like Fiedler’s, on the straight
side—a little too much so, as a matter
of fact, for here one misses the strong
baton personality demanded by this
kind of music. Capriccio Espagnol calls
for the last word in orchestral virtu-
osity, which unfortunately the members
of the Lamoureux Orchestra have in
rather short supply. Matters improve
when Dourian takes over in the Kama-
rinskaya; here is a bright, airy per-
formance. which in turn is given more
transparent recorded sound.
Four discs by Eugene Ormandy and
the Philadelphia Orchestra are includ-

ed in the pile: Russian Sailors’ Dance
(ML 5223), Roumanian Rhapsody No.
1 (ML 5242), The Moldau (ML 5261)
and The Wonderful Waltzes of Tchai-
kovsky and Strauss (ML 5238). It will
be seen from three of the album titles
that Columbia has developed a distress-
ing tendency to give a mishmash collec-
tion of miscellany some sort of unifying
element by pinning onto the whole the
title of its most “commercial” part. In
the first-mentioned disc we find seven
of Brahms’s Hungarian Dances, along
with Dances from Smetana’s The Bar-
tered Bride, and the Sabre Dance from
Khatchaturian’s Gayne, plus the “title
number”—the Russian Sailors’ Dance
from Gliere’'s The Red Poppy. In gen-
eral these are hard-driven performances
with an unflattering, overly-reverberant
acoustic which seems heavy and muf-
fled. The Brahms Dances fare best of
all, with a grace lacking in the other
repertoire.

UCH more successful is the Rou-
manian Rhapsody disc, offering
juicy and idiomatic performances of
Enesco’s two Roumanian Rhapsodies, a
really rollicking performance of Dvo-
tik’s Carnaval Overture, and a reading
of Tchaikovsky’s Francesca da Rimini
that has great drive and excitement.
Here the Philadelphia Orchestra glows
in vibrant sound. In the disc called The
Moldau we find Mr. Ormandy playing
Smetana’s evocative symphonic poem of
that name, along with the Berlioz or-
chestration of Weber's Invitation to the
Dance, the three familiar excerpts from
Berlioz's The Damnation of Faust (Min-
uet of the Will-O’-the-Wisps, Dance of
the Sylphs and Rakoczy March) and
Liszt’s Mephisto Waltz. The Weber-
Berlioz receives the most sensitive treat-
ment; the others are rather straightfor-
ward and ordinary. Again in this disc
the sound of the orchestra has been
most successfully captured. In the col-
lection of Waltzes by Tchaikovsky and
Strauss—a collection culled from pre-
viously released material—Ormandy is
more successful with the Slavic than
the Viennese music. He leans to fast
tempi with both composers (the Waltz
from the Tchaikovsky Serenade, for ex-
ample, and the Strauss Emperor Waltz
are both breathlessly paced) and the
quality of the recorded sound is vari-
able—good in the Tchaikovsky Swan
Lake and Serenade Waltzes, as well as
HiFr & Music REvVIEwW
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PRELUDE TO A PERFECT PERFORMANCE! In an clectrically-isolated screen-
room, shielded against radiation and interference, the prototype model of
a new instrument undergoes its first test. Only if the protoype's performance
proves superior, will the finished unit be qualified to bear the name-—-FISHER.

Although the test engineer makes his measurements in terms of percentages,
decibel ratings and oscilloscope patterns, in the final analysis, he is making
MUSIC. It is the translation of his data into terms of clean, undistorted MUSIC
that is the truly meaningful measure of quality for you.

THE FISHER “500", shown here, is a product of these rigid testing methods.
It combines, on one compact chassis, an extreme-sensitivity FM-AM Tuner, a
distortion-free 30-watt Amplifier, and a flexible Audio Control Center. All you
nced to complete your installation is a record changer and a speaker system.

AucusT 1958

;[ THE FIsHER V5007 |

& Operotes on FM signals as low as 1 micro-
volt. W AM sensitivity better than 3 micro-
volts. @ Micra-accurote tuning meter for FM
and AM. m Frequency response, uniform from
25 ta 30,000 cycles, within 1 db. B Harmanic
distortion less than 0.5%—IM distortion, less
than 1%, at 30 watts output. @ Hum and
noise better than 80 db below full output.
B 4 inputs. B 4, 8 and 16-ohm speoker con-
nections. B Seporate recorder output—listen
while you record. B 7 controls. B 9-positian
Channel Selector. B Chassis, $24950

Slightly higher in the Far West.

FISHER RADIO CORPORATION -21-37 44th DRIVE - LONG ISLAND CITY 1, N. Y.
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ready

for

STEREOPHONIC

records

GLASER-STEERS
GS-77

‘With the availability of stereophonic records,
the requirements for turntable and record
changer quality become more critical than
ever before. Yesterday’s ‘bests’ may no longer
be good enough. All previously acceptable
units must now be re-examined in the light of
the new quality demands imposed by stereo.

That the Glaser-Steers GS-77 should be
ideally suited for stereo is no mystery. It is
simply the result of strict adherence to rigid
precision standards, and permitting no com-
promise in quality. This is evident in every
feature of the GS-77.

The Tone Arm, by reason of optimum mass
distribution and free pivot suspensions, ex-
hibits no resonance in the audible spectrum.
And tracking error is virtually eliminated.
In addition, the arm counterbalance is so
designed that the stylus pressure between the
first and tenth record in a stack does not
vary beyond 0.9 gram. These characteristics
virtually eliminate vertical rumble (to which
stereo is sensitive).

Turntable Pause is an ingenious GS-77 in-
novation designed for added record protec-
tion. During the record-change cycle, the
GS-77 turntable comes to a complete halt, and
doesn’t resume motion until the stylus has
come to rest in the lead-groove of the next
record. This completely eliminates the grind-
ing action which takes place where records
are dropped onto a moving turntable or disc—
more important than ever because of the
delicate grooves of stereo records.

The GS-77 is the perfect record changer
for stereo as it is for conventional monaural
high fidelity. Only $59.50 less cartridge & base.

' HFM-8
1 GLASER-STEERS corpP. .
! 20 Main Street, Belleville 9, N. J. ;
'

1 Please send me complete informoation on the :
' '
y GS77. '
’ '
'+ NAME '
' 1
: ADDRESS ;
y o ary ZONE___STATE :
L e B L -
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in Strauss’ Emperor and Roses From
the South, not so good in the Waltz
from The Sleeping Beauty and The
Beautiful Blue Danube.

From Mercury we have three items,
two featuring Sir John Barbirolli and
the Hallé Orchestra, and the third offer-
ing the London Symphony Orchestra
under Antal Dorati in a collection of
Verdi Overtures (MG 50156). The two
Barbirolli discs are respectively a col-
lection of Suppé Overtures (MG 50160)
and a miscellaneous grouping of short-
er works under the title Encore Please,
Sir John! (MG 50161). With Suppé,
Barbirolli does what Beecham is so
successful at: he breathes new life into
tired, old repertoire war-horses, trans-
forming them into exciting new experi-
ences, which are vividly recorded in the
bargain. Encore Please, Sir John! ac-
complishes much the same kind of re-
vitalizing for Nicolai’s Merry Wives of
Windsor Overture; Sibelius’s Valse
Triste; Massenet’s Under the Linden
Trees; Chabrier’s Marche Joyeuse;
Sousa’s Stars and Stripes Forever; Pon-
chielli’s Dance of the Hours; Tchaikov-
sky’s Andante Cantabile; and Clarke’s
Trumpet Voluntary (formerly attributed
to Purcell). In the Sousa. incidentally,
the Hallé’s bass drum player has a field
day. Dorati’s performances of the Verdi
Overtures are dramatic and straight,
with no monkey-shines. The clear re-
cording gives us a fine delineation of
the various orchestral choirs, especially
the low strings. There is no question
that Dorati is essentially a man of the
theater and that this is one of his best
recordings.

Two further Columbia releases illus-
trate more of the gimmick-happy titling
mentioned earlier: Roman Carnival
Overture (ML 5247) presents Sir
Thomas Beecham and the Royal Phil-
harmonic Orchestra in that work by
Berlioz, along with four other Overtures
(Suppé’s Morning, Noon and Night in
Vienna; Elgar’s Cockaigne; Beetho-
ven’s Coriolan and Brahms’ Tragic)—
all of them re-issued from previously
collected material and all of them be-
traying their age by rather veiled sound.
Red Shoes (ML 5254) gives us Vladi-
mir Golschmann and the St. Louis
Symphony in Brian Easdale’s film bal-
let of that name, plus the Weber-Berlioz
Invitation to the Dance, and abbrevi-
ated Suites from the Delibes ballets,
Sylvia and Coppélia. Big, reverberant
sound is the order of the day and the
performances are suitably idiomatic.

The Easdale, though, now sounds re-
| markably vapid and empty.

A particularly fine disc is Angel
35483, Italian Opera Intermezzi, played
by the Philharmonia Orchestra under
Alceo Galliera’s direction. Included
here is much off-beat material by Zan-
donai. Wolf-Ferrari, Pick-Mangiagal-
li, Mascagni, and Catalani, along with
more familist items. Galliera brings
excellent style to all the material and
the recording is full-sounding and finely
balanced.

An unsuccessful release is Fantasy’s
Dance Gypsy Dance (9001) with music
played by the Hollywood “Pops” Sym-
phony Orchestra under the direction of
David Forester. The orchestra used is
too small and the performances we get
are slick and insensitive. Repertoire in-
cludes Brahms, Dvorak, Enesco, Liszt,
and something called a Csardas Rhap-
sody by Zador. Avoid this one.

Four Capitol discs originate from the
West Coast: Felix Slatkin and the Hol-
lywood Bowl Symphony Orchestra offer
six Strauss waltzes (PAO-8241) in
somewhat condensed form, but the re-
sults are surprisingly good. Slatkin
may not be in the same league with
Clemens Krauss as an intuitive con-
ductor of Johann Strauss, but he is
miles ahead of several others on the
American scene who have made “repu-
tations” for themselves with this ma-
terial. Least satisfying is the perform-
ance of the Emperor, with its introduc-
tion lopped off (this happens to Tales
From the Vienna IV oods, too) and the
whole rather square and unbending;
best is Vienna Blood which suggests
that Slatkin may have Vienna blood in
his own veins.

Finally, there are three items which
present Carmen Dragon as conductor
and arranger of a whole slew of light
concert music with the so-called Capitol
Symphony Orchestra. The World of
Music (PAO-8412) gives us such things
as the Prelude to Bizet’s Carmen; the
Dance of the Comedians from Smeta-
na’s The Bartered Bride; and the Polo-
naise from Tchaikovsky’s Eugen One-
gin, along with Dragon arrangements
of Debussy’s Maid With the Flaxen
Hair; Brahms® Waltz in A-Flat; the
Londonderry Air; La Cucaracha and
Carnival of Venice. The other two discs
—Serenade (PAO-8413) and La Belle
France (PAO-8247) bring fairly pre-
dictable repertoire. These discs make
pleasant listening for a hot summer
evening. Dragon, by the way, is a vir-
tuoso arranger and he really puts the
orchestra through its paces, but all is
tastefully done, and the recorded sound
is stunning. —Martin Bookspan

HiF1 & Music REVIEwW



The ever-fresh pleasure that
precision-reproduced music

brings can be yours with

a JBL Signature Extended Range
Loudspeaker. Whether your plans

are most elaborate, or the

@ beginnings of your high fidelity
system quite modest, one of these

five JBL Signature units will be

just right for your needs. ..

the 15" D130, the 12" D131,

the 12" D123, the 8" D208, or 8" D216.
Their highly original, excellent basic design;
solid, rigid parts; and precision assembly
give you music of a rare, clean, crystalline
clarity. There is nothing quite like a

JBL Signature Extended Range Louslspeaker
... nothing so continuously pleasing for
your adventurous years of extensive
listening. If you will write, we will be happy
to send you a free copy of cur

complete catalog.

whatever your plans, you can enjoy the finest... §

“yBL” means JAMES B. LANSING SOUND, INC., 3249 casitas avenue, los angeles 39, california
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. MICROPHONES

listed in our new catalog
IN EVERY PRICE RANGE!
FOR EVERY APPLICATION!

for example—the versatile DR330 Dynamic
Cardioid and Ribbon

with multiple impedance and cardioid,
bi-directional, and omni-directional polar
patterns. A handsome unit made to fulfill
the most exacting requirements of radio-tv
broadcasting and film recording. Smooth
frequency response from 30 to 15,500 c.p.s.
List Price $250.00.

DR332 Dynamic and Ribbon Cardioid : J
Professional model with cardioid polar !
pattern and variable impedance. Fre-
quency response 40-13,000 c.p.s.

List Price $162.50.

for example—the handsome D22 Omni- ‘{
directional Dynamic

Smooth peak-free response from 40 to
13,000 c.p.s. means you virtually eliminate
feedback problems and get wonderful

sound reproduction of both voice and 1
music. “Slide-Lock’’ permits easy removal
from stand for hand or suspension use.
Variable impedance. List Price $99.50. b

for example—the low cost 204 Series Tape

Recording-Conference Microphones

Sleek, modern, and versatile, with wide .
frequency response (from 70 to 10,500 |
c.p.s. in the crystal model). Also available
in ceramic and dynamic types. High or
low impedance. Push button allows “Selec-
tive Recording.” List Price from $16.00.

e —= =1

Write for your [ree copy of the handsome new

. : D AMERICAN MICROPHONE catalog, giving complete
specifications on these and other fine AMERICAN
' microphones, handsets, cartridges, and tone-arms.
' M- WMANUFACTUR/NG COMPAN Y
W a division of GC-Textron Inc.

- Wost Coast Plant: Los Angeles 18, California
A i MAIN PLANT: 412 SOUTH WYMAN STREET, ROCKFORD, ILLINOIS, U.S.A.
L~ | Exportand Canada: Telesco International Corporation, 36 W.40th St., New York, N.Y.

® Electro-Voice, with those popu-
lar “Sonax” and “Radex” speakers and
sundry enclosures such as the “Aristo-
crat,” “Centurion,” etc., has introduced
a low-cost line incorporating features
you would expect to find in the more
expensive speakers and enclosures. The
name of the new line is “Wolverine.”
At this writing, there are seven ele-
ments available. Two of them are basic
speakers, the LS-8 and LS-12, selling
for $18.00 and $19.50, respectively.
These are full-range speakers with a
slight boost in the “presence” region
(2000 cycles). Two enclosures are
available for the 12-inch speakers and
one for the 8-inch unit. These are
priced between $40 and $50. To satisfy
the fellow who likes to “step-up,” there
are two kits available. one consisting
of a tweeter and crossover network and
the other of mid-range driver and net-
work. These cost $20 and $25, respec-
tively. Thus with a minimum investment
of about $120, a complete 3-way speaker
system can be assembled by simply
opening the back of the enclosure,
mounting the speakers and connecting
up the necessary wiring. Really a bar-
gain for the fellow with modest tastes.
(E. Leedom, Electro-Voice, Buchanan,

Mich.)

® Norelco may have an answer worth
investigating if you have a living room
decoration problem. Their model FRS
speaker enclosures I and III are now
available with removable bases to per-
mit horizontal or vertical placement.
Larger of the two, the FRS I costs
between $108 and $120 in various
finishes and without speaker(s). The
FRS III is priced between $31 and $§35,
also without speaker. Handsomely fin-
ished, these enclosures are ducted-ports
with sufficient sound absorbing liners
to provide correct damping. (Nerth
American Philips Co., Inc., 750 S. Ful-
ton Ave.,, Mt. Vernon, N. Y.)

® University Loudspeakers an-
nounces a new speaker system with
the title “Troubadour.” The enclosure
for the “Troubadour” is also available
as a separate unit at prices from $139.50
to $149.50, depending on the wood finish
desired. As a complete system incor-
porating the C-15W theater woofer. new
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COAXIAL HIGH-LOW DUETS...

With built-in crossover network for an
amozing range of pure, thrilling response.
Four Models of 157, 12“ and 8".
From $18 t0'$59

WOOFERS...

Big power handling capacity for deep
vibrant quality in the lower registers.
157, .. .$%52.50 127, .. .%50.50

FULL SCALE WIDE RANGES...

Dual cone construction for versatility
of clarity and richness. Four Models
of 157, 12" and 8”. From $15 to $40

MATCHED ASSEMBLY... TWEETERS...

Two 3" tweeters.and a 12" woofer mounted True brilliance without resonance for sharp
with built-in crossover network. definition of delicately clear trebles.
Furnished factory assembled . . . $60 Four Models of 4” and 3%. From $4.75 to $6.50

e hear-:a'.n:'_ewf"‘zric'ifhfeﬂss in %ue Sound

CATHEDRAL Speakers have a majestic dual personality...
to authentically reproduce a true brilliance that will please the most
discriminating audiophile... or, provide unexcelled richness
in soft and subdued background music for a luxurious relaxation mood.

Expose your ear to the new CATHEDRAL dimension
in breathtaking audio realism.

C[EU..U“. Im. 1974 East 61st Street » Cleveland 3, Ohio
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STROMBERG-CARLSON RF-480 8- INCH TRANSDUCER

INTEGRITY
IN MUSIC

permits no idleness in
research. Thus, we are

“BARITE" CERAMIC ; alert to the new and the
better. The genesis of
MAGNET CREATES THE _ the SLIMLINE resulted

from a startling new de-

* ‘ velopment in transducer
! design—the barium fer-
/ : rite ceramic magnet.

“Barite” has 2X the
SPEAKER coercive force of Alnico
V—reduces magnet

. arevolutionary new . b length 50%. The result,

/ in the mew 8-inch RF-

|00k in high fldellty 7 ~ 480: a SLIMLINE 3-
speakers 5‘: _ inch depth.

“Barite” ceramic mag-
nets are the finest per-
manent magnets availa-
ble today. You'll find
them soon in other,
larger Stromberg-Carlson
speakers. Look for the
SLIMLINE identified by
chromed frame, black
magnet structure, and
red cone. But the im-
portant differences are
apparent only to the ear.
Hear them for yourself:

RF-480 SPECIFICATIONS

POWER-HANDLING CA-
PACITY: 18 watts peak.
EFFECTIVE FREQUEN-
CY RANGE: 30 to 17,000
cps for 10:1 average loud-
ness range re. 32 sones (90
phons). 52 to 12,000 cps for
5:1 average loudness range
re. 32 sones (90 phons). I.
M. DISTORTION: 200 cps
and 7.000 cps at 2.8 volts,
1:1 ratio, an instantaneous
power input of 4 watts: 3.9%.
POWER RESPONSE:
Within the effective frequen-
¢y range of from 30 to 17.-
000 cps, the integrated pow-
er response (PWL) is flat
within 4 db from 62 to 6400
eps. DISPERSION: 100°—
Test Signal, constant am-
plitude noise band, 1 kc to
20 kc. The intensity at the
outer limits of the 100 de-
gree solid angle is within 10
db of the intensity on axis.
FREE AIR RESONANCE:

el W ' 80 cps, +5 cps. MAXI-
* Speaker shown here actual size! 1 MUM FLUX PDENSITY

Note distinctive red cone y IN MAGNET STRUC-

B TURE: 17,000 gauss. FLUX
DENSITY IN AIR GAP:
10.000 gauss. TOTAL
FLUX IN AIR GAP: 29.-
700 lines. NOMINAL IM-
PEDANCE: 8 ohms. DI-
MENSIONS: Diameter—

“There is nothing finer

IT) 2"; Depth—3l, Weigh!
than a Stromberg-Carlson 8142"; Depth—3l4e"; Weight

(Zone 1).

STROMBERG-CARLSON

A DIVISION OF GENERAL DYNAMICS CORPORATION
el 1448 N.GOODMAN STREET « ROCHESTER 3, N. Y. Rt

ELECTRONIC AND COMMUNICATION PRODUCTS FOR HOME, INDUSTRY AND DEFENSE . . . INCLUD-
ING HIGH FIDELITY CONSOLES; SCHOOL, SOUND, INTERCOM AND PUBLIC ADDRESS SYSTEMS
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H-600 wide-angle mid-range horn with
T-30 driver, and HF-206 Super Tweeter,
the “Troubadour” will sell for $343.50
to $353.50. The enclosure is a corner-
less-corner with a rear loaded folded
horn and sloping baflle board. As such
it may be used in a corner, or along any
flat wall. (Frederic Zeller, University
Loudspeakers, 80 S. Kensico Ave,
White Plains, N. Y.)

® Wellcor, Inc., has a new corner
enclosure that would be attractive in
three out of every five living rooms. We
were particularly impressed by the pure
white plastic grill cloth stretched across
the whole front of the unit. The enclo-
sure itself is a bass reflex with an in-
terior capacity of six cubic feet. This
permits matching to a wide variety of
either 12" or 15” speakers. Cutouts for
mounting tweeters and mid-range horns
have been provided by the manufact-
urer. Called the CS12-15, it stands 28"
high and 21” deep. The four supporting
legs can be adjusted to level the top of
the enclosure when your rugs are un-
even. Available in mahogany (§72.00)
and limed-oak (§79.50). (Wellcor, Inc.,
1218 N. Wells St., Chicago 10, Ill.)

® Sonotone emphasizes that their
new “110” is a small speaker system
with big cabinet features. Heart of the
system is a Sonotone CA-12 coaxial
speaker which features a built-in cross-
over network into an elliptical cone
tweeter. Through careful design the
enclosure handles well down into the
range around 40 cycles. Being only 30”
high, 20” wide and 14” deep, its size
warrants consideration is stereo setups.
All the popular wood finishes are avail-
able for only $79.50 complete. (Sono-
tone Corp., Elmsford, N. Y.)

® KLH Research has passed along
to the consumer savings they are receiv-
ing through improved manufacturing
techniques. In their “economy” Model
Six, the principle of acoustic suspension
is again utilized, but in a bookshelf en-
closure measuring 24” x 12”7 x 12”. A
two-way system, the woofer is operative
from 45 to 1200 cycles, the tweeter from
1200 to 20,000 cycles. In the Model Six
the cabinet practically becomes a struc-
tural member of the loudspeakers. An-
other innovation which has contributed
to the low price is an integrated felted
cone assembly produced at the KLH
factory. Available in all popular finishes
for $§124.00, the Model Six calls for an
8-ohm input impedance. (KLH Re-
search, 30 Cross St., Cambridge, Mass.)
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One month later. on January 28, 1936. Pravda published
the celebrated blast which ultimately blew Lady Macbeth
% the boards of the Russian theafer, plunged Dmitri Shos-
takovich into deep disgrace, and notified all Soviet composers
that “formalism” in music (i.e. ultra-modernism) was hence-
forth taboo.

During the ensuing months of 1936, Shostakovich went
quietly on with his work, teaching at the Leningrad Con-
servatory where he held the post of Professor, and completing
the final movement of the Fourth Symphony. Late that year
Stiedry began rehearsing the first two movements. Shosta-
kovich sitting close by. listening intently to each session.

Stiedry, who probably is the one person besides the com-
poser to know the Fourth measure by measure. says the
entire work was a giant. The total running time of its three
movements ran close to one hour and fifteen minutes—the
first taking forty minutes, the second not more than five. The
long first movement was
complex in style and struc-
ture, and rather difficult
to perform. It was written
in the ‘“advanced” idiom
of the time, and resembled
in some respects Stravin-
sky’s Symphony of Psalms.
The short scherzo, which
consisted chiefly of rapidly
running sixteenth notes in
3% time, strongly recalled
the scherzo of Mabhler’s
Second Symphony.

This, then, was all pre-
lude to the day when the
freshly delivered last move-
ment was placed before the
orchestra’s members.

Stiedry commenced the
rehearsal. A striking fea-
ture of this movement was
a long series of ostinatos,
or ground bass patterns,
over which reared jagged,
wildly dissonant melodic
lines. The orchestration
was extreme—snarling
trumpets, high-shrieking
piccolos, pompously bla-
tant trombones and tuba. Except for the lyrical. Mahler-
like closing section whose long melodic lines and broodingly
sorrowful mood seemed patterned after Das Lied von der
Erde, the movement appeared to be a deliberate reversion
to the most discordant style of Shostakovich’s earlier works,
especially toward that of the grotesque, smirking caricature
in pieces like The Nose, The Golden Age ballet, and parts
of “Lady Macbeth.” Obviously, this was the very type of
“formalism” which Stalin, via Pravda, had damned.

No wonder there ensued a “curious” reaction on the part
of the members of the orchestra! Stiedry noted that his
players were not putting forth their best efforts. They were
evidently displeased or troubled. It was unspoken. and prob-
ably unconscious, resistance. They seemed to be reading into
the music some symbolic meaning or significance which
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Shostakovich, his wife, and Sollertinsky inscribed this
photo for Fritz Stiedry shortly before he left Russia.

deeply disturbed them. Shostakovich also noted this pas-
sive resistance, and during a fifteen-minute rest period he
took Stiedry aside and questioned him.

Obviously, said the composer, the orchestra was reacting
to the music because they feared it might be “provoking.”
And if this was so, might not the public be similarly affected?
“If this music is played at this time,” asked Shostakovich.
“do you think there will be a public scandal?” Stiedry,
whose attitude toward musical “scandals” was typically
Western, tried at first to laugh away the composer’s fears;
but Shostakovich persisted. “Should I withdraw the Sym-
phony?” he asked. Stiedry replied that this was a decision
which only the composer could make.

Immediately Shostakovich went to the office of the Lenin-
grad Philharmonic management, called off the remainder
of the rehearsal, and cancelled the premiére. That, so far
as the musical world inside and outside of Russia is con-
cerned was the end of Dmi-
tri Shostakovich’s Fourth
Symphony, Op. 43. There-
after, not one note of the
piece was permitted to he
heard, and later on the
composer even went so far
as to “repudiate” the Sym-
phony as “unrepresentative
of his present ideals in
music.”

In the months that fol-
lowed, Pravda’s pulverizing
blast against Shostakovich
and ultra-modern music in
general was taken up by
other Soviet publications.
Usually it was Sollertinsky
who took the brunt of the
attacks. He was portrayed
as a blend of Mephisto and
Svengali, who had lured his
composer friend into the
morass of Western for-
malism. Stiedry was never
mentioned.

Privately Shostakovich
had many sympathizers. At
one time Lev Knipper, the
noted Moscow composer,
came to Stiedry with a message from the Moscow Association
of Composers. They requested a private performance of
the Fourth Symphony, for which there would be no public
ticket sale and no publicity. Stiedry agreed to conduct if
Shostakovich would give his consent. He refused.

Did Shostakovich destroy the Fourth? Stiedry guesses
that he did not; that more probably the manuscript was
filed away, to be not-easily forgotten.

Was the reason for his withdrawal of the work musical.
political, or both? A reasonable guess would be that he
suppressed the symphony at first because it threatened to
make him and his music a liability from the Soviet govern-
ment’s point of view. But why later the repudiation? Stiedry
thinks the composer recognized the need for revision.

Photo courtesy of Dr. Stiedry
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(Continued on page 38)

25






Orig;inal cast show albums make friends and money—sometimes

By STANLEY GREEN

LONG before the first newspaper advertisements appear in

the New York Times heralding the imminent arrival of
a new Broadway musical, even before the first items regard-
ing its production are printed in Variety, top executives of
the major record companies have been carefully assessing
its hit or miss potentialities. They know that if the show
flops—no matter what the ‘merits of the score may be—an
original cast recording of the musical will be a “bomb.”
But they also know that if it turns out to be a smash, an
original cast LP album will take in more loot over the store
counters than the boxoffice.

In order to insure getting the rights to transfer a potential
hit to vinylite, much time, money and effort are spent by disc
outfits in the initial stages of the creation of the show itself.
Let’s take a purely imaginary case. Oscar Lerner (libretto

" and lyrics) and Richard Loewe (music), two well-established
men of the theatre, are working on a musical adaptation of
John Steinbeck’s The Grapes of Wrath and have called it
Olkie Dokie. As they have had many successes in the past,
they have had no difficuity getting a producer for their crea-
tion, even though the “book” is not completed and the songs
are only half finished. )

It is just about this time that the record companies step
into the picture. They have been sent the partially finished
libretto and score, and have some idea whom the manage-
ment intends to get for the leads. If the venture looks promis-
ing, an affiliated or -parent corporation of one of the disc
companies may invest a substantial amount to insure getting
the original cast rights. If the musical has been tailored to
the talents of a star who just happens to be under exclusive
contract to a particular record firm, so much the better.

Other angles are taken into consideration. Along with the
LP performed by the Broadway company, juke box “names”
under contract are expected to record “singles” of the main
songs from the show, and also, as an even more recent induce-
ment, there will have to be one or more of the side attractions
offered along with the regular cast release: the instrumental
version, the jazz version, the choral version, and any other
novelty gimmick that can be thought up.

Once the contract between the producer and the lucky
record outfit has been signed (including guarantees that
not only must Okie Dolkie open in New York but that it must
also run for a given number of weeks), and rehearsals have
been completed, the show goes on a tryout tour usually
lasting a little over a month. About a week before the
scheduled Broadway premiére, the top man of the record
session travels to whatever city the musical is playing in to
check all the details of the recording setup. (In the current
passion for speed, the date will most probably be the first
Sunday after the opening.)

After much hard work, the first night finally arrives.
Okie Dokie is hailed by the critics, ticket buyers queue up
early in the morning, and within a month the whole country
is able to hear the entire score (or as much of it as can be
fitted on two sides of a 12” LP) in the relative comfort of
the Great American Living Room. On the other hand, if the
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show had turned out to be a Thanksgiving Dinner—well,
that’s show-disc biz.

Surprisingly enough, it took American recording com-
panies a long time to appreciate the financial potential of
original cast album releases. It did not become a regular
practice in this country until 1943 with Oklahoma!, although
putting complete theatrical productions on wax had been
introduced in England as early as 1914. A glance at the
catalog of the English Columbia Co. during World War I
reveals that records were available of the songs from such
cryptically titled shows as Cheep, Bran-Pie, Tabs and Buzz-
Buzz, featuring, among others, Beatrice Lillie, Gertrude
Lawrence and Jack Buchanan. They nearly created a false
start in original cast albums when they appeared together
in New York in Charlot’s Revue of 1926, and the American
Columbia Company had them do six of their numbers on
three 10" discs.

Of course, during the Twenties and Thirties (and even
before), many stage personalities, such as Al Jolson, Eddie
Cantor, Nora Bayes, Bert Williams, Fanny Brice, Fred
Astaire, Helen Morgan, Libby Holman and Ethel Merman,
were also heard on records, but these were individual efforts
not ‘always connected with the shows in which they were
appearing.

In 1931, Victor put together a recording of some of the
bright, sophisticated numbers from The Bandwagon, fea-
turing the sparkling personalities of Fred and Adele Astaire,
plus a “Hello” each from composer Arthur Schwartz and
lyricist Howard Dietz. But, unfortunately, it was released
on a then unperfected long playing record and received
scant attention or distribution.* The following year Bruns-
wick issued a hybrid Show Boat album with Helen Morgan
and Paul Robeson who were in the production, along with
Countess Albani, James Melton and Frank Munn who had
nothing at all to do with it. The masters are now owned
by Columbia which may eventually bring it back on their
low-priced Harmony label.

Other attempts of the period were scenes from Noél Cow-
ard’s charmingly sentimental Conversation Piece, his hu-
morously brittle Private Lives and three of the one act
plays from Tonight at 8:30 (all partially included on the
Victor LP Noél and Gertie—Lawrence, that is). George
Gershwin supervised and Alexander Smallens conducted
“highlights” from Porgy and Bess with the Metropolitan’s
Lawrence Tibbett and Helen Jepson (presently scheduled
for an RCA Camden comeback); and the complete Marc
Blitzstein proletarian opera The Cradle Will Rock on the
small Musicraft label.**

*Excerpts from these excerpts may be savored today on Vik
LVA-1001.

**Blitzstein’s description of the manner in which the first per-
formance had to be presented makes for interesting listening on
the Westminster recording called Marc Blitzstein and his Theatre
Compositions, which also contains portions of this work and arias
from his Regina and No for an Answer.
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Early in the Forties. the Liberty Music Shop brought
out a Cabin in the Sky set starring the dynamic Ethel
Waters, and Victor presented Gertrude Lawrence in the
hit songs from the delectable Kurt Weill-Ira Gershwin score
for Lady in the Dark. The latter was once available—at
least for a year—on a 10” LP coupled with Miss Lawrence’s
numbers from Cole Porter’s wonderful Nymph Errant, a
London hit that somehow never reached New York.

About that time, Decca recorded selections from Porgy
and Bess, and even if their acoustics weren’t of the best,
the album did feature the leads of the original production,
Anne Brown and Todd Duncan. This collection has been
dovetailed on an LP with one made two years later by
Miss Brown and Mr. Duncan plus other members of the
successful 1942 revival of the Gershwin masterpiece.

But it is Oklahoma!, the first really modern American
musical play, that rates the distinction of also being the
first American musical presented on records with its entire
original Broadway company. The man responsible for it
—as well as starting the entire “original cast” vogue in
this country—was the late Jack Kapp, then president of
Decca. His trailblazing paid off so well that in the case
of the Rodgers and Hammerstein opus, the total number
of both 78 rpm and LP albums is now in the neighborhood
of 1,800,000.

Decca soon followed up its bonanza with other musical
show successes (all currently available): the daring Oscar
Hammerstein resetting of Bizet’s opera known as Carmen
Jones; Harold Arlen’s and E. Y. Harburg’s Bloomer Girl,
a skilful but somewhat obvious attempt to cash in on the
Oklahoma! formula; Song of Norway with its Grieg-grafted
melodies; the memorable Carousel by Rodgers and Hammer-
stein; and Irving Berlin’s happily old-fashioned Annie Get
Your Gun with Ethel Merman on hand to belt out most of
the numbers in her own hi-fi fashion.

It didn’t take other companies long before they too began
to produce show albums, and in 1946, Columbia started its
series of “musicals in the round” with Jerome Kern’s and
Oscar Hammerstein’s immortal Show Boat sung by the ex-
cellent revival cast. This was soon followed by the attractive
but overly slick Finian’s Rainbow by Burton Lane and E. Y.
Harburg, and the Kurt Weill-Langston Hughes Street Scene,
a highly dramatic, almost operatic offering.

Capitol entered the field with St. Louis Woman which
had a fine score by Harold Arlen and Johnny Mercer (then
a top member of Capitol’s brass). RCA Victor came along
a bit later with Frederick Loewe’s and Alan Jay Lerner’s
evocative fantasy Brigadoon; the minor High Button Shoes
of Jule Styne and Sammy Cahn; and Rodgers and Hammer-
stein’s pretentiously simple Allegro. (The last two shows
have never been reissued on LP.) With the introduction of
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LP by Columbia in 1948, most of the fast-selling albums
were transferred to single records, and, beginning with Cole
Porter’s joyous music for Kiss Me, Kate, new shows were
recorded directly for the 3314 rpm discs.

As this type of record has burgeoned far beyond anything
the pioneers in the field could have dreamed, many new
problems arose. Foremost was and is the question of what
to record and what not to record. Frequently, disc outfits
get stuck when they have to do flop shows due to airtight
contracts and such offerings as Look Ma, I'm Dancin’, Texas.
L'l Darlin’, Three Wishes for Jamie, Seventeen and Ankles
Aweigh soon become dust-catchers on the dealers’ shelves.*

Other special problems have cropped up. In the late
Forties, RCA Victor tried recording shows prior to their
New York openings. One of their unhappiest experiences
was with the one bearing the unprophetic title of Bonanza
Bound. As it had all the signs of being a smash, it was re-
corded in Philadelphia, but the album was never released
for the simple reason that the musical folded on the road.
Since then, the possibilities of cast members, some of the
songs, and even the show itself never making it to the big
town have dictated that no recording be made until after
the official opening. At the other extreme, Street Scene,
Simply Heavenly and The Threepenny Opera had to wait
so long for their recorded versions that the discs came out
after their runs were over, although the last named sub-
sequently reopened and has been with us ever since.

Contractual arrangements have been known to present
hurdles; a particularly celebrated instance being the one
involving Irving Berlin’s merry song-and-dance affair Call
Me Madam. The late Emanuel Sacks, who had been instru-
mental in bringing about Columbia’s activities in the show
album field had switched his affiliation to RCA Victor about
the time the show was being written, and one of his first
acts was to get Victor’s parent organization, the Radio Cor-
poration of America, to invest in it in order to sew up the
original cast recording rights. But Sacks had failed to reckon
with the fact that Ethel Merman, Call Me Madam’s star, was

*But an even sadder situation is that of the musical with a
superior score which somehow fails to catch the public fancy and
disappears from the boards before a “dedicated” record company
could put it on wax. I'm thinking particularly of the Heitor Villa-
Lobos Magdalena, Kurt Weill’s and Ira Gershwin’s Firebrand of
Florence, the Duke Ellington-John Latouche Beggars’ Holiday,
Ballet Ballads by Jerome Moross and Latouche (there was a
rumor about a year ago that Columbia would finally take the
plunge with this one, but nothing seems to have come of it), and
Kurt Weill's and Alan Jay Lerner’s Love Life. Surprisingly enough,
some fairly recent Broadway hits were also never recorded, and
there are probably many record buyers who still wonder why
Make Mine Manhattan, Lend an Ear and especially Frank Loesser's
Where’s Charley? were not preserved for posterity with their
original casts.
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GWEN  STEPHER
VERDON DOUGLAGE
BAY WALSTOM
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The eye-appeal of the album cover is important. But Victor's
producer of show albums, Ed Welker, feels that the record buyer
isn’t necessarily a theater-goer. “The poster artwork for Silk Stock-
ings, for example, showed a lot of fancy boxes piled one on top of
each other. We used a girl model showing a shapely leg. Damn
Yankees presented a different problem. Although we were afraid
of the baseball angle, we first agreed to release the LP using the
show’s artwork of Gwen Verdon in an abbreviated baseball cos-
tume. It didn’t do too well, so we had the cover made over to
show more of Gwen and less of baseball, and the record really
began to sell. They even changed the posters for the show itself
to conform to our idea.”

then under contract to Decca which had its own plans about
doing the score. The result was that two albums were issued:
Decca’s with Merman and “pop” singer Dick Haymes, and
Victor’s with everyone else in the show’s company plus the
decidedly more genteel Dinah Shore doing the Merman num-
bers. Needless to say, it was the Victor set that suffered.
Another example of contract trouble turned up just recently
when RCA refused to let cast member Abbe Lane sing on
Columbia’s Ok Captain!, but as Miss Lane’s appeal is more
visual than aural this was no great loss. Generally speaking,
however, there is cooperation between the companies, starting
with Victor’s permitting Alfred Drake to do Kiss Me, Kate
at Columbia, and continuing to the present with Mercury’s
allowing Vivian Blaine to record Say, Darling for Victor.
While the lyrics of most musicals are more than a cut or
two above the average popular song for literacy and wit,

the “blueness” of the material is always a problem for record
companies, which naturally expect the songs to be played over
the radio. Recently, Columbia had to clean up a few of
Stephen Sondheim’s words for Leonard Bernstein’s com-
pelling West Side Story music, and in Jamaica's show-stop-
ping number, Napoleon (a cataloguing of common usages of
the names of famous men of history), Victor cut out the last
line, “King John’s a ‘you-know-what!’” The classic alter-
ation, however, occurred in the song My Mother’s Wedding
Day from Brigadoon. After describing all the strange things
that took place that day, on the Victor record the song ends:
“Until today the folks declare/ It was a mess beyond com-
pare!” Actually, the punch-line as sung in the theatre was:
“It was a sight beyond compare/ I ought to know for 1 was
there!” But by and large, lyrics are not tampered with—
even such examples of off-color humor as are found in Lorenz
Hart’s Pal Joey and Cole Porter’s Qut of This World—in
the belief that people like to hear the songs just as they were
sung in the show.

Although the figures are not easily obtainable, there seems
to be little doubt that the current favorite original cast re-
cording is Columbia’s My Fair Lady—a show not so coin-
cidentally financed largely by the Columbia Broadcasting
System. Frederick Loewe’s and Alan Jay Lerner’s distin-
guished score is being purchased on records today at a rate
only slightly less impressive than its sales when it first be-
came available over two years ago, and the number of LP’s
sold is presently well over the million mark—the first show
album ever to crack that figure through the sales of long
playing records alone. Three other all-time best sellers are
the products of the Rodgers and Hammerstein collaboration:
South Pacific (which Columbia decked out in a new album
cover to take advantage of the renewed interest in it occa-
sioned by the film version), Oklahoma! and The King and |

(Continued on page 38)

ORIGINAL CAST LP’S YOU MAY HAVE
OVERLOOKED

Arlen-Capote: "House Of Flowers™
Pearl Bailey, Diahann Carroll & others.

Duke-Nash: "The Littlest Revue’
Cherlotte Rae, Joel Grey & others.

Columbia OL 4969

Epic LN 3275

Loewe-Lerner: "Paint Your Wagon"
James Barton, Olga San Juan & others.

Porter: "Out Of This World"
Charlotte Greenwood, David Burns & others. Columbia OL 4390

Schwartz-Fields: "A Tree Grows In Brooklyn"
Shirley Booth, Johnny Johnston & others. Columbia OL 4405

Weill-Anderson: "Lost In The Stars"
Todd Duncan, Inez Matthews & others,

Weill-Hughes-Rise: "'Street Scene"
Anne Jeffreys, Polyna Stoska & others.

RCA Victor LOC 1006

Decca DL 8028

Columbia OL 4139

axn e
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THE FIRST

Off to a head start—the staff of HiFi & Music Review evaluates the

performance characteristics of integrated stereo amplifiers on a single chassis

By WARREN DeMOTTE

The practical roads to stereo, as of this moment, seem
to be five:

(1) You add another preamplifier, power ampli-
fier and speaker (preamp and power amplifier
may be a single integrated unit), with some sort of
adaptor for convenience in balancing the system, if
you have a monaural (some say 1957 model) hi-f
system.

(2) You start from scratch and acquire two pre-
amp/amplifier units and two speakers, again with
a “balancing” adaptor for convenience.

(3) You buy a stereo preamplifier, two power
amplifiers and two speakers.

(4) You simplify matters by purchasing an inte-
grated single-chassis stereo preamp/amplifier and
two speakers.

(5) You take the easiest way, the utmost in sim-
plicity, and install a stereo phonograph, the whole
system packaged like the familiar monaural pho-
nograph, but with two speakers, one or both of
which may be separate from the unit and placed
at a distance from it.

A favorable case can be made for each of these methods
of setting up a stereo system. If the original monaural sys-
tem is of high quality, No. 1 will give gratifying results.
Nos. 2 and 3 are capable of the ultimate in sound quality
and flexibility and they are particularly attractive to the
experienced sound-fancier. The prospect of excellent sound
and a high degree of flexibility at lower cost than either
of the foregoing is offered by No. 4. The category which
presents the most variables in price and quality is No. 5, and
here the element of caveat emptor is of great importance.

Inasmuch as the first three divisions of this breakdown
are geared for the more expert hi-fi practitioners and the
last category is primarily aimed at the uninitiated mass
market, No. 4 is left as probably the most significant cate-
gory of stereo application,

Several manufacturers have recognized this and have
placed on the market basic single-chassis stereo amplifier
units designed in accordance with this concept. Taken from
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pilot runs, seven of these arrived in one fell swoop at HiFi
& MUSIC REVIEW and we have looked them over and
listened to them with as much care as the limitations of
time allow in this hectic period of audio flux.

Considering the sudden arrival of stereo discs, it is amaz-
ing that amplifier manufacturers have come up with so much
design ingenuity. And considering the availability of stereo
tapes for the past two or three years, it is equally amazing
that they have neglected some obvious construction and
operational details, to the teeth-gnashing frustration of the
hi-fer—if they are not corrected. More on this later.

Our seven complete stereo amplifiers range in price from
Harman-Kardon’s $106.95 to Madison Fielding’s $189.90.
Either of these is available without cage or cabinet at a
saving of several dollars. Although Harman-Kardon, Madi-
son Fielding and Telematic use British EL84’s as output
tubes, there is a wide disparity in their power ratings, the
first rating theirs at 12 watts per channel and the other two,
20 watts. Using the same output tubes, which most audio
engineers regard as miniature powerhouses, Pilot is rated at
14 watts and Sargent-Rayment 17 watts. Bell and Bogen use
the old reliable 6V6 tubes in the output, with the former
rated at 15 watts per channel to the latter’s 12, The 6V6
is physically larger than the EL84 and appears to operate
a little cooler.

This numbers game is more beguiling than significant.
Any one of the amplifiers in this article will drive a moder-
ately efficient speaker system with ease and develop volume
to spare for average home use. The fellow with a pair of
inefficient speakers (keep in mind this has nothing to do
with quality) would save himself a headache by looking into
a stereo preamplifier and two power amplifiers. This par-
ticular phase of stereo amplification will be discussed in
the next issue.

Dual preamplifiers and dual amplifiers demand a large
number of controls to enable them to function with the
flexibility expected of them. Flexibility in this instance seems
synonymous with numerous dials, knobs and switches, plus
printed matter, on the front panel. This poses a problem
in esthetics to the designer if the unit is not to look like
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the instrument board of a B-58.

To some, it may not seem that our group of amplifiers is
a bevy of beauties, but their designers have combined fune-
tionalism and decoration with reasonably uniform good taste.
They have rejected garishness, retained simplicity and avoid-
ed confusion in most instances.

The engineers who designed the rear panels and aprons
do not come off with as many honors. Occasionally, their
lack of foresight and logic is startling. The important ele-
ment of back-panel design, it would seem to us, is accessi-
bility of inputs and outputs and their legible labeling. In-
spection of the hind ends of the Pilot, Harman-Kardon and
Sargent-Rayment indicates that thought went into the loca-
tion of their input jacks and output terminals and that
careful consideration was given to their identification.

If we had to rate them, Pilot would win by a small margin,
followed by Harman-Kardon (difficult to convert to ganged
monaural due to switch inside cage), and then the Sargent-
Rayment.

On the other hand, even a cursory glance at Bogen's rear
reveals a disappointing departure from that company’s crisp
front-panel functionalism. To get at the input jacks, the
screws holding the cage must be removed since the jacks
are mounted several inches behind the front panel on a
sloping deck. Clips hold the cables from touching the hot
tubes, but we wonder if it wouldn’t have been more prac-
tical to put the sloping panel under the chassis.

Madison Fielding and Telematic have accessible inputs,
but the jacks are so close together that some well-insulated
plugs will interfere with each other. Also, the speaker im-
pedance numerals are stamped on the terminal strips beneath
the screws where they cannot readily be seen and the im-
pressions are not inked. Hence, they can be read only in
a strong light. Lastly, both of these amplifiers have been
designed so that the cabinet of the one and the cage of the
other must be removed in order to reach the hum-adjusting
screw, which is located towards the front of the chassis.

The units with the most knobs are the Madison Fielding
and the Telematic. Of the seven amplifiers, only they pro-
vide individual tone controls on each channel. All of the
other units have ganged or otherwise coupled tone controls.
These amplifiers were both designed by the same engineers
and they employ basically the same circuit and features,
with the addition in the Madison Fielding of output power
calibrators and an electronic eye that indicates the volume
of each channel, thus enabling the operator to balance the
channels visually.

It is the feeling of the HiFi & MUSIC REVIEW staff
that while ganging tone controls does rate high for ensuring
maximum operating convenience, it is based on reasoning
that does not appear tenable, inasmuch as it presupposes
the use of two identical speaker systems while simultaneously
ignoring room acoustics. Although a good percentage of
stereo installations will use twin speakers of the same gen.
eral characteristics, there is a concerted drive by at least
three speaker manufacturers to sponsor the use of an existing
big monaural speaker and one or two very small additional
speakers rendering the stereophonic effect. Hence, it is the
thinking of the staff that the presence of individual tone
controls on both channels is desirable, particularly if dis-
similar speakers are to be used and if room acoustics are
likely to be of import in attaining sonic balance.

A mixed philosophy seems to prevail in regard to volume
controls for the individual channels. Bogen and the Madison
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Bogen DB-212 has provisions to reverse speaker phasing
of the second channel. Not all tapes and records are
stereophonically recorded in the same phase. Bogen is
the only manufacturer featuring this important item.

[0 At

o —

Four functions are combined in the Bell 3030 Loudness
and Level controls. The former pulls out to turn set

on and off and rotates to compensate loudness. The
latter reverses channels and simultaneously adjusts level.

Pilor SM-244 features continuously variable record com-
pensation through adjustment of the tone controls. Off
and on rotary switch and jewel lamp are situated in the upper
right hand corner of the atiractively finished cabinet.
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Stereo Dual-Amplifier Checklist

(Based on data and specifications supplied by the manufacturer)

Harman Madison Sargent Tele-
Bell Bogen Kardon Fielding Pilot Rayment matic

Model 3030 DB-212 A-224 320 SM-244 SR-17-17 SA-777

Price $169.95¢ S$115.00° $99.95¢ $169.95¢ $189.50° $189.60° $139.95¢

®
Power OutleJf 16 w. 12w, 12 w, 20 w, 14 w, 17 w. 20 w.
Per Channel

® Number of Tubes? 1" o 10 13 12 1" n

® Ceramic-Crystal

i , YES YES YES YES YES YES YES
Stereo Cartridge Inputs
® Magnetic ! YES YES YeS YES YES YES YES
Stereo Cartridge Inputs
® Stereo Tape Head Inputs YES YES YES YES YES YES YES
® Stereo Tuner Inputs YES YES YES YES YES YES YES
® |ndividual Channel Ko Yy e T s Mo s
Tone Controls
" ols
Individual Channel NO Yes NO YES NO NO YES
Volume Controls
® Master Volume Control YES YEeS? YES YES YES YES YES
3 e
| ® Individual Chonqel NO NO NO YES NO NO NO
‘1 Volume leve! Indicator
' & loudness Control* YES NO YES YES YES YES YES
e Stereo Balance Control® YES NO Yes NO YES YES NO
® Channel Reversing YES Yes YES NO YES YES NO
|
® Speaker Phasing Switch® NO YES NO NO NO NO NO
i'® Rumble Filter | YES YES YES NO NO NO NO
|
[ ]
Tuner l"p.'Ut YES NO NO NO NO NO NO
level Adjustment
g .
. Convenience s X 2 . : % " :
Power Receptacles
¢ D.C. Preamp Filaments® Yes Yes NO NO YES NO NO
® Fused YES NO YES YES YES YES YES

{a) Price includes enclosure, cage or cabinat. SBogen, Madison-Fielding and Telematic do not feature this contref -as such; how-
{b) Metal cage, $7.50 additional. ever, since they hove individual channel valume controls the fistener moy bolance
{c) Meral cage, $7.00 additianal. the two speakers without difficulty,

{d) Wooden cabinet, $19.95 additlonal. 8Speakers may be ‘‘phased’’ upon home instaifotion. Praliminary tests indicote
that all sterec program matericl fs not recorded {n standard phase relotionshl

IManufacturers’ specification {n watts with less than 1% distortion. Necessity for this controf fs sfill undor investigation, o
2Includes single rectifier fube used In all amplifiers. TUsed to connect tuners ond changers to amplifier. Total includes those **switched”
3individuol controls are fitted with concentric knobs and may be adjusted with. the and *‘vnswitched’* by the amplifier.

fingertips of one hand. Most authorlti that d 1 k
4The Boll features o continuously variable control; all others hove on-off switches RIS BI R Thnot o1 s it 4 e paaoc e b ssibiiinoh diéy hum |

pickup. Most ampliflers not equipped with d.c. filaments had a.c. hum balancing

or “’stepped*’ foudness compensatien controls. confrols thot must be adjusted by the user,
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Telematic is similar to Madison Fielding with
exception of the magic eye and calibrating controls.
The tuner appearing in these photos

is the Scott 330-C used as source of AM/FM
stereophonic broadcasts from WQXR.

Fielding/Telematic units provide an arrangement for inde-
pendent variation. Pilot, Harman-Kardon, Sargent-Rayment
and Bell have ganged volume controls. Here again one
wonders what happens to the fellow with two greatly dis-
similar speaker systems. Or when one amplifier decides
to wear out faster than the other. Naturally, compensation
can be afforded through the master balancing control and in
this regard the Bell stereo amplifier offers the most intriguing
method of reversing channels while simultaneously adjusting
volume that we’ve ever seen. It takes a little time to get used
to the Bell’s inner workings, but some of us felt it solves the
volume/balancing/loudness problem.

The individual channel volume controls on the Bogen are
concentric and after the channel levels have been established
the two knobs can be turned by simply extending your finger
grip. A very clever approach, we thought.

We cannot disguise how important we feel it is to provide
channel reversing—i.e., interchanging the program material
from channel A to channel B and vice versa. Not all records
and tapes have proper orchestra orientation, nor can we think
of a better way of balancing speakers in a few seconds.

The Madison Fielding/Telematic units do not have this
function, although the manufacturer will probably include
it in later models. Sargent-Rayment rates highly in simpli-
fying channel reversing with a pair of push-button switches.
Pilot, Bogen and Harman-Kardon reverse channels with a
rotary switch. The Bell system mentioned above is a com-
bination channel reversing and volume control.

The Speaker Phasing switch on the panel of the Bogen
may perplex some newcomers to stereo records and tape. Its
purpose is to put the two speakers in an electrical orienta-
tion wherein their cones move in the same direction at the
same time. Most manufacturers warn that speaker phasing
is important but expect the audiophile to phase the speakers
by manipulating the speaker leads. Bogen has simplified
the task with this front-panel control. None of its competi-
tors have even bothered with the alternative of putting a 50¢
switch on the rear apron for the same purpose.

Just how important speaker phasing is we cannot say with
certainty. Opinions differ since the effects are not wholly
objective, but are rather subjective, due mainly to room
acoustics and the distance between the stereo speakers. How-
ever, there are those who strongly aver that speakers must
be in phase or else, and they back this assertion with im-
pressive acoustic data.

Most speakers on the market have an impedance rating
of 4, 8 or 16 ohms and almost all of our amplifiers provide

(Continued on page 38)
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Lowest in price, the Harman-Kardon A-224 is flexible, with
provisions to strap the amplifier outputs together and/or
feed a variety of speakers. It can also be used as a dual
preamp if you now have a good husky power amplifier.

Madison Fielding doubles up on the use of a magic eye

to measure power output in either channel and to set initially
the average volume-level per channel. Final balance

must still be made by ear if speakers are dissimilar.

Sargent-Rayment SR 17-17 has push buttom operation to
single out individual speakers or reverse stereo channels.

Staff found this cleanest and easiest to use. Loudness com-
pensation control works “backwards” and needs two hands.
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Let’s Kill the Myth

of Regional Jazz

An Outstanding Jazz Critic Makes a Startling Proposal

By NAT HENTOFF

ERSISTENT geographical myths die hard. Perhaps

the most egregious example is the well-worn bed-

time story of how jazz was New Orleans horn and bred—

how it burst through the Mississippi levees and traveled

“up the river.” Perpetuated and nurtured* throughout
the past fifty years, it has been in such books as Leonard
Feather’s The Book of Jazz (plus some unpublished
papers by researchers) that concentrated attention is
given to simultaneous happenings along the Atlantic sea-

board and in other southern cities hesides New Orleans.

That there was a general New Orleans way of playing
that differed from and influenced the styles of musicians
from other areas is true enough. It was a style of playing
that émp}msized collective improvisation, that was more
rhythmically flowing, and that fused the blues, elements
of ragtime, and popular songs into a distinctive idiom.’

However, at this very same moment an equally idiomatic

East Coast jazz style, based on the ragtime playing of jazz

pianist James P. Johnson® was being born.

The Southwest had its own identifiable sound and
style during the early years of “classic jazz.” Drummer
Jo Jones claims he was always able to tell a Texas tenor
saxophonist or trumpeter by a particular tang of attack
and phrasing. Wilbur DeParis, who began traveling in
carnivals and the TOBA circuit of Negro theatres some
fifty years ago, says that though he believes New Orleans
was the “focal point of jazz,” the jazzmen in the Midwest
had a different way of playing the trumpet. It developed
in the first part of the century and later became known
as the Bix Beiderbecke style.

Regional jazz playing variations -existed into the
Twenties; but by the early Thirties, so many musicians
were traveling that local distinction of style was becom-
ing less and less pronounced. New Orleans jazzmen had
drifted into Texas. California, and New York. Texas
musicians were appearing in New Orleans and Chicago

while jazzmen out of Kansas City were working far from

*as recently as Jam Session (G. P. Putnam’
}zlils)kcldncd by Ralph J. Gleason, in which cs,ef,‘z.""i'c New York,
v Roll Morton’s remarks that jazz started fn New Onl-?efwc" to
ns.
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home./The last decade of the nineteenth century had also
seen itinerant blues singers, guitarists and pianists in-
fluencing (and in turn being marked by). players from
Waco to St. Louis to Washington, D. C.

In the early Ellington* bands, men from Mobile, Bos-
ton, New Orleans. Washington, and other cities. con-
tinued the “de-regionalizing” of jazz. The Basie band of
Kansas City, for all of its roots in the Southwest and:
Midwest was led by a man from Red Bank, New Jersey
who had been influenced by Fats Waller and other Har-
lem pianists.

Basie had come to Kansas City in the late Twenties,
then played with territory bands, and finally took over
from Bennie Moten, whose band, like others in the area,
had been influenced early in the Twenties by traveling
New Orleans units. Under Basie’s leadership, the band
demonstrated a fusion of Eastern scaboard, New Orleans,
and Southwestern elements. As the Basie band began to
travel from Kansas City in 1936, it developed its own
clear style, became increasingly less regional, and in
turn helped shape styles and players elsewhere through-
out the country. By the late Thirties and early Forties,
the Basie band was considerably removed in style and
capacity® from groups like Harlan Leonard and Jay
McShann that remained in and around Kansas City.
Basie had hecome a national jazz band.

Parallel examples of the geographically broadening
effects of travel and of recordings on jazzmen from all
parts of the country are ample throughout the history of
jazz. There was a “Chicago style’” loosely ascribed to
young white musicians of the Midwest whose playing had
been shaped by listening io New Orleans musicians in
Chicago like King Oliver, Baby Dodds and Loitis Arm-
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strong. But the more creatively original Midwesterners
and their allies from other parts of the country cut
through such provincial barriers to become genuine
national influences like Bud Freeman, Bix Beiderbecke,
Pee Wee Russell from Missouri and Jack Teagarden from
Texas.!

By the late Thirties and early Forties, when modern
jazz had its beginnings, there were no longer any sharply
defined regional characteristics in this newer music itself,
despite frequicnt concentrations of musicians of similar
aims and temperament. Aside from the increasing influ-
ence of recordings the bands of the swing era had juxta-
posed so many musicians from so many diflerent areas
that the only regionalists left in the Forlies were some of
the older jazzmen, including those who hadn't left home,
like George Lewis of New Orleans’ or the deliberate
revivalist-musicologist Lu Watters.”

As for youngsters; the key modern jazz pathfinders in-
cluded Charlie Parkér from Kansas City; Dizzy Gillespie
from Cheraw. South Carolina; Bud Powell from New
York; J. J. Johnson from Indianapolis; Max Roach from
Brooklyn; Miles Davis from Alton, Illinois, ete.”

As the modernists began to travel and record prolifi-
cally, the end of regionalism became world-wide. Young
tenor saxophonists in| Nice, Tokyo, Boston, or Spokane

.
-
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Shorty Rogers—NYC-trained “West Coaster.”

sounded like the Stan Getz or Sonny Rollins records they'd
been listening to.

By the end of the Forties, musicians realized that it was
now harder to find an authentically regional modern jazz in-
strumentalist than it was to find an authentic folk singer in
the Appalachians who hadn’t heard John Jacob Niles. Even
so, many jazz critics and listeners continued to grasp at geo-
graphical labels as a substitute for active, discriminating
listening. There has been, for example, much writing about
“West Coast jazz” in the past five years; and somewhat more
recently, there has been pronouncements about the purport-
edly earthier, more basic “East Coast jazz.”

Some of the pigeon-holers have tried to indicate that “West
Coast jazz” was identifiable by its concern for experimental
jazz writing, thereby ignoring the fact that based in New
York are such active, venturesome writers as George Russell,
John Lewis, Charles Mingus, Teddy Charles, Benny Golson,
Cecil Taylor, and others. Writer-player Gerry Mulligan, who
first became successful on the West Coast, is an easterner by
geographical preference and scoffs when his work is de-
scribed as characteristically “West Coast” just as Pee Wee
Russell for years has been grumbling “Nonsense!” when
people type him as a Chicago-style player.

The “East Coast,” according to some of its apologists, is
supposed to have a monopoly on “funky”, blues-strong im-
provisers. Yet, based on the West Coast are Harold Land,
Leroy Vinnegar, Carl Perkins, Herb Geller, Lawrence
Marable, Joe Maini, Curtis Counce, and Mel Lewis. There
have been, to be sure, differences in the over-all balance
within the kinds of jazz emanating from the two coasts over
the past few years; but the causes of this have nothing to do
with an indigenous “East Coast” or “West Coast” style.

First of all, there are fewer jazzmen on the West Coast be-
cause fewer economic opportunities exist there. The jazz
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Basie—East Coast “all 'rounder.”

night club circuit is erratic, at best, in the number of jobs
it has available; but there is usually more club work in the
East as well as more recording opportunities. Two strong
independents in Los Angeles—World Pacific and Contem-
porary—don’t by any means match the quantity of jazz
record dates to be had in New York city. The majors also
record on the West Coast, but such dates are infrequent.

What consistent work does exist on the West Coast is
primarily for the all-around musician who reads swiftly and
can cope with varying commercial contexts for recordings
and radio-TV assignments. Jazz musicians technically flex-
ible enough—and having the temperament—to expend part
of their time and energy on these non-jazz assignments are
the ones who generally elect to remain on the West Coast.
There are others who prefer to devote all their creativity to
jazz or who have not been able to break into the studio
recording cliques on the West Coast, but they stay there
nonetheless for family or for other personal reasons. Then
there are those who have been stranded economically and
who hope to come to New York eventually where there is
more work for the all-jazz player.

More “funky” music does come out of the East because
there are more all-jazz musicians in the East. Still, there is
nothing in the air or earth of California to preclude so-called
“funky” playing."

In New York, there are also just as many emotionally
anemic, chameleon arrangers of the type said to characterize
Los Angeles. Hank Mobley of New York is not necessarily
any funkier than Harold Land of Los Angeles, although
Land might have acquired a reputation earlier had he been
based in New York, because there he would have been
recorded more frequently.

Ralph J. Gleason has pointed out in his notes for an
album which fundamentalist New York arranger-writer,
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Gerry Mulligan—*"an Easterner by geographical preference.”

Quincy Jones, made on the West Coast” that “It’s time some
real effort was made to demonstrate to the world that every-
thing recorded in the Hollywood studios is not more Brooks
Brothers than Madison Avenue and not more emotionally
restrained than a London native in a room full of Americans.
. .. Most of the so-called West Coast musicians are originally
from the East, or at least not the West, and they don’t always
play in that tight little style that has become known as West
Coast. They can get pretty funky, especially, as Shelly
Manne says, ‘if they've eaten enough in those all-night
hamburger joints.’ . . . In ten years of writing on jazz . ..
in the San Francisco Chronicle, I have never known what
‘West Coast’ was, really, except in terms of individuals and
only then for a specific time and a specific performance.”
Here then is the essential point-—jazz regionalism is out-
of-date and it is almost impossible to manufacture except
perhaps for a “a specific time and a specific performance.”
New Englanders may have accents different from Georg-
ians or people from South Dakota, but the jazz musician
has made his music a national idiom. It is impossible—even
for a latter-day musical “Professor Higgins"—to listen to an
American jazzman and tell from his tone and phrasing where
he was trained. You may be able to tell the kind of groups
he’s worked in and his preferences in players and arrangers,
but the man who prefers Shorty Rogers may have come from
Alabama or Maine and the man who digs Sonny Rollins
more than Rogers may have come from Maine or Alabama.
The next step will be for jazz to become an authentic in-
ternational language. It isn’t so yet because most non-
American jazz players are still derivative and echo the
American styles. There are more and more young players
abroad who are beginning to sound quite unlike any Amer-
ican jazzmen. John Lewis, music director of the Modern Jazz
Quartet, having spent time in Europe, feels there is as much,
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if not more, fresh and imaginative playing by young musi-
cians abroad as there is in America. He cites as an example
the British baritone saxophonist, Ronnie Ross, with whom he
recorded an orchestral set, European Windows, an album
RCA Victor will release over here around September.

Most musicians and critics—even European critics—would
not go so far as Lewis in lauding the younger European jazz
generation; but it is quite likely that in the next decade we
shall begin to hear the first large-scale indications of an in-
digenous jazz regionalism developing in Europe and else-
where in the world.

This will be a necessary prelude to the later evolution of
a thoroughly international jazz language.

If these non-American regional styles do develop, they
will, in a sense, be the counterparts of the New Orleans,
Eastern Seaboard and Southwest jazz styles that were cur-
rent in America during the first part of this century. By
1984, there may well be fierce arguments as to whether the
jazz of Oceania isn’t more cerebral and less funky than the
jazz of Eurasia. —Nat Hentoff

*See Epic LN 3208 King Oliver.

#Most intriguingly illustrated in a rare 10-inch Stinson LP
James P. Johnson-New York Jazz, as well as in Johnson’s Redis-
covered Early Solos on Riverside 12-1205 and the Harlem section of
Riverside SDP 11, a 5-LP History of Classic Jazz.

® Stimulating examples of piano cross-influences from the 1920's
and before are to be had in Brunswick’s Piano Jazz—Vols. 1 and 2
(54015, 54015) with Pine Top Smith, Speckled Red, Cow Cow
Davenport, Mary Lou Williams, Jelly Roll Morton, Alex Hill, and
others from different localities.

¢ See Brunswick 54007 Early Ellington.

* See Decca 8049, Epic 3107.

®See Columbia CL 632, Decca 8029.

" See Bethlehem 29—Freeman; Columbia CL 844—Beiderbecke;
Storyville 909—Russell; Capitol T 721—Teagarden.

#See Blue Note 1206 Echoes of New Orleans.

®See Good Time Jazz 12007 Yerba Buena Jazz Band.

* Roost 2210 Charlie Parker—All-Star Sextet features several ot
them, all sharing in and contributing to the same basic modern
jazz language,

! Definition from Leonard Feather's The Encyclopedia of Jazz;
Horizon Press, N. Y., 1955: FUNKY, adj. Originally, smelly; more
currently, earthy, barrel-house, blues-like.

2 0One of the best examples is that of New York-based Sonny
Rollins whose Way Out West album (Contemporary 3530) was
recorded in Los Angeles; and as for home grown West Coast
“funk,” there is the Leroy Vinnegar Sextet (Contemporary 3542).

3 See ABC-Paramount 186—Go West, Man.

* The first genuine precursor of a freshly regional jazzman from
Europe was the late gypsy guitarist, Django Reinhardt—see RCA
Victor LPM 1100.

Ellington—the New Yorker par excellence.
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CASE OF MISSING BRIDGE

(Continued from page 25)

As the months went by, Shostakovich appeared unmoved
by the fury of the critical storm about him. He has always
been a shy, introspective, and even silent man. Finally, late

in 1937, he brought forth his Fifth Symphony, which won
him both immense public acclaim and approval of the govern-
ment. The piece was lyrical, emotional, dramatic, and except
for a few mild dissonances, as safely conservative as a
symphony by Tchaikovsky. For Shostakovich, this painful
interval of the ‘“diminished Fourth” had been resolved.

—Richard Anthony Leonard

. . « A BIT OF BROADWAY

(Continued from page 29)

(both on Decca). Victor’s top money maker (thanks to TV)
is probably the multi-authored Peter Pan, while over at Capi-
tol they are betting that the lead will eventually go to the
rollicking, nostalgic Music Man by Meredith Willson.

The tremendous success of these releases has created a
new type of record, the vinylite satellite. First attempted
by Columbia to accompany the exotic Borodin music for
Kismet with a purely orchestra version conducted by Percy
Faith, the number of secondary recordings of a score has
increased so much that today no major original cast release
dare show itself alone without its surrounding orchestral,
jazz, dance, and vocal interpretations. Rival releases of a
musical are not new; what is new is that complementing
rather than competing editions are bheing offered by the same
company as well as by other firms. In fact, it has been judged
that frequently a record buyer purchases more than one ver-
sion of a new show—depending upon whether he goes in for
mood music, jazz (the Shelly Manne My Fair Lady workover
on Contemporary was a notable seller), or whatever else his
musical tastes may be. Then too, a record store full of mul-
tiple releases of The Music Man, South Pacific and My Fair
Lady could easily give a customer an inferiority complex if
he didn’t take home at least one of them.

One of the healthy signs of the day is that the huge sales
of show albums have spurred the adventurous A&R man to
attempt previously untried musical theatre territory. Off-
Broadway attractions are now being given the once-over in
search of another Threepenny Opera, Kurt Weill’s jazzy
triumph which has turned into one of the biggest hits in the

M-G-M catalog. Their new release of The Best of Burlesque,
a former tenant at the Carnegie Hall Playhouse, indicates
a continued appreciation for the cultural life away from the
main stem.

Abbot Lutz, of Offbeat Records, has just begun a projected
series of recorded night club revues, and has lugged his
equipment into the Downstairs Room in New York to capture
the miniature pleasures found there in the show called Take
Five. Some companies, not confining themselves solely to
domestic entertainments, have traveled to London for their
material. Dot Records has come up with an admirable
coupling of two West End productions, Plain and Fancy and
The Water Gypsies, on one record, and Angel has offered
an on-the-spot recording of the hilarious two-man show, At
the Drop of a Hat.

Even the composers themselves have been getting into the
act. The Meredith Willson conducted Music Man on Capitol
is a pretty warm item, and not too long ago Vanguard pre-
sented composer and lyricist Ear]l Robinson and Waldo Salt
singing their colorful songs from Sandhog. If the records
can be located, I'd also suggest an appreciative ear be given
Harold Rome’s informal runthrough of his eloquent Fanny
score, and also the plaintive voice of Kurt Weill doing some
of his and Ogden Nash’s numbers from One Touch of Venus
on a record called Tryout. Both are on the Heritage label.

Stereophonic records will, of course, be the thing of the
future. Already the wonders of it are being heralded by de-
scribing the phenomenon as giving one the feeling of having
a symphony orchestra right in the living room. As far as
musical show albums are concerned, what could be more
pleasant than a roomful of simulated ladies of the ensemble?
In the time-honored demand of the Roaring Twenties, “Bring

on the girls!” —Stanley Green

THE FIRST SEVEN

(Continued from page 33)

terminals to accommodate these impedances. Only Harman-
Kardon has no stereo 4-chm output terminal, although it
provides one of 32 ohms per channel. This amplifier also
has an important provision for hooking up an additional pair
of speakers for possible use in another room. Two front
panel switches enable the listener to choose either speaker
pair or both.

None of the amplifiers have variable damping. The fre-
quency and intermodulation distortion figures on all seven
are within a percentage point of manufacturers’ specifications,
generally 40-20,000 cycles =15 db and 2.5% IM. The
tone controls afforded adequate adjustment, although Bogen
seems a little skimpy in the treble region. The Bell has the
greatest range of treble and bass variation. Also, its on-off
power switch is a push-pull arrangement on one of the knobs,
so settings need not be disturbed when the power is switched
on or off. Bogen and Pilot accomplish the same idea with
separate switches.
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A.c. hum levels varied widely among the amplifiers. How-
ever, it must be borne in mind that practically every one
of the units sent us for discussion in this survey is a proto-
type from a pilot run, rather than a production model. The
sudden arrival of the stereo disc undoubtedly has hastened
the designing and engineering of these amplifiers. A little
more time for planning, experimenting and testing would
have brought to light many of the inconveniences and in-
adequacies that we have mentioned. Most of these short-
comings will be eliminated in forthcoming productions runs.
For instance, although the Sargent-Rayment, Bogen and
Madison Fielding produce more a.c. hum than they should,
it is a certainty that this will be corrected in regular pro-
duction runs. When the finalized units reach your dealer,
at about the same time this issue of HiFi & MUSIC REVIEW
reaches you, most of the bugs we found will have been
eliminated and most of the design inadequacies corrected.
Also, there is an excellent chance that desirable features now
missing, plus ingenious new ones, will find their way into
the amplifiers that arrive on your dealer's shelves.

—Warren DeMotte
Hi1F1 & Music REVIEW



One of the climactic scenes from the Little Mahagonny—first version of the Brecht-Weill opera—at its 1927 Baden Baden premiere.

decadent utopia

By STANLEY GREEN

° KURT WEILL-BERT BRECHT: MAHAGONNY (complete re-
cording)

Lotie Lenya—Jenny; Heinz Ssuerbaum—Jimmy Mahoney; Gisela Litz
—Mrs. Begbick; Horst Giinter—Trinity Moses: Georg Mund—Penny-
bank Bill; Fritz Gollnitz—Jake and Tobby; Sigmund Roth—Alaska-
Wolf Joe; Peter Markwort—Fatty; Richard Munch—Speaker; with
North German Radio Chorus, Max Thurn dir., and orchestra and
chorus, Wilhelm Briickner-Riiggeberg cond. Columbia K3L 243 3
12" $14.94.

EIPZIG, Germany, March 1930, was hardly the place

to hold the world premiere of a new and politically
daring opera. The Nazis had become a very real threat;
they were trying to stop the performance by picketing in
the streets around the theater. But the premiere of Ma-
hagonny, with music by Kurt Weill and libretto by poet
Bert Brecht, did go on as planned. Not planned, however,
was the audience riot quelled only by the appearance of
the police. No producer dared touch Mahagonny until al-
most two years later, when despite an increasingly dark-
ened atmosphere within the country, it embarked on a reg-
ular run in Berlin.

Why all the fuss? For one thing, the idiom of the work
was unusual. This was no affair of soaring melody calling
for trained grand opera voices; it needed actors as well.
Mahagonny represented a totally different approach to seri-
ous musical theater. Songs were often deliberately trashy
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in order to underline the decadence of some of the charac-
ters, or the sordidness of certain scenes. Tunes were bor-
rowed from popular honky-tonk numbers of the past. The
customary symphonic orchestra gave way to a “cafe” or
“beer hall” ensemble consisting of instruments like the ban-
jo, zither, saxophone, and accordion.

Hardest to take was the essential bitterness of the dra-
matic theme, which dealt with the inhumanity of man and
the corruption of an autocratic state. For a country seething
with unrest and prone to listen to the appeal of a strong.
arm, super-nationalistic political group, it was too critical
—even though the locale was an imaginary coast of Florida,
in a land that neither the composer nor the librettist had
ever seen.

Three years before its Leipzig opening Mahagonny caused
something of a stir. In a shortened form, it was first pre-
sented at the Baden-Baden Chamber Music Festival as The
Little Mahagonny. When some in this audience whistled
their disapproval at the end of the brief work, the cast
whistled right back at them! Since the Berlin production,
neither the short nor the full-length Mahagonny has been
presented here or overseas. Reasons for its neglect are un-
derstandable, but the opera is still a fascinating aural-dra-
matic experience; and Columbia Records deserves our thanks
for making it available to the American public. Whether it
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Mahagonny 27 years after—Lotte Lenya
(Jenny) and Gisela Litz hear a playback.

might be a more commercially successful venture if a sympa-
thetic librettist (such as Marc Blitzstein, who adapted the
Weill-Brecht Threepenny Opera) were to make an English
adaptation is perhaps debatable. In any case I think it
might have helped Mahagonny reach a wider audience. A
complete German-English text, however, is included in the
album.

The story tells of three disreputable characters who, while
fleeing from the police, set up a city called Mahagonny, the
“city of nets.” There, they attract people from all over the
world by the easy life that is offered—no work, plenty of
whiskey and girls, with the Here-You-May-Do-Anything Inn
located in the center of town. A city such as this can exist,
they explain, only “because everything is so evil, because
no peace reigns, no harmeny.” Four woodchoppers from
Alaska arrive and one of them, Jimmy Mahoney, represents
the spirit of man in constant rebellion against any kind of
rules or regulations. A hurricane threatens, and somehow
Mahagonny is miraculously spared. During the night, await-
ing the expected destruction of the town, a new realization
comes to Jimmy. “We need no hurricane, we need no ty-
phoon, for the horrors it can bring, that we ourselves can
do,” he sings. The law of human happiness has become
the right to do whatever you want to do. After all, nature
strikes down the innocent with the sinners.

The people of Mahagonny now take up this motto. They
do everything to excess. One of the woodchoppers dies of
gluttony; another is killed in a prize fight. Men wait in
line for prostitutes. The whole city gets drunk. But Jimmy
cannot pay for his whiskey. He is arrested, put on trial,
and sentenced to death because his “is the greatest crime
which exists on the face of the earth"—no money. Before
he is executed, a play about God is presented. God wants
to send all the people to Hell, but they reply, “You can't
drag us into Hell, because we always were in hell.” Ma-
hagonny is doomed because of the high cost of living, and
goes up in smoke. A procession, with the people carrying
all of Jimmy's worldly goods, moves out of the city. To the
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andience they sing that nothing can help a dead man. “We
can talk of his great times, also forget his great times,” (but
we) “cannot help ourselves and you and no one.”

Whew! Not exactly Rodgers and Hammerstein. Certainly,
however, this is a work that commands attention and re-
flection and quite possibly has a different meaning for every-
one who hears it. Brecht’s allegorical libretto is powerfully
created and dramatically told. Doubtlessly. a visual produc-
tion would make us more aware of just what restrictions
Jimmy was rebelling against before the hurricane, for these
take the form of signs that must be seen, but this is a
relatively minor weakness. When Brecht wrote that there
is no need for hurricanes for man to destroy himself, he
expressed a belief that was only to be universally realized
after the work was created. The corruption of cities and
of nations, the greed and worship of money. and the drive
that man has to destroy both others and himself as well,
were all conditions that were soon painfully mirrored in
the immediate future of Germnany and throughout the rest
of the world.

Weill’'s original orchestrations have been retained and
help immeasurably in recreating the atmosphere of the
times. The music is marked on occasion by deliberate in-
congruity of style, but it retains a certain cohesiveness
throughout. Popular song melodies are not injected just
for “catchiness,” but rather to create their own commen-
taries on situations and cbaracters. Such are the hauntingly
morbid Alabama-Song and Benares-Song (both sung in
attempted Americanese English), and the disturbing tango
rhythm used for the number in which a prostitute tries to
get more money for her services. When the woodchopper
eats himself to death, he is accompanied by the strangely
appropriate Hofbriu combination of zither and accordion;
while drippingly sordid sounds of violins set the scene in
the brothel.

Music is also used descriptively. particularly in the dra-
matic use of agitated, ominous strings that herald the ap-
proach of the hurricane. There are occasional lyrical pas-
sages that provide momentary oases of humanity, among
them the touching duet about the fleeting happiness of
two cranes in flight, and Jimmy’s recollections of his days
in Alaska. These sections anticipate the way Weill was to
travel musically during his career in the United States
which produced such disparate works as One Touch of
Venus, Lady in the Dark, Street Scene and Lost in the
Stars. His use of music as disturbing self-commentary seems
to have all but disappeared in his later compesitions in
favor of richer melodic line and greater compassion. Not
that he shunned serious themes in his Broadway shows, hut
the sardonic quality in his work is limited chiefly to Ma-
hagonny, The Threepenny Opera and his first American
musical, Johnny Johnson.

The cast of Mahagonny is as notable in acting as in the
art of singing. Heinz Sauerbaum as Jimmy, Gisela Litz as
the leading citizen of the city, and Lotte Lenya, Kurt Weill's
widow, who plays the prostitute, are outstanding in the main
roles. The deep understanding that all the members of the
company have given their interpretations is altogether re-
markable when one realizes that Miss Lenya is the only
one who ever appeared in the opera before. The sound
couldn’t be better, and the packaging is appropriately stark.

—-Stanley Green
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THE SILENT PARTNERS

Part 2 of o Two-Part Feoture

Turntables and Tone Arms

Last month we looked underneath the turntable; this installment discusses

the top-side gadget that holds a cartridge—the professional tone arm

By HERBERT REID

F ALL the components in a hi-i system, only two stay Sy

mute: the turntable and the tone arm. They should
produce neither sound nor signal. They are the “silent
partners.” We spun a tale of turntables in our last issue.
Now we explore the long and consequential reach of tone
arms,

The tone arm is the “vehicle” that carries the cartridge
through the music. The kind of ride it gives through the
bumpy terrain of the record groove vitally affects the quality Grado—non-resonant through the use of wood!
of the reproduced sound. Only a very good arm lets the
cartridge “read out” all the tonal information from the record
without omitting or distorting part of it.

To qualify as high fidelity, a tone arm must meet four
requirements: 1) correct stylus pressure; 2) minimum fric-
tion for easy motion across the record; 3) tangential track-
ing; 4) non-resonance. An arm deficient in any one of these
may garble the music, jump grooves, hasten stylus wear and
by excessive wear on the grooves literally turn discs to dust
long before their time.

Correct stylus pressure is attained by counter-balancing Garrard—every conceivable adjustment.
the weight of the arm and cartridge. This can be done either
by spring tension or by a counter-weight at the other end of
the arm. Since springs gradually weaken, the stylus pressure
in spring-balanced arms grows slightly heavier over a period
of time* and must occasionally be checked and readjusted.
Furthermore, the spring-loaded arm is apt to jump grooves
if the mount vibrates with footsteps or passing traffic, because
the spring amplifies the upward thrust of these vibrations
into whiplike motion that yanks the stylus out of the groove,
only to send it crashing down again a moment later. Such
skipping shatters the stylus, the record grooves and the
listener’s nerves.

On all these counts, the “statically balanced” arm, i.e. the
arm with a “dead” counterweight instead of a spring, usually
wins by a wide margin. Once the stylus pressure on the
weight-balanced arm (such as Rek-O-Kut, Audax, Grado, Metzner—tone arm with a “limp wrist.”
etc.) is properly set for a given type of cartridge, it stays put
indefinitely. No further adjustment is ever needed. More-
over, such an arm will smoothly ride out floor vibration that
would send its spring-loaded counterpart into a jumping tizzy.

However, there are a few ingenious designs, such as the
Fairchild 280A and the new Garrard TPA/10 arms which
manage to combine desirable features of both spring and
mass balancing. These arms attain the compactness of a
spring-balanced arm at no loss of stability.

“Tracking” is the traditional headache of the tone arm

-

*In a well-designed arm this could be a year or more. Rek-O-Kuti—precision counter-balancing does the trick.
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Gray—gentle as a feather due to viscous damping.

B-)—Euclid would have fun solving this moving configuration.

designers. Ideally, the arm should hold the cartridge tangent
to the record groove at every point from beginning to end of
the play. But the basic geometry of the phonograph makes
this impossible. To remain tangent at every point from the
outside to the inside diameter of the recorded band, the tip
of the tone arm would have to move across the record in a
straight radial line. Yet conventional tone arms are incapable
of straight-line motion. Since they are pivoted at one end,
they swing across the record in a curved path. In this swing
across the disc, the tone arm can be tangent to the groove
at only one point. Elsewhere, there will be some degree of
‘“4racking error,” i.e. the angle of difference between the
true tangent and the actual position of the arm.

This tracking error must be kept at a minimum, or else
the two sides of the record grooves no longer act upon the
stylus with equal effect. The result is distortion and rapid
record wear. This condition becomes quite critical toward
the inside grooves of the disc, where the sound quality
generally suffers and wear becomes worse—especially in
loud passages—if cartridge and arm are poorly designed.

The need for such precise tone arm alignment may seem
odd if we consider that the only thing touching the record
is the tiny point of the stylus. But we must remember that
tone arm alignment, i.e. “tracking” affects not just the point
of contact but also the suspension arrangement of the stylus
which transmits the small mechanical vibration from the
record groove to the sensitive element of the cartridge. As
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long as the tiny lever, by which the stylus wiggles the car-
tridge element. lies tangent to the record groove, it can move
freely from side to side to follow the groove contour. But if
the angle changes, the side-to-side motion gradually becomes
a fore-and-aft motion, at which the stylus balks. A sort of
“bind” then develops, which is the cause of distortion and
wear. To use a rough analogy, it’s like trying to turn a
crank with the wrong twist of the wrist.

To keep the tracking error within tolerable limits, it
should not exceed 3-4 angular degrees at any point of the
record. Averaged over the whole playing stretch, the error
should not be greater than 2 degrees.

To get within these rather stringent specifications, tone
arm designers somehow had to get around the obdurate
dictates of geometry. They did it by an ingenious bluff. In-
stead of aiming the tone arm straight at the center of the
record, they let the stylus pass slightly ahead of the center
spindle. By this somewhat sneaky evasion of the apparent
goal of tone arm motion, the engineers wrested from the ob-
stinate geometry of the situation a few extra degrees of
accuracy. They beat geometry at its own rigorous game;
instead of getting only one true tangent point along the
whole path of needle travel, this neat trick yielded two—and
one of them located at the inner part of the disc where it
counts most!

The distance by which the stylus “misses” the record center
in order to gain this advantage is called “overhang” (though
a few bleary-eyed hi-fiers keep calling it “hangover”).

This trick works because the tone arm itself is not straight.
Either it is curved along its entire length, or else it has a
crook in it just above the cartridge holder. Together with
the “overhang” this brings about just the right combination
of geometric factors in a well-designed tone arm.

A neat and novel answer to the problem of tracking and
tangentiality is the B-J Arm, after the initials of its inventor,
a Mr. Burne-Jones. In this arrangement the pickup rides
between two hinged but separate arms whose respective
tracking errors are so calculated that they simply cancel one
another. Result: nearly perfect tracking (less than 1 degree
deviation).

A straight-line tone arm is fine, if long enough. However, in
limited space a short arm introduces excessive tracking error.

HiF1 & Music REVIEW



FOR ANY HIGH FIDELITY YOU OWN...

STEREO
IS ONLY
60

SECONDS

WHEN YOU CONVERT WITH THE HARMAN - KARDON AX20

60 seconds. That's all it takes to create a complete stereo
electronic center with the new Harman-Kardon Nocturne,
Model AX20. To convert your present system —component or
console —to stereo, simply plug the AX20 into your present
amplifier* This one connection does it all.

With the AX20 there's no shuttling back and forth between
two different instruments (you can even tuck your present
amplifier out of sight) ; no adapter box to complicate matters.
This one unit — the AX20 — controls the power to both ampli-
fiers. It also controls treble. bass. volume, contour, balancing
and equalization for both.

The AX20, in brushed copper and black, is strikingly hand-
some in appearance and outstanding in its performance
characteristics. The amplifier delivers 20 watts of hum-free,
distortion-free power (40 watt peaks). An exclusive new high
gain phase inverter utilizing both positive and negative feed-
back drives the output tubes with minimum phase shift and
excellent stability. As a result, the power amplifier has instan-
taneous recovery time resulting in uniquely clean and faithful
transient response. The AX20 actually produces more clean
useful power than conventional 30 watt amplifiers.

The preamplifier is a dual stereo device incorporating ganged
bass and treble tone controls, loudness control, contour control,

*To round out your slerco systcm—add am appropriate sccond speaker and stereo
cartridge or tape deck — or both.
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rumble filter, balance control, mode switch, speaker selector
and function switches. Selectable equalization is provided for
records and tape (7% and 3% IPS). The second preamplifier
delivers Ya-volt output at low impedance.

The Nocturne, Model AX20 (less enclosure) $99.95
Model AC20 enclosure (optional) $8.95

Prices slightly higher in the West

For complete information on the AX20 and other fine Harman-
Kardon stereo and monaural high fidelity instruments write to
Dept. MR-8, Harman-Kardon, Westbury, New York.

THE AX20 IS PERFECT FOR
MONAURAL NOW —STEREO LATER

The AX20 is the perfect unit for those who desire monaural high
fidelity today with the assurance of simple conversion to stereo
later. Because it incorporates dual stereo preamplifiers plus a
powerful 20 watt amplifier — just add a basic amplifier (the new
Harman-Kardon HK20 is ideal) at any time and your system is
complete. The remarkable AX20 costs no more than conventional
monaural 20 watt amplifiers. The HK20 price, with cage, $59.95.

-1dssr-12 0 kardon




the
BWETES $3-+in High Fidelity the best buys mﬁm

BETTER ENGINEERING Since 1945 EICO has pioncered the
concept of test instruments in easy-to-build kit form — has become world-famous
for laboratory-precision instruments at low cost. Now EICO is applying its vast
experience to the creative engineering of high fidelity. Result: high praise from such
authorities as Canby of AUDIO, Marshall of AUDIOCRAFT, Holt of HIGH FIDELITY,
Fantel of POPULAR ELECTRONICS, Stocklin of RADIO TV NEWS, ctc. —
as well as from the critical professional engineers in the ficld.t

SAVE 509, Mass purchasing, and a price policy deliberately aimed to encourage mass sales,
make this possible.

EASY INSTRUCTIONS You need no previous technical or assembly experience to build any
EICO kit — the instructions are simple, step-by-step, “beginner-tested.”

DOUBLE 5-WAY GUARANTEE Both EICO, and your neighborhood distributor,

guarantee the parts, instructions, performance . . . as well as lifetime service and
calibration at nominal cost . . . for any EXCO kit or wired unit.

BEFORE YOU BUY, COMPARE At any of 1200 neighborhood EICO distributors
coast to coast, you may examine and listen to any EICO component. Compare
critically with equipment several times the EICO cost — then you judge.
You'll sce why the experts recommend EICO, kit or wired, as best buy.

1 Thousands of unsolicited testimonials on flle. HFS2
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HFT30 FM Tuner HF61 Preamplifier HF60, HFS0 Power Amplificrs ’%,M.o"
with ''eye-tronie’ tuning
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highly reliable power supply. Unmatched value in HFS1 Two-Way Speaker System, complete with fac-
HFT90 FM Tuner equals or surpasses wired tuners medium-power professional amplifiers. Kit $39.95. tory-bullt cabinet. Jensen 8 woofer, matching Jensen
up to 3X its cost. New, pre-wired, pre-aligned, tem- Wired $62.95. Matching Cover E-4 $3.95. compression-driver exponential horn tweeter. Smooth
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control & switching facilities, and the finest design, identical to HF50. The least expensive means to the o -
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The never-before-told true

story of a “lost” symphony

By RICHARD ANTHONY LEONARD

THERE is always something intriguing, and often
tragic, about a lost work by a major creative artist.
It may not be precisely accurate to call Dmitri
Shoestakovich’s Fourth Sympheny “lost”; but
so far as the Soviet composer’s world-wide public is
concerned, this mysterious work ceased to exist on
a cold December day in 1936.
Although a white sunshine filtered through the haze
overhead, the snow piled in, about and around Leningrad
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gave its wintry bite to the city’s inhabitants and cast a dank
aura of chill in Philharmonic Hall, where members of the
Leningrad Philharmonic Orchestra were assembling to re-
hearse, for the first time, the just-completed final movement
of Shostakovich’s new symphony.

Fritz Stiedry, now of New York’s Metropolitan Opera, had
been chosen by the composer to conduct the world premiére
of this work and presently he came out before the orchestra,
wearing a heavy, loose-fitting sweater to protect him from
the chilly air of the auditorium. Somewhere out in the 4,000
seats stretching back of the conductor was Shostakovich, who
had been sitting in on each rehearsal. And tension and anxi-
ety, as much as the cold, was being felt by all there. For
Dmitri Shostakovich, the Soviet Union’s fair-haired musical
genius, the young man whose music was proclaiming to the
world the historical and affiluent promises supposedly inherent
in the political ideology of his country, was under censure
by the official -party organ with all its concomitant rami-
fications.

ERTAINLY Shostakovich held a unique position in the
Soviet Union in the years 1935-36. At that time he was on
the crest of his first great wave of popularity. He was at once
composer-laureate of Soviet Russia, a boy-wonder, and a
celebrity who could repeatedly make the front pages of the
world press. His Lady Macbeth of Mzensk had scored, at its
Leningrad premiere on January 22, 1934, one of the greatest
successes in the history of the Russian operatic state, and
would continue its run there for almost two years—after
which time Josef Stalin would call his tune.

It is important to note that, for some years before, Shosta-
kovich had been greatly influenced by the music of the avant
garde composers of Western Europe—Schoenberg, Berg, Hin-
demith, Krenek, Stravinsky. His First Piano Sonata, his
Second and Third Symphonies, the early opera The Nose,
and much of “Lady Macbeth” are consequently full of poly-
phonic and harmonic complexities, as well as polyrhythms.

It is also important to note that Stalin had no ear for
modern music, detested modern abstract art, and disliked
naturalism in literature and the drama.

Shostakovich’s fascination with what was then extreme
modernism is believed to have been encouraged by the ex-
traordinary man who was his inseparable friend—Ivan Sol-
lertingky.

Music critic, and author of many books on music, an ethnol-
ogist, and a linguist who had mastered many languages, both
ancient and modern, Sollertinsky exerted a powerful influence

on Shostakovich until his own death in 1944. It was to the °

memory of his friend that Shostakovich dedicated one of his
most moving chamber works, the Trio in E Minor, Op. 67.

Although he was musical director of the Leningrad Phil-
harmonic Orchestra from 1933-37, Stiedry had given his first
concert in Leningrad as guest conductor as early as 1925
and it was after this concert that he first met Shostakovich
and Sollertinsky, who were then in their late ’teens. They
were even at that time passionate admirers of the music of
Bruckner and Mahler; and were members of a “Bruckner-
Mahler Society” whose membership numbered eight.

They questioned Viennese-born Stiedry closely about their
idols; and when, a decade later in 1935, Shostakovich began
work on his Fourth Symphony, .among the prime sources of
his technical and stylistic ideas were Western modernism—
and Mabhler.

Also notable was the fact that the Fourth was an abstrac-
tion. This was a departure from Shostakovich’s procedure in
his two immediately preceding symphonies, which were both
political tracts. The Second Symphony (1927) celebrated
the tenth anniversary of the October Revolution, and the
Third, or May Day, Symphony (1930) was called a “pro-
letarian tract in tone,” and used as thematic material in a
number of popular Russian songs, dances, and marching
tunes. [The Second has never been heard in the United
States; the Third has had only two New York City per-
formances—Ed.] The Fourth Symphony, however, had no
program, and no political significance whatever. It employed
no folk tunes, and its only nationalist flavor was Shosta-
kovich’s own general style.

We know that the work was a crucial one in Shostakovich’s
career, that it was a bridge over a gulf between two utterly
dissimilar musical styles—between his noisily propagandistic

‘May Day Symphony and his lyrical-heroic Fifth Symphony

—between his hotly controversial opera, Lady Macbeth of
Mzensk, and harmless cantatas like Song of the Forests and
The Sun Is Shining Over Our Homeland.

Shostakovich completed the first two movements of the
Fourth in late 1935, Stiedry recalls it was at this time
that the management of the opera at the Little Theater-in
Leningrad expressed the desire to mount in Moscow a gala
performance of “Lady Macbeth.” Stalin, curious about the
public enthusiasm for the work in Leningrad (and possibly
impressed by the fact that some months before it had even
been performed in far-away Cleveland and New York) agreed
to attend; but when the Moscow premiere took place on
December 26, Lady Macbeth, the opera which was the pride
of Leningrad, was produced by the company of Moscow’s
own Nemirovich-Danchenko Theater.

HE story of this opera follows closely its literary original,
Lady Macbeth of Mzensk District, one of the best known
(in Russia) short novels of the 19th century writer, Nikolai
Leskov. Leskov was a compassionate creative artist and in
his own country had been considered in many circles the
equal of the better known Ivan Turgenev. By some standards
his “Lady Macbeth” might be called a realistic shocker; but
the realism is born of the compassion and social conscience
of a Zola, not out of a desire to be “sensational.”

The opera’s characters are so debased morally and sexually
that they make the more depraved inhabitants of Yoknapa-
tawpha County seem like strait-laced Puritans. The music,
moreover, ranges in idiom from simple diatonic tunes to
jungle-like textures of polytonality. It is known that, from
even the early scenes, Stalin expressed displeasure, then
disgust, and finally utter fury.

The most controversial scene is that which depicts the se-
duction of the heroine in her bedroom. The staging was
realistic, and some felt the accompanying music to be even
more so. The fact is, says Stiedry, that Shostakovich was
clearly embarrassed by such subject matter and was unable
to take it seriously. He therefore treated this episode in a
satirical vein—following a quick curtain with a most graphic
orchestral interlude. Shockingly realistic sounds emanated
from an augmented brass choir stationed in the right-hand
corner of the orchestra pit—adjacent to Stalin’s box. The
vulgar, raucous music seemed to strike the Soviet dictator
straight in the face; and not many minutes later, fuming
with rage, he stormed out of the theater.
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Ingenuity came to the fore with a tone arm that had q
“crook” in it. This reduced tracking error to
tolerable limits—not perfect, but not too bad.

One possible drawback in this design is the friction gener-
ated at the multiple bearing points. Since we have essentially
two separate arms linked both in front and in back, a certain
amount of friction drag inevitably results from the additional
joints, even though this factor has been minimized by the
use of needle-point pivots.

Another unconventional tone arm, the Ortho-Sonic, design
completely eliminates tracking error by letting the cartridge
move across the record in a straight radial line while it hangs
suspended from something like an overhead traveling crane.
This does away with the curved tone arm path and all the
resultant geometric difficulties. But it may possibly be a
case of throwing out the baby with the bath, because in
abandoning the arced path, the designers were also forced
to forgo the advantage of the single-point and its minimal
friction. Instead of just “turning on its heel” to sweep
across the disc, this tone arm literally has to push a trolley
on rails across the radius of the record. Even though the
lateral force needed to pull a ball-bearing trolley across the
track is said to be less than half a gram, it remains an open
question whether this is small enough not to cause record
wear and signal distortion. The entire design is so unusual
as to defy comparison with conventional arms. Its unique
merit of zero tracking error might justify some of its draw-
backs in terms of drag and possible resonance.

But geometry is not the only trap for tone arm designers.
Resonance is another.* If the tone arm reacts badly to the
tricky interplay of forces pushing on the stylus point, it
changes the clear and even flow of sound into a muddy
cataract.

Ideally, the tone arm should remain impassive to the
frenzied frazzle of frequencies entering at its tip. Its attitude
should be solid and stolid. It should “ride out” the tonal
storm with nary a quiver,

Unfortunately, some tone arms allow themselves to be
“shook up’ by the music. Their resonances respond to the
vibrations entering the pickup, particularly in the lower bass
region. The arm then beats its own powerful tattoo against
the rhythm of the signal. The result is a microscopic riot
in the record grooves.

*A higly informal inquiry into the phenomenon of resonance can
be found in “Livid Lingo,” June issue, p. 4.
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A good tone arm must therefore be free of resonance over
the whole musical range. Moreover, the arm must be able to
absorb the vibrations imparted to it by the stylus without
itself entering into lateral motions. The arm must therefore
be damped, i.e. restrained from any oscillation in resonance
with the stylus motion.

Such damping can be achieved by making the tone arm
heavier. It enables it to absorb without perturbation the
jigglings of the needle much as a heavy car can serenely
glide over cobblestones. Such mass need not affect stylus
pressure because the added weight is counterbalanced.

The net weight of a tone arm, however, is not an index of
its damping qualities. Weight as such means very little. What
counts is that in the overall design of the tone arm the weight
should place the natural resonance of the arm below the
bottom frequency in the record grooves.

A newly introduced, quality tone arm, the Grado, solves
the problem of resonance simply by making the arm of wood,
which is an inherently non-resonant material.

Another damping method employs the shock-ahsorber
effect of a viscous fluid. This is called “viscous damping”
and employs the viscosity of the fluid to provide a gentle
cushion against practically all external forces (including its
own resonances) so that nothing but the groove contours
from the disc act on the arm and stylus: it literally floats on
music.

The Gray Research and Development Company was the
first to introduce commercially the viscous damping principle,
which had been originated and patented by CBS Labora-
tories. Gray is still the foremost proponent of this design
philosophy, having recently developed an arm damped separ-
ately both in the horizontal and the vertical direction. This

(Continued on page 50)

Of the two methods of counter-balancing the weight of the
head and cartridge, the movable cylindrical weight
past the fulcrum is most practical.

The spring method of counter-balancing requires "
checking every year or so 10 be sure that spring hasn't
stretched. Some tone arms use this method.
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POPCORN, MOSQUITOES & MUSIC

Band music both indoor and out in the village square has been a part of the American way of

life—it’s now regaining popularity

By FREDERICK FENNELL

Condvuctor, Eastman School of Music

HATEVER became of the old-fashioned band concert
in the park? Has it disappeared from the American
scene like the horse, the tent circus, and the ice cream
parlor—or does it survive in communities which still cherish
those elements in our past that fashioned our most vital
traditions? How did those concerts in the park begin—what
is their status in this 182nd summer of the Republic? Almost
no facet of American life remains untouched by the inex-
orable metamorphosis of its way of life. To be sure, many
elements of the “old-fashioned” band with its “old-fashioned”
concert have indeed slipped into that dim recess known
nostalgically as the “good old days.” Musical sophistication
which has “refined” our tastes implies a certain capitulation
to a hall like Carnegie’s and to an orchestra like Boston’s;
but in many areas, the summertime capitulation to the Car-
negie Hall pattern was never achieved. Here the park still
beckons and bandmasters reign supreme.
Town band music making has long been a part of life in
these United States. It was originated and nurtured in mild-
summered New England communities whose broad green com-

mons are still crowned by raised platforms trimmed in the
fancy architectural fashion of that day. Many of these town
bands began as a fife and drum corps raised together with
the local militia at the time of the Revolution.

A hasty glance at history shows these bands acquiring that
instrumental profile by which we recognize them today at the
time of the Civil War, and that facade has not changed very
much during this century. At the outset they were small,
compact units seldom numbering more than twenty-five play-
ers. Performers on brass instruments predominated—thus
achieving maximum efficiency in the use of resources toward
a result that could be heard without strain. Assorted reed
instruments and drums afforded tonal contrast and rhythmic
punctuation.

Dozens of famous names emerged from the public band
concerts in the years following the Civil War. Men were quick
to see the public’s fancy for a brightly trimmed uniform and
a shiny cornet. The public square, long the center of band
concert activity, however, was not for them, for not much
money was to be made in such free surroundings. As the

Richard Franko Goldman conducts the popular summer concerts in Central Park Mall.

44

HiF1 & Music REVIEW



Bettmann Archive

Gilmore leads a realistic Anvil Chorus in Boston utilizing 100 firemen.

calibre of performer rose so did his price—to a point where
the town treasury was unable to pay. The consequent parade
of bands from the town square into private gardens and
amusement parks was led by one Patrick Sarsfield Gilmore,
the first great name to emerge from the post-war years. Musi-
cian and showman supreme, he was the father of the modern
band concert and a firm believer in the simple theory that
all one had to do to make money with a band was to have
the best one and to give the folks a good show. As a pro-
moter, he was partial to the “monster festival,” whetting the
public’s thirst for paid band concerts by bringing the best
from Europe and America together in exciting and massive
jubilees.

Gilmore did his job well, so well in fact, that John Philip
Sousa, firmly convinced of a waiting public, decided to aban-
don his career as leader of the U.S. Marine Corps Band to
strike up a band of his own, the better with which to
satisfy the demands of the people for more and better band
concerts. Sousa’s trump cards in an unprecedented and un-
equalled success before tlie public of the world were his
own incomparable marches, deft showmanship, and high
inusical standards.

He found little competition for his band when he took to
the road in the '90’s. Today’s musical America just didn’t
exist. In the late 1880's, America had exactly four symphony
orchestras, two in New York and one each in Boston and
St. Louis. America’s amusement parks and attractive beaches,
however, numbered in the hundreds. The famous hands all
found a ready audience in the throngs which counted their
experiences at places like Asbury Park, Willow Grove. Fuclid
Beach, Manhattan Beach, Highland Park, and countless other
famous resort areas. Where the amusement parks were owned
by traction companies, their several sources of revenue were
a virtual monopoly. Their trolleys, electric and steam rail-
roads, or ferry steamers brought the public to the gates for
a stated tariff; the family then paid a general admission to
the park, and for further entertainment offered by the stand-
ard diversions of such places, still other revenues were col-
lected.

The daily band concert, as a rule, was included in the
general admission fee. As long as the park made money
the band was assured of both an audience and an income, but
when the American people hegan to take to the road in auto-
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mobiles and to get their entertainment by way of the radiog
the professional concert band hegan to disappear as an im-
portant medium of public music making. The newfound
individual entertainment to be had in the phonograph, mah-
jong, bridge, and prohibition, were overshadowed only by
the advent of the American jazz band.

This unique and thoroughly American musical institution
sounded the death knell for the professional concert band
whieh, in some instances, had depended also upon its ability
to furnish music for dancing as an important part of its
professional engagement in the famous resort areas. When
the polka, schottische, waltz, and two-step became overshad-
owed by the fox-trot, Charleston, shag. rag. and black-bottom,
a new instrumental ensemble came into being which was to
dominate the field of popular music.

With the disappearance of the great amusement parks as
they flourished during the late 19th and early 20th centuries,
and the parallel bankruptey of various traction companies,
the professional concert bands—stripped of revenue and audi-
ence—all but completely vanished from the American musical
scene. But before they vanished they had helped immeasu-
ably to establish local summer band concert traditions in our
country’s towns and cities. Many cities had their own groups
long before Sousa or Gilmore, such as the Allentown Band
of Pennsylvania which has operated without interruption
since 1828. Continuing its impressive record it will play
this year forty concerts in area parks between Memorial Day
and Labor Day, the traditional season for alinost all park
concerts. Pennsylvania in fact boasts the greatest number
of private community bands in the East.

Halfway across the nation where Iowa’s municipal bands
are generously supported by an unique state law. the country’s
greatest number of free outdoor band concerts are currently
attracting crowds of devoted listeners. As many as three
concerts weekly are played by the Fort Dodge Municipal
Band which has been led for the past 38 years by America’s
dean of the march, Karl King, playing in the handsome shell
in Qlson Park.

Devotees from Florida’s Daytona Beach westward to Long
Beach at the opposite end of the land turn out for daily
concerts that have survived the onslaught of electronics and
the magic of the drive-ins. Perhaps nostalgia propels many
people to these events; but for whatever the reason, they con-
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Two of the old masters immortalized in cartoons—Patrick
Sarsfield Gilmore (left) and John Philip Sousa (right).

tinue to arrest the public’s interest and enjoy community
support.

The nation’s leading professional group, The Goldman
Band of New York, has trod a distinguished path between
the parks of the nation’s largest city for forty years will once
again be the outstanding al fresco summer attraction with
its privately endowed season of free concerts for New York-
ers, directed by Richard Franko Goldman.

The nation’s capital, however, will continue to enjoy the
most varied feast of all with its many magnificent military
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