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Clll.d.lﬂdl.rcs For more than 12 years, Audiodiscs have

consistently set the standards for the finest professional performance
in instantaneous and master disc recording. Their flawless perfection,
wide-range frequency response, extremely low surface noise at all di-
ameters and complete freedom from humidity effects are just a few
of the reasons why Audiodiscs are first choice with professional record-
ists from coast to coast. They know from long experience that they
can depend on Audio for the consistent, uniform quality that is so
essential in modern sound recording work.

°
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mldm Wherever professional-quality magnetic re-

cordings are made, the trend is to Audiotape. That’s because Audiotape
is made by audio engineers for audio engineers — with the right com-
bination of properties for finest performance in any tape recorder.
Produced on Audio’s highly specialized precision coating machines,
Audiotape has achieved unequalled uniformity of output— plus maxi-
mum output with minimum distortion at practical bias range. What'’s
more, it’s less sensitive to bias changes, has no audible low-frequency
modulation noise, and is guaranteed splice-free in both 1250 and 2500
ft. sizes, plastic base. In every respect, Audiotape meets the exacting
standards of quality and performance which have characterized Audio-
discs for more than a decade.

® [ ] - [ ] e ]
audiofilm’ .coi. e .o audiopoints ..c preci.

vantages of finest quality magnetic  sion matched recording and repro-
recording to motion picture and TV ducing styli available in types and
applications. Available in 16mm, sizes to meet the precise requirements
17%2mm and 35mm sizes. for every phase of disc recording work.

for
consistent, uniform

NEW Free

Handbook on

AUDIO DE

The Fundamenials
of Magnetic Recording

This completely new and up-to-the-minute tech-
nical manual contains 50 pages of valuable in-
formation on basic magnetic principles and
tape performance. Professional recordists will
find it extremely interesting and helpful —an
important addition to their reference files. A
request on your business letterhead will bring
you a free copy by return mail.

Write to Audio Devices, Dept. H3.

S

o *Trade Mark
>

VICES, Inec.

444 MADISON AVE., NEW YORIK 22, N. Y,
Export Dept.: 13 East 40th St.. New York 16, N. Y, Cables ‘‘ARLAB*'

Audiodiscs are manufactured in the U.S.4. under
exclusive license from PYRAL, S. A.R. L., Paris
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FOR 15" SPZAKERS

TYPE M BLOMNDE OR CORDOVAN MAHZCTAL

B SPEAKERS

"R FINISH—FOR &~

TYPE J WALL OR POST MOUNTING--BROWN LACQL

the perfect setting
for a fine loudspeaker

ensen

BAYSS REFLEX CAB

acoustically-correcl

handsomely atyled
durably constructed

Jensen loudspeaker cabinets are acoustically-correct,
accurately proportioned bass reflex enclosures.

In addition to fine acoustic performance. they combin
modern heauty, decorative and functional adaptability
with convenient features for easy installation.

For further information, write for Data Sheet 162

oJJensen MANUFACTURING COMPANY
Division of the Muter Company
6601 S. LARAMIE AVENUE - CHICAGO 38, ILLINOIS

(PERIDYNAMIC TOTAL ENCLOSURE) TYPE H BROWN LACQUEF

INETS

€

FINISH FOR 8" SPEAKERS
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Fy What to look for in a record changer...

GARRARD SALES CORP. Dept. 2F
164 Duane 5t., New York 13, N. Y.
Dear Sirs:
I am interested in lezrning what to look for when purchasing a

record changer. Please send me your FREE FACT SHEET.
NAME

THE WORLD'S - FINEST RECORD CHANGER ADDRESS

CITY.
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AUTHORIitatively Speaking

This month’s cover is a reproduction of an
original drawing and design by the well-
known New York artist, Stanley Bate. We
liked his portrait of Beethoven so well
that we reproduced it again, minus the
decorations and in smaller scale, on page 37.

When we heard that Albert Kahn, president
of Electro-Voice, had bought a house in
the country for himself and his family, we
knew that one of two things would happen:
either the loudspeaker system would be one
of the finest in captivity, or silence would
reign supreme and even the TV set would
be mutilated by a laryngectomy. Sound
won, and won such an overwhelming victory
that a 24-in. television screen is but 2 minor
obstruction in the throat of the loudspeaker
horn. For details, see page 13.

Ernest Schoedsack. author of the article
on tape editing, page 16, is 2 former mo-
tion picture director-producer who has
turned his attention from snippets of sight
to snippets of sound. He discusses editing
from two important points of view: the
practical (how to wield the shears) and the
esthetic (where to wield them).

One day not long ago, we asked Victor
Pomper, assistant general manager of H. H.
Scott, what all the knobs on their 210-B
amplifier were for.
words: tone and volume controls, noise
suppressor and range control.
looked blank and said, "'So?”, Vic's ex-
panded answer took several hundred words.
We continued in our nasty mood, interject-
ing a “"So?” every time he thought he was
through explaining . .
tracted the 6-page article which begins on
page 19.

On page 25 is a short article telling, with
exceptional candidness, the pros and cons
of wire versus tape for home recording pur-
poses. The author, C. B. Dale, is in a
particulatly good position to know the ad-
vantages of each type of recording medium,
because his company — Webster-Chicago —
manufactures both wire and tape equipment.

The article by Gerald Shirley on page 28
will prove slightly tetrifying and very help-
ful. Temporarily, the article befits the man.
Shirley is always helpful but momen-
tarily tetrifying. At least, he set up terrify-
ing howls when we sent him the prin-
ter's galley of his article for final proofread-
ing. There was nothing wrong with the

Continued on page 91

Published by: AUDIOCOM, INC. at 264
Main Street, Great Barrington, Mass. Tel.
Great Barrington 500.

HIGH-FIDELITY is issued quarterly in
April, September, November and February.

Single copies $1.00—Subscription rate: $6.00
for three years, $3.00 {or one year in the U.S.A.
—Canada, add 50c per year postage—foreign,
add $1.00 per year postage.

Editorial contributions will be welcomed by
the Editor. Payment {or artirles accepted will
be arranged prior to publication. Contribu-
tions will be neither acknowledged nor returned
unless accompanied by adequate postage,
packing, and directions, nor will HIGH-
FIDELITY Magazine be responsible for their
safe handling in its office or in transit.

The cover design and contents of HIGH-
FIDELITY magazine are fully protected by
U. S. copyrights, and must not be reproduced in
any manner or in any form without written
permission.
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AS THE EDITOR SEES IT

HIS morning, our printer sent us proofs of the cover

for this issue of HIGH-FIDELITY. We scrutinized

it carefully, as usual, and then the small imprint
up on the left hand edge caught our attention: Volume
1, Number 4.

In what has often seemed the course of only a few
weeks, a year had rolled by.

A short while ago, the Beethoven cover design was
but an idea to be discussed, a thought far from realiza-
tion. Today, it became reality.

A year ago, HIGH-FIDELITY Magazine itself was but an
idea to be discussed. When this issue reaches subscrib-
ers, we shall have completed our first year and the idea
will have borne fruit in the form of 376 pages of maga-
zine. Thousands of individuals in every country of the
world have lent their support to the project.

That we have been able to give many readers what they
hoped for is apparent from the letters which continue
to pour in, and from the surprisingly large number of
what our circulation department calls advance renewals:
subscriptions extended before their actual expiration dates.

The cold, statistical index of satisfaction will be the
renewal percentage. Already, one-year charter subscrip-
tions are expiring and many readers will be receiving
letters which say, in essence, “Well, what do you think?
Was it worth what it cost?” The renewal percentage
will be the incontrovertible indication of how much, or
how little, we have achieved.

Our own feeling is that we still have a long way to
go. We feel that we have done much but there is still a
great deal more to be accomplished. We are nowhere
near achievement of our own ideals and hopes for the
Magazine. We have been able to answer many of the
questions most often asked, with articles on the particular
problem. But, too often, we are obliged to hold over
important material for lack of space in any one issue.

THAT brings us to an apology (one of several!) for the
small type face which we use for certain material. For
instance, C. G. Burke’s colossus on Beethoven has been
set in 8-point type which, in such a large quantity, is un-
deniably hard on the eyes. But the dilemma was this:
should we publish it all at one time in small type, or should
we split it into two or three installments? The small type
won, partly because of the great significance of the work
as a whole and partly because we are anxious to publish
such articles on as many of the great composers as pos-
sible. For instance, Mr. Burke’'s next article will be on
Verdi. We want to have this in the Summer issue; if
Beethoven had been split, we would have been obliged
to hold the Verdi feature until :he Fili or Winter issue.

4

Incidentally, the Beethoven material, had it been printed
as a book, in book-size type, would have required ap-
proximately 120 pages!

For the same reason — to enable us to publish as much
information as possible — we use small type for record
reviews and for the run-over material in the back of the
Magazine.

We apologize — and hope that readers will not be too
unsympathetic with the reasons behind our decisions.

»V E ALSO want to apologize for our almost total
collapse as a correspondent. We sincerely appreciate every
letter received, for each is of specific help in preparing
editorial contents of maximum interest to the largest num-
ber of readers. Each letter shall be answered. But when!
That is the $64 question for which we have yet to find an
answer. This is one of those things left undone about
which we feel the most keen regret. Yet publication of
the Magazine, approximately on schedule, must come
first . . and there are still only 24 hours in any one day.

As we gain <xperience in coping with the myriad prob-
lems of this particular publication, as others on our staff
become trained in handling these problems, there will
be more time for the enjoyment of correspondence. Mean-
time, we stand in the corner, shamed, and ask forebearance.

ALL THIS is looking backwards. Casting a brief glance
ahead, we can promise expanding horizons, more and
more accomplishments (and fewer things left undone!).
The industry continues to grow with astonishing rapid-
ity. ‘There is an increasing awareness of high fidelity
on the part of equipment and record manufacturers, re-
flected by improved products. In our own organization,
the hecticness of the first year is subsiding, and a smoothly
operating organization is growing out of what, for a while,
was little more than chaos, created by an avalanche of
overwork of every kind.

On the editorial side, we know more about what read-
ers want. We know better how to secure and prepare
material of maximum interest and value. As an example,
we are building a notable staff of iecord reviewers, and
are thus able to cover a greater proportion of the LP re-
leases. Another example: a trial balloon in the direc-
tion of the Music Between aroused much interest. Hence,
Edward Merritt will be back in the riext issue with more
data on this subject.

We can summarize our outlook tor the future by say-
ing, At last, we're really beginning to roll.”

Charles Fowler

WWW.americanradichistons com. "
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A new musical experience awaits you .

in the ROYAL. Hear lows you can llterally
feel! This beautiful corner cabinet
employs the walls-of the room as an
extension of the exponential air load on
the driver. Designed for 15" .coaxial
speaker, or for 800 cps separate 2-way
and 3-way systems without modification.
Listen to the ROYAL at your E-V
Distributor, or write for. Bulletin No. 183.

The ARISTOCRAT

Popular low-cost E-V folded
corner horn enclosure for
single 12’/ full range speaker
2912’ high, 16V2' deep,
19" wide.

&

The ROYAL—Another E-V Firstl

Fits beauhfully in any room._ Exquisite
veneers in hand-rubbed lustrous Heirloom
finish. 37’ high, 202’ deep, 23%'’ wide.
Net Wt, 69 Ibs. Shpg. Wt. 79-Ibs,

Mah . Less Speaker. List Price..$1B0

Blondo Korina. Less Speuker. List. .$190

Mah y. L S ! 425 CARROLL STREET » BUCHANAN, MICHIGAN
List Price . Export: 13 E. 40th St., New York 16, U.S. A, Cables: Arlab

Blonde. Less Speaker.
List ?rico

o

HI-FI SPEAKER SYSTEMS « MICROPHONES + PHONO-PICKUPS + TV BOOSTERS * TV DISTRIBUTION SYSTEMS
Licensed under Klipsch Patents No. 2310243 and N, 2373652

it
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[ pride of ownesship and 2 truly fine high

\ best are those that are found exclusively in a

/

; Only TWO reasons
i\ why it should be
. the new u]'ebcor®

| Custom
ins’abatom by
Vcize & Vs 01 Inc.

/ Your hi-fidelity installation deserves
those components that provide the “ex-

/ tras” which, when combined add up ro 1

fidelity reproduction. The new Webcor 106-27
HF Diskchanger gives you both. The features

your installation must have to perform art its

\ Diskchanger made by Webster-Chicago.

\ e Plays all three speeds, all three sizes auto-
\ matically. e Absolute minimum rumble. e
\ Extra-balanced weight turntable for““fly-wheel”’
action and speed constancy. e Retractable

\ idler wheel eliminates flat spots on
\ drive surfaces. ® Plug-in head takes
\ popular magnetic cartridges. e Au-
\ tomatic muting switch between
N records. ® Super electrostatic

N flock turntable. ® Easiest
N changer to install.

I it’s webcor
|

\\ .. . and if it’'s Webcor
N
AN it is the finest
~
/
B - I'd
~e _ -
= S ~— o -
— e e e — £
e
*Webcor is a registered trade name for products manufactured by WE B STE R " c H I CAG o
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Noted witll I nterest:

We have been having an interesting and
truitful correspondence with E. D. Nunn,
President of the Northern Signal Co. in
Saukville, Wisconsin, about his hobby:
disc recording. He has established such a
reputation for the excellence of his work
that he has had to make duplicate pressings
tor friends and associates — which has re-
sulted in stll more requests for copies.
At the Audio Fair last Fall, we discussed
with Mr. Nunn the possibility of telling
readers of HIGH-FIDELITY about his work,
and duly warned him that such publicity
might swamp him. Here is Mr. Nunn’'s most
recent letter. The only comment we have
to make is to him: don’t tell us we didn’t
warn you' - Personally, we are putting in
our order for the organ record right now.

"I do not feel in the least that you are
intruding upon my privacy — I get such
a big kick out of all this research into high
fidelity that [ am glad to share my results
with others — if others can stand them.
The only trouble with all this is that my
volume of record business is so small that
the pressings are almost ridiculously high
in cost. | have run out of my original lot
of pressings and have reordered in small
quantity. The result is that I must sell a
1o-in. vinylite pressing (78 rpm.) at $3.00
ner, postpaid. This is absurdly steep but I
cannot help it. T have three records of a
good jazz band. The six sides are enttled
Wolverine Blues, Chimes Blues, Lasus’
Trombone, Tia Juana, Pop Goes the Weasel
and Sophisticated Lady. Of all those sides,
| believe that Pop Goes The Weasel is the
most appealing to ‘us crackpots’. It is
tull of rather steep wave fronts and spec-
tacular effects.  And above all things, it
is not distorted.

[ also have an album of three 12-in. 78
rpm. records pressed on vinylite, made of
the local Lutheran A Capella Choir. Al-
though these records are less spectacular,
they are free from distortion and for those
who like A Capella choir music they are
good records.

Both types of records are available but
judging from my mail this morning, I will
have to re-press some of the jazz sides
again. Incidentally, the album is being sold
at $6.00 while they last — 1 could not re-
place them for this amount, however.

[ have just completed work recording a
beautiful tracker type pipe organ over in
Sandusky, Ohio, but since I have no idea
what the market would be, I am a litde re-
luctant 0 go ahead with the processing.

Audio is not Radio

Needing a 128L7 tube in a hurry, we stopped
in at a radio repair shop in Great Barring-
ton to get one. "Hm. That don’t sound
familiar. That a radio tube?’” “Sure! There
are two of them in the amplifier we're using.’
‘What I thought. Nope. Tisn't a radio
tube.

And that story reminds us of another,
also local, also true. A man with a fine
hi-fi system wanted to add a speaker to
operate in another room. He called the
best service organization in the nearest
large community (population 6o,000). He

Continued on page 8

'WHY WOXR DEPENDS

ON G-E

HIGH FIDELITY EQUIPMENT

Professionals Rate G-E Audio Equip-
ment Unsurpassed For Tone Clarity.
Home Installations Growing Rapidly

WQXR, the radio station of The New
| York Times, backs up its enviable reputa-
tion by using the finest audio equipment
‘ available. Elliott Sanger (above), Execu-
tive Vice-President of the station, reports:

“Our high standard of quality in
record reproduction is maintained
by the General Electric Cartridge
and Diamond ‘Baton’ Stylus.”

‘ In use at no less than 14 different loca-
tions at WQXR, these G-E products help
to bring you the remarkable fidelity of
sound for which this station is famous.

Did you know that you can have G-E
equipment like this in your home phono-
graph or sound system? The cost is rea-
| sonable, the enjoyment almost limitless.
Ask your G-E dealer. Meanwhile, fill out
and mail the coupon for free catalog.

B oo

e 5 ]

kg 4

General Electric Company, Section 5422,
Electronics Park, Syracuse, N. Y,
Phonograph Accessories folder.

NAME . ..

ADDRESS.

B
B
i
g
i

e
B.. .
=¥ G-E 1201 HIGH FIDELITY
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\
%FAMOUS TRIPLE PLAY

CARTRIDGE — (RPX-050) plays
33, 45, 78 rpm records with-
out changing its position in
the arm. Simply depress and
turn red button to change
stylus, which is replaceable.

SPEAKER—Frequency response
of 50 to 13,000 cycles. large
Alnico 5 permanent magnet,
aluminum base voice coil. This
speaker is ideal for high
fidelity applications.

Pleasc send me, without obligation, your new full line

...... ceviirrersiiernn . STATE

“GENERAL @ ELECTRIC-

waanLamericanradiohistorn.com


www.americanradiohistory.com

In the home that is wired for magic

you'll find a

Today, the ether is a treasure house, if you have the key to
unlock it. Great music, better than ever before, with all the ultra-
fidelity of microwave relay from concert stage to radio transmitter

MODEL RJ-20B FM-AM TUNER

® Armstrong FM circuit: 20 db quieting
with 6% microvolts ® Separate r.f. and
if. on both bands ® AFC on FM with
ON/OFF switch ® AM bandwidth selec-
tion, 9 kc. and 4 kc. ® Drift-compensated
® FM audio 15-15.000 cycles *1% db.
® 20 db treble and bass boost ® self-
contained power supply.

MODEL RJ-12C FM-AM TUNER

® Armstrong FM circuit: 20 db quieting
with less than 10 microvolts ® Separate
rf. and if. on both bands ® AFC on FM
with ON/OFF switch @ Drift-compensated
© FM audio 15-15,000 cycles *1% db
® AM audio 20-6600
® Triple-tuned if.

cycles *3 db

— and an increasing wealth
of educational programs, lec-
tures, forum discussions, and
the finest performances of
the legitimate stage.

In the perfect comfort and
convenience of your own liv-
ing room, you can have all
this — with the complete
sense of actual presence
which is the foremost re-
quirement for the feeling of
true participation. If you
have a Browning tuner. And
an amplifier and speaker
with the required extended
frequency response.

MODEL RV-10B FM TUNER

® Armstrong FM circuit: less than 10
microvolts for complete limiting ® AFC
on FM with ON/OFF switch ® 2.stage
cascade limiter ® Tuned r.f. stage @ Drift-
compensated ® High impedance output.

Learn the full specifications for Browning
high-fidelity — write for complete per-
formance curves and data on these
models.

In Canada, oddress:
Measurements Engineering Lid.
Arnprior, Ontario.

BROWNING

Laboratories, |
Winchester,

Mass.,

RE» ENGINEERED

FOR
ENGINEERS
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NOTED WITH INTEREST
Continued from page 7

had the system in operation when the repair
man arrived.  The latter listened atten-
tively, then said, " Gee, sure sounds squeaky,
don’t it? Sure your amplifier is O.K.?"
There followed the process of examining
equipment stored in bookshelves. “Yeah,
that's the trouble. Can't expect to ger
much of anything out of that amplifier.
Tell ya what, I can get a good amplifier
over in Springfield. They’re not awful ex-
pensive; might even get a good second-hand
one for about $35.”" — What was the ampli-
fier in the bookshelves? A McIntosh.
Ah me!

Audio (not radio) Goes to College

To counteract the discouraged gloom en-
gendered by the preceding item, we quickly
bring to your attention the news that New
York University is so aware of the import-
ance of high fidelity that a course of fifteen
weekly sessions will be given on “High
Fidelity Reproduction of Sound . . . Lec-
tures will include discussion of methods and
characteristics, the nature and perception
of sound, requirements of good reproduction,
loudspeakers and loudspeaker baffling . . .
and design of a complete high fidelity
system.” Thanks, NYU, for restoring our
faith in the future.

FM Station List, Revised

In the preceding issue of HIGH-FIDELITY,
we published 2 list of FM stations in the
Country.  Although our information had
been compiled from the most recent data
available from the Federal Communicatons
Commission, there were the customary num-
ber of inaccuracies. We are indebted to our
readers for catching the errors, as reported
in the following letters. We hope other
readers will similarly scrutinize the FM
station list and advise us of changes and
corrections.

I am taking the liberty of calling to your
attention some errors in the list of FM
stations.

In Washington, D. C.:
WASH is no longer in the CP stage. It's
operating quite well.
WQQW-FM is now WGMS-FM. It
also is no longer a CP.
WOL-FM is on 98.7 mc.
WWDC-FM is on 101.1 mc.

In Maryland:
WMCP is now WWIN-FM.
WBCC-FM is now WUST-FM.
WFMD-FM is now on the air.
WOOK-FM is on the air and has changed

to WFAN.

WGAY-FM has gone off the air.
WCBM-FM has gone off the air.

As far as good music programming is
concerned, WGMS has a full-time good
music policy, from 6:30 A. M. to mid-
night. WWIN has good music from 6:00
to 11:00 P. M. and all day Sunday. WCFM
has good music most of its schedule from
sico to 11:00 P M. WASH has good

Continued on page 87
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ca ers’ 1orum
Readers’ |

SIR:

1 enjoyed very much reading HIGH-
FIDELITY and found it quite informative in
dealing with things interesting to those of
us who are building up good high fidelity
equipment. Having formerly been a pro-
fessional musician for about 15 years, I
hnd myself with a champagne ear but, un-
tortunately, only a beer pocketbook. Like
many others, I am trying to build up a good
system over a period of time.

I have found it quite discouraging to
get good fidelity off records despite all of
the special turntables, reluctance cartridges,
diamond stylus pickups, good amplifiers,
and fancy speakers. Nothing that 1 have
heard will compare with good FM radio or
tape recordings at 15 ips.

Since the record companies are now using
tapes for making the original recordings
before pressing records, and there are many
places, like New York City, where full
15,000-cycle FM broadcasts are made daily
with good music such as the Sunday NBC
Symphony, surely somebody must have
available good tape recorded at 15 ins. at 2
reasonable price. If they don’t, looks like
somebody is really passing up a bet to get
in business.

We also understand that all major radio
programs are tape recorded, and possibly
some of the radio broadcast companies
would consider selling good 15,000 cps.
reproductions of the better musical programs

W. H. Adeck
Atlanta, Ga

SiR:

Thank you for your letter of 15th Novem-
ber and also for the specimen copy of your
journal. I have read this with great interest:
certainly there is no parallel magazine here
in England.

You asked for comments and suggestions.
For some time now (a matter of years) I
have been puzzled by the very great engineer-
ing differences between gramophone records
made in yout country and those made in
England, Germany and Czechoslovakia.
There are small diffetences between the
products of the various European firms, too,
but, by and large, they retain a sufficient
degree of similarity to give fairly good

average results without much juggling with |

complicated tone controls and what I be-
lieve you call variable roll-offs.

My own equipment consists of 2 Sugden
single-speed motors (one for 33 ¥ and one
tor 78), an Enock pickup for 78 and a Leak
pickup for 3314 (both with diamond sty-
lus), the latest model Enock amplifier and
the latest model Mordaunt duplex speaker
system. This stuff is all consistently main-
tained at the highest possible standard of
performance and I use it for all my reviews.

[t was substantially modified for LP
about 18 months ago when Decca intro-
duced these on the English market and I
now get fairly good results from the best
33 ¥4 records; quite listenable in fact, but
not really comparable with the finest modern
78's which will provide realism that is barely

Continued on page 11

Theres tape recorc

and theres
\

THERE IS ALWAYS ONE THAT'S BEST!

With a Magnecord Tape Recorder,
you can make fine broadcast-quality
recorcings, quickly and easily. Used
by more engineers than all other pro-
fessior al recorders, this precision in-
strument offers over twice the fidelity
and renge of most other tape record-
ers on the market.

Capable of recording every sound
the normal ear can hear, your Magne-
corder will capture voices and music
with al the life and realism of the
“real -hing"—so ‘crisp'’ and clear
you ca1 recognize every note, every
word, every inflection.

F“MAGNECORDING'

Magneccrders provide a
frequency response that is
flat from 50-15,000 cycles
per secend, = 2db, and
meet the most rigid stond-
ards of the National Asso-
ciation of Broadcasters.
Your assurance of frue high
fidelity.

FOR SCHOOLS
AND: CHURCHES

b

/4

THE CHOICE OF RADIO MEN

Always dependable,
Magnecord Tape Re-
corders can be used for
every recording purpose.
Their flexibility for port-
able, rack, or console use
makes them first choice of
Radio Engineers.

For free catalog write

m@m INC. DEPT. KF.z

360 N. Michigan Ave. Chicago 1, lilinois

Please send free catalog and naome of
Magnecord representative in my area.

Nome__
Address.
City___

State
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VEROATILITY

..

——

Perfect tracking of records and virtual elimina-
tion of tone arm resonances are (mly two
advantages of this versatile, specially-designed
arm — the finest yet developed! It satisfies every
requirement of LP reproduction, permits instant
changing from 78 r.p.m. to LP (micro-groove) or

‘_‘____1.-;-."' Fa
i
— i
e

Newﬁ&dy 108-B Arm for a_ll

records has new suspension
principle . . . for perfect tracking

without tone arm resonances

45 r.p.m., and assures correct stylus pressure
automatically. GE or Pickering magnetic pickup
cartridges are interchangeable and slip into place
quickly and easily. Maintains perfect contact with
bad records, accommodates records up to 16”
in diameter.

106-SP Transcription Arm —

Assures fidelity of tone for every speed record.
Three cartridge slides furnished enable GE 1-mil,
2% or 3-mil, or Pickering cartridges to be slipped
into position instantly, with no tools or solder.
Low verlical inertia, precisely adjustable stylus
pressure.

- Please write for bulletins describing the above equipment.

GRAY RESEARCH

Gray Equalizers —

Used as standard professional equipment by leading
broadcast stations, these specially-designed equal-
izers assure highest tonal quality . . . new record
reproduction from old records . . . constant velocity
frequency response for conventional or LP records.
Uses GE or Pickering cartridges.

President

Division of The GRAY MANUFACTURING COMPANY-~Originators of the Gray Telephone Pay Station and the Gray Audograph

10
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READERS’ FORUM
Continned from page 9

distinguishable from the live performance.
Some slight, but consistent surface “hiss”
is the only telltale.

Now, no matter what I do, 1 cannot get 4 74
equally good results from the records made J
in the U.S.A.; neither on 33 ¥ nor 78 rpm. y /

Admitcedly on LP [ have only had experi- 5 X
ence of one set of American discs — the / 'one
Haydn Society’s set of Idomeneo — and 1 il ! i
have no idea how these four records com- A i - ...from the flashing sunlight
are with your average standard. Certainly - / )
f)hey are not as realistic as the best stuff be- : AN of Mozart to the storm of
ing issued currently here by Decca. Shostakovich

1n the matter of 78's: Toscanini's Truviasa
(there is no other possible description!)
has just been issued by His Master’s Voice,
and 1 can truthfully say 1 have no recollec-
tion of any other release in recent years
that was so poisonously unpleasant to lis-
ten to. The orchestral sound is dead, the
climaxes (both vocal and orchestral) in-
variably distort and most of the time the
singers are too close to the microphone or
sing too loudly or both. Of course, I know
that not all your 78's are as bad as this;
but are there any which sound as good as
the best European examples? If so, can
you mention one or two, and can you tell
me how my machine should be set in order
to get the best result from them?

Now this letter is already too long, but
perhaps you may find in it the germ of an
idea for some sort of clearing of the air
regarding European and American record-

°

= . 2
ing characteristics. Most of us English éo.{ii“gg:w‘w'm
reviewers would like to be able to say a THE FAMOUS
good word for your records when they § BLUE CONE

reach us, but usually they sound horrible
on our machines. Is this our fault or yours,
and if it is ours, what are we to do about it?

Geoffrey Sharp
Editor, Music Review
Takeley, England

SiRr:

This is in answer to your letter in regard
to our Masterwork Record Club.

We had our first meeting of around six
young men on Sept. 29, 1941. Two of the
six, myself and Romain Ruhf, are s.il in
the Club. You might say we are charter
members. The other two members, or lis-
teners, still with us are Wilbert Hordendorf
and Ralph Kroboth. We four are the ones
who have been listening to recorded music
for two hours one night a week for ten

ROYAL EIGHT”

AUDIOPHILES the country over acciaim the clean, brilliont, lite-like
years. ) musical reproduction of the Permoflux Royal Eight”...the 3" Sgeaker

Between the four of us we have some 1,500 omEGrable It 12" 1 Combined with:
records, and have listened to about 7,000 i e e e i w’xﬂ.'\_fhe o e
single 10 and 12-in. 78's, as well as 150 LP Baffle, Model CB-8-M, the Royol Eight” re-creates original programs
with even superior sensitivity and fidelity- "every instrumrent ia full-

recordings, plus eleven 45 rpm. records and 5 3
around 2 hours of tape recordings. ronge tonal balance. Here's Big Speaker Performance in a smali,

Our library is "’afied in taste. One chap easy-to-install frame. at a sensible price. ($22.50 List, less Baffle).
likes the three B's: Bach, Beethoven and : ‘.

Brahms. One of the others has a lot of See your Radio Parts Distributor or ‘write to Permoflux today for
Russian music. Another one has a large full information about the compiete Royal Blue Line of 6” to 15”

list of vocal recordings. As for myself, Speakers and Boffle Combinations. Ask for Permoflux Catalog J 207.
piano and organ are on my list. So you see, it : )
we get a good coverage of music for listen- Sound in Des‘rgn!.,.Sound in Pricel”

ing. Also have a number of Quartet record- i
ings of the C‘{1amber Music variety. PER MDFLUX C 0 R PU RATI UN 4916- AW. GRAND AVE., CHICAGO 39, L.

|
. 236 S. VERDUGO RD.. GLENDALE 5, CAL}F,
Contmued on Pdge 79 I Conadian Licensee—Campbell Mfg. Company, Toronto, Canada

II
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RC-7 Tape &‘lul:ls ort Mechanism

2-920 amplifier

the new PRESTO portable tape recorder™

The new streamlined PT-920 (the designation for the group consisting of the RC-7 mechanism
and the A-920 amplifier) will take the place of the famous PT-900,
one of the most widely used tape recorders in the world.

The tape transport RC-7 has a 3-motor drive which eliminates the
friction take-up clutch and tension adjustments. It also has fast forward and rewind speeds
and instant switching to eliminate danger of tape breakage.

[ = = MAIL THIS COUPON TODAY — — The A-920 amplifier is a compact unit with single microphone

| Presto Recording Corporation input, and a power output of 10 watts. An A/B switch provides
i Department H 9 worp monitoring either from the recording amplifier or directly
partmen

%
|
|
| ] . ) i p
from the tape. Connection with the RC-7 is easily made with onl
I Box 500, Hackensack, N. J. ! P .. . . y . ' .y two
l I plugs. The original A1-900 amplifier, with three microphone input,
1 I s still available, however, for use with the RC-7 if desired.
| Please send me a free copy of your new i
I illustrated folder on Presto Tape : Due to mechanical improvements and streamlining, the
I Recording Equipment. | PT-920 actually costs less than the PT-900. For complete
! : information write direct or contact the PRESTO
D AT pom g g ee e | distributor in your community today!
[ ) “Model PT-920
|
I ADDRESS saem 5% By 2 BEAR 58 Ve ALENTT. - |
I I r
l | RESHI0
CITY o |
; | , RECORDING CORPORATION
i i PARAMUS, NEW JERSEY
" ZONE ..o .. STATE ...... I
| : Export Division: 25 Warren Street, New York 7, N. Y.
b o o e e s e = - Canadian Divislon: ‘Walter P, Downs Lid., Dominion Square Bldg., Montreal
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-~ Design for a

Residence Entertainment Center

ARLY last Spring, we bought an old house in the
country. The house was one of those rambling
affairs which has had innumerable additions. The

original part was at least 100 years old, and the whole
thing looked like a run-down summer hotel from the
outside. However, it provided ample room
for our family of five, as well as for my personal
activities in the fields of amateur radio, photog-
raphy and high fidelity. It also provided a
golden opportunity to make a hi-fi dream come
true, for this was one of those rare occasions
when designing could be done with virtually
no compromise. Even a wife’s natural reaction
to tearing out a perfectly good wall was averted
by a bit of conspiring with our architect, Mr.
Roy Worden. With the wall gone, the speaker
system could be made big —and bigness is a
sine gua nor in high fidelity loudspeaker design
because, at low frequencies, we must deal
with long wave lengths.

Our Requirements

Our requirements of the system were numerous
and stringent: optimum realism, fidelity, and
enjoyment for the whole family. The last
was perhaps the most difficult to meet! Having
a wife who likes classical music, a teen-age
daughter who prefers popular records and TV,
and two younger daughters who love children’s
radio programs and records, I required a <ystem
that would be flexible enough to satisfy all
their tastes, yet simple enough so that any
member of the family could operate it.

Fig. 1. All equipment for residence entertain-
ment center is built into one end of room.
Low frequency speaker horn is 6 ft. wide.

By ALBERT KAHN

Although we are not rabid TV fans, TV has become a
part of home entertainment. Therefore, it had to be care-
fully inregrated into the system. Musical programs pro-
duced with technical excellence such as the Fred Waring
show, must be made to live and breathe with complete

13
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realism so that the viewer (and listener) can almost lose
himself as he would at a live performance of a musical
comedy.

As Howard Souther, the Manager of our Speaker Divi-
sion, comes from the motion picture industry, this was
definitely his assignment. He took over the design of
the high fidelity system as soon as the deed to the house
was delivered. Fortunately, since we were involved in
a lot of remodeling, his recommendation that we knock
out a wall and build a structure attached to the house
for the speaker didn’t adversely affect my marital rela-
tions to any great extent!

Fig. 2. Three drawers, underneath the television screen,
house record changer, FM-AM tuner, tape recorder, an-
tenna and amplifier controls, and transcription turntable.

The room in which our system was to be installed was
right off the living room and is now used for general play
activities. The floor is asphalt tile — for shuffleboard,
dancing and children’s parties.  Acoustically it is live,
but not too live. As the room is done in light woodwork,
blonde framing and light grille cloth were selected for
the system, Fig. 1.

When a few of us sat around a drawing board, planning
the system, we found that all the components were of
the type that were readily available from distributors of
high fidelity equipment. This assured simplicity of opera-
tion and installation, moderate cost and ready availa-
bility. Nothing would be gained by going to a labora-
tory-type installation.

We finally decided on a 24-in. TV screen. It since
has proved a wise choice, when a large group 1s viewing
a fight, for example. For smaller groups, a 20-in. screen
would certainly be very adequate. The center of the
screen is 4 ft. from the floor, so the viewer, from a sitting
position, looks up slightly. The sound emanates from
around the screen with the super-tweeters at the mouth-
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level of performers, giving an almost perfect illusion.

An AM-FM tuner was incorporated in one of the sliding
drawers, Fig. 2, and has been a popular source of enter-
tainment for the whole family. Strangely enough, we
have had an FM receiver for years but, without genuine
high fidelity, it was rarely used.

A rtape recorder, operatable at 15 ips., was mounted
to the rear of the center drawer. This enables me to use
tapes dubbed from fine originals which T am now collect-
ing. In addition, I have splendid recordings made from
live FM programs. We also use the recorder frequently
to check the musical progress of our youngsters and to
let them hear their mistakes, in the manner of a football
coach who uses movies of last week's game for the same
purpose.

Most amplifiers, today. are good and there were a
number which we could have selected. We felt that it
was desirable to have good compensation for the specific
characteristics of different makes of records and for differ-
ent functions of the system. Several amplifiers have these
features, all selling for about $200.

Under normal conditions, modern record changers are
excellent from the standpoint of wow and rumble. How-
ever, with a system capable of reproducing efficiently in
the realm of 30 cycles and below, a transcription turn-
table becomes a necessity to gain the full effect of clean
bass, unmodulated by rumble.  Accordingly, both a
changer and a transcription turntable were built in and
both are in regular use. The children pile up the changer
with popular records, attenuate the bass and they're off.
For serious listening, my wife and T usually use the trans-
cription table with the bass control in its normal position.

Our geographical location — go miles from Chicago —
brings us into a moderate fringe FM and TV area. The
antenna shown in Fig. 3 is one that happens to be in use
at the moment, although a double "V has also proved
to be excellent.

An Electro-Voice TENNA-Top booster feeds an E-V
model 3100 Distribution System. This, in turn, feeds
the 24-in. TV set, the FM-AM receiver and a small-screen
TV and FM-AM set in my wife's sewing room.

Planning the Speaker Installation

A survey of the speaker system location revealed a pos-
sible 74 ins. of width, so ins. of height, and any reason-
able depth up to the end of our lot. A depth of 4 ft., how-
ever, would allow some of the theoretically ideal dimen-
sions to be incorporated into the design. These are some
of the factors considered:

The normal healthy ear can hear 10 octaves. The first
three bass octaves have frequencies from 16 to 128 cycles
and are the most difficult ones to handle. This is be-
cause the reproduction of these frequencies requires the
compression and rarefaction of large volumes of air. For
instance, the wave length of second-octave frequencies
averages 25 ft., and a horn to reproduce this should be,
theoretically, 6 ft. across the mouth, or one-quarter of
the wave length. To hear the firg octave properly, the
mouth size of the horn must be doubled, or 12 ft. across.

winny amaoricanradiahictary com
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Even with all our space, these dimensions just weren't
possible. Howard Souther, Lou Hoodwin, the creator of
the Hoodwin Horn, and Al Wiggins, the E-V Vice-Presi-
dent in charge of engineering,
developed a design which does -
reproduce the first octave in its
entirety. The room is long and
narrow - 12 by 30 ft. —and by
installing the speaker horn across
part of the 12-ft. dimension, the
room becomes an extension of
the horn. The beginning, or
throat, of the horn is directly
behind the television chassis,
Fig. 4. Two Electro-Voice 18
WK 18-in. units are used as
drivers.  To save space, the
horn then begins to fold on itself
until it reaches the face of the
wall. At this point the mouth
of the horn is approximately
3% ft. across. This means that
the horn, in free space, will re- :
produce only to the beginning e
of the third octave.

But — we said that the horn
is designed as an extension of

Fig. 3. High anten-
na and TV booster
make 9o-mile recep-

one end of the room. The room ] .
tion possible.

is of such size as to act as the
mouth of the speaker, albeit
with some discontinuity at the point of junction. Thus the
dimensions and volume of air are correct for the propaga-
tion of extreme low frequency sounds.

The discontinuity at the junction of the room and
horn lowers the efficiency of the system unless steps are
taken to counteract this mismatch. This is accomplished
through utilization of a principle first propounded by
Paul Klipsch, of corner horn fame. The cavity back of
the cones of the two woofers is sealed tightly. It is of
such proportions that the weight of the enclosed air,
coupled with the resilience of the cones, approximately
matches the weight and elasticity of the air far out in

Fig. 4. For this photograph, the double throar of the
low frequency horn has been especially illuminated to
show its construction, and the grille covering removed.
The woofer horn is driven by two 18-in. speakers. Mid-
dle frequencies are carried by the multi-cell horn im-
mediately above the television screen. Two small tweet-
ers add brilliance to the overall sound by extending

the range of reproduced frequencies up to the lmit of

human hearing.

front of the speaker proper. This means that we have what
the engineers call a broadly resonant system for the first
two octaves. The air compression and rarefaction is aug-
mented in the room horn, and the lowest bass notes are
brought up to normal, ear-pleasing intensity.

Low frequency drivers work in the first five octaves
very well. The bass frequencies, because of their longer
wave length, tend to flow around objects and are non-
directional. The mid-range frequencies are assigned to
an E-V Model T-40 driver, coupled to a horn composed
of ten cells, each pointing to a different section of the
room. Thus, the mid-range response also is properly dis-
persed throughout the listening area. This E-V horn cluster
is mounted over the screen and as close as possible to
it, to give the illusion of the voices coming directly from
the TV screen. This effect is more important, because
otherwise the aural-visual discontinuity would be dis-
turbing. Two small Electro-Voice T-10 very-high-fre-
quency drivers are mounted approximately two-thirds
screen height, just on a line with the mouth of the artist
in a closeup. These units are specially designed to operate
in the two upper octaves, and fill in the audible illusion
of presence and realism.

Conclusion

Paul Klipsch dropped in just at the time the system was
finished, ready for installation. He listened to one of
our widest range tapes and said thoughtfully, "My only
criticism is that it is over-engineered.” This, from Paul
Klipsch, is high praise.

The Residence Entertainment Center has turned out
to be a completely satisfying thing to own. Apart from
pride in having a system that reproduces splendidly, it
has given the family a great deal of pleasure and, I think,
contributed to their cultural improvement.

15
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For the professional touch—

[-dit your Tapes

By ERNEST B. SCHOEDSACK

If you have tape recording equipment, you are missing half the fun if you don't edit

your tapes. Editing can be a simple process of repairing a break or hitching two re-

cordings together or, once the elementary mechanics are mastered, it can be a highly

refined art with almost unlimited possibilities. This article describes an arrangement

of equipment and a method of editing which simplifies and speeds the mechanical

operations of cutting and splicing, and it gives suggestions on the art of tape editing.

The author is particularly able to give practical suggestions because he has directed

and produced many well-known films, including King Kong and, more recently, Mighty

Joe Young. No one knows better the value of editing than a motion picture director!

MPLE information is available to the tape record-
ing enthusiast to help him select his machine and
make recordings which are technically excellent.

While such information is most valuable, it neglects the
more liberal and equally fascinating art of transforming
these recordings into finished products, ready for the
permanent library. This is the art of tape editing: the
process of selecting, eliminating, supplementing and ar-
ranging recorded material so as to improve its content,
continuity and pace.

Skill in the art of editing tape is best gained by ex-
perience, but there is also a technique of editing which
has to do with the mechanics of the process. This article
is for those who would like to begin a study of the art
and need guidance in the mechanical process. It is not

16

for those who regard the tape, just as it comes from the
machine, as the finished product and a splice as some-
thing to be used only if the tape breaks.

Most people have had all too much experience with
looking at long, tiresome reels of 16-mm. amateur film
which, had they been cut, titled, and rearranged - that
is, edited —— might have been entertaining instead of bor-
ing. Like the motion picture film, almost any tape re-
cording of speech, as well as many recordings of music,
can be improved by judicious editing. “‘Half as long and
twice as good” is often as true of tape as of film, for
shortening or eliminating overlength or unnecessary ma-
terial is of equal benefit to both. In any creative medium,
a reluctance to discard any part for the improvement
of the whole is the mark of the amateur.

www.americanradiohistorv.com
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While there are many similiarities between
the editing of tape and film, there is one
major difference. The producer of home re-
cordings lacks the excuse of the amateur
movie maker for not editing his product:
compared to film, the cost of tape is insig-
nificant. There is little waste, for the dis-
carded material can be spliced and reused;
supplementary commentary, sound effects
and music are not difficult to make and
there is no waiting for processing to know
their results.

It may be desirable to add spoken cata-
logue data to musical records, very much
as titles are added to film travelogues. Or,
a person with sufficient musical discrimina-
tion can condense overlength music record-
ings. Ofr, since tape can make an actor of
anyone, a lot of fun —and very valuable
experience — can be had by producing
written or spontaneous plays or skits. In
the last case, it is only necessary to record
and play back each line separately, as many
times as necessary to perfect the reading.
Then the line or scene is broken out of the
reel and identified, ready to be assembled in its proper
sequence. Timing of dialogue can be bettered by shorten-
ing or lengthening spacing, and unwanted breathing sounds,
phrases, and sometimes even single words can be snipped
out. Of course, proficiency in speech editing requires
practice, for too close cutting will cause the loss of the

overhanging terminal vibrations of certain sounds.

The opportunities for comedy are always most tempting.
Sequences built up around ad libs and chance remarks,
substitute voices cut into recordings of radio programs
or commercials, imaginary conversations constructed by
intercutting lines picked up at different times — all chese
make for comedy. Furthermore, they can be embellished
with commentary, music and sound effects. The oppor-
tunities are a challenge to creative ability, and are limited
only by imagination, ingenuity and resourcefulness.

Fig. 2. Splicing block is located between two film rewinds

oA %%« PRSI t “%&é\ﬁ 4 i ¥ f Y w: Eos SO

Fig. 1. Careful layout of equipment in remodeled desk facilitates tape editing

The Mechanics of Tape Editing

To facilitate editing, a good working layour is neces-
sary.  Basic equipment should include a cutting and
splicing board, and a tape playback mechanism so that
the tape can be listened to as many times as necessary
to locate the exact spot where the cut or splice is to be
made. Certain other gadgets, described subsequently, will
facilitate the job and make it less laborious.

The editing table shown in Fig. 1 was made from an
old kneehole desk. A hole cut in the top allows the re-
corder’ to use the space formerly occupied by the upper
drawer. The front is left open for the speaker. Ventila-
tion holes are provided in the bottom and sides of the
recorder pit. The recorder is protected by rubber cush-
ions on sides and bottom and, since it is not screwed
or bolted in place, ic can be lifted out whenever desirable,

To the left of the tape recorder are a pair of rewinds
for 16-mm. film, such as are familiar to every home movie
fan. They are available from retail photographic stores
in a variety of styles and prices. They are as essential
to editing of tape as they are to the handling of film.
With them, tape can be wound back and forth from one
reel to another, at a high rate of speed. Also, as the sepa-
rate cuttings of tape are assembled in ctheir correct se-
quence, they can be wound onto the final take-up reel,

Splicing with scissors is clumsy and inaccurate, and
the splicing block, Fig. 2, is the editor’'s most important
tool. It is fastened in the center of the table between
the two film rewinds, which hold the tape assembly reels.
Splicing blocks are inexpensive and may be purchased
from the larger radio jobbers and from some of the photo-
graphic supply houses which carry tape recording equip-

IIn this case, a Pentron was chosen for its compactness and ease of manipu-
lation.
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ment.? A time saver is a guide, made from two pieces of
angle dural or purchased as part of the block, which
directs the razor blade into the angled cutting slot.

A rack for spare reels, a razor blade holder, and a Scotch
tape dispenser are located in the handy positions shown
in Fig. 3.

For very exact work there should be some provision
for accurately spotting or marking the point at which
the cut is to be made. The method used will vary with
the design of the recorder. If the playback head is ex-
posed, the cut-point is easily located and marked. In
the case of the Pentron, and with many other makes
which have protective shields over the pole pieces of
recording and playback heads, it is not possible to mark
the exact spot where the tape is to be cut. Instead, the
tape is stopped and a2 mark made at a known distance from
the exact spot. Most often, the mark is made at the edge
of the slot in the recording-playback head through which
the tape passes.

In this connection it should be brought out that the
spot to be cut is located as closely as possible by play-
ing the tape at normal operating speed. The exact loca-
tion is found by feeding the tape through by hand. When
tape is pulled past the playback head slowly, the words
on the tape become unintelligible but the moment of
silence between two words can be found — and that is
the spot where the cut should be made.

With musical selections the moment of silence may be
harder to recognize, because the sound of the instruments
is so greatly changed by the slow speed with which the
tape is moved. Nevertheless, that fraction of second
of silence is the proper place to make a cut. Otherwise,
the sound (or word, for that matter) will be chopped
off in a very unpleasant and unprofessional fashion.

Therefore. with machines which do not have removable
shields, it is desirable to have some means of measur-

2Strange as it may seem. photographic equipment dealers are often well stocked
with tape recorders and accessories. This situation has grown out of the interest
in recording on the part of amateur motion picture hobpylsts who have wanted
sound with their films. Now that tape recording is becoming a hobby per se, radio
dealers are stocking equipment and supplies for the home enthusiast. — Editor.
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Fig. 3. Here is all the equipment neces-
sary for tape editing: two film rewinds,
a splicing block, and a tape recorder.
Note reel storage rack at the extreme
left, and the laundry clips at the right
edge to hold the cuttings of tape.

ing to, rather than guessing at, the exact cutting spot.
For this purpose, a small wooden block should be at-
tached to the left hand side of the splicer at a distance
from the cutting slot corresponding to the measurement
from the playback head to the left edge of the protec-
tive shield. In practice, the tape is jockeyed back and
forth in the recorder until the point at which it is to be
cut has just passed the playback head. The tape is then
marked with grease pencil or paper clip at the left, or
takeup side of the shield, and removed to the splicer.
With the mark on the marking block, the point to be
cut will be exactly on the cutting slot. A faster, if per-
haps slightly less accurate method is to grasp it between
the thumb and forefinger of the left hand at the edge of
the shield, and transfer it to the splicer, holding it against
the measuring block, using the fingers as a marker until
the tape is locked onto the splicer. As a precaution against
cutting too close it is sometimes advisable to cut the tail
end of the selected piece of tape a little too long on
the first cut, and then to Continued on page 81

Fig. 4. Easily-built storage case holds 16 to 20 7-in. reels.
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This typical high fidelity amplifier bas five controls. This article explains how they work and what they accomplish.

and the amplitier

O THE astonishment of some, and to the delight of
T many, high fidelity reproduction of music is grow-
ing up. In more ways than one, this IS a minor
miracle. For one thing, what was formerly a hobby re-
quiring extensive technical knowledge has become popu-
larized and simplified to the point where, as in photography,
it can now be said, ““You push the button, and the equip-
ment will do the rest.” For another thing, high fidelity
unites quite dissimilar fields: the art of musical expression
and the science of audio reproduction.

In such a combination, it is hardly surprising that the
technical should falter occasionally. Indeed, the coming-
of-age of high fidelity has seen its share of fad and fancy.
In days when high fidelity systems were constructed and
listened to chiefly by technical hobbyists, that was hardly
serious. In fact, it provided a fascinating subject for dis-
pute — long, loud and sometimes bitter.

But high fidelity is growing up. Technical hobby-
isteria has little place in the present scheme of things,
particularly since the non-technical music lover has dis-

Controls

By VICTOR H. POMPER

covered high fidelity and made it his own. The spreading
desire for more music, and better reproduced music, has
fostered the growth of an entire new industry with its
own critics, its own authors of books and articles, and
HiGH-FIDELITY, its own magazine. No longer is the
average hi-fi system a product of the tinkerer's work-
shop. Rather, it is the result of modern industrial re-
search, production, and merchandising.

Yet, the non-technical still have a difficult time plan-
ning hi-fi installations. Where shall they begin? What
components shall they buy? Of course, help is avail-
able, but whom to believe? Friend? ~ Manufacturer?
Dealer? Writer? Critic? Each has his opinion and each
and every one is likely to be different. For the layman
the problem is to bring some kind of order from this
unintentional chaos. The answer, we believe, is the ap-
plication of a scientific method of thinking — which is
merely a method of organizing data to separate fact
from fancy, and then of interpreting the facts correctly.
For example: First, exactly what is the problem, what
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are we trying to do? Second, what have we available with
which to accomplish our purpose?  Third, with what
we have available, how can we best accomplish this aim?
Let's see how this applies to high fidelity.

Just what is the purpose of high fidelity anyway? As
we see it, the purpose is first, last, and foremost to pro-
vide the greatest enjoyment of reproduced music in the
home. The hypothesis is that the more closely the re-
produced music approximates the original, the greater
will be the enjoyment.

Now, what have we available to achieve such perform-
ance? The equipment is myriad: we have records, record
changers, pickups, recording equipment, tuners, ampli-
fiers and loudspeakers.

The final and most important question is: With these
components, how can we best achieve listening enjoy-
ment through music reproduction which approaches
live concert quality?

Fidelity is Not Enough

To approximate an actual concert performance, our elec-
tro-mechanical and acoustical system must, first, repro-
duce the music almost exactly as it is played and without
introducing extraneous elements. That is to say, our
system should reproduce all the musical notes with enough
power and with virtually no hum, distortion, record
scratch, or turntable rumble. But, since what we put
into our system is the electro-mechanical equivalent of
the original music, our reproducing system must be
sufficiently versatile to compensate for defects in the pro-
cesses of pickup, recording, and reproduction. In the
case of records, the recording characteristics are not stand-
ardized. Surface conditions of these records vary. The
loudspeakers used, the acoustical conditions of the listen-
ing room, individual preferences, all differ widely. Wide
range, undistorted, full-powered music reproduction is not
enough. Control is necessary, and compensation for faults
is highly desirable.

Fidelity is a function of each and every component in
the system.! From the standpoint of fidelity alone, the
old saw holds that a chain is but as strong as its weakest
link. This does not, however, apply with respect to con-
trol and compensation for, in the chain of reproduc-
tion, from record to human ear, the music signals pass
through but one unit which has the inherent flexibility
to allow complete control. This unit is the amplifier,®
with its versatile and readily controllable electrical circuits.

C. G. Burke, noted authority and critic, writing in the
Saturday Review of Literature, has this to say: “The most
critical phonophiles now realize that the aspect of an
amplifier which elevates it to superiority over other am-
plifiers of the same basic high quality is the flexibility of

1To avod confusion, let’s define the terms we shall be using in this article.
By high fidelity we mean life-like music reproduction. Rjghtly or wrongly
in amplifiers, the word fidelity alone has come to mean wide frequency res-
ponse, high power, low distortion, and low hum. In this article at least we use
compensation to mean only correction of such defects as result from the me-
chanics of the recording and reproducing processes, By control, we mean
manual adjustment to meet various conditions encountecred in high fidelity
music reproduction such as different recording characteristics, personal prefer-
ences, room acoustics, etc.

2The term amplifier is used here in its broad sense, to include preamplification
required by magnetic pickups. — Editor.
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its controls, operating the system to compensate for a mul-
titude of input characteristics. Of course, this should
not be necessary, but it is. Thus we must pay very close
attention to the equalizing system of an amplifier, the
front end, if we wish to play all of our different types of
records with approximately equal success.”

If this be so, and if the amplifier is the only common
unit with inherent control flexibility, we can ask our-
selves question No. 1, that is, “What sort of control is
necessary?”’.

For the phonophile, record compensation may well be
ptimary. Records of various manufacture are made with
different recording characteristics. That is, the shape of
their frequency response curve varies widely.* Worse
yet, the manufacturer’s standard curve may be changed
by the recording engineer.

Entirely aside from the recording characteristic, there
is the individual human ear, indeed a peculiar and non-
scientific device, which differs with each individual. Add
individual preferences to this and the problem is still
more complicated. But this is only the beginning. The
listener does not necessatily enjoy the music as it comes
out of the loudspeaker; he enjoys it as it reaches his ear.
Its character is altered by the room acoustics. Further,
some records have an undue amount of surface noise.
This occurs, unfortunately,- with LP’s as well as with the
older shellac records. Once again, we can compensate
for such extraneous and disturbing elements.

The best way to discuss control and fidelity is to
examine critically the points in question as they apply
to amplifiers with which the author is most familiar. These
are the H. H. Scott 210-B DYNAURAL amplifier and the
Type 214-A REMOTE CONTROL amplifier. From the stand-
point of fidelity (which term we are using to cover range,
freedom from distortion and hum, high power, and re-
lated features) the two amplifiers are identical. The 210-B
is intended for the connoisseurs of the finest in custom-
built, high fidelity installations. The 214-A is slanted
toward the music lover who wants the best in music with
perthaps greater simplicity of installation and operation,
while maintaining both fidelity and adequate control.

Control features common to both amplifiers are the
three-channel, continuously adjustable treble and bass
controls, and an automatic loudness control which op-
erates on the highs as well as the lows. The 210-B further
features a built-in dynamic noise suppressor and a record
distortion filter or range switch. The 214-A contains an
extremely versatile record compensator switch which facili-
tates adjustment for the recording characteristics of almost
any record, both LP and standard.

Tone Controls

The tone controls are the main steering gear in the high
fidelity installation. Yet their importance is not always
recognized fully, since the real value of good tone con-
trols can be appreciated only after using inadequate ones.
Four types of tone controls are in major use today. The

3See HIGH-FIDELITY, Vol. 1, No. 3, page 31.
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first is a simple arrangement of two inexpensive compon-
ents: the single RC network. The effect it produces is
shown in Fig. 1. In this type of control, a bass boost
circuit operates actually as a treble attenuator circuit, and
vice versa. This control, though inadequate, is widely used.

Another type of RC network, somewhat better, is the
bucking control in which the responses of two circuits
are mutually opposed.  Exact opposition between two
bucking circuits is difficult to obtain, and irregularities
may appear in what should be a flat response curve. Typi-
cal response obtained with the bucking-type control in
its flat position is shown in Fig. 2.

A third type of RC control is the so-called step control
in which the control range is wide, the control settings
are exact because fixed instead of variable resistors are
used, but there are not enough control settings. Only
as many degrees of adjustment are possible as there are
switch steps on the control.

5000

10,000

The fourth type of tone control, as built into the
amplifiers under discussion, is relatively expensive to
make but offers wide control range with continuous, pre-
cise adjustment of both treble and bass. Response curves
are shown in Fig. 3. Each tone control consists of three
separate circuits: a boost circuit, a flat-response circuit
and an attenuation circuit. By means of a mixer control,
the responses of these three circuits can be blended smooth-
ly for any desired response.

Incidentally, by means of tone controls such as these,
the complexity and number of controls can be reduced.
By adjusting tone contro] settings, it is possible to com-
pensate for the recording characteristics of any record.

In addition, such controls facilitate adjustment for a
wide variety of peculiarities in recording characreristics,
for variations in acoustics, for individual listening pre-
ferences, and for defects in the response of associated
equipment such as speakers and pickups.
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Automatic Loudness Control

The human ear is indeed a wondrous device. It responds
to an enormous range, from the merest whisper to sound
millions of times louder. However, the ear is relatively
insensitive to treble and bass frequencies at low volume
and is increasingly sensitive to the lows and highs as
volume level increases. This can be seen by referring
to Fig. 4. The heavy black line is the threshold of audi-
bility curve. Any point below the line represents a sound
inaudible to the human ear. From the shape of the curve
it can be seen that, to be audible, the sound must be
louder at the high and low frequencies than at medium
frequencies.

-C:}-;?iNow let us again refer to the purpose of high fidelity,
namely enjoyment by the listener. Why do so many
high fidelity listeners turn up the sound output of their
installations uatil their long-suffering wives are forced in-
to the kitchen? Possibly for this reason alone, but it is
more likely that were they to play their music at lower
volumes, the fidelity would appear to be lost through
insensitivity of the ears to treble and bass notes. Ergo,
they turn up the volume to hear full-range music.

Once again, here is where compensation can add to
listening enjoyment. Soft listening levels are desirable
in the home. The full sound output of a symphony or-
chestra could hardly be tolerated in a living room. Now
since the ear tends to lose the very high frequencies and
the very low frequencies, why not automatically adjust
response so that these frequencies are accentuated as the
volume control is turned down? The treble and bass can
be pushed up above the threshold of audibility curve so
as not to be lost to the ear. This is exactly the function
performed by automatic loudness control. As the volume

Fig. 4. One of the most fundamental aspects of buman bearing is
the phenomenon shown in chart form below. This “threshold of
audibility” curve indicates the lowest intensity of sound, at different
frequencies, which can be heard by the average person. The
scale at the left, in decibels, indicates the intensity as referred
to the “‘softest” sound which can be heard. The sound of a train
roaring through a tunnel would bhave an intensity of about 8o deci-
bels on this scale; the “‘silence” in an acoustically treated broad-
casting studio wonld average less than 30 decibels.
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is turned down, treble and bass are emphasized propor-
tionately more and more in order that they remain audible
at these low levels. While a simple volume control is
considerably less expensive to use in an amplifier, increased
listening enjoyment is contributed by the provision of
an automatic loudness control.

The Dynamic Noise Suppressor

At an actual concert, certain extraneous distractions exist
which have a disturbing effect on the listener. Particularly
noticeable are such noises as the rustling of programs
and coughing. One distraction not existing at the concert
is sustained high frequency hiss, such as caused by the
pickup stylus moving in the grooves of the record. Such
record scratch and hiss, together with turntable rumble,
can be decidedly disturbing, particularly since these ob-
trusive mechanical sounds are most noticeable and an-
noying when the music is soft. For many years, record
scratch was so annoying as to prevent further extension
of the high frequency range in recording and record re-
production. The answer to the problem for a long time
was to limit frequency response, and thus cut out this
source of annoyance. Of course, all the musical notes
in these ranges were also cut off and high fdelity, as we
know it today, did not exist.

Two developments changed this situation.  First was
the development by H. H. Scott of the dynamic noise
suppressor. Second was the introduction of long-playing
records which, for the most part, are considerably quieter
than the old shellac records. The new plastic records
are very quiet and the usefulness of a noise suppressor
may well be questioned. For many records a noise sup-
pressor is not needed.

Unfortunately, all long playing records are not as noise-
free as might be expected. First of all, many brand new
pressings contain an appreciable amount of surface noise.
Second, many of them seem to be subject to a characteris-
tic hiss, a disturbing high-frequency noise which sounds
like escaping steam. Third, the new plastic material is
appreciably softer than shellac composition.  Conse-
quently, with wear, use, and abuse, records can become
quite noisy. Last, but not least, one big advantage of
long playing records is their ability to encompass an ex-
tended frequency range. This means that more high
frequency notes and more low frequency notes are actual-
ly recorded on the records. Unfortunately, record scratch
and hiss become more pronounced as the reproduction
of the higher frequencies is extended, and turntable rumble
becomes more pronounced as the reproduction of the
lower frequencies is extended. Consequently, what noise
there may be on an extended-range recording can be
much more annoying than the same amount of noise on
a shellac record with its more limited frequency range.

The noise suppressor has always evoked a considerable
degree of interest and some slight amazement. Somehow,
the fact that electronic circuits can suppress the annoying
noises while permitting free passage of the musical notes
seems sheer legerdemain.  Actually, the electrical cir-
cuits utilize the hearing characteristics diagrammed in
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Fig. 4. Two typical conditions have been added in
Fig. 5: loud music, shown by the top line, and soft music,
represented by the bottom line. The black line is the
Fletcher-Munson threshold-of-audibility curve.

Suppose now that a soft passage occurs in the music.
The upper curve is displaced downward in intensity until it
occupies the position of the lower curve. The new curve in-
tersects the threshold of audibility and the ear can now
hear only the frequencies lying inside the “audible’ area
under the soft music curve.

However, although the loudness of the music has
dropped, record hiss and turntable rumble contimue with
the same intensity. But most of the scratch exists
above 5,000 cycles, and most of the turntable rumble
exists below 100 cycles. If, when the music is soft, the
frequency response is limited to that range which can be
heard, that is the “audible” section of the soft music
curve, most of the high frequency hiss and most of the
low frequency rumble will be cut off, without losing any
musical notes to which the ear responds.

On the other hand, at the high loudness levels, the
music itself is considerably louder than the noise and
therefore drowns out the noise.

What the noise suppressor does is to vary the frequency
response range of the amplifier so that it corresponds
closely to that actually audible to the human ear. The
noise suppressor opens the range when the music is loud
and restricts it when the music is soft.

At first glance, the noise suppressor and the Joudness
control might seem to be working against each other.
This is not the case, because each operates independently
of the other. The loudness control establishes the over-
all volume level throughout the frequency range of the
amplifier, and it is static. That is, the degree of bass and
treble compensation it provides is fixed for any given
setting.

Contrariwise, the noise suppressor is dynamic (hence
its name) and the frequency range which is passed by
its so-called gate circuits varies with the dynamics of
the music.

Record Distortion Filter

The record distortion filter, or range switch, serves an-
other useful function in promoting listener enjoyment.
Records may contain appreciable distortion in the extreme
high frequency range. In some cases, this distortion exists
in ranges concurrent with the higher musical notes. In
other cases, audible harmonic distortion is produnced at
frequencies actually higher than that of the recorded music.
The range switch, or record distortion filter, is a means
for limiting the amplifier response at the high-frequency end.

By means of the range switch on the 210-B, the over-
all system response can be so adjusted that distortion
and hash above the acrual range of recorded music can
be limited sharply. Some indication of its utility can be
gained by noting the recommendation that the distortion
filter be set for wide-range response only with the very
newest and best recordings. For average use, the most
enjoyable performance can be achieved by an intermedi-
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ate setting at which the upper frequency response is
limited slightly.

The Remote Control

The 210-B amplifier is an extremely compact, single
chassis unit meant for mounting on a book shelf or in
some similar convenient position. In some cases, a two-
chassis amplifier such as the 214-A is helpful. With such

8

60

LCUD MUSIC

~

AUDIBLE /
SOF T MUSIC /
\ /

INAUDIBLE \ﬁl
L=l v \
20 50 100 500 1000 5000 10,000 20,000
FREQUENCY OF SOUND IN CYCLES

40

20

e S~

INTESITY O LOUDHEDS CF SOUND IN DECIBELS

10

Fig. 5. This is the same chart, basically, as in Fig. 4,"but super-
imposed on it are two lines representing the intensity of average
symphonic music at various frequencies. 1t can be said that the
““soft music’’ line represents the sound which comes through the
loudpseaker when the volume control on the amplifier is turned
down to a low level. When the volume control is turned up, the
range of frequencies falling in the “aundible” section of the chart
expands, as shown by the upper line.

an amplifier, the heavy heat-generating power amplifier
can be mounted entirely out of sight in any convenient
(but well ventilated) place. The actual operation and
control of the system is accomplished by the remote con-
trol unit, or front end.

The 214-A is designed for the music lover who wishes
finest quality music reproduction but is willing to sacri-
fice a built-in dynamic noise suppressor and a record
distortion filter for slightly greater ease of installation
and operation, and who wants a record compensator and
selector switch. This switch permits instant change from
phono, tuner, TV or other input. In addition, compen-
sation for virtually any recording characteristic is readily
possible. The record compensation portion includes five
separate equalization positions for 78 rpm. records and
also three equalization positions for long playing records.
Although recording characteristics may vary from the
manufacturer’s published characteristic curves for a num-
ber of reasons, the record compensator switch gives a
quick and simple means for rough equalization on both
bass turnover and treble roll-off. Fine adjustments, if de-
sired, can be made by means of the tone controls included
on the 214-A.
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Frequency Response

Much has been made in amplifier specifications of fre-
quency response ranges far exceeding the limits of human
hearing. It would appear that the greater the frequency
response, the greater the inherent quality of the ampli-
fier, even though most humans cannot hear over 18,000
cycles. In the author’s opinion, excessive frequency res-
ponse may be a disadvantage from the listening stand-
point. If the frequency range extends well above the
upper limit of hearing, the system is subject to ultrasonic
oscillation, which occurs above the audible range. How-
ever, through intermodulation effects, it may introduce
serious distortion and noise in the audible region. To
avoid this form of distortion, high frequency response
should be limited to the audible range or, as pointed out
earlier, to even less than the audible range.

Excessive low frequency response can be equally seri-
ous. With such response, eccentricity in the turntable or
in the location of the record hole can generate appreciable
sub-audible signals. These are similar to turntable rumble,
or wow, but are below the range of hearing. Such signals
can overload the amplifier, with resulting distortion. Fur-
ther, the existence of appreciable sub-audible signals can
raise the overall signal level in the amplifier to a point
where sudden transients or bursts of loud sound will
again overload or block the amplifier.

Distortion

Naturally enough, the reproduced music should be as
close as possible to the music actually played. Unless
this be so, the music is distorted. The most popular
method of rating distortion is by so-called harmonic dis-
tortion. Harmonic distortion is akin to the natural music
itself, which consists of fundamental notes and their
harmonics. By addition of extra harmonics, generated
within the reproducing system, the music character is changed
slightly but the effect is barely noticeable below certain
relatively high levels of distortion.

In terms of the effect of distortion on listening enjoy-
ment, the important type of distortion to consider is
what is known as first-order difference-tone intermodula-
tion distortcion.  Although largely ignored by many as
an indication of amplifier performance, this type of dis-
tortion measurement is most closely akin to the human
ear in that it measures the distortion found to be most
annoying. This distortion causes growling, discordant
noises, and high frequency hash due to overloading.

Reduction of AC Hum

In any alternating current equipment, magnetic and elec-
trostatic fields exist which generate 6o-cycle alternating
current hum which is decidedly undesirable and annoy-
ing. Complete elimination of such hum is very difficult
indeed. In high fidelity systems, hum pickup is most
serious in the preamplifier circuits where the very low
level of the signal is not much above faint hum volrages.
For this reason, direct current in the filaments of the low-
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level stages in the amplifier is a decided advantage. By
such means, and by very careful design and development,
hum pickup in the amplifier can be reduced far below
the level of audibility.

Power Output

For normal listening levels, approximately two watts of
power output is more than ample. Why then are higher
power outputs considered essential? The answer is that,
in symphonic music particularly, sudden bursts of peak
power occur, such as the clash of cymbals, a sudden roll
of drums, and similar sounds. If the installation has in-
sufficient power to meet these conditions, the equipment
will overload and serious distortion will result during
sudden, loud, high-power peaks.

Since two watts or less represent the average home
listening level, 20 watts power output from the ampli-
Less than 20
watts is inadequate because distortion is generated each
time the amplifier overloads on the high power peaks.
However, since two watts output is about the maximum

fier is necessary for really good results.

average level for home use, more than twenty watts power
handling capacity in the amplifier is unnecessary unless
the amplifier is to be used in large halls or at very high
volume levels.

Fletcher has shown that the maximum sound levels
over the frequency range of symphonic music differ con-
siderably. This maximum power has a peak at approxi-
mately 200 to 300 cycles, and from this peak it slopes
off irregularly toward both the low and high frequency
portions of the frequency spectrum. Therefore, an ampli-
fier with sufficient power output to handle peaks between
200 and 300 cycles will have more than adequate power
available at other frequencies.

Control and Compensation

It has been indicated that for maximum enjoyment of re-
produced music good quality of reproduction is necessary,
control of this reproduction is essential, and compensa-
tion for defects in the reproducing process is highly de-
sirable.  The control and compensation aspects of high
fidelity have long been a poor relation to the sheer me-
chanics of reproducing sound. Yet, actually, lacking
adequate control and compensation features, much of the
utility of high fidelity reproduction is lost. An analogy
may be a magnificent motor car, sleek, powerful, beauti-
ful; yet unless it has steering and gear shifting mechanisms,
its usefulness is decidedly limited. Similarly, unless the
high fidelity installation can be adequately controlled and
unless its springs and shock absorbers (compensation) are
adequate, the overall results may be poor indeed.

In the system consisting of records, turntable, pickup,
tape machine, tuner, amplifier, and loudspeakers, the am-
plifier is the one and only unit in the system in which
adequate control and compensation can be achieved. The
amglifier is the control center, the brain in the high fidelity
system. Without control and compensation features, the
amplifier is merely a passive link in the audio chain.
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what about Wire recording”’

By C. B. DALE

URING the past four years, the magnetic recorder
D has become a familiar and valuable instrament in

music, radio, education and many other fields. In
fact, in this short time it has become so vital in so many
ways that it is one of the most important of the postwar
adaptations of a wartime development.

Many heated debates have been conducted on whether
a wire or a tape recorder is the better magnetic recorder,
but all such theoretical discussions seem to ignore one
important factor. The specific use to which the instru-
ment is to be put will determine which is the better re-
corder in each individual case.

Each of the two types of magnetic recorders has its
basic advantages. The outstanding advantage of the
wire recorder is the durability of the wire. The stainless
steel wire will last indefinitely despite re-
peated erasures. It can be played over
hundreds of thousands of times without
any loss in the quality of reproduction.
The wire will not rust or burn and will
withstand extremes of heat, cold and
humidity. Also, wire is a more compact me-
dium, both in space required for the re-
corder itself and in storage space for a
library of recordings.

While tape can be played over thou-
sands of times, it sometimes frays along
the edges and then is easily torn. Tape
is also susceptible to changes in heat and
humidity and to chemical vapors in the air. In high tem-
peratures, the layers of tape will sometimes stick to each
other. Fire is a hazard. Careless handling of a cigarette
in the vicinity of a spool of tape could mean the end
of the recording.

For the individual interested in making permanent
records, whether he be a businessman keeping business
records, an attorney keeping case records, or a parent
wanting to keep a recording of his child’s reciration of
“The Charge of the Light Brigade”, wire is preferable.

Such long-term durability also makes wire preferable to
any other type for use on dictation machines.

The use of tape recorders by broadcasting stations who
must have the highest quality of reproduction in their
recordings is strong evidence that the tape recorder
offers the best medium of magnetic recording where the
quality of reproduction s an extremely important factor
in the selection of the machine to be used. Furthermore,
experts can edit tape down to an individual syllable.

The tape recorder provides low background hiss and
higher frequency response than the wire recorder. Full
advantage can be taken of such contributions when the
machine is being used in a professional fashion with
the best microphone technique and ideal conditions in
the recording chamber.

The two articles in previous issues of HIGH-FIDELITY on tape recording
bave produced a number of inquiries along the lines of, *What about wire
recording? What are its advantages and disadvantages? When should it
be used ?” Here is the answer — from the man who is Vice-President in
charge of Research for Webster-Chicago. This company has manufactured
wire recorders for many years and, for the past 12 months, tape re-
corders. Hence the author is in a particularly good position to compare

the advantages and disadvantages of the two recording media.

Broadcasting stations and musicians, cherefore, tend to
prefer the tape recorder. For the average person interested
only in recording music from the radio, which can later
be played through a radio or phonograph speaker, or in
recording voices, wire or tape will serve equally well.

Ease of editing has often been advanced as one of the
most significant advantages of the tape recorder. Where
a truly professional job of editing is required, it is true
that the tape recorder is superior. Tape can be spliced to
eliminate as little as one syllable from the recorded ma-
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terial. But for the average person interested in a recorder
for non-professional parposes, it is easier to edit wire by
simply cutting and tying the wire. Splicing tape involves
exercising care that the gummy matter from the splicing
tape does not come in contact with the recording head
and in preventing the spliced section from sticking to
another layer of the tape.

For the person interested in recording material where
one syllable or one word may have to be carefully edited
out, the tape recorder is the best choice. For the amateur
magnetic recording enthusiast, the business man record-
ing sales conferences, the minister recording his sermon
or the lecturer using the recorder to practice delivery of
his lecture, the wire recorder will serve as well as the tape
recorder, since very little careful editing is involved.

Where the spool of magnetized material must be re-
loaded quickly and frequently, the wire recorder has
the advantage.

Because of the greater ease of handling of the wire, a
wire recorder can be reloaded in a few seconds. This is a
distinct advantage in the recording of very long con-
ferences, the taking of stock inventories and, certainly,
for dictation machine purposes. Because of the greater
care required in the handling of tape, the operation is
more complex.

From the standpoint of the salesman out on the road,
recording his sales reports for mailing back to the office,
the wire recorder is the more practical since the wire spools
are easier and cheaper to handle for mailing.

From the price standpoint, there is little difference as
far as the tape' and wire machines made by Webster-
Chicago are concerned. The tape recorder is only slightly
more expensive. Where an extremely precise recording
job is to be done, there is, of course, an appreciable dif-
ference since tape recorders for permanent installation
sell for from $s500 to $3,000.

Personally, T use both types of machines. I use the wire
recorder to record illustrated travelogues, for sending mes-
sages to my children and friends, for recording speeches,
for taking music and speeches off the radio and for the
general “horseplay’ that has made magnetic recorders so
popular for parties. On several occasions, I have furnished
many hours of musical entertainment for dances and for
weddings from recordings made on both wire and tape.

It is the wire recorder I take with me on vacation trips
where recording conditions are rarely ideal. My car is
equipped with a 110-volt, 6o-cycle generator with a hand
plug-in. Plugging my wire recorder into this, I have held
interviews on deserts and in mountain passes with Indians,
cowboys and forest rangers, when the closest regular sup-
ply of electric current was miles away.

These are the things that make owning a magnetic re-
corder a real pleasure, but the type of magnetic recorder
used must always be dictated by the most important use
the prospective owner has in mind when he purchases it.
And whether he gets a tape or a wire recorder, he is cer-
tain to find scores of uses for it that he never thought
about at the time he purchased it.

'Specifications for the Webster-Chicago tape recorder were given in HIGH-
FIDELITY Magazine, Vol. 1, No. 2.
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How to Lose Friencls

Friends shun you? Neighbors complain
to police? Have courage! You are not
alone! This sad story will bring many a
“Me, too” and “Don’t I bnow!”’

Ten reasons why I always wait until I am all alone
in my living room before I play my record player

OR

Sometimes it's very hard to please everyone and most of
the time it’s impossible to please even anyone

As told (too often) to WiLLIAM J. MURDOCH

1. "Swell tone, marvelous. Brings out those piccolos
beautifully. Oh, trombones, eh?"”

2. "That's right, put on some music, Bill. I love music.
Ah, that’s beautiful. Say, Sam, I meant to tell you on the
way over about the doggenedest thing that happened
this afternoon . . .”

3. "Is thar Beethoven’s Fifth? Why, there’s nothing
to it. I only took cornet lessons for three years, but I
bet T could play rbat!”

4. "Oh, now I recognize it. That's Zlobsky’s Concerto
in F Sharp Minor. T've got it, but mine’s done by Howgs-
nasser and the Philsymphonic. You’'ll have to come over
if you want to hear something that's really terrific.”

5. "“You call that music? (a) Fa’' cryin’ out loud, play
something that ain't dead.

(b) It's all right, I guess,
but you never hear lovely songs like Beautiful Ohio and
Dear Old Girl any more.

(c) Isn’t it strange that
people would write this sort of stuff when they could
have made real money like they do nowadays with tunes
like Abba-Dabba Honeymoon and Come On-A My House?"

6. “"Whart kind of needle you using? Oh? Well, it
sounds good, of course, but I just put a new acro-sto-
matic with calibrated crystal in my system, and honestly,
it's got anything I ever heard at any price backed off the
map.

7. "Oh, no, don't get me wrong. We all can't like
the same things, of course. But you take a hobby like
stamp-collecting. Now there’s a good way to invest your
money and, besides, you don’t have to make a lot of
noise to enjoy it.”’

8. "I don't care if it is Toscanini, he’s playing it too
fast. I heard it played in person once down at the high
school music festival, and I know the kids played it slower.”

9. "Records are just like books these days, aren’t they?
They'll turn out just anything if they think it'll sell.”

10. "Hey look, folks! He's loading up the works with
a whole opera. Are we going to let that swell background
music go to waste? Come on, let's get out those card
tables!”
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Music...in

From HiGH-FIDELITY reader Allen Rollie of Gallup,
New Mexico, come these photographs of his home
music listening system. We are always glad to have
such photographs and will publish as many as pos-
sible because they are helpful to other readers who
are planning music systems. Here is what Mr. Rollie
has to say about his high fidelity installation:

“I am using a Goodell ATB-3 amplifier and a
Goodell PRA-1 preamplifier. My record changer is
a Webster-Chicago with a GE variable reluctance
head. The speaker is a 604-B Altec-Lansing in a bass
reflex cabinet of approximately 10 cubic feet, con-
structed according to Altec-Lansing specifications. |
do not have a television tuner, inasmuch as we do

not yet have television in this part of the country.

“The installation is finished in combed plywood,

in a design which makes records readily accessible

and at the same time creates a certain amount of
color in the room.
“I have only been at this for about a year, but it

has certainly become an absorbing hobby.”
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Danger!

orn NCQ(J CS

“Millions of records are ruined each year through the use

of worn styli,

>

says the author. He not only explains why,

but he tells what to do, and how you can do it yourself.

By GERALD SHIRLEY

MONG the record-buying public there exists a con-
siderable and widespread lack of knowledge —
even misinformation — about record wear, needle

wear, and their relation to each other. As a result, millions
of records are ruined each year through the use of worn
and inferior styli. This may not be depressing news to
those who sell records, but certainly any music lover who
buys records should be interested in doing everything
possible to ensure the safety and longevity of his collection.

There are several factors which influence record and
needle wear. One is the weight of the pickup itself. An-
other is the ease with which the pickup arm follows the
record grooves and moves from side to side. Yet another
is a whole group of causes which can be lumped under
the heading of "proper care”’. These would include such
matters as proper storage, removal from and replacement
in envelopes, handling, cleanliness, and static elimination.

Finally, there is the stylus itself. It is this last factor
which will be discussed here, because worn styli are a
sometimes unsuspected but always predominant cause of
record wear. And, since the days are long since gone
when needles were held in place simply by a set screw
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which could be tightened or loosened with thumb and
forefinger, correct procedures for removing cartridges in
popular use today, and for replacing the styli, will be
explained and illustrated in the second part of this article
beginning on page 31.

Even New Needles Cause Wear

When a needle is brand new, and if it is properly shaped
and highly polished, as shown in Fig. 1, it causes very
lictle, if any, wear. The amount of wear caused by such
a needle depends primarily on one or more of the factors
mentioned in the opening paragraphs.

Pressure is one of the first things that comes to mind.
Time was when needle pressure was nearly a full pound.
But particularly since the advent of LP’s, increased at-
tention has been paid to the importance of reduced weight.
The standard pressure for LP cartridges today is 6 to 8
grams, and a recently-introduced pickup operates with
only 1 gram pressure — scarcely 1/500th of a pound!

The degree of compliance of the moving parts is also
of importance. The easier it is for the undulating record
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groove to swing the needle from side to side, the lower
the pressure developed between groove walls and needle
tip. Also, the greater the compliance, the less the needle
pressure required to ensure proper tracking.

Another important factor is the degree of polish on
the tip. Obviously, the higher the polish, the less friction
there will be between tip and groove and, the less the
friction, the less wear.

With any given substance, there is always a limit to
the degree of polish which can be applied to its surface.
Hard, dense materials can be given a higher polish than
softer, more porous materials. A polished sapphire tip
seen under the microscope, Fig. 2, is much smoother
than a polished metal or osmium tp, Fig. 3, which often
lcoks rough and porous by comparison. Diamond is
the hardest material in the world — much harder and
denser than sapphire — and it can, therefore, be given a
higher polish than sapphire. It is worth noting, too, that
practically all sapphire needles sold today are made from
synthetic sapphires. Even though synthetic sapphire can
be given a good polish, its usefulness is short-lived, since
the areas on the sides of the tip where it contacts the
groove walls wear away quickly.

While metal needles can be tolerated, to a degree, on
78’s, most authorities now agree that for LP’s they are
completely unsuitable except in applications where record
life is of no importance. For this reason, our discussion
will be confined to sapphires and diamonds.

Why Needles Wear Out

The tip of a phonograph needle works against almost
overwhelming odds. The entire weight of the cartridge
and tone arm, and the sideward pressures exerted by the
record grooves, are all concentrated on microscopically
tiny spots on each side of the tip where it comes into
contact with the groove walls. Fig. 4 shows this relation-
ship in cross-section. These pressures can and some-
times do exceed several tons per square inch! Any equally
small section of the groove walls is also subject to the same
pressures, but only for the fraction of a second it takes
for the tip to go past it. The two spots on the tip, how-
ever, are subjected to these pressures for as long as the
phonograph is in use. Some idea of the enormous dis-
tance a tip travels can be gained by considering that the
groove on one side of a 12-in. LP has a rotal length of
about half a mile!

[t is not surprising, then, that the two spots of con-
tact on the sides of the tip begin to wear down very quickly
and to flarten out, despite the fact that sapphire is much
harder than the vinylite used for most LP’s. Fig. 5 shows
medium-size flats worn on the tip of a sapphire needle
which had been used for a relatively short time. The
speed with which flats develop on a needle tip depends
largely on the hardness of the material used for the tip.
It is these flats that do practically all the damage to records.
Experience has shown that a record can sometimes be
ruined by just one playing with a badly worn needle.

It may seem that stylus wear should imply a better
fit berween tip and grooves. Actually, as flats develop,
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their outline, or what might be described as their inter-
section with the still-round portion of the tip, consists
of edges which grow progressively sharper as the flats
increase in size. If a needle is used long enough, the two
flats eventually meet and the tip takes on a striking re-
semblance to a chisel. Fig. 6 shows two needles that
have reached this stage. In this condition, a needle not
only looks like a chisel but also acts like one. As it is
swung from side to side by the groove, the sharp edges
scrape and cut into the groove walls, leaving a path of
destruction behind them.

The amount of damage done by a worn needle varies
in direct proportion to the size of the flats on the tip.
In other words, the worse the needle is worn, the more
wear and damage it will do. Some authorities maintain
that a needle should be replaced at the first sign of a flat,
while others believe that such a needle can still be safely
used for a little while longer. Unfortunately, there is
as yet no universally accepted definition of “the first sign
of a flat”. In terms of visual examination, flats which are
just visible under a 6o-power microscope will not be de-
tected under a hand magnifying glass. As for aural signs,
it can be stated as a fairly certain fact that by the time
a needle no longer “sounds right” it has been damaging
records for some time. It is definitely unsafe to rely on
one’s memory as to how a needle sounded when new,
because there is an almost continuous falling-off of re-
production quality which is so gradual as to be imper-
ceptible. Human senses being what they are, very slow
changes escape notice. In fact, the ear seems to adjust
itself over a long period until finally, when the differ-
ence is great enough, a realization dawns that it “doesn’t
sound as good as it used to”’. By this time it's too late.

The Ideal Needle

The ideal needle would be one that would always retain
its original round, smooth shape and never develop flats.
The needle that comes closest to this is the professional-
quality diamond. Under average home conditions, a mini-
mum of 1,000 hours of playing time can be expected be-
fore replacement is necessary. When and if pickups operat-
ing at one gram pressure become generally available, it
will probably be impossible to wear out a diamond in a
lifetime of listening.

Where phonograph needles are concerned, the important
hardness property is resistance to abrasive wear. In this
respect diamond outlasts sapphire by a ratio of go to 1.
This figure, determined in physics laboratories many
years ago, finds confirmation in many tests which have
been made on the relative life expectancies of diamond
and sapphire phonograph needles.

In one series of tests, the useful lives of eight sapphires
were measured. It was found that they varied between
3 and 15 hours. A general average for a sapphire would
be 10 hours. If this is contrasted with the 1,000 hour
average life of a diamond used under the same conditions,
the ratio of 9o to 1 is more than confirmed.

The development of flats on a needle tip is the end-
result of an abrasive process wherein material from the
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needle tip is ground off by, and deposited in, the record
groove. This abrasive dust becomes imbedded in the
groove walls where it not only raises the level of audible
surface noise, but also increases the wear on the needle.
With sapphires, this vicious circle is highly significant.
With a diamond, however, there is so little material ground
off that the circle never really has a chance to get started.

The only disadvantage of the diamond needle is its
relatively high initial cost. This is only a temporary dis-
advantage since, in the long run, it is the cheapest needle
one can use. There is no sure way of predicting in ad-
vance whether any given sapphire needle will last 3 hours
or 15 hours. Hence, the only really safe course to follow
is to be pessimistic and to put in a new one every 3 hours.
Although the original investment required for a high-
quality diamond needle may seem high —berween 815
and $25 dollars — the cost of the sapphire needles re-
quired during the same 1,000 hours would be much greater.
Most sapphire needles cost at least $1.50 each. If changed
even at 10-hour intervals, one hundred needles would be
required: a cost of $1so. If they are changed oftener,
or if a better grade of sapphire needle is used, the cost
will be even higher.

Many persons who own inexpensive LP players or at-
tachments have the mistaken idea that because the dia-
mond needle may cost more than the player or atrach-
ment itself, it doesn’t pay to get a diamond. The diamond
offers the same advantages whether it is used in a $10
LP attachment or in the most expensive professional
equipment. The cost of the phonograph is quite irrele-
vant. The cost of a record collection is what counts. The
important thing is to protect that investment.

One point which puzzles many people is the variation
in prices between different diamond needles. As a re-
cently published book! puts it, "It should be pointed
out that only high-grade styli should be purchased, as
there are several diamond styli available which are not
precisely lapped to a perfect polish”. Actually there are
more differences than just that of polish. Suffice it to say
that, obviously, it costs more to make a top-quality dia-
mond needle than one which has only a rough polish.

Another question sometimes asked is, "'Is a needle in
which the tip only is replaced, as good as a completely
new needle?” The answer depends on two factors: 1)
whether the diamond tip used in the re-tipping is as good
as the tip used in the new needle, and 2) whether it is
It is quite possible
for a re-tipped needle to be superior to a new needle —
and vice versa. It depends on who does the re-tipping,
and who is making the new needle. Some companies
make new needles only, some do nothing but re-tipping,
and there is one company that does both. Though one
might expect otherwise, there is normally no significant

propetly and accurately mounted.

difference in the price between a new needle and a re-
tipping job. The reason is that whatever saving is effected
by using the original metal shank is offset by the cost of
the extra labor required to remove the worn sapphire
tip from it.

1“Make Music Live” by Greene, Radcliffe and Scharff. Medill McBride Co.
1951.
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HQFG’S HOW —

To Replace Styli and Cartridges:

N GENERAL, diamond stylus replace-

ments are available for any cartridge
using replaceable sapphire-tipped néedles,
or for which sapphire-tipped replacements
are made, even though the cartridge may
have originally come equipped with re-
placeable metal-tipped needles. The dia-
monds may be new needles or, as suggested
above, needles can be re-tipped.

When buying a diamond needle in a store
or ordering by mail, it is advisable to take
along or send 2 used, sample needle of the
make and model for which a diamond re-
placement is desired. There is such an
enormous variety of needle shapes and sizes
in use today, that it is not enough to say
that one has a Webster changer, or 2 Colum-
bia LP attachment, or an RCA radio-phono-
graph model so-and-so. In every case,
time is saved and confusion avoided by
having an actual needle at hand for examina-
tion and comparison. However, before
needles can be sent away for replacement,
they have to be removed. The suggestions
which follow should be helpful.

Some cartridges use tandem needles.
These have a single shank with two sepa-
rate tips. Replacements having two dia-
mond tips, or with a2 diamond for LP’s and
a sapphire for 78’s, are available for certain
cartridges.  Also, they can be™ré-tipped.

Two crystal cartridges .using tandem
needles for which diamond replacements
are not available are the Webster F-14 series
(turnover-type) and the Magnavox. In the
case of the Webster, a new cartridge such
as the Astatic LQD, which uses two separate
needles, can be substituted easily.- On the
Magnavox, an entire new ton€ atm and
cartridge are required. These are available
with crystal turnover cartridges. Also, there
are conversion kits consisting of a-new arm
using magnetic cartridges such as the GE
or Pickering. Though this costs more
than a simple crystal replacement, greatly
improved fidelity is obtained.

Magnetic cartridges with built-in  styli
such as Pickering and Fairchild should
always be sent direct to the manufacturer
for stylus replacement.

Fig. 7. Webster-Chicago hinge mechanism.

It is not worthwhile to send in crystal
cartridges with bnilt-in styli for re-tipping
because the life of the crystal itself is un-
certain. Inall likelihood, the diamond would
outlast the cartridge. Some cartridges look
as though they have built-in styli, whereas
they are actually removable. An example of
this is the cartridge used in certain Philco
LP attachments. Whenever there is a doubt
about & particular cartridge, it is wise to
inquire of the service agency handling that
make of set, or to send the cartridge for
examination to one of the manufacturers
who does re-tipping.

Needle Removal Procedures

On most manual phonographs, the tone
arm can be lifted high enough to permit
access to the cartridge and needle. If a
transcription arm is used, there is usually
provision for removing the cartridge easily.

Record changers with plug-in heads, such
as the Garrard and Webster ‘27" series,
present no problem. Most VM's permit
raising the arm up straight. On many other
makes, however, the arm cannot be lifted
high enough to see under it. In such cases,
it is necessary to use a small mirror held
under the front of the arm to permit exam-
ination of the cartridge and needle.

It may appear that the arm on the widely-
used Webster-Chicago changer cannot be
raised. Actually, it is hinged and can be
raised if the hinge lock under the arm is
pressed open. The Webster-Chicago is
sold undet its own name and also used by a
great many manufacturers of name-brand
radio-phonograph combinations. This
hinging feature is found in practically all
the two and three-speed models, equipped
with crystal cartridges, which Webster-
Chicago has made and is still making. Fig. 7
shows an underneath view of the arm in its
normal (locked) position, and with the
thumb and forefinger in the correct position
for releasing the hinge lock. The forefinger
is pressed against the little metal lip which
acts as a catch for the hinge. If in doubt as
to whether the changer is a Webster of this

Fig. 8. W-Carmraised so cartridge can be removed. Fig. 9. How to hold hiuge to lock shut.
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type, simply hold a mirror under the arm
to see if it looks like Fig. 7. Fig. 8 shows
the arm raised up. Fig. 9 shows the proper
position of the thumb and torefinger to
squeeze the hinge lock shut.

GENERAL ELECTRIC: Among audiophiles,
one of the most widely used cartridges is
the GE. There are two basic types: the
single-stylus models and the triple-play
models. With a single-stylus model, the
easiest way to remove the needle is to push
it out from the top of the cartridge with
something like a straightened-out paper
clip, as shown in Fig. 10. If the cartridge
is mounted in a plug-in head with the
terminals soldered, it is possible to get the
stylus out without having to take the car-
tridge out of the head, which would require
unsoldering. With two small blades, such
as the tips of two jeweller's screwdrivers,
placed against the sides of the round hub of
the needle, and angled slightly downward so
as to work them under the shoulder of the
hub, the needle can be pried up by degrees
uatil it is far enough out so that it can be
grasped with the fingers. After the new
needle has been pushed into place, the tip
should be inspected to see that it is fairly
well centered between the two small pole
pieces. If it is not, adjustment of the
position can be made using a pair of tweezers
as shown in Fig. 11.

To remove and re-install the triple-play
stylus assembly, it is usually necessary to
remove the cartridge from the tone arm or
plug-in head, even if it means an unsolder-
ing and resoldering operation. Before re-
moving the cartridge, the red knob on top,
which is used to turn the stylus assembly
around, must be pulled off. Near the top of
the needle shaft is a C washer which acts
as a retainer for a small spring. The spring
should be compressed slightly so as to draw
it away from the C washer and allow the
latter to be slipped off the shaft. The spring,
and the thin washer that goes between the
spring and the top of the cartridge, will
then slide off. Then the needle assembly
can be temoved from the cartridge. In-
stalling the new or re-tipped assembly in the
cartridge is just the reverse of the removal
process. Gertting and holding the spring in
a compressed state preparatory to slipping
the C washer on the shaft is somewhat
tricky and sometimes the spring escapes
and goes a-flying. For this reason it is wise
to perform the operation where the spring
will be easy to find! Before the control knob
is pushed back on, the offset key in the
knob must be lined up with the offset slot
in the needle shaft. While pushing the
knob on, the needle should be supported
from below with one finger at the exact
center. Lastly, the centeting of both tips
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Fig. 10. Removing G-E stylus from cartridge.

Fig. 14.
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Fig. 15. "A set screw holds W-C tandem styli.

between the pole pieces must be checked
and, if necessary, adjustments made as
described above for the single-tip models.

Q AND Q-33 NEEDLES: The Q-33 is probably
the most widely used type for LP-type
crystal cartridges. It is used on all the
Cclumbia players except the very first
models, in the turnover cartridges manu-
factured by Astatic, and for many changers
and three-speed manual players. The Q
needle is for 78’s. The only difference be-
tween it and the Q-33 is in the tip radius.
To remove a Q-type needle, a knife edge
or the tip of a small screwdriver is slipped
under the small projecting rear end or heel
of the needle to pry it up and out, as shown
in Fig. 12. To install a new or re-tipped
needle, the key on the needle shank is
lined up with the corresponding slot in
the cartridge opening and the needle
pushed into place. With any needle which
is installed by pushing it into its cartridge,
pressure should never be applied to the
litle arm or arms which carry the tips,
but only to the shank itself, 7., the part
that goes into the cartridges.

A" NEEDLES: These are very similar to
Q-type needles, but do not have a key on
the shaft. Instead, the shaft has a flat side
ground on it, and the opening in the
cartridge is shaped correspondingly. "A”
needles are used in Astatic AC single-
stylus cartridges and ACD twrnover car-
tridges. Removal and installation is the
same as for Q needles.

SHURE NEEDLES: These can be recognized
not only by their characteristic shape but
also by the way they are held in place by a
small, knurled thumb nut. Both needle
and thumb nut can be seen clearly in Fig.
13. The danger of doing damage to the
cartridge by applying excessive pressure
when loosening or tightening the thumb
nut can be avoided by holding the front
of the needle while turning the thumb nut.
Incidentally, it is not necessary to remove
the nut; just loosening it slightly will per-
mit withdrawal of the worn needle and in-
sertion of the new one. This type is some-
times referred to as “"Muted Stylus”.

ELECTRO-VOICE NEEDLES: These are also
easily recognized because they are the only
kind installed by sliding the shank into a
tube which is part of the cartridge. Fig. 14
shows an E-V cartridge minus the needle.
The tube and its opening are visible. The
shank tapers at the end which goes into the
tube, and must be pushed in firmly so that
it will be held securely. Excessive pressure,
however, should not be used. To remove the
needle, tweezers or small needlenose pliers

Fig. 16. Philco resembles Q-33, Fig. 12.
A — <3 o
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Fig. 17. U and C styli bave tapered shanks.

should be used to get a firm grip on it be-
hind the tip. Then it can be pulled forward.
If it has a metal tip, it is permissable to grasp
it with the fingers from the front and pull
forward.

RCA (45 RPM) NEEDLES: First, the cartridge
should be removed from the tone arm by
taking out the two holding screws. Cau-
tion: the two screws nearest the needle
merely hold the needle guard and should not
be disturbed. The shank of the needle
passes completely through the cartridge and
is threaded on top. A tiny nut on top holds
it securely to the cartridge. After the nut
is removed, the needle can be withdrawn
and a new or re-tipped needle inserted.
Then the nut should be replaced and
tightened, and the cartridge reinstalled in
the tone arm.

WEBSTER-CHICAGO TANDEM NEEDLES: This
type of needle is held in by a slotted set-
screw facing the front, visible in the photo-
graph of Fig. 15. It can be loosened or
tightened with a small screwdriver. The
needle should be held firmly with one hand
while loosening or tightening the set screw
with the other. Sometimes a tandem needle
shaped something like a pitchfork is used in
this cartridge. However, diamond replace-
ments are always shaped like the needle
shown in the photograph. When inserting
a needle, the flat side of the shank should,
of course, face the set screw.

WEBSTER-ELECTRIC CARTRIDGES: (No con-
nection with Webster-Chicago though some-
times used in their changers). Except for
their latest turnover cartridge, practically all
Webster-Electric cartridges use setscrews to
hold the needles in place. On the older
turnovers, such as Model F-14, it is necessary
to remove the control lever, which is itself
held in by a very tiny screw, in order to
get at the needle-holding set screw.

PuiLco CARTRIDGES:  Both the single-
stylus model and the tandem type use push-
in needles similar to the Q-type mentioned
above. The single-tip needle has no rear
overhang like the Q, so it is necessary to
work a knife or razor blade edge under the
shoulder of the shank, as shown in Fig. 16.
It is even easier if two blades are used, one
on each side. This applies also to the tan-
dem type. The shank has a key on it, like
the Q and Q-33 needles, though it faces
forward instead of to the rear. Most Philco
cartridges can be removed from their tone
arms simply by pulling downward on them.
With the cartridge out in the open it is
much easier to work on the needle.

Continued on page 76



www.americanradiohistory.com

Ludwig van Beethoven

By C. G. BURKE

UDWIG van Beethoven was born in Bonn in 1770,
one year after the birth of Napoleone Buonaparte in
Ajaccio. As republican General and then Emperor of

the French, the soldier traversed Europe, carrying with his
artillery the ideas, customs, innovations and achievements
of the French Revolution which had made him, and which
he never forgot maintained the strength of his sword.
Beethoven was the trumpet of the Revolution, and con-
sciously, as the original dedication of the Eroica Symphony
to General Buonaparte emphasizes.

The French is the classic of Revolutions, victorious in
those expiring years of the Eighteenth Century which
killed the prior characteristics of that Age of Enlighten-
ment, archaized her institutions of art and instituted the
free, diffuse and wild ways of Romanticism. As wigs,
swords and kneebreeches were discarded, the minuet
capitulated to the waltz; the grand formal opera on Grecian
themes lost favor to the loosely-constructed extravaganzas
of Weber, Boieldieu and Meyerbeer; and the taut, pointed
buffa was replaced by the bubbling, melodious and super-
ficial comic operas of Auber and Donizetti.

Beethoven had a foot squarely in each century. His
classic foot maintained the aggressive stride of his romantic
footr. Without abandoning the past he embraced the
future. He burst asunder the musical forms he had found
with the huge passion of an outcry they had not been
designed to contain. He made the symphony — and his
symphonies are molded in a nobly classic form — an in-
tense emotional panorama; he made the string quartet,
which Haydn had brought to exquisite perfection, a ve-
hicle of concentrated exalted utterance, and later, the
most brooding, introspective examinations we have in
tones. His fifty sonatas are of twenty dimensions and
thirty contours. His variations, an incredible exploitation
of a musical seed, become poignant treatises on the nature
of man. The overwhelming aspirational devotion of the
great Solemn Mass is universal and unconfinable to churches.

on records

His ancestry was undistinguished and his childhood
hard. Like all the greatest, except Gluck and Wagner, in
this wicked art wherein so few excel, he was stringently
labored in childhood; and the grim parental or other disci-
pline which deprived the great ones of a normal childhood
did, in that brutal overseership, indubitably intensify the
flight from normalism that made Beethoven, Bach, Mozart
and Haydn what they became.

As composers, Beethoven, and Haydn whom Beethoven
early imitated, were the least precocious. Their big talents
were revealed when each was nearing thirty. Beethoven,
however, as a child was a prodigy in performance, wherein
a large measure of expertise can be imparted by precept,
example and drill. At twelve he conducted the orchestra
of the Elector of Cologne. In his early teens he was a sen-
sational organist and, on the smaller keyboards, history
records an unapproachable mastery from the beginning
until night had descended too far.

We do not now expect a virtuoso to escape from vir-
tuosity, but it was inconceivable to Beethoven that he
should stay imprisoned in other men’s ideas. Of all musi-
cians, he and Wagner were the grand aspirers: they could
not be contained; and if this is apposite to the fiery, net-
vous, questing, intellectuality of Wagner, it was not im-
plicit in the boisterous, fateful, moody, vain and com-
mon humanity of Beethoven.

For this was the ordinary man in quintessence, with the
marvelous exception of his limitless gift, the transcendent
extraordinariness of his statement of the ordinary hopes,
despairs and struggles of ordinary man.

His statement is for everyone not gifted. He sets a path
for triumph, after overcoming woe. He announces the
grimness of adversity, by conquering it. He clarifies the
dream of all who wish to say they had a right to live. He
has himself fought against distress of the most brutal sort
that can afflict a composer, but he surmounted this and
narfates in music how he did it.
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Among the truly great men he was one of the least pre-
possessing and one of the most demanding. He played
juvenile practical jokes; his person was often unkempt,
his demeanor uncouth; and since his character was always
overflowing out of stability, he exhibited often a grave
and anxious courtesy, and periodically he was able to
exult in the elegance of his clothing. He worshipped a
world outdoors and all that lives and grows in fields and
forests. He lived most of his days in compressed urban
quarters in perpetual litter. From the beginning he em-
anated an odd and indefinable charm which repelled the
otdinary man for whom he spoke, and captivated the en-
lightened, tolerant and cultivated aristocracy whom he
needed and whom his revolution was disinheriting.

He had curious, unstable and passionate affections — for
his mother, his nephew, for a diversity of women of whom
the most celebrated probably never existed, for certain
instruments and certain trees. He had a great facility,
which he disdained, in writing masterpieces. We believe,
from what we have been told, that he improvised like no
one before, and no one since. Yet he revised, corrected
and re-made in major part and minor detail nearly all his
giant works before he gave them out as finalities. He was
tortured by a musical conscience exigent of perfection;
and the great, facile Schubert exclaimed in horror at the
evidence of drudgery in Beethoven’s sketch-books.

The blight of poverty was not upon this man after his
youth. He demanded respect from his coevals for the enor-
mous talent he knew he had, and emoluments accompanied
the respect he extorted. He had munificent voluntary
patrons who demanded for their perspicacious bounty no
other return than that he should enrich the world with
his music. Besides those who directly subsidized his un-
precedented clamor there were others, most often from
the highest class, who contributed to his comfort and tried
to contribute to his contentment. Music has remembered
with gratitude for 150 years, and will perhaps recall with
undiminished gratitude forever, the names of Lichnowsky,
Lobkowitz, Kinsky, Waldstein, Breuning, Browne, Braun,
Brunswick, Rasoumowsky, Erdédy and the Archduke
Rudolph.

He composed thunder and died during a thunderstorm
which he could not hear, in the fifty-seventh year of his
life and the tenth of his black deafness. He had entrusted
his conflicts, his tumult, all his triumphs and every battle
and his momentary despairs to nine symphonies, seventeen
quartets, fifty sonatas, two masses, a dozen trios, seven
concertos and a multitude of other receptacles. They
are inexhaustible, and an indispensable part of the equip-
ment of modern man. No other voice was both so sten-
torian and so tender. Deaf, he heard everything inwardly
and answered for everybody.

SYMPHONIES

No. 1, IN C, Op. 21

Beethoven’s first symphony uses an orches-
tra of the same dimensions as that of Haydn’s
last. The Haydn form is imitated, and not a
little of the Haydn temperament. Writers
on music used to condescend to this great
Fivst Symphony, implying that composers
have no musical origins. In truth it seems
impossible not to descry the emergent Bee-
thoven in the inchoate “‘evil whims' that
enliven the melodious grace of the last
Eighteenth Century symphony.

Of the three LP versions two are transfers
from 78's, and one of these latter must be
regarded as the most desirable. This is
Toscanini’s, direct and beautifully propor-
tioned, tender yet incisive, solid in assembly
and etched in detail, unrivalled by Walter's
excellent but, comparsatively, blunt direc-
tion. Mengelberg distorts the outline by
gratuitous distasteful retards in the first
two movements. Recording laurels are to
Columbia and Walter, but barely. The
early LP has shrill violins and a cumbrous
bass not evident in the Toscanini-Victor,
which, however, betrays some of its dozen
years in a duller outcty of the whole orches-
tra. A feature curiously common to the three
editions is the modesty of horns and trum-

ets.

—p—-BBC Orch.: Arturo Toscanini, cond.
t Brahms: Haydn Variations. RCA Vic
LCT 1023 26 m $5.72

—New York Phil-Sym Orch.; Bruno Walter,
cond. Col 10-in. ML 2027 23 m $4.00

—Concertgebouw Orch.; Willem Mengel-
berg, cond. t Symphony No. 8 Cap
P 8079 22 m $4.98

No. 2, 8 D, Op. 36

The brashly cheerful Second Symphony (with

a melting Larghetto) evoked a few cries of

fright from some of Beethoven's contem-
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poraries. The work is a clarifying example
of the composer’s development, spiritually
and technically, in his use of a form and
orchestra like Haydn’s, and of a musical
temperament here still very much like
Haydn’'s, but rougher, more boisterous,
more obvious pethaps, big, more energetic
and more defiant: attributes which were
soon going to make a Third Symphony to
justify the anguish of contemporaneous
reaction.

The phonograph has four versions, of
which one was not heard. Of the others,
not one is absolutely first-rate although
two are rousing statements of the. score.
These are the versions of Monteux and
Reiner. The latter’s is deft, taut and crisp
in a direction obeyed by a band instantly
responsive to his signal and impressively
retained within the bright outline of a sym-
metrical and dramatic shape. Monteux has
an easier beat, 2 more flowing control; his
hand is benign and gracious, and perhaps
does not insist enough. No doubt Reiner’s
way conforms to the Symphony's pattern
more correctly; no doubt, either, that Mon-
teux’s affectionate way inspires its own affec-
tion. The purely sonic considerations, how-
ever, make the choice fairly easy; Reiner's
old LP has a persistently dry sound, and
violin tone is shrill, in contrast to a full,
suave and heartening delivery permitted the
San Francisco orchestra by the engineers.

Kleiber had one of those dull days which
afflict him (15 years ago his recording of
the Second had some of the élan of the un-
paralleled Beecham projection.) His slow
first movement is surely at odds with the
holiday spirit of this Symphony, and the
extreme grace of the lovely Larghetto quite
eludes his stick.

—S8San Francisco Sym Orch.; Pierre Mon-
teux, cond. RCA Vic LM 1024 32 m

$5.72 ) .
—Pittsburgh Sym Orch.; Fritz Reiner, cond.
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Col ML 4085 30 m $5.45
—Brussels Radio Orch.; Erich Kleiber,

cond. Cap P 8116 30 m $4.98
—Homburg Sym.; Paul Schu‘t»ert. cond.

Regent 10-in. 5010 $3.00
No. 3, IN E-FLAT, “ERroICA”, Op. 55
The first six recordings are recommendable;
the seventh is unattractive in both recording
and performance (Koussevitzky). The best
recording values are apparent in the Walter,
closely followed by the Toscanini which
would have been the best except for a gen-
eral lack of tonal rondure. Busch has the
best balance but the exuberant treble of his
violins cannot be subdued on all appara-
tuses. The Schuricht recording is good
standard but unremarkable, a little tubby in
the bass and on a smaller scale than Walter
and Toscanini. Mengelberg’s disc is a suc-
cessful transfer from 78’s, a little opaque
but brilliant here and there. Kleiber is
damaged by a high frequency ghost on the
violins, and he has played this work better:
here it is hurried and over-energetic, and it
lacks contrast. The Mengelberg, Toscanini,
Walter and Busch performances are in differ-
ent ways more striking — in a commenda-
tory sense — than the others. Toscanini's
is direct, hard and inflexible. Walter's is
rougher and looser, at once more casual and
hotter. Mengelberg’s phrasing is more
emotional yet less insistent, his dramatic
contrasts are more vivid, his contours more
fluent than those in any other version.
Busch’s very slightly faster pace carries
the most scrupulous and unindividual ex-
pression — a way which is, of course, in-
dividual in the extreme -——and the abso-
lute regularity of this concept must be ad-
mired in an epic of this herculean content
and classic shape. Mengelberg's, in his
best moments, is the most winning present-
ment, but he has inserted two or three
minute retards to serve as his signature.
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The ultimate choice should be among his
version, Walter’s, Toscanini’s and Busch's.
The writer’s decision wavers: he is inclined
most often to the Toscanini on the basis of
all-around discal merit, and were it not for
the dry tone, the inclination would probably
be a conviction. In overall value, Walter's
seems a little behind, followed by Busch
and Mengelberg whose disc lacks the re-
cording radiance of the first three. This
order is certainly alterable for different tastes.
All versions but the Toscanini and Walter
have been forced to put the turn-over point
in the middle of the Funeral March.
NBC Orch.; Arturo Toscanini, cond. RCA
Vic LM 1042 46 m $5.72
—New York Phil-Sym Otch.; Bruno Walter,
cond. Col ML 4228 48 m $5.45
-Austrian State Sym Orch.; Fritz Busch,
cond. Rem RLP 199-21 44 m $2.19
—Concertgebouw Orch. Amsterdam; Wil-
lem Mengelberg, cond. Cap P 8oo2
oA ol ,
Berlin Phil Otrch.; Carl Schuricht, cond.
Decca DL 9534 46 m $5.85
—Concertgebouw Orch. Amsterdam; Erich
Kleiber, cond. Lon LLP 239 45 m $5.95
—Boston Sym Orch.; Serge Koussevitzky,
cond. RCA Vic LM 1145 48 m $5.72
—Homburg Sym.; Paul Shubert, Cond.
Regent 5007 $5.45
No. 4, IN;B-FLAT, OP. 60
Played less often than any of the other
Symphonies, the justification apparently
lying in the fact that the Foxrth cannot main-
tain in its latter pair of movements the cul-
mination achieved during the incredibly
serene and lofty Adagio.

There are five recorded versions. For
obscure causes, only two were available for
this gloss. Although neither is technically
as high as the latest engineering standards
produce, both are satisfactory; the Szell
disc, however, to sound its best, needs
strong reduction of the treble. In general,
the performances are similar and very good,
with Szell a bit the tenderer and the more
precise in orchestral delineation, Beecham
more athletic and less limpid (presumably
attributable to the recording process rather
than to that kind of deficiency in this con-
ductor). One seems as good as the other.
—London Phil Orch.;, Sitr Thomas Beecham,
cond. RCA Vic LM 1026 30 m $5.72

—~Cleveland Orch.; Georg Szell, cond. Col
ML 4008 31 m $5.45

The following were not heard:

—London Phil Orch.; George Solti, cond.
Lon LLP 316

—Betlin Phil Orch.; Wilhelm Furtwingler,
cond. Vox PL 7210

—Sym Orch.; George Singer, cond. Rem
RLP 199-51

No. s, iIn C MINOR, Op. 67

Assuming that everyone knows something
of this victorious battle whose iron history
is presumably capable of perpetual retelling,
let's try to arrange some satisfactory order
of merit among the phonographic editions,
not one of which is as good as we should
expect in this work. The Walter disc has
by far the best engineering, very large and
brazen, sometimes coarse but with a splendid
string-tone and sharp detail. But the con-
ductor’s concept permitted some dull doc-
toring which seems aimless and can be

irritating. Klemperer's straightforward
enunciation, nowhere tricky but in places
softer, less demanding than Mengelberg and
Wolf, is brightly registered in the second-
best achievement of engineering. The rather
slow pace contributes an inexorable quality
to the triumphant paean. As usual, Mengel-
berg has the most sensitive moments and
injects some retards. His version is at once
massive and supple, seizing and dramatic.
The recording is in transfer from 78 and
Capitol is almost invariably reliable in this
process: brass is splendid here and the
strings phalanxed, but there is some veiling
of the wood. The Wolf direction is the
most direct of all. This Symphony, with
all its magnificence, has a very simple plan
to which the conductor adheres without
deviation. This is the way qualified con-
ductors conduct until an overwhelming
consciousness of their own réclame in-
spires them to make improvements in mas-
terpieces. Wolf's would be the best edition
if his orchestra had been closet to unanimity
and the recording, which is solidly satis-
factory, more luminous in differentiation.
The remaining versions have enough
faults to establish their claim for the bottom
of the list. It must be apparent from the
contradictory qualities of the first four that
no decisive preference can be indicated.
The order below states the writer's on the
basis of ultimate question, “Which would
you rather hear?” answered by himself.
—Vienna Sym Orch.; Otto Klemperer,
cond. Vox PL 7070 35 m $5.95
—Concertgebouw Otch., Amsterdam; Wil-
lem Mengelberg, cond. Cap P 8110
30 m $4.98

IMPORTANT INFORMATION ABOUT HOW THIS STUDY WAS MADE

Records Covered

There are 230 recorded versions of 119
Beethoven works, occupying 329 sides, in
the following synopsis. With the excep-
tion of 24 sides, which were unobtainable
or so damaged as to be unplayable, this
compendium reviews ecvery Beethoven
work recorded on LP as of mid-January.
Personal Preference

Since the synopsis was conceived as a
practical guide for music lovers, the writer
has submerged his own prejudices as rigid-
ly as he could. He has tried to indicate
the broader, the more universal values of
the discs, rather than certain niceties or
certain eccentricities pleasing or repellent
to himself, perhaps exclusively. Thus,
the prejudices implicit in the following
judgments are not denied or condoned
by their owner who, in exculpation of
them, merely says that he tried to dimin-
ish their impact when he recognized them.
Quality of Reproduction

All discs were heard in the same quarters
and from the same apparatus. Many
were frequently checked on other instru-
ments to determine the degree of certain
recorded deficiencies. Every record was,
of course, played from beginning to end,
and parts of many were repeated in direct
comparison until a fair conclusion could
be reached.

Frequent reference is made to high fre-
quency exaggeration and extraneous bass
rumble afflicting certain discs. These
observations are of greater moment to
enthusiasts with high fidelity equipment
than to owners of conventional phono-
graphs. The latter, in all probability,

would not hear these annoyances; in com-
pensation, the pursuers of high fidelity will
hear a timbre the others cannot extort
from their machines.

In reviewing records, the writer has
made it a rule not to refer to surface noise
or spindle-hole eccentricities, since these
faults, if publicized, could libel a good re-
cording when a single defective example
alone may contain them. But in a compila-
tion of this extent, where records of all
labels are played daily for many hours,
the writer noticed perforce a sharper sur-
face noise on Remington and London
records than on the others. He made in-
quiries and was informed that the surface
difficulty resulted from temporary condi-
tions, since rectified. It is to be hoped
that this is correct, and the information
is made public with a view to reassuring
music lovers apprehensive of the surfaces
of these records, that if some are defec-
tive, this is apparently not now the rule
for the majority. Discophiles would be
prudent in making certain that individual
copies are not aberrations. A certain
number of Allegro records have been en-
tirely remade, and some of those with an
engineering censored here may now be
available with improved acoustics.

In the synopsis where there is more
than one version, the writer’s order of
preference is indicated by the order of
listing. Except where the text may state
otherwise, the top is judged best, the
bottom, poorest.

Sincere acknowledgements are heartily
given to the friends, colleagues, manufac-
turers, merchants and others who made
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discs available for this study. With one
exception, every manufacturer cooper-
ated when asked. Especial thanks are
offered to Allegro, Capitol, Columbia, Mer-
cury and RCA Victor for their graciousness
in supplying certain discs at the very
last moment; also to the Haynes-Griffin
Music Company of 420 Madison Avenue,
New York, who were particularly amiable
in providing a number of records which
could be found available nowhere else.
Abbreviations Used

In setting this material to type, it has been
necessary to adopt certain standardized
abbreviations which are used, however,
only in the catalogue data at the end of
each review. The names of certain record
manufacturers were condensed as follows:

All Allegro

Bar Bartok

Cap Capitol

Col Columbia
Conc Concert Hall
Lon London

Mer Mercury
RCA Vic RCA Victor
Rem Remington
Ren Renaissance
Van Vanguard
West Westminster

In addition, Orchestra has been cut to
Orch.; Symphony to Sym.; Phitharmonic
to Phil.; Conductor to Cond.; and minutes
to a simple m. All records are of the 12-in.
size unless otherwise stated. Where selec-
tions other than the one under discussion
are coupled, the additional ones are given
immediately after a dagger (1), in accord-
ance with the practice used by Schwann.
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—"Austrian” Sym Orch.; Hans Wolf, cond.
Rem r10-in. RLP 149-9 28 m $1.69
—New York Phil-Sym Orch.; Bruno Walter,
cond. Col ML 4297 32 m $5.45

—Paris Conservatory Orch.; Carl Schuricht,
cond. Lon LLP 7 32 m $5.95

—Boston Sym Orch.; Serge Koussevitzky,
cond. RCA Vic LM 1021 30 m $5.72

No. 6, IN F, “PastoraL”, Op. 68
Three of the versions — Klemperer, Kleiber
and Walter — are very beautifully played,
and one — Scherchen — is magnificently
recorded. What originally appeared to be
an impossible task of selection becomes on
analysis rather easy since Scherchen may be
eliminated for suggestions of sun-sodden
lethargy rather than well-being, and both
Walter and Kleiber have some defects of
recording not present in Klemperer. Woss
offers 2 gracious standard fresco, and would
have stood a step higher if his violins did
not dominate his orchestra to excess. Be-
fore dismissing Kleiber, whose transfer from
78 has created an orchestral artefact, not
unpleasant but decidedly unreal, we may
say that his Storm is the most satisfactorily
ominous and spectacular, and it should be
said of Walter that each of his five move-
ments is sympathetically expressive and
superbly sung. There remains Klemperer. For
the first three movements, his transhgured
utterance not only eclipses its LP rivals and
any other phonographic version but is, with
a soft finality, perfection in moodal sensi-
tivity and instinctive oneness with Beetho-
ven breathing deep in Heiligenstadt. In
no other “Pastoral” does so simply sweet a
devotion respire so naturally and with so
little effort. It is an exudation of the essence
of this music, its mingled spiritual and
physical essence: the intimate communion
of man with the small immensities which
in preserving and threatening life enrich and
perfume it. The recording properties of
this performance are transparent and in-
timate, particularly in the wood. The Storm,
if not Kleiber’s tempest, is ominous here,
following the gentle unfolding of the pre-
ceding scenes. Drastic treble reduction is
necessary, but the sound is splendid after
the reduction.
—Vienna Sym Orch.; Otto Klemperer,
cond, Vox PL 6960 41 m $5.95
—Philadelphia Orch.; Bruno Walter, cond.
Col ML 4010 38 'm $5.45
—Sym Otrch.; Kurt Woss, cond. Rem 199-7
37 m $2.19
—London Phxl Orch.; Erich Kleiber, cond.
Lon LLP 33 39 m $ .95
—Vienna National Opera Orch.; Hermann
Scherchen, cond. West wL 5108 39 m

$5.95

No. 7, IN A, Op. 92

Wagner's wonder-stricken epithet ““apotheo-
sis of the dance” still serves, despite mur-
mured cavils, as an mdxspensable quick
charactenzanon of this cosmic exultation in
thythmic rapture which it does not seem
possible a man could write.

Of the seven editions, two are of salient
worth, three of conflicting values, and two
have defects which permit their disqualifica-
tion from this serious competition.

Clearing the field b[v; examining the latter
first, we find the Kleiber disc excited rather
than exultant, and dogged by small defici-
encies in playing and 1n the recording; and
the Muench — well recorded aside from too
much echo — silkenly enunciated in a read-
ing of tranquil languor, a novel treatment,
and happily Mr. Muench’s alone. In the
central category, the recording of the Phila-
delphians seems tarnished to us now, al-
though not fatally, and Walter’s version is
either willfully or carelessly eccentric in
tempo, while the big, bluff sound, here and
there very felicitous, is as often rather rough
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and the wood is too forward. The Woss

erformance has a strong likeness to the
geautiful reading on 78’s of Felix Wein-
gartner, but the horns do not sound out in
the Remington recording.

This leaves Toscanini, whose all-around
performance is admirable, and Scherchen,
supported by superb engineering. Tos-
canini’s first movement is certainly the most
intensely dynamic ever %ut upon discs, and
his most familiar attribute, passion-cum-
exactitude, is distinctly appropriate to the
giddy lines of this Symphony except in the
Trio where his rapid pace converts a moment
of devotion to some threatening gestures.
The Toscanini recording dates back to
about 1935, and the engineers have spectacu-
latly succeeded in extracting everything
possible from the 78’s. The bass is a little
tubby and the treble lacks some brightness,
but within its restricted range this is 2 good
recording. Nevertheless, Dr. Scherchen’s
splendid orchestra is reproduced with such
a totality of superiority to all the other
editions that the hearing is a much more
exciting experience, particulatly in the two
last movements. Indeed, the wonderful
culmination of the finale of the Westminster
disc would alone make it preferable since
here conductor and engineers have been
able to realize the ecstatic, irresistible pro-
pulsion of the music far more completely
than any other combinations. There is
some basis for objection to the slow pace
of the Scherchen first movement, but re-
peated hearings erase an original sense of
injury, which repeated hearings of the
sober tramp of the Muench finale, for ex-
ample, only fortify.

—Vienna National Opera Orch.; Hermann
Scherchen, cond. West WL 5089 37 m

$5.95
—New York Phil-Sym Orch.; Arturo Tos-
canini, cond. RCA Vic LCT 1013 34 m

$5.72

—New York Phil-Sym Orch.; Bruno Walter,
cond. Col ML 4414 35 m $5.45

—Sym Otch.; Kurt Woss, cond. Rem RLP
19-8 36 m $2.19

—Philadelphia Ortch.; Eugene Ormandy,
cond. Col ML 4on 34 m $5.45

—Boston Sym Orch.; Charles Muench, cond.
RCA Vic LM 1034 35 m $5.72

—Concertgebouw Orch., Amsterdam; Erich
Kleiber, cond. Lon LLP 240 33 m $5.95

No. 8, IN F, Or. ¢

Eﬂ"ervescent sportf?xl and boisterous, the
lictle E:g/ztb is elastic enough to tolerate
directional abuses, but in the five recorded
versions only Mengelberg is at all subver-
sive, and then just with a couple of trifling
retards in the first movement to establish
his individuality. Only the first two of the
list below indicate a hierarchical significance.
They seem to be as a whole more desirable
than the following three, and to the writer
the Monteux is the most desirable of all.
Here is an epitome of analysis:

Monteux: This interpretation has the
geniality of the conductor’s own being:
plump, ruddy, bon enfant, equable. Probably
the slight orchestral roughness is the result
of his tolerant personality, but we never
have everything on records and this is, in
general, one of the most completely realized
discs among the Nine Symphonies, with its
bright winds, clean bite ofpthe strings and
inclusive trueness of sound.

Busch: The most reflective and tempered
perusal of the Eighth — unusual treatment,
not disappealing. Also the most incisive
direction, the cleanest orchestral response
and, after Muench, the greatest impression
of orchestral weight. The treble on the
amplifier needs careful adjustment to disci.
pline the violins on this disc.

Mengelberg: Spry and athletic, and an
extremely able transfer from 78’s but plainly
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of poorer sonic quality than the preceding.

Walter: A broader observance of the
whims and contrasts than is to be found
elsewhere makes this version a little less
convincing than the others. It is a very
early LP, but a pretty good one — barring
some intermittent violin harshness and an
incomplete treatment of the winds. Very
fine pianos.

Muench:  Many felicities of recording,
big and bold, but with an excessive bass
and some obscunty in wind definition
There is a very hot pace in this one which
has its own exhilaration, and the disc would
be in a challenging postute vis-4-vis the others
if it lacked background rumble.

—San Francisco Sym Orch.; Pierre Mon-
teux, cond. RCA Vic 1o-in. LM 43
25 m $4.67

—Austrian State Sym Ortch.; Fritz Busch,
cond. 1 Haydn: Symphony No. ror
Masterseal MW 39 27 m $6.45

—Concertgebouw Orch., Amsterdam; Wil-
lem Mengelberg, cond. t Symphony No. 1
Cap P 8079 25 m $4.98

—New York Phil-Sym Orch.; Bruno Walter,
cond. Col 10-in. ML 2001 24 m $4.00

—Paris Conservatory Orch.; Charles Muench,
cond. Lon 10-in. LPS 111 21 m $4.95

No. 9, IN D MINOR, WITH FINAL CHORUS ON

ScHILLER'S “'ODE TO JoY”, OP. 125
The closing paean to Elysian and human
brotherhood has adulterated the repute of
the Ninth Symphony into ambiguity. There
is a tendency to think of the Finale as the
symphony, and since this Finale declaims
most vehemently a quasi-religious senti-
ment, there is a deplorable tendency to
assess the music according to the degree of
coincidence between its religion and that of
the assessor. Thus one hears quick spoken
reactions to this work almost as if the
speakers were attracted or repelled by a
slogan. And yet, if one leaves the "Ode to
Joy” entirely out of consideration, there
remain three perfect movements immediate-
ly apparent as of the most miraculous Bee-
thoven. The Scherzo is his greatest; the
long contemplative song of the slow move-
ment which makes regret a rapture is in-
contestably the most beautiful of his eight
symphonic slow movements, surpassing the
infinitely placid loveliness of that in the
Fourth, as Michaelangelo surpasses Ingres;
while the deadly intensity of the opening
Allegro is not comparable with anything.

It is plain that none of the three recorded
versions is definitive, and that the Walter
is preferable to the ‘others in the sum of
its merits. The Koussevitzky is not likely
to be acceptable to people familiar with the
mighty score. In public performance this
conductor used to offer a good Ninth, but
his concept changed, or his abilities ﬂagged,
for this one which should have been his
monument. It is vitiated although violent;
heavy, but weak; in places staggering be-
tween over-broad alternations of vehement
sforzati and perplexing syncopes. The great
hurt in this is the nullification of the really
ravishing sound produced by the Boston
Symphony Orchestra in the three last move-
ments, perhaps as mellow a synthesis as
has appeared on discs, and with a clarity
of wind statement in places where the winds
are inaudible in the other versions. Walter's
work is not beset by any falter; his vigor
and control are unimpaired; his third move-
ment is the most stirring and so too, his
opening. The Ormandy edition, a very
early LP, is surprisingly clear and rich for
its age, and this conductor has expressed
most vigorously the ferocious good-will of
the Scherzo. Walter’s version is the newest
and the most luxuriant of sound, although
that sound is not of the Boston Symphony
Orchestra.

Music lovers familiar with the Felix
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Weingartner 78's will not find in any of

these editions the wonderful, fluent control

exercised by that grievously missed musi-
cian.

—New York Phil-Sym Orch. and West-
minster Choir; Bruno Walter, cond.
Irma Gonazalez (s), Elena Nikolaidi (a),
Raoul Jobin (t), Mack Harrell (bne).
t Brahms: Schicksalslied, Op. 54 2 Col
SL 156 1 hr 5 m $10.90

—Philadelphia Orch. and Westminster
Choir; Eugene Ormandy, cond. Stella
Roman (s), Enid Szantho (a), Frederick
Jagel (1), Nicola Moscona (bs). t
Leonora Overture No. 3 2 Col sL 150 1 hr.
3 m $10.90

—Boston Sym Orch. and Berkshire Music
Festival Chorus; Serge Koussevitzky,
cond. Frances Yeend (s), Eunice Alberts
(a), David Lloyd (t), James Pease (bne).
t Egmont Overture 2 RCA Vic LM 6001
1 hr 8 m $11.44

UNAUTHENTICATED, IN C, “JENA"
There is both audible and external evidence
to support the contention that this is an
early Beethoven product which he chose
not to publish. It implies some of his man-
nerisms and recalls many of the mannerisms
of Haydn, and was certainly written by a
man of caliber. Without profundity, it
presents a procession of spitited and melodi-
ous ideas in the classic mold with the surety
of an experienced or a very gifted hand. It
is seldom heard except on the phonograph,
where Prof. Heger gives it the gallant, brisk
and stimulating performance he would ac-
cord a standard masterpiece. The engineer-
ing is not notable, but will be found satis-
factory if the stridency of the violins can be
curbed in the amplifier.

—Munich Phil Orch.; Robert Heger, cond.
tNamensfeier and Weibe des Hauses Over-
tures Mer MG 10055 25 m $4.85

OVERTURES

WEIHE DES HAUSES, IN C, OP. 124
A noble work seldom played, the Consecra-
tion of the House has been victimized by the
condescension of those who have not heard
it. A proud devotional introduction leads
into a jubilant fugue and returns to under-
line the solemnity of dedication. This is
well outlined by the Bamberg conductor
Gotthold Lessing, but his band is rough and
the recording is wiry. On the other hand,
the Toscanini record is notable for splendid
orchestral playing and its sound has been
commendagly captured in transference from
78’s. Unfortunately, the conductor’s quick
pace and curt phrasing in the introduction
lessen its stateliness and provide insufficient
contrast for the fugue, itself taken so
quickly as to suggest fever rather than re-
joicing. The superior sound makes the
Toscanini version preferable, but miracles
have happened on LP, and we may soon have
a third Weibe des Hauses of adequate per-
formance and reproduction.
—NBC Orch.; Arturo Toscanini, cond.
t Schumann; Manfred Overture RCA
Vic LM 6 9 m $4.67
—Bamberg Sym Orch.; Gotthold Lessing,
cond. t “Jena" Symphony and Namens-
feier Overture Mer MG 10055 12 m $4.85

CorIoLAN, OP. 62
Grim and implacable, contemptuous of
weakness, a superb work formally perfect,
without one supererogatory note to mar
its fateful decision. Remarkably, there is
only one version, an honest projection with-
out polish, a little wiry in the recording.
—Munich Phil Orch.; Rudolf Albert, cond.
t Egmont Overture and Leonora Overture
No. 3 Mer 10-in. MG 15002 8 m $3.85

EcMmonT, OP. 84

The incidental music which Beethoven
wrote for Goethe's drama comprised nine
numbers besides the famous Overture. In
Germany, the music is played as a matter
of course when the drama is mounted, but
since Egmont does not appear on the Ameri-
can stage, we seldom have an opportunity
to hear its passionate, frank and moving
music. The ten pieces have been recorded
once as a unit, and this recording is not
generally available although it is a valued
addition to phonographic repertory. Mr.
Goehr's direction is by no means inspired,
but is steady and understanding, and Miss

—Munich Phil Orch.; Robert Heger, cond.
t Leonora No. 3 and Coriolan Overtures
Mer 10-in. MG 15002 8 m $3.85

LEONORA, OPP. 72, 72A AND 138

For Fidelio, which was originally called
Leonora, Beethoven for vatious reasons and
in several eras wrote four overtures. One of
these, called Fidelio, was the third written,
and is now played as the overture to the
opera. Another, known now as Leonora No.
3, was the second written, and is played
generally as an interlude between the last
two scenes of the opera. Leonora No. 2 was
the original version of Leonora No. 3.

LupwIG VAN BEETHOVEN

Flury's Clirchen is dramatically stated. The
sonic quality of the disc is like that of Con-
cert Hall's Promethens album.

—Margit Flury, soprano. Winterthur Otch.;
Walter Goehr, cond. Con B-7 39 m
Available to subscribers only.

OVERTURE ONLY: The procedure of Heger,
building slowly to a mighty climax after a
subdued opening, seems more rational than
the Koussevitzl%y method of expending
force en toute, but except in this concept of
dramatic outline, every advantage belongs
to the latter's direction. The resounding
splendor of the Boston orchestra and a
finely adjusted and mellifluous feat of en-
gineering make the totality seem almost as
superb as it should be. Unluckily, to own
this Egmont one must purchase also the
disappointing Ninth Symphony, which
makes the cost a little excessive.

—Boston Sym Orch.; Serge Koussevitzky,
cond. | Symphony No. 9 RCA Vic
LM 6001 8 m $11.44
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1770-1827

Leonora No. 1 (called by Beethoven Charac-
teristic Overture in C), receives an 0cCcCasion-
al concert performance and has not yet
appeared on LP, although there were good
78’s by Toscanini and Mengelberg. The
overture to Fidelio may be found in the
Oceanic album of that opera.

No. 2. The dramatic design, thematic
material and development are similar to
those of the more closely textured No. 3.
A great overture but less great than the latter,
although in the late 20’s a strong effort
was made to convince us of the contrary.
In the only recording, the limp performance
seems to have been caused by confusion with
its successor. The engineering is flawed,
with the “anticipatory echo” particularly
obnoxious.

—Munich Phil Orch.; Eugen Pabst, cond.
t Brahms: Tragic Overture Mer 10 in.
MG 15038 15 m $3.85

No. 3. This is a supreme tone-poem, 2

compact and heroic epitome of the drama
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of Fidelio. It is apparently deathless and
with the Fifth Symphony occupies an in-
evitable place as utterly indispensable music
in the repertory of every symphony orchestra
in the world. Because of its vast appeal we
need not doubt that the near future will
bring us some new recordings of consider-
ably higher merit than those listed below,
not one of which is recommendable, an
astonishing lapse for this work.

—NBC Orch.; Arturo Toscanini, cond.
t Ravel: Daphnis and Chloe Suite No. 2
RCA Vic LM 1043 13 m $5.72

—Philharmonia Orch.; Paul Kletzki, cond.
t Symphony No. 9 2 Col SL 150 14 m

$10.90

—Munich Phil Orch.; Rudolf Albert, cond.
t Egmont and Coriolan Overtures Mer
10 in. MG 15002 15 m $3.85

NAMENSFEIER, OpP. 115
Written to commemorate St. Francis's Day
in honor of the last Roman Emperor, this
seldom-played Overture is rather cleverly
clothed in a2 motley of pomp and rejoicing.
It is certainly worth more hearings than it
receives. Prof. Heger’s direction is sure and
seems affectionate; the externally tnduced
wite in the violins is very resistant to evic-
tion even through a most flexible amplifier.
—Munich Phil Otch.; Robert Heger, cond.
t “Jena" Symphony and Weike des Hauses
Mer MG 10055 7 m $4.85

CONCERTOS FOR P1aNO

No. 1, 1IN C, Op. 15
The brilliant light of the Gieseking per-
formance exposes brutally the deficiencies of
the three other discs, which seem shabbier
after Gieseking than before, and perhaps
shabbier than they really are. The man is
in one of those rare, admirable moments
when he has no peer, when the agility of
his fingers is dictated by grace of understand-
ing. With the anonymous conductor
(Siisskind?) he conveys the bubbling
sprightliness of the First Concerto with in-
gratiating ease and crispness. The engineers
have aided with the best of the four record-
ings, good average, not so rich and detailed
in the orchestra as London but brighter,
and with a purer treble in the piano. The
Schroter-Altmann performance is a chaste
and attractive miniature in a rather un-
pleasant recording. Gulda himself is ex-
cellent, limpid, poised and sinuous, but
Dr. B6hm’s prim and temperate direction
has censored most of the frolic out of the
work. Miss Dorfmann’s heavily marked ac-
cents and Mr, Toscanini’s urgency make an
execution tedious from its excess of sparkle.
(After Gieseking, it was found impossible
to decide on a proper order of precedence
for the others.)
—Walter Gieseking. Philhatrmonia Orch.;
cond. unnamed. Col ML 4307 31 m $5.45
—Heinz Schroter. Bavarian Radio Orch.;
Hans Altmann, cond. { Haydn: Con-
certo in D Mer MG 10047 34 m $4.85
—Ania Dorfmann. NBC Otrch.; Arturo
Toscanini, cond. RCA Vic LM 1039
32 m $5.72
—Friedrich Gulda. Vienna Phil Orch.; Karl
Bohm, cond. Lon LLP 421 40 m $5.95

No. 2, IN B-FLAT, OP. 19
This was the first written (not counting the
early effort in E-flat) and is the least often
erformed of the five. Itis by far theslightest,
ut it is enjoyable and easily assimilable.
Unfortunately neither of the recorded ver-
sions is considered here a recommendable
item, one because of its performance, the
other because of coarse engineering.
—William Kapell. NBC Orch.; Vladimir
Golschmann, cond. RCA Vic 10-in,
LM 12 29 m $4.67
—Hans Schroter. Bavarian Radio Orch.;
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Hans Altmann, cond. Mer 1o-in. MG
15013 29 m $3.85

No. 3, IN C MINOR, Or. 37

Not one of the recorded performances of

the big and imposing Third Concerto contains

all the features we should like. The Rubin-
stein-Toscanini disc is a failure, and each of
the others limps somewhere, with Arrau.

Ormandy probably the most satisfactory

and cerwainly the best joint realization, with

the slow movement very beautifully sung.

But the piano is hard. Mr. Ormandy's

work is the smoothest of any of the conduc-

tors. Haskil-Swoboda has the best recording,
fat and healthy, nicely differentiated, thor-
ough for both piano and orchestra. Mme.

Haskil is persuasive although less nimble

than Arrau, but the Swoboda direction is

solemn in the first movement to 2 depressing
degree not completely mitigated by a lyr-
cal Largo. Backhaus-Bohm has intermittent
fine moments but a number of difficulties
appear in the sound as recorded. Arrau-

Ormandy seems to be the wisest choice.

—Claudio Arrau. Philadelphia Orch.; Eu-
gene Ormandy, cond. Col ML 4302
35 m $5.45

—Clara Haskil. Winterthur Sym Orch.;
Henry Swoboda, cond. West WL so57
35 m $5.95 ]

—Wilhelm Backhaus. Vienna Phil Orch.;
Karl Bohm, cond. Lon LLP 289 37 m
$s.95

—Artur Rubinstein NBC Orch.; Arturo Tos-
canini, cond. RCA Vic LCT 1009 33 m
$5.72

No. 4, IN G, Op. 58
The delectable lyricism of this wonderful
work has been favored on the phonograph
with four interpretations of general excel-
lence: a rarity indeed for one of the major
works, to have none of its recorded versions
somewhere spoiled by bad taste, incompe-
tence, fatuity or pretentiousness. The four
versions are listed in order of the writer’s
reference, based on overall discal quality,
gut the first two are so close, after a compari-
son of their merits, that the deciding factor
was the richer, fuller orchestra revealed in
the Backhaus-Krauss, with superbly de-
fined wind instruments. The piano tone is
strong and excellent everywhere except
now and then in the high treble. It is neces-
sary to watn that a regular pulsation of low
frequency background resonance may spoil
the pleasure of Backhaus’'s muscular and
tender versatility and the lovely, lingering
environment supplied by the conductor’s
affectionate understanding.

The happiest and most effervescent ver-
sion is that of Rubinstein-Beecham. In
concert with 2 man of Sir Thomas’s stature,
this pianist is not victimized by his own
facility, and the results are exceptionally
?ratifyin . This is a recording 1n trans-
erence ?rom recent 78’s, not so solid as
two of the other versions but without seri-
ous engineering faults.

Casadesus-Ormandy and Novaes-Klem-
perer are rather special in their treatment.
Mz:. Casadesus reduces the proportions of
the work and stresses, with the orchestra,
its softer rondures. The smooth respon-
siveness of the orchestra is notable, and
the enregistered tone is surprisingly good in
view of the age of this edition. The ptinci-
pal weakness is some clatter at the top of
the keyboard, forre. The deliberate pace of
the Vox version will probably not please
music lovers accustomed to more con-
ventional treatment, and this writer believes
the retarded tempo not helpful, except in
the Andante, where it produces a very elo-
quent poem. An interesting feature of these
slow tempos is that they seem to benefit
the pianist and hurt the orchestra, which
must of course jibe with the soloist. The
recorded piano sound is excellent. The

www. americanradiohistorv.com

sound of the orchestra lacks clear dertail.

—Wilhelm Backhaus. Vienna Phil Otch.;
Clemens Krauss, cond. Lon LLP 417
32 m $g._95 .

—Artur Rubinstein. Royal Phil Orch.; Sir
Thomas Beecham, cond. RCA Vic
LCT 1032 30 m $5.72

—Robert Casadesus. Philadelphia Orch.;
Eugene Ormandy, cond. Col ML 4074
29 m $5.45 .

—Guiomar Novaes. Vienna Sym Orch.;
Otto Klemperer, cond. Vox PL 7090
32 m $5.95

No. s, IN E-rLaT, OP. 73 ("EMPEROR"’)

Schnabel used to answer sturdily, when he

was asked what he thought was the greatest

piece of piano music, that this is; and he
was not alone in thinking so. His per-
formance has been, in our time, the standard:
it is the one that other pianists imitate. His
second recording, available again and trans-
ferred to LP with evidence of the Victor
skill at these resuscitations, contains the
finest playing we have of the piano part.

The orchestral collaboration provided by

the Chicago Symphony Orchestra has not

the majesty and force of the admirable equi-
valent offered by Georg Szell to Clifford

Curzon for London, which should have been,

in view of its recency and Szell's mastery,

the essential edition; but something rotted
somewhere in a basically excellent recording.

There are several singular alterations of

pitch, and the violins are harassed by a

spurious shimmer which can never quite be

expunged via the treble control. Schioler-

Garaguly tempers the Emperor’s might with

delicacy, not unpleasantly, in an honest and

cohesive recording not less meritorious for
being unsensational. Either this or Schnabel-

Stock seems to be the best of these recorded

Emperors, although Karrer-Woss (whoever

they are) have given us, curiously, the

stateliest of the five concepts. Miss Karrer
has a musical dignity somewhat above the
limits of her strength but she and Wéss
mingle the serene majesty of their exposition
with a complicating sense of human friend-
liness, of uncustomary appeal. If severe
rectification of the tregle curve can be ob-
tained, the tonal qualities of their disc
will be found something more than satis-
factory. In the Columbia edition, Mr.

Ormandy’s opulent orchestra sounds superb-

ly the superg music given to it, but the

engineers, triumphant with the warm or-
chestral pliancy, failed the soloist, freezing
his piano to a brittle metal.

—Victor Schioler. Danish National Radio
Orch.; Carl Garaguly, cond. Mer MG
10060 37 m $4.8

—Artur  Schnabel. éhicago Sym Orch.;
Frederick Stock, cond. RCA Vic Lcr
1015 38 m $s5.72

—Felicitas Karrer. Sym Orch.; Kurt Woss,
cond. Rem RLP 199-1 37 m $2.19

—Rudolf Serkin. Philadelphia Orch.; Eu-
gene Ormandy, cond. Col ML 4373
38 m $5.45 .

—Clifford Curzon. London Phil Orch.;
Georg Szell, cond. Lon LLP 114 38 m

$5.95
WITHOUT NUMBER, IN E-FLAT (1784)
We do not condescend to Beethoven, even
ar fourteen. This exhumation, which Bee-
thoven would not publish, contains an
orchestral reconstruction from notes in the
composer’s hand, the piano part being en-
tirely his own. It is pretty and well-made,
and by no means dull. Played for this disc
with a becoming tenderness, it may be the
only edition for a long time. Unfortunately
the old recording is afflicted with considet-
able distortion.
—Orazio Frugoni. Pro Musica Chamber
Orch.; Paul Paray, cond. Vox pL 6470
22 m $5.95
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CONCERTO FOR VIOLIN

CoNCERTO IN D, Op. 61
A rare case. The four recorded interpreta-
tions are excellent beyond cavil for soloists
and orchestra, with a palm for performance
oing to Heifetz-Toscanini, not necessarily
gecause of a musical accord which is equally
apparent in the other editions, but because
of the marvelous chaste line of the Heifetz
fiddle, perfectly proportioned without frig-
idity. (This violinist can be counted on
for his best work when he is stimulated by
the example of a conductor of stature: Mr.
Toscanini is in a position to exact more
than Mr. Emanuel Bay.) It is possible that
the others are on a par, although the superior
richness of Ormandy’s orchestra is patent,

canini, cond. RCA Vic LCT 1010 39 m

$5.72

—Joseph Szigeti. New York Phil-Sym Otrch.;
Bruno Walter, cond. Col ML 4012 42 m
$5.45

—7Zino Francescatti. Philadelphia Otch.;
Eugene Ormandy, cond. Col ML 4371

43 m $5.45

“TRIPLE” CONCERTO

CONCERTO FOR PiaNO, VIOLIN, VIOLON-
CELLO AND ORCHESTRA, IN C, Op. 56
A greater proportion of Beethoven's work is
in active repertory than any other’s of the
true Olympians. Yet the Triple Concerto,

Sixth Symphony

First Concerto
Minuet of the Septet

Piano Sonata No. 17
Piano Sonata No. 25

“Spring”’ Sonata
Cello Sonata No. 3
Variations, Op. 35

AN INTRODUCTION TO BEETHOVEN

Heard for the first time, a great deal of the master’s work is intimidating. It
is not necessary to dive into the deepest waters first; there are delightful sun-streaked
lagoons. The following immersions are both warm and appetizing:

Andante of the First Symphony
First and Second Movements of the Second Symphony
Scherzo of the Third Symphony
Adagio of the Fourth Symphony

Allegretto scherzando of the Eighth Symphony

Scherzo and Minuet from the Fourth Quartet
Finale of the Eighth Quartet

Finale from the Creatures of Prometheus
First Movement of the Serenade, Op. 25
First Movement of Piano Sonata No. 1

Last two Movements of Piano-Violin Sonata No. 7

while it is also patent that the Ormandy
direction has moments of languor at odds
with a more prevalent driving energy.

Not one is an outstanding example of
engineering. Heifetz-Toscanini dates from
circa 1940 and did not adapt itself easily to
LP processing. The Szigeti-Walter, lyrical
and easy-going, is an old LP by no means
contemptible, but somewhat murky by
present standards.  Francescatti-Ormandy
are the dazzlers of the lot, and have the
newest recording, which regrettably ob-
trudes a ghost-like fifth string to the solo
violin that cannot be banished. The Kulen-
kampff-Schmidt-Isserstedt collaboration is
superficially the least arresting and in the
long run perhaps the most rewarding, for
not only do these two skillful and intelli-
gent musicians respond nicely to each other,
but they maintain an equanimity of grace
throughout the work. The disc is a transfer
from 78's, but one accomplished with com-
petence, and the tonal results are the best
of all. Not one is definitive, but for music
lovers without the most substantial of violin
concertos in their collection, the Capitol
record is recommended. For music lovers
who already have any of these, the advice is
to keep it, the points of difference being in-
sufficient as a whole to warrant a duplica-
tion.

—Georg Kulenkampff. Berlin Phil Orch.;
Hans Schmidt-Isserstedt, cond. Cap
P 8099 43 m $4.98

—Jascha Heifetz. NBC Orch.; Arturo Tos-

unique in its form, and first-class Beethoven,

seldom is publicly performed, and in phono-

graphic history has had only two complete
recordings. It is a broad, exultant work,
arnished with sweeping tunes and hazards
or cellists. None of the hazards is too
formidable for Mr. Rose in the only LP
edition, and the lesser difficulties confront-
ing his colleagues are overcome with homo-
geneous musicianship in a triumph which is
nevertheless primarily Bruno Walter’'s. The
orchestra wings unstraitened in instinctive
accord with the soloists customarily mem-
bers thereof, not unaware of the leader’s
authority and submissive to his condignly
easy control. One of Dr. Walter's best
discs, resonantly engineered. If the soloists
seem on occasion larger than life the rustis
are larger still.

—-Walter Hendl, piano; John Corigliano,
violin; Leonard Rose, cello. New York
Phil-Sym Orch.; Bruno Walter, cond.
Col 10-in. ML 2059 34 m $4.00

SONATAS FOR PIANO

No. 1, IN F MINOR, Op. 2, No. 1

The only recording of a delectable, tripping
essay dating back to Beethoven’s young
twenties is lightly and smoothly handled by
the pianist with a light sound to match, not
everywhere free of clatter in the treble.
—Adolph Baller. 1 Sonatza No. 9 All 10-in.

AL 43 14 m $4.45
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No. 2, IN A, Op. 2, No. 2

A wayward humor suggestive of Haydn,
but less ordered and headier than charac-
teristic of the older composer, infuses this
Sonata throughout its surprising length.
The Scherzo is an endearing example of the
form so irresistible to Beethoven. It pre-
sents no particular difficulties to the talented
fingers and open mind of Mr. Appelbaum,
endowed in this recording with a deep,
vibrant bass and wonder of wonders, a
mellow and undistorted treble!

—Kurt Appelbaum. { Sonata No. 32 West

WL 5075 23 m §5.95

No. 5, IN C MINOR, Op. 10, NO. 1
C minor for Beethoven almost invariably
signified portent, struggle and triumph, but
the dramatic Fifth Sonata interrupts the tri-
umph of its Finale to end with a question,
leaving the hearer with an uncomfortable
feeling of suspension and apprehension.
The viﬁor and intelligence of Backhaus
backed by uncommonly able assistance from
the engineers put this disc in the upper rank
of Beethoven piano records.
—Wilhelm Backhaus. 1 Piano Sonatas No. 6
and 25 Lon LLP 393 14 m $5.95
No. 6, IN F, Op. 10, No. 2
Backhaus's celebration of the jubilant aerial
spoofing of this untrammeled treasure is
less insistent on its contrasts and vagaries
than Petri and to this wtiter the easier treat-
ment is the more effective. Furthermore,
the Columbia recording, commendable at
its issuance, is hard at the upper half of the
keyboard, while the London delineates a
very persuasive piano tone. Both discs
suffer from background rumble. — The dis-
crepancy in elapsed time is caused by
Backhaus’s disdain for the indicated re-
peats.
—Wilhelm Backhaus. } Sonatas No. 5 and 25
-Lon LLP 393 10 m $5.95
—Egon Petri. T Bach-Busoni: Chaconne Col
10-in. ML 2049 15 m $4.00

No. 7, IN D, Op. 10, No. 3
The verdict is to the more mobile tempera-
ment and digitation of Mr. Appelbaum,
who is more fluent and clearer even in his
strongest contrasts and most abrupt transi-
tions than Mr. Hambro has been able to
realize in his most lyrical passages. Since
the Appelbaum disc has also been favored
with engineering of the first class, easily
supetior to the other, the Westminster choice
is dictated.

—Kurt Appelbaum. t Somara No. 21 West
WL 5044 25 m $5.95

—Leonid Hambro. { Sonata No. 28 All
AL 85 20 m $5.45

No. 8, IN C MINOR, “"PATHETIQUE"”, OP. 13
Time and ten thousand pianists have re-
moved some of the bloom from this delicate
and wistful garland, but for those who have
heard it fewer than five hundred times it
must still be endearing. The recorded per-
formances all seem good, with a decided
advantage to Mr. Rubinstein’s exceptional
clarity and poise. The sound of his piano,
however, has not been realized so well as
that of Frugoni, which is the most satis-
facrory, or Kitchin's, which would have been
the most imptessive with a litrle less metal
at the top.

-—Artur Rubinstein. 1 Schumann Fantasie-
sticke, Op. 12 RCA Vic LM 1072 17 m
$5.72 .

—Orazio Frugoni. t Sonatas No. 14 and 23
Vox PL 7160 15 m $5.95

—Alfred Kitchin. t Somara No. 23 Rem
RLP 199-6 18 m $2.19

No. 9, IN E, Op. 14, No. 1

The running glibness of Mr. Baller seems
highly appropriate to a pleasantly super-
ficial Sonata to which Mr. Appelbaum gives
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more serious and stronger treatment. If

the first style satisfies prejudice more than

the second, the tonal qualities of the second

disc surpass those of the first.

—Adolph Baller. t Sonata No. 1 All 10-in.

AL 43 11 m $4.45

—Kurt Appelbaum. { Sonaras No. 24 and 31

West WL 5090 14 m $5.95

No. 11, IN B-FLAT, OP. 22
With this work the sonata, as Beethoven
had found it in Haydn, with its tight form
and objective content, begins to burst under
the impact of an assertive, virile imagination.
It is a piece in transition, not well-known,
neglected because there are after all thirty-
one others. Appelbaum is sturdy and candid
in the only recording, which technically has
the excellence that Westminster consistently
produces from the piano.
—Kurt Appelbaum. t Sonata No. 14 West.
WL 5078 26 m $5.95

No. 12, IN A-FLAT, “FUNERAL MARCH”,
Op. 26

The two imposing names involved in the
recordings of this beautiful Sonata — whose
Funeral March on the Death of a Hero pro-
vided a fitting accompaniment to Beetho-
ven'’s last cortege — can make us wish that
lesser names but more sympathetic spirits
had been at the keyboard. The Backhaus
version, which is the better, is disappointing
in an indefinable way, as if the pianist were
not at ease with the work. His performance
is blunt and almost casual, whereas Giese-
king, proud of the peerless agility of his
fingers, dandifies the noble wortk by an
exhibition of fussy and inappropriate insis-
tence on precision. His is a spectacular
petformance which music lovers will hearti-
ly dislike. Tonal qualities average about
the same, the Backhaus piano betraying
some metal at the top, and the Gieseking
instrument, just a little obscured along its
range.

—Wilhelm Backhaus. } Sonatz No. 21 Lon

LLP 265 19 m $5.9
—Walter Gieseking. 1? Grieg: Lyric Pieces
Col ML 4334 18 m $5.45

No. 14 IN C-SHARP MINOR, “MOONLIGHT”,

Opr. 27, No. 2
It was such a brutalizing experience to com-
pare the seven performances of this, in whole
and then in part, that the judgments are put
in tabular form. It is really a poetic and
dramatic piece of music, but under the
spell of the spurious appellation **Moon-
light”” it has been brandished far too often
by amateur and professional pianists.

Best recording: Appelbaum. — Generally
best-rounded performance: Gulda (with
reproduction of a good standard). — Fru-
goni is satisfactory in a satisfactory record-
ing. Horowitz is listless and showy in be-
low-average recording. Serkin is rather dull.
Schioler limps through his own harsh
clangor. Jenner is atrociously recorded. —
The choice of Appelbaum or Gulda is
imposed.

—Kure Appelbaum. t Sonata No. 11 West
WL 5078 17 m $5.95

—Friedrich Gulda. t Sonata No. 31 Lon
LLP 150 16 m $5.95

—Orazio Frugoni. | Sonatas No. 8 and 23
Vox PL 7160 12 m $5.95

—Rudolf Serkin. { Sonata” No. 26 Col
ML 4432 16 m $5.45

—Vladimir Horowitz. 1 Mozart: Sonata
No. 12 RCA Vic LM 1027 15 m $5.72

—YVictor Schioler. t Chopin: Fantasie-Im-
promptu  and Polonaise in A-flat Mer
10-in. 15037 14 m $3.85

—Alexander Jenner. f Chopin Miscellany
Rem RLP 199-10 15 m $2.19

No. 15, IN D, “PAsTORAL"”, OP. 28

Affectionate and sunny, one of the few of

the thirty-two without any conflict at all,
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the Pastoral Sonata receives a gentle and

unassuming exposition from a pianist de-

lightfully subordinate to its good-humored

mood. The instrument has been recorded

with agreeable competence.

—Gyorgy Sandor. f Chopin Miscellany
Col ML 4193 21 m $5.45

No. 17, IN D MINOR, “TEMPEST”, OP. 31,
No. 2
Two versions have patent merit with that
of Mme. Novaes somewhat preferable in
the sound of her piano (although the re-
cording is good average in both cases), and
especially gecause of an episodic reticent
delicacy very rewarding in the simple out-
lines of the candid and open-hearted Sonata.
The Dohnanyi has some superiority of dy-
namics without the gentleness of Mme.
Novaes's poetry. Her moderation is that
of a consummate musician and the overside
contains Sonata No. 26 in most seductive
guise. The third version is not in this class.
—Guiomar Novaes. t Sonatza No. 26 Vox
PL 6270 21 m $5.9
—Erno von Dohnanyi. ]? Andante Favori and
Haydn: Variations in F Minor Rem
RLP 199-16 19 m $2.19
—Byron Janis. RCA Vic 10-in. LM 50 20 m
$4.67

No. 18, IN E-rLAT, OP. 31, NoO. 3
Inexorable superb pianism, everything pro-
portioned and neat, every note, every chord
as if washed, by Artur Rubinstein in a ver-
sion which can teach much about the piano
to students, but which music lovers will find
a little disheartening in its intransigence
towards the tenderer aspects of an endlessly
inventive and temperamentally complex
sonata. Piano tone is excellent, barring some
hatdness of room-acoustics.

—Artur Rubinstein. t Sonata No. 23 RCA

Vic. LM 1071 19 m $5.72

No. 21, IN C, "WALDSTEIN"’, OP. 53

It is assumed that all music lovers know the
exhilarating grandeur of the ““Waldstein™.
If we remember that we are considering not
ideal abstractions but reproduced perform-
ances, the three recorded must all be judged
good, if in different degree. Backhaus is
the most robust and the most flexible. Arrau
is swift and deft, but his Rondo is not
rhapsodic, which Backhaus’s is, and Appel-
baum’s may seem a little stolid in compari-
son with Backhaus’s Rondo. In com-
pensation, Westminster and Columbia, in
that order, offer a consistently truer piano
than London, which gives an opulant bass
and xylophonic top. Choice is always diffi-
cult under such circumstances as this, where
the favorite interpretation is tonally weakest.
Probably the Appelbaum will give the great-
est pleasure to the largest number; and of
course the respective couplings could sway
a choice.

—Kurt Appelbaum. 1 Sonata No. 7 West

WL 5044 24 m $5.95
—Wilhelm Backhaus. t Somata No. 12 Lon
LLP 265 21 m $5.95
—Cl;udio Arrau. Col 10-in. ML 2078 25 m
5-45

No. 23, IN F MINOR, *‘APPASSIONATA”,
OpP. 57

Unlike one or two of the most chastised
sonatas, the hard rock of this one seems
forever resistant. The record preferred here
is Frugoni’s, a reliable exposition with ex-
cellent piano sound. Rubinstein, in another
first-class recording, has a too obviously
superior pianism, which seems irrelevant and
obtrusive.  Kitchin, with impressive and
powerful sound (not without a little clatter
in the treble) plays a neat first movement,
but his individual treatment of the finale
seems to add nothing to it. The Serkin
recording is too harsh for comfort.

—Orazio Frugoni. 1 Sonatas No. 8 and 14
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Vox PL 7160 19 m $5.95

—Artur Rubinstein. T Sonata No. 18 RCA
Vic LM 1071 19 m $5.72

—Alfred Kitchin. 1 Sonata No. 8 Rem
RLP 199-6 23 m $2.19

—Rudolf Serkin. Col ML 2002 22 m $4.00

No. 24, IN F-sHArP Op. 78

There is some controversy about this Sonata,
the only work dedicated to Therese von
Brunswick; proof, according to many
critics, that he loved this lady; overwhelm-
ing evidence, according to others, that he
hated her. Support for the first contention is
offered by Mr. Appelbaum, for the second,
by Mr. Serkin. The composer himself
esteemed the work, but Mr. Serkin has not
here the moodal dexterity to meet its ca-
prices on even terms. The Appelbaum per-
formance has more gusto, easier transitions,
surer manipulation. Piano tone is good in
both editions, with the recent Westminster
bettering the old Columbia, particularly in
clean retention of bass.

—Kurt Appelbaum. t Sonatas No. 9 and 31

West WL 5090 10 m $5.95
—Rudolf Serkin. t Trio and Fantasia Col
ML 4128 10 m $5.45

No. 25, IN G, Op. 79

Backhaus plays this Sonatina of scurrying,
exuberant high spirits to perfection in a
piano recording of outstanding realism. In-
deed, the disc containing the Fifth, Sixth and
Tuwenty-Fifth Sonatas is delectable throughout,
not only the best Backhaus has done for
London, but the best London has done for
Backhaus.

—Wilhelm Backhaus. 1 Piano Sonatas No. s

and 6 Lon LLP 383 9 m $5.95

No. 26, IN E-FLAT, “FAREWELL, ABSENCE
AND RETURN". OpP. 814
Serkin’s is one of his best Beethoven efforts;
admirably played in every way subject to
analysis, but without the ultimate spiritual
meaning which Novaes, with less acrobatic
digitation, weaves in an unassuming manner.
Her environment seems suffused wirth the
shameless sentimental glow the simple
diary of this wonderful naive poem calls for.
The sound of one is worth the other, with
Columbia more seizing but a little brittle,
Vox curiously rich in the fortes but uncer-
tain in the treble during quieter passages.
The Gulda version was not available.
—Guiomar Novaes. 1 Sonata No. 17 Vox
PL 6270 16 m $5.95
—Rudolf Serkin. ]? Sonata No. 14 Col
ML 4432 15 m $5.45 .
—Freidrich Gulda. {1 Variations, Op. 35
Lon LLP 322 $5.95

No. 28, IN A, Op. 101

The only version we possess of this Sonata,
which demands great flexibility of sympathy
and fingers, is incompletely convincing in
the mild dynamics and prim contrasts offered
by Mr. Hambro. The piano tone is fair,
not free of rumble.

—Leonid Hambro. t Sonata No. 7 All AL 85

19 m $5.45

No. 29, IN B.rFLAT, “HAMMERKLAVIER”,
Op. 106
The enormous dimensions of this Sonata
are not too large for its multitude of ag-
ressive ideas in abrupt apparitions and
gold mutations. The title by which we still
designate it is a simple acknowledgment of
its hugeness, for two others (Nos. 28 and 31)
receive the same general distinction of
nomenclature from the composer. There
are two recorded versions, of which that of
Horszowski could not be found. The other,
a new one by the young pianist Friedrich
Gulda, is a startling display of technical
mastery and musical understanding. His
is the iind of performance we expect from
a master after years of specialization in the
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last sonatas. The contrasts in which the
work abounds are managed by Gulda with
an instinctive avoidance of the excess which
so often makes the Sonata seem confused
and merely noisy; and the great scope of
his dynamics is employed only to point the
inherent meaning of the music. The en-
gineers have given us 2 piano tone with a
resonant, retentive bass and a rather hard
treble.  But the disconcerting feature of
what should have been a great accomplish-
ment is an incorrigible background rumble
throughout.

—Friedrich Gulda. Lon LLP 422 38 m $5.95
—Mieczyslaw Horszowski. Vox PL 6750

$5.95

No. 30, IN E, Op. 109

The Thirtieth Sonata suffers from proximity
to its overwhelming immediate predecessor
and the two supreme achievements to fol-
low. The outlines of those are instantly
memorable and they are easily characterized,
but this one offers no immediately facile
means of identification despite its generally
more meditative Character.

On records, Backhaus presents the most
convincing and memorable pageant of ra-
tional sound, with Demus nearly as effective.
The Horszowski performance is indefinably
undistinguished and uninteresting. As so
often happens, the engineering attributes
are not in accord with the musical features.
The truest piano tone emerges from the
Demus disc with the Horszowski piano
just a little inferior and the Backhaus less
realistic than either.

—Jorg Demus. t Somata No. 31 Rem RLP
199-29 21 m $2.19
—Wilhelm Backhaus.  Chopin: Sonata No. 2
Lon LLP 266 20 m $5.95
—Mieczyslaw Horszowski. t Sonata No. 32
Vox PL 7050 19 m $5.95
No. 31, IN A-FLAT, OP. 110
The conflicting virtues of the four editions
make establishment of 2 qualitative hierarchy
2 matter of almost finical measurement. The
Sonata, reminiscent thematically of the great
Mass, but emotionally distinct and tinged
with that noble melancholy which Beetho-
ven put into so many of his later works, is
irresistible in a ravishing balance of sim-
plicity and subtlety. I each case here, the
engineers have contrived a realistic piano
tone, with some sonorous superiority in the
Westminster that only a very responsive re-
producing apparatus can illustrate. In gen-
eral, Appelbaum and Demus play in a simi-
lar fashion, evocative primarily of the feeling
in the wotk, while Casadesus, crisper, per-
haps more pianist than musizian here, traces
a more facile outline with .\imbler fingers.
There is more of Beethoven in the Germans,
and the small technical superiority of the
Westminster is enough to make the Appel-
baum version preferable to the Demus and
the Casadesus in that order. The Gulda
showing is damaged by an extraordinary
background rumble.
—Kurt Appelbaum. t Sonazas No. 9 and 24
West WL 5090 21 m $5.95
—Jorg Demus. t Sonata No. 30 Rem 199-29
20 m $2.19
—Robert Casadesus. t Schumann: Erudes
Symphonigues Col ML 4388 17 m $5.45
—Friedrich Gulda. { Sonata No. 14 Lon LLP
150 19 m $5.95

No. 32, IN C MINOR, Op. 111

The last Sonata culminates on the piano
Beethoven's long insutrection against des-
pait, 2n emotion which even in the Fourteenth
Quartet is never more than a_portent to be
eventually evicted. Despair belongs to
Chopin, swooning comfortably in Paris at
the fall of Warsaw; Beethoven’s rebellion
rejected the concept for himself: he acknowl-
edged melancholy, grief, anxiety, disap-
pointment, hurt, resignation and contem-

plation, but his bluff mind inevitably raged
at them all as his stalwart, square body had
defied the complexity of ailments that would
have killed 2 weakling twenty years sooner
than it killed him. The second C Minor
Sonata (the “Pathetique”” was the first) en-
compasses all his melancholies and all his
rebellions: it requires an ideal performance
and naturally never has one. Hearing the
Sonata, one Can never escape an impatient
frustration: it is as personal as music can
be and one’s judgment is otherwise per-
sonal and subjective. Every performance is
to a degree a failure, but those who descry
the failure do not agree on just where it is
demonstrated.

The personal preference here, among the
recorded performances, is for Mr. Lateiner’s,
although the Horszowski wins favor for
some sections. All three are blessed with
excellent recording, with Mr. Appelbaum’s
least cherished interpretation slightly truer
in sound than the others.

—TJacob Lateiner. t Andante Favori Col ML
4335 30 m $5.45

—Mieczyslaw Horszowski. 1 Sonata No. 30
Vox PL 7050 27 m $5.95

—Kurt Appelbaum. t Somara No. 2 West
WL 5075 27 m $5.95

MISCELLANEOUS P1aNo

FaNTASY FOR PIANO, IN G MINOR, OP. 77
A showy piece in the manner of an improvi-
sation, upon which some rather striking
poetic ideas are wasted. The pianist is more
bulldog than poet, and his commendable
tenacity is insufficiently flexible to realize
mote than the externals of the music. The
disc is not new, but reproduction of the
piano is very good.

—Rudolf Serkin. 1 Trio No. 5 and Sonata
No. 24 Col ML 4128 9 m

ANDANTE FAvVORI FOR PIANO, IN F, G 170

Dohnanyi instills more fragrance into this

romantic interlude, which was the original

slow movement of the “Waldstein” Sonata,
than Lateiner has done, but the former’s
attack is also cloudier, and the sound of
his pianc not quite so realistic as that of the

Columbia sound which on this disc would

be as good as any if it were a little less hard.

The feeling here is that the Lateiner way is

too severe for music whose principal at-

tribute is charm. The couplings are what
will determine the choice.

—Etno von Dohnanyi. 1 Sonara No. 17 and
Haydn: Variations in F Minor Rem
RLP 199-16 8 m $2.19

—Jacob Lateiner. t Sonata No. 32 Col ML

4335 11 m $5.45

SONATAS FOR PIANO AND VIOLIN

No. 1, IN D, Op. 12, NO. 1
The Baller-Totenberg playing of a2 gay and
refreshing work is more lyrical, dramatic
and imaginative than the other versions, but
has been inadequately engineered. Hors-
zowski-Szigeti is nearly as good and the
recording is satisfactory. Bay-Heifetz is an
essay in the projection of the Heifetz tone
with Mr. Bay scrupulous not to obtrude his,
in a narrow tecording.
—Mieczyslaw Horszowski, Joseph Szigeti.
tSchubert: Sonatina No. 1 Col ML 4133
17 m $5.45 L
—Adolph Baller, Roman Totenberg.  Violin
Sonata No. ro All AL 2 18 m $5.45
—Emanuel Bay, Jascha Heifetz. 1 Violin
Sonata No. 2 RCA Vic LM 1015 16 m
$5.72
No. 2, IN A, Op. 12, No. 2
The cold aloofness of the beautiful Heifetz
involutions by no means supplies all the
requirerments of a correct classical style. He
is producing patterns. Mr. Bay is a little
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more audible than on most of the occasions
when he has the honor of being shushed
by his fiddling overlord. The Goldstein-
Bernstein version was not available.
—Emanuel Bay, Jascha Heifetz. 1 Sonata No.
1 RCA Vic LM 1015 16 m $5.72
—Ella Goldstein, Joseph Bernstein. T Sonata
No. 4 Conc CHC 34 $5.45
No. 4, IN A MINOR, OpP. 23
The only record was not available.
—Ella Goldstein, Joseph Bernstein. t Sonata
No. 2 Conc CHC 34 $5.45
No. 5, IN F, “SPRING”’, OpP. 24
The “'Spring” Sonata has the most congruent
of the titles gratuitously applied to Beetho-
ven's works. This music has no problems,
although Spring may have hers: it is an
exhuberant, inspiriting and carefree expres-
sion of genial well-being. There are four
phonographic versions, and we have learned
to be wary of very prominent names in these
sonata-duos. We meet again the heartless
perfection of Mr. Heifetz's chaste purity of
line in an interesting misapplication of his
talents which shows him simultaneously at
his best and his worst, Mr. Bay murmuring
ineffectually the while in futile dependence.
Mr. Milstein’s growing repute has authorized
his capitulation to it after a spirited first
movement. Mt. Balsam can be a petsuasive
pianist, but knowing the place alloted to
pianists acting with violin virtuosi he cir-
cumspectly reduces his volume and attempts
to outdo the zederze only in the tired phrase
and the limp rejoinder. It is possible to
feel an affection for the spirit animating the
Goldstein-Bernstein  performance — which
does indeed suggest Spring freshness —
without being able to commend their disc
which has some tonal oddities and a2 per-
tinacious rumble. Fortunately Messrs. Bal-
ler and Totenberg are present to apply team-
work and imagination, coupled with decent
restraint, to a pleasant interpretation reveal-
ing sensitive mutability. The violinist dem-
onstrates agreeably that purity of contour
need not be divorced from warmth of spirit.
—Adolph Baller, Roman Totenberg. ¢
Sonata No. 6 All AL 47 20 m $5.45
—Artur Balsam, Nathan Milstein. RCA Vic
10-in. LM 134 21 m $4.67
—Emanuel Bay, Jascha Heifetz. t Mozart:
Sonata No. 24 RCA Vic LM 1022 17 m

5.72
—Ella Goldstein, Joseph Bernstein. Conc
CHC 17 20 m $5.45

No. 6, IN A. Op. 30, No. 1

A sustained, aspiring Adagio features a
Sonata less appealing in its other move-
ments, and this slow song is played with a
good long line by Totenberg in the only
recording. Elsewhere, however, his violin is
dogged by harshness of tone, apparent
particularly in the Finale.

—Adolph Baller, Roman Totenberg. 1

Sonata No. 5 All AL 47 22 m $5.45

No. 7, IN C MINOR, OP. 30, No. 2

A sonata compact with pointed, aggressive,
disconcerting and individual ideas more
numerous and disparate than in any other
of the ten. It is ﬁelovcd of violinists, for
obvious reasons. Unfortunately, of the five
editions on records, two were not available,
London and Remington. Bay-Heifetz are
by now familiar, and the familiarity has bred
the ordained product. Zakin-Stern recreate
the work with insinuating skill, and ravish-
ing tone from the violinist. Horszowski-
Szigeti have collaborated on a disc of per-
ceptive, imaginative, subtle and ever-vari-
able musical mastery — an extraordinary
achievement, the greatest delineation of one
of these Sonatas on records. It is not new,
and its purly sonic appeal — particularly
since Szigeti’s tone is never his richest en-
dowment —is less than that of Zakin-
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MASTERY

After a century or two we shall have recorded performances of all the Beethoven
works without technical flaw (although our children will not renounce their right
of sneering at interpretive particularities). We find now, in the catalogue already
available, certain discs of outstanding acoustical merit bearing performances of
singular understanding. These comprise the following:

First Concerto (Gieseking; Philharmonia Orchestra). Columbia ML 4307
Fourth Concerto (Backhaus; Vienna Philharmonic Orchestra). London LLP 417
Triple Concerto (Walter and N. Y. Philharmonic-Symphony Orchestra). Colum-

bia ML 2059

Octet, Op. 103 (Oubradous Octet). Vox PL 6130
Quartet No. 4 (Budapest Quartet). Columbia ML 4029
(Paganini Quartet). RCA Victor LM 1052

Quartet No. 6 (Budapest Quartet). Columbia ML 4073
Quartet No. 7 (Pascal Quartet). Concert Hall CHS 1205
Quartet No. 8 (Pascal Quartet). Concert Hall CHS 1206

(Vienna Konzerthaus Quartet). Westminster WL 5098
Quartet No. 9 (Pascal Quartet). Concert Hall CHS 1207
Quartet No. 15 (Paganini Quartet). RCA Victor LM 1179

(Budapest Quartet). Columbia ML 4006
Quartet No. 16 (Pascal Quartet). Concert Hall CHS 1212

(Paganini Quartet). RCA Victor LM 24
Septet. (Pro Musica Chamber Group). Vox PL 6460
Serenade, Op. 8. (Fuchs, Fuchs, Rose). Decca DL 7506

(Pasquier Trio). Allegro ALG 3031
Piano Sonata No. 2 (Appelbaum). Westminster WL 5075
Piano Sonatas No. 5, 6 and 25. (Backhaus). London LLP 393
Piano Sonata No. 11. (Appelbaum). Westminster WL 5078
Piano Sonatas No. 17 and 26. (Novaes). Vox PL 6270
Piano-Violin Sonata No. 7. (Horszowski-Szigeti). Columbia ML 2097
Piano-Violin Sonata No. 10 (Firkusny-Spivakovsky). Columbia ML 4402
Third Symphony. (Toscanini and NBC Orchestra). RCA Victor LM 1042
(Walter and N. Y. Philharmonic-Symphony Orchestra). Colum-

bia ML 4228

Sixth Symphony. (Klemperer and Vienna Symphony Orchestra). Vox PL 6960
Seventh Symphony. (Scherchen and Vienna National Opera Orchestra). West-

minster WL 5089

Eighth Symphony. (Monteux and San Francisco Symphony Orchestra). RCA

Victor LM 43

String Trios No. 3 and 4. (Pasquier Trio). Allegro ALG 3015

Stern, but good enough to impose the older

disc as the urgent choice,

—Mieczyslaw Horszowski, Joseph Szigeti.
Col. 10-in. ML 2097 26 m $4.00

—Alexander Zakin, Isaac Stern. ¥ Mozart:
Concerto No. 3 Col ML 4326 25 m $5.45

—Emanuel Bay, Jascha Heifetz. RCA Vic
10-in. LM 60 24 m $4.67

—Heinrich Berg, Walter Schneiderhan.
Rem 1o-in. RLP 149-35 $1.69

—Franz Osborn, Max Rostal. Lon LLP 162
$5.95

No. 8, IN G, Op. 30, NoO. 3

Very rewarding in its happy proportions of

lyric mood, with each movement logically

created by the other two. It is curious that

there should be only one version, but the

high quality of petformance and recording

(after sharp downward revision of the treble)

does not make the absence of others some-

thing to lament.

—Robert Cornman, Tossy Spivakovsky. t
Bach: Unaccompanied Sonata No. 1 Col
1o-in. ML 2089 16 m $4.00

No. 9, IN A, “KRreuTzER”, OP. 47

The meditative variations separate two pres-
tos of galvanic melodrama and heroic ten-
sion unprecedented in violin literature. It
has been played so much we forget how ex-
citing it can be. It is much more exciting
in the newer Columbia version (Casadesus-
Francescatti) than in the old, not necessarily
because of the interpretation itself, but be-
cause of an outright living reproduction of
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sound lacking in the more primitively en-

gineered Serkin-Busch. The French musi-

cians maintain an admirable equality of

importance in a work wherein such treat-

ment should be a sine gua non but often is

not.

—Robert Casadesus, Zino Francescatti. Col
ML 4327 32 m $5.45

—Rudolf Setkin, Adolf Busch. Col ML 4007
27 m $5.45

No. 10, IN G, Op. 96
The Baller-Totenberg disc can be dismissed
with acknowledgments to their attentive and
informed musicianship. The old Allegra
record — dry, over-plangent and spasmodi-
cally explosive in the piano — fails to attain
today’s standards. The Columbia disc, with
its diligent and alert partnership featuring
poetic phrasing from both and a superb tone
from Mr. Spivakovsky — big, broad and
suave at once — is competent if not re-
markable in its engineering, and one of the
very best projections of a Beethoven work
in this form on discs. Except for No. s, this
is the tenderest, the least disturbed of the
Violin Sonatas.

Music lovers may be disturbed at the
sensationally inept coupling of **Violin
Favorites™, five fat slices of assorted tripe;
proof that the larger companies still em-
ploy malevolent juvenile delinquents to
assist in their editorial work.

—Rudolf Firkusny, Tossy Spivakovsky.
“Favorites” (!) Col ML 4402 24 m $5.45
—Adolph Baller, Roman Totenberg. ¥

Violin Sonata No. 1 All AL 2 24 m $5.45
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SONATAS FOR PIANO AND VIOLONCELLO

No. 1,IN F, Op. 5, No. 1
Mature in conception and inventive in de-
tail, the work deserves a re-recording, for the
only version we have is sadly faulted in the
engineerinﬁ of what seems to be a direct
statement by the players.
—Adolph Baller, Gabor Rejto. { Sonata
No. 3 All AL 38 20 m $5.45

No. 2 IN G MINOR, Op. 5, No. 2
A more entertaining work than its predeces-
sor, and one which offers a fine singing op-
portunity for cellists. The recorded versions
are valuable but have not the same values,
that of Graudan-Graudan being an easier,
more placid interpretation with a better
tone than that of Baller-Rejto wherein we
find a soaring cantabile and more penetrating
expression.
—Adolph Baller, Gabor Rejto. T Sonata No. 4
All AL 50 20 m $5.45
—Joanna Graudan, Nikolai Graudan. %
Sonata No. 4 Vox PL 6770 22 m $5.95
No. 3, IN A, Op. 69
The most familiar, and with the profounder
No. 4, the greatest of the cello sonatas,
manly, fluent and melodious. The dogged
recording flaws injure the Spartan projection
of Messrs. Baller and Rejto in the only
edition.
—Adolph Baller, Gabor Rejto. 1 Sonata No. 1
All AL 38 20 m $5.45

No. 4, IN C, Op. 102, No. 1

This is a grand work whose subtleties have
forbidden it wide popularity except among
musicians. It shares with No. 3 the distinc-
tion of being the best of Beethoven in the
form, but the two cannot be compared,
No. 3 being lyrical and open-hearted, No. 4
freer, less compact, spasmodic with intellec-
tual implication and physically far easier to
play. The discal situation here is similar
to that of the Second Sonata: the Graudans
have a smoother tonal appeal (which may
express a difference in the engineering or
the room acoustics) and Baller-Rejto show
more independence of imagination. The
best version on records is that of Schnabel
and Fournier on Victor 45's.

—Adolph Baller, Gabor Rejto. T Sonata No. 2

All AL 50 14 m $5.45
—Joanna Graudan, Nikolai Gruadan. t
Sonata No. 2 Vox pL 6760 16 m $5.95

No. s, IN D, Op. 102, No. 2
The record listed below was not available.
—Adolph Baller, Gabor Rejto. All AL 75

TRrR10S FOR PIANO, VIOLIN AND CELLO

(There is confusion of method in the num-
bering of Beethoven’s piano trios. In a
sense, he wrote at least thirteen works for
the combination, including a very early
work, arrangements, variations and the
“Gassenbhauer” Trio, Op. 11, which was
primarily intended for clarinet rather than
violin. The system used here reverts to the
old method which ignores the early work in
E-flat and the miscellanies, and classifies
the “'Gassenahuer” separately, leaving six
trios listed as such, from Op. 1, No. 1 to
Op. 97, the “Archduke”.)

No. 1, IN E-pLAT, OP. 1, NO. 1

The record contains an adroitly stylized
exposition of a comfortable work which is
as close to pure froth as anything from the
composer, but it has been rather sadly abused
by the recording technicians, for while there
is a satisfactory impression of proximity,
the tripled tone is dry and spasmodically
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faulted beyond correction. We must regard

tecording like this as already archaic.

—Alma Trio. t “Gassenbauer” Trio All
AL 34 25 m $5.45

No. 2, IN G, Op. 1, No. 2

This is a surprisingly long work of a con-
struction pretty fragile to sustain its length,
but it has an original and breezy finale.
There are two discal versions: the Boston
was not received. The other is distinguished
by a particular charm in Guilet’s violin,
quick, apprehensive and tenuous; the sonic
results are good average.

—Artur Balsam, Daniel Guilet, André
Navarra. Conc CHC 27 33 m $5.45
—Boston Trio. t Trio No. 5 All ALG 3026

$5.95

No. 3, IN C MiINOR, Op. 1, No. 3

This very eatly work impressed the composer
of two hundred matrvels, FranzJoseph Haydn,
with the intractable capacity of his young
pupil, part of whose first puglication it was.
No wonder. If we confine ourselves to the
Finale alone we hear a capricious and mys-
terious mingling of nervous urgency and
placid acceptation ending in the suppression
of the latter, and a portent of intimidating
insurrectionary devices checked only from
gushing forth in tones by the prudent ten-
tativeness of a great young man not quite
teady to burn his bridges.

That the phonograph has produced no
more than one edition may be attributed to
the comfortable belief inculcated by music
teachers before 1920 that Beethoven’s work
below Op. 53 was inconsequential. The
Alma Trio give us their best-recorded work
here: like Haydn they seem alive to the im-
plications of a waywatd and willful piece
whose multiple figures dance from their
instruments in capiral fashion. There is some
background rumble, but with the overside
this 1s a very inviting disc.

—Alma Trio. t Adagio, Variations and Rondo,
0p. 121a All AL 40 23 m $5.45

No. 4, IN D, “"GEIsTER”, OP. 70, No. 1

The tired old process of invidious compari-

son has militated against the wonderful

“Wraith” Trio because the “‘Archduke’ is

wonderfuller. Yet we do not pour away the

Chablis because there is Montracher. The

variety of mood is exceptional even for the

composer, and the mysterious, arresting
beauty of the eponymous Largo should
signal this immediately as inimitable and

superb Beethoven. Serkin ez /. play with a

spirited understanding a little deficient in

finesse: rough humors are not necessarily
better realized by rough playing, and piano
and violin are brittle on occasion in rthe

Columbia recording. However, if the edi-

tion is plainly not definitive, it is plainly

not bad and proclaims great music honestly.

Reproduction, which at first may seem hard

in the violin and the upper reaches of the

piano, is amenable to sacisfactory correc-
tion on a good amplifier. The Allegro disc
was not available.

—Rudolf Serkin, Adolf Busch, Hermann
Busch. t Fantasia in G Minor and Piano
Sonata No. 24 Col ML 4128 22 m $5.45

—Boston Trio. AllI’ALG 3026 $5.95

No. s, IN E-FLAT, OP. 70, NO. 2
The music is that of the most familiar
Beethoven, but eventempered and mellow,
its intensity exorcised or temporarily chas-
tened: contemplation without melancholy,
virility without roughness, rejoicing without
assertion, sport without conflict. Perhaps it
is this modification of emphasis that has
caused the Trio to be the most neglected of
the six. The Almas are at home with the
Beethoven trios, particulatly in this one. The
reenness of their tone seems to proceed
rom the acoustic properties of the recording
room, but the techrical quality of sound is

fair as a whole, much better than in Trie

No. 1 and not without real felicity below mf.

—Alma Trio. t Haydn: Trio in G All AL 4
24 m $5.45

No. 6, IN B-FLAT, “"ARCHDUKE"”, Op. 97
Only Schubert’s second (and last) trio has a
worth comparable to Beethoven’s last;
Schubert's is a dirge and Beethoven’s a
rapture. The balance of interest among the
four movements is simply astonishing: four
diversely complete expressions of the un-
conquerable. There are three phonographic
versions of which we may say that two are
dissimilarly outstanding. Of these the Vic-
tor is rightly considered a phonographic
classic, offering a beautifully toned and
phrased exhibition by three famous virtuosi
in noble musical concert. Remington has a
newer disc with a broader, less close-knit ex-
pression, in phrasing and intonation like
the Victor, but raw in the violin, against
Heifetz’s silk, and merely smooth in a cello
which does not match Feuermann’s velvet.
The Rubinstein-Heifetz-Feuermann classic
is in transfer from 78's about 10 years old:
the transfer has been competently effected.
We would not call the Remington disc
particularly successful as a feat of engineer-
ing: there is too much treble and not quite
enough bass, although we can rectify these
into a semblance of good sound. Thus
everything favors the Victor record, except
the actual projection of this wonderful Trio.
The luscious Rubinstein-Heifetz-Feuermann
tone is as if cushioned and restrained: per-
haps we would not notice this without com-
parison with the direct and penetrating emis-
sion of the Remington. The reduced cyclic
range and the diminished dynamics of the
great performance in the older recording
subdue the impact of the music, while the
inferior petformance, in an unremarkable
recording of later date, strikes the hearer
with a tangible, living vibrancy. The vital
quality of the sound itself is compelling
and determinative: the ecstatic festival of
the “"Archduke” Trio is most complete in
the version of Messrs. Rapf, Jilka and
Schwartzl. It has been engineered by its
date into a larger musical experience.
—XKurt Rapf, Alfred Jilka, Peter Schwartzl.
Rem RLP 199-27 34 m $2.19
—Artur Rubinstein, Jascha Heifetz, Emanuel
Feuermann. RCA Vic LCT 1020 35 m
$5.72
—Carnegie Trio. Program 707 34 m $5.95

Trio (MOVEMENT) FOR PIANO, VIOLIN AND
VIOLONCELLO, IN B-FLAT, G 154
Inviting, facile, warm and not very signifi-
cant, this bit which dates from the year of
the great “Archduke” Trio is sympathetically
played in a recording of good standard
merit.
—Mannes-Gimpel-Silva Trio. t Clara Schu-
mann: Tri in G Minor Decca DL 9555
6 m 35.85

TrI1OS FOR VIOLIN, VIoLA AND CELLO

No. 1, IN E-FLAT, Op. 3

This long work, whose six movements sug-
gest a divertimento —a suggestion dis-
proved by the serious nature of much of its
content — is tentative in structure and ex-
perimental in effect. It seems definitely
established that the string trios were com-
posed in preparation for a mastery of the
string quartet, into which lofty stratum
Beethoven did not wish to venture until he
felt himself capable of undergoing without
shame the inevitable comparison with the
great works of Haydn. It is striking how
much less diffuse, how much more pointed,
each of the first six quartets are, than this
Trio; but it has obvious worth as a stepping-
stone in the composer’s enormous develop-
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ment. We are lucky that the only recorded
version is by the brothers Pasquier, working
with their habitual animated and soaring
fraternal cohesion in a domain almost their
exclusive own. Some low frequency back-
ground interpolations require diminucion
of bass in a generally well-reproduced sound.
—Pasquier Trio. All ALG 3023 35 m $5.95
No. 2, IN G, Or. 9, No. 1
Another of the gracious early works which
manages to imply in petro the characteristics
of the imminent giant. The Pasquiers have
recorded all the string trios for Allegro, as
they did years ago for Pathé, and it is quite
likely that no one will improve on their
poised homogeneity and pure stylization.
Their sound on this disc has been captured
with clear exactitude, but volume should
be maintained at a fairly low level lest a
rumble intrude.
—Pasquier Trio. t Serenade, Op. 8 All ALG
3031 25 m $5.95

No. 3, IN D, Op. 9, No. 2
The only version is a delectable disc showing
to perfection the reciprocal adjustment of
the Pasquier brothers in a serene but not
thoughtless work which almost seems — pat-
ticularly after this performance —to be
their own property. The engineering is
firstclass, barring a trifling excess of rever-
beration.
—Pasquier Trio. | String Trio No. 4 All
ALG 3015 23 m $5.95

No. 4, IN C MINOR, Op. 9, No. 4

This is the most robust and willful of the
string trios. It permits the Pasquiers to
display their varied sensitivity to style and
even undulence of line and undeviatingly
clear enunciation of tone at all intensities.
The engineering has the soundness of Trio
No. 3 above, which occupies the reverse of
the present petformance. From all points
of view, an exceptional record.

—Pasquier Trio. t String Trio No. 3 All ALG

3015 21 m $5.95

MISCELLANEOUS TRIOS

ADAGIO, VARIATIONS AND RONDO FPOR
P1ANO, VIOLIN AND VIOLONCELLO, IN G,
Opr. 121A (VARIATIONS ON '‘ICH BIN DER
SCHNEIDER KAKADU")

Not patticularly elaborate in variational in.

tricacies, this work, expressive of Beetho-

ven's growing interest in the variation-form
in his later years, is a splendid example of
successive and contrary moods created from
the barest material.  The plaintive and
rather somber introduction, itself in antici-
pation of the contemporaneously-popular
tune to be varied, is followed by ten varia-
tions and a rondo — really another varia-
tion — in which Wenzel Miiller’s little air
assumes preposterous and conflicting guises.

It was the last work of the composer for

piano and other instruments. It is worth

more frequent performance and is luckily
now available to music lovers in an able
and appreciative exposition by the Alma

Trtio.

—Alma Trio. 1 Trio No. 3 All AL 40 17 m

$5.45

SERENADE FOR FLUTE, VIOLIN AND VIOLA,
IN D, Op. 25

The least known of Beethoven's voices is

that in which he merely diverts the culti-

vated ears of the century which produced
him. The sprightly patter of engaging tunes
in this Serenade diverts us too, when we
have a chance to hear it. Here it is, in an un-
premeditated and expert performance by
three musicians of great taste and agility.

If we judge by the latest standards the en-

gineets have not served the players too well:
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Schneider’s violin has a harmonic wraith,
and rumble in the background adds a faint
fourth instrument to the trio. Common
faults, not disastrous, but detractive.
—John Wummer, Alexander Schneider, Mil-
ton Katims. Col 10-in. ML 2124 23 m

$4.00

SERENADE FOR VIOLIN, VIOLA AND VIOLON-
CELLO IN D, Op. 8

At twenty-seven, the mightiest of composers
wrote music we can call “delightful”,
“lightsome", “‘carefree”, etc.  Certainly
the facile, insinuating tunes of this Sere-
nade deserve such adjectives. Itisremarkable
that two groups of musicians of such out-
standing abilities should have recorded so
comparatively slight 2 work, and yet, in a
sense, the diversity of style prevents a true
duplication. The Pasquiers are more ele-
gant, a little more nervous; the Fuchs-Rose
trio play with a pronouncedly greater
warmth, both of tone and of sentiment, as
if anticipating the 1g9th Century, while the
Pasquiers femain in its predecessor. Both
are ingratiating and justifiable interpreta-
tions, but where the Fuchs-Rose have it is
in a stronger recording which allows full
value to the cello; whereas in the Allegro
version sufficient warmth can be supplied
to this instrument only by bringing to light
an extraneous bass rumble.

—Joseph Fuchs, Lillian Fuchs, Leonard Rose.
Decca 10-in. DL 7506 27 m $3.85
—Pasquier Trio. | String Trio No. 2 All

ALG 3031 27 m $5.95

Trio rOR PIANO, CLARINET (OR VIOLIN)
AND VIOLONCELLO IN B-FLAT, (*"GASSEN-
HAUER"), Op. 11

One of the most amiable tidbits in the
clarinet literature, and most effective when
played by that instrument, although Beetho-
ven provided for the substitution of a violin
when a clarinet was not available. Thus the
Decca disc, embellished by the spirited
playing of Reginald Kell, immaculate in
style and tone, clearly earns preference over
the Allegro, where a violin is used, particu-
larly since the Decca is easily the acoustic
superior.

The nickname “Street-Tune” derives from
the variations in the finale, written on a
catchy air from an opera by Weigl.
—Mieczyslaw Horszowski, Reginald Kell,

Frank Miller. t Mozart: Clarinet Trio
in E-flat, K 498 Decca DL 9543 19 m

$5.85 .
—Alma Trio. T Trio No. 1 All AL 34 17 m
$5.45

QUARTETS

No. 1, IN F, Op. 18, No. 1

The earliest of the three quartets Beethoven
composed in the key of F was not his first
quartet, nor is it the least in worth. The
six works of Opus 18 have been deprecated
because they are not Rasoumowskys. They
are vital, soundly constructed, inventive and
occasionally profound, particularly Nos. 4
and 6. The only recording is by the Buda-
pest Quartet at a most impressive moment
of its powers, and the sound, a little thin,
is nevertheless satisfactory.

—Budapest Quartet. Col ML 4005 25 m

$s.45

No. 2, IN G, Or. 18, No. 2

Into this and especially its overside, No. 3,
Beethoven put fewer of the qualities we call
Beethovenian than into any of the fourteen
other Quarters. This means that Nos. 2 and
3 are characterized by lyrical profusion,
fresh rhythmic liveliness and a lack of per-
sonal intonation. This is still the Eighteenth
Century, and the Kroll interpretation adheres
appropriately to the absolutely straightfor-
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ward line practiced by some of its members
when they made part of the Coolidge Quar-
tet. There are no idiosyncrasies, no devia-
tions from a pure contour, in their work
here, and that is probably the best way to
play these quartets, although we should not
have been displeased with a greater warmth
of tone. — Sonically, the disc has the same
quality of virtuous reticence: it is distinct
and steady, bright without dazzle, round
without a tidal impact, an accurate reflection
of the group with little environmental
modification.

—Kroll Quartet. t Quarter No. 3 All AL 78

21 m $5.45

No. 3, IN D, Op. 18, No. 3

The observations on Quartet No. 2, above,

are equally applicable to the Third Quartet.

—Kroll Quartet. T Quartet No. 2 All AL 78
20 m $5.45

No. 4, IN C MINOR, Or. 18, No. 4
Owners of either of the two recorded edi-
tions need feel under no compulsion to ex-
change it for the other. This is an instantly
captivating work without a slow movement
and with little of the severe implications of
C-Minor Beethoven. There are no import-
ant differences in concept or execution be-
tween the Paganinis and the Budapesters,
nor is one satisfactory accomplishment of
engineering markedly superior to the other.
—DBudapest Quartet. t Haydn: Quarret No. 75
Col ML 4029 22 m $5.45
—Paganini Quartet t Quarter No. 5 RCA
Vic LM 1052 23 m $5.72

No. s, IN A, Op. 18, No. 5
The Paganini presentation of the capricious
forays and unstable undulations of a breezy
quartet is agile and convincing, and the
superlative suavity of tone in which the
group excels has been well indicated by the
engineers except for some violin squeals
corrected on the amplifier with difficulty.
—Paganini Quartet. 1 Quartet No. 4 RCA
Vic LM 1052 22 m $5.72

No. 6, IN B-rLAT, Op. 18, No. 6

In this big, serious Quartet there are faint
recurrent anticipations of the sublimities of
the last five. The justifiable limitation to a
single version here may be a reluctance to
challenge the masterful Budapest achieve-
ment.

—Budapest Quartet. 1 Quarret No. 11 Col

ML 4073 23 m $5.45

No. 7, IN F, “First RAsouMowsKky'’, Op. 59
No. 1

It is not bold to say that this is the most
widely loved of the Beethoven Quartets,
with its perfect equipoise of feeling and
the formal perfection which frames it. Per-
formance and engineering are capable in
both editions with Concert Hall superior in
both particulars, for although the Colum-
bia sound is bigger and closer, Concert
Hall’s is purer. Both styles of recording
are well-fitted to the interpretations they
reproduce, the broad heartiness of Busch
requiring a bold disc for its conveyance,
and the remarkable finesse of the Pascals
insisting on an untainted re-creation of
every light sttoke. “Finesse” here implies
no reproach: the Pascal finesse is not a
mere fastidious intaglio; by no means.
But they have a softer pieno than Busch;
they are less free with fortes and have more
gradations between; their stroke is generally
lighter but more cleanly announced. They
produce a2 more ethereal elegy than Busch,
and although less muscular they are as
athletic.

—Pascal Quartet. Conc CHs 1205 37 m $5.95
—Busch Quartet. Col ML 4155 40 m $5.45
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No. 8, IN E MINOR, "“"SECOND RASOUMOW-

sky", Op. 59, NoO. 2
In evaluating a concert a critic of music
assesses the propriety of the sound emitted
from the dictation of a printed score. The
critic of records does this with the addi-
tional obligation of judging the modifica-
tions of sound wrought gy the electro-
mechanical process of enregistering. Music
is an arrangement of sound productive prop-
erly of pleasure, and the critic of discs
must be concerned primarily with the eu-
phonic pleasure that emerges from the disc,
rather than that which the musicians give
to a microphone. Thus here we reduce to
secondary rank a disc presenting a glowing
performance — which is perhaps the better
performance, because less personalized —
in favor ot another whose special kind of

erformance, perhaps less desirable, has
een improved in the process of engineering.
We bow to Pascal and acclaim Vienna Kon-
zerthaus, whose natural tone has been
warmed, smoothed and enlarged by  the
caressing acoustics of the hall which, in
conferring these benefits, has not sub-
merged detail.  (That such suffusion in
room-warmth courts peril is sadly evident
in Quartet No. 15, where it is abominably
unsuitable.)

Following their practice, the Viennese
Quartet take the pace slower than we gen-
erally have it, but gravely effective here;
and their unanimous aptitude for the long
line has seldom served a masterpiece better.
The supernal, awestricken magic of the
Adagio contemplating something expres-
sive only in this Adagio is an ultimate per-
fection in Beethoven'’s slow movements, and
a primary slow movement for incipient
quartet lovers to hear.

—Vienna Konzerthaus Quartet. West wL
5098 42 m $5.95

—Pascal Quartet. Conc CHS 1206 34 m
$5.95

No. 9, IN C, “THIRD RASOUMOWSKY'',

Opr. 59, No. 3
Here we have a most illuminating demon-
stration of diversity in quartet style. Two
of these discs, New Music and Italiano,
differ quite specially from any interpretation
one customarily hears, while the Pascal
record is extraordinary in its superb evoca-
tion of a more conventional concept. New
Music observe Beethoven’s metronomic in-
dications with strict exactitude and inter-
esting, disconcerting and enlivening re-
sults. (Note the breakneck pace of the
closing fugue.) There is an exhilarating
sweep to their bows, and the tone as caught
by the engineers has a correspondingly in-
vigorating tingle. The Quartetto Italiano
impose no limitations upon their mutable
and sensitive but personal formulation.
Their performance is beautifully studied
and musically intelligent, with places here
and there where their linear and emotional
nuances, expressed in phrase, tempo and
accent, can hardly be excelled in quartet-
playing. The record is wounded by a low
frequency background resonance and gratui-
tous plangency in the violins.

The Pascal Quartet play as music lovers
generally hear Op. 59, No. 3, except better.
They eschew both the dash of the first and
the lingering subtlety of the second, of the
rival versions, but proclaim their devotion
to a standard reading with an even curvi-
linear address which hides the precise or-
ganization behind it. This is certainly the
edition most music lovers will prefer, par-
ticulatly since its engineering values are the
most impressive.

—Pascal Quartet. Conc CHS 1207 31 m $5.95

—New Music Quartet. T Quartet after Sonata
No. 9 Bar BRS 909 26 m $5.95

—Quartetto Italiano. 1 Schubert: Quartets-
satz Lon LLP 321 31 m $5.95
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No. 10, IN E-FLAT, “"HARP”, OP. 74
Of the sixteen Quartets, this is the least
known in spite of the noble even-numbered
movements. It will not conquer the musical
public on the basis of the only performance
on discs, wherein everyone has a miserable
time, with woody tone (probably inflicted
by local acoustics, since the engineering
seems capable enough), disjointed utter-
ance and flexible pitch.
—Winterthur Quartet. Conc CHC 42 32 m
$5.45
No. 11, IN F MINOR, “SErRIOUS”, OP. 95
The title is Beethoven's own and is repeated
in the indication for the Scherzo, whose
searching impatience suggests the content
of the five quartets to follow much later,
Like them it has not the striking and im-
mediate seductiveness of Nos. 1, 4, 6, 7and
8: like them, its challenging appeal is more
forceful at the fiftieth than at the fifth hear-
ing. There is one version, of compulsive
intensity and elevation, which we could
think of as final had it been transmitted by
the engineering of a later period. Tone is
somewhat dry, and a proper adjustment of
both treble and bass is not easily obtained.
—Budapest Quartet. t Quarret No. 6 Col
ML 4073 21 m $5.45
—Geriller Quartet. Lon 10-in. LPS 107 $4.95
Not available

No. 12, IN E-FLAT, Op. 127

The first of the last five quartets has the
general relaxation of form that characterizes
the others, burt its long history of the diverse
essences of contentment is in sharp variance
with the fevered exhilaration of mood that
dominates the remaining four. It is the
least esteemed of the five, perhaps because
hearers are more deeply moved by the nar-
ration of conflict than of someone else’s
happiness. The Pascal performance is one
of intelligence, blended finesse, supple and
subtle; but it can be properly appreciated
only if the outcry of the violins is tamed to
forbearance through a resourceful amplifier.
—Pascal Quartet. Conc CHS 1209 36 m $5.95

No. 13 IN B-FLAT, OP. 130

The musical logic of Beethoven’s passionate
sentiency is so chaste —and so universal
in its acceptation by men as their own deep
feeling — that it instills a contagious human
sympathy among listeners, instinctively
aware of its universality and thus notashamed
of the revelation of their hopes and hurts.
The Thirteenth Quarter has no such fever as
the battle against loneliness in the Fourteenth
nor such a maintenance of intensity as the
miraculous gratitude of the A Minor; but
in its human tergiversations between de-
pression and glory, regret and rejoicing, it
is a marvelously strong explanation and
expiation of weak humanity. The inter-
lacement of contradictions in the wonderful
mockery of the finale — successively gay,
rueful, ironical and resentful —is the Hu-
man Comedy flippant and frightening. This
finale, substituted for the Great Fugue con-
sidered over-long, was the last music Bee-
thoven wrote.

In all their Beethoven discs the Pascal
Quartet have been able to project the com-
plexity of sentiment without damage to the
musical structure and with a tasteful avoid-
ance of that excess which in the last quartets
can pass, and has passed, for emotional
profundity. Sonically, their records present
few difficulties, the major one being an un-
pleasant shrillness of violins which can be
successfully corrected by a flexible ampli-
fier.

—Pascal Quartet. Conc CHs 1210 38 m $5.95
No. 14, IN C-sHARP MINOR, OP. 131

The consummation of quartet writing in
two consummate performances. The Buda-

pest version is of the Budapest Quartet of
1940, and their tonal appeal surpasses that
of the Pascals. The intellectual grasp of the
two organizations seems equally thorough
and penetrating. The Pascals are more
telling in the quick sections, the Buda-
pesters in the rending slow movements.
Between two such interpretations a choice
can carry no real conviction: the writer
fluctuates between them. More tecent en-
gineering permits the Pascal edition to be
played satisfactorily on most phonographs;
the Budapest version requites extraordinary
downward adjustment of the treble to bring
out its potentialities, and some dryness will
adhere to the cello under any circumstances.
The Pascal will sound better except to the
owners of highest fidelity apparatus, or to
those who contentedly possess the lowest
fidelity. In the first case one can rectify
and in the second one does not hear what
needs rectification.

—Budapest Quartet. Col ML 4106 36 m $5.45
—Pascal Quartet. Conc CHS 1211 38 m $5.95

No. 15, IN A MINOR, OpP. 132

The poignant rejoicing of the 15¢h Quarter,
narrating the humble gratitude of a man
vastly proud, and punctuated as it is with
asseverations of this familiar pride, is at
present displacing the cosmic rebellions of
the 14¢6 in the affections of the advanced
musical public. It is patently easier to
grasp, and it enjoys four LP recordings, of
which only the latest, by the Vienna Kon-
zerthaus Quartet, is not a convincing exposi-
tion of its transcendental tribulations. In
this version the huge tone which embellishes
the Vienna petformance of the Second Rasou-
mowsky is destructive to contemplation,
sentimentalizes the nobility of the com-
munication and is more suited to a political
convention than to a confessional. Of the
others, Budapest is infinitely varied, tender,
never merely big and flabby, in pure exul-
tation where Vienna only whoops. This is
the Budapest Quattet of circa 1940, with a
most subtle susception to this epic narrative.
The recording is sutprisingly good for its
age: it is a little thin in the violins and there
is some blur to the cello, but a good com-
pensator produces satisfactory results. Paga-
nini is excellent, but not so penetratingly
varied; Griller is commendable, but less so.
—Budapest Quartet. Col ML 4006 40 m $5.45
—Pagamini Quartet. RCA Vic LM 1179

43 m $5.72
—Griller Quartet. Lon LLP 318 40 m $5.95
—Vienna Konzerthaus Quartet. West

WL 5104 46 m $5.95

No. 16, IN F, Op. 135
Beethoven’s last complete quartet, eupeptic,
tuneful, forcefully accented and beguiling
with corollary anecdotes, has the pleasant
ambiguity of those things in coalescence
with a strait philosophical synopsis. So it is
suited to everybody with ears, and in its
dual phonographic representation neither
aspect is ignored, although the Paganinis
with their silvered tone stipulate the easier
facet rather than the severer statement for-
warded by the Pascals. Neither recording
has any conspicuous faults and choice must
rest with the chooser’s temperament. This
writer prefers Pascal.
—Pascal Quartet. t Great Fugue Conc CHS
1212 22 m $5.95
—Paganini Quarter. RCA Vic 10-in. LM 24
23 m $5.72
QUARTET-ARRANGEMENT (BY THE COM-
POSER) OF THE NINTH PIANO SONATA.
OP. 14, No. 1
Beethoven, in view of the terrifying achieve-
ments of Haydn and Mozart, was circum-
spect in publishing quartets. There is some
evidence that this wotk, published in its
quartet form in 1802, after the quartets of
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0p. 18, and whose themes we know better
when enclosed in the Ninth Sonata, actually
preceded the Sonata in concept, and served
as a dry run in quartet writing. It is less
mature than four of the six in Op. 18, but
has very agreeable turns of freshness and
invention. Elan and taste modified by haste
characterize the performance, which has
been engraved without major fault.

—New Music Quartet. t Quarter No. ¢

Bar BRS 909 14 m $5.95

GREAT FUGUE, IN B-FLAT, OP. 133

This is 2 harsh and repellent music which
Beethoven’s contemporaries seem not to
have tried to understand. After a number of
hearings it begins to make light, a dazzling
centrifugal light of unequal force at different
points of its citcumference, briefly illumining
fragments of man’s sentiency. We are ex-
acerbated and enthralled in trying to iden-
tify these fragments.

The original finale of the Thirteenth Quar-
tet, the Great Fugue was superseded at the
suggestion of Beethoven's friends who
thought it too long and too difficule. Its
lusty tenor permits the multiplication of its
parts, as in the Litschauer version, with some
gain in hardiness and some loss of detail.
The noble Pascal version implies a greater
variety of drama, the orchestral version a
more overriding force, especially in a
leadership of such resolute energy as that
which Litschauer gives to his strings. The
tonal quality is effective in both cases, but
in the Vanguard version only after decisive
reduction of the treble.

—Pascal Quartet. t Quartet No. 16 Conc
CHS 1212 16 m $5.95

—Vienna Chamber Orch.; Franz Litschauer,
cond. t Purcell: Chaconne and Three
Fantasies Van VRS 419 15 m $5.95

MisCELLANEOUS CHAMBER

QUINTET FOR PIANO AND WIND INSTRU-
MENTS, IN E-FLAT, OP. 16
We are more familiar with this slight but
diverting early work (with flicks of the
coming ‘‘Emperor” Concerto in each move-
ment) in Beethoven’s transcription for piano
quartet. It is preferable in the original form
if only because of the varying color. The
only version on discs is played and recorded
with comfortable ease.
—DMessrs. Frugoni, Baudo, Druart, Coursier
and Allard. t 32 Variations Vox PL 6040
24 m $5.95
RONDINO FOR OBOES, CLARINETS, Bas-
SOONS AND HORNS IN PAIRS, IN E-FLAT,

G 146

The frail appeal of this orderly and rather
sad little piece from the composer’s youth
is given out with a chaste delicacy by the
players in a recording of equivalent merit
except for some incipient buzzing from the
dangerous horns.

—Members of the Little Orch Society.

Octet in E-flat EMS EMS 1 7 m $5.95

SEXTET FOR TwoO CLARINETS, Two BaAs-
SOONS AND Two HORNS IN E-rLAT. OFP.
71
A tenuous and elementary thythmic charm
issues from the latter two of the four move-
ments in a very early work without distinc-
tive melodic or harmonic character, best
employed as background music.  The
healthy bloom of the only recording re-
states a smooth and sober petformance.
—Wing Group of the Vienna Phil Orch.
Octet, Op. 103 West WL 50-3 21 m $5.95

SEPTET FOR VIOLIN, VIOLA, VIOLONCELLO,
Bass, CLARINET, BASSOON AND HORN, IN
E-FLAT, OP. 20

Beethoven’s greatest eatly success was at-

tained with this melodious divertimento; a
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success which enraged the composer, as it
persisted in maintaining the Septet in con-
spicuous popular esteem long after its
author hac{> written six great symphonies.
We have no chagrin to vent on a little mas-
terpiece of graceful appeal; and one of the
recorded versions — that of Pro Musica —
with a nervous refinement of style quite
captivating on a disc of precious tonal
blend, can re-create for us the pleasure felt
by the contemporaries of Beethoven's
youth. The Jilka recotd injects some subtle-
ties into their small-scaled petformance
which are neither unintelligent nor unre-
warding, but they are not so deft as their
rivals and suffer from engineering of a lower
order.

—Pro Musica Chamber Group. Vox pL 6460

33 m $5.95
—Jilka Septet. Rem RLP 199-22 39 m $2.19

OcTET FOR OBOES, CLARINETS, BASSOONS
AND HORNS IN PAIRs, IN E-FLAT, Op. 103
That there should be three editions of this
tenuous entertainment — which, despite its
number, is a very early work — is a2 minor
phonographic puzzle and no doubt a minor
headache to the three manufacturers. A
finical discrimination does not seem neces-
sary: the French grouf on Vox plays with
a pert flavor absent from the others, of
which the American group on EMS is rather
sober. Nor is there any strong basis for
choice in the respective tonal values. All
are good, Vox being the throatiest and big-
gest in sound, EMS the brightest and the
early Westminster a little thinner and a
little darker.
—Octet directed by Fernand Oubradous. 1
Mozart: A Musical Joke Vox PL 6130
23 m $5.95 : o
—Octet from the Little Orch Society di-
rected by Thomas Scherman. t Rondino
for Wind Instruments EMS EMS 1 22 m
$5.95
—Octet? from the Vienna Phil Orch. t
Sextet, Op. 71 West WL 50-3 22 m $5.95

V ARIATIONS

For PiaNo, IN C MINOR, G 191
Resourceful and intelligent exercises with
an interest transcending that of mere tech-
nique, these Variations, in the course of a
mid-1920 revolt against romanticism, were
represented by the avant-garde of the period
as Beethoven’s greatest contribution to
music, with a minuet in G and a few pieces
he did not write. Mr. Frugoni takes a less
serious view of their importance and his
pleasant pianism gratifies us no little in a
competent recording.

—Orazio Frugoni. t Quinter, Op. 16 Vox

PL 6040 10 m $5.95

For PiaNo, IN E-rLAT, “EROICA”, OR
“PROMETHEUS"’, OP. 35

The only recorded version was not available.

—Friedrich Gulda. t Somata No. 26 Lon
LLP 322 $5.95

For PiaNo, IN F MINOR, Op. 34

The only record of this was damaged to an

unplayable condition.

—Leonard Shure. T Diabelli Variations 2 Vox
PL 6360 $11.90

For PiANO, ON A WaALTZ BY DIABELLIL
Or. 120
Everyone speaks of this longest set of varia-
tions with an awe proportioned to their
size. They paint a vast panorama of tem-
erament, exploit every device of the key-
goard, puzzle many pianists, and in the
hands of puzzled pianists, puzzle hearers.
The three record sides containing the Shure
interpretation are obviously a labor of con-
sidered devotion. He had settled his prob-
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lems in practice befote committing his solu-
tion to public distribution. Like the 32124
Sonata this work can have no ideal perform-
ance except inwardly. There are scores of
places where exception can be taken to
almost any delivery. There are, in the re-
corded version, no gaucheries, and there is a
skillful adaptability to the violent altera-
tions of manner and spirit demanded.

The piano sound is not easy to classify.
After silence, or hearing one of the most
modetn discs, its note seems curiously
muffled and unvibrant but not otherwise
distorted. The listening ear forgets quickly
and the inert sound establishes its own
normality quickly. If a modern piano disc
is not played in the same hour, the sound
here will serve.

—Leonard Shure. 1 Variations in F, Op. 34
2 Vox PL 6360 53 m $11.90

For PIANO AND VIOLONCELLO, ON ‘‘BEI
MANNERN”, G 158

Early and easy, amusing and digestible,

done with grace and verve, clearly stated in

the neat Vox recording. (The Allegro
disc was not available).

—Joanna Graudan, Nikolai Graudan. t Var-
fations on “'See the Conquering Hero”’ and
Variations on “‘Ein Mddchen oder Weib-
chen”” Vox pPL 6150 10 m $5.95

—Adolph Baller, Gabor Rejto. { Variations
on ““See the Conquering Hero'', Variations
on “*Maddchen oder Wetbchen” and Sonata
No. 5 Allegro AL 75 $5.45

ForR PIANO AND VIOLONCELLO, ON “"EIN
MADCHEN ODER WEIBCHEN", OP. 66
The description applied to the Variations on
“‘Bei Mdnnern” is as appropriately applicable
to this set played by the same pair and oc-

cupying the same disc.

—Joanna Graudan, Nikolai Graudan. ¥
Variations on “‘See the Conquering Hero
and Variations on Bei Mannern’” Vox
PL 6150 10 m $5.95

—Adolph Baller and Gabor Rejto. 1 Sonata
No. 5, Variations on **Bei Mannern” and
Variations on “‘See the Conguering Hero”
All AL 75 $5.45

For PiIANO AND VIOLONCELLO, ON '‘SEE
THE CONQUERING HERO”, G 157

In a spirited set of twelve by the composer

who became the greatest master of varia-

tions, his admiration for Handel, as manly a

composer as himself, is expressed in un-

Handelian fashion in the engaging version

here played with warm-hearted and appealing

candor by piano and cello in gratifying
musical equality. The sound is of excellent
texture.

—Joanna Graudan, Nikolai Graudan. t
Variations on “'Ein Mddchen oder Weib-
chen” and Variations on *'Be: Mdannern”
Vox PL 6150 12 m $5.95

—Adolph Baller and Gabor Rejto. t Sorata
No. s, Variations on **Mddchen oder
Weibchen” and Variations on ' Bei Man-
nern All AL 75 $5.45

VocalL AND CHORAL

Mass IN C, Op. 86
The bold, original, dramatic and beautiful
Mass in C has been disdained in concert
erformance because Beethoven wrote a
older, more original and more dramatic
Mass in D. The devout emotion of the earlier
work does not overflow the limits of the
Roman service: the chancel resounds with
a lovely reassurance, the walls are not in
danger of tumbling down. — The smaller
forces used in the smaller Mass are easier
to entegister, and the sound is consistently
gracious and expansive in the recording by
Vox (who give us also the Missa Solemnis)
of a deliberate but sensuous and affecting
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enactment by Prof. Moralt and his condi-

tioned minions.

—Gisela Rathauscher (s), Elfride Hofstaetter
(a), Alfred Planyavsky (t), Walter Berry
(bs). Akademie Chamber Choir,
Vienna, and Vienna Sym Ortch.; Ru-
golf Moralt, cond. Vox PL 6300 51 m

5.95

Missa SoLEMNIS IN D, Op. 123
The cosmic urgency of Beethoven's pan-
theistic devotion exploding through the
sanctified ritual of the mass confirms the
intense struggle of his later years, and
affirms his mystic conviction that God, Man
and the Universe coalesce through struggle,
sorrow and virtue. In the only recording
we have, Otto Klemperer exploits the fer-
vor of that concept to the full, with a per-
ceptive and experienced management of
every phase of its complex sentiment. Solo-
ists, chorus and orchestra are competent,
with the orchestra most apparently so, tech-
nical difficulties contingent on recording
large choral forces having produced opacity
in the vocal mass and inequalities in the
weights of the various groups, while the
orchestra is clearer and in proportion. The
solo quartet is afflicted intermittently, but
luckily in small degree, with microphonic
“wing-beating”. We can say in fairness
that the discs are a middling tonal repre-
sentation of an eloquent statement of a
mighty and universal hymn.
~—Ilona Steingruber (s), Else Schuerhoff (a),
Ernst Majkut (t), Otto Weiner (bs).
Akademie Chorus, Vienna, and Vienna
Sym Orch.; Otto Klemperer, cond. 2
Vox PL 6990 1 hr. 12 m $12.50

CANTATA ON THE DEATH OF JosepH II,
G 196A
Haydn heard this at Bonn, and discerned
some genius in the 20-year-old composer.
So can we; and the resurrection of this early
success, which Beethoven did not publish,
is by no means a disservice to his fame. The
boy is already manly: the work is strong and
unambiguous with dark undertones inchoate
with a more cosmic grief he was to express
in his marturity. — The Vox disc exhibits a
serious Clemens Krauss at his best, dramatic
but unvehement, responsive but not domin-
eering. Poell is very good; Miss Steingruber
has good moments, and the choir and orch-
estra have plainly been well rehearsed. Sound
is good: the record is not free of the dis-
tortions we expect from choral groups, but
has not much of the fault, and in compensa-
tion there are frequent electrifying deliver-
ies by the united ?orces in brilliant clarity.
—Ilona Steingruber (s), Alfred Poell (bne).
Vienna Sym Orch. and Akademie
Choir; Clemens Krauss, cond. Vox
»L 6820 43 m $5.95

FiDELIO, OP. 72 (SEE ALSO LEONORA)

One of the perplexities of musical history is
the difficulty of inducing Anglo-Saxon
audiences to hear this monument among
operas. The naive and very moral story is
not much of a dramatic creation, bur in
Beethoven's absolute and invincible sin-
cerity a small melodrama becomes a mighty
epic of the strong emotions: hate, fear,
love and triumph laced together and trans-
figured by the dominant theme of loyalty.
Leonora, who is called Fidelio, is absolutely
paramount in this opera, as Tristan and
Isolde are in Wagner's music-drama, If
the soprano to whom the part is assigned is
not of a quality approaching that of a Leh.
mann or a Flagstad, the performance fails.
The soprano in the tecorded vetsion listed
below has not this requisite quality, nor
does the conductor extract more than a pale
effigy of the potency of the music. Listean-
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ing to the discs was painful, and was dis-

continued long before the end.

—Margarete Baiimer (s), Heinz Sauerbaum
(t), Manfred Hiibner (bne), Ursula
Engert (s), and other singers. Chorus
and Orch of the Mid-German Radio,
Leipzig; Gerhard Pflueger, cond. 3
Oceanic ocLp 301 $18.50 (Extracts from
this album are on Oceanic oCs 21).

GELLERT LEIDER, OP. 48
Several of the six devotional songs which
Beethoven set to Gellert's words are well
known, Die Himmel Rihmen, No. 4, and the
Busslied, No. 6, especially. It is good to
have them on a single side, and it is good to
report that Mr. Herbert is a baritone who
invariably seems to know the meaning of his
text. The accompaniment is correctly
outspoken.
—Ralph Herbert, baritone; Frederic Wald-
man, piano. 1 Four Songs All 10-in. AL 88
13 m $4.45

ScotcH AND [RISH SONGS
Beethoven supplied the harmonies and ac-
companiments by piano trio for more than
a hundred traditional Scotch, Irish and Welsh
melodies. They are mature efforts and the
accompanying trio, very characteristically
Beethoven, emphatically increases their ap-
peal. Helen Traubel overwhelms five of the
Scotch and five of the Irish songs in an ill-
conceived project which gives these tunes,
for the most part wispy reflections appro-
priate to nostalgic barflies, to Briinnhilde —
and a Briinnhilde with a buttery enunciation
of the highly special language of music
coaches, neither Scotch nor Irish, nor Ameri-
can nor English. The pity here is that the
splendid accompaniments are wasted on
such misdirected efforts and a clear recording,
as well. Contrarily, the whining tenor of
Richard Dyer-Bennet is exactly appropriate
to his selection of Scotch songs (only two of
which are common to the two editions);
and his intelligent projections could have
claimed a definitive status for the disc if the
recording had been better. — Blithe and
Glad, sung by Mr. Dyer-Bennet, becomes
the principal theme of the finale of the last
violin sonata, and was less majestically trans-
cribed, later, as the Hop Scotch Polka.
—Helen Traubel, soprano; Coenraad van Bos,
piano; John Pennington, violin; C.
Warwick-Evans, cello. Col ML 2085
30 m §4.00
—Richard Dyer-Bennet, tenor; Ignace
Strasfogel, piano; Stefan Frenkel, violin;
Jascha Bernstein, cello. Conc CHC 13

30 m $5.45

AN DIE FERNE GELIEBTE, OP. 98

Our composer wrote little for the voice ex-
cept canons, and all singers go into choler
when the difficulties of the vocal parts in
the Ninth Symphony and the Missa Solemnis ate

mentioned. But the Song Cycle To the
Faraway Beloved offers no particular vocal
difficulties, is romantically appealing, is
formed with a musical address that makes
any of the six songs dependent on the others,
and is very seldom sung. Mr. Horne is
agreeably unassuming and has not misunder-
stood the nature of this work, moving
smoothly to the ordained climax.
—William Horne, tenor; Franz Rupp, piano.
t Brahms: Six Songs Mer 10-in. MG
15016 13 m $3.85

ELEGIAC SONG, Op. 118

This lament for the death of a friend sug-

gests a fragment of one of the last quartets

except in its decorous poise and rounded

form. Performance and recording are both

of the first class.

—The Randolph Singers with the Guilet
Quartet. + Haydn: Seven Last Words
2 Conc CHS 1084 6 m $11.90

SoNGS (EXCEPT THOSE IN FORMAL COLLEC-
TIONS): Adelaide, Op. 46; Mailied, Op. 52,
No. 4; Trocknet Nicht, Op. 83, No. 1;
Herz mein Herz, Op. 75, No. 2.

These occupy the reverse of the Gellerr

Lieder. They are among the best of Beetho-

ven's songs and werte apparently chosen to

show the composer’s variety of expression
and the baritone’s ability to recreate them.

Intelligent singing and energetic accompani-

ment characterize the disc.

—Ralph Herbert, baritone; Frederic Wald-

man, piano. t Gellert Lieder All 10-in.
AL 886, 2, 3 and 4 m respectively. $4.45

MISCELLANOUS

SONATA FOR P1ANO AND HORN, IN F, Op. 17
In the only recording, a trombone is used
in place of the horn. We do not need to
discuss the acceptability of this kind of
substitution now, for the music is otherwise
damaged, the trombonist having assessed
the boon of his trumpet-bright tones so
highly as to relegate the piano to a pitiable
obscurity, lest hearers mistake the protago-
nist. In admiring Mr. Schuman's instru-
ment — a little disfigured by some blasts in
the recording — no one will applaud this
kind of musicianship.
—Sam Raphling, piano; Davis Schuman,
ttombone. t Equali for 4 Trombones and
a short miscellany Ren X-31 16 m $5.95

GESCHOEPFE DES PROMETHEUS, OpP. 43

Public performances vouchsafe the Over-
ture only, a heedless impoverishment of
our restricted orchestral repertory, for Bee-
thoven’s only full-length ballet bares a pro-
tean design of muscular rococo splendor
woven by rough hands already impatient for
a more abundant tapestry. Goehr's is the
only complete recording ever made, and his

lively appreciation of the score is as obvious
as the incomplete realization of his intentions
by an orchestra not disciplined to unity,
and by an engineering tolerance of defective
balance. This is a pity, since the basic
sound, although a little harsh, is clear and
timbre-true. The music itself is only slightly
wounded, the conductor being sound. There
is a good degree of pleasure in the discs for
those to whom polish is not a sine gua non.
The Mengelberg excerpts have polish in
one of Capitol's sturdy, resonant transfers
from 78's. The recorded Finale is one of
the four places where Beethoven used the
theme of the last movement of the Eroica

Symphony.

—Complete: Winterthur Sym Orch.; Walter
Goehr, cond. Conc CHs 1063 1 hr 12 m
$11.90

—Overture and Finale only: Concertgebouw
Orch.,, Amsterdam; Willem Mengel-
berg, cond. Cap (part of a miscellany)
P 8078 9 m $4.98

EqQuaLl FOR Four TROMBONES

Solemn and indefinably moving sequence of

chords played in beautiful tone, not much

disturbed by some wisps of blasting.

—Schuman Brass Choir.  Sonata for Piano
and Horn and a short miscellany Ren

X 31 6 m $5.95

FANTASY FPOR PIANO, ORCHESTRA AND
CHorus, IN C MINOR, Or. 80

The chorus, anticipatory of the finale of the
Ninth Symphony, is used here for only four
minutes, which is no doubt the cause of the
Choral Fantasy's infrequent petformances.
The work is not to be disdained: it is a
miniature epitome of Beethoven's method
and manner, theimpatient, contemplativeand
rebellious whims of the keyboard demand-
ing relief and reassurance from the orchestra
whose response culminates in a typically
brave and simple maestoso before appealing
to the voices as the only true trumpets for
the exuberance of true joy. The one re-
cording communicates with singularly inti-
mate effect this pristine message, thanks
most largely to Dr. Krauss's serene manage-
mient of his forces and the nicely balanced
and unlabored recording. An admirable
disc.

—Freidrich Wuehrer, piano. Vienna Sym
Orch and Akademie Choir; Clemens
Krauss, cond. 1 Schubert: Gesang der
Geister uber den Wassern Vox PL 6480
20 m $5.95

RUINS OF ATHENS: Turkish March only.
A stimulating tramp with a panoply of ﬁrass
and percussion enthusiastically guided in a
shining recording, the only one.
—Concertgebouw, Amsterdam; Willem
Mengelberg, cond. Cap (as part of a
miscellany) P 8078 3 m $4.98

Music in Hawaii
By Carl von Webrden

In an endeavor to secure accurate informa-
tion as to the status of live music in Hawaii,
1 interviewed Mr. George Barati, conduc-
tor of the Honolulu Symphony Orchestra.
He related that, although the Honolulu
Symphony is 51 years old, this is the first
year that the concerts have been broadcast
in full. The orchestra consists of approxi-
mately eighty-five musicians, part of whom
are professional and the remainder, amateur.
They encompass all races and include some
members of the Military. The schedule of

the annual activities of the orchestra, in
brief, is as follows:

Six 2-hour concerts held on Tuesdays
(broadcast in full)

Six 2-hour concerts held on Sundays
(called the Family Hour and roughly the
same as those on Tuesdays)

Four “'Pops” concerts

Three pairts of children’s concerts — %
hr. (on tape)

Two or three Little Symphonies, cham-
ber in character

Twenty-one demonstrations of concert
music at schools, done by 6 to 8 musicians.

Mr. Barati also has a2 symphonic record
program, with commentary by him, each
Sunday evening.

The availability of audio equipment is
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somewhat limited. The stock of any one
wholesaler is rather limited and deliveries
from the mainland are slow. Better service
can generally be secured by direct mail
from supply houses on the mainland. Neo
dealer here has equipment set up for demon-
stration purposes, although one is beginning
to recognize the potentials of the audio
trade.

The large music stores have an excellent
selection and supply of records. Tempo
records are now available and soon tape
(we hope). We now have oaly one record-
ing company, 49th State. Formerly there
were two more, Aku and Bell, some press-
ings of which are still available. The Li-
brary of Hawaii has approximately 3,000

Continued on page 56
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NOTES ABOUT
RECORD REVIEWS

To facilitate reference to this section,
all classical LP releases are arranged
alphabetically by composer. Miscel-
laneous collections, not normally identi-
fied by composer, are collected at the
end of the record review section.

Where two or more composers appear
on one record, the reviews are cross-
referenced but not repeated.

Playing time is reported for each re-
lease and, unless otherwise indicated, is
the total for both sides of a single disc
or, in the case of albums, is the total
for all records in the set.

‘The Editor welcomes suggestions for
improving the Records in Review sec-
tion of HiGH-FIDELITY.

BACH, J. C.: Sonatas for Piano, Op. s,
Nos. 5 and 6; Op. 17, No. 6

Margaret Tolson. WCFM 12-in. LP 7.
11, 12 and 19 mins. $5.95.

The London Bach, youngest of Johann
Sebastian’s sons, was the most elegant and
for a long time the most famous of the in-
credible tribe. He was imitated by Mozart
and Haydn; he was obviously a man of
stature. Two of the three sonatas here do
not verify that stature, but the 0p. 17, No. 6
conveys an impression of it —— mature, dash-
ing and difficult if superficial. Miss Tolson
plays with a musicianly effacement and the
sound of the piano is small but very real. A
modest disc of no great importance, but in-
creasingly ingratiating. — C. G. B.

BACH, ). S.: Magnificat in D
Marta Schilling (s), Gertrude Pitzinger
(a), Heinz Marten (t), Gerhard Gro-
schel (bs); Rudolf Lamy Choral Soci-
ety; Ansbach Festival Orch.; Ferdinand
Leitner, cond. Decca 12-in. DL 9557.
33 mins. $5.85.

A revelation of style and skill, a perfformance
distinct in all its elements. A dramatic
éclat perhaps hostile to performance in
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churches expands from the coordinated
understanding of these experts. It not only
displaces the previous version, but will
resist displacement by subsequent efforts
for a long time. A vivid, compelling
record. — C. G. B.

BACH, J. S.: Passion According to St.
John (Complete)

Blake Stern (t), Mack Harrell (bne),
Daniel Slick (bs), Adele Addison (s),
Blanche Thebom (ms), other singers
and instrumental soloists. Shaw
Chorale, Collegiate Chorale, and RCA
Victor Orch.; Robert Shaw, cond.
RCA Victor three 12-in. LM 6103. 2
hrs. 14 mins. $17.50.

The merits of this production are patent
and many. The solo voices are well chosen,
the choir is scrupulously trained. Archaic
instruments have been assembled to re-cre-
ate the peculiar coloring woven through
Bach’s polyphonic devotion. The engineer-
ing as such is without fault. Since the work
is devotional and should be comprehensible,
a new English text has been contrived by
Mr. Shaw himself. The enunciation of the
soloists is entirely distinct.

But —

The disposition of the chorus or the acous-
tical properties of the room has diffused
the mellow choral sound into unintelligi-
bility, and the sopranos are predominant
most of the time. In the large chorales,
the orchestra is suffocated under the vocal
weight, and the intentional delicate reduc-
tion of instrumental sound providing ac-
companiment, here and there poignantly
telling, becomes worrisome and precious.
The translation is delicately spattered with
the kind of misplaced accentuation we look
for on television and the radio.

Thus we can enjoy this edition for its
many isolated sections of great beauty, and
esteem the enterprise which decreed an in-
telligent marshalling of forces. It is too
bad that a ruthless monitor did not compel
a closer approximation to perfection. Pet-
haps symbolic of the confused result is some
confusion of nomenclature: on the cover
of the album and on the labels Miss The-
bom is a mezzo-soprano; on the cover of
the booklet she is a contralto; a designa-
tion shortened in the text — lest things
become too clean-cut and stabilized — to
alto. — C. G. B.
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BACH, ]J. S.: Six Sonatas for Flute and
Harpsichord

Julius Baker, flute; Sylvia Marlowe,

harpsichord. Decca two 12-in. DX
113. 80 mins.

“Elegant” is the word for this release. It is
elegantly performed, elegantly recorded,
elegantly annotated by Irving Kolodin, and
elegantly packaged to boot. A recording
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