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PERFORMANCE

gives you highest overall sound recording quality
...af Nno extra cost

has been designed, formulated and
perfected to meet the most exacting requirements for
modern, professional sound recording. Its mechanical
and magnetic properties are carefully balanced to
assure optimum overall performance in your record-
ing machines.

Output, frequency response, noise level and distor-
tion are correctly proportioned for the most satisfac-
tory end result— with no compromise on quality
anywhere along the line.

Perfected manufacturing techniques and high pro-
duction volume enable this premium-quality tape to
be offered to you at no increase in price.

Here are some of Audiotape’s extra-value features:

More Uniform Frequency Response — Audiotape’s out-
put does not tend to fall off at the higher frequencies.
Response remains excellent throughout the com-
plete range of audible sound, requiring no special
equalization.

Low Noise Level —Extremely uniform dispersion of
magnetic particles results in exceptionally low noise
level — completely free from troublesome ticks and
pops. Overall signal-to-noise ratio is entirely com-
parable to that obtainable with average production
of any premium price tape on the market.

Low Distortion — Highest quality magnetic oxide, in a
coating of precisely controlled uniform thickness,
results in exceptionally low distortion over a wide
range of bias settings.

AUDIO DEVICES, Inc.

444 Madison Avenue, New York 22, N.Y.
Export Dept.: 13 East 40th 5t., New York 16, N. Y, Cables “ARLAB"

Maximum Uniformity — All 7 and 10” reels of plastic -
base Audiotape are guaranteed to have an output
uniformity within the reel of * % db or better —and
a reel-to-reel variation of less than *1% db. What'’s
more, there’s an actual output curve in every 5-reel
package to prove it.

Complete Interchangeability — Since Audiotape re-
quires no special equalization adjustments, Audio-
tape recordings can be interchanged freely between
radio stations and studios — played back perfectly
on any machine.

Highest Coating Adhesion —keeps the magnetic oxide
coating from rubbing or flaking ofi. No danger of
fouling heads and guides.

Guaranteed Splice-Free — Plastic base Audiotape, in
both 1200 and 2500 ft reels, is positively guaranteed
to be free from splices.

Low-Tension Reel Design — with 23,” hub now stand-
ard for all 1200 foot, 7" reels. By eliminating the high
tension zone encountered at smaller hub diameters,
this reel assures more accurate timing, more constant
pitch, slower maximum reel speeds and reduced
wear on heads and tape.

COMPARE AUDIOTAPE in an end-to-end run
with any other sound recording tape available. Com-
pare the prices, too.You'll find that Audiotape speaks
for itself — in performance and in cost!

www.americanradiohistorv.com
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1928 Model DA-4
First high efficiency auditorium speaker

1931 Model PM-1
First PM speaker in USA

1937 Model KM-15
First “bass reflex” cabinet
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1950 Model G-610
First 3-way integral speaker

Precedents are a habit with Jensen

Since 1927, world’s foremost manufacturer
of fine loudspeakers

The Jensen organization came into heing a quarter-century ago,
based on a new concept in loudspeakers. Since then Jensen

has made history by consistent contributions to hetter sound
reproduction through improved speaker performance.

This record of achievements means that the Jensen speaker

you buy today is a product of distinguished experience . . . your
assurance that Jensen speaker performance is aliwavs way ahead.

Jensen Manufacturing Company—6601 South Laramie Avenue, Chicago 38, lllinais
Division of the Muter Company—In Canada: Copper Wire Products, Ltd., Licensee

1933 Model Q 1935 Mode! L-18
First H-F unit "tweeter” First 18" speaker

1940 Model JHP-51 1946 Model HNP-51
First commercially available coaxial speaker First articulated compression-driver coaxial
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~==. PUSHER TYPE PLATFORM:

'—:; £ Always works ... gently.
— No complicated overarm
to dislodge records.

T 2 INTERCHANGEABLE
SPINDLES:

] Plays records as
Manufacturer intended.

<> HEAVY DRIVE SHAFT:

% N& wows, no wavers.

4 POLE MOTOR:
No rumble . . .no
induced hum.

WEIGHTED TURNTABLE:
# constant speed.

/i MUTING SWITCH:
¢ /[ Silence between
/4

records . ..

=

SILENT AYTOMATIC
STOP:
Shuts off after last
record. No disturbing
: “plop”.
| ;‘ /" EASY STYLUS WEIGHT
1 ADJUSTMENT:
& Protects long-playing
O3 N records.

I
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I\ _""_» Flywheel action,
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BALANCED-MOUNTED
‘// TONE ARM:
' True tangent tracking.

UNIVERSAL SHELL:

\ . P
orld’s Finest Record Changer

GARRARD SALES CORP,, Dept. HF-6
164 Duane Street
New York 13, N, Y.

Please send literature to:

Mail coupon today
for

Garrard Fact Sheet

and addresses Name__ e e
of dealers. Address N —
City. _Zone State.
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High Fidelity

T H E MAGAZINE F OR MUSIC LISTENERS

The Cover represents a midsummer night's
dream, depicted quite obviously by arc-
director Roy Lindstrom (who forgot to
sign it) and familiar to audio-enthusiasts
who live in areas favored by summer music
festivals. It wouldn’t have to be a mere
dream, comphiins Mr. Lindstrom (who lives
near Tanglewood) if only someone had had
the forethought to wire the woods for A.C.
Into each life some rain must fall.

This Issue. After the appearance in May
of H. S. Rummell's Operation Yagi, a tale
of tribulation and triumph over the FM
antenna problem, so many people wrote
Mr. Rummell and HiGH FIDELITY offering
money for custom antennae that publisher
Milron Sleeper, veteran FM crusader, de-
cided a factual article on available FM
sky-hooks was needed. No one else volun-
teered to write it, so he did. It begins
on page 83.

When the cultural climate has ripened
an idea, it's likely to appear in more places
than one. Note the thematic kinship be-
tween the remarks of D. T. N. Williamson,
reported by Ed Wallace in the first of the
series Adventurers in Sound (page 32) and
the ideas of John Campbell in Hearing Is
Believing? (page 27). Are we in for a period of
emphasis on psycho-acoustics?

Next Issue. The September-October maga-
zine, according to current plans, will be
HiGH FIDELITY's biggest and most gala
issue, timed to appear during Audio Fair
months in the Easr. As to the contents,
there is an embarrassment of riches, which
cannor be sorted nor reporred effectively
until the number of pages has been settled.
140? 1507 Wait and see.

CHARLES FOWLER, Editor
Joun M. CONLY, Associate Editor
Roy H. HOOPES, JR., Assistant Editor
ROy LINDSTROM, Art Director
\WARREN B. SYER, Promotion Manager
MILTON B. SLEEPER, Publisher

BRANCH OFFICES (ADVIRTISING ONLY). NEW YORK: ROOM 1209,
6 EAST 39TH STREET. TELEPHONE: MURRAY HILL 5-6332. FRED C.
MICHALOVE, EASTERN MANAGER. - CHICAGO: 426 NORTH PINE
AVENUE TELEPRONE COLUMBUS 1.1779 CHARLES KLINE, WESTERN
MANAGER - LOS ANGELES: 1052 WEST 8TH STREET. TELEPHONE
MICHIGAN 17)2 EDWARD BRAND, WEST COAST MANAGER.
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Volume 3 Number 3 July - August 1953
Authoritatively Speaking.................. 5008 56aEA0AAA0 8000 5
Noted With Interest....... e 5650 & 64 osod aoo 7
Readers’ Forum........................ ... 8000 doooea=an oo Mt
NewBooks............ ... . . i 19
AstheEditorSeesIt.......................... 0. . 23
More Music Than Anywhere, by Deborah Ishlon....... 8600040 X}

With an audiophiliac mayor and a Rockefeller grant,
Louisville is out to show how musical a minicipality can get

Listening Is Believing? by John W. Campbell, Jr........ 8a060a0 el
The question is: is hi fi possible ?
Talking Books, by Frederic Ramsey, Jr............. 6063R00060G 29

Now literature may speak for itself —at 16 revolutions
per minute

Adventurers in Sound, by Edward T. Wallace. .. ... 5000000006460 32
Uncle Harry in the Corner

Inspiration for Custom Installations: Pictures.............. .. 34

In One Ear, by James Hinton, R Ca00868 000000660 aa s ..o.... 36

KPFA, Berkeley, by Alfred V. Frankenstein.............. ... 38
California’s Listener-Sponsored FM Station

MUSIC AND RECORDS SECTION............ ST 41-80

News of SME, by Lisbeth Weigle.......... 5060000060060000008 81

The Right Antenna, by Milton B. Sleeper..................... 83
Your FM tuner will respond if you feed it properly

Sound Poll, by Charles Fowler............. e, 86

With this gadget, you needn't guess at sound or noise levels
— and you may be surprised
Tested in the Home .................. 8600060606065060000000 .. 88
Brook Amplifier System
Karlson Enclosure
Two Altec Speakers
Permoflux Headphones
Gately Super Horn

Professional Directory................. 8G80RA60a0600: ie.. 95
Music Listener’s Bookshelf.... . .. e N O,
Traders’ Marketplace ......... PRCTTTETIIT A50RE5BANG BaoBLEE)
Advertisers’Index ............ ... .. ..o L aaaaiiely)

HIGH FIDELITY MAGAZINE IS PUBLISHED BI.MONTHLY BY AUDIOCOM, INC., AT GREAT BARRINGTON, MASS. TELEPHONE. GREAT
BARRINGTON 1300. EDITORIAL, PUBLICATION, AND CIRCULATION OFFICES Al. THE PUBLISHING HOUSE, GREAT BARRINGION,
MASS, SUBSCRIPTIONS: $500 PER YEAR IN THE UNITED STATES, CANADA, AND COUNTRIES OF THE PAN.AMERICAN POSTAL
UNION. SINGLE COPIES: $1 00 EACH. EDITORIAL CONTRIBUTIONS WILL BE WELCOMED BY THE EDITOR, PAYMENT FOR ARTICLES
ACCEPTED WILL BE ARRANGED PRIOR TO PUBLICATION. UNSOLICITED MANUSCRIPTS SHOULD BE ACCOMPANIED BY RETURN
POSTAGE. ENTERED AS SECOND-CLASS MATIER APRIL 27, 1951 AT THE POST OFFICE AT GREAT BARRINGTON, MASS. UNDER
THE ACT OF MARCH 3, 1879. ADDITIONAL ENTRY AT THE POST OFFICE, PITISFIELD, MASS. PRINTED IN THE U. S. A. BY THE BEN
FRANKLIN PRESS, PITISFIELD, MASS. COPYRIGHT 1951 BY AUDIOCOM, INC. THE COVER DESIGN AND CONTENTS OF »(1GH
FIDELITY MAGAZINE ARE FULLY PROTECTED BY COPYRIGHTS AND MUST NOT BE REPRODUCED IN ANY MANNER OR IN ANY FOkM
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FROM THE ORIGINATOR OF
AN INSTRUMENT CREATED FOR SOUND!

COLUMBIA 360

THE
NEW

THE PERFECT MATCH!

Hear these new high fidelity Columbin
“Lp” Records on the instrument designed

specifically to reproduce their full realism,
clarity and extended range ol sound'

EXCLUSIVE DEVELOPMENT OF

COLUMBIA
RECORDS

Columbia,”” "Masterworks,” “'le " Reg. U. §. Pal. OF,
Mareas Registrados, 3607 Trade Mark.

SWITCH

IT ON AND THE WHOQLE ROOM PLAYS

The smallest, lowest priced high fidelity instrument ever developed.
Plays afl records, afl speeds, automatically, Enginecred and built by
CBS Laboratories and Columbia Records. Avattable in limited quanut
$139.50 in mahogany (other finishes slightly higher).

CAVALLERIA
> RUSTICANA

PAGLIACCE

NEW MET PRODUCTION
CAVALLERIA RUSTICANA

A high fidclity recording with the com-
plete performance of the Met's new
Cavalleria. Available as a set with the
complete Pagliacci or sold separately

www americanradiohistorv com

DON JUAN___DEATH
AND TRANSFIGURATION

Borh Strauss workson one new extended
range “Lp” record. Bruno Walter con-
ducts The  Philharmonic-Symphon
Orchestra of New York.

HicH FIDELITY MAGAZINE


www.americanradiohistory.com

AUTHORIitatively Speaking

Deborah Ishlon, who wrote AMore Music
Than Anywhere (see page 24), is press direc-
tor for Columbia Records and, beyond dis-
pute, one of the best publicity operatives on
Manhattan Istand, a fact which surprises
no one more than herself. She came first
to Columbia, a shrinking scholar, in search
of a job to pay her way to a Master's de-
gree (sociology) at Columbia University.
Now she shrinks, she says, at nothing -
even taking Jimmy ("'l saw Mommy kissing
Santa Claus’") Boyd to lunch at Toots Shor’s,
or dining out with Johnny Ray. However.
her interests still outspan the uses of
publicity. and when she saw the Louisville
music-phenomena, she had the urge to
write — even though she had to promise to
keep mention of Columbia Records to an
irreducible minimum.

When Joha W. Campbell, Jr., author of
Hearing Is Belteving?, graduated from MIT
some years ago, he found he was ahead
of the times. His degree was in nuclear
physics, and atomic energy was still in
the future. So he joined it there — by
becoming editor of Street & Smith’s maga-
zine Astounding Science Fiction. Campbell
is generally regarded now as “father” of
highbrow science fiction (at one time, ASF
had six Nobel prizewinners as regular read-
ets.) He is also author of a non-fiction
work on nuclear energy, The Aromic Story
(Henry Holt, New York, 1947) and pleads
guilty to having written the short story
from which Hollywood contrived The Thing.
He has been, he says proudly, a hi fi tinkerer
for years, and thinks there is an affinity
between the two interests — hi fi. that is,
and science-fiction.

Frederic Ramsey, )r., whose coverage of
Audio Books begins on page 29, has just
been awarded a Guggenheim tellowship to
study pre-jazz Afro-American music, now
that he has finished his 11-LP anthology
of jazz (for Folkways) and almost finished
another LP of the fabulous Leadbelly’s last
session, soon to be published. His other
recording ventures include the American
Museum of Natural History's Tropical Rain
loress and Men of the Montanas. In his
idle (') moments he has written about re-
cordings and books tor Charm, Record Re-
tailing and Saturday Review.

Alfred V. Frankenstein, who describes the
operation of KPFA, the listener-supported
FM station in Berkeley, Calif., (page 38)
really needs no incroduction to HIGH Fi-
DELITY readers, since he has been reviewing
records (mostly modern music) for HF nearly
a year. However, it may not be amiss to
remind them that he is one of the half-
dozen true notables among American music
critics. He has fulfilled this function
chiefly at the San Francisco Chronicle since
1934, buc also has taught or lectured ac
the University of Chicago, University of
California, Stanford, Middlebury, Harvard.
Mills, University of Minnesota and other
insticucions of higher learning. He is an
authority not only on music. bur on are;
he discovered che ser of painrings which
were the subject of Moussorgsky's Pictures
at an Exbibition. Wichal, he is scill an A
reporter.
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NEW!
for the W-2 FM Copacitance Pickup
(For Standard W-2 Cartridge Only)
W-216 Arm and W-202 Cartridge.
Set for any 16"

Weathers Reproducer Arm

tronscription turntable

: — -
T = ¥ T
I, e 5 o =
30 100 200 s00 L3 (13 S; 10K 19K RONK
CYCLES PER SECOND

Typical frequency response curve produced with Cook
Series 10 Test Record. (Response over 500 cycles cam-

pensated to obtain constant

erminals provide compensation
back Curve

Soon ...
You'll own a Weathers!

If you've heard the super-smooth,
precision-engineered, realism-
without-noise performance of the
Weathers, you'll soon join the thou-
sands of happy people who own
this finest of all performers.

First whispered about—then
shouted about, the news is all over
the country—from coast to
coast, that the ultimate in per-
formance can now be yours, with
a Weathers.

Our fine new plant (doubled in
size within the year] is enabling
us to speed up our output daily.

If we have not caught up with your

order yet, please be patient. Write
for our dealer list and then drop

in to hear for yourself the rea-
son why the full-range, noise-free
Weathers is in such demand.

Send for technical information

WEATHERS INDUSTRIES
BOX 531, 66 EAST GLOUCESTER PIKE

BARRINGTON, N, J.

www americanradiohictorv com
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Mdutosh

LABORATORY, INC.

) Q07"

perfect amplification

Featuring the Patented Mcintosh Circuit

50...AMPLIFIER

The power you need with the distortion

free performance you can always expect with

a McIntosh. Companion model to the Mclntosh
50, this new Model A-116 was designed
expressly for those who demand professional
performance in home sound reproduction
systems. It features the same patented McIntosh
output transformer circuit as in the

widely acclaimed 50 watt model. Step up
your listening pleasure . . . step up to a 30

watt MclIntosh high fidelity amplifier.

———r
LOST INSTRUMENTS

, Do you have your copy of the booklet
"Lost Instruments”? It's a free 32 page explanation of
the why's and wherefore's of high fidelity sound.
Write for yours today!

N L

| ¥ LABORATORY, INC.
u 05 320 Water Street ¢ Binghomton, New York
Export Division, 25 Warrea St., New York 7, N. Y.

6 HiGH FIDELITY MAGAZINE

% All but 0.0004 of power output is a perfect
reproduction of input signals at 30 watts.

www.americanradiohistorv.com
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Audio Show

Every year in mid-May, electronic equipment
manufacturers gather in Chicago to exhibit
their latest wares — the items which the
public will begin to see in the early Fall.
The Parts Show is intended primarily for
parts jobbers, audio equipment dealers and
custom installation organizations, so they
can prepare well in advance for the Fall
season. Here's a quick run-down of some of
rhe new audio items which you will see at
the September Sight and Sound Exposition
in Chicago and at the New York Audio Fair
in mid-October:

Item of biggest interest is the entry into
the custom equipment field of some of
the big names in the television receiver and
what we have called “commercial” radio-
phonograph business: RCA and General
Electric.  Stromberg-Carlson led the way
last year with its Custom 400 lines, which,
by the way, has been revamped and improved
Components available include TV tuners,
FM-AM tuners, amplifiers, speakers, and
cabinets. The record changer is a Garrard
with a GE cartridge.

General Electric has had one or two items
in the hi-i field for many years, notably
its pickup and 12-inch speaker. A pair
of simple preamplifiers have also been avail-
able, along with a record equalizer which
was exhibited last Fall in New York. Now
the line has been made much more complete
with the addition of two tone arms, one for
records up to 12 inches in diameter, the
other a transcription arm for use with 16-
inch records.

Also in the General Electric "Custom
Music Ensemble”” is a preamplifier control
unit which incorporates a loudness control,
bass and treble tone controls, and the record
equalization control mentioned above.
Matching this unit is a 10-watt power ampli-
fier. Specifications on both units are ex-
cellent.

Finally, the General Electric group is
completed by a new 12-inch coaxial speaker.
Prices on the GE line are all in the middle
bracket: the power amplifier will be under
$s50, the preamplifier under $60, and the
speaker under $40.

The RCA group of equipment requires a
12-page catalog for a complete description.
Leafing through, we find that they offer
a record changer (Garrard-made), two FM-
AM tuners, a preamplifier, three power am-
plifiers, three speakers, an equipment cabinet
and a speaker cabinet. The price range of
a complete system is from around $125 to
$800 or so.

Wandering the Booths: Regency is in-
troducing a hi-fi line of equipment — tuner,
power supply, and power amplifier, Very

Continued on page 9
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LOOK
LISTE

the Moderne

Model UR-312 Avallable in Cherry
, Blond 3

or Limed Oak.

User Net: $ 64.50

Blond and Limed Oak—10% extra

to the reproduction. ..

by UNIVERSITY

Now you can have good “looking” with good listening! Each University
MUSICORNER design is authentic in every detail, and reflects the traditions
of the old masters of fine furniture. Al genuine woods—hand rubbed!
Designed to flatter the decor with stylings that smartly blend with any
existing interior.

the Provincial
Model UR-310.
In Maple

or Fruitwood.

the new

User Net: $ 64.50

University Musicorner gives you wide angle coverage, ciarity and brilliance
with its full front radiation. High power handling ability and distortion
control, with an internal and extended horn. And, boosted low frequency
response with high efficiency, from its unique integral bass reflex system.

the Traditional
Model UR-311.

In Cherry or
Cordovan Mahogany.

User Net: $ 64.50

THE HEART OF THE ///udiConer.

Model 6201, 12~ coaxial speaker system. A TRUE

coaxial dual range system, with woofer, and driver |
type tweeter, built-in crossover network, and **balance’”
control. Finest to be had! User Net: $ 45.00

The exclusive University Oiffusicone-12 speaker is
acclaimed by experts everywhere! Here, in the economy
of one speaker you get dual-horn loading, radial pro-
jection, and diffraction—to give unsurpassed fidelity, *
range, and uniform sound distribution. User Net:$ 27.00

Model 6200, 12~ extended range speaker. Gives highly
efficient full-bodied response throughout the operating
spectrum, User Net: $ 21.00

FREE BOOKLET!

describing these
wonderful enclosures in
greater detall.

LOUDSPEAKERS, INC.

CO AVEMUE = WHITE PLAINS, M. Y.

B0 S0OUTH KE
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ADVERTISEMENT

How High can
High Fidelity be?

a major record company, you might hear the playback
of a master tape of a great symphonic recording. You
would be listening to the highest order of fidelity achieved in
musical reproduction — something in a distinct class above
even the best recorded music ordinarily heard elsewhere.
These master tapes are so near to perfect that their devia-
tions from the original sound are beyond the perception of
the human ear. The master tapes must not only satisfy the best
record making techniques today — but they must anticipate
the requirements of the finest reproduction methods of ten,
twenty, or fifty years from today.

lF YOU could sit in with the select few on the staff of

Ampex tape recorders in u studio of Capitol Records — typical of
the demanding professional uses of this bigh fidelity macbhine.

It is an open secret how the extraordinary fidelity of these
master recordings is achieved. The instrument is the Ampex
Magnetic Tape Recorder which is now installed in practi-
cally all of the commercial recording studios in America.
Although Ampex machines are thoroughly professional
equipment — the finest tape recorders built — they are being
installed in an increasing number of private homes where
the ultimate in musical enjoyment is desired.

People in the music and entertainment fields were among
the first to recognize that Ampex Recorders had a place in the
home. Some of the great musicians of our time are among

8

An Ampex installed in a custom bome music system. In this in-

stallation, sliding panels couceal the recorder and speaker when

not in use,

the distinguished owners of Ampex Recorders For them it
provides recorded music and personal performances with a
perfection that fully satisfies their highly developed tastes.

In your home an Ampex Recorder can serve both as a
recorder and a superlative playback instrument. Pre-recorded
tapes are becoming available in an increasingly wide selection
of symphonic and incidental music. Also, live F-M broad-
casts bring to you a wealth of music of flawless quality and
brilliance. While listening to a broadcast, you can make your
own “master tapes” which can be replayed countless times.
Their extraordinary fidelity is completely permanent, giving
you a personal library that will be a lifelong source of tre-
mendous satisfaction.

The answer to "How high can high fidelity be?” may also
be your answer to how great can listening pleasure be. If you
enjoy owning things that are undisputably the best in their
field, an Ampex Recorder and a custom music system belong
in your home,

I%MPEX l for further details write roday.

T MAGNETIC RECORDERS | 934 CHARTER ST. » RibwooD City, CALIF.

HiGH FIDELITY MAGAZINE
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NOTED WITH INTEREST
Continued from page 7

gorgeous, very high-priced Garrard
has redesigned its single-play turntable and
is adding a gear-driven changer . . . To its
tamous Patrician-line, Electro-Voice has
added another four-way speaker system, the
Georgian.  It's 8495 . . . Much interest,
and justihably, in the new Crestwood tape
recorders.  As we predicted a year ago,
ways and means would be found to get
wide-range recording and reproduction from
a tape speed of 7% ips and at a reasonable
cost. The new Crestwood operates at both
7% and 3% ips; brief listening indicates
good sound Radio Craftsmen dis-
played their new Model goo FM-only tuner;
it is a stripped model having only tuning
and volume controls, plus an AFC on-
off switch. Specifications indicate advanced
design and high sensitivity. . An or-
ganization by the name of Cousino, Inc.,
of Toledo, caused a good many people
to appear slightly demented. Cousino makes
continuous-playing mechanisms which at-
tach to most tape recorders for repetitive
sales messages, teaching. and so forth.
However, when the same piece of tape is
run through a machine a few hundred or
thousand times. as a continuous strip. the
pull is severe and normal tape tends to
stretch. To overcome this dithculty,
Cousino developed a tough tape . . . at the
Parts Show, they gave out pieces of it,
telling people to try to break it. Thus many
a visitor could be seen standing quietly in
a corner, tugging vigorously. We couldn't
break ours!

Good Music — in Atlanta

A HiGH FIDELITY reader wrote us recently
that "high fdelity has come to Atlanta at
last. Radio Station WBGE has started using
their FM transmitter to broadcast a program
of classical music.”” We wrote the station
for more information and promptly re-
ceived this reply: “On December 14, 1952,
we started a three-hour concert of fine mu
sic. The support and written response to
this program was so overwhelming that
on March 1st we expanded our programming
to encompass a six-hour period. From 4
to 10 p.m., the hinest in recorded music is
available to lovers of good music in the
Atlanta area.

‘When we decided to go on the air with
fine music, our chief engineer and his statf
designed and constructed the studio layout,
amplifiers, and so on to feed the General
Electric FM  transmitter.  We  faithfully
transmit the full frequency range of the
finest recordings. We have by no means
completed our task of broadcasting the ut-
most in high fidelity. but constant improve-
ments are being made to all parts of our
equipment.

Congratulations to the General Broad-
casting Company for its courage, and thanks
to Rod Davidson. Program Director of
WBGE-FM for his informative lecter.

Record Storage

The old problem of how to store phono-
graph records is still with us, but readers

Continued on page 11
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ITS
HERE!

IT’S THE
BEST!

MODEL 50-R

FISHER

FM-AM TUNER

B \We haven't the space here to give you all the details on the new
FISHER 50-R. However, we can tell you there is no other like ir, anywhere.
and at any price! FEATURES IN sribr: Armstrong system, dual limiters, two
IF stages, cascode RF stage. full limiting even on only 1 microvolt signal.
Sensitivity, 1.5 microvolts for 20 db of quieting. AFC on switch and adjustable
for locality. Adjustable selectivity on AAl. Scparate AM and FM front ends,
fully shock-mounted. Response uniform. 20 to 20.000 cycles. Distortion less
than 0.04% for 1 volt output. Hum level more than 100 db below two volts
output. Cathode follower output. Fully shiclded: bottont cover. Aluminum
chassis. 12 tubes plus tuning eye and rectifier. Self-powered. $159.50

“Cf lhe very best!” "L

FI S H E PREAMPLIFIER

EQUALIZER

B “Either of these two units is of the very best,” savs I1igh Fidelity Maguzine
of the FISHER 50-C Mauster Audio Control and 50-A Amplitier. The 50-C
can be used with any amplitier.
Intermodulation distortion is
virtually unmeasurable. Com-
plete phono equalization, loud-
ness control, 5 inputs, § input
level controls, cathode follower
outputs. Self-powered.

Chussis, $89.50

With cabinet, $97.50
SO-WATT

FI S H E R AMPLIFIER

B THE FISHER Laboratory Standard Amplifier Model 50-A js. beyond a
shadow of a doubt. the worid's finest all-triode amplifier—and yet moderately
priced. FEATURES: High output—
less than 1% harmonic distortion
at 50 watts (.08% at 10 watts.) In-
termodulation distortion below 2%
at 50 wauts. Uniform response with-
in .1 db, 20-20,000 cycles: 1 db, 5 1o
100,000 cycles. Hum and noise more
than 96 db below full output. Qual-
ity components and beautiful work-
manship throughout. $159.50

Write for illustrated brochure

FISHER RADIO CORPORATION

4s EAST 47th STREET « NEW YORK

ARREaRERANA
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MODEL 2199

BELL'S NEWEST ADDITION TO ITS FAMOUS
LINE OF HIGH FIDELITY AMPLIFIERS

* Kk Kk Kk Kk

Here is an amplifier that gives a new high
in performance! Designed in Bell’s labora-
tories, Model 2199 incorporates all those
features of fidelity and flexibility you
would expect to find only in a much more
costly unit. In addition, a removable
etched dial plate and four 134" extension
shafts are furnished to simplify mounting
in any cabinet or custom installation. A
socket is provided for Bell's Model 2201
pilot light assembly, and three 117 volt
convenience outlets on the chassis permit
control of your entire audio system by the
master power switch on the amplifier.

WRITE FOR CATALOG NO. 101

* Kk Kk K K

Power output of 12 watts or more
Amplifier more than 99% distortion-free

Record equalization for AES, LP/NAB
and foreign records

Printed circuit compensated volume
control

Separate bass and treble controls with
boost and cut

Switch for swilching compensation in
or out
Switch for motor rumble suppression

Output jack for direct connection to
recorders

Switch for input selection
Extremely low hum level

BELL SOUND SYSTEMS, Inc.

555-57 MARION ROAD, COLUMBUS 7, OHIO
Export Office: 401 Broadway, N. Y. 13, N. Y. *» Cable Address: UNIONTEX

HigH FIDELITY MAGAZINE
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NOTED WITH INTEREST
Continued from page 9

have brought two solutions to our attention.
One is a record and music storage chest
manufactured by the H. L. Hubbell Manu-
facturing Company in Zeeland, Michigan.
The overall size is 30 inches high, 19%
inches wide, and 22 inches deep. There
are two drawers, both of which operate
like regular office filing cabinet drawers,
with follower blocks to keep the contents
upright. The lower drawer is 12% inches
high by 15 inches wide, and so will hold
12-inch LP's or 78's. The upper drawer is
1o% inches high by 15 inches wide —
which is large enough for 1o-inch records
ot for sheet or book music. The music
chests come in a variety of styles and wood
finishes; price is $44.95 FOB Zeeland.
They are available only direct from the
factory, since Hubbell does not sell through
dealers.

Roughly, you ought to be able to store
about 125 records in each drawer, more
if you take the records out of their jackets
and use thin separatots.

A totally different solution is offered
by the Yield House at North Conway, N. H,
Their motto seems to be, “Use your walls!"”
and that's where they suggest you put
yout records. They have a wall-hanging pine
rack with four partitions which will hold
up to 100 or so 10-inch records. The over-
all size is 22 inches wide by 27 inches
high by s% inches deep. While this rack
is designed for 10-inchers only. rumor has
it that if there were sufficient demand, they
could make a slightly wider rack which
would hold 12-inch disks. Price of the
available rack is $18.95, express charges
collect.

Yield House, it might be mentioned, is
another interesting organization. The only
things they sell are those which hang on
walls — and they have managed to attach
the most unusual objects to plaster and
lath. Gun racks, pipe racks — of coutse.
And a silverware rack! All lined, just like a
silver chest, with slots for knives, forks,
spoons, etc., plus a couple of drawers for
larger objects.

While you're sending for catalogs, you
might as well send for this one, too — ask
for their No. 42, and see what original ideas
you'll get for Aunt Martha's birthday.

Good News: Prices Reduced!

Hi-fi enthusiasts may consider themselves
doubly blessed and a rare species besides.
Not only can they enjoy good music at its
best but — and this is where the rare species
business comes in—rhe cost of their
hobby is going down! We've tead the an-
nouncement from Fairchild three times over
to be sure we're not making a mistake, but
it’s right there in black and white. Fair-
child has reduced the cost of their series
215 cartridges from $47.50 and $42.50 to
$37.50! My smelling salts, please!

More power to Fairchild. Others in the
hi-fi equipment field are finding that zoom-
ing interest in good reproduction of home
music is raising production, and prices are
beginning to creep down in several lines.

JULY-AUGUST, 1953

BEST VALUE IN TAPE
RECORDING HISTORY!

NEW @reorevcad 303

Nothing like it at the price
—litde like it at many
times the price! Unusual
high-fidelity performance
—50 to 10,000 cycles fre-
quency response at 7"
per second tape-speed —for
only $199.50 (taxes not in-
cluded). Smarc styling, wo.

EY DAYSTROM

HiFi Creerwwaad 400’s

Crestwood engincering
makes tape recorder his-
tory! Matches the finest
professional equipment in
hi-fi performance—fre-
quency response of 40 to
12,000 cycles at 7'2" per
second tape-speed. Yet
costs only $199.50 to
$§299.50 (taxes not in-
cluded). All Crestwoods
exceed NARTB standards.

TAPE RECORDERS
Open a Brand New Warld of Recorded Sound

SEND IN COUPON TODAY

Crestwood Division of Daystram Electric Corp., Dept. HF-6, Poughkeepsie, N. Y.

Please send me complete information about the new Crestwood models.

My nome

Ciry

Address.

My decler’s pame
Address.

City_

State

State

www americanradiohietorv com
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put a Webcor "HF’ Diskchanger
in your high-fidelity installation

from $4950

lavailable with G, E. triple
play cartridge or equipped
to accommodate your own
special cartridge)

The Webcor 3-speed high-fidelity diskchanger
provides super-accurate tracking with absolute

33 e

minimum “‘rumble,” “wow” and “hum.” Changes
precious records quickly, gently. Gives up to four
hours of supreme listening pleasure. Easily installed
in any custom installation . . . with or without

a base pan.

See and hear a Webcor diskchanger at your
music dealer today!

A Webcor Diskchanger is the heart of every
High-Fidelity Installation

4

webcor

by Webster-Chicago — Chicago 39, lllinois

HicH FIDELITY MAGAZINE
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SiR-

1 have just been lent some copies of Hici1
FIDELITY by a friend. The wealth of informa-
tion in the magazine has been a revelation
to me.

I hope this year to be able to get one or
two items brought over from the U. S. A. by
friends. Any form of intelligent choice was
quite impossible before reading your maga-
zine. Having read some of the issues my
head goes round and round!

In France few people seem to have in-
terest in music sufficient to wish for ade-
quate reproduction of the music either
broadcast or recorded. There seems to be
practically no apparatus of high fidelity
standard available. The only available sound
equipment is excessively priced. Records
are very expensive — a twelve-inch LP sells
for the equivalent of nine dollars, and it is
only with difficulty (and unofficially) cthat
one can get ten percent off. I had some
hopes of the situation being improved
with importations from England or the
U. S. A., buc there is very litde of that and
on the way something queer happens to
the prices of the apparatus. I have for,
example, a list of the prices of Webcor
products here; the model 210 tape recorder
sells for the equivalent of $670 (six hundred
and seventy in case you think it is a typing
error!) :

G. H. Norie
Paris, France

SIR"

The disturbing element of predilection
is beginning to creep into Mr. Burke's re-
views, buc pardicularly infuriating are his
uncommonly graceless and gratuitous asides
on the Maestro who Mr. Burke characteris-
tically choses to call Mr. Toscanini. If 1
am impressed with Mr. Burke's absence of
that awe that a Toscanini performance in-
variably inspires in me, I am more than a
litele outraged at his calling the Maestro’s
reading of the Beethoven Fifth “perhaps,
a liclle absurd.” as one who fires a harmless
pasquinade at the back of a retreating bero
in perverse retaliation for having to salute
mortalitcy. When one is not in the mood
for the great C minor symphony, Beethoven
is perhaps a little absurd. And then again.
perhaps Mr. Burke belongs, unhappily, to
a minority who have a tendency to “'mirth
in funeral and dirge in marriage” which
certainly does not become a reviewer whose
opinions must, in the main, be wholesome
and free of neuroticisms.

The bitter preamble to Toscanini's great
service to Besthoven affords Mr. Burke with
more opportunities for devotion to his own

Continued on page 15
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“AUDI- BALANGE”

PATIMT APFLIED FOR

“The greatest omplifier improvement in recent years . . . A

podsend 1o beth ewnor ond service man,
m# hours to do what Audi-balonce does in second
even batter than I've been able to de with met

. “The preblem has plogued ws for years,

tubes dynomicall

. "It used to take
. "Does

this balances

i is now possible to kesp perfect bolonce in eutputl tubes con-

sintently for lowest distortion,”™ .

fect solution.’

. . "Audi-bolance i the per-

lust one of the features that make the brond new Classic

ampli

s by Newcomb so exciting. Write for catalog of 8

completely new home music amplifiers priced from $39.50

te $269.50 oudiephile net.

The Classic 25

Far the sound thrill of a life-
time this superb new 25 watt
custom amplifier has every
practical operational feature
electronic engineering can
ofter you. Even more impor-
tont is the incomparable lis-
tening pleasure it provides.

Savings of as much as, or more than, the
entire cost of these fine amplifiers are being
reported by enthusiastic purchasers. This is
due to their unique design which removes
the vsual necessity of a remote control being
near the amplifier, tuner and changer. These
items can now be installed in a hall closet
or any similar out of the way location leav-
ing only the beavutiful remote control and

NEWCOMB ~

The Cladsic 15

This ovtstanding 15 watt am-
plifier is unique in luxury
features and technical per.
fection ot a surprisingly mod-
erate cost. Its smortly de-
signed remote control unit is
a superlative piece of engi-
neering, beoutifully finished

9 in brushed brass.

Substantial Installation Savings

the speaker, with no messy confusion of
wires, in the living room. No accessories
connect directly to the remote control. All
inputs connect only to the main amplifier.
The savings in cabinetry and of installation
lobor are obvious and very real to those
who toke odvantage of this new complete
remote control design.

Write for Catalog

DEPT. W 6824 LEXINGTON AVENUE, HOLLYWOOD 38, CALIF £

15 years of quality leadership

www americanradiohistorv com
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[Fs the exclusive

SCOTCH

BRAND

V7 SLOT
7° PLASTIC REEL

Now-—enjoy the ultimate in easy
handling, in smooth performance on all
machines with the all new, all improved
“Scotch™ Brand “V” slot 7" reel. It’s the
first truly funcrional plastic reel. 1200 ft.
lengths of 111 A and the sensational new
120 “High-Ourpur” **Scotch”™ Brand
Magnetic Tape are wound on this new
“V*™ slot 7" reel-—splice free.

Check these exclusive features:

"V SLOT. Say goodbye to threading
problems with the easiest, quickest thread-
ing device yet perfected.

LARGE 2%’ HUB. The only reel that
accommodates standard lengths of all mag-
netic tapes and mjnimizes timing errors.
Eliminotes tape spillage in rewind.

been odded for extro rigidity. Runs true,
balanced to a whisper.

TAPERED FLANGES eliminate frayed tape
edges. Get a smoother wind with this
precision feature.

®
@
@ WIDE SPOKES. 459, more plastic has
@

@ EASIER LABELING. Extra large unobstruc-
ted writing and labeling surface for added
convenience,

Your electronic parts distributor has it!
Order today!

@® 111-AP Magnetic Tape also available on the "SCOTCH" Braond professional reel.

Costs no more thai erdinary reels

SCOTCH Magnetic Tape

BRAND SCoTCH
Lt 2o High Output and <€) TM 3M Co. The term “SCOTCH™ and the plaid design are registered trade- Magnetic Tope
o1 \: marks for Sound Recording Tape made in U.S.A. by MINNESOTA MINING & MFG. CO.. St. Paul High i Output
% % 6, Minn.—also makers of “*Scotch™ Brand Pressure-Sensitive Tapes, " Underseal” Rubberized Coating,
o “Scotchlite”” Reflective Sheeting, “'Safety-Walk' Non-stip Surfacing, “3M™* Abrasives, "*3IM™ Adhesives.
General Export: 122 E. 42nd St,, New York 17, N.Y. In Canada: London, Ont., Can.
1y HiGH FIDELITY MAGAZINE
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Continued from page 13 | :
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rather synthetic eloquence and less to Bee-

|
\

thoven’s more meaningful utterance (the | 0

choral symphony). If Toscanini has not ‘ W
I

W N R W

spated the baton in his incandescent inter-
pretation Mr. Burke has not spared the rod, . P
cither. He adduces the remarkable and as. | The ideal mate to the modern, full-control amplifier.
tonishing fact that Beethoven is a master
and Toscanini something considerably less; |
he philosophizes on the apochryphal law
of compensation. Mr. Burke should be re-
minded that there is the law of self preserva- .
tion, and that it has a subtle corollary. We : 3 - = .
confer greatness with zeal on our predeces. F —
sors but we are reluctant to confer it upon
our contemporaries, lest we envy them. If
it is not good that we admire and exalt the
servant and not the master, perhaps, then,
we embarrass Mr. Bach, by thinking of the
B minor Mass in terms of the servant and
not his Master. Perhaps we embarrass,
confuse, and make one another appear
slightly ridiculous by giving our children
our names, by passionately revering one
another’s creations when it appears that we,
all of us, are freely expressive interpreters

of one supreme genius manifested in His MOdeI RJ'42
only symphony.
More matcer, Mr. Burke, and less art. Only two controls are used with the RJ-42 FM/AM Tuner — one for
Anthony F. Fazio tuning, the other for switching. The latter has four positions: OFF —
Newark, New Jersey AM — FM with AFC —FM without AFC. Duplicating none of the
, . controls of the audio amplifier, this new tuner is particularly suited
In commenting, we may point out that to use in custom installations. A feature of convenience for such instal-

Maestro Toscanini, re the servant-master
relationship, agrees with Mr. Burke,
not with Mr. Fazio. It is also of interest
that at least one clergyman has suggested The FM section of the RJ-42 gives you
making use of Mr. Burke’s writing on
this subject as text for a sermon: "....

lations is a pre-settable output-level control, at the rear of the chassis,
to adjust tuner output to amplifier input requirements.

¢ New, all-triode RF section, for extremely low noise level.

And his comments anent the Toscanini ¢ Higher sensitivity— 3 microvolts for 20 db. quieting —

recording of the Beethoven Ninth: ‘it desirable in fringe areas and noisy urban locations.

is not good that the cover of a recorded .

Ninth should carry zo images of the . . . and, of course, the standard B.rowmng features: true Armstrong

servant and none of the master’ — the circuit, selectable AFC, compensation for drift-free operation, and

man tempts one to use him as a source sensitive tuning eye for fast, precise tuning. Audio response, flat =+

for sermon texts!". 15 db. from 20 to 20,000 cycles, satisfies the most critical high-fidelity
listener.

Sk: In the AM section, covering 540 to 1650 kilocycles

So your stencil is quivering. Hmmmmm!
You should see me quivering with anger
and disgust every time I receive another

® Superhet circuit with triple-tuned IF’s and separate AVC
detector to minimize distortion.

issue. First it was Indcox with his beloved ¢ Sensitivity — 1 to 2 microvolts with audio output flat
""Pal Joey" after praising the works of m) within 3 db. from 20 to 5500 cycles, down 6 db. at 6800
beloved Bach, Beethoven, and Borodin. cycles.

Then you added that "Music Between™ stuff. q . 9
I don't know the zuthor's name. 1 tolerated. ® Effective 10-kilocycle whistle filter that does not affect

but never read, that junk in your magazine. AM fidelity.
And "9:' now, afeer ﬁ‘”"'"“."lgoo‘] repu- For remote installations, a cathode-follower output stage is provided
tation with some excellent arcicles such as to feed any high-fidelity amplifier, at low impedance, from either the

:}t'og;;;s sz,e;a:r;al;i ;}:uh;igﬂe?f’:c(;ij FM or the AM section. This minimizes hum dificulty and high-frequency

... you |are] going to include reviews of, if loss through cable capacitance.
you will pardon the expression, stinking jazz!! With all these advantages, the

Jazz is the cancer of music. Like a filthy 42 H 1 1 For FM reception only—the Browning
disease it slowly eats its way into the brain EJ'] in;l;luer;er LRk o e e Lt b o (e
leavmg an empty hollow to echo and re- . . . . Model RJ-42. Brochure on request.
echo the cacophony of sound trapped For detailed specifications, write
within. us for Bulletin HF.4.

Aw, what's the use!
I have enclosed a money order of ten

hard-earned dollars for approximately seven- G iMEErED B R o w N I N G‘

teen issues of your magazine. Why seven- =

teen? A few pages of that thing in each el : Laboratories, Inc.
issue placed end to bad end will add up to - Winchastar, Mass

. r "

Continned on page 17
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America’s finest Hi-Fi turntable . . .
the PRESTO 15-G

RESI)

RECORDING CORPORATION
PARAMUS, NEW JERSEY

Export Division: 25 Warren Sireef, New York 7, N. Y.

Conadian Division: Wolter P, Downs, Lid,,
Dominien Square Bldg., Menlreol

WORLD'S LARGEST MANUFACTURER OF
PRECISION RECORDING EQUIPMENT AND DISCS

16

Az ki FAN

hunt forT-A?

Are you disgusted with wows and bumps . .. groans

and throbs in vour turntable? Are you on the hunt for T-A®?

PRESTO . . . pioneer in professional recording equipment . . .
offers the solution to Hi-Fidelity turntable problems . . . the
I’kEsTo 15-G. Built like an expensive broadcast-lype turntable,

the 15-G is priced at a nominal $53.50.

The PRESTO 15-G is miles ahead of the average phonograph
equipment in every way. Instant selection of 3 speeds . . . quiet,
rumble-free performance and solid, long-lasting construction
make this PrEsTO turntable the preference of Hi-Fi

enthusiasts across the country.

Mail this coupon today! *Turntable Accuracy

Presto Recording Corporation
High Fidelity Safes Division
Paramus, New Jersey

Please send full information and prices on your Presto
15-G turntable.

B 1 T 1= S R I
' Address......0 00
City . wcope o mge i amociggann o 5 o o e e e o2 &) T =2 CIGT s
Zone....... State. . ... .. ..

HiGH FIDELITY MAGAZINE
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READERS’ FORUM
Continued from page 15

an equivalent issue in number of pages.
Which means that others as well as chis
music lover will be paying for eighteen
issues and only getting, in effect. approxi-
mately seventeen.

Why did you do it? Up to the present, |
had nothing but praise for your magazine.
but now | honestly cannot recommend
the magazine (o the music groups with
which 1 come in contact.

Morris Brownsrein
Brooklyn, New York

SIR:

Some time ago | wrote to you about the
problem which one¢ encounters when one
wishes to build a biamplifier filter and does
not have access to a stock of mica condensers
from which condensers of the proper ac-
curacy may be selected. [ have since solved
the problem in a way which might interest
you, if only because inquirers may be given
the information.

The Heath Company, of Benton Harbor,
Michigan, of whose kit-vending activities
you are of course aware, uses 1 percent silver
micas in their decade condenser kit, and will
sell these condensers separately. They are
manufactured in England.  Only the fol-
lowing values are available:

Value Price
L0001, .0002, .0003, .0004. .001 1§
002 pL
003 3o
.004 35
.01 .70
.02 1.75
.03 2.65
04 355

I think you will agree that for preclsmn

condensers these are remarkably good prices.
William H. Burke

Kalamazoo, Michigan

Sir:
In the March and April issue of vour
magazine, R. E. in reviewing the West

minster record WL 5169 of Chopin's four
Ballades as played by Ginette Doyen re-
marks the following:
" A memory slip in the G Minor Ballade
in Miss Doyen’'s version results in the
loss of a couple of measures. and it is
surprising the recording was approved’
Upon caretul rechecking of the piece in
question, | must come to the conclusion that
your reviewer is mistaken in the statement
since nothing is left out in the recording.
Since his remarks deal with an objective
fact and. being incorrect, are damaging o
both the artist involved and to the musical
statt of Westminster Recording Co.. Inc., |
would appreciate it if you were to prnint a
correction in your Next issue
Kure List, Musical Director
Westminster Recording Co., Inc.

R. E., otherwise known as Ray Ericson,
says Mr. List is perfectly right.  The
copy of the record he reviewed had a
rare blemish — a noiseless gouge which
caused his stylus to skip a groove (re-
peatedly) and make Mlle. Doyen sound
forgetful. The correct diagnosis dawned
on him too late for a correction. In
penance, he says, he aims to BUY a
copy of WL 5169.

JuLy-AuGust, 1953

these 2 magnificent new

enclosures by Jim Lansing

02?///3/7?& '/w;z//m/

and finished all over, this versatile
enclosure can he used against a Hat
wall or us a corner enclosure,
A 6 true exponential horn and large
mouth opening give full, uniform repro-
duction of the low trequencies. \When
used with the Jim Lansing two-way
speaker system, the smooth, more even
highs produced by the Konstical Tens,
make this a truly outstanding unit.
A single D130 speaker may also be used
since the cone speaker operates as i
direct radiator above the acoustic crossover.
See and hear these truly incomparable
speakers at your audio deadlers today.

JAMES B. LANSING SOQUND: INC
2439 FLETCHER DRIVE. LOS ANGELES 39. CALIFORNIA

www americanradiohistorvy com

REAR LOADED
CORNER-CONSOLE
ENCLOSURE

Primavera blond and
Ulity gray.

FULL FRONT.-LOADED
CORNER ENCLOSURE
The two hasic methods of loading
loud speakers on the low end have
heen incorparated in this magnificent
horn enclosure in a unique way. Both
low frequency units are fully and
uniformly loaded to well bhelow 35
cycles. The uniform full-base re-
sponse is blended smoothly into the
higher frequencies with 1he revolu-
tionary Jim Lansing Koustieal Lens.

Avoilable in Mahogany,
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PILOTUNER AF.824
$119.50

PILOT

runs an ad for Hi-Fidelity
Pilotuners and Amplifiers

without listing features!

Yes, — listing of features on hi-fi equipment
1S important. But — it would take a good four pages of fine
type to list all the outstanding features of these
superb PILOTY instruments.

So may we suggest, — send
in the coupon below for our beautifully illustrated,
completely descriptive color folder. Read it in comfort, at your
leisure. Compare PILOTUNERS and AMPLIFIERS,
feature for feature, with any others on the market. See
PILOT's superiority for yourself. You'll be glad you did!

PILOTONE AMPLIFIER AA-902
$46.95

cribing

PRE-AMPLIFIER PA-912
$49.95

<o

coooo.co'o.ooo.oo.oo.oooooo.oo-oo.ooo-.o-ooioo-oo-9.-oo.oo.ooo'lbli.ti..ﬂ"'O.'t

FAMOQUS PILOT *‘FIRSTI" FAMOUS PILOT ''FIRSTI"

S——

1927... r@ﬁ

First home ‘
short-wave receiver

1928 .. .First
Government licensed
TV station, WRNY

1937...
First truly portable |

battery receiver

L]
I EEEEREEEENEEENEENERNERENENEENNERNNENSERNENNENERNRERRENNRENRERNNNEENEENRNNERENENNENNNESEENENNNNENNNNNNNNNNNN]

PILOT RADIO CORP., "The Standard of Excellence.” LONG ISLAND CITY, N. Y.
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15" COAXIAL SPEAKER
e

The Language of Music, by Klaus Liep-
mann. 376 pages, 6 x 9. lllustrations
and index. Cloth. Ronald Press Co.,
New York. 1953. $5.

There are two humiliating hazards always
lying in wait for the home-music amateur
when he opens a book on the subject he
loves. Sooner or later, the author will
lapse trom English into either 1) a techni-
cal formula, or 2) a bar of musical notes -
Probably the reader is easily intelligent e
- 206AX 15 =
enough to understand the content — if he
could but understand the language. COAXIAL SEE

No one yet has written a good interpre- List Price:
tative guide to audio-electronics (and some- $166.00 16 ohms
one should) but it is a pleasure to report $179.00 500 ohms
that someone has come to the rescue of
the musical illicerati.  He is Dr. Klaus
Liepmann, who teaches music at MIT. He
has realized cthat some people would like
to learn to read and understand music
withont learning, at the same time, to sing.
or to play the piano, or to write orchestra-
tions. Liepmann's The Language of Music
is written for the listener. The equipment
needed for the latter to make the most of
the book consists of a persevering brain
a set off fingers to beat time with, a phono-
graph and a representative record-collec-
tion. A piano is a help, t00; it is easiest
to imagine an octave-interval when it can
be heard

Liepmann begins with the time-factors
in music note-duration, rhythin, meter,
etc. - and works through melody, harmony, : ; 1 LIST PRICE
tonality and inscrumenration. Moreover, he . 3 2
does not stop with the alphabet and gram-
mar of music, so to speak. He carries over
to the rhetoric, showing how a composer
uses various devices for his effects.

The book is extraordinarily thorough
and, although it is lucidly and even ¢lo-
quenty written, it takes real concentration
and pauence to get through it. When you
have, however, you'll be able to follow a
concert performance with a score but
you won't! Pcople who can really read

'ep.odu(l'un
vail

: . 500D
scores don't need them at concerts. points Model 626 Corner Cabinet DIRECT DRIVE ot
out Liepmann, any more than a playgoer The beautiful Model 626 Corner
needs a script of AMucherb with him in Cabingt evaiable B blonds 4r AMPLIFIER
the cheater. J. M. C mahogany finish. Designed to Finest Amplifier Built—No Outpur Transformer.
handle either a Coaxial speaker Designed far use with speakers having 500 ohm
o g 8 S or a 15 Full Range speaker sys- voice coils. Never before hos such fidelity been pos-
Maurice Ravel by Victor 1. Serofl. 310 tem, this fine cab?ne'pemploysya sible. Stephens Tru Sonic motching speakers ‘with
pages; 5Y2 x 812, Cloth. Henry Holt & new principle af horn loading 500 ohm voice coil used in conjunction with the
Co.; New York. 1953. $3.75. and provides lower fundamentol 500 D amplifier provide the finest sound reproduc-
o bass response. The rear of the tion yet achieved. At full 20 watts, distortion is less
Although not [he only SKUd.y of the cabinet is completely enclosed. thon Y of one per cent. Phase shift is less then 15°
French master available in English,” as it Sound radiates from within the ot 20 c.p.s. This is proof ogain of Tru Sonic engi-
is incorrectly described on the dust jac- cabinet and is independent of neering leadership

ket (there are at least three others), Victor room location. List price: $160.00
Seroff's biography of Ravel is probably

the best one. Seroff is a competent biogra-
; o ) Write for complete lit St -Soni
pher and writer (his previous books include mp iterature on Stephens Tru-Sonic Speckers and camponents.

biographies of Shostakevitch and Rach STEPHENS MANUFACTURING CORPORATION

Continwed on page 21 8538 Worner Drive * Culver City, California
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LAURITZ MELCHIOR
Chooses Revere Recorder S

“The Revere Tape Recorder is an indispensable helper in my
current search for young American talent. Because Revere records with
such amazing fidelity, their recordings will reflect all the realism
of the original performance. With the help of the Revere

Tape Recorder, | believe we will find a wealth of American talent.”

%/( AT

Lauritr Melchior, great Wagnerian tenor and motion picture
star, is currently making a unique concert tour in 100 American
cities, Appearing with Mr. Melchior is a group of eight solo artists—
and locally-selected talent from each tour city. The voices of the local
talent will be Revere tape-recorded and entered in the National
Federation of Music Clubs competition. Winners will recetve awards
ranging from cash to possible Hollywood screen tests and record
contracts, This "Lauritz Melchior Show" will include piano classics,
Hit Parade songs, operctta and opera—the latter including many of
the Wagnerian excerpts in which Lauritz Melchior excels.

Great musical artists rely on the
Revere Tape Recorder for rehearsing
their performances—knowing it records
with maximum fidelity ... with the clean
highs and clear lows of life itself. They
hear their performances exactly as their
audience will hear them! Why not fol-
low their example and use the Revere
Tape Recorder for your own musical
advancement.

The New REVERE

‘f‘_?;jf‘}w 4 / % »  TAPE

v 5. RECORDER
A proud achievement of recording bril-
liance! To hear the new Revere "BAL-
ANCED-TONE" Tape Recorder is an
unforgeuahle experience. Each delicate
sound, every musical note, is reproduced
with amaring depth of tone, breadth of
range, and height of realism heretofore
obtainable only witb professional

broadcast equipment. Yet, it is extreme-
ly simple to operate. Note these out-
standing features incorporated in the
new Revere:

“‘Balanced-Tone” Conirol provides pro-
fessional, high fidelity tonal quality.

Exclusive Index Counter permits instant
location of any part of a recorded reel.

Avutomatic Key-Controls record, play, or
stop recorder instantly.

High Speed Forward and Rewind Lever—
no backlash or tearing of tape.

Add to these such important advantages
as two full hours of recordiug on each
reel, lightweight portability, maganif-
icent styling. glamorous beauty, low
price—and vou'll agree the new Revere
“BALANCED-TONE" Tape Recorder
is in a class by itself. See it at your
dealer now!

Model T-700—Complete with microphone, radio at-
tachment cord, 2 reels {one with tape) and corrying

I?_epere TAPE RECORDER

COSB. v v v eeeaaunsasrarerannnsssns $223.00
Model TR-800—Same as above with built-in radio
.................................. $277.50

Model T-10—Studio Model, Speed 7.50.%$235.00
Model TR-20—Same with built-in Radio.$287.50
Model T-100—Standard, 1-hour play...$169.50
Model T-500—Deluxe, 2-hour play..... $179.30

Revere Camera Company « CHicaco 16, liLinois

FAITHFUL REPRODUCTION OF SOUND
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BOOKS

Continned from page 19

maninoff) as weil 4s a pianist and teacher
of music. However, as a good biographer
should, he approaches Ravel not as a critic
of his music but as a chronicler of his life.

Ravel's was a life rich in material for any
biographer. Born in 1875 in the Basque
village ot Cibroure, near che Spanish border,
he grew up in the uninhibited Paris of the
fin de siécle. It was an age of feverish rest-
lessness in the arts, of heated all-night
debates in che catés of Monmartre.  Ravel
and his friends, a group of contemporary
arusts, writers and musicians who came to
be known as Les Apaches, could be found
almost any night perched on the high chairs
of a Paris bar discussing Debussy, Chopin,
Chinese Art, Valéry and other subjects on
which they shared like opinions (as one of
Ravel's friends said, you can not discuss a
subject except with those who agree with
you)

Ravel was a complex personality; a4 man
who would go to considerable lengths to be
misunderstood. He had set for himself an
image of the “artist” which he nourished
all his life.  Probably his outstanding be-
havior-trait was a childish naivete which
was, untortunately, accented by his small
stature. Ravel never grew to be taller than
five feet.

However, his size didn't keep him from
causing considerable commotion in the in
tellectual world of pre-World War I France
He was the center of three of those periodic
intellectual storms which are so character-
istic of the French. The hrst affaire Ravel
grew out of his four unsuccessful effores
to win the annual Prix de Rome and the
resulting public protests at academic in-
tolerance.  (In his first actempt, Ravel
angered the judges by inserting a light walcz
in a religious cantata; he was annoyed
by the insipid nature of the poem he was
supposed to set to music.) The second
affaire began with the controversial first
performance of Ravel's Histoives naturelles
and developed into a journalistic debate
on Debussy vs. Ravel. Ravel's refusal to
accept the French Legion d Honnenr for his
services in World War | rouched off the
third ¢ffasre.  He said he refused out of
principle and that he would never wear a
decoration because he didn’t need one.
However. Ravel later accepted a Belgium
decoration and a British honorary degree
and it is generally assumed that his refusal
was due to a lingering resentment at the
French Government for not supporting him
in the first affuive Ravel. R.H. H, Jr

The Second Audio Anthology edited by
C. G. McProud. 124 pages: 9 x 12;
illustrated. Paper Bound. Radio Maga-
zines Inc., Mineola, New York. 1953,
$2.75.

Within the bounds of the 124 pages of this
book are reprints of articles covering many
a subject dear to the heart of the hi-fi
hobbyist and constructor.  Most of the
material requires a fair degree of technical
knowledge for adequate comprehension,
but several of the articles are of general in-
terest and will be useful even though the

Continued on page 120
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Burton browne advertising

‘For the audio-perfectionist... - -
‘High Fidelity magazine reports on the new Regency
‘booster = - e e

~“At our own location, with a directional antenna
-aimed at Boston (about 120 miles distant, airline),
we were barely able to distinguish a voice through
the background noise when tuned to station WGBH,
89.7 mc. With the booster, the voice came out of
the noise so that, except during periods of com-
plete fading out, it was strong and clear as a local
cmission?”’
—from an article in High Fidelity Magazine,
May, 1953

%
Enginecrcd. fpr}ou—this compact booster brings in the
full glory of FM sound even when you live miles from
the transmitger. Just plug it in—then settle back and
enjoy luxuri( listening such as you've never before
experienced. |
Made by the#nakers of the famous Regency TV booster

and UHF cgaverter. 88-108 MC. Push-pull amplifier.
Smart plasliﬁ‘pabinct. MobperL DB-98A $29.95 vLisT

I.D.E.A., 1n&f{\REGENCY DIVISION, 7900 PENDLETON PIKE * INDIANAPOLIS 26

e

i
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PROFESSIONAL
AUDIO
EQUIPMENT

BALANCED COMPONENTS / MAXIMIZE PLAYBACK PERFORMANCE

PICKERING CARTRIDGES ...

are the choice of audio engineers throughout the world. They are universally
acclaimed becavse of their high output, wide range performance and low distortion.
They are used wherever o fine cartridge is required in radio stations, recording studios

and for purposes of quality control by leading record manufacturers.

MODEL 410 AUDIO INPUT SYSTEM...

is designed to provide a complete audio control center. Model 410 may be used

in any high quality playback system. Three input channels are provided—one for
magnetic cartridges and 2 “flat" ¢channels for other audio circuits. A 3.position
equalizer network is built into the magnetic cartridge channel and provides accurate
equalization for LP, AES and 78 rpm recording characteristics. Separate bass and
treble controls are also provided. These ore of the step-type and permit bass and
treble odjustments in 2 db increments. The tone control circuits are intended to
compensote far record characteristics and for listener-environment ocoustical

conditions. They are not intended to compensate for amplifier and/or Joudspeaker

deficiencies. Model 410 is intended for use with the highest quality professional type
playback equipment. The output of the Model 410 is fed from o cothode-follower
circuit ond will work into any high quality audio or line amplifier having a high
impedance input. 1t may also be used with a transformer for the purpose of feeding
a 500 ohm line. Becouse of its flexibility, low noise and low distortion level, it is ideolly
svited for bridging und monitoring purposes and for critical listening applications.

MODEL 132E RECORD
COMPENSATOR ...

is designed to be used in conjunction with a
magnetic cartridge preamplifier such as the
Pickering 230H or any preamplifier which
provides 6 db per octave bass boost. Six
playback positions are incorporated
1—European 78 rpm Records
2-victor 45 rpm and Decca 78 rpm Records
3—-No high frequency roli-off,
500 cycle turnover
4-All Capitol Records, new Victor 33V,
Audio Engineering Society Curve
S5—Columbia. London and most LP Records
&—To remove the hiss from old n0isy records
Precision elements are used in its construction
to give accurate compensation. The 132E is
inherently a fow distortion R-C device

THE MODEL 190 ARM ...

s 3 . . . MODEL 230H EQUALIZER-PREAMPLIFIER ..
is designed primarlly for use with microgroove

records. Its design has been recognized by
teading audio engineers as that which
incorporates all of the desirable tracking
tharacteristics. Analysis has shown that for
maximum performance with LP records the
vertical mass of the moving arm element must
be held to a minimum and further, that the arm
must be counterbalanced about the vertica!
axls. This permits mimimum stylus or tracking
force and provides maximum record iife.

The Model 190 Arm embodies these all important
teatures necessary for proper microgroove
record playback.

is unique in its accuracy of equalization and
frequency response. The intermodulation
distortion is .2 per cent at normal output level.
It is intended for use with high quality
amplifiers having gain and tone controls.
When used with the Pickering Model 132E
Record Compensator the 230H Is ideal for
radlo station and recording studio use and tor
applications requiring accurate low nolse

and distortion free playback.

PICKERING PROFESSIONAL AUDIO EQUIPMENT

“ / 7
(-%z ////J// 1oy can /(Mi ///; 4 ;

...Demonstrated and sold by Leading Radio Parts Distributors everywhere.
For the one nearest you and for detailed literature, write Dept. i1-2

@ P“:HE“ING and company incorporated « Oceanside, L. L., New York
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AS THE EDITOR SEES IT

T ABOUT the time this editorial appears in print,
A newspapers will announce the formation of a Na-

tional Record Awards committee, which will, next
Spring, present awards for the best phonograph records
issued in 1953. There will be awards in several categories.
At the time of this writing, the committee had not re-
vealed the exact number or nature of the categories, but
all will fall within the general description of records of
lasting imterest.  One of the recordings will be honored
as The Record of the Year. The others will be dubbed
best-of-type.  Both musical and sonic values will be
considered.

The Awards are to be made each year. The executive
panel of the 1953 committee consists of C. G. Burke,
chairman; Irving Kolodin, music editor of the Saturday
Review; and R. D. Darrell, noted critic and editor of the
original Gramophone Shop Encyclopedia. These three will
select and appoint a jury-panel of several leading record
critics and music enthusiasts. The jurors’ names will not
be divulged, to anyone, until the actual presentation
of the awards.

The record industry produces several thousand micro-
groove disks annually. No single juror could be expected
to have heard all of these. Therefore the Awards com-
mittee will have recourse to a large nominating panel,
composed of record reviewers throughout the Nation.
Each of these will be asked to submit recommendations.
From among the disks suggested, the jurors will choose
the winners. The nominations will not be a vote in any
sense; a recording which receives only one recommenda-
tion will be listened to as carefully as one which is nomin-
ated by 8o reviewers.

The actual award ceremonies will be held in early Spring,
probably in New York, and record companies have hinted
at plans to entertain visiting reviewers and music-edi-
tors in high style.

The National Record Awards committee will operate
as an entirely free agent —as the names of its executive
panel members should serve to certify. However, it may
utilize volunteer services from record company staffs,
and its expenses are to be paid by HiGH FIDELITY Maga-
zine. The Magazine was prevailed upon by Mr. Burke to
undertake this service. The value to it, and to the record
companies, of the Awards should need no belaboring.
The Awards cannot be a publicity or promotion stunt.
They must be without partisan commercial taint. If they
are kept so, their cultural importance can be enormous.

Paradoxically, if they attain this cultural importance,
their practical institutional value grows accordingly, and

JuLy-AucGusT, 1953

makes them worth sponsoring. HiGH FiDELITY, like
many a present day record company, is founded on a dual
purpose: to promote, and to benefit by, the greater en-
joyment of music in American homes. It is an article of
faith at HIGH FIDELITY that there are several millions of
Americans ready, even hungry, for the exalting adventure
offered by today's magnificent recordings and record-
playing equipment. All they need is a nudge, which the
Awards might furnish. And the results might include
not only some local prosperity, but a nobler America.
The temptation — to a small publication, with its heart
in the right place — proved irresistible. The editors told
Mr. Burke to send the bills to Great Barrington.

READERS should now put a few circles on their calen-
dars. Fall is not far off, and Fall is the season of audio
shows. The first one is scheduled for September 1, 2, and 3
in Chicago: the International Sight and Sound Exposition.

The second event in the show calendar is the Audio
Fair in New York, to be held a little earlier than usual
this year: October 14, 15, 16 and 17. The place is the
Hotel New Yorker, 34th Street and Eighth Avenue, as
before. Also, as before, huge crowds are expected.

TO LEAVE our noisesome facetiousness for a moment

. we must turn our thoughts from sound and fury to
peaceful contemplation:  this issue of HiGH FIDELITY
marks the beginning of our third year of publication. Two
years and ten issues have passed with alarming rapidity.
We have been part of a growing industry and part of a
growing social phenomenon whose significance may not
be fully assessed for many years to come.

The signposts of growth are familiar: production of
long playing records has expanded until one wonders
what directions are left for growth. The May 1953 issue
of the Schwann catalog contained three times the number
of records listed in the May 1951 issue. Whereas there
were, two years ago, five versions of the Beethoven Fifth
Symphony (and two of the Sixth) there are now thirteen
of the Fifth (and twelve of the Sixth) . . . and so forth,
without end.

The significance, in terms of increased interest in high
fidelity reproduction, of the entty into the field of some of
the "big names” among commercial set manufacturers
can only be guessed. If, in May 1951, we thought we
were on the threshold, what are we on now? Sometimes it
seems as if we had not yet so much as opened the door!

23

www americanradiohistorvy com


www.americanradiohistory.com

blue

grass, beautiful women, and . . .

BRE MUSIC THAN ANYWHERE

Rowland  Peaslec
Farnsley is Mayor of Louis-
ville, Kentucky. He 1s also a
patron of the ars and the
Ampex tape recorder.

The Mayor believes in clean city government, more
music especially more contemporary music and
higher fidelity for everyone.

Farnsley, in fact, likes nothing better than to take
leave of city budgets, blueprints and politics, perch a
battered brown felt hat on the mayoral head and hop
the mayoral car over to the Louisville Public Library.
There he makes for the Audio Visual Center in the base-
ment right wing. A tll, loose-limbed figure in Con-
federate-style jacket and black string tie, he ambles down
the corridor, stopping for a look into the cubicle thac
houses a record library and a burgeoning collection of
tapes (17,000 volumes already).

Then he moves on to the recording studio, glass-
walled and almost surgically neat. Six Magnecord tape
players, six Ampex recorders, (eventually chere will be
49 Ampexes: 10 recorders. 39 playback machines) and
four record turntables are ranged along the sides of the
room and in center bunks. The Mayor taps on the studio
window, gets a nod from the teen-age engineers and
shouts through the glass to them:

“Play me some Stravinsky and Villa Lobos and some
Edgar Varése, boys.”

He then makes his way into the Auditorium, where

Charles

[))f DEBORAH ISHLON

he sits back comfortably and grins as the sounds swirl
out of an Altec 820A corner speaker at high gain. "This
sure spoils you for concerts,” he says blandly

The Mayor's predilection for contemporary composi-
tion is legendary 1in Lowsville.

“"Beethoven’s monopoly isn't goin' to last very long
with high fidelity,” he was heard to say while listening to
a particularly clangorous tape recording. “Young people
are startin’ to go for modern music an’ sounds like this!”

One associate who doesn’t share the Mayor's enthusi-
asm for dissonance and atonality. says mournfuily: "Char-
lie has a blind spot. He doesn’t like any music that was
written before 1920."

The Mayor bids good-by to the engineers. ""Beauu-
ful machines,” he says fondly, as he pats an Ampex on
the head and returns to the civic wars.

Since taking ofhice in 1948, Mayor Farnsley has brought
the half million citizens of Louisville not only better
schools and streets, more playgrounds and policemen,
but lots of new music, commissioned from leading con-
temporary composers,; the Audio Visual Center; an FM
station for the Public Library — and the Altec, which he
regards as a particularly significant municipal acquisition.

“We get one of those in every classroom in Louss-
ville an’ then we’ll really be gettin® somewhere,” he says.

The city’s cultural institutions, from the so-piece Or-
chestra to a Junior Art Gallery, owe their present state
of sound financial health to a Community Fund for the
arts, also organized by Mayor Farnsley.

HiGH FIDELITY MAGAZINE
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Louisville’s municipal Lorenzo di Medici is the son
of one of the city’s oldest families. He attended the
University of Louisville, where he became an expert
campus politician, the proprietor of an elderly Rolls
Royce and an intensive student of Thomas Jefferson’s
theories of government and mass education. His progress
from collegiate politics to the State Legislature was as
smooth as bonded Kentucky bourbon. In 1948, when
the Mayor of Louisville died in office, Farnsley was sug-
gested to fill out the term. The city's aldermen elected
him by a one-vote majority. Next year he was reelected
by popular vorte.

Once in office, Charlie Farnsley began a thoroughly
unconventional administration. For instance, there was
the Louisville street problem. The budget couldn't pro-
vide a complete resurfacing program. Farnsley's solu-
tion: repaving only the driving lanes in the middle of
the streets, leaving parking spaces as they were. He
also instituted a weekly Beef Session, to which all Louis-
villians were invited to come and voice their complaints
in person. City officials had to be present to hear any
and all gripes — and to act on them promptly.

Farnsley further decided that Louisville needed some
cultural and educational improvement. He started with
the city's Public Library. Five years ago H. E. Salley was
hired to set up the Audio Visual Center. Now in its
third year of large scale operation, the Center operates
WEPL, the country’s only public library-owned radio
station. The 3000-watt transmitter cost them nothing.
A local commercial station gave it to them when it de-
cided to abandon its FM operation. WFPL, however, has
been so successful that the Center has applied for a license
to start another FM station.

From 7 a.m. to 11 p.m. daily, thousands of Louis-
ville school children and adults listen to WFPL programs.
Wires go out from the station’s basement headquarters

Musical Mayor Charles Farnusley (right) felicitates Louisville Or-
chestra’s conductor Robert Whitney during a recording session.

to almost all Louivsille classrooms and to the ten branches
of the Public Library.

For the first six grades, the Board of Education works
out a recorded program, coordinated with the elemen-
tary curriculum.  Poetry and arithmetic, science and
history are taught with the aid of recorded plays, docu-
mentaries and readings from the Center's collection.
Junior and senior high school teachers are provided
with an 6oo-page catalog of the Center's material so that
they can request specific recordings for broadcast to
classes at any time.

WFPL can play 20 different programs simultaneously
over its city-wide network. An average school day brings
more requests than the station can handle. Only 47 means
a quiet day. On holidays, the count may go to 8o. Branch
libraries have listening rooms and earphone equipment
so that individuals or groups can request special pro-
gram material at any time.

In addition to collecting music and programs on rec-
ords or tape, WFPL is building up a permanent archive
of Louisville’s musical history. Every concert given by
the Orchestra is taped. So is every concert by the Louis-
ville School of Music faculty members and guest artists.

WEPL has a staff of four full-time and two part-time
technicians. Most of these are still in their teens and
in one or another of Louisville’s public high schools.
The boys all have operators’ licenses. WFPL's sole pro-
fessional operative is Allen Hankins, a graduate history
student at the University of Louisville. He is assigned
the station’s most demanding engineering chore, record-
ing the Orchestra concerts - and refereeing debates be-
tween the one-mike-suspended-low-over-the-stage school
and the advocates of more room tone.

No staff announcer is employed at WFPL. One of
the local school-teachers drops by the Library basement
once a week and records all the announcements that will

Tenor Farrold Stevens, composer Lukas I'vss, narrator Vera Zorina
chat with Farusley before rebearsal of Foss’ Parable of Death.

JuLy-AuGusT, 1953
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Louisville’s liucky orchestra: Beginning in 1954, its members will have guaranteed year-round musical employment, sixv-week vacations.

be needed to introduce the scheduled programs. Staff
technicians simply switch the reels of tape according to
schedule, and read or do homework in between.

Charlie Farnsley's Louisville Fund for the arts has
provided a degree of financial security for the city’s cul-
tural organizations that communities twice as big might
envy. The Mayor argued with Louisville busiress and
industrial leaders that the Kentucky Derby was a rather
limited form of enterainment for the city. He talked
them into making a single contribution apiece to the
Fund for music, art and theatre every year. For an eco-
nomical $147,000 (the 1952 budget), Louisville sup-
ports an Arc Center, a Children’s Theatre, a Philharmonic
Orchestra.  Average citizens contribute to the Fund, as
well as business institutions.

Biggest item in the Louisville Fund
budget is earmarked for the Or-
chestra, which in the past five years
had developed a program for the
propagation of modern music that
is unequalled by any other sym-
phonic ensemble, anywhere, of any
size.

AsTmight be expected, it was
Farnsley who sold the idea that the
Orchestra should encourage the un-
derstanding as well as composition

Coliumbia engineer Adjutor Theroux checks
reel-speed as tape-happy Mayor kibitzes.

of contemporary music by commissioning five new
works a year. Musical Director Robert Whitney has
conducted the Orchestra in twenty-four world premieres
of commissioned works. Many of the composers have
journeyed to Louisville to be present at first perform-
ances. The mayoral car meets them on arrival and there
is a police escort waiting to drive them to City Hall.
Of course, they receive a miniature flag of Louisville
(blue, with fleur-de-lis of gold) and a key to the city.

The commissioned works have ranged in scope from
symphonies (Norman Dello Joio's Triumph of St. Joan
and Symphony No. 4 by Carlos Chavez) to Darius Mil-
haud’s seven-minute Kentwuckiana, subtitled Divertisse-
ment sur Vingt Airs di Kentucky.

Along with Bach, Beethoven and Brahms, Louisvil-
lians have taken to Hindemith, Roy
Harris and Arthur Honegger. The
Orchestra’s subscription concerts are
sell-outs and the commissioned works
are also played ar its “"Pops” con-
certs. Farnsley’s notion of commis-
sioning music has become so popular
in Louisville that even the Univer-
sity’s brass band has asked composers
for special works.

For one of this season’s Pops
concerts, Continued on page 94
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Heari 1S Believi by JoHN W. CAMPBELL .
Y

OU CAN learn to operate a piece of machinery on
the "You push this gimmick, then you pull chis
thingamabob, then you twist this whatchamacallic”

basis. Or, you can learn the basic nature of the equip-
ment, how it operates, and what its limitations are. The
latter method usually produces a far better result, more
satisfaction and less burned out equipment and tempers.

What's the difference between a high-fidelity sound
system and an old fashioned player piano?

They're basically the same article; each represents a
sincere effort of its builder to supply a system that could re-
produce high-quality music in the home. Back in the 19th
century, there was a lot of interest in mechanical repro-
or, more accurately, technical reproduction.
They made player-violins, too: motor-driven wheels re-
placed the bow, and machine-controlled mechanical fingers
pressed the strings. There were “juke box™ contrivances
which incorporated a mechanical violin and a mechanical
piano, busily playing a duet. Fascinating things — even
more fun to watch than one of the modern hundred-
record super-jukeboxes.

The 19th Century went in also for "artificial silk” and

duction

a lot of similar things — imitations of the natural product.
There's a different approach today; nylon is a synthetic
fiber, designed to meet a specific requirement. It was
never thought of as “artificial silk”".

The high-fidelity music systems we have today can't be
operated on the “push this gimmick” basis. For full
enjoyment, we need to go a bit deeper than electronics
to get to whart the electronics system is there for. The
player-piano, and the player-violin weren’t electronic
but they, too, were efforts on the road to high-fidelity
music.

The thing we're seeking is a method of packaging a
human experience in such fashion that we can unpackage
it anywhere, anytime, and enjoy it. Canned peas are not
as good as fresh spring peas. Unfortunately, fresh spring
peas simply don't exist everywhere, all times, so it behooves
us to find means of packaging them, making che pleasure
of eating them universally available. "High-fidelity”
packaging is improving; modern frozen peas are getting
hard to distinguish from the garden-fresh article.

The player-piano tried to package music so that fine
playing would be available universally. It’s a dead line

Drawings by Richard Powers
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of development now, because the inventors took the
wrong course — but we can learn something from it
Any human experience involves a human being, some
medium of communication, and a source of experience.
In the case of music, we have a listener, a sound-medium
and the sound-source. The player-piano tried to repro-
duce music by regenerating the sound-source —by du-
plicating the performance.  The player-violin —and a
number of other mechanically played instruments which
were developed — tried the same
thing.

Edison's fitst phonograph repre-
sented a totally different approach;
instead of duplicating the instru-
ment, it attempted to duplicate the
sensation-of-hearing.

The whole line of development
since that time has been directed
toward better and better methods of
duplicating the sensation instead of
the instrument. Where once efforts
were made at automata that would
act like people on a stage, the effort
is now toward color television and
three-dimensional color sound mo-
vies. Basically, the problem attacked
is the same; only the approach is
different.

Even the new approach, however,
runs into a slight difficulty: human
beings spent two billion years evolv-
ing the closest possible approach to
an absolutely deception-proof sen-
sory system. Animals, since the
dawn of life on Earth, have tried to
camouflage themselves so that at-
tackers couldn’t find them, and so
that their prey couldn’t see them
coming. Efforts to confuse, befuddle, paralyze, or other-
wise render inoperative the sensing systems of the other
animals has been standard procedure for the last billion
years.

Man happens to be the animal on top of the heap now.
We can safely assume that one reason he's there is that
he’s got the most nearly unfoolable sensing system ever
developed.

And this is what the high-fidelity sound experts are
trying to fool!

It's fairly evident that they can’t do it in reality; only
by the willing cooperation of the human mind itself can
any deception be achieved. And that isn’t going to be
true deception, but more on the order of imaginative play.

In the first place, a human experience such as attending
a symphony concert at Carnegie Hall, consists of a highly
complex, highly integrated and cross-correlated  system
of perceptions. For the moment, we'll leave the main
sound business out, and consider the correlated experiences.

There's the visual impression of the stage, and of the
inscrumentalists in the string section bowing in rhythm,
and of the tympanist standing with arms raised, alert,
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starting the downward movement so that the beat comes
at precisely the instant required. There’s the feeling of
hundreds of other individuals, all joining in enjoyment
of the performance, the faint odors of perfumes and
cigar smoke clinging to clothes, and the odor of wool
and human beings. The tactile sensation of the auditorium
chairs. And most of all, the énswing of how this came
about — the trip from home to this precise point in space
and time, the sense of orientation with respect to the
whole system of the world and life.

When you can contrive an elec-
tronic system that can induce a du-
plication of that system of sensations,
we can reproduce a human experi-
ence. Three-dimensional  sound-
color movies are the best we've done
so far. But the only way you could
produce the full experience effect
would, necessarily, produce insanity
in the audience! You'd have to
blank out their memories of where
they were, how they got there, what
they were doing, and where they
were going.

Man himself is the ultimate high-
fidelity instrument; it took billions
of years of engineering field-trials to
develop the magnificent sensoty and
correlative system we have —and
we can stop trying to fool that sys-
tem right now and save a lot of
eftort. Instead, let’s work with it

The modern recorded music ap-
proach works with it, instead of
trying to fool it. The player-piano
approach would have called for 120
instruments to reproduce a 120-piece
symphony orchestra; the ultimate on
the modern recording approach necessarily will require
only two units for full binaural reproduction of the re-
cording. There are only two ears, no matter how many
things they're listening to.

But in working with it, it’s necessary to understand
what the sensory system is, and how it does work; efforts
to skimp on that are going to lead to dissatisfaction.

The ears are incredibly fine acoustic mechanisms; experi-
ments in 'dead rooms™ indicate that human ears are sensi-
tive to such minute impulses as random movements of
molecules of the air. It should, incidentally, dispose of
the myth that other animals have keener hearing. Man
can hear the air molecules moving. How sensitive can
you ger?

The dog’s wonderful hearing, famous in myth, simply
represents the fact that if you haven't anything else to do,
you can hear a lot of noises. Incidentally, my neighbor,
seeking to demonstrate his new “silent dog whistle” to
his small daughter, was somewhat mortified by the fact
that his 6-year-old police dog couldn’t hear the whistle,
while the litle girl complained that it hurt her ears. It
was tuned to about 19,000 cycles. Continued on page 96
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“Call me Ishmael. Some years ago — never mind how long precisely — having
little or no money in my purse, and nothing particular to interest me on shore,
I thought 1 wouldd sail about a litle and see the watery pars of the world . ..

IT comes FRoM the loudspeaker like the voice of a sailor tipping
another grog before he settles to a long yarn. It could be Ishmael, the
hardened narrator of Herman Melville's tale of Moby Dick, or The White
Whale. Or it could be Melville himself, down from New Bedford for a
session before the microphones. But the yarn and the turntable spin on,
and soon the personality of the voice is forgotten, and only the words
and their compelling story move forward in the listener’s ears.

In reality — perhaps “before reality” would be better, for the read-
ing takes shape only as it finally emerges from the sound system
the voice is that of a narrator named Rye Billsbury, and the literary work
whose text unfolds without a page turning is known as an Audio Book,
published (or produced, take your choice) by the Audio Book Com-
pany, Los Angeles.

The first Audio Book, an “"Audible Edition of the New Testament”
is already available. In addition, 26 hours of experimental recorded
literature have been made from the writings of Herman Melville, Dos-
wievski, John Donne, William Blake, Pepys, William Faulkner and
others. A complete reading of The Postman Always Rings Twice, by James
M. Cain, has also been recorded (listening time — 3 hours) in which
the makers of Audio Books experimented with more than one voice.

It isn't hard to find good reasons for putting books on records. One
of the best came to light recently during a regular meeting of the James
Joyce Society. For the latter part of his life, Joyce was severely limited
by failing eyesight. Padraic Colum, who knew the author of Portrait
of the Arist, Ulysses, and Finnegan's Wake, told of Joyce's struggle. “He
was so very interested in that writing. Well, I had to set to work and
digest it for him. That was the best I could do. It went along all right,
but there were nineteen volumes, you know. ['m afraid sometimes
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Talking New Testament. Twenty-three hours of gospel.

we felt all he was getting out of it was that there were a
lot of Spanish kings, all named Alfonse, and a number of
Persian ones, all with their same Persian names, too."”

We are so used to thinking of ourselves as living in an
age of complete scientific achievement that it comes as
a shock to hear that a distinguished literary citizen of this
age should have been deprived of so simple and wonder-
ful a faculty — the ability to enjoy freely many works of
literature. This sort of darkness seems fitting to the dead
past;, we are reminded of blind John Milton badgering his
daughters with dictations of Paradise Lost, and that takes
us back to the seventeenth century. But it is hard to
think of Joyce, who died only twelve years ago, cut off
from the pleasure and inspiration of reading.

Thete can be no doubt that all persons with either
limited vision or complete blindness will benefit from
this new way of making books available. But what of
those who can read for themselves? That is the question
that was put to Raymond Tierstein of Audio Books.

“In much the same way persons are visual minded.”
he replied, "we believe that just as many are audio minded.
To carry the point further, we'd say there are people
who can make out better, hearing a book, than if they
had to read it.”” Tierstein was speaking from a semi-
technical point of view; but many persons who never
dreamt that such a thing as audio books could exist
have said just about the same thing.

Ever since the time of Greek tragedy, when part of the
narration was carried forward by a chorus, the immediate.
vital effect of recitation has been recognized. It is still the
only way to get at both the meaning and the music of
words. Without the spoken word, the printed facsimile
would be almost meaningless. Thete is nothing that can
bring the glow of reality to a story, a poem, or a play,
better than a “'live” performance of the human voice.
Every school curriculum features it as a staple of its reper-
toire: and the staleness or stimulus of most courses de-
pends on the degree of skill brought to its execution.

To name only one contemporary exploitation of recita-
tion, readings at the Y.M.H.A. ‘Poetry Center in New
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York City have been exceptionally well attended during
the last three seasons. Audiences thete have heard prose
writers Eudora Welty and Truman Capote, and a number
of distinguished poets have read their works. On record,
the Columbia LP Pleasure Dome, with readings by T. S.
Eliot, Marianne Moore, Ogden Nash, e.e. cummings,
and W. H. Auden, has aroused wide interest. Caedmon
Records have flourished with but one string, the human
vocal cord, to their bow; Thomas Mann, Archibald Mac-
Leish, Dylan Thomas, and Laurence Olivier have all read
before their microphones.  This is by way of saying that
the catalog of voice recordings is already, on 33 ¥ micro-
grooves alone, a bulky affair.

To this scene, charging like knights errant across a not-
so-arid desert, come C. C. McDonald and J. I.. D, Morri-
son, the engineers of Audio Books. However, they are
hardly newcomers to the recording industry. McDonald
has worked with the World Broadcasting System, the
Mutual Network, KHJ in Los Angeles, and Decca Rec-
ords. Back in 1928, when the words “record”” and “trans-
cription” were anathemas to the broadcasting industry,
McDonald was in charge of the first “'delayed broadcast,”
i.e., transcribed program. J. L. D. Morrison has designed,
among other good things in audio, both recording lathes
and playback turntables. One of his recent productions
is a turntable manufactured by the V-M Company.

About two years ago, they first heard some of the "talk-
ing books” prepared for the blind by the Library of Con-
gress. They investigated, and found that although the
project brought comfort and aid to the blind, its records
were bulky, weighty and, if produced commercially,
much more costly than most people could afford.

Their solution is like that of the efficiency expert who
was reputedly called in to salvage the tottering budget
of the United States Treasury’s printing office. It was
costing too much to print dollar bills and the govern.
ment's money-makers were trying to figure ways to cut
costs.  “Just cut the size of the dollar bill,” the expert
told them. "lIt's too big.” And he has always claimed
that he was paid for the suggestion.

Morrison and McDonald approached audio books with
the same zest for dimuni-
tion. Getting out their
slide rules and reducing
lenses, they went after the
standard microgroove rec-
ord and lopped off an ap-
preciable amount of dead
weight from what had pre-
viously been considered
the smallest unit of the
family of 12, 10, and 7.
The outside diameter of
seven stayed the same, but
they got their reduction
from the inside, by cutting
out a larger hole — three
inches across. They also
went back to Edison and
Berliner records, engraving

James M. Cain. The Postman
bﬂS more t/.mu' ane t'aice.
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label copy in the matrices, where it can be clearly seen
—and felt. It is cut into the narrow inside margin be-
tween the final groove and the center hole.

This left them with an effective working area, or groov-
able part of a record, of only 1-5/16 inches. Into this,
they proposed to cut half an hour of reading time. Some
more work with the slide rules, and they had the answer
speed would have to come down to half that of the 33 %3 rpm
disk, and grooves would have to be sliced in ar the rate
of between 400 and 440 per inch. Using a hort stylus cut-
ting ‘technique, they managed to do it. The end-result:
a seven-inch, vinyl disk weighing less than half an ounce
and performing at 16 revolutions per minute, with one

-

16 rpm Adapter for your 33Y turntable.

hour of playing time. When they had that, engineers
McDonald and Morrison knew they could get books
to talk.

There are many advantages to this system and perhaps
they should be enumerated before we go into some of
its shortccomings.  First and foremost, although no one is
going to like adding another speed to his already bruised
and bleeding turntable, there is the advantage of economy.
The seven-inch disk described above takes considerably
less vinyl than even the fairly economical 45 disk. And for
the amount of playing time stashed away in its 1-5/16
inches of grooving, it can be shipped anywhere for less
money than any other kind of recorded sound.

This is especially significant when the intended sound-
content is a book. It makes it possible for persons who
might not otherwsie be able to afford “talking books”
to hear them on a “lending library” basis; it is conceivable
thac if large enough ‘quantities can be pressed at one
time, the price of an audio book will compete with that
of a printed one. Going from here, ic is even possible
to speculate on a time when authors will “speak” their
books, or narrate them as they evolve, and the final,
“printed” version will be one pressed directly by matrices
processed from the author’s original homespoken tape.

Possibly because of this and other economic factors,
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the publishing business is split right down the middle in
its reaction to Audio Books. Some want to climb on the
audio wagon, and bring our talking editions of everything,
or nearly everyching. There is talk of a talking Mickey
Spillane, and there doesn’t seem to be any reason why
he shouldn’t talk if everyone else is going to. Mike
Hammer may some day rival Vaughan Monroe as the
Voice with the most muscles. But some publishers are
scared, and see their century-old businesses slipping away.
They are already behaving as if they heard it whispered
behind their backs, “he's an old-timer, you know. Pub-
lishes only silent books.”

Poss.bly that time will come, but before it does, audio
books will experience a growing pang or two. Among
pangs _ikely to be experienced, at least in the minds of
potential buyers of Audio Books, is that of having to
adapre for stll another speed. It’s all very well to say that
the answer is a universal speed turntable, and point to
Rek-O-Kut, Zenith and V-M models of same, as do en-
gineers McDonald and Morrison, but that still leaves a
lusty majority of good sets in operation without universal
tables. For them, an adaptor has been made.

Two things can be said in favor of the adaptor for sale
by Audio Books: It’s cheap ($2.95 retail) and it works.
All resemblance to a satisfactory mechanism stops art this
point. Like the “microverter” introduced to convert the
78 turntable to 33 % rpm, it is hardly a precision instru-
ment. In fact, the sample provided this reviewer was so
un-precise that its center hole would not fit onto the
standard spindle of a professional, high-quality turntable.
When [ finally got the contraption working, it turned
with a rise-and-fall of over 3/32 inch (close to a full %
inch) of the outer edge of the thin disk. This resulted
in stylus and cartridge riding the grooves like a lifeboat
from Caprain Ahab’s Peguod bobbing from crest to trough
of a pretty active sea.

Symptomatic of yet another of audio books’ growing
pangs is the restriction, because of low speed and close
grooving, of recording range. Because the compact 16
rpm system simply cannot, at this stage in its development
anyway, Jandle wide-range speech or music, the producers
of Audio Books have had to stick to the middle range of
the audio spectrum, perhaps peaking here and there to
increase the factor they call “intelligibilicy.”

This is certainly a controversial business. One repre-
sentative of Audio Books has stated that he doesn't like
the "musay” quality inherent in wide-range, modern voice
recordings; he thinks it’s because silibants come through
with too much insistence. Be that as it may, there is a
quality thac comes with the wide-range LP’s, and it can't
be preserved in a system where “incelligibility” alone is
the prime factor. That is the quality of “immediacy,”
or “presence,” and it has a lot to do with making the
human voice sound more real, more rich, and more live.

The first Audio Book, the "Audible Edition of The
New Testament” was issued in May and calls for listen-
ing time of 23 hours, 11 minutes. It rerils for around
$20.00, and is complete in 24 records. They are kept in
a gilt-stamped, spiral-bound black leather cover, measur-
ing 7Y by 8% inches, with a 1%-inch  Continued on page 110
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D. T. N. Williamson

AVID Theodore Nelson Williamson said he would
meet me in a2 midtown New York restaurant at
five o’clock — and just as my wristwatch was tick-

ing off the zero moment, in walked Williamson.

The designer of the Williamson amplifier circuit, one
of the first long steps toward quality music-reproduction
in the home, turned out to be a pleasant surprise all around.
I had expected a rather furious looking man, a busy-
type with much audible hum, for I had seen and heard
the name Williamson so often it had taken on a personal-
ity of its own.

Williamson in the flesh, I must say, looks nothing
like the schematic Williamson at all. He is a lanky youth
with a soft, quiet voice, and on this occasion his cloth-
ing seemed to have been chosen for the purpose of carry-
ing him unnoticed through even the smallest crowds.

We spoke, shook hands, and he introduced a friend
who had come along, Richard Davies, general manager
of Ferranti Electric, Ltd., in the United States. In fact,
I had first thought Davies might be Williamson, for he
is a tall, athletic, alert man who appears able to design
an amplifier if he wanted to.

But Davies said no, not in his line, the confusion was
cleared up and we found a table. I called a waiter and
suggested a drink. To get things moving I asked for
a Scotch and soda and so did Davies.

But just here, let me explain why I am giving these
trivial details. What Davies and I had to drink would
be of utter inconsequence — except that it brings our
subject into quick focus.

Davies and I may have chosen Scotch out of snap
judgment, but not D. T. N. Williamson.

For a full minute he meditated. Then he spoke.

"What to have,” he said. ““This really calls for some
thought. [ had a Scotch yesterday, so I don’t think 1
shall repeat today. I had a whiskey sour the day before,
and that takes care of that.”

Williamson pressed his chin, a strong well-formed
chin, in a hand which is muscular and artistic in form.
The brow furrowed. The dark eyes lengthened their
meditative gaze.

“Do they still make much illegal whiskey in the sou-
thern mountains?” he asked.
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“Moonshine,” 1 corrected. “Yes, the mountaineers
still make their mountain dew and white mule, but the
biggest moonshiners are in Brooklyn and New Jersey.”

I cannot recall now just how the conversation got
from mountain dew to Prohibition’s bathtub gin, the
lethal effects of improper distilling and the proportion
of fusel oil in bootleg whiskey, but Williamson seemed
to have a fund of knowledge on the subject and was
discussing it when I implored him to settle for a martini,
a mint julep, anything, and release our stranded waiter,
He settled on a Martini.

My admiration of Williamson had started to mount
when he began to talk and I took this moment to fetch
the conversation back to him. Digging at his background,
I exposed this solid masonry of facts.

He was born in Scotland of Irish parents, and was
educated in engineering at the University of Edinburgh.
During World War Il he was assigned to Ferranti Elec-
tric of England, sent to London and put to work on
military electronics. Since the war he has been a develop-
ment and research engineer with Ferranti, devoting most
of his time to work on devices for the electronic control
of machine tools, and on electronic computing machines.

Sound reproduction has been a hobby with him since
high school days in Edinburgh, and just now he doubts
that it will ever be anything more.

"But it has been a serious hobby and I intend to keep
at it, as a diversion,” he explained. “From time to time
ideas turn up and get worked on. At the moment I am
less interested in amplifiers than in the pickup and the
loudspeaker, the two extreme ends in the chain of sound
reproduction. 1 feel they have lagged behind and must
now catch up with the performance and quality we now
have in our amplifiers. In fact, I'd like to hear a lot less
talk about improving the amplifier, and more about
the speaker.”

Williamson said there is no longer any doubt about
the qualities of an amplifier, that it can be scientifically
measured, and can be made as nearly perfect as the maker's
budget will permit. Williamson himself sees little sense
in spending money for merits the ear cannot hear.

The amplifier which Williamson likes best, and un-
derstandably, is an attractive two-chassis affair bearing
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his signature and made in England exclusively for British
Radio Electronics of Washington, D. C. This ampli-
fier, called the Hallmark, is pure Williamson, approved
by Williamson and made from components of his own
choosing and to his own physical design.

“I have been told that it has attractive lines, and 1
agree,”” he said. "Like a bridge or a locomotive, if a
mechanical shape reflects good engineering it will be
pleasing to the eye. It is one of the laws of nature.”

Williamson said American designers of electronic
equipment might take a long reflective look at their
own products with questions of their aesthetic appeal
in mind. In most cases, he thinks, British designs have
a more pleasing flow of lines, giving the appearance
of being composed as an overall design, not a helterskelter
of tubes and transformers placed to match holes in a
chassis.

Making but slight progress on his martini, William-
son then took off on less personal matters of music re-
production in the home.

“Both here and in England [ hear endless talk of hav-
ing the home sound like a concert hall, and [ think it’s
all a lictle silly. Why should your living room sound like
a symphony hall, and how could it?

“The thing we must all do is decide what kind of an
illusion we want to listen to.

“The object in reproducing sound in the home is to
create the illusion that we are hearing the original sound.
Discovering that this is unattainable — except on rare
occasions where favorable conditions occur — we adopt
a compromise and try to create an illusion which, al-
though distinguishable from the original, differs only
by modifications which could occur in nature under
the prevailing circumstances, and which, therefore, are
nor incongruous.”

The component in the high fidelity chain which most
often stands in the way of the illusion is the loudspeaker,
Williamson said.

“The weakness of the speaker is due largely to the
compromises we have had to adopt in order to achieve

a practical size, and to the fact that there is no clearly de-
fined aim as to what we are trying to achieve, as there is
with the other components of the system.

“One might be pardoned for thinking that the loud-
speaker has progressed only in detail since the 1920's,
and before it can be improved substantially we must reach
a greater degree of agreement on what we are trying
to do, and on how the loudspeaker must fit into the
existing acoustical structure.”

Williamson pushed his glass away, as if the barten-
der, too, had been confused as to where the vermouth
fits into the martini structure.

At that moment Dr. Peter Goldmark arrived, was in-
troduced to Willilamson and Davies, and sat down at
the table. The inventor of the microgroove and the mod-
ern long playing record called for tomato juice without
the slightest hesitation.

When Williamson took up the subject of loudspeak-
ers again he gave thousands of high fdelity extremists
an entirely new and perfectly intriguing thing to worry
about. Wow, rumble and hum are now old hat. Here
was something fresh and novel.

“Many loudspeakers today give us three alternatives
in our search for the illusion of reality,” he began. “Let
us suppose we are to reproduce a talk. Do we wish the
talker to sound as if he were actually in the room talk-
ing to us? Or do we wish him to sound as if he were
standing on the other side of the wall, speaking through
a hole in it? Or, do we wish the illusion of being trans-
ferred from our room into the studio?

A great many loudspeakers today produce the second
illusion, thar the speaker is talking through a hole in
the wall, the hole being, of course, the loudspeaker dia-
phragm set in its cabinet against the wall or actually
mounted in a hole in the wall.

“Now this surely is not natural,” Williamson said.
“When we have friends visiting us we don’t put them in
the next room and ask them to speak to us through the
service hatch — not unless they are scarlet fever con-
tacts. We have them sit down, Continued on page 104
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Above and right are illustrations of some-
thing new in custom installation cabinets:
the Angle-Genesee Company of Rochester,
N. Y., offers a wide range of standard
cabinet exteriors or shells and then equips
them with panels, drawers, and shelves
tailored to fit the purchaser’'s equipment
and requirements. They also make cabinets
completely to customer’s designs.

Oue of the most important features of a custom installation is

that it can — and should — be made to blend with the decorative style of

the bouse, be it modern or traditional, early American or late Victorian.

In the installation above, radio, television, and
phonograph equipment occupy half of one wall of
the living room. Components include Radio Crafts-
men TV and FM rtuners with an amplifier of the
same make; the loudspeaker is an Altec Lansing,
the record changer, a Garrard. Wood is oak with
contrasting natural and black finishes.  Designed
and installed by Lowe Associates, Boston,
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At the left is another Angle-Genesee cabiner. Above is a completely built-in
installation designed by Kierulff of Los Angeles. When the doors of the cab-
inets are closed, they present an unbroken front with no indication whatsoever
that radio and phonograph equipment lurk behind. There is plenty of storage
space below the tuner and to the right of the slide-out record changer drawer.

This might be called the ultimate
in simplicity — simply a changer, an
amplifier, and a tuner mounted neatly
and compactly. Attractive, yet simple

giving enjoyable hi fi listening. De-
signed by Kierulff, of Los Angeles.
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The Pack-Rat Who Backslid

B OSTONIANS, everybody knows, are supposed to
B be very proper people, little given to lively eccen-

tricities, and probably they are. Fortunately, how-
ever, in every generation a few genes defy the statisticians
and produce Bostonians whose peculiarities are not only
discernible but engaging. Arthur Fiedler, conductor of
the Boston Pops, fire-engine chaser, and collector of fire-
fighting regalia, is one of these.

Perhaps the initial fixation on fire engines developed
somewhere deep in Mr. Fiedler's youthful i as an off-
season outlet, After all, for thirty-eight years, man and
boy, he has either played in or conducted the Boston
Pops, a strictly warm-weather enterprise until this year.
Winters are cold and long in Boston, and who could
blame a high-spirited young fieddler for seeking relief
from tedium in such good clean fun as watching buildings
burn and hoses squirt? Now he has risen in life, and royalty
checks from RCA Victor permit him to follow the red
engines in a green Cadillac equipped with short-wave
radio and a siren. Now he is honorary fire chief of his
native city (he was born, local sources say, on the Charles
River Esplanade). Now he can even speed in pursuit of
the engines, for he is also honorary police commussioner.
It just goes to show what hard work and constant applica-
tion can do.

This year, though, a new and possibly sinister side of
Mr. Fiedler's enthusiasm manifested itself. It all started
when the Boston Pops went on tour for the first time in
its 68-year history. He who had contented himself with
fire-chief honors in his own city and in a couple of care-
fully selected places like Chicago and San Francisco,
suddently went in quest of honorary firechiefrainships
and free fire-fighting regatia all over the country. And
worse, he allowed himself to be so carried away by it
all that he even compromised his original enthusiasm
by allowing himself to be made honorary other things
things that have nothing to do with fires.
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We must face facts bravely: lots of people collect
lots of things - stamps, bits of twine, shoes, cigarette
butts, bones, dead mice, phonograph records, even money.
There is nothing wrong with collecting per se. Butlet
a pack-rat complex get out of hand, and trouble is sure
to follow.

[ call the acquisitive lust a pack-rat complex because
it seems to have been left out when Latin and German
names were being assigned to lusts and complexes. We
could call it a magpie complex just as well, but since we
are in musical tertitory the term might be misunderstood.
Come to think of it, pack-rat doesn’t seem exactly compli-
mentary, either, but [ have had an affection for those
Rocky Mountain fanciers of bright and shiny objects
ever since being introduced to them in the pages of a book
by Ernest Thompson Seton. The dictionary describes
the pack-rat as a “large, bushyrailed species,” anyway,
and when last observed Mr. Fiedler's hinder appendage
was in no wise bushy, being, rather, bifurcate and impec-
cably tailored.

In any case, the Boston Pops tour allowed Mr. Fiedler
to develop a full-blown pack-rat complex and indulge it
to extraordinary lengths. To my mind, his lust for ac-
quisition led him to violate a fundamental rule of the
pack-rat ploy. For shame, say I. (I must admit, I too
am a pack-rat, and jealous of the tradition.)

Things started innocently enough. In Scranton, Pa.,
on Jan. 23, Mr, Fiedler was met outside the city by Fire
Chief Martin Fitzpatrick, escorted to the city hall, and
invested as honorary fire chief of both Scranton and the
outlying town of Dunmore. Two days later, in Washing-
ton, D. C. pretty much the same thing happened, ex-
cept that Acting Fire Chief Fred Litteral had to officiate,
because Ais chief, M. H. Sutton, had been injured dur-
ing a fire.

The very next day, Jan. 26, Harrisburg, Pa., fell
before the Fiedler attack, and Mayor Claude Robins made
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the first breach in our hero's pack-rat integrity by per-
suading him to accept additional trinkets — the keys to
the city. Altoona followed with its fire-fighting badge.
And then Mr. Fiedler was cajoled into accepting another
key — to Pittsburgh.

Proceedings were on the up-and-up in Lima, Ohio;
Lexington, Ky.; Huntington, W. Va.; Roanoke, Va;
Daytona Beach, Fla.; and Miami. Then, in Tallahassee,
came an experience $o traumatic that it almost excuses
subsequent and horrifying developments.

While busily conducting away at Dohndyi's Variations
on a Nursery Song, keen-eyed Mr. Fiedler observed that
the curtain of the high-school auditorium was on fire.
Consider his dilemma: as a conductor raised in the fine
old show-must-go-on tradition, he should play on; as
a fire buff and a pack-rat of fire-chief badges, he should
spring into action and extinguish the flames. Alas, he
compromised. He called (method of communication
unspecified) the attention of the stage manager to the
flames, and kept on conducting while mere amateurs
dealt with the conflagration. In short, he betrayed his
trust and disgraced the badges of no fewer than 15 (by
my count) fire departments. Boston hung its head in
shame.  Tallahassee withheld —rightly, I believe, in
view of such unfiremanlike conduct — its badge of honor,
and Mr. Fiedler never seemed to quite recover his sense
of proper pack-rat proportion. From then on he seemed
ready to take anything that was offered.

He pulled himself together well enough to accept
honorary fire-chieftainships in Shreveport, La., and Beau-
mont, Tex., but in New Orleans he wobbled from the
straight-and-narrow and accepted the key to the city.
Then, in Vicksburg, Miss., he fell completely. Lured
by the promise of yet another addition to his collection of
fire-chief badges, he supinely allowed himself to be com-
missioned a Colonel in — of all things — the Confederate
Air Force. But worse was to follow, and swiftly.

In Stillwater, Okla., on March 12, Arthur Fiedler, fire
buff of national reputation, chief (honorary) of fire de-
partments all over the nation, allowed himself to be
made an honorary Indian chief. Perhaps his reason had
been unseated by the Tallahassee episode; perhaps duress
was used. But there is no record that he resisted when
Chief Shunatono of the Otoe tribe named him Chief
Petuh Toorah-hi — meaning "a great man in more ways
than one” (enigmatic, that) —and prayed over him in
this wise:

May the Great Spirit send bis choicest blessings on you.

May the Sun Father and the Moon Mother shed their

softest beams on you, und may the Four Winds of Heaven

blow gemdly on you — on all with whom you share your
heart — and yonr wigwan.

A fine thing for a man who started out from Boston
as an honest collector of fire-chief badges! If Stillwater
doesn’t have a fire department the least they could have
done was give Mr. Fiedler an old oil well that he could
set on fire.  Chicago and Ann Arbor, Mich., came
through with fire-chief badges, and Detroit and Cleve-
land added further to the corruption of the once pure by
slipping him keys to the city.
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Indeed, it is possible, if saddening, to imagine Mr.
Fiedler, tainted by non-fire-fighting honors, spoiled by
irrelevant adulation, stamping his foot in vexation as the
tour ended with Syracuse, N. Y., tendering him noth-
ing more exciting than another mere commission as
honorary fire chief.

It is easy to imagine him back in Boston, pretending
to polish his badges but casting fond glances at his Con-
federate wings and Otoe war-bonnet and jingling his
collection of city keys, only occasionally letting his thoughts
drift back to the debacle in Tallahassee. Thus it is that
honest pack-rats lose their singleness of purpose.  Schizo-
phrenia is just around the corner.

We can only hope that our hero, back behind the wheel
of his green Cadillac once again, will forget all about
the Four Winds of Heaven blowing on his wigwam and,
badges clanking and siren yowling, take off after the
fire engines that gave him his start in pack-rat life. Boston
may exert a sobering influence. It usually does.

Charivariety

Edison-proud Americans might note that among the
40,000 disks in the library of the University of Paris are
such oddities as an 1885 (sic) recording of I/ Trovatore,
the voice of Captain Dreyfus defending himself against
the charge of treason, several different Sarah Bernhardt
pressings, not to mention examples by Lenin and Andre
Gide. The university has a number of duplicates and is
willing to swap — preferably with other institutions.

The surprise recital of the New York season just
past was Walter Gieseking's Carnegie Hall return. He
had tried before, in 1949, but the Immigration Depart-
ment took last minute cognizance of violent anti-Ger-
man sentiment in influential quarters and forced a can-
cellation.  Since “totalitarian” equals “Communist” in
McCarran Act application, it was all right this time. As
far as anybody knew, Mr. Gieseking had not set foot
in America in the interim; but when he was asked whether
he had kept up his butterfly-collecting he answered that
indeed he had, and had added a number of new speci-
mens during a summer sojourn with his daughrer —
who lives in the Midwest.

Lt. Col. G. Preston Grant, of White Sands Proving
Ground, Las Cruces, N. M., sends the following query:
“Back in 1947 | purchased some of the original LP rec-
ords. Among them was a cutting of Scheberazade by the
Philadelphia Orchestra . . . a rehash of some old 78's.
Recently some people called my attention to the fact
that there are distinct dog barks impressed on a silent
passage near the end. Can you shed any light?” Happens
I can’t. They sure sound like dog barks, but nobody
seems able to account for them. There are dog barks in
the Wolf’s Glen scene of Der Freischurz, but that is a differ-
ent pup. Can anybody add to or illuminate?

Early risers in San Mateo, California, called the
sheriff to investigate the snores that emerged from their
radios when they tuned in on the local Rise and Shine
disk-jockey.
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BERKELEY

KPFA 15 A RADIO STATION of many distinctions and
peculiarities, but none more markedly peculiar than this:
if you should telephone its directors to express dissent
or indignation at one of its programs on public affairs,
you will be immediately invited to take the microphone
and express your own views of the problem you have
heard discussed. Such invitations are a matter of fixed
policy at KPFA, and that is one reason why this sta-
tion has been placed by its admirers and its detracrors
in every conceivable political category from anarchist
to black Republican.

Lore is where you find it; KPFA's roving reporter, Robert Schutz,
futerviews aged architect Bernard Maybeck, for a taped program.

Actually, politics plays practically no role at all in
the thinking behind KPFA. It is an experiment in esthe-
tics and sociology, unusual in practically all respects
and altogether unique in one. It is unique in thac it is
sponsored very largely by its listeners and will in time
be sponsored entirely by them. It is unusual in that
its programs are based upon the theory that "if a sound
is worth passing through the magnificent apparatus of a
microphone, a transmitter, and your receiving set, it ought
to convey some meaningful intelligence.”

The remark just quoted was made by Lewis Hill, founder
and executive director of KPFA, who emerged from
long experience as a news analyst on commercial stations
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California’s listener-sponsored station

ALFRED V. FRANKENSTEIN

in Washington and San
Francisco with two con-
victions: "First, that radio
can and should be used
for significant communica-
tion and art; and second,
that since broadcasting is
an act of communication,
it ought to be subject to
the same esthetic and ethi-
cal principles as we apply
to any communicative act,
including the most per-
sonal.”  One implication
of that last statement is
that the final responsibility
for everything done at
KPFA rests with the person who is doing it in the light
of his best ability; it does not rest with a program de-
partment ruled by fear of its audience and its commer-
cial sponsors,

The station’s policy of listener-sponsorship has aroused
immense interest in the San Francisco area, which it
serves, and in the country as a whole. It is partly a matter
of dollars and cents, since KPFA's time is completely
free of commercial entanglement, and partly a method
for securing what Hill calls the “creative tension be-
tween broadcaster and audience that constantly reafhirms
their mutual relevance.” To date its success has not been
overwhelming, but Hill, his associates, and the Fund for
Adulc Education are willing to gamble on the likelihood
of its making the grade.

KPFA is an FM-only station operating on y4.1 mega-
cycles. (There was no AM band available when it ap-
plied for its license.) This restricts its audience. In Northern
California FM has had more difhculty gaining acceptance
than it has in the East, probably because the region is
hilly and good reception requires good antennas. The
general radio audience is inclined to ignore the medium.
It is estimated, however, that approximately 25 percent
of the radio sets within the radius of KPFA's signal are
equipped to receive FM, and KPFA needs subscriptions
from 3 percent of the owners of these sets in order to be
self-sustaining. At present it has subscriptions, at $10
a year, from 1.3 percent. The deficit is made up by contri-
butions from individuals and by a grant from the Fund
for Adult Educadion. This grant has been made for three

Boarders away! Chuck Levy reads
Treasure Isiand for youngsters.
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Cellist Helen Stross, pictured during @ KPFA Artists’ Concert.

years, in decreasing amounts each year. The theory is
that the subscription list will grow, and thac eventually
the station will be able to depend entirely on its listeners
for its financial support.

The key to adequate and lasting listener-support is
psychological.  The area is rather rich in well-educated
residents, interested in che ares, and most of them are
reasonably afluent. The money is there. The problem is,
in effect, t0 make the listeners pay for something they
want and can afford. A rantalizing clue to the psycho-
logical key cropped up recently, by accident. The sta-
tion’s transmitting antenna was damaged. Broadcasting
stopped while repairs were made.  Listeners began tele-
phoning, anxiously. Even when reassured that the sta-
tion had not stopped functioning for lack of funds, a
substantial number of people insisted on subscribing at
once, expressing remorse at not having done so earlier.
The diagnosis was easy to make. So long as the programs
were on the air, listeners thought of subscribing as an
act of altruism — paying for someone else’s pleasure.
But when the programs went of che air, the listeners’
thinking changed. Now their problem was to get the pro-
grams back for themselves.  For this, they were willing
to pay. Hill would like to arouse and maineain the same
sense of urgency without going off the air.

KPFA is on the air nine hours each day. Three hours
cach morning are devoted to rebroadcasting programs
originally presented on the previous night. The main
schedule is broadcast between 5 and 11 p.m. and is di-
vided into four categories -~ music, public affairs, litera-
ture and drama, and children’s programs. Music occupies
approximately 40 percent of che entire time and the other
categories 20 percent each.
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KPFA broadcasts more live music than any other
station in California, perhaps more than any other sta-
tion west of New York. As an educational venture it
has been able to secure a preferred rate from Local 6 of
the American Federation of Musicians, and it has run
transmission lines into the principal concert halls of
Berkeley, where its studios are located, including the
concert halls of the University of California. Incidentally,
KPFA uses transmission lines capable of carrying 15,000
cycles.  (The average transmission line cuts off at 8,000
cycles.) The live musical program stresses the performers
and the composers of the region and has embarked upon
some unique experiments, like broadcasting rehearsals of
the Griller Quartet, which is now connected with the
University.

The public affairs program emphasizes commentators

not professional commentators, but individuals of the
community who have direct experience of community
problems and ideas about national and world issues.
There are "round rtables” on every conceivable subject,
and - a theme rarely stressed elsewhere — views of
America and American policy as seen by foreigners. The
direcror of KPFA's department of public affairs recently
recurned from New York with a series of tapes contain-
ing interviews with world leaders assembled ar the UN;
he also recently put on a round-table about garbage and
what to do with it.

The literature program involves readings by innumer-
able poets and a standing invitation to writers to air

"What is an atheist > Round-table participants are Dean James
L. Haggerty, St. Mary's College; Unitarian layman Gordon I.
Robinson; KPFA public affairs director, Wallace Hamilton.

their work. It is hoped cthat in time writers will come
to regard radio in the same light as the printed page, as
a natural and logical outlet. Because of difficulties in ob-
taining adequate local casts, the drama program has been
restricted largely o broadcasts of plays recorded by the BBC.

One of the most interesting aspects of KPFA is its
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work with children. During the six years of its existence
the station has directed its youth programs largely at
pre-school levels, and now, as Hill puts it, one of its
major problems is that of growing up with its child au-
dience. Story telling (not story reading), folk songs,
dramatizations of literary classics and scientific discussions
are provided for the children, and children themselves are
invited to participate in “'kitchen orchestras” and the telling
of “pyramid stories,” wherein one narrator begins and
another takes over, all using their unrehearsed imaginations.

Many of KPFA's programs are circulated on the tape
network of the National Association of Educational
Broadcasters. But of all the stations involved in that
network, it is the only one which deliberately strives for
a direct, immediate and functional relationship with its
listeners in financing and programming. It is also the
only radio station with which the writer has ever had
contact whose director states that he believes in the un-
usual, not simply because it is unusual but because it
is important, has influence, and should be heard. KPFA,
in other words, is perhaps the West Coast’s foremost
expression of the idea that adulthood and critical intelli-
gence need not forever be omitted from the radio broad-
casters’ scheme of things.

The technical side of the KPFA operation is more
interesting than most — here are the details given by
Bruce Harris, KPFA's chief engineer:

“The main control room equipment consists of an

Pianist Bernbard Abramowitsch, playing at KPFA Artists Concert.

RCA-76B4 consolette, two RCA 70-C2 turatables and two
Ampex 403C tape recorders. We use an Altec M1t micro-
phone for live music and round tables where a non-direc-
tional microphone is needed, and RCA 44BX’s for other uses.

" For remore pickups, we have a Magnecord PT6-AH tape
recorder and an RCA BN-zA remote amplifier.

“Because of the large number of live music broadcasts
on KPFA, and the way the station has been supported
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by the local hi-fi people, we feel a great responsibility
to keep the station operating at its best. This has been
something of a problem, as we are a small station, and our
engineering department is not overstaffed, to say the least.

Children's Concert: not only for but by youngsters themselves.

We have been given quite a boost by volunteer operators
recently. At the present time, volunteers operate the
transmicter four days a week, and contribute aboutr 28
hours a week announcing and running the control room.
One more volunteer is training as a control room operator
about four hours per week.

*One of the problems of particular interest concerns our
level of modulation. We decided not to use a limiting
amplifier in the interests of better quality. At first we
tried to use the VU meter on the consolette to control
level, but we could never make it agree with the per-
centage modulation meter on the transmitter monitor
because of the pre-emphasis characteristic of the trans-
mitter and the sluggish nature of the VU meter com-
pared to the ballistically compensated percentage modula-
tion meter. We finally installed a Hewlett-Packard 3358
FM monitor at the studio, and put an extension per-
centage modulation meter on top of the consoletre. We
installed 2 Yagi antenna and two TV boosters tuned
to our frequency in order to get enough signal to operate
the monitor. We try to adjust the gain so that each pro-
gram peaks near 100 several times, and then leave the
gain alone. This results in a very wide dynamic range and
low distortion on the high frequencies (which frequently
go over 100% when using only a VU meter) bur gives
a lower average percentage of modulation, so that KPFA
sounds weaker than stations using limiting amplifiers.
Also, the lower average makes the noise level more ap-
parent, so that we are careful to see thac it stays down
where it belongs. The FM noise level is 63 db below
100% modulation, with the main studio microphone re-
placed with a terminating resistor and all gain controls
ser normally.”
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CLASSICAL

BACH Violin Concerto in E Major — See Pro-
kofieff
BARTOK Sonata for Two Pianos and Percussion

Roger Goeb: Symphony No. 3

Gerson Yessin and Raymond Viola, pianos; Elayne Jones and
Alfred Howard, percussion. Leopold Stokowski and his sym-
phony orchestra.

RCA VICTOR LM 1727. 22, 20 min. $5.72.

Bartok's Somata for Two Pianos and Percussion is simply to be de-
scribed as one of his most prodigiously inventive works, colossal
in its ingenuities and its dramatic effect, and without parallel in
Western music for its exploitation of the color of drums, gongs,
triangle and other instruments of percussion. [ts performance
on this record is altogether splendid, and so likewise is the re.
cording.

The symphony by Roger Goeb on the reverse side introduces an
American composer whose idiom runs to vigorous thythms, pungent
orchestral effects, and a highly complex harmonic tissue, all of
which makes very good sense and creates a distinctive creative
profile. More of considerable interest may be expected from Mr.
Goeb. A. F.
BARTOK Three Rondos, Sonatina, and Eight Pieces

Jor Children
Kodaly: Seven Piano Pieces

Ilona Kabos, piano.
BARTOK RECORDS BRS 917. 14, 15 min. $5.95.

Here, Bartok has transcribed folk materials of his own collection.
In the Rondos and the Somatina the material is handled in highly
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creative and ingenious fashion, while in the children's pieces it is
arranged with the utmost simplicity, clarity and point. The Kodaly
suite on the other hand, is only partly beholden to folk sources; its
seven movements are difficult, brilliant, and powerful and require
a first-rate virtuoso for their interpretation. The whole set is a
little like a Hungarian Pictures at an Exbhibition, although it is much
shorter than Moussorgsky's work and much wiser in the ways of
the keyboard. The performance leaves nothing to be desired, and
the recording is fabulously good. A. F.
BARTOK Divertimento for String Orchestra
Kodaly: Swite from Hary Janos

Minneapolis Symphony Orchestra, Antal Dorati, cond.
RCA VICTOR LM 1750. 12-in. 22, 19 min. $5.72.

One of Bartok’'s most profound and moving slow movements sur-
rounded by fast movements notable for their thythmic vivacity and
their exploration of the coloristic possibilities of strings, an aspect of
his art in which Bartok's imagination was inexhaustible. The Kodaly
suite, from a comic opera written early in his careef, scarcely needs
discussion, since it is as firmly a part of the standard repertoire
as Till Eulenspiegel, which it resembles in spirit although not at
all in substance. Dorati, who is a pupil of Kodaly, plays this work
and the Bartok with special perception and authority, A.F,
BEETHOVEN Concerto for Piano No. S, in E Flat,
“Emporer”, Op. 73

Denis Matthews; Philharmonia Orchestra, London, Walter Siiss-
kind, cond.

CoLumBIA-Entré(e) RL 3037. 12-in. 37 min. $3.08.

Among the dozen recorded “Emporers’ this inexpensive one has a
place near the middle. It decisively rejects fuss, and so gives a
first movement of imposing majesty with the tenderness of the sec.
ond subject slighted; an adagio without magic and a rondo accep-
table although somewhat angular and over forthright. Better than
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satisfactory engineering: good piano, strong mass, boomy bass,
deficiency of bright detail. C. G. B.

BEETHOVEN Quartet for Piano and Strings in E Flat,

0p. 16

New York Quartet (Mieczyslaw Horsowski, Alexander Schneider,
Milton Katims, Frank Miller).
COLUMBIA ML 4627. 12-in. 25 min. $5.45.

tMozart: Piano Quartet No, 1

This is Beethoven's attangement of his Quintet for Piano and
Wind Instruments with the same opus number, well done by
Vox (PL 6040). The New York Quarter is made of musicians
musicianly averse to virtuosity, who separately have produced
for different companies a staggering number of records. When
four like this foregather, the situation becomes political; and the
political boss, Columbia, has distributed prominence with the deftest
and fairest hand. The record is immediately notable for the balanced
clarity of the four instruments, almost as if they had been separately
recorded and the results superimposed on a disk to the satisfaction
of every participant. C. G. B.

BEETHOVEN Septet in E Flat, Op. 20 — See Cherubini

BEETHOVEN Sonata for Piano No. 2, in A, Op. 2, No. 2
Sonata for Piano No. 23, in F Minor,

“Appassionata’’, Op. 57

Robert Casadesus.
COLUMBIA ML 4622. 12-in. 20, 20 min. $5.45.

Brilliant playing of careful concepts favoring contrast, dissatisfying
after the work of Wilhelm Kempff has been heard. Between the
outer movements with their violent passion Mr. Casadesus has
sought to establish relief in the " Appassionata™ by underplaying the
andante. The result seems too casual to be right. The Second Sonata
shows a beautifully poised pianism, but its fun is as if measured.
The feature of the record is the striking verisimilitude of the piano,
untroubled and full all along the keyboard, one of the best reproduc.
tions of the instrument to have appeared. C. G. B.

BEETHOVEN Sonata for Piano and Vielin Ne. 10, inG,
Op. 96
BEETHOVEN Symphony No. 7, in A, Op. 92

Philharmonia Otchestra, London, Alceo Galliera, cond.
CoruMBblA-Entré(e) RL 3035. 12-in. 35 min. $3.08.

One of the better discal performances, barring haste in the trio
and some in the finale, this would be a gratifying bargain if the full-
bodied sound did not have a tiring hardness throughout. C. G. B.

BEETHOVEN Wellington's Victory, or The Battle of
Vittoria, Op. 91
King Stepben Overture, Op. 117

Eleven Viennese Dances

Paris Radio Orchestra, René Leibowitz, cond.
OCEANIC 34, 12-in. 16,7, 16 min. $5.95.

The first two are new to LP. King Stephen is esteemed least of the 11
Beethoven overtures, now finally all on microgrooves. The per-
formance is hard and lively, no subtler than need be, the sound
hatd but very well detailed.

The Bastie Symphony is Beethoven's unworthy revenge on Bona-
parte. It is one of those vaudevilles in which national tunes (Rule,
Britannia; God Save the King) conquer an enemy tune (Malbrouk
S'en va-t-en guerre) afrer a musketry of drums and triumph of trum-
pets. It was originally written for 2 mechanical orchesrra invented
by the composer’s friend Maelzel, who also made the first metro-
nome. It is rather ingenious and is not a bore. Mr. Leibowitz
handles it well and retains enough after the battle ro give the paean
of victory some glory. The recording, percussive and brazen, is
just right.

A similar sound is not right for the inventive Viennese Dances,
which are agile and teflective borh. String tone is coarse, and the
brilliantly defined woodwinds are blended to suggest a muserte.
This may be the conductor’'s doing and not the recordists’, bur
whosever, it tires in its quaintness. C. G. B,
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BERLIOZ Thyee Excerpts from The Damnation of
Faust; Funeral March for the Last Scene
of Hamlet, Op. 18, No. 3

tFranck: Symphonic Interlude from Re-

demption

Paris Conservatory Orchestra; George Sebastian, cond.
URANIA URLP 7061, 12-in. $5.95.

The chief auribute of this disk is the first appearance on long-
playing tecords of the seldom-heard Funeral March for the Last
Scene of Hamlet and the lovely Sympbonic Interlude, which is actually
the Prelude to Part Two of Franck’s oratorio Redemption. The
familiar Damnation of Fanst excerpts are here recorded in the order
in which they appear in the complete work, which means that
they are in reverse order for concert purposes. George Sebastian’s
interpretations are adequate bur rather ponderous. They are blessed,
however, with some wonderfully faithful repreduction. P. A.

BERLIOZ Romeo and Juliet — Dramatic Symphony,

Op. 17— Complete Orchestral Movements

Philharmonic-Symphony Orchestra of New York; Dimiti
Mitropoulos, cond.
COLUMBIA ML 4632. 12-in. $5.45.

Always one to do things in a big way, Berlioz put down his musical
impressions of the two immortal Shakespearean lovers, Romeo
and Julier, in a gigantic dramatic symphony for soloists, chorus
and orchestra. Most of the work is purely orchestral, and it is this
portion of it which is presented here in its entirety for the first time
on long-playing records. As long as Columbia went this far, how-
ever, why didn't they go a little farther and record the whole com-
position, vocal parts and all? Then they would have been perform-
ing a real service, for this work is seldom heard in the concert hall.

What has been included on this disk has been done in excellent
fashion. It comprises the Introduction; Romeo Alone — Ball and Fite
at the Capulets; Love Scene; Queen Mab Scherzo, and Romeo's Death.
Here is to be found some of Berlioz’ warmest, most beautiful music

_music which comes truly from the heart. Here, too, he can be
brilliantly dramatic. Mitropoulos conducts a highly-charged, in-
tense petformance. The orchestral playing is first-rate, the recorded
sound magnificent, with especially faithful highs. P. A,

BIZET Symphony in D Major — See Schubert.
BOITO Mefistofele

Rosetta Noli, (s); Simona dall'Argina, (s); Ebe Ticozzi, {(ms);
Gianni Poggi, (t); Gino del Signore, (t}; Giulio Neri, (bs). Otch-
estra and chorus of the "Opera di Milano™; Franco Capuana, cond.
URANIA URLP 230. Three 12-in. $17.8s.

Arrigo Boito was a2 man of many parts and some peculiar contradic-
tions. Born into a family of means and cultivation, the son a of
painter, he became an aesthetic theorist and a2 man of the theatre, a
litterateur and a musician, a librettist and a composer.

As a librettist he lives to find himself the most praised prac-
ticioner of that despised craft in the history of opera. Nothing
but good has ever been spoken of the texts that Verdi set as Otello
and Falstaff, and some have gone so far as to picture Boito as a
sort of beneficent Svengali to the master's Trilby. As a composer
he lived to find himself ranked as a first-rate writer of operas on the
strength of a single score — Mefistofele— though he wrote another.
Mefistofele was a failure when it was first presented in 1868; it has
since gained reputation, if not much currency. It needs money for
sertings and a dominating bass or bass-baritone for the title role.
Plancon and Chaliapin, Ruffo and Amato, Pinza, Nicolo and Ros-
si-Lemeni have sung it here.

Boito spent his life in search of fusion of music and drama that
would not be conventionally operatic yet would be vocally Italianate.
Small wonder that he was impressed with the possibilities inherent
in Goethe's Faust, but in view of his later success as a libretrest
for Verdi it is strange that his own opera should suffer from the
commonest of opertatic ailmenrs — libretto trouble.

In fashioning a book for Mefistofele, the young composer-librettist
drew upon both patrs of Goethe's play — sacrificing plot to pro-
fundity. Mefistofele emerged episodic. Nevertheless, it is a work
of grear interest and power. Boiro breathed into his opera a con-
viction and strength of utterance that are even now fresh and com-
pelling. It is the work of an inrellectual, but of an intellectual
inspired.

The great prologue in which Mefistofele addresses God and offers
to bet with him that he, the Devil, can corrupt the soul of any
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man — even of the godly Faust; the crowded, tutbulent scene at
the fair; the wild chorus of witches at their Sabbath; the archaic
poesy of the scene with Helen of Troy; the tragic scene in Mar-
guerite's prison, with its culmination in Salvation — these are all
magnificent in their several ways. And the grear creation of Mefis-
tofele towers over all, commanding, exulting, and finally failing.
The Urania recording has no competitors. The reproduction is
good, but without having quite rhe range of dynamics to make
the really big scenes pay off a full value; and the performance is
adequate, if sometimes lacking in bigness of scale. Franco Capuana’s
conducting has plenty of impetus when that is the order of the
moment, but it is not hard to imagine, say. a wilder Walpurgisnacht.
Gianni Poggi is consistently above average as Faust, and Rosetta
Noli is sweetly affecting as Marguerite. Simona dall’ Argina (Helen
of Troy) sings with a good deal of sweep, and the secondary roles
are capably treated. Giulio Neri is a liccle disappointing. At best,
his voice is big, virile, and solid. But, in attempting, it would
seem, to give color to his rathet phlegmatic temperament, he often
distorts tones and twists the line out of shape, thus losing the vocal
advantage he started with and failing to achieve the other-worldly,
Satanic effect he intended. But these exceptions are relatively picay-
une. The performance is worth hearing, and the music certainly
is. J. H., Jr.
BORODIN Quartet No. 2 in D Major
{Tschaikowsky: Quartet No. 1 in D
Magjor, Op. 11

Hollywood String Quartert.
CapiToL P 8187. 12-in. 26:24 and 24:56 min. $4.98.

The principal popularity of these two quartets lies in their slow
movements — the Notturno of the Borodin and the Andante cantabile
of the Tschaikowsky. Both works have a great deal more to com-
mend them, however; they have great lyric beauty and not a little
dramatic power. The highly accomplished Hollywood Quartet
performs the Borodin and most of the Tchaikowsky with great care,
understanding and tonal warmth. Reproduction is good, but for
occasional edginess. P. A
BRAHMS Piano Concerto No. 2, in B flat Major,
0Op. 83

Artur Rubinstein, piano. Boston Symphony Otchestra, Charles
Munch, cond.
RCA VICTOR LM 1728. 12-in. 42 min. $5.72.

Oddly enough, this mammoth and difhicult concerto is now avail-
able in six recordings. This version can be recommended, for
M. Rubinstein, playing with a mature artist’s easy command of the
musical and pianistic problems, offers a thoughtful, well-integrated
performance. The tempo he has chosen for the opening of the
rondo — not too fast — is a small indication of his soundly musi-
cal approach. Mr. Munch and the Boston Symphony work hand-
in-glove with the pianist. The recording is praiseworthy and the
balance between orchestra and piano just right. I know of no other
version with a clear superiority, though 1 am partial to a superb
78-tpm recording made by Artur Schnabel, who missed many of
the notes but extracted more profoundly moving sentiments from
the score than his successors have. R. E.

BRAHMS Symphony No. 2 in D Major, Op. 73

NBC Symphony Orchestra; Arturo Toscanini, cond.
RCA ViCTOR LM 1731. 12-in. 22:51 and 14:05 min. $5.72.

This is the eleventh long-playing version of the Brahms Second
Symphony, and by all odds the best. Toscanini gives a tingling
interpretation of the score; his treatment is appropriately bright,
and is characterized by his customary long-lined phrasing. The
finale may be a trifle hard-driven for some, but this listener was
tempted to cheer loudly as the record ended. Those who prefer
a more relaxed approach might investigate the Monteux (RCA
Vicror) and Weingartner (Columbia) versions, though the present
disk outshines them all for excellence of orchestral performance
and brilliancly lifelike recorded sound. P. A
BRAHMS Variations on a Theme by Haydn, Op. s6a
tElgar: Variations for Orchestra on an
Original Theme, Op. 36 (“Enigma’’)

NBS Symphony Orchestra; Arturo Toscanini, cond.
RCA VICTOR LM 1725. 12-in. $5.72.
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The Maestro has always done a noteworthy job with the Haydn
Variations, one which he repeats here. His earlier reading with the
New York Philharmonic-Symphony may be firmer in interpretation,
but it cannot compare in the quality of reproduction. What makes
the current disk truly outstanding is his pellucid performance
of the Elgar Enigma Variations. Unhurried and wonderfully plastic,
it reveals every striking detail of this imaginative composition, and
is thus easily superior to the recently released Concert Hall disk
conducted by Walter Goehr. In getting the entire work on one 12-
inch side, the engineers have had to reduce the volume in the
finale, so as to avoid distortion in the heavier passages; otherwise,
the reproduction is all that one could ask. P. A.

BUXTEHUDE Three Solo Cantatas for Bass

Bruno Miiller, bass. Pro Musica Orchestra, Stuttgart. Eva
Holderlin, organ; Hans Grischkat, cond.

Cantata for Two Sopranos

Margot Guilleaume, Barbara Groth, sopranos.
Ensemble of the Bach Anniversary, Hamburg.
Bechert, director and organist.

Vox PL 7620. 12-in. 119:55, I 22:45. $5.95.

Instrumental
Marie-Luise

Vox seems to be making a specialty of recording the cantatas of
Buxtehude, a welcome addition to the literature. In his own day,
Buxtehude enjoyed much more fame than his contemporary, J. S.
Bach. On one occasion, when he refused a musical post, the Town
Council offered it to Bach, explaining that, since the first rate
musician was unavailable, they had to choose one of lesser stature!

From the music on this recording, it is easy to see why he should
have been regarded so highly. Although it contains less “"meat”
than Bach, it has immediate appeal.

The performances are all done with obvious devotion, and
the recording captures the open acoustics of a church. The major
share of the burden falls on the bass, Bruno Miiller, whose three
cantatas occupy about three-quarters of the disc. His voice is
somewhat on the heavy side, but he handles it well, and shows an
understanding of the style. The two sopranos acquit themselves
well. D.R.

CHAPI La Revoltosa

Ana Maria Iriarte, Manuel Ausenci, Inés Rivadeneira, Patrociio
Rico, Enrique Povedando, Lopez Roldan, Julio Nadal, Antonio
Pérez, Joaquin Roda, Mari Carmen del Rio. Orquesta de Camera
de Madrid and Cantores de Madrid; Ataulfo Argenta, cond.
MONTILLA FM-LP-3. 12-in. $5.95.
CHERUBINI Symphony in D
tBeethoven: Septet (Violin, Viola, Violon-
cello, Bass, Clarinet, Bassoon and Horn)
in E Flat, Op. 20
NBC Orchestra, Arturo Toscanini, cond.
RCA VICTOR LM 1745. r12-in. 26, 35 min. $5.72.

The Symphony is one commissioned by the Royal Phitharmonic
Society in 1815. It is not one of the best productions of the extra-

Horszowski and Chopin with zest and "blessed normality”.

ordinary cosmopolitan whose 82 years began before Bastien und
Bastienne and ended after The Flying Dutchman, but amidst its stiff
melodies, facile counterpoint and broad orchestration are passages
of tasty interest (the trio; the thythmic figure dominating the finale).
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There is no one like M. Toscanini for drawing a precision of flora-
tion out of this kind of coldframe.

It is justifiable to object to the multiplication of participants
in chamber music, a predilection of Mr. Toscanini, but it ought
to be admitted that the conductor’s orchestral Sepres is a pleasant
excursion, if lighter than the original. The added violins aérate
the score, playing wich silky unison, exposed by glossy recording,
on what is the longest 33 rpm side this writer has found. C. G. B.

CHOPIN Piane Concerto No. 1, in E Minor, Op. 11;

Four Impromptus

Mieczyslaw Horszowski, piano. Vienna State Philharmonia,
Hans Swarowsky, cond.

Vox PL 7870. 12-in. 34, 3, 5. 5. 4 min. $5.95.

Mr. Horszowski gives a lyrical, somewhat lightweight account
performance of Chopin's E minor concerto. For all that the play-
ing seems to skim along on the surface, it is very lovely and sen-
sitive, and the tone always glistens. The orchestra is fair enough,
although it has the normal difficulty of accompanying precisely
the wayward piano part. There is a dividend in the inclusion of
four Chopin impromptus — the “fourth™ is the so-called Fantasy-
Impromptu.  But the dividend is a dubious one because there is
such a bad echo in the recording hall that the piano cannot be heard
with clarity. In the concerto, the recording is technically super-
ior.

CHOPIN Scherzo No. 3, in C sharp Minor, Op. 39;
Berceuse in D flat Major, Op. 57; Waltz
No. 6, in D flat Major, Op. 64, No. 1
(Minute); Impromptu No. 2, in F sharp
Major, Op. 36; Etude in E Major,
0p. 10, No. 3; Noctarne No. s; in F sharp
Major, Op. 15; Fantasie in F Minor, Op.
49

Guiomar Novaes, piano.
Vox PL 7810. 12-in. 7,4, 1, 6, 5, 3, 11 min. $5.95.

Ballade No. 3, in A flat Major, Op. 47;
Ballade No. 4, in F Minor, Op. s2;
Etude in E Major, Op. 10, No. 3: Im-
promptu No. 1, in A flat Major, Op.
29; Nocturne No. 15, in F Minor, Op. 55,
No. 1; Scherza No. 1, in B Minor, 0p. 20

CHOPIN

Vladimir Horowitz, piano.
RCA VICTOR LM 1707. 12-in. 7, 10, 3, 2, 7, 7 min. $5.72.

Morte than most music, Chopin's piano works can be subjected to
» vatiety of valid treatments, and it is difficult to state categorically
that one is better than the rest. Most pianists usually find them all
interesting, preferring, of course, those that suit their own special
tastes. For non-specialists perhaps the ideal interpreter is Guiomar
Novaes — with Artur Rubinstein as an alternate. In support of
this statement is her playing of the Chopin “recital” listed above.
Her Chopin has plenty of romantic sentiment, and it has in equal
combination strength and poetty; but its distinction is a kind of
blessed normality (which may be another name for compiete musi-
cality). She does not provide the brilliance and dash of Rubinstein;
the neurotic tension, with its often stunning special effects, of
Vladimir Horowitz, or the rather fascinating artificiality of Maryla
Jonas. Miss Novaes' virtues are particularly valuable in the Fan-
tasie, probably the special glory of this record.

In this his second disk devoted to a Chopin miscellany, Horo-
witz again offers his special brand of pianism. Always the little
exaggerations lend a nervous tension to the music; it does not
seem to flow quite naturaily. The hammer-like strokes, the spurts
of breathtaking speed, exciting for themselves, frequently make
the music meaningless. Still, no one but Horowitz could supply
quite the beauty of tone he does in the Nocturne, the swift grace
of the opening of the Impromptu, the exciting savagery of the Scher-
z0. The recording of the piano in both cases is exceptionally clear
and distinct — too much so in Miss Novaes' case; 1 missed the
kind of sustained legato she can achieve in the concert hall, where
the piano ceases to be a percussive instrument and the tone welés

up as if sung.
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CHUECA

Ana Maria Iriarte, Tony Rosado, Juan Encabo, Maria Angeles
Carchena, Manuel Ortega, Maria Teresa Berganza, Antonio
Pérez, Maria Teresa Berganza. Orquesta de Camera de Madrid;
Araulfo Argenta, cond.

MONTILLA FM-LP-7. 10 in. $4.95.

Agua, Azucarillos y Aguardiente

These seem to be the first examples of the Spanish zarzweia to
become available on records in this country, as far as 1 know. The
zarzuela is a form of musical theatre that dates back to the seven-
teenth century, when it became established in Spain. It bears some
resemblances to comic opera and French vaudeville, bur these are
said to be coincidental; in any case, they are slight.

The name comes from the Royal Site of the Zarzuela (the word
means "bramble™), a country house, near the El Pardo Palace, where
the Cardinal-Infante Don Fernando of the Austrian Royal House
was entertained by theatrical pieces written by Lope de Vega and
Calderon. It is not sure whether these entertainments included
zarzuelas as they are known today, but, in any case, the name was
subsequently applied to this form of musical play, which arose
out of the still eatlier tonadilia.

Recent years have seen a revival of interest in the zarzuela, and
with the sponsorship of Conrado del Campo, director of the Or-
questa Sinfonica de Radio Nacional de Espana, many zarzuelas
have been presented in concert form, beginning with Gaztambide's
Un Vieja. Apparently the literature is extensive. Considerable in-
terest has been aroused by these efforts, and the Marquis of Balarque
has sponsored stage productions (these works among them),
which have also proved successful. The hope is that the zarzuels
will give birth to an indiginous Spanish form of opera.

Federico Chueca lived in the last half of the nineteenth century,
and, although there is no mention of Chapi's dates (album notes
are non-existent) his music sounds as if it were of about the same
period — this as 2 warning to those who, lured by the talk about
the sixteenth century, might hope for archaeological curiosities.
Both works are in the one-act genars chico form.

Since librettos in translation are not supplied and since my Spanish
is on the s, s level, no estimate can be given of their dramatic
qualities. The music, decently reproduced, is by turns cheerful
and sentimental, seldom very forceful, always pleasant and, well,
Spanish. J. H.,, Jr.
DEBUSSY Estampes (Pagodes, Soiree dans Grenade,

Jardins sous la pluie); Reverie; Two

Arabesques; La plus que lente.

Menahem Pressler, piano.
M-G-M E 178. 10-in. 27 min. $3.00.

Winner of a $1,000 Debussy prize in an international San Francisco
contest in 1946, Mr. Pressler gives a good account of these pieces.
Technically, the playing is all it should be; it is also colorful, rhyth-
mically sensitive, gratifyingly full-bodied when necessary. For
such early works as Reverie, the two arabesques, and La plus que
lente, this may be a first recording. The reproduction of the piano
sound is satisfactory. R. E

DELIUS Eventyr (“Once upon a time")

North Country Sketches

Royal Philharmonic Orchestra; Sir Thomas Beecham, cond.
COLUMBIA ML 4637. 12-in. 40 min. $5.45.

This is the first recording of the North Country Skeiches (1914),
a typical misty-toned Delius score, describing the bleakness of the
Yorkshire countryside in Autumn and Winter. The colors turn
a little warmer, with the introduction of a sturdy, rhythmic folk
melody in the last sketch typifying the coming of Spring.

Eventyr (1917) is a larger-scaled work, rhapsodic in form, inspired
by Norwegian folk tales. Though there are hints of Grieg in the
score, it seems more English in derivation than Norse. Beecham
achieves the magic that we have come to expect from him in this
composer's music. His meticulous attention to orchestral balance,
subtlety of phrasing, and marvelous control of tonal values results
in a tapestry of gorgeous sound, all brilliantly captured by Colum-
bia's engineers. The record sleeve is marked Volume One, so it is
apparent that more Beecham Delius is in prospect. J.E L

Variations on a Nursery Theme, for Piano
and Orchestra, Op. 25
{Strauss: Burleske for Piano and Orchestra

DOHNANYI
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Fabienne Jacquinot, piano. Philharmonia Orchestra of London,
Anatole Fistoulari, cond.
M-G-M E 3004. 12-in. 24, 20 min. $4.85.

The Strauss and Dohnanyi works have two things in common:
they are musical jokes, and harmonically they stem from Brahms.
Today rhe Strauss joke seems very gentle, and it loses its point in
some dull scretches of academic development. The humor in
the Dohnanyi variations is sharper, broader, and consequencly
more obvious. The fun never maintains the level set by the won-
derfully bombastic opening, but the music bubbles along very
gayly with its satirical musical references, and the variations are
thoroughly ingenious. The piano is effectively used; the scoring
is richly brilliant — chanks to Strauss’s influence. The recorded
sound is bright, but with a slight echo and some surface noise,
not ideally clear, R. E.
DVORAK Quartet No. 6 in F Major, Op. 96

(“*American"’)
tSmetana: Quartet in E Minor (“From

My Life’’)

Curtis String Quartet.
WESTMINSTER WL 5199. 12-in. 28, 24 min. $5.95.

(The Same)

Stradivari Records String Quartet.
STRADIVARI STR 613. 12-in. 26, 22 min. $5.95.

DVORAK

Hungarian Quartet.

Suite for Orchestra in D Major, Op. 39, (""Czech”).
Winterthur Symphony Orchestra; Henry Swoboda, cond.
CONCERT HALL SOCIETY CHS 1157. 12-in. 23, 24 min. $5.95.

Quartet in F Major, Op. 96 ("American”)

And now — three Dvorak **American” quartets at once!

First, ler it be said for the record, that all three can be recom-
mended without serious reservation. These are satisfying readings
of two of the "warmest' works in the quartet repertoire. Incidental-
ly. both these quartets would make an interesting and appealing
introduction for anybody who is “'on the fringe’ where chamber
music is concerned. Both works have 2 variety of pace within them-
selves. Each contains a dance movement. The Smetana has some
intensely dramatic moments. And above all, both are melodious.

As the timings reveal, the Stradivari Quartet tends rowatd fast
tempi, the Hungarian Quartet is slightly slower (in the Dvorak) and
the Curtis Quartet slower yet. It should be stressed, though, that
the differences are not very great.

The choice actually hinges on how close you like to be to a
string quartet. Here the difference is quite marked, at least when
the exctemes are compared. The Concert Hall recording sounds
furchest away, the musicians seeming to be in a large hall, at quite a
distance from che listener. The Stradivari group is slightly closer;
(about the same distance as the Koeckert Quartet in Decca’s recent
recording of these two works.) In the Westminster version, the
listener seems to be seated among the players. All the recordings
have a nice degree of room resonance. In the Concert Hall record-
ing, the Dvorak quartet is not coupled with the Smetana, but with
another work by Dvorak. The ""Czech” Suite is appealing, easy-to-
take music, sympathetically performed and well recorded. D. R.

DVORAK Symphony No. 2 in D Minor, Op. 70

Philharmonia Orchestra of London; Rafael Kubelik, cond.
RCA VICTOR LHMV 1029. 12-in. 20:23 and 15:40 min. $5.95.

This symphony, one of Dvordk’s finest, is fairly somber, bur is
brightened by the presence of Czech folk elements. Considering
that he himself is a Czech, it is surprising that Kubelik gives such
an unexciting account of this symphony. Not until the third
movement does he come to life, then again he lapses into spiritless-
ness. The HMV engineers have provided adequate reproduction.
Because of its greater spirit, more appropriate tempi, dramatic power
and superior recording, the Urania disk of this work by Ernst
Schrader and the Berlin Philharmonic is decidedly preferable. P. A.

ELGAR Symphony No. 1, A Flat Major, 0p. 55

London Philharmonic, Sir Adrian Boult, cond.
RCA VICTOR LHMV 1036. 12-in. 49 mins. $5.95.

In the first year after its premiere in 1908 Elgar's First Symphony
had more than 100 performances. Today, it is rarely played outside
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of England. Since it is still a work of many virtues and sustained
powet, its appearance on microgroove is welcome. The symphony
is the first major composition of Elgar’s so-called mature period,
and the sure hand of a skilled craftsman is everywhere apparent.
The music moves unfalteringly in its cyclic scheme; and the or-
chestration is richly beautiful and detailed. More important is the
real inspiration in much (not quite all) of cthe material and the way
it is handled, parcicularly in the motto theme, which opens the
symphony hauntingly and closes it in 2 grandoise operation after
being subjected to all sorts of treatment. Harmonically, the work
is very much of its period, with the influence of Brahms, Wagner,
and Strauss in evidence, but where this factor is not a hindrance
to admiration the symphony should be well liked. The performance
is full-bodied, warm, energetic, yet not devoid of serenity and
genuine poetry. The recording, heard in a test pressing, is bril-
liantly clean and lifelike. R. E.
ELGAR Variations for Orchestra on an Original
Theme, Op. 36 (“Enigma”) —
See Brahms.

FRANCK Prelude, Chorale and Fugue
Prelude, Aria and Finale
Joerg Demus, piano.

WESTMINSTER WL 5163. 12-in. 19, 19 min. $5.95.

In ac leasr two recent issues, this and the doubling of Schumann’s
Fantasie and Fantasiesticke, Joerg Demus and Westminster have
combined to produce records of exceptional value. The Franck
works are companion pieces, as they were meant to be, stylistically
alike but different in content and treatment, and those who like
the relatively popular Prelude, Chorale and Fugue should enjoy the
more rarely played Prelude, Aria and Finale. It is also the first rime
the latter has been recorded as a piano work. (Oddly enough,
there is a recording of an orchestral cranscription.)

Mr. Demus’ performances seem above reproach, and West-
minster, more or less as usual, has recorded them with unexcep-
tionable fidelity. R. E.
FRANCK Symphonic Interlude from Redemption —

See Berlioz
FRANCK Sonata for 'Cello and Piano in A Major
tGrieg: Sowata for 'Cello and Piano in

A Minor, Op. 36

Leonard Rose, ‘cello; Leonid Hambro, piano.
CoLUMBIA ML 4652. 12-in. 27:14 and 26:15 min. $5.45.

Though Franck wrote his only Sonata for violin and piano, it is
readily adaptable as a vehicle for the ’cello, and is occasionally
played in that form. Leonard Rose, one of the finest ‘cellists of
our day, brings interesting new tone color to the work in this
lower register. The eloquence and unfailing assurance of his execu-
tion and self-effacing ardistry also work wonders with the Grieg
Sonata which, in lesser hands, can sound trivial. Leonid Hambro
proves to be a perfect collaborator, and Columbia has provided
extremely faithful reproduction. Altogether, this is a most worth-
while addition to the recorded ‘cello repertory. P. A.

GLINKA A Life for the Tsar

Tanya Shpieler (s), Elena Antonova (a), Georg Nelepp (t), Maxim
Mikhailov (bs), Serge Svetlanov (bs); Chorus and Orchestra of
the Bolshoi Theatre, Moscow, Alexander Melik-Pashaiev, cond.
VANGUARD 6o10-6012. Three 12-in. 2 hr. 45 min. $18.50.

It is a little uncanny to realize, hearing these disks, that we are
acoustically present in the Bolshoi Theatre while 2 company of
Bolsheviks limns devotion to the first Romanoff. (There was a
canard some years ago to the effect chat the title had been changed
by ukase to A Life for the Soviet, ot A Life for Stalin; but truth is not
served by heeding what Americans and Russians say about each
other.)

In 1613 Russia was enjoying an interregum — which one would
think the happiest political condition for that country — as a re-
sult of an excess, even there, of murders and dethronements. Po-
land and Sweden had candidates in 2 contest for the succession where-
in we find False Dimitri Il and III; a contest eventually won by
the nineteen-year-old head of the German house of Romanoff.
The story of Glinka's opera is this: Ivan Sussanin, a noble muzhik,
leads astray a Polish force which would enthrone the candidate of
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Poland. These unfortunate troops, not unnaturally resenting the
imminence of the starvation to which Sussanin has led them, dis-
patch him.

If the story is not much, the music is pretty stimulating. This
First of Russian Operas is an Iralian opera employing Russian
folktunes, and Glinka's countrymen, who had not been trained
to admire the native culture, jingled with admiration once Glinka’s
Tsar had given his approval. Much of this music differentiates
character by opposing 2 mazurtka to the buck-and-wing; and
although naive it is highly entertaining.

Russian recordings have hardly challenged American techniques,
or English, Danish, French, Italian and German techniques, for
that matter, but this is one of the best. C.G.B.

GLUCK

Patricia Neway (s); Pierre Moller (b); Leopold Simoneau (t);
Roberc Massard (bs).  Paris Conservatory Otchestra; Carlo
Maria Giulini, cond.

Iphigenia in Tauris

Vox pL 7822. Two 12-in. 1 hr.. 41 min. $11.90.

In view of both the historic importance of this opera and the dra-
matic quality of the music, Vox is to be thanked for giving us
an opportunity to hear it

By and large, each of the participants leaves no doubt that he
or she is aware of the dramatic import of whar is being sung. This
is no dry re-creation of "old” music. Those who think that the
er2 of Wagner and Verdi had a corner on emotionalism will be sur-
prised when they hear the dramatic intensity of this music. The
singers themselves are obviously mindful of this, and are fully
equal to the dramatic demands of the music. Musically, the palm
should go, perhaps, to the tenor Leopold Simoneau, whose singing
is most consistently beautiful. Very close to him is Patricia Neway,
in the taxing role of Iphigenia. At first her voice seems to have al-
most too much of the opulence ordinarily associated with opera of
a much later period. As the opera progresses, however, the incon-
gruity vanishes, her singing becomes exquisite and moving. The

Columbia and the Contemporaries

Like The Beggar's Opera, the notes for Columbia’s Modern Ameri-
can Music Series open with a dialogue, nor, to be sure, between 2
Beggar and a Player, but between a Composer and 2 Business Man.

The Composer told the Business Man, “American music gets
published and performed all over the world, nowadays, bur the
recording companies pretend it doesn’t exist. And every year the
backlog of unrecorded American music gets vaster.”

The Business Man replied, "I'll change all that if you will show
me how to do it.”

So a committee was appointed consisting of Virgil Thomson,
Aaron Copland, William Schuman, and Henry Cowell, who are
Composers, and Goddard Lieberson, who is Executive Vice Presi-
dent of Columbia Records, Inc., and therefore, presumably, a Busi-
ness Man. Each year the Composers on this committee will select
enough modern American music to fill ac least twelve LP sides,
and the works will be recorded by Columbia “by artists of the
compaoser’s choice working under his immediate direction or super-
vision. The performances will therefore be authentic as well as
first-class. And the works will represent, in the judgment of the
Composers’ committee, American music at its most distinguished
and beautiful.”

Of course it is not completely true that the recording companies
pretend that modern American music does not exist, but an organized
series, carefully selected, authoritatively performed, and recorded
in Columbia’s magnificent style, is nevertheless 2 thing of great
importance, and the first six records of the series admirably fulfill
the expectations aroused by the names of the commitree’s members.

The first 1z MAMS sides contain 13 pieces of chamber music
by 11 composers. The older generation is represented by Charles
Ives, Aaron Copland, Walter Piston, Virgil Thomson, William Schu-
man, Douglas Moore, and Wallingford Riegger, and the younger
generation by Ellis Kohs, Lou Harrison, John Cage and Ingolf
Dahl. The works selected range in date from 1902 to 1950, with
heavy emphasis on productions of the 1940's. The idiom ranges
from polished traditionalism to extreme experiment, although the
latest type of experiment — that involving the manipulation of
sounds recorded on tape and other techniques of partial control —
is nor represented here, or, for that matter, on any other records in
general circulation.

The first tecord of the series, ML 4490, is devoted to the first piano
sonata of Ives, the oldest work in the collection and the only one
that fills both sides of its disk. It is typical Ives in that the com.
poser describes it as "a kind of impression,” remembrance and re-
flection of the country life in some of the Connecticut villages in
the 1880’s and 1890’s.” There are recollections of old New England
hymnody, of barn dances, band music, and ragtime, and 2 tonal
picture of “'the fun a father has when his son hits 2 home run which
wins the school baseball game.” None of this, of course, is lirerally
transcribed: as Ives reminds us in the same notes, the “oldtimers
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often liked to think things out for themselves and to do them in
their own way,” and Ives’ way is frequently capricious, bitingly
dissonant, and fantastically complex in rhythm. Many pages of
the sonata, however, are as romantic in melody, harmony, and
thythm as so much Schumann, and the work as a whole is rather
less taxing to the listener than Ives' later and more celebrated
Concord Sonata. The performance, by William Masselos, is splendid
both in musicianship and virtuosity. (From here on it may be
assumed that the interpreters, like Columbia’s recording engineers,
really know their business.)

ML 4491 contains, on one side, Virgil Thomson's Stabar Mater and
Capital, Capitals, and, on the other, Lou Hartison’s Suite for *Cello
and Harp and Second Suite for String Quartet. The Stabat Mater (Jennie
Tourel; New Music String Quartet) does not employ the traditional
hymn text but a short, simple, beautiful poem by Max Jacob on the
same theme, and its setting is one of Thomson's most tender,
delicate, reserved, and moving works. Capital, Capitals, “'for four
man and a piano” (Joseph Crawford and Clyde Turner, tenors;
Joseph James, baritone, and William C. Smith, bass; the composer
at the keyboard) is 2 kind of preliminary sketch for Four Saines in
Three Aas. It is based upon a passage of Gertrude Stein which
describes Provence in a dialogue of its four capitals — Aix, Arles,
Avignon and Les Baux. Thomson says his music “is concentrated
almost wholly on verbal articulation. It offers no Provencal land-
scape of its own to compete with the poet’s rendering. It merely
provides cadence and scansion for the rext and the barest scaffolding
of an instrumental support.” And that is exactly how it sounds.

Hartison, one of the two young composers chosen to represent
the United States in the competition for prizes to be held in connec-
tion with the international congress on modern music scheduled
to take place in Rome next spring, assembled his Suite for *Cello
and Harp (Seymour Barab, 'cello; Lucille Lawrence, harp) from a
motley series of pre-existing works, but one would never gather
this if one had not been told. Itis a very tuneful, spirired, exuberanr
piece, with a light-hearted touch-and-go in the widely spread net-
wortk of its texture. The Suite for String Quarter (New Music) is a
study in polyphony and classic forms, with a most unclassical-sound-
ing canon at the ninth to add variety to its generally serene pages.

ML 4492 is given over to Aaron Copland’s Sexter for String Quartet,
Clarinet, and Piano (Juilliard Quarter; David Oppenheim, clarinert;
Leonid Hambro, piano) and Ellis Kohs Chamber Concerto for Viola
and String Nonet (Ferenc Molnar, soloist). Both of these are cham-
ber works almost orchestral in size and weight; the Copland, in
fact, is a transcription of the same composer’s Shart Symphony of
1933. It is Copland of the era before the folk tunes — grindingly
energetic, exuberant, hard, percussive, and exciting, but with fre-
quent touches of the reserved nosralgia which leads directly to
the night-on-the-prairie scenes of Billy the Kid and Rodeo. Kobhs,
a young Californian mzking his debut on records, is revealed as 2
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clean-cut and supremely logical thinker; the concerto makes much
use of the sharp planes, clear lines and easily-ridden rhythms of the
neo-classic tradition, but also develops the fantastic and rhapsodic
implications of its intrumental setting, especially in the handling
of its solo part.

William Schuman’s fourth string quartet (Juilliard) fills the
first side of ML 4493. This is a big, serious, robust work, rather
involved in form, tich in harmonic color, but especially rich in
the variety and otiginality of its thythms. On the other side is the
Concerto a Tre for clarinet, violin and "cello by Ingolf Dahl. (Mitchell
Lurie, clarinet; Eudice Shapiro, violin; Vicror Gottlieb, 'cello.)
Although born aboard, Dahl has lived in Los Angeles for many
years and is a colleague of Kohs at the University of Southern Cali-
fornia. His Concerto is based upon a kind of three-tone row, and the
challenge of building a large work on this motif obviously delighted
the composer; the ingenuiries of the score are presented in 2 con-
tinuous bubble and effervescence that are completely disarming and
delightful even when Dahl unconsciously reminds us that at one
time he studied with Stravinsky.

Douglas Moore, whose Quintet for Clarinet and Strings (Oppen-
heim; New Music) fills the first side of ML 4494, is the least "mod-
ern”” of the composers represented in this series, but this negative
statement does not do much justice to his great gifts as a melodist,
to the refinement and beauty of his harmonic palette, and to his
exacting sense of form. Moore, in other words, proves that the
*traditional”” means of music need not be regarded as exhausted if
the composer is not exhausted. The creative mind selects its premise
and reasons through to a conclusion. Moore's premises lie in tra-
ditional regions and his reasoning powers are immense. Far too
often those who proceed from a similar basis cannot reason at all,
but merely reminisce.

Wallingford Riegger's Second Siring Quartet (New Music), which
backs up the Moore, is the most eloquent, lofty, and grandly scaled
ensemble piece in the series. It moves, or seems to the naked ear
to move from tonal to atonal and back again with the same kind
of freedom and the same kind of lyric urgency that distinguishes
the music of Alban Berg. This is, if I am not mistaken, the first

David Oppenbeim, clarinet, Leonid Hambro, piano, and Juilliard
String Quartet recording the Aaron Copland Sextet for Columbia.

majot work of Riegger’s to be recorded, and it should be followed
by many more, for this composer has been at it for a long time and
has not been justly dealt with by performers, to say nothing of
recording companies.

The last record in the set, ML 4495, contains Walter Piston’s
Sonatina for Violin and Harpsichord (Alexander Schneider, violin;
Ralph Kirkpatrick, harpsichord), and John Cage's String Quartet
(New Music). The Piston is a flying, gracious, quicksilvery kind of
piece, beautifully exploiting the clarity and brilliance of its combina-
tion and its implications of classical logic. The Cage quartet is ex-
actly rthe opposite. It is played completely without vibrato, which
gives it an austere, monotonous color; its forms seem completely
arbitrary, and its long slow movement, marked “'Nearly Stationary,”
invites the observation that music which is by definition *‘nearly
stationary” cannot be expected to go anywhere in particular. But
this music nevertheless does not invite rejection; one leaves it
wanting to go back, knowing that one has not understood, and
with the suspicion that that which first seems most forbidding
may in t'me turn out to be the most rewarding. It has happened
before. ALFRED FRANKENSTEIN

bass, Pierre Mollet, is generally satisfying; the tenor, Robert Mas-
sard, less so. The most serious criticism, however, must be levelled
against the engineers, who recorded the opera. The sound of the
orchestra is clear, without much tonal warmth, but acceptable.
However, the recording of the voices leaves me truly mystified. At
times there is the feeling that the voices are permitred to come through.
The singers seem to have been placed in the “driest” part of the
studio; it is necessary to listen “‘through™ the orchestra in order
to hear them — as if they were not even given a microphone, but
were picked up only incidentally! D. R.

ROGER GOEB Symphony No. 3 — See Bartok

GOULD Fall River Legend — See Gouschalk-Kay

GOUNOD Faust: Ballad of the King of Thule and
Jewel Song. — See Verdi

GRIEG Sonata for 'Cello and Piano in A Minor —
See Franck

HANDEL Ginlio Cesare

Elisabeth Roon (s); Mira Kalin (ms); Herbert Handt (t); Otto
Wiener (bn); Phil Curzon (bs). Pro Musica Chamber Orchestra
and Vienna Akademiekor; Hans Swarowsky, cond.

Vox pL 8021. Two 12-in 1 ht., 40 min. $11.90.

In view of the fact that Handel wrote 46 opetas during his long
life. it seems odd and supererogatory that the only two major re-
cordings of his efforts in this field should be of the same work.
It is also unfortunate that neither is really satisfactory. Evidently
neither Concert Hall not Vox thought Julius Caesar, a magnificent
and moving work, worth recording without drastic cuts (amount
ing, in fact, to about half the score). Vox elected to sacrifice all
intelligibility of plot — and the full libretto is not at all bad —
by eliminating all recitatives and many arias. The arias they kept,
however, they kept in entirety. Concert Hall preserved enough of
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the recitatives to make clear the major action, but sruncated more
arias. Hence, it offers less straight singing, but a better idea of the
dramatic context of the set-pieces.

It seems to me that Walter Goehr, who prepared and conducted
the Concert Hall performance, deserves a good deal of credit. He
has adhered to the score where he could (after all. the original
Cesare was a castrato) and his conducting, if not very inspiriting,
is well paced. Hans Swarowsky, on the other hand. tends to lush
things up in what seems an unbecomingly romantic manner, and
to vacillate between tempos that drag and those that rush the singers.

Both versions are well recorded, the Vox sound being the richer,
the Concert Hall a shade brighter and more crisply defined. As for
the principal singers (Vox eliminates all secondary characters),
those in the Vox set have slightly better voices; those in the Con-
cert Hall seem to have given more thought to stylistic matters. The
sad fact is that neither group is able to cope with the technical
difficulties of bravura singing when the going gets rough.

Giulio Cesare is no mere period cutiosity; it is as worth own-
ing as any of the great Handel oratorios. Of the two truncated
versions available, my choice would be the Concert Hall issue, on
the ground — mainly — that an opera, however cut, should still
sound like an opera. J. H, Jr.

Six Sonatas for Violin and Harpsichord
(Op. 1)

Campoli, violin; George Malcolm, harpsichord.
LONDON L 652. 12-in. I 28:0s, II 29:15 mins. $5.9s.

HANDEL

These are thoroughly satisfying performances by a violinist whose
name should be better known in this country. The playing is tech-
nically adroit, tonally warm and well recorded, with 2 lot of space
around the performers, D. R.

HAYDN Symphony No. 88, in G

Symphony No. 93, in D

Vienna National Opera Orchestra, Hermann Scherchen, cond.
WESTMINSTER WL 5178. 12-in. 22, 26 min. $5.95.
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Less than thirty months ago Westminster introduced Hermann
Scherchen to LP with recordings of two Haydn symphonies, the
second of which, No. 100 ("Military”*), made a grear noise in
phonographic precincts and is still one of the preéminent orchestral
records. This disk (with Symphony No. 95 on the obverse) pro-
claimed the serious intentions of the young company in a more
competitive field than she yet had entered, and displayed Dr. Scher-
chen as a Haydn conductor of pertinent, courageous and unfrivo-
lous imagination. No. 93, now issued with No. 88, makes six-
teen rhe total of Haydn symphonies that he has given us; and
one is startled realizing that this D Major work — Haydn's twen-
tieth symphony in the key — effects for Dr. Scherchen in his re-
cording the consummation of a labor Olympian in perception and
care, and never before undertaken by anyone, anywhere. He is the
first conductor to have entrusted to records all rhe London Sym-
phonies, the last twelve, the two sets of six that Haydn wrore for
the impresario Salomon of Bonn; the culmination and fulfillment
of the symphonic life of the composer who had already wrirten
more good symphonies than anyone else had written or would
write. Herewith 93:

Nowhere else in Scherchen’s Haydn is there such evidence of in-
sistent preparation. The orchestra is spun fine, with unexpected
suggestions of the quivering nicety contrived by Beecham, Tos-
canini, Reiner, Rodzinski and Szell. There are long violin lines,
pp, of precatious and stunning tenuity, within a lingering and
heady progression of rhe kind we call romantic, with episodic
license to the dramatic insttuments — here trumpets — ro dominate,
and full value given to polyphonic motion and harmonic substance.
This is carried in a sound of brilliantly detailed clarity, as well real-
ized as any in the Schetchen series and thus unsurpassed in Haydn.

There are two other versions, and it may well be imagined that

Paul Hindemith: an authorative reading of Kammermusik
“moving, eloguent and unforgettable”.

No. 1, modern music

Sir Thomas Beecham's, of a Symphony he has always favored, does
not undergo eclipse at a challenge. The Englishman’s essay is lighter,
defter: it has more humort, and the humor has a bright edge (Colum-
bia ML 4374). The difference may be conveyed by recourse to the
impression made by the words dance and prance uttered quickly
and quickly expunged from memory. One way has of course no
more “‘authority’” than another, but Sir Thomas's is the more
classic way. Sonics would decide for the remarkable new West-
minister over the merely excellent Columbia.

The fragrant No. 88, so often abused in recording, is favored
with a beautiful performance that in its studied glow seems more
desirable even than the Furtwangler record of a few months ago.
By retarding the pace of the second movement to contrast abruptly
with a minuet quicker than usual, but slower than the foaming
finale, Dr. Scherchen accumulates interest in drama while main-
taining interest in form; and a daring length of phrase makes the
largo exceptionally memorable. Unfortunately the sound, other-
wise splendid, has a glassy shimmer supervened to the violins, in-
eradicable and irritable; dire on certain magnetic pickups, tolerable
on others, a pity on any. C. G. B.
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HINDEMITH

Philharmonic Chamber Ensemble, the composer conducting.
CONTEMPORARY RECORDS AP 101. 12-in. 24 min. $4.8s.

Kammermusik No. 1 and No. 3

A quarter of a century ago, the writer of these lines, artending a
festival of modern music in the Coolidge Auditorium at the Library
of Congress, heard a piece by Hindemith in which there was a slow
movement scored for solo clariner, flute and bassoon plus a single,
fatefully repeared bell. At that time it seemed about as moving,
eloquent, and unforgettable a piece as he had met with in his entire
experience of music, and it has remained in his memory as a symbol
of a yourhful enthusiasm which could only be blunted if not alro-
gether dissipated by the subsequent 25 years of professional listen-
ing in which he has engaged. That slow movement belongs to the
Kammermusik No. 1 which was accordingly approached with con-
siderable nervousness not unmixed with fear. And then the music
came forth from the disk as fresh, superbly expressive and com-
municative as it had been on that frabjous day in Washington;
it actually was not youthful inexperience but the genius of Paul
Hindemith that had produced this result. The rest of the work is
almost equally important, however, and this I had not recalled.
Kammermusik No. 3 is a 'cello concerto, its solo part here per-
formed by Laszlo Varga. It is a rather conventional piece, of con-
siderably less interest than the other. A. F,

HONEGGER

Vera Zotina; Raymond Gerome; Anne Carrere; Charles Mathieu;
Jean Juillard (spoken roles); Frances Yeend (s); Carolyn Long
(s); Martha Lipton (c); David Lloyd (t); Kenneth Smith (bs);
John H. Brown (boy sopr.); Temple University Choirs; St.
Peter’'s Boys' Choir; The Philadelphia Orchestra, Eugene Or-
mandy, cond.

COLUMBIA sL 178, Two 12-in. $11.

Jeanne d'Arc au Bucher

The word oratorio inadequately describes Honegger's Joan at the
Stake. As well as conventional arias and choruses, it has spoken
dramatic dialogue and narration, chants, shrieks, shouts and sound-
effects, some weird and all wonderful. The intent is to create fan-
tasy, and through fantasy convey something profound and important.
Author of the text is Charles Claudel, impressionist poet, Catholic
mystic and one-time French ambassador to the United States. He
has used elements of ancient morality dramas and old French
fairy-tales to give a nightmare quality to the youthful Joan's last
hours before execution. Honegger, once self-described as a **biblical
composer” and known also as a man fascinated with orchestral
sounds, has made the most of the obvious possibilities. In the
petformance there is nothing to cavil at; the cast is rhe only current
troup experienced at presenting Joan, and they do an impressive
iob — particularly Vera Zorina in the title role and Raymond
Gerome as her priest-confidant. The microphoning was done
with “‘presence effect”” in mind, and the so-called sonic well of the
Philadalphia Academy of Music has lent its usual acoustic enrich-
ment. J. M. C.

MAHLER Symphony No. 1 in D Major

Symphony Orchestra of Radio Berlin; Ernest Borsamsky, cond.
URANIA URLP 7080, 12-in. $5.95.
VANGUARD VRS 436. 12-in. $5.95.

Here we have the unusual situation of the same recording issued
simultaneously by two different companies. Comparison shows
that these were made from identical tapes; though, in the process
of transferring them to disks, Vanguard re-recorded its version at
a slightly higher volume level. The performance of this, one of
Mabhler's most songful and best-integrated scores, is admirably pro-
portioned, carefully controlled and very well played. Discriminating
Mabhlerites may want to compare this reading with the older but
more dramatic one by Mitropoulos and the Minneapolis Sym-
phony (Columbia); for the average listener, however, the present
version, on either label, is preferable because of the better re-
production. P. A.

MASCAGNI Cavalleria Rusticana

Margaret Harshaw (ms), Mildred Miller (s), Richard Tucker (t),
Frank Guarrera (bn), Thelma Votipka (ms). Orchestra and
Chorus of the Metropolitan Opera Company; Fausto Cleva, cond.
Kurt Adler, Chorus Master.

CoLUMBIA st 123. Two 12-in. (Fourth side, Metropolitan Or-
chestra, Cleva cond. Overtute to La Forza del Destino; Preludes
to Acts 1 and 3 of La Traviata; Overture to I Vesprio Siciliani.
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Old chestnuts never could die; if they all sounded like this. Reminis-
cent of 2 Beecham Faust or a Toscanini Bobeme in fresh concepts,
this stirring rebirth is a blood-and-thunder must for the now or
nascent opera fan. Tucker is gutty and crude of personality (as he
should be as Turiddu) and there is manly enthusiasm in his every
note. Frank Guarrera is properly robust and rich-voiced as the
cuckolded Alfio. Thelma Votipka and Mildred Miller make the
most of their limited appearances as Lucia (beg pardon, Mama
Lucia) and Lola. In fact, Miller vocally outdoes many a Carmen, in
pure oomph, with her Scene VI entrance. As for Margaret Harshaw
(who can’t quite seem to make up her mind whether she is going to
sing mezzo or soprano roles) she #s Santuzza. She recalls vivedly
the dark-voiced drama of Rose Bampton, some of the dramatic
strength of Muzio and much of the “"wide open" quality of Milanov
at her best. The chorus and orchestra are right in the spirit of the
thing, and Cleva directs a well ordered and spirited show. The
sound is full-blown.

After the emotional uplift of the first three sides, about all the
fourth side proves is that the Metropolitan Opera Orchestra could
move into almost any of our concert halls without disadvantage to
the listeners. W.B. S.

MENDELSSOHN Symphony No. 3 in A Minor, Op. s6

(“*Scotch™)

London Symphony Orchestra; Georg Solti, cond.
LONDON LL 708. 12-in. 15:51 and 17:06 min. $5.95.
Pittsburgh Symphony Orchestra; William Steinberg, cond.
CAPITOL S 8192. 12-in. 16 and 17:10 min. $5.72.

These first really new long-playing versions of the Scotch Sym-
phony are both highly commendable. Solri's treatment is light-
textured, delicate and transparent, with reproduction of matching
transparency; Steinberg’s is somewhat broader and tonally warmer,
but, though recorded with equal fidelity, is marred by excessive hall
resonance. As the relative timings indicate, there is little diffet-
ence between the tempi adopted by the two conductors, both of
whom take the symphony at a fairly crisp pace. P. A.

MIASKOVSKY Violin Concerto — See Prokofieff

MILHAUD CONDUCTING HIS OWN MUSIC
CONTEMPORARY Records. AP 102,103. Two 12-in. $4.85 each.

These two disks represent very different aspects of Milhaud’s pro-
duction. The first is the Milhaud of charm, whimsicality and deli-
cate sentiment, as represented in a cycle of four songs for vocal
quartet and small orchestra entitled Les Amonrs de Ronsard and the
Concertino & Eté for violin. The songs are sung by excellent artists
Anne Bollinger, Herta Glaz, Leslie Chabay, and Mack Hatrell
but the omission of the text seriously impairs the value of
the recording. The violin concerto is admirably played by Robert
Courte; the orchestra for both is the Philharmonic Chamber En-
semble.

On the second record is the Milhaud of power, dynamism, grand
proportions and dense, polytonal textures. The performers are the
Stanley Quartet of the University of Michigan with Brooks Smith,
pianist, and Clyde Thompson, bass. Incidentally, the notes inform
us that Milhaud turned to the quintet because in 1950 he had
fulfilled a vow he took 3o years earlier to write just 18 string quar-
tets and no more. A F

MONTEVERDI

Sylvia Gahwiller (s); Heidi Juon (s); Annalies Gamper (s); Lydia
Herbst (s); Maria Helbling (ms); Mabella Ott-Penetto (c);
Margarete Witte-Waldbauer (c); Friederich Briickner-Riiggeberg
(t); Rolf Sander (t); Fred Reburg (t). Paul Griimmer, gamba;
Hermann Leeb, flute; Heinz Wehrle, organ; recorder quintet;
Ziirich Tonhalle Orchestra and Chorus; Walter Goehr, cond.
CONCERT HALL CHS 1184. Three 12-in. $17.8s.

L’ Incoronazione di Poppea

If ever a composer has been worthy of the appelation “'grear”,
Claudio Monteverdi was, and anyone who is more than casually
interested in music as a continuing manifestation (or, particularly,
in the art of combining words with music) should hear L'Incorona-
zione di Poppea. Opera was a very young art when it was composed
in 1642, yet it remains one of the great pinnacles of operatic achieve-
ment. Nor is this a hollow puff for a rarity qua rarity.

Opera was born late in the sixteenth century; its forbears were
madrigal dramas and religious plays with music. When Peri com-
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posed the first opera, Orfeo, he was motivated by the highest classical
ideals. He was creating a work that, at least to him, recaptured the
spirit of Greek drama, a work in which the arts of song and poetry
and movement would be combined in perfect harmony. Caccini
followed in his steps, and then Monteverdi created in his Orfeo
something that surpassed anything that had gone before. L’Incore-
nazione di Poppea is his last work, his final testament to dramma per
musica. Then opera became popular and before 1700 A.D., 16
opera houses had been opened in Venice alone. The day of the vir-
tuoso singer dawned; opera became a formalized series of da capo
areas designed for vocal display interlarded with scenic spectacles,
and it was not until Gluck that any composer really attempted to
return to the earliest ideals of music drama. Thus L'Incoronazione
di Poppea is a great pivotal work. Its style will sound strange to
the ears of listeners who expect merely an earlier form of Handelian
opera. There are long sung speeches, but nothing that can properly
be called an aria at all. The whole emphasis is directed toward
truthful characterization, toward intensifying the impact of the
drama. Words are repeated for emphasis, but the whole point is
that the music supports the words without distracting them. It is,
in truth, drama and music combined, striking and exciting.

The libretto, couched in the florid poetic Iralian of the time,
tells of the Emperor Nero’s renunciation of his wife Ocravia and
marriage to Poppea. There are plots of assassination, passionate love
scenes and interventions by the gods — for Love is on the side of
Nero and Poppea against all moral considerations. It is not at all
a bad play, and it makes a great opera.

Two difficulties vex the would-be producer of L'Incoronazione di
Poppea:  first, if played uncut it would last probably more than
five hours; second, the original instrumentation is nor known, so
any orchestral solution is bound to bring down damration from
those who disagree.

Concert Hall has solved the first problem by cutting and cutting.
Some of the cuts are unfortunate, but six LP sides of Poppea are
betrer than none. Walter Goehr, who prepared and conducted the
performance, solved the second problem by basing his scoring on
that of Monteverdi's Orfes, which is known. Since Orfes calls
for unobtainable forces like two gravicembalists, ten players of
the viol da braccia, and so on, Goehr doubtless had to compromise
at 2 good many points, but his orchestra sounds in keeping. And he
seems to have refrained from modernizing cadences and touching
up textures in an anachronistic way.

It would be pointless to pretend that all or even most of the
singers seem thoroughly at home in this music, for singers today
simply are not trained in the techniques — or what we imagine to
have been the techniques — of seventeenth-century vocal style.
But they are well prepared musically; serious, intelligent, and
generally accurate, and deserve great credit for the really consider-
able things they achieve.

The recording is good technically — clear and round in tone
and quite free of extraneous noise. There are a few abrupt shifts in
volume level, but not enough to be seriously disturbing. All in
all, the great values of this set far outweigh any disvalues, and
it should prove to be both a stimulating first experience and a
source of lasting and increasing pleasure to anyone seriously in-
terested in music and theatre. Yok, L

MOZART Concerto for Violin No. 4, in D, xv 218
Three Overtures: Don Giovanni; Die
Entfiibrung aus dem Serail: La Clemen-

za di Tito

Gerard Poulet; “Austrian” Symphony Orchestra, Gaston Poulet,
cond. (Concerto) and same orchestra, Gustav Koslik, cond.
(Overtures).

REMINGTON 199-125. 12-in. 26, 6, 6, 5 min. $2.49.

The Concerto is one of the clearest gems from Remington's vaults.
Gaston Poulet has long been known as a conductor in Paris and
elsewhere, but the emergence of his son as a violinist of the first
water had no prefatory announcement of his true excellence. We
note at once address, ease and sensitivity, particularly the ease that
makes the considered intonation seem inevitably natural. Coérdina-
tion between pére and fils is a laudable demonstration of family
solidarity, and the sound is realistic, without problems of adjust-
ment, There is formidable competition from Heifetz-Beecham
(Victor) and Goldberg-Siisskind (Decca), and others: bur as a
whole this is as good as any. — The three overtures have neither
the best nor the worst performances in the businesslike efforts
overside, with their outright and unpolished sound, their diligent
playing under a leadership emphasizing the fundamentals. C. G. B,
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PROKOFIEFF Violin Concerta No. 1

Miaskovksy: Vialin Concerto

David Oistrakh and Symphony Orchestra, A. Gauk cond.
PERIOD SPLP 539. 23, 23 min. 12-in. $5.95.

To judge from the records and the publicity associated with them,
Oistrakh is the foremost violinist in Soviet Russia, and this record-
ing does nothing to controvert that view. His playing as captured
here is peaches, cream and candy pie, yet its lushness of tone and
romantic style do not run away with the musical issues of these
important works. The tuneful, zestful Prokofieff needs no criticism
at this late date; the Miaskovsky, on the other hand, is little known.
It is in a “conservative” somewhat Tschaikowskian vein, but ex-
ceedingly well written; it stands on its own sound feet and to
mention its reminiscence is only to place it in the tradition to
which it belongs. A. F.

PROKOFIEFF Vielin Concerto No. 2

Zino Francescatti and New York Philharmonic Orchestra, Dimitri
Mitropoulos cond.

Bach: Vialin Cancerto in E major

Zino Francescatti and Columbia Symphony Orchestra, George
Szell, cond.
COLUMBIA ML 4648. 20, 16 min. 12-in. $5.45.

A magnificent performance of the big, lyrical, soft-edged concerto
by Prokofieff, which is well worth hearing immediately after the
first as an index of the growth of Prokofieff's style. The writer
of this review has been engaged by HIGH FIDELITY as a specialist
in modern music, and as such has no business expressing an opinion
about the work of one Johann Sebastian Bach on the other side,
but it seems like a rather good piece. (Nicely played, too, Ed.) A. F.

PROKOFIEFF Symphony No. 5

Danis State Radio Symphony Otrchestra, Eric Tuxen, cond.
LONDON LL 672. 36 min. 12-in. $5.95.

The growth of Prokofieff’s style is further indicated here; now
his expression takes on an epical character, and if the harmonic
fabric, in keeping with Soviet dictates, is more conventional than
that of the violin concertos, Prokofieff was still sufficiently great
a creator to cope with this disciplanary regulation and still say
something without vulgarity. Neither performance nor repro-
duction, however, can compare with the famous RCA Victor re-
cording of the same work by Koussevitzky and the Boston Sym-
phony. A F

Tosca: Recondita armonia and E lucevan le
stelle La Fanciulla del West: Ch'ella mi
creda libero e lontano Manon Lescant:
No! pazzo son!

Turandot: Non piangere, Lin — See Verdi

PUCCINI

RACHMANINOFF  Rbapsody on a Theme of Paganini, Op. 43;
Piano Concerto No. 1, n [ sharp Minor,

Op. 1

Sergei Rachmaninoff, piano. Philadelphia Orchestra; Leopold
Stokowski, cond. in Rhapsody; Eugene Ormandy, cond. in

Concerto.
RCA VICTOR LCT 1118. 12-in. 22, 24 min. $5.72.

RCA Victor's reissue of Rachmaninoff's own performance of his
Paganini rhapsody, in the Treasury of Immortal Performance series,
is valuable and welcome. One of his best works, the rhapsody has
been well described as ‘‘musical champagne,” and its effervescence
should last for some time. The playing is actually not as brilliant
or note perfect as in many of today's concert performances of the
work, and the composer could treat rather cavalierly his own dynamic
markings in the printed score. Still, this is a definitive performance,
in that Rachmaninoff wrote piano music to suit his style and tech-
nical specialties. Delicacy and complete lack of sentimentality
mark the total performance, with its finely tapered phrases, glitter-
ing filigree, bell-like tones, and exact rhythms.

The First Concerto, tecorded later than the rhapsody, emerges
much clearer in transference to LP than its companion piece, and
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it is the only recording available. Written when Rachmaninoff
was 18 and still a student, it was later revised in structure and in-
strumentation. Somewhat dull in musical content, it is a character-
istic work, characteristically played, and as such should appeal to
Rachmaninoff’s idolaters. R. E.

RACHMANINOFF Symphonic Dances, Op. 45

Rochester Philharmonic Orchestra; Erich Leinsdorf, cond.
CoLUMBIA ML 4621. 12-in. $5.45.

This is the first recording of Rachmaninoff's last composition.
Written in his inimitable style, it is really a three-movement suite,
conceived along broad symphonic lines, with dance-like overtones.
Since the work was dedicated to Eugene Ormandy and the Phila-

Sergei Rachmaninoff: after years, the champuagne still effervesced.

delphia Orchestra, it is surprising that they were not selected to
record it. One cannot quarrel, however, with this brilliantly played
and very faithfully recorded interpretation by Leinsdorf and the
Rochester Philharmonic. A welcome addition to the recorded
repertoire. P. A.

RAVEL Daphnis et Chloe — Complete Ballet

L'Orchestre de la Suisse Romande and Motet Choir of Geneva;
Ernest Ansermet, cond.
LONDON LL 693. 12-in. 26:37 and 25:17 min. $5.95.

The second suite of “orchestral fragments” from Maurice Ravel's
ballet, Daphnis et Chloe, is as familiar to the average concertgoer
as his own name; occasionally, the first suite will also make an
appearance. Otherwise, the imaginative, often fairy-like, music
for this enchanting ballet is completely unknown on this side of
the Adantic. The Sadler's Wells Ballet may very well remedy that
deficiency during its forthcoming American tour. In the meantime,
here is the first recording of the complete ballet score, and it setves
to show that though we have been allowed to hear the best portions
of the music all these years, we have also missed a great deal of charm-
ing and wonderful writing. Always an expert ballet conductor,
Ansermet directs a delicate and crystal clear performance, com-
plete with all the wordless choral passages. Ravel's music will take
on new meaning with this revealing and well-recorded presentation.
P. A

RAVEL L'Heure Espagnole

Janine Linda, (s) (Concepcion); André Dran, (1) (Gonzalve);
Jean Mollien, (t) (Torquemada); Jean Hoffman, (bn) (Ramiro);
Lucien Mans, (bs) (Don Inigo Gomez). L'Orchestre Radio-Sym-
phonique de Paris de la Radiodiffusion Francaise; René Leibo-
witz, cond.

Vox pL 7880. 12-in. $5.95.

It is a litdle shocking to realize that this is the first recording of
one of the few authentic musical masterpieces written in the 20th
Century. It is gratifying to be able to report that it is very good,
although not quite definitive.

L'Heure Espagnole is a work that benefits singularly from the
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development of high-fidelity recording and reproducing techniques,
for it is music that needs above all to be heard in intimate detail.
Ravel loved his language with a true French passion, and every
syllable of his libretto is set with the utmost regard for flavor and
nuance. The music grows out of the text; both are delicate, fine-
spun, full of subtleties. It could not be heard to advantage in a
big opera house; it needs closeness. Neither can it be submitted
to workshop conditions; it needs the skill of devoted professionals.
Nor can it make its point in translation. Like delicate wines that
do not travel well are L’Heure Espagnole and its companion master-
work, L'Enfant et les Sortiléges. But the vineyard itself need be no
more distant than the nearest record shop.

The story, somewhat complicated, concerns Concepcion, young
bride of old Torquemada, a clockmaker. Every afternoon Torque-
made goes out to regulate rhe city clocks — and Concepcion en-
tertains. This particular afternoon is a busy one; one would-be
lover after another is hustled into the case of a grandfather clock and
carted upstairs and down on the broad shoulders of Ramiro, a mule-
reer. If you want to know who gets Concepcion, buy the recording.
And if your French isn’t good, buy a libretto; they don’t give you one.

Janine Linda preserves an engaging kind of bland innocence as
the clocks tick away and her admirers pop in and out of them;
the men are satisfying, and Rene Liebowitz conducts with fault-
less verve. J. H., Jr.

RIMSKY-KORSAKOFF May Night

Irina Maslennikova (s); Valentina Birisenko, (ms); Elena Ver-
bitskaya (ms); Natasha Klyagina, (ms); Elena Gribova (ms);
Olga Insarova (ms); Serge Lemeshev (t); Viacheslav Shevtsov
(t); Peter Volovov (bn); Serge Krasovksy (bs); Vladimir Tyuty-
unnik (bs). Orchestra and Chorus of the Bolshoi Opera; Vassily
Nebolsin, cond.

VANGUARD VRS-6006. Three 12-in. $17.8s.

May Night (otherwise known in English, when it is known at all,
as A Night in May) was completed in time for a premiere in St.
Petersburg in 1880. It was soon withdrawn and did not reappear
in Russia until 18 years later, in Moscow. That locates it in time.
Presumably it is still — or, at least, occasionally — in the repertoire
of the Bolshoi Thearre.

What is it about? After reading the libretto, I, for one, am not
quite sure, Levko, the tenor and hero, is the son of the Golova,
or village big-shot. He is, by a strange aberration, in love with a
mezzo-soprano — Ganna. Main complication: papa admires Ganna,
roo. There is a serenade and a love duet. Then we hear about the
local spooks — Roussalkas, or fresh-water mermaids, standard
equipment in Russian operas. There are more complications,
lots of peasant festivities, an attempted hopak by the village lush,
estrangements, high-jinks of the Keystone Cops variety, multiple
arrests, mistaken identities, choruses of villagers, bandura playing,
dancing, and lots of Roussalkas.

The music is like that of most works in which a composer of
sound convervatory background goes about using local folk materi-
als. Itis jolly. Itis Slavic. It is often pretty. It has harmony. It
has counterpoint. It is also pretty dull after a couple of sides, at
least to a non-Slav.

Presumably the performance is a good one. At least it is safe
to assume that if the Bolshoi people can't give a good performance of
May Night nobody else is likely to. The recording sounds like
an air-check tape. J. H, Jr.

RIMSKY-KORSAKOFF Mozart et Salieri

Jean Mollien, (t); Jacques Linsolas, (bne). L'Orchestre Radio-
Symphonique de Paris de la Radiodiffusion Francaise and
chamber chorus; Rene Leibowitz, cond.

OCEANIC OCS 32. 12-in. $5.95.

In addition to his indefatigable tinkering with other people's
music, Rimsky-Korsakoff composed no fewer than 15 operas of his
own. None has survived in the repertoire, so it is hard to be sure,
but I would lay odds that Mozars er Salieri is the stupidest of the
lot. It is the kind of work habitually referred to by music historians
(and hence program annotators) as ‘'charming.” Don’t be fooled.
It isn't anything of the sort.

The libretto, written by Pushkin in what must have been the most
vapid hour-and-a-half of his life, is a set of monologues and con-
versations involving the two title characters. (Antonio Salieri,
in case the name is unfamiliar, was the kingpin composer around
Vienna for many years.) As the opera opens, Salieri is foaming
at the mouth. He gives a history of his own career and ends by
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saying that he now knows jealousy for the first time, because Mo-
zart is a Greater Composer than he. Then Mozart drops in. The
two of them chat about this and that, including an old blind fid-
dler who plays Vi che sapete out of tune. Then Mozart plays the
piano. Salieri butters him up and invites him to go out to dinner.
Mozart trots off to tell his wife that he won't be home till late,
and the scene ends with Salieri deciding that he must poison Mo-
zart so that he can have the Great Composer pitch all to himself.
Next act, after more such twaddle, he does. Mozart foggily heads
homeward for his death bed and the curtain falls with a soggy thud.

The music is broad-lined, rich in texture, and uncompromisingly
dull. As for the performance, Jean Mollien (Mozart) sings neatly,
and Paul Jacobs plays the piano solos well enough, but Jacques
Linsolas (Solieri} has trouble with sagging pitch. Rene Leibowitz
conducts well, but it doesn’t seem to matter very much. Anyway,
Moazart died of uremia. J. H., Jr.

RIMSKY-KORSAKOFF Scheberezade, Op. 35

Philharmonia Orchestra; Leopold Stokowski, cond.
RCA VICTOR LM 1730. 12-in. 46 min. $5.72.

This score has always been a prime favorite with Stokowski, who
has recorded it more times than I would care to guess since his
carly Philadelphia days. This follows the pattern of his previous
efforts, with some highly personalized ideas about rhythms and
accents, though I don’t find these particularly disturbing. The
orchestral work is on a high level, but I am surprised there is nor
more immediacy in the sound per se. The record sleeve says ‘'Re-
corded in England,” but not in what hall. There seems to have
been improper mike placement, resulting in a strange distant quality.
My review copy also had a slight echo in spots. The Dorati Met-
cury recording still makes the strongest appeal. J. F L

SCHOENBERG Piano Concerto
Piano Pieces, Op. 11 and Suite for Piano,
Op. 25

Claude Helffer and Orchestra Radio-Symphonique de Patis, Rene
Leibowitz, cond.

Michael Field, piano.

PERIOD SPL 568. 17, 24 min. 12-in. $5.95.

The piano concerto, one of Schoenberg’s last works, is also one of
his most logical monumental and austere. In this case, however,
“austere” is not to be read as a polite synonym for “unpleasant”;
the austerity of logic has a rarefied beauty all its own, and the
concerto is quite readily comprehensible even on a first hearing.
The famous three pieces, Opus 11, with their rather enigmatic phrase-
ology and sonorous color, are very well performed by Field, and
he does something almost unprecedented with Opus 25; he makes
its wide leaps and skips, its inexorable dissonances and its capri-
cious rhythms sound actually charming. People have been telling
us for years that Schoenberg is the Beethoven of the future; Field,
it would seem, is also convinced that he is something like the
Chopin of the present. A F

SCHUBERT Symphony No. 1 in D Major

tBizet: Symphony in C Major

L'Orchestra Radio-Symphonique de Paris; Rene Leibowitz, cond.
OCEANIC OCs 33. 12-in. 23:35 and 28:37 min. $5.95.

Symphony No. 4 in C Minor (“Tragic”)

Mozarteum Orchestra of Salzburg; Wolfgang Freilassing, cond.
ORFEO LP 10. 12-in. 17:15 and 10:27 min. $5.45.

Here are three charming symphonies, only one of which has achieved
the popularity it deserves. Both composers died much too young

Schubert at 31, Bizet at 37 — and both manifested their ralents
at an early age. Schubert composed his First Symphony when he
was only 16, his Fourth when he was 19; Bizet's lone Symphony
was the product of his 17th year. Yet all three works represent a
blend of youthful vigor with amazing craftsmanship and inven-
tiveness.

Least familiar of the three is the Schubert First, a work which
ought to be heard more frequently. Both it and the Bizet Symphony
— the latter now much used as ballet music — are accorded spirited
readings by the versatile Leibowitz. Since the Scherzo of the Bizet
is dragged a bit, however, and since the orchestral playing, though
fine, is not up to that of the New York Philharmonic-Symphony,
the older Columbia disk of this work is still slightly preferable.
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But if you are interested in having both symphonies, the present
brilliantly recorded disk more than fills the bill.

Other extant recorded versions of the Tragic Symphony are not
at hand for purposes of comparison, but it would seem that there
must be something better than this satisfactory, though not very
subtle performance by Freilassing. The reproduction is harsh and
often distorted, and the symphony needlessly runs to two sides of
a 12-inch disk when it easily could have been placed on one, P. A.

SCHUBERT

Vienna Philharmonic Orchestra, Herbert von Karajan, cond.
COLUMBIA ML 4631. 12-in. 48 min. $5.45.

Symphony No. 9 in C

Certainly one of the best performances of this huge poem, without
inflation (Furtwangler, Mengelberg) or compression (Toscanini)
of its romanticism. Not that the congruent individualism of Furt-
wangler and Walter is a hurt — in fact the Furtwangler version for
Decca is still the preference here — but Prof. von Karajan's leader.
ship, in its reasonable tempos and accents, establishes a touch-
stone of patent utility. The fault with this newer Columbia version
— not very new except on LP—is its thickly massive sound,
which without being bad denies to us the chiseled detail that we
expect nowadays. C. G. B.

SCHUBERT

Karl Schmitt-Walter, baritone; Hubert Giesen, piano.
LONDON LL 702 & 703. Two 12-in. 1 hr. 15 min. $11.90.

Die Winterreise, Op. 89

The fourth LP of these 24 songs in defeat of hope is scanned to
the last quaver and the last syllable, under the supposition, held
by most to be correct, that the significance of word and sound is
identical, and that the interaction of the two must forbid a delivery
static for even a bar, a prohibition applicable equally to singer and
pianist. This London record is the most analytical fulfilment we
have, not a measure permitted to coast, not a word without a chosen
intonation, a rise and fall of sound coolly charted to an emotional-
ism of a hundred intensities. Moving and remarkable, especially
from a voice like this of ordinary quality; and especially too in its
resistance to vocal excesses and dramatic exaggeration. The pianist
is true partner here, and Mr. Giesen's portentous soft staccato is
something to note. The sound is immaculate: voice and piano,
without phonographic modifications. German and English text is
furnished. C. G. B.

SCHUBERT Octet in F Major, Op. 166

Chamber Music Ensemble of the Berlin Philharmonic Orchestra.
DECCA DL 9669. 12-in. 26:28 and 25:34 min. $5.85.

Trio No. 1 in B flat Major, Op. 99
Jean Fournier, violin; Antonio Janigro, ‘cello; Paul Badura-

Skoda, piano.
WESTMINSTER WL 5188. 12-in. 19:46 and 14:40 min. $5.95.

Trio No. 2 in E flat Major, Op. 100

Adolf Busch, violin; Herman Busch, "cello; Rudolf Serkin, piano.
COLUMBIA ML 4654. 12-in. 21:41 and 18:53 min. $5.45.

Three of Schubert's greatest chamber music masterpieces — in
fact, three pillars of the entire chamber music repertoire — are here
offered in new recordings, two of which are definitive.

A proper presentation of the Octer requires a certain solidity,
combined with sensitivity of phrasing and warmth of tone. These
qualities are attributes of the earlier Vox and Westminster recordings
of this work, and make them preferable to the present one by
members of the Berlin Philharmonic which, though sensibly per-
formed, is rather thin-textured and overly delicate, seeming almost
Gallic at times. The recorded sound is only fair.

Fournier, Janigro and Badura-Skoda are developing into a splen-
did threesome, giving us the best example to date of their ensemble
work and the most desirable modern recording of this gloriously
songful trio. Of course, those who own the memorable Heifetz-
Feuermann-Rubinstein version, reissued by RCA Victor, will not
ever want to part with it, but this magnificently reproduced new
disk won't be out of place as an up-to-date Counterpart.

Victor also once had a recording on 78 rpm. disks of the Trio
No. 2 in E flat Major in a never-to-be-forgotten reading by the
Busch-Serkin Trio. Now Columbia has put us in its debr by releasing
this fine new recording by rhe same artists. It is a tightly knit, yet
free-flowing interpretation that is full of vitality, and serves as a
fitting tribute to the memory of the late Adolf Busch. The reproduc-
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tion is first-rate, though it sounds as if the recording had been made
in a fairly small studio. Unquestionably, the last word as far as
recorded performances of this composition are concerned. P. A.

SCHUMANN Liederkreis

Suzanne Danco, soprano. Guido Agosti, piano.
LONDON LS $90. 10-in. 30 min. $4.95.

This record comes close to perfection. Miss Danco brings to these
superb lieder a fine-spun voice, secure vocalism and exquisite musi-
cianship. Meaning and mood are sensitively mirrored in the color
of a tone or the shaping of a phrase. The ecstatic performance of
the familiar Mondnacht alone is worth the price of the record. Since
the singer is served by an excellent accompanist and impeccable
sound reproduction, a word to the wise should be sufficient. R, E.

SMETANA Quartet in E Minor (“From My Life”) —
See Dvorak
STRAVINSKY Histoire du Soldat

Instrumental ensemble; Fernand Oubradous, cond,
VoOX PL 7960. 44 min. $5.95.

Oubradous collaborated as bassoonist in the famous Columbia
recording of the suite from Histoire du Soldat, which was one of the
great highlights of the Stravinsky discography. Now he conducts
the entire score, with Jean Marchat reading the test and with Michel
Auclair and Marcel Herrand in the roles of the Soldier and the
Devil, and the results are equally important. The recording is
magnificent and the interpretation highly authoritative. At last it is
possible to hear on records the full text of this masterpiece of satire
and disciplined musical jugglery. A. F.

STRAVINSKY Oedipus Rex

Jean Cocteau, narrator; Peter Pears (t); Martha Mod! (m-s);
Heinz Rehfuss (bne); Otto von Rohr (bs); Cologne Radio Sym.
phony Orchestra and Chorus, Stravinsky, cond.

COLUMBIA ML 4644. 45 min. $5.45.

Stravinsky's towering, flinty version of the Sophocles tragedy has
been in existence for nearly 20 years, but this is the first recording
of it to appear. It is described as an “"opera-oratorio”, whatever that
may mean; the style is one of monumental dignity, not unlike that
of the Symphony of the Psalms, but some of the arias, it seems to me,
are strained in their effort at baroque floridity, and some of the chor-
uses are on the dry side. The effect of the whole is by no means en-
hanced by Columbia’s failure to provide written text. It is sung
in Latin, but Cocteau’s narration is in French. The sound is a little
cavernous, rather effective. A. F.
STRAUSS Burleske for Piano and Orchestra —
See Dohnanyi

STRAUSS, R. Ein Heldenleben, Op. 40

Minneapolis Symphony Otchestra; Antal Dorati, cond.
MERCURY MG 50012. 12-in. $5.95.

One would think that Strauss’ grandiose tone poem would provide
a field day for Dorati and for Mercury's “Living Presence” record-
ing technique. The conductor’s reading, however, is very tame,
lacking much of the necessary fire and imagination. Though the
reproduction is clear, it, too, is somewhat on the cautious side.
With the exception of some occasional technical slips, the orchestra
plays quite well. For better Heldenleben recordings, try either the
Clemens Krauss-Vienna Philharmonic (London) or Fritz Reiner-
Pittsburgh Symphony (Columbia) disks. P. A

STRAUSS, RICHARD Songs

Hat Gesagt — bleibts nicht vorbei, Op. 36, No. 3; Ach Lieb, Ich mus,
nun scheiden, Op. 21, No. 3; Heimkehr, Op. 15, No. 5; Die Nachts
Op. 10, No. 3; Schlagende Herzen, Op. 29, No. 2; Schlechtes Wetter,
Op. 69, No. 5; Einerlei, Op. 69, No. 3; Morgen, Op. 27, No. 4.
Anny Felbermayer, s; Viktor Graef, piano.

Winterliebe, Op. 48, No. s; Ruhe, meine Seele, Op. 27, No. 1;
Walseligheit, Op. 49, No. 1; Das Resenband, Op. 36, No. 1; Im
Spatboot, Op. 56, No. 3; Nichts, Op. 10, No. 2; Traum durch die
Dammerung, Op. 29, No. 1; Mein Herz ist Stumm, Op. 19, No. 6.
Alfred Poell, (bn); Viktor Graef, piano.

VANGUARD VRS 431. 12-in. $5.95.
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This latest in Vanguard's series utilizing the talents of Anny Felber-
mayer and Alfred Poell maintains the high standards set earlier. Rich-
ard Strauss, the last — or at least the latest, with no real successor in
view — of the great line of leder composers, produced far more
songs than the relatively few that are common recital fare in this
country. Both singers avoid rhe most obvious choices in favor of
relatively unfamiliar, but no less valuable, coin from the treasury,
and both render rthe composer his due. For the benefit of those who
have not heard her yet, Miss Felbermayer possesses a gleaming lyric
voice and a sure technique. Mr. Poell (or Dr., since he is a physician
as well as a member of the Vienna Staatsoper) cannot offer the same
immediately engaging youthfulness of sound and spirit, but he
has the complementary virtues — taste, broad cultivation, and man-
liness — in full measure. Viktor Graef is sensitive to both singers’

needs, the reproduction is clean and intimate. J. H., Jr.
STRAUSS, R. Suite for Wind Group in B flat Major,
Op. 4
Serenade for Wind Group in E flat Major,
0p. 7

Vienna Philharmonic Wind Group.
WESTMINSTER WL 5185, 12-in. 23:25 and 9:05 min. $5.95.

Very early, rather uncharacteristic Strauss, these two works for
pairs of flutes, oboes, clarinets and bassoons, a contra-bassoon
and four horns are neither very inspired nor very interesting. Be-
sides, the playing here lacks subtlety and tonal polish, though the
recording has excellent fidelity. P. A.

TARTINI Sonata in G Minor; Violin and Harpsichord
(“The Devil’'s Trill”)

tGeminiani: Sonata in B flat Major;
Violin alone

tVitali: Chaconne for Violin and Fig-

ured Bass

Ricardo Odnoposoff, violin; Heinz Wehrle, harpsichord and organ.
CONCERT HALL SOCIETY CHS 1170. 12-in. 14:9; 12 min. $5.95.

Some violin playing of a very high order may be heard on this
fine disk. The playing is secure and tonally rich. If one could find
anything to criticize, it might be Mr. Odnoposoff's sliding. In view
of the technical mastery which he displays throughout, this is patently
a matter of stylistic conviction, rather than the result of any inade-
quacy. The playing has a fine sense of line and of dynamic con-
trast, and the violinist is ably, if somewhat unobtrusively, assisted
by his associate. In the Vitali Chaconne, the figured bass is realized
on the organ. The recording presents the violin with a lot of “air”
around it, yet without any suggestion of its being lost in a large
hall. D.R

TCHAIKOWSKY  Mozartiana (Suite No. 4 in G Major),
0p. 61

Suite from the Opera, The Slippers

Philharmonia Orchestra of London; Anatole Fistoulari, cond.
MGM E 3026. 12-in. 17:10 and 17:53 min. $4.85.

Two pieces of rather rare Tchaikowskyana are offered here. Mo-
zartiana is little more than four works by Mozart arranged and
orchestrated by Tschaikowsky, but it makes pleasant listening. It
would be even more pleasant if some of the variations in the final
movement had not been cut; such cuts on uncrowded long-play-
ing disks are inexcusable. The older Rodzinski recording for Colum-
bia also suffers from the same defect, but the orchestral playing in
the latter version is somewhat more refined. It is coupled, however,
with the Nutcracker Suite, whereas the present disk contains some
rather attractive orchesrral excerpts from a nearly-forgotten Tchai-
kowsky opera. Fistoulari's direction and the recorded sound are
both adequate, though the latter has some thickness to it. P. A.

TCHAIKOWSKY  Quartet No. 1 in D Major. Op. 11—

See Borodin

VERDI Luésa Miller: Quando le sere al placido

La Traviata: De miei bollenti spiriti

Macbeth: Ab! La paterns mano

tPuccini: Tosca: Recondita armonia and
E lucevan le stelle

tPuccini: La Fanciulla del West: Ch’ella
mi creda libero e lontano

tPuccini: Manon Lescaut: No! pazzo son?

tPuccini: Turandot: Non piangere, Lin
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Mario del Monaco (t). Orchestra of the Accademia di Santa Ce-
cilia; Alberto Erede, cond.
LONDON LS 670. 10-in. $4.95.

Used to the full in music of dramatic character, Mr. Del Monaco's
voice, especially at the top, is electrifying. It is difficult to imagine
a more propulsively commanding effect than he achieves in No/
pazzo son!, a mote dramatically affecting performance of Ab! La
paterna mano, 2 more compelling climax ro Recondita armonia, and
so on. In more lyric passages, particularly those lying in the middle
and lower registers, he is far less satisfying, even distressing. Since
he is reputedly self-taught as a singer, he may yet discover means
of extending his technical command to include the lighter shadings
of emotion. He could become another Martinelli; it is worth
hoping for. J. H, Jr.

VINCENT, JOHN  Quartet No. 1

American Art Quartet.
CONTEMPORARY RECORDS C 2002. 17 min. $3.8s.

A fascinating, original and important wotk, Mr. Vincent, pro-
fessor of music in the University of California at Los Angeles, is an
authoriry on the medieval modes, and the entire harmonic and

In Jobn Vincent's
quartet, medieval
modes are joined to
the main stream of

modern music.

melodic scheme of his quartet is based upon them. The result is,
unexpectedly enough, melodious, fluent, swiftly paced and alto-
gether winning.. Vincent, it would appear, does not believe in
using the modes as a medium of the picturesque, but as a medium
of contribution to the main stream of music. Beautiful, lifelike
engineering. A F.
VITALI Chaconne for Violin and Figured Bass —
See Tartini
WAGNER Siegfried’s Rbine Journey and Funeral
Music from Gotterdammerung

Pittsburgh Symphony Orchestra; William Steinberg, cond.
CAPITOL s 8185. 12-in. $5.72.

Since he recently took command of the Pittsburgh Symphony,
William Steinberg has raised the orchestra to new heights in both
the concert and recording fields. His interpretation of the Trittan
music is one of glowing intensity, no whit of which is lost in Capi-
tol's realistic reproduction. The Gosterdammerung excerpts are also
very well done; but here, for some unknown reason, the recording
engineers allowed considerable hall resonance ro creep in, causing
the music to lose much of its incisiveness. This disk is certainly
worth owning, however, if only for the Tristan readings. P. A.

WAGNER Lobengrin: Bridal-chamber scene from
Act II.

Parsifal:  Kundry-Parsifal duet from
Act IL.

Kirsten Flagstad (s), Lauritz Melchior (t), Gordon Dilworth
(bne). RCA Victor Symphony; Edwin McArthur, cond.
RCA VICTOR LCT 1105. 12-in. $5.72.
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These Collector’s Issue performances should be known already to
most of those interested. Recorded on successive days in the fall
of 1940, they have survived transfer to LP without serious hurt.
Kirsten Flagstad is in magnificent form in both excerpts, but only
on the Parsifal side has Lauritz Melchior left an adequate reminder
of how superb he used to sound. The serious flaw here is the Mil-
quertoast-like conducting. For those interested mainly in the Lo-
hengrin duet, a check of the Traubel-Baum issue on Columbia will
be revealing. J. H, Jr.

MISCELLANY

CATHEDRAL VOLUNTARIES AND PROCESSIONALS

E. Power Biggs, organ.
COLUMBIA ML 4603. 12-in. 43 min. $5.45.

Includes Purcell’'s A Tramper Voluntary and Voluntary in C (Fanfare);
Vaughan Williams' Chorale Prelude on Rhosymedre; William Walond's
Introduction and Toccata, from a Set of Six Voluntaries; Party's Chorale
Prelude on Melcombe; Herbert Mutrill's Postlude on a Groand; Mar-
cello’s Psaim 19; Buxtehude's Chorale Prelude on Nun bitten wir den
Heiligen Geist; Bach's Komm susser Tod; a sixteenth-century anony-
mous work, Verses from the Te Deum; Mattheson's Aria in E Minor;
Schubert's Litany for the Feast of AN Souls; and Strauss's Processional
Jor Festival Occaisons.

The estimable Mr. Biggs here calls attention to 2 body of music
not heard by people who do not go to church and not usually lis-
tened to by those who do. The selection, covering three centuries,
is tasteful, if sometimes dull, and the same can be said of the play-
ing. The Martheson, Buxtehude, Bach, and Vaughan Williams
wotks ate worth recording, and the Parry is quite lovely in its
Victorian way. The Purcell makes a striking effect in Mr. Briggs’
astringent registration, and the Strauss curiosity gives him a chance
to build up a fascinating crescendo. The organ is the one installed
not too long ago in Symphony Hall in Boston. Some of the lowest
pedal notes speak slowly, and Mr. Biggs makes a few abrupt and
odd shifts in registration. Otherwise the instrument sounds admit-
able, with clearly defined textures. A judicious amount of echo
gives a churchly illusion. R.E.

'CELLO RECITAL BY PIERRE FOURNIER

Bach: Chorale “'Herzlich tut mich verlangen,” Sonata for 'Cello
and Piano No. 1 in G Major; Bloch: Nigen; Kreisler: Chanson
Louis XIII e Pavane; Debussy-Heifetz: Beau Soir; Fauré:
Firleuse, Op. 8o, No. 2; Gershwin: Prelude No. 2; Nin: Granadina.
Pierre Fournier, “cello; Ernest Lush, piano.
LONDON LL 700. 12-in. $5.95.

Fournier is one of the finest 'cellists before the public today. He
is a master stylist, as he demonstrates vividly here, adapting to such
varied fare as a Bach sonata, a Bloch improvisation, 2 Debussy song,
and even a blues-like Gershwin prelude. Ernest Lush’'s accompani-
ment is well-nigh ideal, and the reproduction is excellent. P. A.

ELIZABETHAN LOVE SONGS & HARPSICHORD PIECES

Hugues Cuenod, tenor; Claude Jean Chaisson, harpsichord.
LYRICHORD LL 37. 12-in. 42 min. $5.9s.

An early tendency to have his picture tzken looking like Jean Gabin®
with a cigarette drooping from his mouth, has made it hard for us to
think of Hugues Cuenod as exactly Elizabethan in character. Yet a
French gallant at Elizabeth’s coutt, singing Drink to me only and
other songs on this disk, probably would have sounded thus.
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