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onger

new type

ecording

gives you 50% MORE recording time per reel

« s+ 0n stronger, more durable

Mylar* polyester film

TADE MAKK

With Type LR Audiotape, you
get the equivalent of a
reel-and-a-half of ordinary
tape ., ..«
900 ft on a 5” reel
1800 ft on a 7” reel
3600 ft on a 10%"” reel

Type LR Audiotape is made on
a 1-mil base of stronger, more
durable “Mylar’ polyester film
— withstands extreme tempera-
tures, is virtually immune to
moisture, gives maximum tape

T e sem Longer-Recording Audiotape saves time and effort,
eliminates reel changes, gives uninterrupted continuity of re-
cording and playback for any application where recording time
exceeds the conventional reel capacity.

Laboratory tests, as well as unsolicited testimonials by radio
stations and recording experts, have conclusively demonstrated
the superiority of LR Audiotape—in both performance and
durability. It is also important to note that the largest users of
longer playing tape are now insisting that it be made on
“Mylar” polyester film, the base material used for LR Audio-
tape —additional proof of its superior quality.

Ask your dealer for a supply of longer-lasting, longer-recording
Type LR Audiotape. A copy of Bulletin No. 211, giving com-
plete data and specifications on LR Audiotape, is yours for

the asking. *Du Pont Trade Mark

life under all conditions of use
and storage.

AUDIO DEVICES, Inc.

444 Padison Avenue, New York 22, N. Y.
Offices in Hollywood —Chicago

Export Dept., 13 East 40th St., New York 16, N. Y, Cables “ARLAB"
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LONG-PLAYING 33" R.P. M. HIGH-FIDELITY

NO STRINGS ATTACHED!

e

STERPIECES

NOT #1220 EACH!——BUT *122 FOR ALL EIGHT!

R

Without any obligation to ever buy another record from us—now or

SCHUBERT

Symphony No. 8 (The ““Unfinished’’),
Zurich Tonballe Qveb., Otto Ackermann, Conducting

BEETHOVEN

The Ruins of Athens (March and Choir),
Netherlands Philbarmonic Choir and Orch.
Walter Goebr, Conducting

BRAHMS

Academic Festival Overture,
Utreeht Symphony, Puul Hupperts, Conducting

MOZART

Piano Concerto in E Flat, K 107
Artur Balsam, piano, Winteithur Svm/rlmuy Orch.,
Otto Ackermanu, Cunducting

BACH

Toccata and Fugue in D Minor,
Alexander Schreiner at the Organ uf the Tabernacle
Salt Lake City

later—you can now obtain all the advantages of trial membership.

OW YOU can get a real start on a com-

plete record collection for only a dollar.

Yes. You pet ALL EIGHT of these great master-

pieces—complete to the last note—for only $1.00.

Just imagine=NOT $§1 each, but §1 for ALL
EIGHT!

value of the recordings. Fven for TWENTY

masterpieces in rccnrdinp.'s of equal quality.
Why We Make This Amazing Offer hearing
Actually we were FORCED to make this “give-  cycles!
away fler tor two reasons: (1) Only by
e ———————————

I The Musical Mosterpiece Society, Inc.
Dept. 1112,43 W. 61st S5t,, New York 23, N. Y.

T ALL EIGHT FOR $1.00
BRAHMS ! DUKAS
Academic Fextival Orerture Sorcercr's App .

WAGNER

MOZART |

BACH
Piéano Concerto in E Flat Toccata and Fugue in D Minor

l I enclose $1.00 as complete payment; please send me the

I recordings of the eight great masterpleces listed above. Also
enroll me as a Trlal Member.

I 1 am not obligated to buy any other recordings from the

Society. I am receive an advance description of future

I mounthly selectlons. I may try any of these—I(ree of charge

without paying a penny in advance. I may reject any

I recording before or after I receive it. And I may cancel my
trial membership at any time.

| _ In the future. for each selection I decide to keep I will

l pay special member's price of only $1.50 plus few cents

shipping charges a saving of 3§ of the usual retail price!

Name...........
Artdress

City Zone State
IN CANADA address: 686 Bathurst St., Toronto 4, Ont.

DECEMBER, 1954

putting our ecordings in
your hands can we convince
you how extraordinary their
tonal quality is. Pertormed
by internationally-renowned
orchestras, conductors, and
Of course, this price bears no relation to the soloists. Custom-pressed on
the purest vinvl plastic
times that amount, vou could not buy these Reproduced with a fidelity
of tone which encompasscs
the entire range of buman

(2) We want to show

50 to 15,000

WAGNER |

Die Meistersinger, Prelude, Act 1 I
Zurich Touballe Oreh., Otto Ackermann, Conducting

DUKAS |

Sorcerer’s Apprentice, |
Utrecht Sympbony, Puul Hupperts, Conducting |

MOUSSORGSKY |

Night on Bald Mountain
Netherlands Phil barmonic. Walter Gocbr. Conducting

you how our
new trial mem-

bership plan

works. As a trial member, you arc not
obligated to buy any other recordings
from us—now or later! You do, however,
have the right to try—free of charge-

RGSK i o ¢
Die Maistersingsr, Prelude \-m.‘.’f,’f,if,’d }?.i,! o any of the Society’s monthly selections
el B ECTHONER which interest you. You receive prior
HUBERT i ' d i
o SCHUBER T RO e il notice of these. You pay nothing in ad

vance. And vou are not obligated to keep
those you try even after you have
played them and hear the interesting music
notes which accompany each selection.
You pay only for those which—.fter hav
ing tried them vou decide you really
want to own. And for these, vou pay
only the low member's price of §1.50 per
long-playing disc, embodying on the aver.
age about 40 minutes of music by the
great masters, A saving of abour % off
the usnal retail price!

There Shall Be Music In Your Home

Think how much heauty and serenity
these recordings will add to your life—at

trifling_cost. Think how they will set
our family apart as one interested in the
Luter things of life. Think what a cul
tural advantage your children will f:un by
having great music 2s an cveryday in-
spiration,

wwWwW americanradiohistorv com

Mail Coupon Now
Of course, we cannot keep '“handing
ont” such magnificent long-playing record-
ings indcfinitely. Once our membership
rolls are filled—and they are limited by our
production capacity—the offer will have to
be withdrawn. So aveid disappointment.
Rush coupon with a dellar today.
The Muzical Masterpiece Sociely, Ine.,

Dept. 1112, 43 Wesl 6138t Sireel
New York 23, N. Y.

Internationally Acclaimed!

"“The recording is of such perfection
it seems to hrmg the artists into your
living room’

Glorions Sounds, Awsrerdam, Hollam .

“The dises can be recommended
without reservution to record lovers

—The Actwn, Zurich, Switzertond.

" Excellent series of records™

The Sarurdiy Keview, New York

""The beautiful reproduction is u
great merit of the Society
— I'he Evening Past, Frankfurt, W, Geruany.

“Uncommonly fine, even fur these
days of technical advanceme
Los Angeles Examiner, Calif.
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In every field of endeavor . . . manufacturing,
the theatre, concert or contest . . .
there is always one standout.

° ° In HI-FI cquipment the standout is Pickering . . .
lckerl“u pioneer in this field, responsible
for the development and introduction of outstanding
components for highest quality performance;
cvery product bearing the Pickering name
A o is engincered to conquer the challenge of
“llll] optimum performance . . . in their manufacture _&_%\\
the most stringent quality controls are / ) _E‘\
exercised to assure and maintain the “Ne Plus Ultra” /;‘-7 [
reputation for products featured by the @emblem. ‘,r;/

“ml]““E“[S... SYNONYMOUS WITH HIGHEST QUALITY

Design...1Hanufacture... Performance

It’s with good reason that professionals use ; b
Pickering Audio Components . . . they know “jﬁﬁé{; .

the values built into Pickering equipment. ..'i;é'ﬁ::' j =
INVESTIGATE and you too will use Pickering :_-’_---rfé;u-;.
components for your HI-FI system. ... Nul™

S7y
}"c |

You'll thrill to new listening experiences ... | '_*’“}i'_f A

¥

e

you’ll have the same high quality performance

as leading FM/AM good music stations, network

and recording studios . . . REMEMBER, leading
record companies use Pickering Components

for quality control.

PICKEHING and company incorporated o

Oceanside, L. I., New York
PICKERING PROFESSIONAL AUDIO EQUIPMENT

(% Hse whe car @//Z mf%ﬁffft?;,

<« . Demonstrated and sold by Leoding Radio Parts Distributors tvllyv!rhnn.
For the one nearest you and for detailed literature; write Dept. H-6

HiGH FIDELITY MAGAZINE

www americanradiohistorv com


www.americanradiohistory.com

H E MAGAZI

The Cover. Ah, yes, the Yuletide spirit is
amove again, bringing us a minor but re-
current woe. The record companies always
save some of their best releases for the pre-
Christmas weeks, too late for magazine
coverage. Unable to do anything realistic
about choosing Christmas gift records, we
decided to deal wnrealistically with the
problem — hence the Grunfeld article on
page 43. Fortunately, audio-equipment
makers turn out their bright new bounty
somewhat earlier, so we can (and do) make
some gift suggestions there (page 52). We
also suggest, not that you haven’t thought
of it, that a complete high-fidelity installa-
tion is one of the nicest whole-family gifes
conceivable.

This Issue. The big news is, of course,
the Toscanini discography, which begins
this month (see page 40 and the record
section). Just for variety’s sake, and be-
cause author Robert Marsh emphasizes
the three historical stages in Toscanini
recordings, we illustrated his introduction
with sketches of the Maestro by his one-
time fellow-artist, Enrico Caruso.

Next Issue. Are writers reading aloud
worth listening t0? We asked a very well
known writer — William Saroyan.  His
answer will appear in January; very enter-
taining, too.

CHARLES FOWLER, Publisher
Joun M. Convy, Editor
Roy H. Hoores, Jr., Managing Editor
Roy F. ALLISON, Associate Editor
Roy LINDSTROM, Art Director

Editorial Assistants
Miriam D. Manning, Cora R. Hoopes

ROLAND GELATT, New York Editor

Contributing Editors
C. G. BURKE
JAMES G. DEANE
JAMES HINTON, JR.

MANSFIELD E. PICKETT, Director of
Advertising Sales

\WARREN B. SYER, Business Manager
FRANK R. WRIGHT, Circulation Manager

Branch Offices (Advertising only): New York:
Room 60, 6 KEast 39th Street. Telephone:
Murray Hill 5-6832. Fred C. Michalove, tern
Manager. - Chicato: John R. Rutherford and Assoc-
iates, 230 East Ohio St., Chicago, Ill. Telephone:
Whitehall 4-6715. - Los Angeles: 1052 West 6th
Street . Telephone: Madison 6-1371. Edward Brand,
West Coast Manager.
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AUTHORIiratively Speaking................. ... ... ... ... 4
Noted With Interest........coviiiiiiiiiiiiiiiiiinnennnnnnns 9
| 3{{T ¥ 96000000000000060600000060000066000806060000008000066004 27
As The Editors See It.......covviiiiiinnininnnnnn.. e 39

Toscanini on Records: 1920-1954, by Robert Charles Marsh.. 40

An evaluative introduction to the discography.

The Sinister Art of Discal Giving, by Frederic Grunfeld....... 43

Don't let that Yuletide glow endanger your record-con-
noisseur status.

A Brave Echo From Vanished Vienna, by Martin Mayer....... 45

The story of the Deutschmeister Kapelle band, once the
Emperor’s Own.

Custom Installations ............... 500000000060000000060000 46-47

Case Histories of Creation, by James Hinton, Jr...... 500000000 48
A guide to biographies of the great composers,

Help Wanted! by Henry T. Kramer...... 50000000000009060060 50
In which a reader reviews record reviewers.

A Shopping List of Audio Oddments and Trinketry........... 52

The Music Makers, by Roland Gelatt....................... . 54

Record Section...........o it 55-93

Records 1u Review; Building Your Record Library;
Dialing Your Disks; Toscanini on Records. Part I,
1920-1948.

Tested In The Home.............................. 500008600 97
Angle-Genesee Junior Cabinets; Audubon Bird Call;
Bakers 300-K Triple-Cone Speakers; Bogen Bso-4x
Turntable and Arm; Dubbings Test Tapes; Fisher FM-80
Tuner; G & H Rebel V Enclosure; Kral Rek-O-Kleen Brush

The Ultimate Amplifier, by Emory Cook and Gus José....... 107
You can’t buy this, but maybe yon could build it.

Audio Forum................ 50000006 6600000000066a6400006008 113
Professional Directory............... 5800000066000000000 132-133
Books In Review..........covuiieiiiniiiinnn... 50000000 134
Traders Marketplace.................. ... i, 137
AdvertisingIndex.......... . i 139

High Fidelity Magazine is 1blished monthly by Audi Inc., at Great Barrington, Mass. Telephone:
Great Barrington 1300. ﬂdlwnal. publication, and circulation offices at: The Publishing House, Great
Barrington, Mass, Subscriptions: $6.00 per year in the United States and Canada. Single copies: 50 cents
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. Ente as
second-class matter Aprii 27, 1951 at the post office at Great Barrington, Mass., under the act of Mareh 8,
1879. Additional entries at the post office, Pittsfield, Mass., and Albany, N. Y. Member Audit Bureau of
Circulation. Printed in the U. S. A. by The Ben Franklin Press, Pittafield, Mass. Copyright 1954 by Audio-
com, Inc. The cover design and contents of High Fidelity magazine are fuily protected by copyrights and
must not be reproduced in any manner.
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AUTHOR!tatively Speaking

PR D Robert Charles Marsh, our Toscanini
discographer, has taught philosophy at four
American universities, most recently as

visiting professor in the State University
of New York, and has been a student at
four American universities, Oxford, and

Trinity College, Cambridge. His original
ambition was to sing in opera, and this has
led to a number of musical activities, which
P ) include study at Harvard under Paul Hinde-

mith and a season as conductor of the stu
dent orchestra at the University of Illinois
His present ambition is to combine his
philosophical and musical interests and be-
come ‘‘a really competent critic.”” The
quoration-marks are his own and probably
indicate modesty, which we think uncalled
for, after reading his evaluation of Toscanini
as a conductor. Marsh was born in Ohio
grew up in Chicago and is at present a mem
ber of Trinity College, Cambridge.

WALCO

STATI-CLEAN

ANTI-STATIC
RECORD SPRAY

1
% .~z STOPS STATIC DUST. Walco [ ¢
Stati-Clean is your best

7 defense against dust—major

Each time James Hinton prepares ro attack

cause of record and needle another installment of his series on books
wear. Stati-Clean spray cleans the disc HERE'S THE PERFECT GIFT abour music, he writes 2 long letter explain-
:‘:{f,gig ds::fs Hf‘t:é'l?ngel::;"ﬁggsﬁt:;f FOR YOUR HI-FI FRIENDS ing that it is /mpessible to write about reading
no longer builds up static. Stati-Clean (and yourself!) about music, after which he goes ahead and
improves fidelity, eliminates static does it. He is afraid, he explains, that he

oackde o domene o P will seem co be saying that teading abous

thousands 44 Complete with special music is a substitute for listening to it.
applicator cloth. 1

Henry T. Kramer, the audacious reader

WALCO who takes record-reviewers to task on page

0 D 50, is in the reinsurance business, which he

ZWL 6%[7%-:.6} describes as a mystery not worth solving

for the uninitiate. He adds that he plays

PROF:)E:'ZZEOS:EE;VES the clavichord when his record-player is

silent, that he envies record-reviewers and

‘Xi-‘,l:\g BiItShC(l)}\l’eEl;lsw A handsomely boxed kit containing that he is against naming hurricanes after

e e a can of Walco STATI-CLEAN women gsomeHwomenbare \yindy.. bl;)( fnm
the perfect answer to record Anti-Static Record Spray; two that windy). He has been in print before

rotection. You slide your records into dozen Walco DISCOVERS, 10- but not, he says, in any publication so ele-

ISCOVERS, then into the original and 12-inch sizes; a comprehensive gant (his word) as Hicu FiDELITY. If his
iﬂ:;(e;E }?n° e:“‘x’;:rki“gz;:'ei'an"’i‘l‘i’r‘fg‘ Record Care Guide Book, packed convictions on the proper content ot record
DISCOVE}%S cenl out dust, protect with vital information on record reviews seem strong, he explains, it is be-
against extremes of temperature, acci- and needle care and wear, how to cause 4// his convictions are strong, which
dental spillage of liquids. They keep the handle and store discs, he can’t do anything about. The saving
sound safe and sound! Packaged 12 how to get 10 times the P £ is that he d . e
12-in. sleeves or 15 10-in. sleeves. wear from your LP actor is that he doesn’t expect everyone to

agree with him. He lives in Marblehead,
camel’s hair brush for the Mass., and his clavichord was made for him

WALCO all-important job of w E by two young men who have gone into the
R E P lAc EM E N T keeping your needle tip ey ‘ ancient-instrument business in a big way
clean and dust-free. Your / |

Mr. Kramer thinks we should have an article

records, etc.; and a

-

5 % -

e~ NEEDLES friends will thank you all 7 I he sub Lute-1 one?

(= year long for this useful ﬂ 0 e S
FOR LONGER RECORD LIFE and thoughtful gift. \M_‘f_ r}

While Emory Cook was being interviewed
Ml on the subject of his career in sound (HIGH

.95 \ ==Z| | FiDELITY, October 1954), he kept inter
Kit ~ r rupting the discussion about himself with
complete «i h‘: { remarks about his amplifier, which seemed
i N from his comments to be the marvel of the

= S / age. Seeing only one way to get back to
& the main topic, we asked him to write an
article about the amplifier (which is not

available commercially and probably won't
be). He did. See page 107.

Osmium and sapphire-tipped styli are rated | =
only about 20 to 60 hours of play, after which
they develop chisel-edged flats. These flats
shear highs fromn your records, ruin groove
walls. Periodic needle replacement is an ab-
solute necessity for the serious music lover.
You replace with the finest when you replace
with Walco needles (and the superb Walco
Diamond)—first choice of major cartridge
manufacturers.

SEND FOR FREE BOOKLETS
ON NEEDLE AND RECORD CARE

?
AT Youn RECORD DEALER S For more information about

products advertised in Hicu
w I PRODU(TS, IN(. FIDELITY use the Readers’ Service
a cn 60 Franklin St., East Orange, N. J. Card facing page 124.

4 HigH FIDELITY MAGAZINE
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NOW! SEE — HEAR

BOQUCCCCCCCCCPCRCPCPCPCPRPRRCPOOPOPOPOOIPOIOIOITOTDS THE LATEST IN
~ g ‘ AUDIO EQUIPMENT

AUDIO FAIR / LOS ANGELES"

DVER 100 HI-FI AUDIO COMPONENT MANUFACTURERS

from all over the world will exhibit the newest
innovations in audio equipment at the

3rd Annual West Coast Audio Fuair.

Don’t miss this year's great “Audio Roundup
—Western Style”—presented in cooperation
with the Audio Enginecring Soctety, the Audio
Components Distributors Association and

the Audio Components Industry at large.

YOU WILL SEE — HEAR — APPRAISE the newest and
latest high fidelity components, specially
designed for home-music systems —un exciting
“Audio Roundup” of all nationally advertised
audio equipment representing the greatest
developments yet offered for the reproduction
of recorded or broadcast program material,
PLAN NOW TO ATTEND . ..

ADMISSION FREE TO ALL EXHIBITS

FOR FURTHER INFORMATION
WRITE, WIRE. PHONE:
THE ALEXANDRIA HOTEL/FEBRUARY 10, 11, 12, 13, 1955
WILLIAM L CARA, FAIR MANAGER
358 S. BENTLEY AVE.
LOS ANGELES 49, CALIF.

RICHMOND 7.4650 . .
*In the interests of the consumer us well as

2‘(\ /),_ the Audio Components [ndustry, Audio Falr
> Los Angeles exhibition space has been

A ltmited to Nudio Component Manunfacturers.
Produets to be displayed are subject to approval

of the AFLA Admissions Committee.

DECEMBER, 1954 5
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the [[ldnfash rafessional
AUDIO COMPENSATOR

AND PRE-AMPLIFIER

McINTOSH alone provides the complete flexibility of tone control
required to bring out the finest, or even the hidden qualities in an audio
system. It’'s now so easy to bring laboratory standard performance to your
home. You can quickly connect the McIntosh self-powered C-8P to your present
system.

The C-8P brings to your fingertips the most advanced in high fidelity com-
pensation techniques, yet operation, as well as installation, is surprisingly easy.
Abundant control is made possible by five Bass (turnover) and five Treble
(roll-off ) switches, an Aural Compensator, a Rumble Filter, separate wide-range
Bass and Treble controls, and a five program-source selector control for Tuner,
Tape Recorder, Microphone, and two phonograph cartridges.

The C-8P makes any record or system sound better. Enjoy the supreme
satisfaction of complete and uncompromising audio control, with the marvelous

MclIntosh. There’s nothing else like it. Hear it at your dealer’s. 59950

Model C-8P
{without wooden cabinet)
With Mahogany cabinet

(MNustrated)

Model C.8PM $107.50
Model C-8 powered
by Mclatosh ampls

fiers, without cabinet
$88.50.

Model C-8M, with Ma-
hogany cabinef $96.50.

The Mcintosh provides stability, adequate
frequency resopnse, and lowest distortion —features
as important in the pre-amplifier as in the power
amplifier. Distortion less than .3% at full 4 volts,
20-20,000 cycles. Hum level (inavdible) — 110 db.
All controis silently operated.

6 HiGH FIDELITY MAGAZINE
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A TYPICAL HOOK-UP OF THE McINTOSH C-8P

INPUTS

y

Or >{4
o )4

oo

Flot channels 1, 2 ond 3, eoch
with pre-set level control, for
Tuner, Tope Recorder, and
Microphone.

INTER-UNIT CABLE

cureurs  MEINTOSH LAB. INC.

320 water 31, Binghomton NV,

NG " AUDIO
T COMPENSATOR
® \ MODEL C- 8P
Aux

VAL NO. 0000
AUX. A.C. \

M A
N — Channel 4 terminoted for Pick-
2 iy \ \ ering Cartridge, but readily

( E sow modified for ony other magnetic
cartridge.
Auxiliary output for Switch ollows Chan-
recarder in addition nel 5 to be used
to main output to with Weothers, All-purpose chonnel 5, for G.E.,
power omplifier. Phonsteil, ceramic, Audak, Fairchild, Weothers,
(Not necded for Mc- as well os ony Phonsteil or ceromic cartridges.
Intosh power om- magnetic cartridge.
plifiers.)
Three ouxiliory 117 v. outlets so Variable load resistor, cali-
that record player, tuner, power brated from 0 to 100,000
amplifier and compensator can be ohms, ecasily set for best
turned on or off simultancously. performance of any cart-
(Three extra 117 v. outlets are ridge an channel 5.
provided on separate power supply

unit.)

LA, ing

T S iy, :
The McINTOSH C-8P Professional Audio
Compensator is a complete control center for your
entire system. Its extreme versatility simplifies your
audto installation, yet expands its usefulness.

Inadequate compensation may cause changed or clouded reproduced

sound, which cannot be overcome through even the most expensive audio installation. With
the McIntosh compensation switches, exact tone balancing is obtained for any possible re-
cording curve. The true, transparent qualities of the original sound are therefore faithfully
re-created. Annoying high frequency record hiss, surface static, and noisy radio reception, are
also filtered out with a welcome effectiveness. Precise audio control is at your command to
match the natural sensitivity of high fidelity reproduction, exactly as your keenest listening
taste may dictate.

You'll be proud to own a Mclntosh, world-honored for outstanding performance, built
with superb craftsmanship — truly a masterpiece in high fidelity sound.

Send for FREE McIntosh Record Compensation Guide
for finest playback results.

Mutosh

LABORATORY, INC.

322 Water Street ©  Binghamton, N. Y.
Export Division: 25 Warren St., New York 7, N. Y.

Separate power supply, 52" x 4%’ x 23", allows
smaller main control unit for maximum convenience of in-

stallation — prevents any possible induced hum problem from CABLE: SIMONTRICE NEW YORK All Codes
associated equipment.

DECEMBER, 1954
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Exciting High Fidelity Firsts!

Now . . . in these superb matched instruments . . . enjoy the foremost
design advances in High Fidelity . . . every desirable feature:
startling realism, greater power, lowest distortion,
precision craftsmanship, gleaming polished
chromium chassis, attractive price.

Y

>

INTERELECTRONICS

“Coronation 100"

40 WATT Amplifier

Greatest amplifier buy today and here’s why.
RESERVE POWER — B0 watt peak, EXCLUSIVE
NOVALOOP CIRCUITRY — completely new, non-
ringing muyltiple path feedback design, over 50
DB feedback. 40 WATT HIGH EFFICIENCY, WIDE
RANGE OUTPUT TRANSFORMER—sealed multiple-
section winding, thin strip core. FOOLPROOF
DAMPING CONTROL—continuously variable, ex-
actly motches loud speaker for startling perfor-
mance. 5 to 200,000 cycle response. DISTORTION
FREE—less than 0.05% ot 30 watt level, exceeds
FCC requirements for FM broadcasting. POWER
RESPONSE—at 30 watts * 0.1 DB from 16 to
30,000 cycles. HUM AND NOISE LEVEL—virtually
non-measurahle. DESIGNED FOR THE FUTURE—
finest sealed components mounted on Bakelite ter-
minal board for decades of trouble-free listening pleasure. Plug-in filter capacitor. Criti-
cal networks of precision components, lifetime encapsulated. BUILT-IN PREAMPLIFIER
POWER SUPPLY. BUILT-IN POWER FOR NEWEST ELECTROSTATIC TWEETERS. Other firsts.
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all controls on full. DISTORTION FREE—virtually non-
measurable, exceeds FCC requirements for FM broad-
casting. 5 to 200,000 cycle response. HIGHEST GAIN—
no tronsformers required with all present phono
cartridges. LOUDNESS CONTROL—continvously vari-
able to your exact preference. MAXIMUM BASS AND

\

INTERELECTRONICS
“Coronation”

h
I o

CONSOLETTE $ 7 9 5 o

PREAMPLIFIER-EQUALIZER

Worthy companion to the incomparable “Coronation
100 40 watt amplifier. ADVANCED EXCLUSIVE CIR-
CUITRY — the only preamplifier-equalizer operating
entirely thru negative feedback. REVOLUTIONARY

TREBLE COMPENSATION—over 20 DB distortion-free
boost and ottenuation. FIVE INPUT SELECTIONS. 16
PRECISION PLAYBACK CURVES—Ilifetime encapsulated
precision plug-in networks, instantly replaceable if
equalization curves change. ULTRA COMPACT, EASY
MOUNTING. Built-in power for Weathers cartridge,
film projector photocells, condenser microphones. Dis-
tinguished satin-gold LUCITE front panel. Custom

NEW INPUT TUBE, Z-729, phenomenal low noise, fol- finished table cabinets available. Many extras.

lowed by premium 12AY7 tube. HUM INAUDIBLE with
ei{".* . ; . JINE
S &
= . INTERELECTRONICS
2432 Grand Concourse
New York 58, New York

EXPORT OFFICE: Electronics Manufacturers’ Export Company, Hicksville, N. Y.

For the Hi-Fi thrill of your life, hear
the Coronation Twins today!
Some dealerships still available.

REVOLUT
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We shall start this month’s column
with an item about a subject which
as far as we know, has nothing to do
with music, high fdelity, or much of
anything else normally covered by this
magazine. In fact, this item should
properly appear in the Rwral New
Yorker. It has to do with a hen. We
regret to say that our report does not
even concern a recording of a hen; it
was a live hen, and she didn’t cackle.
She swung a baseball bat.

This hen was in a wire cage about
4 fc. long and maybe a foor wide. At
one end was a feedbox. The hen
would peck some feed, then run to
the other end of the cage, stick her
neck out and grab a loop which was
tied around the end of a small baseball
bat. She would pull the bat back, then
release it (it was on a spring, ap-
parently). The bat would hit a ball
into a miniature diamond, studded
with miniature players. If the ball
struck a player and coasted back
toward "home plate” the hen would
pull again on the bat; if the ball hit
the back fence, the hen would dash
back up to the feed box and grab a
few more kernels of grain. Rein-
vigorated, she'd trot back to the bat,
pull some more, restoke herself after
a home run, and so on, endlessly.
In the "dugout” were three more
hens; strictly unionized, they worked
on three-hour shifts.

This baseball-playing hen appeared
at the Chicago Sight & Sound Exhibi
ton, courtesy Howard Sams, and
afforded a lot of entertainment and
amusement for visitors, particularly
those who were glad to get their
minds off certain other goings-on in
the baseball world at the time in New
York and Cleveland.

What has this to do with hi-fi or
music? Nothing, like we said at the
beginning. Just thought you'd like a
change, once in a while!

And now back to business, with a

note that Mr. Leo W. Sudmeier, 3017
Continued on page 11
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AllIED’S matched systems are
your best buys in high fidelity

High Fidelity i )
FEATURE VALUE SYSTEM Ab'?"'f"'°°""y‘"'este"s°y'sé:..°se§,i';faﬁ'

able for as |, 3
SPECIALLY PRICED $Y516ms offer thess adunmusce--/ED
UNTIL JAN. 1, 1955 casy Installation: no technicas

knowledge required—. i
special skill needeq, "° *°'¢€ring, no
Color-Coded Leads: ait Components

Plug in—youy can't
nection. make a wrong con.

Fulllnstructions:eachsystemcomes

with an easy-to-follow manuai.

Cartridges Installed:

bother with Cartridge insno noed to

taliation.

Regularly
$156.50

NOW ONLY

514950

New “'Space-Saver” Phono System: ... ... ...

have authentic high fidelity performance in minimum space. No investmeni
in cabinetry required. Components carefully selected and matched. Simple
plug-in installation. System includes: quality Knight 12-Watt Amplifier
(featuring 3-position record compensation. calibrated bass and treble controls.
loudness-volume control. response +0.75 db, 20-20.000 cps at 12 watts). in
black-wriakle metal case only 31, x 13 x 101, ”; Wehcor 1127-270 Three-Speed
Changer (9 x 14 x 11") with G.E. RPX-050 triple-play magnetic cariridge
(dual-tip sapphire siylus): Permoflux ‘‘Diminuetie’ speaker system (3 speak-
ers in modified bass reflex enclosure. for bass. middle range and treble repro-
duction). 1114 x 231, x 12”. choice of maliogany or blonde finish. Svstem comes
ready to plug in. Hi-Ii demonstration record included. Shpg. wi.. 56 Ibs.

94 PA 129. Regularly $156.50. Now only $149.50
935X 312. Knight 12-Watt “Space Saver’” Amplifier only. Shpg. wi.. 14 Ibs.
Regularly $59.50. Now only $52.50

Easy Terms available: 10% down, 12 months to pay

EXPERT
HI=-FI HELP
SEND FOR FREE \rite today for Our audio consultants

1955 CATALOG ALLIED'S 308-page will help you make the
1955 Catalog—your best selections at low-

ADIO complete guide to the est prices.

world's largest EASYTERMS
selections of Hi-Fi Hi-Fi is available from
ALLIED on easy pay-
e - wl B ments: only 109 down,
If it's anything in Hi-Fi, 12 months to pay. Write
it's in stock at ALLIED. for details.

systems and units.

informative 16-page illus-
trated booklet: “This is High
Fidelity” — valuable guide
to understanding Mi-Fi.

ALLIED RADIO CORP., Dept. 49-M-4
100 N. Western Ave., Chicago 80, IlII.

[ Send FREE 1955 Cotalog. [ Send FREE Hi-Fi Booklet.
Ship the following: - — =
— b enclosed

Nome — -

Everything in Hi-Fi = sddress

»
r
r B
m
U

City. Zone. Stcte.

L L LT T Yo |
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Maybe you DON'T have a tin ear!

Does your music system really sound the way you hoped it would?
Make it supremely worthy of a true golden ear by replacing your old-fashioned
phonograph pickup with the sensational new ESL electrodynamic cartridge.

Electng-5mmic Laboaldiies, nc.

35-5.4 Thirty-sixth Street, Long Island City 1, N. Y.

diamond $20.05 - sapphire $14.95 8§
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NOTED WITH INTEREST
Continued from page 9

Stocker Place, Los Angeles 8, would
be a happy man if he could acquire
copies of HiGgi FIDELITY Nos. 1, 2, 4,
6and 7. D. Quan, Box 87, Ft. Bragg,
N. C, and C. A. Kelly, 1564 Massa-
chusetts Ave., Cambridge 38, Mass.,
want No. 4; C. H. Anthony, 205 Speen
St., Natick, Mass., wants Nos. 14 and
15.

Alabamans Please Note

A letter from David Marxer, music di
rector of the University of Alabama’s
Radio Station WUOA (FM), tells us
that the celebration of their fifth anni
versary on December sth will be par-
ucularly newsworthy because they will
be increasing their radiating power
(ERP) nearly four-fold. Since about
60% of their programing is music,
that will be good news for music
lovers in Alabama.

Double congratulations to WUOA!

More Binaural

Interest in binaural keeps forging
ahead. We had an item some issues
ago asking for reports on binaural
broadcasts and at that time, received
only desultory response, in other
words, not much doing. There are
things going on, however; for in-
stance, in San Francisco KEAR-KXKX
put on the first binaural broadcast in
that city on September 18, with a two
hour show. Program matenals were
tapes and disks. — And there are sure
to be more things going on as program
materials become more readily avail-
able; that seems to have been the
major drawback so far. Keep us
posted, will you, please?

Dept. of Utter Confusion

We would now like to say "tk to
the manufacturer of a speaker enclo-
sure who recently issued a little bulle-
tin in which he got things pretty well
mixed up, in our opinion, even to the
point of making statements which
could result in dissatisfaction with
some fine products

Talking about factors to be con-
sidered in recommending speakers,
this bulletin says: “Take the problem
of the high end. Too much high-end
results in harshness and stridency.
This, to begin with is not necessarily

Continued on page 13
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Outstanding

noise and interference rejection
with the new

m— il

Lowest
ignition noise

Lowest
interference

Wide-band
detector
and limiters

Single-sweep
tuning

Interstation
noise
suppressor

2-microvolt
sensitivity

Tuning-signal
strength meter

U'_“que enhance its desirability
convenience | o the serious music lover.
\

FREE BOOKLET

FM TUNER

385 PUTNAM AVENUE,

Quality of FM reception

is determined Inrgcly by what is not heard,

pnrliculnrly in Metropolitan areas where neise,

interlerence and reflection effects are high.

The new 310 FM Braadcast Monitor Tuner leatures

wide-hand cirenit design permitting outstanding rejection

ol ignition noise, image and other station interference.

Multi-path [ading and spurious respenses

(\\-hich show up as receplion ol the same station

at many spots on the FM hand) are virtually climinated.

The 2 me wide-band detector and limiters and Tull 150 ke

wide flat lmm‘pass IF characteristics make tuning

completely non-critical and drilt-free

and give essentially distortionless reproduciion

at all signnl levels. The 2 microvolt sensitivity

at 20 dh quieting (4 microvolt at 40 db quieting) allows
interference-free reception with full limiting action

even on weakest signals. The inter-stalion noise

suppressor is adjustalle on the front pnncl and allows {
complete inter-stalion noise elimination bul also receplion |
ol very wenk stations. The line-luning control and
combined tuning meter and signa[ sirength indicator

are uselu! for {uning weak signn[s and antenna orienlation.
Rejection of spurious responses resulting [rome
cross-modulation l)y strong local signals is better than

85 db. an outstanding design accomplishment. \We believe
that the 310 provides the best overall design balance
possible at this stage ol the art, incorporating all
signi[icnnl features and refinements known today.

Unique convenience ol operation.

altractive slyling and wmoderale cost
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NOTED WITH INTEREST
Continued from page 11

true.  Given a good high-end repro-
ducer, the highs simply get out of
balance with the lows —and that is
all-important. A violin (live) is not
strident simply because you listen to
it from s feet away rather than so,
which is what the unqualified state-
ment in the bulletin would indicate.

The bulletin goes on: "This has
been a major complaint of the audio-
phile with most of the available speak-
ers. There are, of course, two solu-
tions to this problem: decrease the
high frequency power of the speaker or
increase the bass response of the
speaker. The Tannoy and RCA LC-1A
speakers take the first solution . . . .
Naturally, this is not a very good
method of getting results . . . .”

This seems to us an unnecessary
slam at two excellent speakers, and
we can assure you that the goal of
every speaker manufacturer is to get
as near as possible to flat frequency
response from as low to as high a fre-
quency as possible. It is not difficult
to get efficiency at high frequencies;
it is very hard to get it at extreme low
frequencies. Hence it is imperative
that speaker manufacturers 4o hold
down the high end efhciency relative
to that at the low end. Careful design
and wise (and often advisable) use of
level controls on the high end are
required for anything like level fre-
quency response.

We could go on at some length and
all too easily get into a discussion
of speaker and enclosure design . . .
so let’s skip on to the department of
confusion. Having slammed Tannoy
and RCA’s LC-1A and said that they
wouldn’t work in this particular en-
closure, the bulletin then says, “Any
woofer will be tremendously improved
if used in a " What, please,
is a 15-in. Tannoy?

Still further: “The ultimate that
we have been able to find so far is
the Jensen Triaxial . . .”" and on the
next page the bulletin says, "Two and
three way systems are now obsolete.”
What is a Jensen Triaxial if it's not a
three-way system? We are sure that
Messrs. Jensen, Klipsch, Electro-Voice,
Jim Lansing, Altec-Lansing. Univer-
sity, Brociner, Tannoy, Wharfedale,
and — well, practically every speaker
manufacturer in business will be pleased
to hear that they are now obsolete!

Well, pardon us while we've blown

Continued on page 15
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amazingly quiet,

the new

Motor rumble down
more than 60 db

Wow reduced
to less than 0.1,

Instant
push-button selection
of three speeds

Stroboscopic speed
and pitch adjustment

Torsional
and dual-stage
mechanical filtering

6-1b.
cast aluminum
turntable

convenient,
attractive,

TURNTABLE

The 710-A Stroboscopic Broadcast Turntable
achieves reduction of motor rumble more

than 60 db helow recording level. and decreases
wow to less than 0.1%, I)y a unique torsional
and dual-stage mechanical fillcring system.
Constlant unvarying speeds are obtained with
the lmm'y, non-magnctic, balanced lurnlnb'e
machined from a single aluminum casting. Instant
selection of 33-Y5, 43 and 78 rpm speeds by convenient
push-huttons. Automatic braking stops the Iree-wheeling
tarntable quick'y when the off button is pressed,

for quirk record removal. Each speed is imlrpcnzlcnl'y
adjustable £3% to permit exact tuning to the pitch of an
accompanying musical instrument such as organ or piane,
or to compensate for o"-spccd rccurdings. Built-in

neon siroboscope permits precise spccd adjustment
rogun"rss of line \'o|l:\gc. |’ic|\'up-mm
mounting and turntable bearings are rigi("y connected to
minimize dilferential vibration and acoustic feedback.

This system has shock mounting isolation from both

notor and turntable base, facihlnling installation since

the unique mounting makes vibration isolalion of turntable
Iase from cabinet unnecessary. Effects of very low
[requency arm resonance and system noise helow 20 cps
(where best sound systems begin to cut off) are reduced
]yy more than 50 db, an oulslnm]ing (lcsign
accomplishment. Quict nylon spindle bearings

never require [ubrication. In our opinion, the 710-A
Strobosropic Broadeast Turntable alfords a new
standard of excellence in turntable pcrfommncc.
with unique convenicnce of installation,
operalion, adjusiment. and maintenance,
logol]u‘r with ouhlnn(]ing slyh‘ng and

moderale cost.

The ™o

sep? vt o i
Y of P e Y T lrenott ot
ds © vsten L ome!
< a0 1ONS Jatave, i ead!
. H. SCO inc, o

FREE BOOKLET

JB5 PUTHAM AYVENUE,

CAMBRIDGE 39, MASS.
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HORIZON 20
20-Wotit Amplifier /

$84.95

HORIZON 5 “‘*—

Preamp Contro!

$49.95
HORIZON 10

10-Watt Amplifier
$79.95

HORIZON CRITERION
Bingural AM-FM Tuner
$169.95

o v ORI

HORIZON 20

HORIZON CRITERION HORIZON 10 HORIZON 5
9

Matchless AM, drift-free FM. Revolutionary new Unitv- Unitv-coupled output circuit. Less than .2°, harmonie, .3%

hoth at the samme time or new
binaural reception. Exelusive

FM Matamatic Tuning elimi-

Coupled output circnit. Com-
pletely eliminates impulse dis-

tortion caused by transformers

Built-in preamp control unit
witlr record equalizer, loundness

control, Lass and treble con-

intermeodulation distortion.
Four inputs. 7 equalization
curves. louduess-volume and

hass and treble controls. Slips

nates hiss and noise between in conventional amplifiers. trols three inputs.
into tnner or 20-watt amplifier.

statious! Phenomenal Sensi-
tivity — .5 microvolts!
For completc specifications 1orite Dept.
NATIONAL COMPANY, INC.
61 Sherman St., Malden 48, Mass.

ational<-

HiGH FIDELITY MAGAZINE

THE CHRISTMAS GIFT THAT IS
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NOTED WITH INTEREST
Continued from page 13

our top, but we do think that material
such as is contained in this bulletin
does not serve to clarify the complex
problems of sound reproduction for
the high fidelity enthusiast; we do
not want you to be led to believe that
there is any single panacea which will
solve all speaker and speaker-enclo-
sure problems. There is no single
solution; there are many partial ones,
some better than others.

What Next?

Having worked ourselves into some-
thing of a bad humor with the pre-
vious item, let’s return to normalcy
and good humor by bringing to your
attention a large advertisement which
appeared recently in the Boston Daily
Globe, in which the words "High Fi-
delity” were decidedly dominant. They
referred, this time, to “‘the new, the
finest, corselette . . . with a criss-cross
inner belt that holds your tummy in!”

Anybody told M. Dior about high
fidelity?

(Thanks for the clipping and the
laugh to Lt. D. E. Lundstrom, of the
USS Norfolk.)

Fairtime

By the time this issue appears, the
season of audio fairs, exhibits and
shows will be under full steam. The
Chicago show will have filled a floor
and a half act the Palmer House; the
New York Audio Fair will have jammed
three and a half floors of the Hotel
New Yorker. In Boston, the stomp of
hi-fi feet will have invaded the Hotel
Touraine. And there will be more to
come: Los Angeles is planning its
show for the 1oth through 13th of
February; there’s an audio shindig
scheduled for Philadelphia, probably
in February but the dates have not been
finalized at this writing; Washington
will repeat last year’s success at the
Hotel Harrington on March 4, 5 and 6

By no stretch of the imagination are
we going to try to take you on a tour
of the New York (or Chicago or Bos-
ton) show . . . the New York Audio
Fair directory listed 141 exhibitors;
they filled 3% floors and occupied
nearly 200 rooms. Masses of new
products were shown, with new lines
coming from unexpected quarters. But

Continued on page 16
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patented! exclusive!
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DYNAURAL dynamic noise suppression

The new 210-C DYNAURAL Laboratory Amplifier
with dynamic noise suppression

The 99-A Transcription Am-
plifier set a new styling
trend by incorporating "front
end” and |12-watt power am-
plifier, with power supply in
a compact, attractive case.
Like all H. H, Scott amplifi-
ers, its clean, symmetrical
clipping when overloaded af-
fords power output audibly
equal to much higher for-
mal ratings, based on com-
parative listening tests. With
control flexibility matched by
few amplifiers at any price,
we believe the 99 is preemi-
nent in performance and
value in the hundred-dollar
price field,

The 114-A DYNAURAL Noise
Suppressor, styled to harmo-
nize with the 99-A Amplifier
and 120 Equalizer-Preampli
fier, offers the DYNAURAL

The pynaurat. Noise Suppressor

virtually ecliminates turntable rumble

and record scratch and hiss.

but without losing audible music

as with fixed filters.

DYNAURAL noise suppression is almost essential

if the musical response now possiblc

with new cxlendcd-mnge spcakcr systems

and program material is to be cnioyed ru"y

— unmarred l)y cxtraneous noise.

The new 210-C py~auraL Laboratory Amplifier
inchudes the best. most pmclical features

we have dcvcloped over the years

— and at a “hest buy” price.

Rosoml»ling an attractive “control unit”,

the 210-C incorporates

cumplolc cqmllizor-prcampli[icr,

23-watt power amplificr,

DYNAURAL noise suppressor

upoml)'c on all input channels, oD
versatile record cqualizcr and input selector,
unique ﬂexibilily

in tape rccording and monitoring,

and many other features.

In our opinion,

the 210-C offers the outstanding combination

of over-all features, perfon-nance.

feature to those wishing to and price. 3
add it at a later date in the
development of their high 050"
fidelity systems, inence
we b’ o ane PRt
4wy Y 4 s:::"“ "o‘:“
- iag 1 e
-_— .on“’o u“‘::\;:\‘m.ons 0 O
Wy

H. H. SCOTT

FREE BOOKLET

385 FUTHAM AVENUE,

CAMERIDGE 39, MASS.
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NEW STANDARD OF PROFESSIONAL TAPE RECORDING

the magnificent ®
I by Pentron
Now ... aprofessional tape recorder that offers both
for the MAXIMUM OPERATING CONVENIENCE
first time plus UNMATCHED DEPENDABILITY
L — - —1

Dynacord is engineered to exceed the rigid
requirements of broadcast stations, sound studios,
industry and government. Its wide dynamic

range and many convenient operating features amaze
engineers and audiophiles alike. Compare

it in every way with any other professional tape
recorder and see why Dynacord sets

the new standard of professional recording.

Model DTM Tape Transport Mechanism, $350 net.
Model DP-100 Broadcast Amplifier, $150 net.
Model DS-10 Audiophile Amplifier, $75 net.

Exclusive 2-speed, inside-out Hysteresis synchronous

Write for motor. Direct capstan drive.

details ‘?”d Exclusive dynamic braking, fast, positive, fool-proof.
bulletin Frequency Response: 50-15,000 CPS at 15 in./sec. = 2DB
Signal to Noise Ratio: better than 55 DB

THE PENTRON CORPORATION
777 South Tripp Avenue, Chicage 24, lllinois, Dept. HF-12
Canada: Atlas Radie Corp., Ltd., Toronto

Largest Exclusive Makers of Tape Recorders and Accessories.
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NOTED WITH INTEREST
Continued from page 15

practically all of them have long since
been announced in the advertising
pages of HiGH FIDELITY (we had over
150 “exhibitors” in our October issue
alone). Instead, let’s skip around very
rapidly for a few highlights — and our
apologies to the many who will be
omitted
REVERE: a model T-11 which ac-
commodates NARTB (10-in.) reels and
has a hi-fi output (ahead of power am-
plifier stage). FAIRCHILD: preamp
and so-watt amplifier. BELL: a tape
recorder for $149.95; record and play-
back, packaged unit with hi-fi outpur;
also a 12-in. coaxial speaker and a
matching pair of table-top units (we
mean the totally-enclosed, compacted
style) housing an FM-AM tuner and a
r2-watt amplifier. Kripscri: a “"Short-
horn™ kit for $39.00 (wood only);
stands 36" in. high. BEaM INSTRU-
MENTS:  Stentorian speakers with
multiple impedance voice coils — 4
8 and 15 ohms available from one
speaker. V-M: a tpe recorder for
$179.95; many interesting features but
no hi-fi output at present. SONOTONE:
a loudspeaker line, also an amplifier and
preamplifier, in the preliminary speci-
fications stage (at Audio Fair time).
KRAL (Philadelphia): a radically differ-
ent pickup arm; the cartridge moved
along a horizontal bar held firmly over
the record; no tracking problem here
and other interesting features.
H. H. ScotrT had a device which,
from a distance, appeared similar.
We never did get close enough to see
what it was all about and apparently
it was still in the experimental stage.
Scott jammed them in because of an
almost completely revamped line with
many additions and two entirely new
items: turntable and FM tuner. LAN-
GEVIN, long in the professional field
with studio equipment, entered the
home market with a 10-knob preamp
and a powerful power amplifier. GRAY
RESEARCH, another primarily profes-
sional-equipment company with many
fingers in different electronic pies and
best-known to the home market for
their pickup arms, was “getung reac-
tions’”’ to an immense preamp-amp sys-
tem comprising three big chassis (two
for power supply, one for power am-
plification) plus a standard-size pre-
amp-control box, using deluxe com-
ponents throughout and delivering
around 6o watts . interest was fe-

Continued on page 21
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// PEAKER

[ JEXEANSION

a new approach to personalized listening ...

by

A modest budget need no longer limit ¢he quality and

caliber of your hi-fi aspirations. University offers, for the
first time in audio history, a tremendous selection of uniguely
designed speaker and network components so brilliantly
conceived and executed that it is now possible to develop your
loudspeaker system in successive, relatively inexpensive
stages . . . until what you have meets

your listening requirements.

Progressive Speaker Expansion by University makes it possible
for you to buy a speaker today in terms of the system

you want tomorrow! You are thus able to devote your present
budget primarily in the initial selection of guality amplifying
and program source equipment which cannot be economically
altered or substituted at a later date. P-§-E makes your

| speaker choice an easy one. Depending upon your goal and space
limitations, there are numerous University speaker systems
that can be started at minimum cost with
immediate listening satisfaction.

start planning today...

[
the way!

o Buy good amplifier and program source equipment which will
do justice to your eventual University speaker system . . .

and start with one of the versatile top guality

speakers or combinations recommended in the P-S-E chart.

o Build uﬁ to a deluxe speaker system with University components
so designed that speaker and network can be easily integrated for better
and better sound reproduction—without fear of obsolescence.

e Own a P-S-E speaker system which meets hi-fi quality standards
from the very beginning—and reach the highest standard of all—YOUR OWN.

Do it with University P-S-E! Only University products can meet
N4 such flexibility of application and demanding performance requirements.

51 YLE ' OUALm
SRAFTSMmANSHID ‘a w é

80 SOUTH KENSICO AVENUE, WHITE PLAINS, NEW YORK
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The Dean. Ffor use in a corner or equally efficient flat
against a walll You'll be amazed al the results from the C15W
15" woofer, Cobreflex-2 with T-30 driver for the mid-range and
the HF-206 for the highs. N-3 network used to cross over at 350
and 5000 cycles. The enclosure is a newly designed compression
type folded front-loaded horn so completely independent of the
walls and floor of a room that it is truly the one and only “corner-
less corner” cabinet. By unique internal design, wasted space
has been eliminated so that the overall dimensions of this sen-
sational system are only 36% ” high, 36” wide, 22" deep. Avail-
able in Cherry Mahogany or Blond at no extra cost. Impedance
8 ohms, power capacity 50 watts. The DEAN enclosure is available
separately as Model EN-D in Cherry or Blond.

The Classic. Containing the incomparabte C15W 15" woofer,
Cobreflex-2 with T-30 driver for rich full-bodied middles, the new
HF-206 Super Tweeter and the N-3 network complete with “Bril-
liance"” and “Presence” controls, the Classic incorporates some
of the finest University engineering achievements. The enclosure
is the versatile, newly designed folded front-loaded horn which
operates the C15W woofer as a compression driver for maximum
efficiency. Due to this design, the acoustic performance of the
CLASSIC is independent of the walls and floor of the room and
may be used either as a “lowboy" console or “highboy.” Base is
adjustable for this purpose. Dimensions: 34%2” x 40%” x 24%.".
Available in Cherry Mahogany or Blond at no extra cost. Impedance
8 ohms, power capacity 50 watts. The CLASSIC enclosure is
avaitable separately as Model EN-C in Cherry or Blond.

CUSTOM DESIGNED FOR Mspuxm SYSTEMS

A selection of fine speaker enclosures engineered to acoustically

enhance the performance of University speakers. Tastefully styled to complement

the decor of your home rather than dominate it.

i

EN-=15 Master. The EN-15 is a continuation of the princi-
ple refined by University in which the best features of rear-horn
loading, phase inversion, and direct radiation are integrated to
result in a highly efficient, extended range enclosure Capable of
unusual power handling capacity and excellent transient response.

The EN-15 is equipped to mount either a 12" or 15" coaxial or
triaxial speaker. Accommodation has also been made to take
University mid-range and high-frequency reproducers for use in 2
or 3 way combinations. A 12" woofer such as the C12W Adjust-
able Response Low Frequency Reproducer, or the Dual Impedance
Range C15W 15" woofer may also be used.

Made of heavy, fully-cured woods throughout and finished on 5
sides, the EN-15 may be used in either a corner or flat against
a wall. Available in Cherry or Blond Mahogany at no extra cost.

EN-8 Mighty Midget. Hit of every Audio Fair across
the nation, University now makes available this special 8” speaker
enclosure which was originally designed to demonstrate the re-
markable Diffusicone-8 coaxial speaker. incorporates combination
rear horn loading for unexcelled power handling and distortion
control, and tuned horn mouth for phase inverter action for in-
creased bass efficiency. Only 25%” x 18" x 12”.

The EN-8 may be used ideally with the new Model 308 Triaxial
speaker. It also has cut-outs for the 4401 tweeter and C8W 8”
woofer combination, if desired. Available in Cherry or Blond
Mahogany at no extra cost; also in unfinished Mahogany.

Dimensions: 37" x 28" x 19%".

Popularity of the bass reflex type baffle is due
to its relative ease of construction, small space
requirements, and satisfactory overall perform-
ance. Decide upon the dimensions of the baffle
to be built, in accordance with physical require-
ments, but try to keep the inside depth of the
cabinet to not less than 127, All sides should be
made of heavy, seasoned wood (preferably %"
plywood). All corners must be thoroughly braced
to prevent buzz nolses at cabinet resonance. The
removable side (usually the back) should be se-
cured at the corners, as well as approximately
every 4” along the edges. All of the back side
and fifty per cent of the remaining inner surfaces
of the cabinet should be lined with a sound ab-

WHITE

Form No. i8N32 10/34 163 M Litho in U.BA,

sorptive material, such as celotex, rockwooi, etc.
Tuning the Port. The port of a bass reflex

x

are for use with the size University speakers
indicated.

oh =
baffle is considered properly tuned for best low of -
frequency response of the speaker system when g 3
the bass response has been equatized and spread ¥ "
out over as wide a range as possible. Peaking or ‘ :m
excessive boominess is an indication of an im- ’*3
properly dimensioned port. i s
The chart shown indicates optimum port area 54
for given cabinet volumes and ioudspeaker free 'Eh-'
alr resonances. Once the port area is determined, L
the actual dimensions will not be found to be a
critical. The heavily shaded tines on the chart 9 3
2
wl

LIk
I 1) A
EORT AREA- SQ. 1N,

o . n 0 w0 30 s 8 00 o 200 300 o 800 RO 000

Write for latest catalog describing
the entire University high fidelity

PLAINS, NEW YORK line of speakers and accessories.
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NOTED WITH INTEREST
Continued from page 16

ported to be keen. RADIO CRAFTSMEN
showed their new lines, mcludmg a
table-top preamp and amplifier in one
compactedand totally-enclosed chassis;
several interesting features. ISI (In-
ternational Scientific Industries Corp.)
appeared on the scene with a tape re-
corder of unusual mechanical design:
a magnetic "fluid drive” arrangement
controlled tension and speed of take-
up and supply reels, thus eliminating
separate motors, friction clutches,
brakes, and what have you; this de-
velopment bears close watching; unit
accepts up to six heads, costs just
under $400 with three heads, preampli-
fication and equalization channels.
TANNOY: a big "Autograph” enclo-
sure and a preamp, amplifier, and
pickup cartridge. CRESTWOOD: 401
and 303 recorders mounted in consoles.
MARANTZ: previewed a power am-
plifier; novel feature: a built-in meter
to check bias and tube balance (im-
portant on many amplifier types).
MARINE VIEW: preamp, runer, am-
plifier, and "Wigo"" speakers. TELEC-
TROSONIC:  redesigned  recorders.
A.R.F.: an FM tuner covering range
from 54 to 216 megacycles; purpose is
to tune all TV channels (as well as FM
broadcast band) for sound, thus add-
ing better fidelity to low-i TV sets.
FENTON: an extension earphone (plug
type) for attachment to TV or radio
sets for hard-of-hearing or to permit
“silent” listening; also imported tape
decks and recorders. WEMBLEY SOUND:
a compact, novel-design enclosure,
utilizing an Axiom speaker. GENERAL
ELECTRIC: a chairside console cabinet
for their components. INTERNATIONAL
ELECTRONICS:  speaker system with
enclosure of unusual design. GRrROM-
MES (Precision): a table-top amplifier.
AMPEX: the 620, companion to the
600 recorder: an amplifier and speaker
in a small portable case, carefully
matched to give surprisingly good
sound.

Oddments: AMi showed a “hi-a"
juke box; sound was certainly a lor
better than we hear in our local drug
store . . . The number of imports is in-
creasing rapidly, not only speakers
and changers being represented but
cartridges and a wide range of FM,
AM and shortwave table and console
models — even a car radio with four
short-wave bands; multiple speakers

Continued on page 22

DECEMBER, 1954

From NEWCOMB’S
Big, NEW HI=FIl LINE

The two new Compacts, with amplifier, preamplifier and control unit
all in one...the new Classic 200 FM-AM Tuner, the answer to years
of demand...just three of the twelve all new components in the
Newcomb line — a line which offers an amplifier for every hi-fi need.
All twelve reflect the engineering leadership for which Newcomb
has been famous since 1937. Visit your dealer ... see and hear the full
Newcomb line — priced from $59.50 to $297.50. You’ll understand why
Newcomb is your best buy in hi-fi!

only

39950

oudiophile net

HI-Fl COMPLICATED? EXPENSIVE?
NOT WITH NEWCOMB’'S COMPACT 12!

Newcomb offers every music lover authentic high fidelity with a minimum of
expense and trouble in the new Compact 12. Provides unequalled flexibility
and range of sound control. Needs no cabinet. Just plug it in, connect it to a rec-
ord changer and speaker. But if you prefer to use cabinetry, it includes Newcomb’s
exclusive “Adjusta-Panel” feature for easy installation. Simple to move — ideal
for apartments! U/L approved.
Compact 10 - Asimpli-

fied 10-watt version of exceptionol

performonce of only $ 7950
oudiophile net

Compact 12 Specificotions

12-watt high fidelity amplifier —preamplifier —control unit
« less than 1% distortion at 12 watts « response +1 db 20
to 20,000 cycles « separate crossover and rolloff controls give
36 dlﬂerent recording curves « input selector and rumble
filter « 7 inputs « mike input « tape input « output to tape «
wide range separate bass and treble tone controls bass range
—15 db to +18 db, treble range —18 d b « hum
balance control « new level control « advanced desngn loud-
ness control « size only 418" high x 125" x

FOR SUPERIOR RADIO RECEPTION
NEW Classic 200—2 knob FM-AM Tuner

For years now, satisfied Newcomb amplifier
owners have asked for a tuner by Newcomb. Here
it is— the Classic 200 high fidelity tuner to deliver
the utmost to a fine amplifier! It, too, is compact
in size.

Designed for use with anr amplitier having its own controls.
Fully enclosed, beautifully finished to use as is, or the ex.
clusive “Adjusta-Panel” makes cabinet mstallatuon slmple.
U/L approved. Output is 10 volts at less than 14 %. 1 voit at
less than 4/100%. Effective to 200 feet from amplifier. Many
new circuit advances in both FM and AM sections. Results:
30 db of quieting with only 1% microvolts input on FM. 1
"‘ff/;?“" l&n sensitivity for 1 volt output. Only 63" high x
116"

$16950

oudiophile net

HI-FI GUIDEBOOK

“Hi-Fi Is For Everybody” Explains the how and why of authentic
high fidelity - How to buy and install economically « Informa-
tive and thoroughly illustrated - Not a catalog

NEWCOM

®SINCE 1937
Righ Fidelity Amplifiers and Tuners

NEWCOMB, Dept. wi2

Here's 25c for new book, 6824 Lexington Ave., Hollywood 38, California

**Hi-Fi Is For Everybody.”

Please send free catalog
D of Newcomb’'s complete Ll
line of 12 new hi-fi prod-
ucts, plus name of my Address
nearest Newcomb dealer. City S .

www americanradiohistorv com
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before Christmas
and all through the house
not a tweeter was
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NOTED WITH INTEREST
Continued from page 21

even in table model sets are common
and improve sound notably.

The ultimate in sublime happiness
will soon be attainable for kit builders.
Or, to put it another way, this ought
to shut up the kit nuts but for good:
early in 1955 they will be able to buy
a complete electronic organ, with
two or more manuals and a couple of
dozen pedals, all in kit form. The price
depends on how complex you want tt,
how many manuals you want, and so
forth; all the electronic equipment is
said to add up to less than $s00.
How loud you get depends on how
many amplifiers and speakers you usec.

As far as we are concerned, we will
now make two statements: first, if
Mr. R. H. Dorf (who is behind all this)
will send us a kit for a "Tested in the
Home" report we will guarantee to
count the number of parts, but no
more; if we ever got it assembled, we
positively will not undertake to dis-
assemble it for return shipment; that’s
Mr. Dorf’s lookout. Second, we wish
to urge all —and especially those
living within 200 ft. of their nearest
neighbor — to give careful considera-
tion to the amount of money which
can be saved by omitting amplifier
and loudspeaker stages.  Just use
earphones.

Kiddie-Fi

Don't let anyone think the youngsters
are not interested in hi-fi. There were
times when it seemed that at least 10%
of the visitors at the New York Audio
Fair were under 10 years of age! They
were in everything from push-carts to
daddy’s arms (mummy's arms carried
the catalogs). At least one pait of
young men, age about 5, were seen
sitting quietly on the stairs, thumbing
through catalogs. Asked where their
daddy was, one replied, "We've lost
our daddy.” Said the other: "No we
haven’t. He lost his daddy; I'm his
guest.” They were transferred to the
Fair HQ room, where they continued
to study catalogs.

Free Trial

Permoflux has announced a free home
trial plan: you can take either the
Largo or the Diminuette homeona 15
day trial basis and, if you don't like

Continued on page 24
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@ *Lislening Quality

The prime function of your hi-fi TONE ARM

The GRAY

viscous-damped 108 8

TONE ARM

For TRUE reproduction of concert quality High

I

Fidelity music, depend on the Gray Tone Arm.

t gives you perfect compliance and tracking for

all records . . . new or old . . . at lowest stylus
pressure. Virtually eliminates tone arm reson-
ances. Today, more and more High Fidelity
enthusiasts are achieving TRUE musical real-
ism with the Gray 108 B Tone Arm. Specifically
designed to meet the most exacting listening
demands.

Visit your nearest.- High Fidelity dealer today
. . examine the precision construction of Gray

Tone Arms . . . hear them reproduce perfect

‘Gray offers a radical departure in tone
arm design to assure the ultimate in
performance from new and old record-
ings . ..33%, 45 and 78 RPM . . . up
to 16” in diameter. The NEW suspen-
sion principle‘damps” vertical and hori-
zontal movement of the arm . . . stops
groove jumping and skidding . . . pre-
vents damage if arm is dropped. Instant
cartridge change . .. Pickering, GE,
Fairchild . . . with automatiz adjust-
ment to correct pressure.

Hi-Fi performance.

DECEMBER

e —_— —_—
7 -/ RESE

A j \ |

’ L | A }

AND DEVELOPMENT CO. Inc., Hilliard St.. Munchester. Conn.

Division of the GRAY MANUFACTURING COMPANY

Originutors of the Gray Telephone Pay Station and the

ray Audograph and PhonAudograph.

1954

Gray 106 SP
Transcription Arm
Chosen by profes-
sionals for superb
tone reproduction

... for every speed
record.

Gray 103 S
Transcription Arm
Leading audio engi-
neers recognize the
true tone reproduc-
tion. Specifically de-
signed for 78 RPM
records.

Gray Tone Arms.

Name
E Address
1 City.
i

www americanradiohistorv com

GRAY RESEARCH & DEVELOPMENT CO., INC.
Hilliard Strect, Manchester, Connecticut.

Please send e complete descriptive literature on

Stat,



www.americanradiohistory.com

for silence and unwavering speed

C

with a

ompares

no changer

Powered by the world-famous
Swiss-mode direct-drive motorl

THORENS

Whether you seek your first record changer or wish to replace your
present unit, you should know these important facts about the Thorens
Record Changer. It is the world’s most silent changer, with a noise
level far below any other changer. Thorens’ direct-drive motor makes
the important difference. The inadequacies of conventional phono
motors have been recognized, but it remained for the skillful Swiss to
create this incomparable direct-drive unit for all playing speeds. Be-
cause these are integrated, precision-built units, Thorens Changers can
be made uniformly . . . without variation in quality from unit to unit.

Whot Maokes a Thorens So Silent?

The design of the direct-drive motor reduces all sources of noise. Direct-
drive permits a slower turning rotor, therefore vibration is minimized.
Precisely balanced, positioned, machined, fast-rotating parts . . . plus
cast-iron frame, eliminate the major source of rumble. There are no
rubber belts, pulleys, idler wheels (or other elements common to rim or
friction-drive units) to cause unwanted noise or speed variation due to
wear or slippage. Elimination of “weak sister” parts also adds dura-
bility. Lastly, a mechanical filter adjacent to the electronically-balanced
rotor shaft provides freedom from undesirable gear vibrations and
noise. If you are a music lover who appreciates the true meaning of
“high fidelity” . . . the Thorens Changer is for you . .. because it is the
only true high fidelity changer.

All Thorens units are powered by the direct-drive motor

C€D-43 High Fidellty
3-Speed
Recard Chonger

CBA-83 Avtomatic
Player — Control button
for each record size ace
tuates turntoble, lowers
tone arm. After ploy,
arm lifts, motor shuts
off. Adjustable tracking.

E-53PA Transcription
Turntable —~ comporable
to other professional
models costing many
times more.

Also ovoilable: CB-33G,
CB-33P, CB-335 Manval
Record Players.

See your Dealer —
Write for new brachure.

%f———--_

THORENS company

DEPT. HF. NEW HYDE PARK. N.Y.

wwWwW americanradiohistorv com
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NOTED WITH INTEREST
Continued from page 22

it, get a 100% refund at the end of the
trial period. Fineidea;a speaker which
demonstrates well in a dealer’s show-
room may not sound so well in the
different acoustic surroundings of a
living room.

World's Largest . ..

This story should come from Texas,
by all rights, but instead it is from Pitts-
burgh, and from the eminently res-
pectable Buhi Planetarium, at that

It all started when a certain Antony
Doschek, once a professional musician
and now a development engineer and
high fidelity enthusiast, met his next
door neighbor, Leland Weed, execu-
tive V.P. of a Pittsburgh contracting
firm.

The final result was the installation
in the Buhl Planetarium of a loud-
speaker (see photo) which is 3 ft.
high and 12%2 ft. in diameter! Reports
are that the sound is stupendous, and
we'll go along with the "world’s
biggest” claim until Texas or some
other state presents contrary evidence.

Cabinet Maker

Add to your list of cabinet makers
recommended by readers: Mrs. (that
is correct) Jean Russum of Monkton,
Md. Contemporary (or Modern) work
only, says Reader Little.

Back Copies

Those of you who have been unsuc-
cessful in obtaining back copies of
some of the scarce issues of HIGH
FipeLiTY might try The Readers Mus-
eum Book Shop, 177 Greenwich Street,
New York 7, N. Y.

Or, write Paul H. Paulson, 64 Pet-
tey's Ave., Providence 9, R. I. He has
a complete set of HIGH FIDELITY (with
exception of issue No. 12) which he
wants to sell.

HicH FIDELITY MAGAZINE
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AXIETTE 101
B.inch

5 watts
40-15,000 cps
$23.20

3
-«-BECAUSE
THEY AXIOM 80
10 inch
SOUND 46 watts
: ; 26-20,000 cps
BETTER... Admittedly, the performance quality of a el
loudspeaker depends upon design and
construction. But we know that you intend neither to design nor
build one. You will select one already designed and
built. And when vou sit back to an evening of musical enjoviment,
the chances are you won't be thinking of flux density,
AXIOM 150
. . 12-
impedance or cone suspension. o
30-15,000 ¢ps
$53.50
Certainly, the facts and figures are available for
. Goodmans High Fidelity Speakers...and we know G o o D M A N s
they will impress you. But, the point we make is that you
-

not on paper but by critical listening. The more
critical you are, the more confident are we
that your choice will be Goodmans—for the best

reason in the world —because they sound better.

Complete Service Facilities maintained for your convenience

Sold by Leading Sound Declers ¢ Prices Slightly Higher on West Coost

DECEMBER, 1954

select your speaker as you intend to use it. ..

For Complete Literature, write to:

LOUDSPEAKERS

ROCKBAR CORPORATION 215 East 37th Street, New York 16, N. Y.

www americanradiohistorvy com

AXION 22

12.inch
20 watts
30-15,000 ¢ps
$72.95
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craftsmanship
~ carried to
the point

of artistry

Photograph is by Irvin Kershner of a Lyre Guitar in the
Erich Lachmann Collection of Historical Stringed Musical
Instruments reproduced through the courtesy of the
Allan Hancock Foundation and the University of Southern
California. Printed reproductions suitable for framing of
4 of the photographs used in this series are available for
one dollar. Send remittance to James B, Lansing Sound,
Inc. Be sure to print your name and address Clearly.

The sensitive fingers of Gennaro Fabricatore molded alyre guitar in Naples (1806)
in a shape which seems to be an absiraci visualization of sonority. In the language

of acoustics such beautiful lines are called “‘exponential curves', and scientisls

produce an infinite variely of them by mathematical formula. Engineers in the
Jim Lansing atelier use the formulae of science when designing speakers and
enclosures, but lo them they add the intuitive imagination which leads to basic
design advancements. They add, too, the traditions of craftsmanship — devotion
to delail, infinite care in production, meticulous assembly — which takes perfection

as ils only goal. YOUR BASIC SPEAKER-

The Jim Lansing Signature extended range Model D130 is your basic speaker. Never a compro-
mise, the D130 by itself, in a suitable enclosure such as the Signature C34 folded exponential
horn, will reproduce a perfect quote of every recorded note. If you wish to convert to a divided
network system later, your D130 will serve as an excellent low frequency speaker, perfectly
balanced with other Jim Lansing Signature units.

JAMES B. LANSING SOUND, INC. ¢+ 2139 Fletcher Drive, Los Angeles 39, California
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SIR:

Back in the dark ages of record review-
ing the tendency was for the reviewers
to give the recorded performances
under scrutiny the same sort of treat-
ment that the critics of the press gave
the previous nights’ clambakes in the
morning newspapers. Some of this
stuff was pretty high-flown, to say the
least, and I read their pretentious bom-
bast from month to month and from
year to year with ever-increasing dis-
taste. Along about 1940 I had had
enough; so I went back over the vari-
ous magazines and house organs then
in my files and culled some of the
choicest examples of meaningless pleo-
nasm and strung them together to
produce the review of the wholly
mythical work discussed in the clip-
ping attached hereto. (See below). This
was run in my own house oOrgan in
June 1941 and, believe it or not
otders for the thing resulted!

Albert ]. Franck

Richmond Hill, N. Y.

‘Probably no more significant record-
ing has come off the presses in recent
years than Symphony No. 3. 1416 by
that superb but generally neglected
Icelandic composer, C. Maxwell Kat-
zenstein. The reading of this supreme-
ly nostalgic work gives an insight into
the pathos, rhythmic coquetry and
poetic flow of langurous grace which
characterize the later works of this
curiously mystical composer, and we
owe to the conductor of the East
Bronx Philharmonic Orchestra, Dr. V.
Throckmorton Le Vine, a debt of pro-
foundest gratitude for an interpreta-
tion of outstanding luminosity. It is
positively definitive.

“Discriminating music lovers, hear-
ing the sixty-nine records of this set
for the first time, will be overwhelmed
by the unusually sonorous and brilliant
recording which prevails almost un-
tercuptedly from the first evocative
note to the last despairing sigh of the
double bass at the close.

Continued on page 28
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Now! You Can Have
Professional Tone Control

with the new

SARGENT-
RAYMENT
TUN@-model sp-808

HERE Is a professional - quality tuner,
preamplifier and tone control in one com-
pact unit. Advanced design and simpli-
fied construction give the new Sargent-
Rayment 808 instrument audibly truer
performance on AM, FM, TV, phono.

Most flexibility, too, with precise accu-
racy of control over the full range from
highest practical treble to lowest bass.

LEAST EXPENSIVE profes- $21 6

sional combination of
FOB OAKLAND

preamp, tuner and pro-
fessional tone control,
the SR-808 is priced at

BETTER BECAUSE -

Dual concentric treble
control with 5 position filter
independent of treble control
. eliminates heterodyne
“hlstles record scratch,
close prox1mity TV whistles,
high frequency audio hash,
but enables treble boost up to
actual point of interference.
Dual concentric bass con-
trol with 1-position cut-off
filter independent of bass
control . eliminates turn-
table rumble, amplifier over-
load, low frequency hum.
Plus 2-position bass boost
turnover: 250 cycle for voiced
selection programs; 350 cycle
for concerts or where bass
reinforcement is desired.
Dual concentric volume
control with optional 2-po-
sition volume control. Flat
volume response or Fletcher-
Munson curve.
3-position record com-
pensation.
Two types of phono input:
constant velocity and con-
stant amplitude.
Low-distortion SR AM
detector, universally recog-
nized by professionals.

Compare the audibly better performance of the SR-808 at your local dealer

The SARGENT-RAYMENT Co

1401 Middle Harbor Road ¢ Oakland 20, California

Artisans in electronics since 1926

wwWwW americanradiohistorv com
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announcing

BELL'S
Golden TWINS

| 2256
Mode tler

Model 2255
AM-FM Tuner

Now Bell engineers bring you a pair of matched high fidelity
units . . . AM-FM tuner and a 12-watt amplifier in golden-hued
twin cabinets for the ultimate in listening enjoyment and the
maximum in eve appeal. Put them on a table as they are or
mount them in a console — both units fit in a space of less
than a cubic foot. And the new Golden Twins incorporate circuit
design features which have placed the Bell name among
the foremost in high fidelity. See them . . . hear them . . . at

vour high fidelity dealer, or write today for Catalog 542-A.

Those who demand the finest always choose Bell

Bell

Sound Systems, Inc.
555-57 Marion Road Columbus 7, O.
Export Office: 401 Broadway, New York 13, N. Y.
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‘The intriguing second movement
a scherzo in which the mood is almost
entirely abstract, is in itself a syn-
thesis of all the emotional and in
tellectual qualities of the maturer de-
tails of Kartzenstein’s earlier works.
and evidences with inescapable force.
fulness the sound musicianship of
Katzenstein, the man. There is no
room for atrabiliousness in discussing
this aspect of the meaningful work.

'The provocative third movement
on twenty-two sides, with its haunting
ocarina cadenza after the first ninety-
one measures (in 7/11 time!) which
is here given authoritative expression
by the impeccable Sascha X. Flana
gan, is at once self-revelatory and
intensely introspective. The playing
of Flanagan is pure virtuoso artistry
and amazingly fast, and — angular
The conception is a novel one for
barbaric energy and rhapsodic fire, for
almost any other musician would fail
to reveal its full emotional expanse
by playing it only half fast.

‘The Colonic Record Company 1s
to be congratulated upon this out
standing contribution to the recordec
repertory of our day

Sir
I liked your story about Emory Cook
(October 1954) except for one thing
you say that tape appeared out of
conquered Germany and iniual re
cording was no longer done on disk
Actually, the tape that was used for
recording disks here was made b
Mr. W. W. Wetzel and his boys at
Minnesota Mining and Manufactur-
mng Co. Some German tape was
liberated and brought back here but
not enough for any large scale use
It was the development of high qualit
tape by Wetzel that really starced tape
on its way in the phonograph record
ing industry, and thar tape was differ
ent from and much berter than th
Magnetophone tape.

Jeanne Lowe

New York. N. Y

SIR
[ was very pleased to note Roy Hoope:
article in the October issue of HiGH
FIDELITY on the subject of Audio
Books.

If you will note our advertisement on
Page 136 of the same issue, you will
see that we are now manufacturing a

Continued on page 3

HiGH FIDELITY MAGAZINF
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N OWYOU CAN BUY A

REK-0-KUT

TURNTABLE

PRECISION

For some time, there has been an ex-
pressed need for a high quality turntable with
only the two currently popular record speeds.
This has arisen mainly among the newcomers
to high fidelity who have found that they ean
fill all of their music requirements with either
33% or 45 rpm records.

In considering this situation, Rek-O-Kut real-
ized that the exclusion of one speed would
simplify many of the design and construction
procedures, and would permit a lower cost
without compromising quality. The result . . .
the Rondine, Jr. . . . is an achievement we
regard with considerable pride.

DECEMBER, 1954

-
! ¥

" THE

' REK-O-KUT

|
/_C%/m?//f Jar.

Model L-34,

2-SPEED, 12-INCH

The most significant feature of the Rondine,
Jr. is the employment of the floating idler,
now adopted in all Rek-O-Kut Rondine
turntables. This development has virtually
eliminated accoustical coupling between
motor and turntable . . . thereby reducing
vibration, rumble, and noise to below the
threshold of audibility.

The Rondine, Jr. is powered by a 4-pole
induction motor. Other features include a
built-in retractable hub for 45 rpm records, a
permanently affixed strobe dise, plus the many
design and construction elements which have
made the Rek-O-Kut name world-renowned
in the field of sound reproduction,

For complete specifications write to Dept. TM-2

REK-O0-KUT COMPANY

Makers of Fine Recording and Playback Equipment
Eungineered for the Studio » Designed for the Home

38-01 QUEENS BOULEVARD, LtONG ISLAND CITY 1, N. Y.

www americanradiohistorv com
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It's New! It's Terrific!

The 27

FISHE

4

FM TUNER 7%
World’s Best by I R. E. Standards

NEVER before in the history of Frequency Modulation has there
been a tuner to match the remarkable, new FISHER FM-80.
Equipped with TWO meters, it will outperform any existing
FM tuner, regardless of price/ The FM-80 combines extreme
sensitivity, flexibility, and micro-accurate tuning. It has an unu-
sually compact, beautifully designed chassis. Like its renowned
companions, the FISHER FM-AM Tuners, Models 50-R and
70-RT, we predict the FM-80 will be widely imitated, but never
equalled. Be sure; buy THE FISHER. Only $139.50

Ovutstanding Features of THE FISHER FM-80

® TWO meters;one to indicate seasitivity, one to indicate center-of-channel
for micro-accurate tuning. ® Armstrong system, with two IF stages, dual
limiters and a cascode RF stage. @ Full limiting even on signals as weak
as one microvolt. ® Dual antenna inputs: 72 ohms and 300 ohms bal-
anced (exclusive!) ® Sensitivity: 114 microvolts for 20 db of quieting on
72-ohm input; 3 microvolts for 20 db of quieting on 300-ohm input.
@ Chassis completely shielded and shock-mounted. including twning con-
denser. to eliminate microphonics. and noise from otherwise accumulated
dustc. ® Three controls — Variable AFC/Line-Switch, Sensitivity, and
Station Selector PLUS an exclusive Output Level Control. @ Two bridged
outputs. Low-impedance, cathode-follower type, permitting outpue leads
up tw 200 feec. ® 11 tubes. @ Dipole antenna supplied. Beautdiful,
brushed-brass front panel, @ Self-powered. ® WEIGHT: |5 pounds.
® s1zE: 1234” wide, 4” high, 818" deep including control knobs.

Price Stightly Higher West of the Rockie:
WRITE TODAY FOR COMPLETE SPECIFICATIONS

ISHER RADIO CORP. * 21-25 44th DRIVE - L. I. CITY 1, N. Y.
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4-speed turntable capable of playing
the 16% rpm. speed. Since the ma-
jority of the phonographs and trans-
cription players which we manufac-
ture go into public schools, libraries
and churches, we long ago recognized
the importance of the talking book in
the fields of education and religion.
With some of the latest recordings of
the Audio Book Co. mentioned in
his review, it appears that they also
have a great future in home entertain-
ment.  Unfortunately, most of the
product of the Audio Book Company
is being played by means of a very
inadequate adapter which greatly dis.
torts the voice and causes low warble
to which Mr. Hoopes refers in his
article. Its unsteadiness also accounts
for some of the groove skipping, al-
though at 400 lines per inch, the pick-
up arm bearings can have much to do
with the tracking.

At the recent Convention of the
National Audio Visual Association,
we introduced our new line of players
with the 4-speed turntables, and those
in attendance who have had previous
experience with the Audio Books were
amazed to find how good the quality
actually is. It is fully comparable to
the good commercial fidelity on the
faster speeds which preceded today’s
high fidelity recording. At this Con-
vention we played all of the Audio
Books except the Bible completely
through, and we did not run into a
single instance of groove jumping. It
is unfortunate that Mr. Hoopes did
not have better equipment with which
to play these recordings before writ-
ing his review, as the Audio Book Co.
is being unfairly judged unless their
recordings are played on equipment
which can reproduce the really fine
recording job which they have done.

Robert G. Metzner
President, Califone Corporation
Hollywood, California

SIR:

I have just read C. G. Burke's
article, "In Defense of the Faith-
ful,” in the September issue of your
fine publication. Before I go any
further, if Mr. Burke's tome was
written with tongue-in-cheek (despite
the note on page three), then please
have a good laugh at my expense

Continued on page 31
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I have to come to the defense of the
Lampooners. I don’t know where the
Lampooners Mr. Burke mentioned got
their information, but I'll wager your
Mr. Burke never spent a few hours
at a retail record store just listening to
customers. Believe me, I've been on
the Hi-Fi kick for more than any 20
persons (engineers excluded) you can
name . . . . but to call the record buyer
of today a music lover, for shame!
They are sound collectors.

Before coming to Grauer Produc-
tions, I worked at The Record Hunter
in New York City .. .. Salesmen there
will recount any number of unfunny
bouts with the hi-fi bug. To cite one
instance that I handled myself: A
lady came in with her son. She whis-
pered to me in that confidential tone
hi-fi bugs use that her boy had just
assembled a superb hi-fi set at a cost
of over $2,500, and that she'd like to
start a record library. So, I got her a
batch of goodies to sample in the
demonstration booth. I wasn’t ten
feet away when I had to turn around
and dash back to hear him gurgle:
"Isn’t this wonderful? And just wait
until you hear these highs on my set!”
And wasn’t Mother beaming proudly?
and wasn’t the demonstrator twirling
at 45 rpms instead of 33 1/32!!! Be-
lieve me, this happened, with a slight
variation here and there, many, many
times . . . and it’s happening right
now, somewhere. All right, it’s human
t0 make a mistake and play a record
at wrong speed, but you should detect
it once it’s started and correct this. . . .

How about the great music lovers
who won't purchase a superior per-
formance because it's on Westminster
and not RCA Victor or Columbia?
And all this ffrr and FDS? We made
no bones about records at Record
Hunter: When a customer asked a
salesman for his opinion, the salesman
first found out "if you're interested in
sound or performance.”

I'm all for Hi-Fi, the thing and the
magazine . . . . but let’s face it — the
thing’s getting "way out of hand . . . .

J- Robert Mantler
Riverside Records
New York, N. Y.

SIR:

[f your reviewer(s) erupt once again in
a shower of unqualified huzzahs for
Maria Callas’ much-touted Norma,

Continued on page 32
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1 World's
" Finest

BY IL.R.E
. STANDARDS

MODEL 70-RT

FISHER

%0%4%’04@(1/
FM-AM TUNERS

THE truest index to the quality of FISHER Tuners is the roster
of its exacting users. An Eastern FM station chose the FISHER
to pick up selected New York and Washington programs direct,
for rebroadcast to its own community. Reception of FM stations
over 150 miles distant, terrain permitting, is a regular occurrence,
if you own a FISHER Professional FM-AM Tuner, 70-RT or 50-R.

MODEL 70-RT

B Features extreme sensitivity (1.5 mv for
20 db of quieting); works where others fail.
Armstrong system, adiustable AFC on switch,
adjustable AM selectivity, separate FM and
AM front ends. Complete shielding and
shock-mounting on main and subchassis.. Dis-
tortion below 0.04% for 1 volt output. Hum
level: better than 90 db below 2 voles out-
put on radio, better than 62 db below output
with 10 mv input on phono. Two inputs.
Two cathode follower outputs. Self-powered.
Exceptional phono preamplifier with enough
gain for even lowest-level magnetic pickup.
Full, phono equalization facilities. 15 tubes.
Six controls, including Bass, Treble, Volume.
Channel/Phono-Equalization, Tuning and
Loudness Balance. Beautiful Control Panel.
SIZE: 434" wide, 814" high, 914" deep.

MODEL 50-R

B Identical to the 70-RT but designed for

T
MASTERPIECE OF TUNER DESIGN

use with an external preamplifier-equalizer, -
such as the FISHER Series 50-C.
MODEL 50-R
MODEL 70-RT
$18450
MODEL 50-R

$16450

PRICES SLIGHTLY HIGHER
WEST OF THE ROCKIES

Write for Full Details
FISHER RADBIO CORP.

21-25 44th DRIVE
LONG ISLAND CITY 1,N.Y.
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WE ARE PROUD TO ANNOUNCE

The Greatest Advance

IN AMPLIFIER DESIGN
IN TWENTY YEARS!

o

SHER

-MATIC...

THE unusual, the choice — both are a regular and traditional
product of our engineering laboratories. But never before
have we offered a technological advance so obviously needed, so
long overdue, as the exclusive FISHER Z-Matic. Regardless of
the speaker system, be it a modest 8” unit or a giant assembly,
the vast acoustic improvement contributed by FISHER Z-Matic
is instantly apparent and truly astonishing. For Z-Matic has at
one stroke eliminated the energy-wasting, distortion-producing
mismatch that has prevented the complete union of speaker and
amplifier ever since the advent of electronic sound reproduction.
Z-Matic is now standard equipment on all FISHER amplifiers.

= =

50-Watt Amplifier - Model 50-AZ

100 waus peak! World's finest all-triode
am&)liﬁer. Uniform within | db, 5 10
100,000 cycles. Less than 19% distortion
at 50 wacts. Hum and noise 96 db below
full outpuc. Oversize, quality components
and finest workmanship. $159.50

Master Audio Control - e

“Finest unit yet offered.” — Radio and
TV News. 25 choices of record equali-
zation, separate bass and treble tone con-
trols, loudness balance control. 5 inputs
and 5 independent input level controls,
two cathode follower outputs,

Chassis, $89.50 « With cabinet, $97.50

What Z-Matic Does

® Muliiplies the efficiency and effective audible
range of any speaker system, regardless of size.
® The continuously variable Z-Matic control
permits any setting, according to personal taste
or the requirements of the speaker system.
® Eliminates need for oversize speaker enclo-
sures and antomalically corrects inherent defi-
ciencies in speaker or speaker housing.
® Z-Matic must »of be confused with tone,
equalization, loudness balance or damping fac-
tor controls. [t is an entirely new development.
® Only FISHER amplifiers have Z-Matic.

A Word to Our Patrons

Your FISHER 50-A or 70-A amplifier can be
readily equipped with Z-Matic. A complete kit
of parts and easy-to-follow instrucrions are
available at a cost of only $2.50 to cover
handling. Give serial number and model.

25-Watt Amplifier - Model 70-AZ

50-waus peak! More clean waus per dollar.
Less than V2% distortion at 25 watts (0.05%
at 10 watts.) Response within 0.1 db, 20-
20,000 cycles; 1 db, 10 to 50.000 cycles, Hum

$99.50
Prices Slightly Higher West of the Rockies

and noise virwally non-measurable!

WRITE TODAY FOR COMPLETE SPECIFICATIONS

FISHER RADIO CORP. - 21-25

44th DRIVE - L. 1. CITY 1, N. V.
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will cancel my subscription even
though I enjoy your magazine like
no other.

Admittedly tastes differ and I cer-
tainly concede La Scala's singing
heroine has an extraordinary range and
vocal color (one I dislike almost
100%)

1 merely wish to correct the impres-
sion that simply because Miss Callas
has become a vogue among disk re-
viewers and some discophiles that we
anonymous, opera-loving peasants are
swallowing her work whole. So far
among her output in this country,
Puritani strikes me as the best Callas
All the others, including, alas, the
Norma, are marred by the maddening
fast-ttemolo and that hooty, under-
water quality which has hypnotized,
apparently, so many opera lovers.

Miss Callas’ own colorful estimate
of herself as set forth in a recent issue
of HiGH FIDELITY, could well include
the realization that her voice, as she
now uses it, strikes some ears as freak
ish rather than beautiful . .

John B. Fisher
Weston, Mass.

SIr:

The present letter is provoked by
my recent acquisition of a preampli
fier-equalizer, which has, of course,
plunged me into the maelstrom of re-
cording curves. My collection of long:
playing records, something over 200 of
them that is, now has to be cataloged
according to curves. This brings up
my point. | am not complaining of
the multiplicity of characteristics (I
have the Fisher 50-PR which offers 16
combinations) but rather of the con-
fusion surrounding their application;
which curve for which records, specifi-
cally. In this connection, then, it is
that I want to express my hope that
you are not associating your pre-
éminent magazine with this mis-
guided campaign to reform all record.
ing curves to the new one, defined
variously to the public confusion as
the RIAA, ORTHOPHONIC and now
I believe with the AES and NARTB
labels as well. About the only two
things in a dissolving world which may
be called secure are the curves used
by London and Columbia. You can
pick up any of the records made by
either of them and know to a cer-

Continued on page 33

HigH FIDELITY MAGAZINE


www.americanradiohistory.com

LETTERS

Continued from page 32

tainty what equalization to use, as
they appear to have used only one
curve each. My thesis is that it is far
more important to have the curves
presently used well defined than to
have them all the same, starting now!
It certainly is quite evident that the
equalizer is here to stay for some
time, regardless of any action taken
at this late date. Therefore, I should
be very sorry to see any move to
change the curve used by a specific
company, as this would pile only
chaos upon confusion, as the change-
over point might well be in doubt and,
even if noted on the envelope by the
company (which many seem reluc-
tant to do), would still leave a situa-
tion in which the listener would have
to be highly alert.

My proposal then is for a vigorous
campaign to make manufacturers mark
their curve on jackets in a standard code
(for example, NARTB today could
mean any of three curves), or better
yet in figures. (Urania does the latter.)
I think this ts a basis on which all
audiophiles could agree, provided, of
course, that a new crop of character-
1stics does not turn up ]

Munroe Dolph
Clarks Green, Pa.

SIR:

There have been several letters, as well
as editorial comment, concerning pro-
posed changes in frequencies allocated
to FM and other services. Each writer,
including the editor, has exhorted the
reader to rush a telegram to Senator
Charles Potter protesting any change in
the FM channels. [ am in sympathy
with all of the writers; however, [ feel
that their suggestion, while having
merit, will not accomplish much in the
long run. Much more might be ac-
complished if an alternative plan were
offered and supported by all interested
parties including FM station owners.
Such a proposal should recognize and
resolve several basic facts:

1. The FM segment of the industry
has once previously been forced to
change operating frequencies at a huge
cost to broadcasters and set owners,
and against the best judgment of
competent engineers.

The mobile services are in ur-
gent need of additional room.

3. The UHF peck-a-boo telecaster
-annot compete against the VHF tele-

Continued on page 34
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Sire  Acddilicrns

TO COMPLETE YOUR
HOME MUSIC SYSTEM

FISHER

ACCESSORIES

MIXER-FADER - Model 50-M

NEW! Electronic mixing or fading of any two s.gnal
sources (such as microphone, phono, radio, etc.) No
insertion loss. Extremely low hum and noise level. High
impedance input; cathode follower output. 12AX7 -ube.
Self-powered. Beautiful plastic cabinet. O#ly $19.95

PREAMPLIFIER-EQUALIZER - 50-PR

Professional phono equalization. Separate switches for
HF roll-off and LF turn-over; 16 combinations. Handles
any magnetic cartridge. Extremely low hum. Uniform
response, 20 to 20,000 cycles. Two triode stages. Fully
shielded. Beautiful cabinet. Self-powered. $22.95

PREAMPLIFIER-EQUALIZER - 50-PR-C
WITH VOLUME CONTROL

50-PR-C. This unit is identical to the 50-PR bu- is
equipped with a volume control to eliminate the need
for a separate audio control chassis. It can be connected
directly to a basic power amplifier and is perfect fcr a
high quality phonograph at the lowest possible cost
$23.95

HI-LO FILTER SYSTEM - Model 50-F

Electronic, sharp cut-off filter system for suppression of
turntable rumble, record scratch and high frequency
distortion — with absolute minsmum loss of tonal range.
Independent switches for high and low frequency cut-off.
Use with any tuner, amplifier, etc. $29.95

PREAMPLIFIER - Model PR-5

A self-powered unit of excellent quality, yet moderate
cost. Can be used with any low-level magnetic cartridge,
or as a microphone preamplifier. Two triode stages.
High gain. Exclusive feedback circuit permits long out-
put leads. Fully shielded. Uniform response, 20 to 20,000
cycles. $12.57

PROFESSIONAL PHONO CARTRIDGES

America’s first factory-sealed, moving coil phonograph
cartridge. You are the first to handle the cartridge you
buy. High compliance improves low frequency response
reduces record hiss and wear. Exclusively with diamond
stylus. Model S0-LP (33-45) or Model 50-ST (78
Each $29.75

Prices Slightly Higher West of the Rockies

WRITE TODAY FOR COMPLETE SPECIFICATIONS
FISHER RADIO CORP. * 21-25 44th DRIVE - L. I. CITY 1, N. Y.
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Ultra High Fidelity Cabinet Speakers

F

Designed to add refreshing smartness to room interiors
) and bring sparkling sound rendition
(music you can feel) to your home.

Featuring * Curled, not folded, exponential horn
) (1% of formula). « Multiple flare formula (patent
applied for). ¢ Passive phasing chambers. « 24db/octave
acoustical crossover. « Distributed throat

characteristic (not found elsewhere).
Available in 4 sizes . . . 3 finishes

See your high fidelity distributor or writt e

Ko W .

Dept. H-10, 725 South LaSalle Sireet, Chicago 5, lllinois
A Division of Eddie Bracken Enterprises
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caster economically in the foreseeable
future. The great American mass will
no more buy an extra tuner or converter
to receive an additional TV station in
the 88 to 98 mc. region than they
will to receive one on its existing
frequency.

4. The present split assignment of
VHF and UHF stations was set up by
a few "'with monopoly in their hearts,”
to quote one U. S. Senator. The UHF
telestation is in the same position rela-
tive to the VHF telestation as the FM
broadcaster is to the AM with the ex-
ception that the UHF station has
technical difficulties and disadvantages
only to offer to a prospective viewer.

There are other factors that could
be listed; however, it should be obvi-
ous that the only solution that is
equitable to all segments of the in-
dustry, including the public, is one
that would combine all television
stations in one continuous spectrum
in the existing UHF allocation. This
proposal has already been made to the
commission, and is actively supported
by at least one FCC member. In addi-
tion, it represents a common ground
upon which those who are partial to
FM can unite, not only with other
segments of the electronic industry,
but more importantly with the great
majority of people who believe in
fair play.

M. M. Chase
Los Angeles, Calif.

SIR:

Regarding James Hinton's macabrilari-
ous story of Haydn’s reunification (In
One Ear), in your September issue:

Gustinus Ambrosi is Austria’s most
famous veteran sculptor — thus an
“expert” on the construction (and re-
construction) of a skeleton.

The name of the cemetery in which
Haydn was first buried is grotesque
enough without being misspelled and
wrongly divided. It is not “"Hunde-
sturm” which would mean “dogs’
storm,” but “Hundsturm’ (divided
“Hunds-turm’’) which means “Dog-
Tower."”

“Non omnias moriat’ was certainly
not Haydn’s favorite tag from Horace
or from anyone else, because that
makes no sense whatever. The Latin
phrase should read ""Non omnis mori-
ar” which means "I shall not wholly
die.”

Continued on page 36
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The gift of true musie—a lasting
treasure for all the family.

Hear Regency high fidelity systems
where you buy your records—a
complete line of high fidehty am-
plifiers, pre-amplifiers and tuners
from $1,000.00 to $69.95.

Reqency

REGENcY DivisioN, ILD.E.A., INC.
7900 PENDLETON PIKE
INDIANAPOLIS 26, INDIANA
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* Free Space Cone ol

Resonance—35¢.p.s. -

* Frequency Response
300 18,000¢.p.s.

Reproducers

* Has two 15" low-
drivers, 600 and
cycle crossovers, a
high-frequency drivers
coupled to multicellular
horns.

* Cabinet Dimensions: 48”
high x 38" wide x 21" deep.

nch mcl]olembcr of the middle range to the
resonant bass tones, Stephens Tru-Sonic speakers

e world acc
equipment the finest availab
For more than a decade., ! s
bolized the International Srandard in H:gh

Fidelity sound equipment.
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LETTERS
Continued from page 34

Unless T am mistaken, Mr. J. H.’s
article otherwise preserves high hidelity
to the facts — and what facts!

Klaus George Roy
Newton Centre, Mass

Mr. Klaus George Roy is most tem-
perate in his manner of calling atten-
tion to faults so egregious, and I am
grateful to him. His clarification of
Gustinus Ambrosi’s status is especially
interesting. It is reassuring to know
that the bones of Haydn are in the care
of a distinguished artist, and 1 only
regret my lack of information about
hun at the time of writing. The
spelling “Hundesturm” was copied
with uncritical delight from one of the
sources | consulted; it was much too
good to be true, I realize, and should
have been checked with proper so-
briety. The end-of-line hyphenation
is unfortunate, too, but this 1s a kind
of problem that is seldom completely
solved by publications whose contents
are multilingual. Still, even with the
correction, I am inclined to worry
about those dogs, especially since the
tower doesn’t belong to them. Where
would they go if a dog’s storm were to
blow up? As to the garbling of Horace,
I plead not guilty. It needs no gold-
medal scholar to tell that the lines as
they stand in print are meaningless,
whether in Latin, Choctaw, Uzbek, or
any other language. It isn't even a
misquotation. It 1s typographical
gibberish. However, so long as men
write and read, such things will turn
up. To paraphrase, at the risk of
sacrificing M. Valerius Martialis on the
altar of the keyboard: Suns bona, sun:
quaedam mediocria, sunt mala plura quae
legis hic:  aliter non fir, Klaus George,
liber. OK?

James Hinton, Jr.

New York, N. Y.

SIR:

It seems to me that some thought
should be given to the handicapped
persons that attend the audio shows
and must compete with the crowds that
swarm through those small rooms.

[ am sure that their intent to buy s
of a much higher percentage than
most who attend — so why not have a
day set aside for attendance by the
handicapped, even if it does require
an extra day?

Marvin Kaplan
Easton, Pa.
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' Model 710
17 TUBE AM-FM RECEIVER

Advanced circuil design with 2 stages of
limiters driving a Foster-Seeley discrimina-
tor, drift-compensated oscillator plus
automatic frequency control, maximum
sensitivily obtained by tuned RF stages,
built-in antennas, anti-hum control, pre-amp
tube for magnetic cartridges, 23 db bass
and treble controls, Williamson-type
amplifier. SENSITIVITY: 3 microvolts, AM;
5 microvolts, FM, for 30 db quieting. POWER
OUTPUT: 12 watts with 1/4% total harmonic
distortion. AUDIO RESPONSE: Flat within
1/2 db from 20 to 20,000 cycles.
$149.50

Makers of

Fine Radios &
Audio Equipment
Since 1928
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Model 700
14 TUBE AM-FM TUNER

Advanced circuit design with 2 stages of
limiters driving a Foster-Seeley discrimina-
tor, drift-compensated oscillator plus
automatic frequency control, maximum
sensitivity obtained by tuned RF stages,
built-in antennas, anti-hum control, pre-amp
tube for magnetic cartridges, 23 db bass
and treble controls. SENSITIVITY: 3 micro-
volts, AM; 5 microvolts, FM, for 30 db quiet-
ing. AUDIO RESPONSE: Flat within 1/4 db
from 20 to 20,000 cycles. SELECTIVITY: AM

10kc at 6 db; FM—240kc at 6 db. DIS-
TORTION: Less than 1/49, total with 1 volt
audio out. Operates with Model 501 or any
standard amplifier. $119.50

Model 501
8 TUBE AMPLIFIER

Williamson-type with a split load phase
inverter driving four 6V6's in push-pull
parallel; high quality transformers made with
grain-oriented steel laminations at the com-
pany's Saratoga Division; 24 watts power
handling capabitity with less than 1/2%
total harmonic distortion; frequency response
from 10 to 20,000 cycles; hum level is so
low that it can be detected only by instru-
ments; can be driven to fu!l rated output
with 1 volt audio.

Operates with Model 700 or any standard
tuner.

$79.95

HI-Fl!

See Your Nearest Dealer or Write Direct

MANUFACTURING COMPANY, Inc.
530 East 72nd Street, New York 21, New York
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the ultimate in Christmas
qiving engineered by

Pido

RADIO CORP.
atched Companion to t

FM-607 PILOTUNER $59.50

Eight tubes including Rectifier. Cathode Follower
Qutput. Sensitivilty 5 microvolts for 20 db. quieting
with hum level 70 db. below 1 voli. Three simple
controls: On-Off Volume; Selector Switch for FMm,
FM with AFC, or phono; and Tuning. Built.in line
cord antenna.

PNrelunes

AF-723 FM-AM PILOTUNER $79.95

Eight tubes including Rectifier, Cathode Follawer
OQutput. Ten microvolts sensitivity on FM and AM.
Built-in FM and AM antennas. Switch for disabling
Avtomatic Frequency Control, Selectively illumi-
nated slide rule dials. Controls: Velume, Tone,
AM-FM-Phono, Tuning and AFC On-Off.

AF-860 AM-FM PILOTUNER $179.50 ot

The Ultimate in engineering skill and sensitivity
created by PILOT. Armstrong Duel Cascade-Limiter
—Discriminator circuit on FM. FM Sensitivity better
thon 1.5 microvolts for 20 db, of quieting. AM
Sensitivity better than 2 microvolts. Exclusive
Micro-Meter for Laboratory Precision Tuning on FM
ond AM, Continvausly variable amplified AFC,
Two-stoge IF amplifier for broad or sharp AM
bandwidth with 10KC whistle filter. Complete pro-

-' AF-824 FM-AM PILOTUNER 5119'50 fessional Preamplifier and Equalizer with 3 inputs

Ten tubes including Rectifier. Preamplifier is equal- and 2 Cathade Follower Outputs. Dual Equaliza-

E‘.. ized cccording ta LP, NAB, AES and Foreign re- tion Switches provide five positions of Treble
- carding standards. Phono input has varioble load- Roll-off and five posifions of Bass Turnover.

ing for magnetic cartridges. Auxiliory input. 10
microvolt sensitivity on FM and AM. Controls: Yol-
ume, Equalizer, Treble, AM-FM-Phono-Aux, Bass,
Tuning and AFC On-Off.

Write for Free Boollet H-12
Prices slightly higher West of Rockies

PILOT RADIO CORPORATION 3706 36th ST, LONG ISLAND CITY 1, N. Y.

HIGH FIDELITY MAGAZINE

wwwW americanradiohistorv com


www.americanradiohistory.com

AS THE EDITOR.S SEE IT

AT THIS time of year it seems appropriate to consider
that phenomenon of the high fidelity industry known as
the audio show. It is a little hard to determine how many
there have been so far this season, since deciding what con-
stitutes an audio show is just about as hard as specifying
what is and what is not high fidelity. However, up to now
we have paid for an exhibit room in shows at San Fran-
cisco, Chicago, New York, and Boston. Before the season
is finished, we expect to participate in shows at Los Angeles,
Philadelphia, and Washington. That makes a total of
seven, of which the longest established and biggest is
New York.

The exhibitors’ directory for this "Audiorama” listed
141 companies who used nearly 200 rooms for their dis-
plays, spread out over three and a half floors of the Hotel
New Yorker. We have no idea how many products were
displayed, but five per exhibitor would be very conserva-
tive; 10 each is more likely. At the time of this writing,
attendance-figures have not been released; again, 30,000
is probably conservative.

Perhaps we should now voice an exultant huzzah
which would summarize our feelings excellently —and
move on to other topics . . . but the shows need a second
and a thoughtful look from all concerned: visitors and
exhibitors. What, for instance, does the visitor expect and
get? For one thing, he can expect to see (and hear) prac-
tically every piece of high fidelity equipment made — and
that is exactly what is on display. Does he see (or hear)
it? Well, unless the visitor is hardy, persistent, and has
plenty of time, the chances are he will not see it all.

Figure it out for yourself. Even if we are ultra-conserv-
ative and say only five pieces of equipment per exhibitor,
the total to be admired is over 700. Then if we really
pound along, giving our average visitor only 6o seconds
for each piece of equipment (and that includes time re-
quired to squeeze through the halls from one room to
another, waiting in line to talk with the exhibitors’ repre-
sentatives, and so forth) — well, that adds up to almost
12 hours of steady, hard sight-seeing. It certainly cannot
be done in one day (the longest day at the New York
show was nine hours), and two days of exhibit-seeing
would be enough to discourage even the most hard-bitten
of hi-fi enthusiasts.

Aside from seeing equipment, the visitor can hear some
types of hi-fi components, notably loudspeakers. Whether
he can judge them is another matter. There seems to be
no real answer to the loudness problem. Harrie Richard-
son, of Audic Magazine, toured the New York show with
a sound-level meter. In the HiGH FIDELITY rooms, which
had a sign outside "Come in and rest your ears,” the
loudness level ran between 75 and 8o db, or about the same
as a noisy factory. In rooms where equipment was being
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demonstrated, the pain level was frequently approached.
Why? Because, as one exhibitor after another put it, "if
I keep it soft, they drift out; hit it hard, and they come
in in droves.” And droves are what exhibitors want,
naturally.

From the manufacturer’s
point of view, the shows are both a marvelous opportunity
and something of a problem, the problem having to do
almost exclusively with the cost. Seven fairs per season,
for example, add up to a heavy expense and a considerable
drain on manpower. Not all manufacturers attend all
shows, of course; but the number of major shows increases
every year. Does business and profit increase proportion-
ately? That's the $64 question that only time is going
to answer.

All this is not intended to imply that we think that
audio shows are not worth while, educational and helpful
to all concerned. Rather, we have pointed out some of the
problems, as we see them, in the hopes that it will en-
courage you, the visitor, to write us your thoughts and
opinions, so we may relay them to audio-show entre-
preneurs, and so that the shows can be made more worth
while and interesting next year. The subject of audio
shows is now on the table for discussion; what do you
think is right - and wrong — about them?

as well as the visitor's

READERS may remember our discussion on this page
in our September issue of the question of standardization
of playback characteristics for tape equipment.

We are glad to report that industry reaction to the
editorial was generally favorable and all agreed that stan-
dardization should be achieved as soon as possible. Since
then, the Magnetic Recording Industry Association has
held its second annual meeting and set up a series of sub-
committees to move ahead promptly toward securing agree-
ment within the industry on several sets of standards,
including playback characteristics and arrangement of heads
for binaural recording.

Since there are basically only two ways of arranging the
heads for binaural recording — vertically stacked, one
above the other, or horizontally staggered, one following
the other — the problem of standardization there is rea-
sonably simple. Nearly everyone we have talked to seems
to be in favor of the stacked arrangement, with which we
heartily concur, for one reason alone if no other: tape so
recorded can be edited.

Playback characteristic standards will be slower in com-
ing, because there is all sorts of room for discussion.
Nevertheless, the MRIA is to be congratulated for getting
to work quickly, and we wish them every success with a
complex but urgent problem. — C. F.
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Toscanini on Records: 1320-19a4

by ROBERT CHARLES MARSH

Mr. Marsh began assembling materials for this project several years ago;
the actual writing started after the Maestro announced his retirement
last spring. This magazine commissioned the work, though it will appear
later between bard covers as part of a book. For convenience’s sake, we
bave separated the introduction from the actual discography. Part I
of the latter — 1920 through 1948 — will be found in the Record pages.

Sketches and caricatures of the Maestro in mid-career by Enrico Caruso.

N DECEMBER 18, 1920, Arturo Toscanini gath-
ered members of an ltalian orchestra with which
he was touring the United States into a compact

group before the acoustical apparatus of the Victor Talk-
ing Machine Company in a Camden, New Jersey, studio
and made his first recordings: a minuet from a Mozart
symphony and a Respighi transcription of a work by the
father of Galileo.

Toscanini was at the mid-point of a long and remarkable
career. A man of 53, he had been conducting for 34 years;
34 more years were to pass before he retired from the ac-
tive direction of his last, and probably finest, orchestra.
Since the Nineties he had been regarded as the foremost
Italian conductor of his time, and many were now hailing
him as a musician of unequaled powers. Between that
day and this, some 225 Toscanini recordings have been
made and approved for release, giving the Maestro a re-
corded repertory of about 160 works, roughly 70 of which
exist in more than one version. (The champion in this
field is the Scherzo from Mendelssohn’s Midsummer
Night's Dream music: five different recordings.) Over
20,000,000 copies of Toscanini records have been sold
for more than $33,000,000, according to RCA Victor sales-
statisticians.

This is a listing and evaluation of his records, a pre-
liminary appraisal of the documents in sound which
Toscanini has left for the generations who will never hear
him in a concert hall and who will have to rely upon re-
cordings to understand the principles of honesty-in-musi-
cianship for which he always stood and to appreciate his
contribution to the art of orchestral performance.

Recording is not a new thing, but faithful reproduc-
tion of anything as complex as the sound of a symphony
orchestra is a recent phenomenon. The acoustical method
was adequate for preserving human voices; recordings
of singers made even 50 years ago give a reasonably ac-
curate impression of the artist. Pre-electrical recordings
of symphony orchestras, on the other hand, are poor as
a group; and although some early electrical recordings
have life in them in spite of limited fidelity, really faithful
reproduction of orchestral sound is less than 20 years
old. Now, if one were to document phonographically the
68 years of Toscanini's career, it would be necessary first
to have adequate disks from his early period, and then to
have widely spaced re-recordings of a number of works so
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that major changes in his manner of performance could
be noted. The recordings necessary for such documenta-
tion do not exist, though acetates of NBC Symphony
broadcasts, air-check recordings of his broadcasts with
the Philharmonic-Symphony of New York, and similar
materials extend the available recordings far beyond the
list of commercially released disks given here. Unfortu-
nately, technicalities prevent the circulation of recordings
of broadcasts, rehearsals, etc., even for study purposes.
One hopes, however, that in time some of this additional
Toscanini material will be available to students in the form
of society issues or on some other restricted basis.

For half of his career Toscanini made no records. In
middle life we have a brief acoustical series from 1920/21
and early electrical recordings from 1926 and 1929. At 69,
Toscanini made the great 1936 series with the Philhar-
monic-Symphony Orchestra of New York, and from that
date to the present there have been recording sessions at
frequent intervals, though there have been some seasons
in which Toscanini made no records. It is the septua-
genarian Maestro who began to record liberally after 1937,
and it is the octogenarian Toscanini who comes to us
with high fidelity. He has said in the past that he would
conduct until he is 9o, and I feel that if he wishes he can
fulfill this promise. Although he no longer wants to be
committed for a winter season, 1 do not think that the
last Toscanini concert ot recording session has taken place.
Nonetheless, what we have on modern disks comes from
the final decades of a very long career. Toscanini the
musician has been before the public and the critics since
1886; the high fidelity recordings are the work of the
Old Man.

Toscanini has always viewed making records as an
ordeal, and until fairly recently he was not especially in-
terested in putting his performances on disks. The dras-
tic reduction of the relative levels of volume, the lack of
presence, and the loss of tonal values, together with the
general artificiality of recorded sound, made it difhcult
for him to understand how one could secure musical satis-
faction from records. Coupled with this was his perfection-
ism and his demand that no record should be released
without his approval. This made a Toscanini recording
session something of a nightmare. On 78 rpm a single
slip could ruin a side — four minutes of tense, and other-
wise perfect, work. A series of slips could result in his
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rejection of an entire album. One factor in the increase
of Toscanini recordings in recent years has been the
introduction of tape recording and the resultant ease in
editing masters.

The most celebrated instance of a long and expensive
series of recording sessions producing nothing at all for
commercial release was Toscanini’s 1942 series with the
Philadelphia Orchestra, when the Pathétique, La Mer, Death
and Transfiguration, the Schubert Ninth and Berlioz's
Queen Mab Scherzo were recorded. Technically the per-
formances had minor flaws, though some were approved,
but the recording was at too low a level to permit correction
by dubbing, and in some instances no second masters
were cut; so when in a tragic accident the masters were
damaged in the electroplating process, the whole series
became an almost total loss, so far as concerns commercial
release. Happily all these works have been remade with
the NBC Symphony, though not, of course, with the
Philadelphia’s distinctive tone.

Early in the Forties, Walter Toscanini constructed a
sound system for his father which made use of 16 speakers
wired in parallel and mounted in groups of four. This
provided a sense of nondirectional sound emerging from
a wide source, and with adequate volume the Maestro
was able to secure some feeling of orchestral presence.
Since then the household’s audio furnishings have changed
and multiplied vastly. Walter Toscanini now presides
over a very well equipped sound-laboratory in what was
once a billiards room. The Maestro's studio is fitted with
a coaxial speaker in a folded-horn enclosure; in his enormous
living room he listens to an Altec 820-A, fed by a go-watt
custom-built amplifier in the laboratory. The increase in
the number of recordings he has made
in recent seasons can be attributed in
part to his realization of advances in
recording techniques.

A great deal has been written to ex-
plain the unique qualities in Toscanini’s
musicianship. Such explanation is diff-
cult, and since simple, misleading answers
are easier to give than complex, accurate
ones, a great many naive or incorrect
statements have been made. We are
told, for example, that the impact of a
Toscanini performance derives from ab-

and (most important) mistakes in the composer’s calcula-
tion, such as bad disposition of parts which obscures
harmonic progression or which buries melodic lines under
the texture of the orchestration. If Brahms gives the
horn a low note that does not sound well, Toscanini re-
serves the right to cut it out, and in this he is merely ful-
filling his duties as a conductor.

In eighteenth-century works the printed score often gives
incomplete instructions as to the details of performance,
particularly with respect to dynamics, and here careful
study and editing of the parts is a necessary responsibility
of a conductor. Toscanini is a fine enough scholar to do
this extremely well, while Koussevitzky, for instance, was
notoriously weak along these lines. Toscanini’s wonderful
performance of La Mer is due partly to the painstaking
manner in which he has edited the score, doubling the
parts to make them sound, when he felt the original or-
chestration was too light, and adjusting the dynamics so
that every line of the instrumentation could be heard.
For these changes he went to Debussy seeking permission,
which was granted. However, it is not this fidelity or
musical scholarship of itself that accounts for Toscanini’s
excellence as a conductor, since he shares these qualities
with musicians of lesser stature.

We are told that Toscanini is a master of the orchestra,
that he is familiar with the technique of all the instruments,
and that with years of experience to draw upon he should
be expected to use their resources to maximum effect.
This, too, is true but incomplete. Many conductors are
thoroughly familiar with the resources of the orchestra
and can produce effects which, as effects go, are just as
spectacular as those Toscanini can command. The Bos-
ton Symphony under Koussevitzky and
the Philadelphia Orchestra under Sto-
kowski were both just as fabulously
beautiful as any orchestra under Tos-
canini. One can agree, then, that Tos-
canini knows the orchestra forward and
backward, but this is not the reason for
his primacy among conductors.

The same must be said of his suppos-
edly unique evocative power. He is a splen-
did disciplinarian, as are many other con-
ductors; more than this, he can get men
to share his intensity and give themselves

solute fidelity to the score. This, cer-
tainly, is misleading; for though Tos-
canini is scrupulous in making no un-
warranted changes in the music and has
come to loathe the word “interpretation”
and what is done in its name, he does
deviate from the printed music. Unlike a Stock, he does
not add extra bars to a Schumann symphony or an organ
to Chausson's, and unlike a Stokowski he does not subject
Wagner to ‘symphonic synthesis” or eliminate the coda
to Tchaikovsky's Romeo and Juliet. But he does make
changes. 1 have looked at some of the scores on his
shelves and they are full of the sort of markings that one
would expect to find in a scholar’s library: corrections of
printer’s errors, inconsistencies in the composer’s notation,

’
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to the music without holding any feeling
y : or emotional energy in reserve. This is a
i rare quality, but I do not think that
1)U#5  Toscanini is the only conductor of our day
i}w_/i' to possess it, and it is not the thing that
“ sets him apart from his contemporaries.
Another explanation tells us that Toscanini is the
master of styles, that he always plays music in the idiom
best suited to it, thereby stating it in the most effective
manner. This is another partial truth. Toscanini is really
the master of only one style, his own, but this is based
so securely on what seem to be fundamental principles of
good musical performance (for example, that the ensemble
should be so balanced that every line of the orchestration
can be heard) that it is virtually a universal style and right
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for everything. Persons who make an issue of style usually
mean by this the traditional manner in which works are
played, and in this sense Toscanini rejects style com-
pletely. He spurns the distortions and sentimentality that
usually go with Tchaikovsky, the Romberg approach to
Schubert, the muddy sounds that are supposed to capture
the spirit of Brahms, and the emasculating ''Viennese”
mannerisms that are inflicted upon Beethoven. The Tos-
canini style is based upon years of analytic study of scores
with the determination to play them honestly and effec-
tively.

THERE ARE other generalizations that are equally
faulty: that Toscanini’s tempi are always faster than what
is usual for the work, that they never vary from one per-
formance to another, that they are always metronomically
exact. Certainly, Toscanini's sense of tempo is extraordin-
arily keen, but his tempi in a given work do change from
one performance to the next, and over the years his per-
formances of some works have altered a good deal. He
has played a Brahms symphony one way in the spring
and another way the following autumn. Some works he
has speeded up and others he has slowed down. Similarly,
though some of his performances are markedly faster
than those of other conductors, some are also slower. The
fact is that in these things Toscanini is no different from
many of his contemporaries. His performances are living
things, produced from the heart and mind of an intense
and perceptive musician, and it is inevitable that they
should — at different times and under different conditions
— change.

The truth of the matter, it seems to me, is that Tos-
canini’s unique qualities come from his understanding of
the nature of music and from a sense of dedication
to an ethic of honest musicianship in
which it is not the great maestro but the
great composer who speaks through the
orchestra. For him the task of the conduc-
tor is to master the score and combine
intelligence with musical skill in giving Ve }
voice to what the composer has written. ~ /
The gap between Toscanini and the "in-
terpreter-conductor,” who places himself
above the composer and uses the music
and the orchestra as vehicles for the asser-
tion of his will and the enlargement of his
ego, cannot be bridged; and because so
many conductors have allowed them-
selves to be affected in this way the selfless
musicianship of Toscanini is alone sufhcient
to place him in a category by himself.

It is not straining an analogy to speak of
music as a language. In a word-language
used expressively, as in poetry, we have
the elements of the meaning of words,
accent, thythm and tempo; the combina-
tion of these things, as we read a poem,
gives us our feeling of coherence, continu-
ity and form. A poem is an artistic unity.
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It we change words, drop out or rearrange lines, or read
with accents other than those the poet expected the words
to have, we destroy the integrity of the work and substi-
tute an artless muddle. In music the units are not words
but combinations of sounds, and just as any word cannot
follow any other word and still make sense, so certain
combinations of sounds have a significance when followed
by certain other combinations of sounds that they would
not otherwise possess. It is this fundamental thing about
tonality, certain sounds seeming to lead naturally into other
sounds, that gives us a basis for harmony and that allows
the creation of feelings of tension and repose which, in a
thythmic pattern, are the fundamentals of musical structure.
The basis of a Toscanini performance is the rhythmic
pattern he has selected as best fitted to the expressive con-
tent of the music. This rhythmic foundation does not
change in the work except when the composer has indi-
cated that it should. There is consequently a line to the
performance, a steady propulsive force which is always
felt and which is never sacrificed to a special effect, but is
always present and gives the work coherence and cumula-
tive power. The wonderful plastic qualities of Toscanini
performances come from the fact that within this rhythmic
pattern he can pass from the softest to the loudest dynamic
levels and through a score of changes in expression ot
orchestral color without losing the integral drive of the
harmonic rthythm. The nature of a work of music is that it
must be revealed as a sequence in time, but the composer
and the conductor must see it as a structural unity in which
all parts are properly balanced in terms of the entire com-
position. The unique quality of Toscanini performances

comes, essentially, from his magnificent sense of form.
In recent years that sense has caused him to eliminate
the most elementary of rhetorical devices. We are all
familiar with the habit of slowing up on concluding chords,
so that they come dab DUM dab (say).

} 5 Toscanini once did this to a limited degree,
(}

but today he has eliminated nearly all
rhetorical expression from his playing, and
this is probably the greatest contrast be-
tween his conducting and that of German
musicians. Those who say they don't
like Toscanini are probably saying that
they don’t like the absence of rhetoric;
but after one senses the greater intensity of
Toscanini's “'singing style” most rhetoric
seems crude and tasteless.

Let us contrast Toscanini with his bére
noire, Furtwingler. The Furtwingler meth-
od is to allow the music to fall naturally
into phrases and groups of phrases, and
these simple statements are spun out to
the length of the work. In music for which
Furtwingler has special affinity, such a
performance can be eloquent, moving and
beautiful, though lacking in intensity, co-
hesion and cumulative power. In works
for which Furtwingler has no special
aftinity, or in which he wishes to make a
great effect, this Continued on page 122
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The Sinister Art of Discal Giving

Afraid to pick a gift-record ? Is Hindemith old-hat this
season, or Brabms bromidic? Do collectors awe and
Take heart.

is a smattering of know-how — and malice aforethonght.

phonophiles frighten you?

by FREDERIC GRUNFELD

AMONG TWO DOZEN classic examples of how to
give records for Christmas, only one is of Midwestern
origin. The case concerns Ballard Bestoon H —, who
lorded it over all other audiophiles in the town of A —,
Michigan, only to be taken down several pegs by the
seasoned Record Connoisseur, Wilfred G. Crane, now a
successful oil man and since removed to Tulsa, Okla-
homa. However, at the time, Crane was only a 1o0-watt
amplifier bank clerk.

By virtue of an immoderate income as a grain-elevator
operator, H — could afford a house completely wired
for sound, sporting the best and most expensive sorts of
equipment. At his weekly “musicales” as he liked to call
them, he would demonstrate to a small coterie of admiring
friends a stunning range of sonic effects.

At Christmas time, Crane gave H —a gift-wrapped
package which upon opening was found to contain a
single 78-tpm  record protectively swathed in tissue
paper and corrugated cardboard. "It’s something 1 want
you to have, specially,” Crane announced with the ex-
cited air of a spaniel flushing his first covey.

“It’s Dajos Bela and Salon Orchestra,” he said, reading
the label upside-down, “Been looking for it for years.
The way he plays these Hungarian Dances is beyond
comparison. Finally found it on my last trip to Chicago.
Some allowances you may have to make, but for 1933
don’t you think the sound is spacious and resonant, eh?”
Of course, Crane had actually found the disk in a pile
left in the attic of his mother’s boarding house, and had
then rubbed dust and grit into the grooves in the manner
of a furniture-dealer "antiquing’ or liming oak.

H —, at first nonplused, later reciprocated graciously
with a three-record LP album, apologizing for "not having
had time to go out and get something special, but you
know how hard it is to choose the right music for an ex-
pert anyway.” H —has since become extremely 78-
conscious and now owns a large collection of bad-sound-
ing rarities. He is no longer in any danger of being thought
hi-fi bourgeois or nouvean-musical, and is well known as
a man with “high respect for lasting values in recordings.”
The knob on his rolloff switch is nearly worn out.  On the
other hand, Crane never bothers with 78s, though his
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All yon need

Record Connoisseur status originated well back in the
78 era.

Drdla was one of the few pieces of out-of-the-way in-
formation one had to remember in those days, when to
be a "Record Connotsseur” one was only required to con-
verse fluently on the merits of one (better) version as
compared to the flaws of another (worse). There were
never more than two of anything and in many cases not
even one, 50 the only hazard was being caught off-base
discussing non-existent issues.

Many of the early Record Connoisseurs had to throw
in the sponge once LP really got under way. As though
new artists, orchestras, composers and titles weren't
enough, new labels and trademarks, were added in such
numbers as to tax the memory of even a muldple-game
chess player. Maintaining Record Connoisseur status has
become almost impossible for amateurs, who are apt to
be accosted without warning by friends who ask “Have
you heard the new version of the War March of the Priests
from Athalie?” whereupon the answer must be unhesitat-
ingly automatic: “Which do you mean, Arrur Spressburger
and His Collegium Musicum, or the one with Dragée and
L'Orchestre Symphonique de France, the Paris pick-up
group?” Such facts are pay-off knowledge for the Con-
noisseur but they must be cultivated assiduously.

(Simeon Weeks, of the Harris-Moeran Office. recently
devised a strong counter-thrust in the "Weeks Parry.” Un-
able to keep abreast of all new LP developments, Weeks
specializes in complete Beethoven Quartet issues. “Sorry,
I haven’t got around to that yet,”” Weeks replies in a thinly
disguised tone of contempt, "'I've been busy comparing
the new Barstow Quartet series with the earlier complete
Beethovens. Takes a while, y’ know.”)

Yuletide Record-Giving, now propetly recognized as
an art apart, is one field of action still left open to the
non-professional Record Connoisseur, for it depends less
on actual information than on shrewd musico-psychological
perception. A single record, properly selected and be-
stowed, can serve to establish beyond question the authority
of the giver for the period of a year and longer.

(It should be noted that eatly attempts to improve
Christmas Connoisseur techniques were stimulated by the
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introduction of Stephen Potterism in the United States.
Not since Emil Coué — “Day by day in every way I am
getting better and better” —has a foreign philosophy
gained so firm a foothold in this country. Potter has
formulated the principles of “Christmas Giftmanship™
(though never concerned with Record Connoisseurman-
ship per se) and outlined numerous situations in which
Potterites can seem "'nicer than anyone else really, and
yet never lose the unassailable one-upness of the expert.”
Space considerations prevent a detailed analysis here of
the English Behaviorist’s ideas: Such is easily available in
the basic handbook, Gamesmanship, or The Art of Winning
Games Without Actually Cheating, and the subsequent
studies in Lifemanship and One-Upmanship. Suffice it to
say that he cannot but have had a powerful impact on
efforts to refine the crude methods of pioneer Connois-
seurs.)

ONE VERY STRONG record-giver, Roger B. Lustrand,
a bachelor of my acquaintance, originated the Children-
Know-What's-Best-For-Them Tactic for use on relatives
and friends. Having discovered that most of the children
on his Christmas list possess large collections of such
records as Quacky Clarinet and Otto the Ophicleide, Roger
makes a habit of bringing them LPs of the most recondite
sort of music: Schonberg, neo-classic Stravinsky, or
Varése. “‘Children don’t have preconceived notions about
art and aesthetics,”” he explains earnestly to the parents,
who squirm in their seats with embarrassment. “Before
they acquire the antiquated taste-patterns of our generation,
let’s give them a chance to make up their own minds; let’s
see if the unfettered, unconditioned child won't have a
favorable reaction to the music of our time.”

A few of the modern parents in Roger’s circle actually
rear their children according to these principles; roughly
in the order Mozart-Schubert-Prokofieff-Barték. For them,
Lustrand thoughtfully provides a present of the Terry the
Timpani variety, the most banal he can find, which in-
evitably becomes the favorite item in the nursery library
and is played day and night for over a month, much to
the parents’ chagrin. Lustrand is always spoken of as a
keen judge of character — and more knowledgeable about
records than anyone else in B—, Mass.

Bonnard Harvey, of the Maryland and Astoria Harvey
family, was recently hard put to establish Connoisseur’s
authority in a duel of wits with Earl Benson D—, a
prosperous dealer in cotton futures whose record-collec-
tion far exceeds Bonnard’s and who maintained, until
recently, a far-flung reputation as an expert on chamber-
music releases. D — could discuss trio and quarter re-
cording with a maddening self-effacement and a technical
assurance that extended to keys, themes, devices; he could
furthermore speak of their relative merits with a fluency
which Bonnard (whose English is rather poor despite the
fact that he was born in Chevy Chase) could never hope to
equal. Until last Christmas it seemed that the ill-favored
Bonnard was destined to occupy a permanent back seat
whenever he and other chamber devotees met at the D —
apartment.
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One holiday party last year, however, Bonnard arrived
as if slightly in his cups, bearing a gaily-wrapped Schebera-
zade recording which he had bought at the corner drug-
store for well under a dollar. This he presented to D —
with the assurance that here was a diamond in the rough:
“Oh, it may have a few reproduction flaws,” he said, “but
this cheap little music-for-the-masses disk contains a flam-
boyant Scheberazade worthy of your steel.”

Smiling a little incredulously between compressed lips,
D — gave the cheap LP a test. Being out- as well as well-
spoken, D —lost little time refuting Bonnard’s claim,
for — "‘was this a joke or something?”" — only a tin-eared
eccentric could find anything praiseworthy in the record.
Bonnard asked why; D — elaborated. He produced one
of the ten great high fidelity records of the piece, opened
the score, and proceeded to give Bonnard and his friends
a detailed, hour-long analysis of what made it tick.

Bonnard was chastened. He allowed D — was certainly
right. A week later he appeared with a second “find”
Scheherazade of questionable antecedents. Again his good-
natured gift was received haughtily and critically. Though
a certain restlessness might have been discerned among
the chamber-loving onlookers, D — embarked on a second
and more emphatic Korsakoff analysis that would have
done credit to a Tovey.

But, even as he was playing, stopping, illustrating, D — s
preéminence among chamber cognoscenti was draining
away by degrees. Word went out later that “D — has
finally revealed his true colors.” William Stebbins, who had
been present both times, commented: A chamber-music
man my foot!” And that was the consensus. “He talked
all night about Scheberazade; enthused about it. Ever hear
him talk that way about the Lark Quartet? He's a sham,
that fraud.”” And conversely, "Bonnard may not know
his Korsakoff, but have you ever noticed his dedicated
silence when he listens to Mozart? Still water runs inarticu-
late, I tell you.” Bonnard now is recognized as one of the
leading Connoisseurs in all greater Astoria.

PERHAPS THE past master of Yuletide Record-Giving
strategy is Shelley Morton Tonner, a Record Connoisseur
I know who wears, year-round, the cheerful countenance
of a woolly Santa Claus, but who actually suffers from an
evil disposition inherited from his father, Noah, the stock-
manipulator mentioned in Meininger's Wall Streer Tales
and Follies. It was Tonner who presented Mrs. Johnson
Degroat S —, author of Among the Stars and Diamond
Horseshoe Nights, with an album of Mario Esperanza selec-
tions taken from the sound-track of the technicolor musi-
cal, Song-time in San Marino. Mrs. § — is his maternal aunt.
Buttel, the concert pianist, received from Tonner the com-
plete Chopin piano music in Korzibsky's recording, just
after Buttel had begun his own Town Hall Chopin cycle.
Tonner, I think, rates as a semi-pro Connoisseur. He
wortked with Elgar Green of Acoustic Disks on Swhway
Tunnel and Armor Plate (17 kinds of ricochet) and has
just finished producing The Voices of Silence, nine varieties
of sound-free pickups made on location in Grant’s Tomb
and other still places around New Yotk Continued on page 116
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A Brave Echo From Vanished Vienna

by Martin Mayer

No young men wear the uniform nor blow the brasses of the beloved
Deutschmeister Kapelle, to whose music emperors once marched and danced.

PAGEANTRY HAS BEEN at the heart of every Empire,
but nowhere so overwhelmingly as in the shell that held
the show of Austria-Hungary. Here at Vienna, a city
planted on the single break in the chain of hills that di-
vides Eastern and Western Europe, the Hapsburg Emper-
ors held court; and faced in both directions, like their
flag. Their pageantry was, as in all Empires, primarily
architectural: they tore down the city walls which had re-
pulsed the Turk, and built along this semicircle a street
for marching armies, and the most imposing series of stone
buildings that the 19th century could conceive. But the
pride of their pageantry was music, and along this passage
between East and West they raised in less than a century
and a half an astonishing succession of genius: Haydn
and Mozart, Beethoven and Schubert, Schumann and
Brahms, Johann Strauss (Vater und Sobn, und Bruder Josef),
Mahler and Richard Strauss. This is the background be-
fore which Vienna lives today, and it is a very recent heri-
tage: there are men still living who heard Gustav Mahler
conduct Le Nozze di Figaro at the Wiener Staatsoper.
The heritage is withering now and the background is
dead. The Empire was pulverized in the first war, the city
itself in the second. There is little grandeur today about
the stone buildings being rebuilt or patched up along the
Ringstrasse, and international squads of MP's roll in
Chevrolets (it used to be jeeps, but it isn’t any more)
up and down the street made for marching Imperial armies.
Licele trade and less culture pass through the gap in the
chain of hills; the city faces neither east nor west, but sits
on its site in dismayed poverty. What is left is a poverty-
stricken, provincial love for music; Josef Marx, still active
as a music critic; and a beloved military band, the subject
of this writing, that wears the Imperial uniform and tootles
valiantly up the street on official and unofficial occasions.
This is the Deutschmeister Kapelle, and its members
have a right to their uniforms. They are elderly men now,

The young Bandmaster: When we die there will be no more.

bnradiohistorv.ce

every one of them: they all served in the Imperial Army.
They all served, in fact, in the brass band of the 4th Regi-
ment, the Hoch-und-Deutschmeister Regiment created in 1741
for the Empress Maria Theresa. The uniforms were changed
in 1880, to meet the taste of Kaiser Franz Josef; otherwise,
with one exception, the tradition remains the same. ‘‘Peo-
ple ask me,” said Julius Herrmann, a young man of 62
who has been director of the band since 1915, “"How old
is the Deutschmeister Kapelle? I say, 'Including my
mother-in-law, two thousand years'.”

The exception is the absence of strings. Before 1918
the Deutschmeister Regiment had a full Kapelle, not
much smaller than a Wagnerian orchestra; today Herrmann
has a wind band, pure and simple. Much has been gained
in the loss of the fiddles: schmalz that is syrup-sugary in
a string section takes on the proper, slightly comic color
when done by tubas and clarinets. The Deutschmeister
Kapelle’s record of Waltzes is much more fun to hear
than any selection by full orchestra, especially since the
recording, technically, has caugnt the full color and naive
pomposity of the teutonic brass band. Herrmann himself
sometimes regrets the vanished fiddles, but he has a
policy. "I would never take young men into the Kapelle,”
he said. "They would not have the right to wear the uni-
form. And everyone would say, it isn't genuine any more.
No,” he added, “‘when we die, there will be no more
Deutschmeister Kapelle. No more.”

There was a moment’s nostalgia here, but only a mo-
ment. Kapellmeister Herrmann is a man who enjoys the
instant of existence, who is always laughing at somebody’s
jokes, head thrown back, features dimmed by the brilliant
gleam of white, white teeth. He is a little over average
height, stands very straight and seems taller; his eyes are
gray-blue and wide with amusement; his cheekbones are
high and his skin youthful; when he puts on over his
almost bald head his uniform cap  Continued on page 114

The Band: Two thousand years old including a mother-in-law.
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Custom

Installations

From California to Florida the sound, if not
the weather, is similar. Hal Cox installed
the radio-phono combination above in the
San Francisco home of Clarence Kane. And
Burdett Sound Company of Tampa made
the cabinet at the left, which complements
perfectly the room it is used in. Of teak oak
and rattan, with curly blonde birch tam-
bour doors, the cabiner holds tape, TV,
radio and phone equipment, as well as a
motion-pricture screen on a spring roller.
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Kierulff Sowund used a three-section
walnut cabinet by Bryson, shown at
the left, in an assembly for the Steve
Kuseleys of Los Anugeles. Sound for a
television set is tied into the system.
Below is u bome-built installation
dating from 1941; note the speaker
grille of woven rapestry. This was
done by E. A. Hanff of Pittsburgh, Pa.

The Prades, a fine modern piece by Balladier.
A combination FM-AM tuner, control unit and
12-watt amplifier is used, and a Webster player
with a GE cartridge. Speaker is a separate unit.
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Case Histories of Creation
by JAMES HINTON, JR.
The great composers all have left to us, in varying scope, auto-

biographies in sound. But behind each musical masterpiece

was a human being and a bistorical environment, and natur-

{ ally our curiosities turn us to the pages of musical biography.

I N A century that has so far set much more value on per-
forming virtuosity than on creativity in music, the flood of
recordings during the past six years seems to have acted,
inadvertently, as a force in the direction of re-establishing
composers as men of at least some status. “Inadvertently”
because at least part of the vector can be traced to the
point that there simply are not enough brand-name vir-
tuosos to go round in the record industry. “Some” be-
cause the individual composers most benefited are all
dead just now, and hence unable to collect royalties, pro-
test unrepresentative performances, or otherwise make
themselves bothersome.

Yer, for whatever reasons, Haydn and Handel and Mo-
zart and Beethoven have all proved marketable as composers,
not just as sponsors of floats in a parade of virtuosity. To
an extent they always have been, it is true, but not in so
positive a way. It is one thing for a composer to be on
what might be called the “safe” list for subscription sym-
phony concerts and Community Concert Association pro-
grams; it is quite another for him to be so sought after
that record companies find it profitable to press and release
works that are seldlom to be heard in live performance.
And when a composer, such as Berlioz, whose standard-
repertoire representation is slight at best becomes the ob-
ject of a fan-club, the trend can hardly be ignored.

Admirable though all this activity is, it is impossible to
keep from feeling that at least part of it might better be
spent in encouraging live composers — the kind who are
living their biographies now, for better or worse, and com-
posing the music that has to be good if a hundred years
from now “music” is to mean an art vital and developing
still, rather than stacks of battered (but unbreakable)
vinyl fossils.

But be that as it may, it is most certainly healthier for
the state of music for people to be interested in even dead
composers than ‘in conductors, players, or singers per se.
For although the composer needs the performers if he is
to address the listener at all, his is the seminal force. It is
very true that no two performances of, say, the Eroica
are ever identical. It is also very true that this eternal re-
newal is an essential fact, perhaps even the essential fact,
of musical life. But it is just as true that in the complicated
working out of the composer-performer-listener equation
there is one factor that never changes value. That is the
Beethoven who conceived and created the music that /s
the Eroica.
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On a joutney in search of Beethoven, for example, it
would be sheer pigheadedness to brush aside the Toscanini
Eroica as not useful. Even Beethoven must address the
listener through performance, and even the most prescient
listener must hear Beethoven through this medium. There
is no other way.

But the listener, moved by experience of the music in
performance, may very well want to find out more about
the human animal who shaped the notes of the score —
and find out more than can be found out from reading the
program booklet, the notes on the record sleeve, or the
pertinent entry in Groves or Oscar Thompson. He will
very likely find out that there are, depending on the com-
poser in question, either bewilderingly many books about
him or almost none at all.

There is strong disagreement on the value of musical
biography, and, assuming that it does have any value at
all, on what values are relevant to music. The basic split
is centuries old at least. Is the work of art a self-sufficient
entity, apprehendable directly and on its own terms or
not at all? Or is the work of art to be fully apprehended
only in some larger context?

There are those who state flatly that a work like the
Eroica can be grasped in all its essentials through hearings
of it and through study of its formal structure. There are
others who state just as flatly that it is quite impossible to
grasp the work without exhaustive knowledge of external
circumstances that relate to it.

Obviously, those who hold the first view would deny
that any writing about Beethoven’s life, times and character
can possibly cast light on his works. Those who hold the
second view would disagree, asserting that there can be
no real understanding of the music without some under-
standing of the man and his society.

Both positions have their strong points. On the one
hand, however complete and self-contained Beethoven's
idea of the Eroica may have been, his score is what is left us,
and it is no more than an outline to be filled in by perform-
ers who, without some understanding of the composer,
cannot be expected to realize his full intentions. Further,
can a listener really hear the music — especially for the first
time — without knowing its context? On the other hand.
is not the Eroica as a work of art necessarily complete in
itself — and, if not, has not Beethoven then failed pro-
portionally as an artist? And, anyway, is not the meaningful
residue of Beethoven the man just exactly the sum of his
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music as it is performed and heard, no more and no less?
These are good questions, which 1 cannot answer, though
I enjoy thinking about them.

However, this is an article about reading, not about
not-reading. It is surely not possible to understand any-
thing very significant about Beethoven simply from read-
ing about him and his music and how he came to compose
it —— insofar as anyone can know how he actually did come
to compose it. But neither is it enough to follow the gram-
mar of the music itself. Somehow, through intuition or
learning or both, it is desirable to find a true rapport.
After all, the certain facts about Shakespeare could almost
be jotted down on a three-by-five card, but the poverty
of background information does not destroy the value of
Hamlet as a play. But neither does it mean that the dis-
covery tomorrow of material for a full-dress biography of
the poet would not be enormously welcome, even to the
scholars and actors who know and love the play best.

The greatness of a Hamlet or an Eroica is not in any final
way really explainable at all, and certainly not in terms of
either biographical facts or technical analysis, or even
both. Of course, it is comforting to know that Beethoven
was a trained professional composer and Shakespeare a
thoroughly professional man of the theater. But no one
has yet demonstrated that technique pure and simple is
the cause of great art, or even its proper measure. If it
were, then, as George Bernard Shaw remarked, Swinburne
would be greater than Byron and Browning together,
Stevenson greater than Dickens, and Mendelssohn greater
than Wagner.

Neither is there any harm in knowing that when Beetho-
ven was asked, in the middle of a fish dinner, which of his
symphonies (then eight) was his favorite he responded,
“Eh, eh, the Eroica” — ot words to that effect. Beetho-
ven's remark is at least interesting as a reflection of his
mood on a particular occasion. And although the Eroica
is complete in itself, it takes on added richness of meaning
from its context in time — as does Hamlet, the Great
Pyramid, or The Rake's Progress. The creative act that
brought it to being will always be mysterious, and no one
today can hear it with the ears of its first audience. But
there is much to know of the social and artistic conven-
tions that then surrounded it, much to know of Beethoven
as a human being. And although such information can
neither add to nor detract from the work itself, it can help
the listener to an enhanced awareness. That is all to be
hoped for — but is it not enough?

Artistic biography is a relatively recent literary form,
for not until the romantic trend of the nineteenth century
did the idea of art for the sake of art, of the creative artist
as a superior, or even exceptional being, become clearly
established; not until then did the concept of composing
for eternity rather than in fulfillment of a commission come
to be accepted. And, in consequence, not until then did
the composer come to be considered a proper subject for
formal biographical study. Just as everyone neglected to
set down the details of Shakespeare’s life while they were
still remembered, so did they neglect to set down the de-
tails of Monteverdi’s, although their contemporaries cer-
tainly recognized the greatness of both men.
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Actually, it was not until past the middle of the nine-
teenth century that much systematic work began to be
done in the field of musical biography. Mozart had been
dead for more than half a century before Otto Jahn's Life
of Mozart, which may be considered the first really encom-
passing biography of a composer, made its appearance,
in 1860. Since then, a great deal of energy, scholatly and
otherwise, has been spent in biographical research and
writing, but with varying results, There remain sizable
gaps to be filled, and measured against the highest standard,
or any standards at all, much of what has been written is
quite remarkably uneven in scope and quality, ranging
from the excellent and complete as possible, down through
the partial but honorable, to the semi-fictional and nearly
illiterate.

But aside from a very few studies that may be regarded
as definitive, or substantially so, there are a number of
books that attempt less and accomplish what they set
out to do with varying degrees of success. In a discussion
as general and essentially introductory as this one not
much attempt can be made to indicate individual short-
comings and exceptions, or even to give a very clear idea
of viewpoints. All that can be attempted is to give a few
clues to volumes in which reliable but more or less detailed
information about individual composers, their times and
their works, may be found. Some are out of print, and
others are in one respect or another outdated, but all can
be come by at least in libraries, and all provide either in-
formation or insights, or both — or raise questions — that
are of sure value.

Another great landmark, comparable to Jahn's Mozart
study, is Friedrich Chrysander’s fine, 86-year-old G. F.
Handel. Yet another one is Philipp Spitta’s yo-year-old
J. 8. Bach, recently republished in English by Dover.
And yet another is A. W. Thayer's Beethoven, published in
German in 1879, completed by Hugo Riemann, not pub-
lished in English until 1921. These are the great originals
of serious musicological biography and will always have
and deserve respect. However, there are good studies, less
monumental, but more accessible.

For purposes of a survey of this kind, it seems most
efficient to proceed alphabetically by composer. Second
only to Spitta as a classic of Bach study is Albert Schweit-
zer's Johann Sebastian Bach, published by Macmillan in
1935 in a two-volume English translation by Ernest New-
man. Also of great value are two companion books by
C. H. Terry — Bach: A Biography, concerned entirely with
the man and his career as musician and family generator,
and The Music of Bach — both published by Oxford in

1933. Those who prefer to take their  Continued on page 124
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RECORD REVIEWS are the newest form of art criti-
cism and, like anything new, are not always as well done
or as useful as they ought to be. In many ways, a record
reviewer has' a task more complicated, and more difficult,
than that of other critics. For one thing, a literary critic
considers a unique unchangeable work of art, while a
record reviewer may, and often does, consider several or
many performances of the same work. A dramatic critic
does review performances, but he has margin for error —
perhaps the performance he saw was not typical. How-
ever, everyone who wishes to may hear the same perform-
ance as the record reviewer. These, and other differences,
serve to illustrate the new footing on which a critic finds
himself as a record reviewer.

These differences are particularly marked when a com-
parison is made between a music critic and a record re-
viewer. Music critics write for a limited number of readers,
they deal only with a specific performance, sometimes only
with a single soloist or parts of a program. Lastly, music
critics often do not affect the success or failure of a per-
former, or of a musical composition, or even ticket sales
as much as might be imagined. Indeed, a critic who writes
of a single appearance for the year in his city, as is so often
the case, can do little but tell what went on. But record
reviewers can and sometimes do damn a record to oblivion
quickly and finally.

A record reviewer has a hard task and a heavy responsi-
bility. Some of our most sensitive performing artists have
expressed a fear and a dread of making a recording because
of its permanency and its wide availability, and because it
can be so easily compared with other recordings and dis-
sected and analyzed at leisure. Taking this into considera-
tion, a performer has a right to expect a reviewer to examine
his work with sincerity, honesty and skill.

The public has the right to expect the same. But both
public and artist are often needlessly disappointed.

To be truly useful, a record reviewer must first avoid a
number of habits that can distract his readers from the
business at hand. The first and most obvious of these is
the use of unusual and little known words, including un-
necessary foreign words and phrases. Recent reviews have
included, as examples of what is meant, the following:
", ... light extrinsic shimmer of violins,” . ... tempos are
broad and unfrenetic,” " . . . Mr. Jacobs is not a thauma-
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A reader criticizes the erities . . .

HELP WANTED!

by HENRY T. KRAMER

The anthor is a man who has long loved records, and who
not infrequently finds himself with $5.95 in bis pockets.
Thereupon he goes for guidance to record revieus. He
does’t always come away happy, and here be tells why.

burgist,” . ... to whiplashed asseverations . . ."”, and so forth.
This is not to say that these are not perfectly good words.
But if they are not the only ones that can be used to con-
vey the idea and if they are not commonly known and
understood, then they stand as obstacles between eye and
mind. Even the offender recognizes this when he uses
a word, a foreign one in this case, and then explains it:
“The secco or dry recitative . . . ."
“chef d'orchestre” means conductor, as opposed, for ex-
ample, to concert master, or we do not. If we do we will
not particularly admire the reviewer's superior knowledge,
for ours is at least equal to it. If we do not, the reviewer
has not only missed his mark but has also given offense
in the bargain. No one likes a snob. And a little instruc-
tion goes a long way.

In like fashion, a teviewer may be tempted into what is
commonly called “rich, beautiful prose.”” Take the fol-
lowing: “'slow and hardly pliant, harmonically rich and
broadly lyrical, it can seem ponderous to ears trained to
more nervous traits, but the deep dark colors sturdily resist
wear, and if the determined maestoso evokes smiles, there is
more affection than contempt in them.”

Is this not, itself, an attempt to imitate the music being
described? Too often a review reads as if the writer had
been carried away by emotions difficult to express, but
had nevertheless tried to duplicate these emotions and the
spirit of the performance in words. To do so is to invite
failure, for it is not only very difficule to do, but it is also
true that a review, by its nature, is concerned with a crea-
tive work but should not be primarily creative itself. The
essay-portion of a “creative” review too often crowds
out the critical portion.

Now all the above is more than merely an attack on style.
It is a plea to reviewers that they should so present their
thoughts that we will know what they want to say.

Once we are sure of what is being said, we may then ask
the reviewers to tell us what we want to know.

It would seem that a good record review ought to be
written as if in answer to a friend who has asked "Tell
me about this new record, what is it about, is it done well,
is there anything unusual about it, do you think I should
buy i?" We cannot expect a reviewer flatly to assume the
responsibility of a simple “yes” or "no” to the question
of purchase. But his remarks should give most of the in-

Either we know that

HicH FIDELITY MAGAZINE

www americanradiohistorv com


www.americanradiohistory.com

formation necessary to make that decision for ourselves.
In the light of that idea, let us consider a recent review
given more than usual prominence. This began as follows:
“This is an absolutely incomprehensible piece of stupidity,
one of the greatest records of the year has been ruined.”
This is a pretty strong, positive statement. Now supposc
our imaginary friend were to break in here with the single
word “Why?"" The answer is that the original text in
German, this being a collection of songs, was omitted.
If our friend thereupon were to say, "But I don't under-
stand German, never did, yet | enjoy many German-
language songs,” the reviewer is in the uncomfortable
position of watching the limb severed between him and
the tree. Doubtless the recording would have been much
more valuable to those who know German, and love
poetry, with the text. But ruined to us all? Nonsense.

MISTAKES of this kind probably arise from the re-
viewer's placing his knowledge of the proper interpretation
and presentation too far above that of anyone else. This
is a dangerous habit at best. It usually reveals itself as a
matter of emphasis. That is, there is a good deal of differ-
ence between saying that music is played more slowly
than usual and that it is played too slow.

Positive statements of any kind, when applied to a
musical composition, are very difficult to defend, often
impossible to prove, and very commonly the mark of a
shallow thinker. People like what they hear or they don't,
and they are almost never all of the same opinion. Usually,
after all, we are dealing with opinion, not fact, and it is
quite outside the function of a record reviewer to make
the rules when he is really only watching the game.

Often in the course of a worth-while review, the re-
viewer succumbs to the temptation either to display his
knowledge, educate his readers, or both. When a reader
finds the following. in a discussion of the difference be-
tween performances of the same work on a piano and a
harpsichord:” . . . aided by the doubling of which the
harpsichord is capable,” he may well recognize nothing
but a sheer display of knowledge (only partially correct
in this case) that has the same annoying effect as the
obscure word. This is bad enough, but when a music-
lecture is given, with perhaps a generous dash of history,
ethics and other assorted subjects, we are getting pretey
far away from a straightforward record-review. A lively
sense of charity keeps me from offering examples of this.

The last tempration to which all reviewers are earnestly
asked not to submit is the temptation to guide or dictate
musical taste. This is closely akin to the matter of su-
perior interpretation just discussed, but it is more far reach-
ing and destructive than just that. It is more destructive
in the sense that a reviewer who does this almost always
alienates those that disagree with him and encourages a
closed mind in those that agree. Either way, the value of
a record review is gone.

Consider the following: “Every company must have a
‘program,’ of course, but must it include another flogging
of this dead warhorse?”” This is taste-dictation in its purest
form. It is proper to pass on the qualities of the music it-
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self with new or unfamiliar works. It becomes less so as
the music becomes more well known, until such works as
Tchaikovsky’s Fifth Symphony or Ravel's Bolero are dis-
cussed, at which point it is idle to say that they are good
or bad. Everyone is likely to have his own opinion. But
in the example just quoted the wording itself reveals that
the composition is well known (it happened to be Khacha-
turian’s  Masquerade Suite), about which most persons
have their own opinions. Those who like it, as well as
those who do not, will be likely, after reading the re-
viewer's remark to suspect not only the remainder of that
review but also everything else that reviewer produces.
The attempt to change our musical raste, however, is
usually less direct than the flat statement cited above.
Here 1s a case in point: "' . . . It seems futile for this writer,
who is both fascinated and irritated by [Horowitz's] art,
to review these characteristic performances.” This is rather
like saying, "Of course, I'm prejudiced, but . . . ." The
same review goes on: I doubt if a standard Horowitz
release would include a Schubert sonata " and I
there was any way to induce concert-hall attitudes and
sensations in the living room, this sort of thing might have
validity” — and so on. None of these comments, singly,
can be called an outright slur, but placed here and there
through a review, the effect is to guide the impressionable,
outrage the intractable and disillusion the discerning.
Many such borderline cases of taste-dictation appear.
It is an easy trap for a writer to fall into, for he smoothes
his own feathers in doing so. Here is another reviewer at
“.. . In view of the emotional implications of the
texts, and in view of the care with which the madrigal
composers sought to express . . . should not modern per-
formers . . ." and "'l do not maintain, of course, that we
are to over-romanticize early music . . . . And so on.
Possibly this may be regarded as a part of legitimate criti-
cism by some, but it smacks of the classroom to me.
Often this sort of thing is welcomed by those who seek
confirmation of their own opinions.  But there is a great
difference between saying that such and such is so, and
that, because such and such is so. it is “right” or "'wrong.”
Continwed on page 117

work:

The opinions expressed by Mr. Kramer are bis
own. The editors do not endorse them nor even
agree with many of them. We rather enjoy, for
instance, a little literary flavor in reviews and
bave no nbjection to being told what verismo
means.  However, many readers will share
some of Mr. Kramer's likes and dislikes, and
no doubt they will interest reviewers as well,

We plan to run soon an article viewing the re-

viewer and his function from a different angle.
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for Santa's helpers . . .

A Shopping List of Audio Oddments and Trinketry

V» E HATE TO point out the fact to hundreds of
harassed wives and an occasional husband, but Christmas
is just around the corner. So many wives would like to
give something which is more or less closely associated with
hubby’s favorite hobby, but what wife would dare to pick
out, for example, an amplifier?

Well, let there be hope; here is a list of stocking-size
(provided the stocking is big enough) oddments which
will be welcome in almost any hi-i household, with sug-
gestions under what circumstances each item is appropriate.

Record Compensator: for the beginning hi-fi-man, whose
present amplifier does not incorporate adequate equaliza-
tion. Choose one to match cartridge in use, i.e., Pickering,
General Electric, etc. Around $10.

Phonograph Equalizer: a more elaborate version of the
above; to be preferred if budget permits. From about
$20 up.

Record Rack: can bring order out of chaos and in some
homes will release as many as 11 chairs for their proper
use. Around $10 and up.

Record Brush: for that stray speck of dust which makes
the loudspeaker go “pop.” From $4 or so.

Turnrable Mat: goes on turntables (or changers) to pro-
vide soft, dust-free (relatively) surface; in sizes to fir all
turntables. Most are sponge-rubber. $1 to $3.

Record Album: Box variety suitable for storing records,
jacketand all. Most hold 10 LPs; some are backed in simu-
lated leather, variously colored. From $1.50 to about $3.

Record Cloths: treated dust-cloths, to remove dust and
help eliminate static electricity. 50¢ to $1.

Record Envelopes: plastic envelopes to protect particu-
larly precious records from dust and scratches. They fit
inside jackets. Buy a dozen or so for $1 and up.

Subscription to High Fidelity Magazine: guaranteed to
keep hi-fi and music enthusiasts quietly occupied for several
hours. Special gift rates; see subscription bind-in.

Record Cleaner: sprays in Aerosol-type cans which help
eliminate dust and static from records. Less than $1.

Pressure Gauge: measures needle pressure on record; helps
prevent excessive record wear. $1.50 to $10.00.

Stroboscopic Disk: to check turntable speed accurately;
a wonderful gift because it's available from many stores
without charge.

Portable Speaker: it's often nice to have a small, portable
speaker available, to plug in or attach in locations remote

from main hi-fi room. You can get a cabinet alone, in
which hi-fi-man can install his own speaker, or a unit
complete with speaker. Anywhere from $25 on up.

Soldering Gun: the one piece of “hardware” we’'ll men-
tion, but a real blessing every time two wires must be
soldered. Around $8 to $10.

Antenna Rotator: if he spends half his time on the roof
re-aiming that fancy antenna (FM or TV), let him sit in
comfort inside the house and twirl knobs. Rotators cost
around $25 to $30.

Antenna Switch: for the household with several antennas
and one tuner (or TV set), or several sets and one antenna.
$2 and up.

Timer Clock: like the one some wives have on fancy elec-
tric ranges; turns radio or TV on at a pre-set time. $5 up.

Booster: if you live in a fringe area and have trouble
getting a distant FM station, this item may help. Better
do some subtle checking first, however. $17 and $27.

Subscription to High Fidelity Magazine: we still think
this is a fine idea, especially at the special gift rates shown
on the subscription bind-in page.

Hi-Fi Earphones: the perfect silencer of his sound system
— also indispensable for editing tapes. $25 to $40.

FOR THE MAN WHO HAS TAPE EQUIPMENT:

Tape Splicer: is he always borrowing your small sewing
scissors? Get him a splicer and stop this nonsense. From
$1 up.

Head Demagnetizer: there are no doubt times when you
think this should be used on Aés head, but that's something
different. This is for tape recording and playback heads;
every home should have one and use it every three months
or so (some super-fussy professionals use one every 30
minutes!). About $7.50.

Leader Tape: to use at the beginning of reels and between

selections within reels. g4o¢ for 150 ft.

Splicing Tape: an absolute must for anyone who does any
editing. More is always useful, as with leader rape. 35¢
for about 12 ft.

Empty Tape Reels: always handy to have, particularly if
much editing goes on. From 15¢ up, depending on size.
Get an assortment.

Subscription to High Fidelity Magazine: how often do
we have to suggest this?

Merry Christmas, everybody!

HiGH FIDELITY MAGAZINE
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MOZART'S MUSIC for solo
piano has for long been left dangling
in a curious limbo — beloved and
belabored by amateurs, respectfully
evaluated by scholars, yet rarely
played in the concert hall.  Yes,
I know that a piece by Mozart is
sometimes to be found at the begin-
ning of a virtuoso’s recital. But it is
always in the nature of a curtain
raiser, a sort of historical obeisance
punctiliously executed before getting
down to the real business of Chopin
and Liszt, Schumann and Brahms,
Ravel and Debussy.

This is not without explanation.
From a purely sensuous standpoint
Mozart wrote ineffectively for the
modern piano. He did not have a
Steinway grand, he did not even
have the Broadwood grand favored
by Beethoven, and being a practical
kind of musician he wrote for the
instruments extant and available. His
piano music is circumscribed by the
restrictions of the pianos on which
he played. It is harmonically spare,
dynamically limited; but within these
bounds the Mozart piano literature
i1s pregnant with musical treasure
still largely untouched by performers
of stature.

Last year the EMI impresario Walter
Legge took steps to exhume this
treasure. Mr. Legge is a man who
does not do things by halves. As
originator and chief factotum of the
prewar HMV Society issues, he had
brought into being such largess as
the piano works of Beethoven in-
terpreted by Artur Schnabel. Now
his heart was set on performing a
similar service for Mozart. A query
was directed to Walter Gieseking:
could he be cajoled into recording
the entire piano literature of Mozart,
from the Minuet and Trio in G major,
K.1, to the Andante in F, K.616?
He could indeed, and in July 1953
the recording sessions began in EMI's
Abbey Road studio, St. John's
Wood, London. In all, 38 sessions
of from three to four hours each were
held — most of them in the summer,
a few more in December.
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Not even Gieseking, the most
catholic of pianists, had explored
more than a fraction of this repertoire
in the course of his concert career.
This, he discovered as the recording
project moved forward, was more
help than hindrance. I may confess,”
he says, “that in the few works
which were part of my concert rep-
ertoire, the works which I should
have known better than all the others,
I experienced some difficulty. Having
lost the complete freshness of ap-
proach, I could not immediately
return to the spontaneous and in-
spiring pleasure, and the indepen-
dence of feeling, which were such a
great help in all the music that I
had read and studied just enough rto
be well acquainted with every detail.”
Gieseking has always put sponta-
neity high on the docket of musical
virtues. He once told me that the
notion of practicing at the piano for
eight hours a day was abhorrent to
him. The bloom of even the hardiest
music, he feels, i1s rubbed off under
the routine of incessant fingerwork.

Angel Records issues this month
the 11 Gieseking-Mozart LPs, hand-
somely packed in a blue moiré
slipcase, with a booklet of notes
(by William Glock) and illustrations
superbly lithographed in France. The
price: $75. Individual records from
the set will be released periodically,
the last of them not until 1956.
Next month HiGH Fipeuty will
publish an appraisal of this ambitious
enterprise. Meanwhile, impatient Mo-
zartians have been alerted to a mag-
num opus of thrilling promise.

THE HECTIC STORY of Shos-
takovich’s hectic Tenth Symphony,
recently issued in two competing
recordings (see review pages), began
in Leningrad just a year ago this
month, when it was first performed
by the Leningrad Philharmonic under
Eugene Mravinsky.  Printed scores
were subsequently sent beyond the
confines of Soviet Russia, one of
them to Dimitri Mitropoulos, who
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examined the work carefully between
rehearsals of FElektra at La Scala,
liked what he saw, and cabled the
Philharmonic-Symphony Society of
New York to secure rights, if possible,
to the first American performance.
This was possible, it turned out,
in return for a goodly sum (not
disclosed) payable to the Leeds Music
Corporation, which acts as agent
for Soviet music in the United States.

This brings us to g:00 p.m. on
October 14, when the Symphony
No. 10 made its American debut
to a full Carnegie Hall audience,
of which Mr. Andrei Vishinsky was
a conspicuous member. The reviews
next morning were not calculated to
enlighten the easily bewildered reader.
For Olin Downes, of the New York
Times, the new work was “obviously
the strongest and greatest symphony
that Shostakovich has yet produced”
and “'the first score in the symphonic
form that proclaims the complete
independence and integration of his
genius.”  For Paul Henry Lang,
of the Herald Tribune, the music
was “'sprawling, noisy, lacking in
coherent style and even culture,”
a farrago of sequential passages over-
loaded with “endless repetitions’ and
“little fugatos that do not seem to
lead anywhere.” Ah well — music
critics!

Three mornings later, on Monday,
October 18, Columbia Records, Inc.,
staged a reprise for LP. At 9:30 a.m.
the Philharmonic men — looking rath-
er disgruntled at that hour of the
day — began straggling into Colum-

Herewith begins a
new regular fea-
ture, a column by
New York editor
Roland Gelat:.
It is named after
his  recent book
Music Makers
(Knopf, N. Y.)

[ and will deal
with people and events in the twin
worlds of live music and recording
that revolve in common around the
glamorous area known as New York 19.
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bia’s wood-raftered studio on East
soth Street. Fred Plaut, the recording
engineer, was already scurrying about
positioning microphones.  “You'll
hear some real high fdelity this
morning,” he promised. This /leit-
motiy was further developed by How-
ard Scott, the recording director,
who bounded over to explain with
evident delight: “Shostakovich threw
everything into this score.  You've
never heard so much sound. We
may even have to send some of the
men home. Studio can't always
handle it, you know.” By 9:59
Plaut and Scott were ensconced in
the control booth, the men were at
their music stands, and the show
was all set to start on schedule —
except for the lack of a conductor.

Could the maestro have forgotten?
Scott grabbed for the phone, began
to dial, and just then in walked
Mitropoulos very much out of coun-
tenance over having been delayed
in trafic.  Without wasting words
he took off his coat and led the
orchestra through some grimacingly
orchestrated pages while Plaut bal-
anced his microphones. At 10:06
tapes started spinning and recording
began in earnest. Up in the control
booth Scott flipped madly through
the complex orchestral score, occasion-
ally barking out comments to Plaut:
“Can‘t hear the clarinet, Fred....
Watch out for the percussion now
. .. That’s beautiful bass sound there.”
By 10:40 the first two movements
were on tape. Mitropoulos raced
up to the control booth, collared
Scott and demanded: “"What's wrong?
Tell me, what's wrong!” He was
assured that nothing had gone wrong,
and for the next half hour he listened
to the playback and sipped cognac
on the rocks. At its conclusion he
too was convinced that nothing (well,
almost nothing) was wrong.

That same afternoon the tapes
were edited by Sam Carter in Studio
C of Columbia’s building on Seventh
Avenue. Lacquer masters were cut
the next morning (Tuesday) and
rushed to the Bridgeport factory,
where metal matrices and a set of
test pressings were manufactured with-
in 24 hours. By Friday afternoon
Howard Scotc was able to bestow
his imprimatur on the tests and
Bridgeport was instructed to begin
production immediately.  Eighteen
days after the recording sessions, Col-
umbia ML 4959 went on sale in New
York record stores.
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Meanwhile, Concert Hall Society
had beaten Columbia to the Shosta-
kovich punch by three weeks. Con-
cert Hall's version derived from a
July recording session by the afore-
mentioned Leningrad Philharmonic
and Mravinsky. The recording, on
magnetic tape, arrived in New York
early in September. Saul Taishoff,
of Concert Hall, listened to it at
once, thought it was great, signed a
contract to lease it from Leeds and
set a release date of October 12 for
the finished disks. “All this schedul-

Howard Scott and Dimitri Mitropoulos.

ing,” he says, “was done without
any certain knowledge that Columbia
would record it immediately. How-
ever, after | heard the tape | felt
reasonably sure that the work would
constitute a near-future recording date
for Mitropoulos and the Philharmonic;
that machine-gun scherzo is hard to
resist, hi-fi being what it is.”

Hi-fi being what it is, the Shos-
takovich Tenth is already midway
on the road to familiarity barely a
year after its composer frst set it
down on paper.

J UST HOW spectacularly accom-
plished the ex-NBC Symphony really
is we never fully appreciated until
a few weeks ago, when it performed
a long and difficult concert in Car-
negie Hall without benefit of conduc-
tor. That 92 players on their own
could keep together in such tricky
scores as the Roman Carnival Overture
or the Prokofieff Classical Symphony
was wonder enough; that they could
interpret a whole evening of music
with the quivering resonances, the
coruscating attacks, the delicacy of
phrasing, and the carefully adjusted
balances of their best work under
Toscanini was no less than a miracle.

I can recall few experiences in the
concert hall as affecting as their
playing of the Largo from Dvorak’s
New World Symphony, enunciated with
a quiet melancholy made all the more
poignant by the empty podium and
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the memories of the man who wasn’t
there. A large audience applauded
the conductorless (and sponsorless)
orchestra with all the zeal that such
a tour de force merited. But to applaud
an orchestra and to praise its unique
powers is not enough to keep it
alive. Right now this orchestra
needs money, and no better musical
investment could be made at this
moment than a contribution to the
Symphony Foundation of America,
Room 154, Carnegie Hall, New York
19, N. Y., which is the non-profit
corporate entity organized by the
ex-NBC men.

THE NEWLY REVIVED Ballet
Russe de Monte Carlo has boarded
the Berlioz bandwagon by staging
a Harold in Italy ballet with choreo-
graphy by Massine. On hand to wit-
ness it in Philadelphia near the start of
this company’s tour was the Berlioz So-
ciety's indefatigable, irrepressible Dun-
can Robinson, who regaled everyone
in earshot with news of a forthcoming
translation by Jacques Barzun of
Berlioz’s absorbing volume of mus-
ical commentary, Les Soirées de
I'Orchestre, to be sponsored by the
Society and published by Knopf
(probably late in 1955).

DEpr. OF HISTORICAL AC.
CURACY: Most collectors remember
or have heard tell of the Stroh violin,
but it takes a record company (The
Historic Record Society, no less)
to give us the real low-down in some
notes accompanying a Sarasate re-
issue: "In early records with ‘orches-
tral accompaniment’ a cigar box like
device called a ‘straw fddle’ was
often used to simulate the sound
of the violin.” Wow! Could the
stenographer have had a tin ear?
Or was she only clutching at straws?
.. . Columbia’s ads for the Schumann
Cello Concerto played by Casals bill
it as "His First Concerto in 15 Years.”
HiGH FIDELITY's review is headed:
“"Casals Makes His First Concerto
in Eighteen Years.” In such a sit-
uation it's often safe (and diplomatic)
to assume that neither is correct.
Actually, Casals recorded a concerto
in England (the Elgar on HMV DB-
6338/41S) as recently as 1945, making
the new Schumann his first in nine
years.  Casals also recorded two
movements of the Haydn Cello Con-
certo for HMV at the same time, then
lefc England never to return.

HiGH FIDELITY MAGAZINE
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Reviewed by PAUL AFFELDER e C. G. BURKE e JOHN M. CONLY
RAY ERICSON e
ROY H. HOOPES, JR.
SALLY MCCASLIN

Toscanini on Records...

Classical Music, Listed by Composer

Collections and Miscellany .....
Building Your Record Library

TOSCANINI ON

A Note on the Listings: — An asterisk
before the number of a record in-
dicates that it has been dropped
from the catalog. It is to be hoped
that some of these disks will be
available again.

Since most of these records have
been pressed under more than one
number, 1 give only the manual
number of a 78 set (except in the
case of a few sets which appeared
only in automatic sequence and the
single-face number of the acoustic
recordings. If a transfer to long
play has been made, I indicate the
new number. New recordings which
never appeared on 78 are given their
long play number, except for a few
which have appeared only on 45 and
are listed in that form. All listings
are Victor numbers, unless otherwise
stated.

This list is not exhaustive in
giving all the various couplings in
which these recordings are, or have
been, available. My evaluations refer
only to American pressings, not to
those of the HMV Company or
its afhliates.
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ALFRED FRANKENSTEIN
j. F. INDCOX e
DAVID RANDOLPH o

e JAMES HINTON,

RECORDS

JR.

ROBERT KOTLOWITZ

JOHN S. WILSON

............ 55 Dialing Your Disks................c.0000000..78
........... 59 TheBestof Jazz ................ccoiiuin....84
e 72 The Music Between.........c.covviiiiiann-. ..88
............ 73 Children’s Records..........cccvvvvvvnieeee. .90

HiGH FIDELITY DISCOGRAPHY No. 14

RECORDS —Part 1:

by Robert Charles Marsh

WiTH LA ScALA ORCHESTRA — 1920/21

GALILEL: (orch. Respighi):  Gagliarda
(No. 2 of Respighi's Suite No. 1 of
Ancient Dances and Airs), recorded De-
cember 18. 1920 — *74672.

MOzART:  Symphony No. 39: Minuetto,
recorded December 18, 1920 — *74668;
and Finale, recorded December 21,
1920 — *74669.

P1zzetTi: La Pisanelle: Le quai du pors
de Famagouste, recorded December 21,

Portrait: Man with score and no glasses.
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1920-1948

1920 — *64952.

BEETHOVEN: Symphony No. s: Finale,
tecorded December 24, 1920 — *74769/70

BERLIOZ: The Damnation of Faust: Rakoczy
March, recorded December 24, 1920
*74695.

MASSENET:  Féte Bobéme from Suite No.
4 (Scénes Pistoresques), recorded March
3, 1921 — *74725.

MENDELSSOHN:  Scherzo from Incidental
Music to * A Midsummer Night's Dream,”
recorded March 9, 1921 74779.

WOLF-FERRARI: The Secrer of Suzanne:

Overture, recorded March 1c, 1921
*66081

Bizet:  Farandole from L'Arlésienne Suite
No. 2, recorded March 11, 1921
*64986.

MENDELSSOHN: Wedding March from
Incidental Music 1o ** A Midsummer Night's
Dream,”” recorded March 11, 1921
*74745.

DonNizerTt:  Don Pasquale: Overture, part

two was recorded on March 29, 1921,
but a successful version of part one was
not made until March 30 — *66030/31

BEETHOVEN: Symphony No. Finale,
recorded March 30, 1921 — *74690.

BizET: Carmen: Prelude to Act No. 4 (Ara-
gonaise), recorded March 31, 1921
*64999.

The La Scala Orchestra of Milan.
Recorded in the Trinity Church srudio of
the Victor Talking Machine Company,
Camden, New Jersey.
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The 10 recording sessions listed here
—a prolonged effort spread over three
months — undoubtedly had much to do
with forming Toscanini's long standing

dislike of making records. The acoustical
process was not sensitive enough to capture
p or pp with accuracy, so dynamics had to
be adjusted artificially, and what came off
the record as a soft passage had gone
into the apparatus as a faitly loud one.
This was difficult for Toscanini, who
demanded petfection then as much as now,
and there were many retakes. Originally,
16 single-face disks were released, but in
the mid-Twenties the Victor Company
recoupled them as double-face records.
All of these items were withdrawn after
the introduction of electrical recording.

As acoustical recordings go, this series
is not at all bad. The sound is, of course,
distorted and lacking in presence, but it
has life and vitality. The performances
are clearly those of a2 powetful musician.
The Don Pasquale is virtually the same as
the second version done 30 years later.
The Mendelssohn Scherzo is essentially
the 1929 and 1946 performance. The
Beethoven is slightly broadet than later
versions. The Minuetto of the Mozart
is too slow, although the Finale is ob-
viously the way the Maestro wants it to
go and very similar to the 1948 broadcast
performance, which is the only time Tos-
canini ever played this work between 1925
and 1954. Six of the 14 items in this series
have been rerecorded on high fidelity disks.

WitH NEw YORK PHILHARMONIC —
1926/36.

MENDELSSOHN: Scherzo and  Nocturne
from Incidental Music to ' A Midsummer
Night's Dream’ — Brunswick  *s0074,
later recoupled as Scherzo and Wal-
kéirenritt (under Mengelberg) on Bruns-
wick *so161.

— The New York Philharmonic Or-
chestra.  Recorded in Carnegie Hall
in January or February 1926.

This is the only record that Toscanini
ever made for a company other than Victor
(or its HMV affiliate). It is an early ex-
ample of the electrical process, and though
superior to the acoustical series is never-
theless quite ancient in its sound.

Toscanini was guest conductor of the
Philharmonic for the first time during the
1925-26 season, and these works appear
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In Salzburg with
Artur  Rodzinski,
who organized the
NBC Symphony for
him in 1936 - 37.
The Maestroisread-
ing a score by the
late Bela Bartok.

in his programs for January 17 and Feb-
tuary 1. Presumably the recording was made
about then. The Maestro has never liked
this record. The performance is dull and
inferior to other versions, though it was
considered something of a wonder in its
day.

Duxas:  The Sorcerer’s Apprentice, recorded
March 18, 1929 — *7021.

VERDI: La Traviata: Preludes to Acts 1 & 3,
tecorded March 18 & 29, 1929 — *6994.

HAYDN:  Symphony No. ror (Cluck), re-
cotded March 29 & 30, 1929 — *M-57.

MENDELSSOHN:  Scherzo from Incidental
Music to A Midsummer Night's Dream,”
tecorded March 30, 1929 —in *M-57.

MOZART:  Symphony No. 35 (Haffner),
recorded March 30 & April 4, 1929 —
*M-65.

GLUCK:  Orfeo: Dance of the Spirits, te-

corded November 21, 1929 — in *M-65.
ROSSINI: ~ Barber of Seville:  Overture, te-
cotrded November 21, 1929 — *7255.
— The Philharmonic-Symphony Orchestra
of New York. Recorded in Carnegie Hall.

Played on modern equipment capable
of eliminating surface noise with electronic
filters, these old disks have a pleasant,
if greatly limited, sound that reproduces
the fundamental elements of 2 Toscanini
performance.  The Mendelssohn is the
same reading as other versions and sur-
passed by the 1947 tecording. The “'Haf-
fner’” is here played with a relaxed beauty
that is lost in the 1946 recording, but the
Dukas is less intense and more enjoyable
in .the 1950 performance. The Gluck,
Haydn and Rossini are best heard in
the later versions.

WAGNER:  Gatterdimmerung:  Siegfried's
Rhine Journey (concert version by Tosca-
nini); Lobengrin: Preludes to Acts 1 & 3;
Siegfried Idyll, recorded February 8 &
April 9, 1936 — *M-308.

BEETHOVEN:  Symphony No. 7, recorded
Aptil 9 & 10, 1936 — *M-317 & LCT-

. 1013,

BRAuMS: Variations on a Theme of Haydn,

* tecorded April 10, 1936 — *M-355 &

i LCT-1023:

RossiNi:  The Italian Woman in Algiers:
Overture, tecorded April 10, 1936 —
*14161.

RoOSSINI: ~ Semiramide:  Overture, tecotded

. April 10, 1936 — *M-408.
— The Philharmonic-Symphony Orchestra
of New York. Recorded in Carnegie Hall.
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If one asks why, in eleven seasons with
the Philharmonic, Toscanini made records
only on thtee occasions, the answer must
include three factors: (1) he did not especial-
ly want to make any records at all; (2) the
Depression and radio had supposedly
killed the record business; and (3) there
were efforts to make recordings that failed
to meet with his approval, for example
a Beethoven Fifth, recorded simultaneously
on disk and film (optical sound method)
during a broadcast in 1931. The 1936
series was obviously made in continuous
tecording, the engineers switching from
one cutter to another without stopping
the music, since Toscanini has always
hated having to halt at the end of a four-
minute side and attempt to pick up the
exact same tempo and thythmic drive after
the break. It should be noted that al-
ternate  versions of some sides of the
Beethoven have been released through
the years and that the original of side one
was slower than the second version later
introduced and used in the transfer to LP.

These are unusually good records for
1936: the volume level is high; and though
the top is limited, the bass line has a for-
midable vitality. The transfers have tried
to soften this, with 2 resultant loss of
life in the sound. The originals were
somewhat coarse but really smashing in
effect. There are new versions of all these
works except the Italian Woman, but the
1936 performances of the Rbine Journey,
Semiramide and the Beethoven convey
a sense of greater control than I find in
the newer recordings by the Old Man.

WiTH BBC SYMPHONY — 1937/39.

BEETHOVEN: Symphony No. 1, tecorded in
Queen’s Hall, London, October 25, 1937
— *M-507 & LCT-1023.

BEETHOVEN: Symphony No. 6 (Pastoral), te-
corded in Queen's Hall, London, October
21 & 22, 1937 — *M-417 & LCT-1042.

Braums:  Tragic Overture —in *M-s07.
— The BBC Symphony Orchestra. Re-
corded in Queen’s Hall, London, October
25, 1937.

MOZzART: The Magic Flute: Overtare, te-
corded in Queen’s Hall, London, June 2,
1938 — *15190 & 49-0903.

RossINt:  The Silken Ladder: Overture, te-
cotded in Queen’s Hall, London, June 2,
1938 — *15191.

WEBER: (orch. Berlioz:)
Dasnce — *15192.

— The BBC Symphony Orchestra. Re-
corded in Queen’s Hall, London, June 14,
1938.

BEETHOVEN: Leonore Overture No. 1, te-
corded in Queen’s Hall, London, June 1,
1939 — *15945 & LCT-1041.

BEETHOVEN:  Symphony No. 4 — *M-676,
— The BBC Symphony Otchestra. Re-
corded in Queen’s Hall, London, June 1,
1939.

In 1935 and from 1937-39, Toscanini
appeared in London with the symphony
orchestra of the British Broadcasting Cor-
poration. The three recording sessions
which grew out of these concerts give us a
nearly perfect example of the best prewar re-
cording: clean, well balanced, and entirely
suave and agreeable in sound. The range is
limited and the presence is not too good,

Invitation to the
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but as low-fi shellac technique goes, the
HMYV engineers gave Toscanini far better
recording than he received from Victor
in the six years following. The Beethoven
First and Sixth Symphonies, from the 1937
London sessions, were transferred to long
play as a stop-gap measure until new ver-
sions could be prepared. Some may feel
that the First benefits from the somewhat
broader treatment of this performance.
The Brahms was on Toscanini’s first concert
program in 1896 and is a work he plays
extremely well. It has never been rerecorded
by him.

From the second London sessions only
the Mozart has been transferred, to 45
tpm. There is a new Invitation to the Dance
that eliminates the need for this 1938
version, but the Rossini overture is too
enjoyable to lose. So too is the relaxed
performance of the Beethoven Fourth
from the 1939 sessions, a highly preferable
interpretation to the overly tense 1951
version. Apparently continuous recording
was used in this work, and side seven ends
with a spectacular cliff-hanging effect.
An LCT reissue is decidedly needed here.

WitH NBC SYMPHONY — 1938/42.

(Recordings made with NBC Sym-
phony from 1944-47 will be surveyed
in Part II of the discography.)

BEETHOVEN:  Quartet No. 16 (0p. 135):
Lento & Vivace, recorded March 8,
1938 — *M-s90 & LCT-1041.

HAYDN: Symphony No. 88, recorded March
8, 1938 — *M-454 & *LCT-7.

MOZART:  Symphony No. 40, recorded

March 8, 1938 & February 27, 1939
— *M.631.
— These and all subsequent recordings
with the NBC Symphony Orchestra.
Recorded in Studio 8-H, Rockefeller
Center, New York.

On Christmas 1937, Toscanini returned
to New York and at the age of 70 be.
came conductor of the NBC Symphony,
an orchestra that had been engaged and
trained for him by Artur Rodzinski. One
of the persistent myths about Toscanini
is that he destroys orchestras rather than
creates them, the usual evidence for this
being the decline of the Philharmonic
after 1936. This is an argument against
the facts. The Philharmonic had been
placed in the hands of a conductor who
could maintain neither the arcistic stan-
dards nor technical discipline established
by Toscanini and revived by him when
he recurned to conduct the orchestra in
1942 and 1945. While it slipped into
mediocrity, Toscanini was building the
NBC Symphony into an orchestra which
attained a brilliance equal to the Phil-
harmonic.

In these early recordings of the NBC
Symphony we hear a fine professional
ensemble, but not an orchestra that has
as yet learned to give Toscanini the type
of performance he received from the
Philharmonic or the BBC after a few
seasons. This series is an example of studio
recording at its worst. The sound is coarse
and dry, giving the impression that the
musicians are playing in a rather small
closet.  Everything about the sound is

DECEMBER, 1954

dead and unnatural, and the use of ar-
tificial resonance in some LP transfers only
makes this more apparent. The highs and
lows are greatly limited, the monitoring
makes the range of volume shallow, and
with the high overtones of the instruments
missing one often hears only the grumbly,
distorted sound of the fundamentals.
This is especially true of the brass, which
always has an unpleasant quality.

The Beethoven is beautifully played
and preserves the feeling of a string quattet
very well. The Haydn is well played, but
the sound is poor; and the Mozart is far
too intense and is poor sound. Fortunately,
the 1950 version of the Mozart is more
relaxed and quite beautiful to hear.

BEETHOVEN:  Symphony No. 5, recorded
February 27, March 1, & March 29,
1939 — *M-640 & LCT-1041.

RossiNt:  William Tell: Overture, recorded
March 1 & 29, 1939 — M.6os & LM.
14.

PAGANINI:  Moto Perpetso, recorded April

17, 1939 —in *M-sgo.
— Recorded in Studio 8-H.

Technically these are all dreadful, al-
though —as in 1938 — the original per-
formances must have been excellent. The
long play version of notorious old M-640
is somewhat improved in sound, though
still coarse and’ wooden most of the time.
The Rossini is very thin; take care that you
don’t get it instead of the 1953 version,
which is virtually the same performance,
beautifully recorded.

BEETHOVEN:  Symphomy No. 3 (Eroica),
recorded during a broadcast, October
28, 1939 — *M.765.

BEETHOVEN: Leonore Overture No. 3,
recorded during a broadcast, November
4, 1939 — HMV DB-5703/04.

BEETHOVEN:  Egmont Overture, recorded
during a broadcast, November 18, 1939
— HMV DB-s570s.

BEETHOVEN: Leonore Overture No. 2,
recorded during a broadcast, November
25, 1939 — HMV *DA-1753/54.

— Recorded in  Studio 8-H.

These four items represent RCA Victor's
next effort to record the Maestro. The
breaks between sides are bad, the sound
is execrable, the performances are wonder-
ful. Only one of the series was ever re-
leased in America, the Eroica that begins
with a cough. It and Leonore No. 3 are here
played with greater inflection and more
rhetorical emphasis that one finds in the
later versions of these works. Aficionados
will be interested in these recordings;
but, like others, they will find them some-
thing to weep about.

Egmont has been recorded again. Ap-
parently this is the only Leomore No. 2
there is going to be from Toscanini.

BEETHOVEN:  Violin Concerto (0p. 61),
recorded March 11, 1940 — *M-.705
& LCT-1010. Jascha Heifetz, violin.

— Recorded in Studio 8-H.

Heifetz is still active, and one wonders
why this set was not remade rather than
transferred from old records. It is still the
same diamond in the rough with the harsh,
dry sound of the studio. At normal volume
one loses pp and hears f as wooden grunts.
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On the whole the recording is so dead and
artificial that at times the thin line of
violin sound reminds one of something
from the golden age of Thomas Edison’s
tinfoil cylinder rather than of 1940. Heifetz's
performance is not my cup of tea, but
there is some vitality and musical pleasure
in Toscanini’s fine handling of the orches-
tral part of the work.

BrRAHMS:  Piano Concerto No. 2, recorded
May 9, 1940 — *M-740 & LCT-1025.
Vladimir Horowitz, piano.

— Recorded in Carnegie Hall,

Although the Second Piano Concerto con-
tains some lovely passages, on the whole
it is one of those inferior works in which
Brahms tries to write more ambitiously
than he feels and thus builds up large
sections of the music from what are actually
no more than pretentious formulae. A
performance of this work, to be enjoyable,
must be sympathetic and exhibit restraint.
Horowitz, certainly, is not a ham. His
playing is hard and percussive, and one
feels that each note has been turned out
of brass and chromium plated. Trills are
rattled off with the brisk mechanical
efficiency of a turbine. The balance in the
recording favors the piano, and what one
hears of the orchestra —in spite of a
trip to Carnegie Hall — is not well defined,
limited in range, and rather coarse. Those
who want to hear Toscanini's Brahms
would do well to listen to something
other than this.

BEETHOVEN:  Symphony No. 8, recorded
February 24, 1941 — *M-g9o8.
WAGNER: Gotterdammerung: Immolation

Scene (with Helen Traubel, sporano),
recorded February 24, 1941 — *M.978
& LCT-1116.

WAGNER: Lokengrin:  Prelude 10 Act 1,
recorded February 24 & May 6, 1941
— *11-8807.

BrAHMS: Symphony No. 1, recorded March
10, 1941 — *M.87s5.

VERDL: La Traviata:  Preludes to Acts
1 & 3, recorded March 10, 1941 — *18.
o8o.

STRAUSS:
May 6, 1941

Tritsch-Tratsch Polka, recorded
- *11-9188 & 49-1082.

Maestro and son, Walter Toscanini, listen
to records on pre-bigh fidelity pbonograph.
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RECORDS

— Recorded in Carnegie Hall.

All of these works that are not available
in new versions have been added to the
LCT or 45 series. The Immolation Scene
is well sung and conceived on a magni.
ficent scale, but the recording was originally
rejected until a trumpet passage could
be inserted at a higher volume level. Since
this had to be done during a recording
ban, it was necessary to obtain dispensation
from Petrillo before Harry Glanez, first
tumpet of the orchestra, could come
before the microphone. The transfer is
good, but the sound is still pale and tired.
The 1952 Beethoven Eighth is more re-
laxed than this 1941 interpretation and
better recorded, and the 1951 Brahms
First eliminates the need for the earlier
version. The 1936 Lohengrin had more
body than this; the Verdi lacks bass.
In both cases the newer versions are pre-
ferable. I suggest the Strauss for the
children and beer-busts.

TCHAIKOVSKY: Piano  Concerts No. 1,
recorded May 6 & 14, 1941 — *M-8c0
& LCT-1012. Vladimir Horowitz, piano.
— Recorded in Carnegie Hall.

In 1941 a song called "Tonight We
Love” transformed the opening episode
of this work into the adolescent’s dream
of tonal ecstasy; overnight cveryone from
hillbilly virtuosi on the washboard and
harmonica to Toscanini and Horowitz
was taking this old war horse for a ride.
Nobody who lived through those days will
ever want to hear this concerto again, but
there is always a new generation, so it
should be noted that the performance is
a fine one, perhaps too intense but tre-
mendously exciting, and that the recorded
sound — coarse, clangy, and lacking in
body — is ideal for juke boxes.

WAGNER:  Gorerdimmerung:  Siegfried s
Rbine Journey and Funeral Music (concert
versions by Toscanini), recorded May
14 & 17, 1941 — *M-853 & (Rhine
Journey only) LM-1157.

BARBER:  Quartet, Op. 11:  Adagio for
Strings, tecorded March 19, 1942 — *11-
8287.

STRAUSS:  On the Beautiful Blue Danube,
recorded March 19, 1942 — *11-8580.

THOMAS: Mignon: Overture, recorded
March 19, 1942 — *11-8545.

WAGNER:  Tristan und Isolde: Liebestod,
recorded March 19, 1942 —in *M-978
& in WCT-1116.

— Recorded in Carnegie Hall

Toscanini had a falling out with NBC
in the summer of 1941 and as a result
conducted no regular broadcasts during
the 1941-42 season, though he appeared
with the orchestra in five radio concerts
for the benefit of the war bond drive.
Early in 1942 he made 2 series of recordings
with the Philadelphia Orchestra, and when
it turned out that none of these was sat-
isfactory for release, only the 1941 Gér-
terdimmerung set and seven sides cut with
the NBC in anticipation of a recording ban
were available to tide Victor over the two
years of what proved to be the Great
Petrillo Inrerdiction.

As music to carry us through war, rragedy
and crisis, only the Wagner was of adequate
proportions. The performance is not so
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powerfully inflected or dramatically paced
as that with the New York Philharmonic
in 1936, and the recording lacks solidity.
The long play transfer is a genuine high
phooey recording, with the volume level
of the highs boosted but the lack of actual
high frequencies in the recording making
for coarse and unpleasant sound. The
Liebestod was cut as a filler; it is ruthlessly
fast and inexpressive. Happily there are
new versions of these works.

The Barber was given its world premiere
by Toscanini and is a fine work, deserving
of transfer to 45. The Strauss seems more
like Vesuvius in eruption than the Danube
at Vienna. The opening pages of the
Mignon are played with great beauty, but
lovely as they are this is not enough to
compensate for the light weight of the
music. The new version is technically
superior and identical as an interpretation.

V-Disks BY TOSCANINI— 1941 /48.

The V-Disk project was carried on by
the American armed forces from 1944-49.
The records were 12-inch 78 disks pressed
on vinylite for distribution in service in-
stallations in this country and abroad.
The Toscanini series was taken from
acetates of broadcasts. Because of union
regulations, contractual obligations of the
artists, etc., these records were never a-
vailable commercially, and when the project
ended the masters were destroyed. None
the less, there are 13 Toscanini items in
the series that cannot be had in another
form, though the remaining 24 Toscanini
V-Disks duplicate other records. 1 offer
the list so that collectors may take a morose
interest in its contents. The date of the
broadcast which supplied the source re-
cording is given in each instance; also
the numbers of the V-Disks.

WAGNER: Gotterdimmerung: Orchestral Finale
(incorrectly labeled Immolation Scene),
February 22, 1941 — V-Disk 361.

ROSSINI: La Gazza Ladra: Overture,
April 12, 1941 — 461.

STRAUSS: On the Beautiful Blue Danube,
December 6, 1941 — 151.
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SMETANA:  The Moldau, December 13,
1941 — 121 (an exceptionally fast per-
formance).

Braums (orch. Dvorak): Hungarian Dance
No. 1, January 10, 1943 — 593.

GROFE: Grand Canyon Suite: On the Trail
& Cloudburst, Februaty 7, 1943 — 561.

BOCCHERINI: Quintet, Op. 13, No. s5:
Minuet, April 4, 1943 — 226.

HeroLD: Zampa Overture, April 4, 1943
—9s.

PoNCHIELLL:  La Gioconda:
Hours, April 4, 1943 — 63.

Sousa: The Stars and Stripes Forever, Aptil
4 1943 —31,

RossiNt:  William Tell:  Passo a Sei (in-
correctly labeled Dance of the Soldiers),
April 4, 1943 — 226,

TCHAIKOVSKY: The Nutcracker Ballet:
Suite No. 1, April 25, 1943 — 261/62
also as so1/o2.

VERDI: Don Carlos: O Don Fatale (with
Nan Merriman) & Rigoletro:  Quartet
(with Ribla, Merriman, Peerce and
Valentino), July 25, 1943 — 75.

GARIBALDI'S WAR HYMN, September o,
1943 — 31,

Bizet:  Carillon from L' Avlesienne Suite
No. 1 & Carmen: Act 4, March of the
Toreadors, September 19, 1943 — s3.

GLINKA: Jota  Aragomese, November
7, 1943 —593.

WAGNER:  Tristan und Isolde:
November 28, 1943 — 361.

Dance of the

Liebestod,

PROKOFIEFF:  Symphony No. 1 (Classical),
June 25, 1944 — 481 (a very rapid per-
formance).

BEETHOVEN: Leonore Overture No. 1,

October 29, 1944 — 392.

SiBetivs:  The Swan of Tuonela, January
13, 1945 — 333.

KABALEVSKY:  Colas Breugnon:
January 21, 1945 — 675.

DeBUSSY:  Prelude to the Afterncon of a
Faun, February 11, 1945 — 708.

RossiNt: Il Signor Bruschino:  Overture,
November 11, 1945 — 637.

VAUGHAN WiLLIAMS: Fantasia on a Theme
by Thomas Tallis, November 11, 1945
— 606/07.

ELGAR: Enigma Variations: No. 7 “Troyte,”
November 18, 1945 — 606.

CASTELNUOVO-TEDESCO: Overture to a Fairy
Tale, November 25, 1945 — 607.

MOZART: Symphony No. 40: First Move-
ment, January 27, 1946 — 638.

VERDI: La Forza del Destino: Overtare,
January 27, 1946 — 638.

PucciNi:  La Bokéme: O soave fanciulla
(finale, Act 1) (with Albanese & Peerce)
& Quando m’en vo (Musetta’s waltz song
and finale, Act 2) with Anne McKnight,
other principals, chorus, etc.), February
3, 1946 — 654.

Dukas: Excerpts from Ariane and Blue
Beard, March 2, 1947 — 836/37 (Tos-
canini conducted the first American
performance of this opera at the Metro-
politan in 19171).

GiiLis:  Symphony 5%, September 21,
1947 — 826.

VerDr: Otello: Willow Song & Ave Maria
(with Herva Nelli), December 13, 1947
— 847.

MarTUCCH:
— 848.

Overture,

Noveletta, March 13, 1948

Part I of the Toscanini Discography
will appear in January.
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CLASSICAL

ANTHEIL
The Capital of the World
tBanfield: The Combat

Ballet Theater Orchestra, Joseph Levine,
cond.
CaPITOL P8278. 12-in. 23, 23 min. $5.95.

Two pieces of effective theater music robbed
of their chance to achieve a more im-
pressive effect by the paliry sound of a
small pit orchestra thinly recorded A F.

BACH
The Art of the Fugue (orchestrated by
Kurt Redel)

Orchestre de Chambre Pro-Arte, Kurt
Redel, cond.
WESTMINSTER WAL 220. Two 12-in. $11.90.

A reverent transcription, for strings, oboes,
and bassoons, of the complete work,
including the final, unfinished triple fugue.
The playing in the fugues is warm and
fairly sensitive, the recording brilliant
and spacious throughout. Redel employs
the woodwinds somewhat as a discreet
organist would use reed stops; he achieves
variety of tone-color without calling at-
tention to specific timbres for their own
sake. Bach’s lines are not obscured, and
there are no shenanigans about shifting
registers. It is in the canons that Redel

comes a cropper. Those on sides 1 and 2
are played on the harpsichord, those on
side 3 on the organ. These are disturbing
intrusions, an effect not at all mitigated
by the deadly mechanical rigidity with
which they are performed. The clarity
of the recording is a bit cruel to the organ,
which has a sour note or two. I suppose
we should not complain when a recording
company for a change gives a work like
this without any cuts, but perhaps the two
fugues for harpsichords, which are the only
arrangements of the two versions of Fugue
XIII that precede them on the same side,
could have been spared.

But what miracles Bach wrought with a
theme no more promising than any given
to a beginning student in counterpoint!
After all, one can always skip over the can-

ons. NATHAN BRODER
BACH

Geistliche Lieder

Hildegard  Roessel-Majdan,  contralto;

Hugues Cuenod, tenor; Richard Harand,
cello; Franz Holetschek, hatpsichord.
WESTMINSTER WAL 402. Four 12-in. $23.80.

The Protestant chorale is the most signifi-
cant musical outgrowth of the Reformation.
It has provided generations of composers
with immensely durable melodic raw
material on which to build a host of different
musical forms and structures, encompassing
every conceivable degree of complexity.
No composer is better known than

J. S. Bach for artistic exploitation of the
Protestant chorale. Much less well known
are his modest, almost humble harmon-
izations of the 69 chorale -tunes issued
as part of a book of hymns and sacred
songs by Georg Christian Schemelli and
published in 1735 by Christoph Breitkopf.
Almost none of these melodies are by
Bach himself; all he did was to supply
the traditional strains with a figured bass,
and to incorporate very slight melodic
alterations and elaborations here and there.

It was an heroic deed of Westminster
to issue this monumental collection (which
includes, in addition to the 69 Schemelli
songs, six similar pieces from the Noten-
buch for Anna Magdalena Bach) — heroic,
since there is no getting around the fact,
Bach’s  harmonizations notwithstanding,
that we have here eight full LP sides con-
taining, essentially, nothing but hymns,
sung alternately by two solo voices, and
all accompanied by harpsichord and cello.

Offhand, therefore, it seems a poor
choice for a $23.80 record album. But
the moment one begins to play the records,
the surprising fact emerges that these
pieces are so full of sheer beauty of melodic
line and harmonic imagination, and the
melodies themselves so  varied — from
simple, almost naive syllabic chorales to
others of quite elaborate contour and
superbly expressive setting — that one
simply cannot stop listening.

Hildegard Roessel-Majdan and Hugues
Cuenod both succeed in striking a tasteful

Brandenburg Bounty: Six Concertos for the Price of Four

THIS MAKES the third complete recording of the Brandenburgs
on LP that attempts to present them in their original instrumenta-
tion. The other two are the Westminster set conducted by Haas
and the London set directed by Miinchinger. All three have virtues
and defects.

All in all, | should say that the Vanguard set wins first place.
The instrumentation is almost exactly what Bach called for, the
only deviation being the use of a flute instead of a recorder in
No. 2. This substitution is excused in the notes by the hazard of
combining a recorder with the high trumpet part. But even the
flute is a little faint here. There are other flyspecks in matters of
balance, recording, and interpretation. The solo violin in the
third movement of No. 5 sometimes overwhelms the flute; the
basses throughout are not as resonant as in the London set; and
the recorders in No. 4 do not distinguish perceptibly between piano
and forte. But Prohaska performs these wonderful works with the
right combination of manliness and tenderness, and his tempos,
to these ears, are unexceptionable. If some of the fast movements
are taken rather deliberately, it soon turns out that this is done to
prevent very rapid or difficult passages from becoming scrambled.
Only in the first movement of No. 2 does the tempo seem a little
impatient in spots. The troublesome horn parts in No. 1 are beau-
tifully played, as is the famous trumpet part in No. 2. We are not
told what kind of trumpet is used there, but whatever it is, it sounds
mellow and, while it lacks the sharpness of the excellent trumpet
in the London set, it blends better with the other instruments.
It is handled with such virtuosity by Helmut Wobisch that we don't
have to sit on the edge of our chaits and pray for the poor man.
Anton Heiller, the harpsichord playet, presents an unidentified
cadenza in No. 3. Itis longer than the shott one in the Westminster
set and the mere arpeggio in the London and consequently makes
a better-balanced interpolation between the two fast movements.
Heiller's playing conveys the excitement of the magnificent cadenza
in No. 5. The recorders in No. 4 come through bright and clear,
not thin and wheezy, as in the Westminstet performance. No.
6 has a rich, round sound.

In performance and recording the London set is in most respects
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almost as good and in one or two respects better. But Miinchinger
uses an ordinary violin in No. 1 instead of a wvioline piccole and
flutes instead of recorders in No. 4. In the Westminster set the
tempos are rather slow and heavy, particularly in Nos. 3 and 5
and the Minuet of No. 1; the harpsichord is often too pronounced;
the horns in No. 1 are less clear and clean, the trumpet in No.
2 plays an octave lower than it should, and the sound of No. 6
is rather dull and thick. NATHAN BRODER

BACH
Brandenburg Concertos, Nos. 1-6, Complete

Chamber Orchestra of the Vienna State Opera, Felix Prohaska,
cond.

BAcH GuiLD BG 540-42. Three 12-in. $5.95 apiece, or $11.90
for the set.

ﬁ-. J
Probaska conducts the Brandenburgs: ""manliness and tenderness.”
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Backhaus: third man to complete the 32.

balance between trained-voice solo style
and intimate expressiveness and simplicity,
thus retaining the directness of spirit
which animates these songs.

1 have only two mild complaints: 1)
many of the fermatas seem to be held
too long, so that they impair the musical
and textual coherence, and 2) the organ
would have been much more appropriate
accompaniment furnished for the music
than the harpsichord.

The recorded sound is excellent despite
occasional blurring of the enunciation.
The balance between voice and accom-
paniment is petfect. Kurt List has provided
more than 8,0co words of program-notes,
but the chorale-texts are not furnished.

KURT STONE

BANFIELD
The Combat — See Antheil.

BARTOK
Suite from The Miraculous Mandarin
— See Kodaly,

BEETHOVEN

Concerto for Pianmo, No. 2, in B Flat,
0p. 19; Coriolan Qverture, Op. 62;
Die Weibhe des Hauses Overture, Op.
124

Paul Badura-Skoda (Comcerto); Vienna
National Opera Orchestra, Hermann Scher-
chen, cond.
WESTMINSTER WL $5302.
10 min. $5.95.

The pianist’s affinity for the music of
Mozart creates, in one of the very few
major Beethoven works imitative of Mozart,
a fastidious, limpid and mobile narrarive.
Music-lovers familiar with Scherchen rec-
ords may be surprised at the elegant
deftness of his leadership here. Precision
is very much a feature, emphasized by Mr.
Badura-Skoda's remarkably balanced hands,
but there is no impression of prissiness.
The interpretation is delicately scaled,
and reproduction should be kept at judi-
cious volume to match it. When that is
done, the piano will have a lovely soft
reality and the orchestra a seductive re.
finement.

The Scherchen versatility is attested by
the rugged Corfolan and devout-jubilant
Weibe des Hauses backing the Concerto.
The Consecration of the House seems de-
cisively the best recorded, in this playing
and this rich recording. The Coriolan,

6o

12-in. 25, 8,

not differing much in pace or accent from
a number of others, has the firmest sound
of any. C.G. B.

BEETHOVEN

Concerto for Piano, No. 3, in C Minor,
0p.

tMozart: Concerto for 2 Pianos, in E Flat,
KV 3065

Emil Gilels (and Thersites Zak in the
Mozart); Moscow Radio Orchestra, Kiril
Kondrashin, cond.

PERIOD 601. 12-in. 36, 24 min. $5.95.

If we let our concerns vacillate between
magnetic tape and the explosives which
are our proudest contribution to sociology,
we may be heartened by the quality of re-
corded tape oozing from the Soviet Union.
Since this is so bad, can their bombs be
better? we may ask; and the question is
undeniably comforting in its implied answer.
Butanalogy is a pitfall: maybe the Russians
are indifferent to recorded tape, and un-
questionably the budget is more indulgent
to the Bombs; and anywhere, art is harder
than science. But we are tired of Russian
tapes even when they present good musicians
as they do here, for pianos should be truer
to themselves than to marimbas. This
record from Russian tape is junk: if it is a
plot to lull us, the pain of listening is too
great to lull many. C. G. B.

BEETHOVEN

Sonatas Nos. 1, 2, 5, 6, 7, 11, 16, 18, 26,
27, 31, 32.

Wilhelm Backhaus, piano.

LoNDON (see text) Six 12-in. $5.95 each.

With a final pile of six LPs containing
fourteen Sonatas, London completes her
recording of the 32 Piano Sonatas of
Beethoven in performances by Wilhelm
Backhaus.  Mr. Backhaus is the third
pianist — the others were Prof. Kempff
and the late Artur Schnabel —to have
recorded the entire array. A few of the
Schnabel versions, made on 78s in the
early 1930s, have been reissued on Victor
LPs. The Kempff edition, a product of
Deutsche Grammophon, exists on 15
12-inch Decca disks. The Backhaus,
which has been appearing spasmodically
over the last five years, occupies 27 sides.
London thus has the advantage of a smaller
pile of records and of dollars demanded,
and she throws in 2 Chopin Sonata out of
pure grace.

The Sonatas in the Backhaus-London
edition are distributed as follows, the
six new records indicated by prefixed
asterisks  (a):

*Nos. 1, 26, 27. LL949. 14, 16, 12 min.

*Nos. 2, 11. 1L948. 19, 21 min.
Nos. 3, 17. LL627. 22, 22 min.
*Nos. 4, 7. LL950. 18, 19 min.
Nos. 5, 6, 25. LL393. 14, 10, 9 min.

*Nos. 8, 9, 15. LL9s2. 16, 11, 19 min.
Nos. 10, 22, 24. LL603. 13, 10, 10 min.
(and Schumann’s ' Warum?").

Nos. 12, 21. LL265. 19, 21 min.

Nos. 13, 14, 19, 20. LL705. 14, 1S, 7,
7 min.

*Nos. 16, 18. LL9S1. 19, 18 min.

Nos. 23, 28. LL597. 20, 17 min.

No. 29. LL602. 4t min.

No. 30. LL266. 17 min. (and Chopin:
Sonata 2).

*Nos. 31, 32. L1L953. 17, 21 min.

The 14 Sonatas on the six new records
confirm what the earlier records had taught
us about Backhaus in Beethoven. Stalwart
and devotedly romantic, favoring the
broad stroke and the forceful attack, he is
discriminating and experienced, intelligent
enough to know the requirements of
classical style. That he is entirely at home
in that style may be doubted: he is usually
best when feeling dominates form. His
truly remarkable pianism evokes admira-
tion even when the direction of his mu-
sicianship does not convince.

In the First Sonata, airy, mischievous
and refined alternately or at once, the
performance relies too much on deftness
and must be called disappointing, while
Sonatas No. 26 and 27, on the same record,
have excellent interpretations in full real-
ization of their continuous romanticism.
The first movement of No. 2 lacks the
engaging flipness we could like, but the
overside No. 11 is thoroughly convincing.
The combination of Nos. 4 and 7 is success-
ful: both are beautifully presented and
music-lovers ought to have the record.
Nos. 8, 9 and 15, on a single record, seem
deficient here and there, sometimes in
grace, sometimes in the nature of their
phrasing. We can bow to the pleasant
lyricism of No. 15, but surely its caprices
are understated.

No. 18, in the opinion here, is the best
side of all, and the most desirable version
of this lovely music. lts overside, No.
16, enjoys scintillating pianism, not in-
variably to its advantage.  Finally, the
moving eloquence of No. 31 is backed

Badura Skoda and Scherchen: Mozartian Beethoven performed with vigor and elegance.
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by a No. 32 whose aretta is just that
trifle too fast to hurt it beyond repair.

The sonatas previously issued have all
been noticed here. Like the components
of any complete edition, they vary in
value. They are in great part much betcer
in sound than the Kempff edition, but
few will think that the Backhaus strength
countervails the vivacious symmetry of
Prof. Kempff. There are 190 recordings
of Beethoven piano sonatas, and among
them five or six of the Backhaus versions
are outstanding, an impressive accomplish-
ment. C. G. B.

BEETHOVEN

Sonatas for Piano: No. 30, in E, Op. 109;
No. 31, in A Flat, Op. 110

Myra Hess.

RCA VICTOR LHMV  1068. 12-in. 21,

20 min. $5.95.

Restrained in force but poetic in mind

and fervent in phrase, Op. 110 as Dame
Myra gives it and HMV-Victor has regis-
tered it melts this critic to a sentimental
enthusiasm. Op. 109 is played in the same
general manner — soft, intense but sym-
metrical —and may be as magisterial a
presentation; but the critic has always
been puzzled by its simpler music, and
cannot declare how he thinks it stands
in relation to other interpretations. He
prefers this Op. 110 to all, and the sound
of both to all. The high octaves here are
real as real, and nowhere is reproduction
troublesome. C. G. B.

BEETHOVEN

Sonata for Piano and Vielin, Ne. s,
in F, “Spring,” Op. 24

Josef Palenicek, Alexander Plocek. .

SUPRAPHON LPM 129. 10-in. 21 min.

The violinist has a darkly-honeyed tone
and a sweet cantilena, but the pianist

accepts a lackey's rble and the recordists
have minimized his bass if any. The line
of beauty in the adagio is worth hearing.
The last two movements are awkward.

C. G. B.

BEETHOVEN

Sonatas for Piano and Vieliw; No. 7,
in C Minor, Op. 30, No. 3; No. 10,
in G, 0p. 96

Friedrich Gulda, Ruggiero Ricci.
LONDON LL 1004. 12-in. 26, 26 min.
$5.95.

These are half of Beethoven's four greatest
Sonatas for these instruments. No. 10,
in the pure linearity of its expression by
these intelligent and intuitive young players,
demands a place at the top of the list of
recordings. In fact, with this sound, exact
but unemphatic, clear and sweet for the
violin and sturdy for the piano, with
the instcruments in satisfying equipoise,

Fidelio Again, or, A Tale of Two Cantatas

CHARITY demands that we try to understand the stresses on
malefactors before we execrate them. Both new editions of Beeth-
oven's solitary opera, Fidelio, excise all the spoken dialog except
that in the dungeon scene’s "melodrama,” a short section in which
the whispered apprehensions of Leonora, rescue-bent wife of the
imprisoned hero, and Rocco the jailer are substantiated by the
orchestra.  Arguments can be raised to oppose the inclusion of
spoken dialog in opera for the phonograph, but such arguments
cannot fitly be applied to all operas. The prose repartee of Fledermans
or The Magic Flute is of unexciting quality when first heard and
dismal when heard repeatedly. The spoken words are no more
than contrivances to provoke a situation justifying music. The
book of Fidelio, dear to Beethoven, is a heroic drama which he
garnished with his overwhelming convictions on loyalty, hope,
freedom, love and treachery. Its drama, clear and uncomplicated
as serious opera dramas ought to be, is conveyed in nearly equal
measure by spoken word and by words with music.

Since the latter is not there, neither is Fidelio. Without the dia-
log, we have nothing but a spasmic procession of wonderful
musical numbers, intruding on each other's effect.

The two interpretations of this concert are in nice harmony with
what we should expect from their leaders. Prof. Furtwingler is
deliberate, Mr. Toscanini impetuous. The respective manners
carry both reward and punishment. For example, Rocco’s aria
“"Hat man nicht auch Geld bei Leben™ (roughly, **What is life without
money?”) has in the accompaniment a cascade of benevolent
chuckles to show that the cynicism is only fooling, and the Furt-
wingler beat relents to clarify this, in contrast to the Toscanini
refusal to recognize the underlying implications. On the other
hand, the terrible, barren blasts of frozen hopelessness of the In-
troduction to Act Il are consummate in the vehemence of Mr.
Toscanini's summoning, making Prof. Furtwingler's reticence
pallid in contrast. And the gratulatory last scene in its entirety
is a triumph for Mr. Toscanini's unreserved fervor.

In general, the Toscanini direction is more convincing in the
finales and where the orchestra is dominant. The pliancy of Prof.
Furtwingler allows more expression to the arias under his direction.

Differences in recording play a part in the effectiveness of the
performances. The Victor sound, reincarnated from a 1944 broad-
cast, is amazing among similar resuscitations. The new His Master’s
Voice sound decidedly does not show 10 years’ improvement.
More distant than the Victor, it has an expected gloss without
an expected crispness of detail or much force of impact. Orches-
trally it must be called disappointing although it is not bad, and
while naturally it is kinder to the solo voices than Victor could
be in 1944, the margin of kindliness is not so great as we could hope.

The principal Victor singers, although hard-pressed by the
baton, have the better voices. Miss Bampton is vocally the most
appealing of recorded Leonoras, and Mr. Peerce will be a revela-
tion to those who have not imagined him in 2 German réle. (He
is almost as convincing as another revelation, Mr. Ralf, in the old
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Toscanini Furtwingler

Vox version.) Miss Steber’s appeal is evident, but not what it
would be with a more modern recording. Messrs. Janssen and
Moscona are excellent.

For HMV Miss MédI's big mezzo is splendid when under real
control, and not when not, with the microphone indiscreet in
betraying some mezzo mechanics. It is not likely that any soprano
living can improve on Miss Jurinac's Marzelline. Mr. Windgassen's
bright, healthy tones do not suggest a starving Florestan. The
Pizarro and Rocco of Otto Edelmann and Gottlob Frick are en-
tirely commendable. HMYV has forgotten to supply a libretto,
thinking perhaps that for a concert version none was necessary.
Victor offers German text and translation.

There are two older versions, one of 2 poor performance, the
other of the best performance on records. The latter is the Vox
edition, the vagaries of whose sonics may infuriate. But it contains
enough of the dialog to make sense and retain drama and emo-
tion; it is as a whole well sung, and the direction by Dr. Karl
Bohm is sensitively poetic and dramatic without mannerisms.
This edition is marked for withdrawal, and music-lovers who
cannot wait for a Fidelio truly realized at every point of perfor-
mance and reproduction will have 2 simulacrum with the Vox,
even if they have to cringe at certain freakish features of the sound.

C. G. BURK!

Martha Mad! (s), Sena Jurinac (s), Wolfgang Windgassen (t),
Rudolf Schock (t), Otto Edelmann (bne), Alfred Poell (bne),
Gottlob Frick (bs); Chorus of the National Opera, Vienna, and
Vienna Philharmonic Orchestra, Wilhelm Furtwingler, cond.
His MASTER'S VOICE ALP 1130-1132. Three 12-in. 2 hr. 12 min.
$20.85. (Available from Addison Foster, 1226 Montgomery Ave.,
Narberth, Pa.)

Rose Bampton (s), Eleanor Steber (s), Jan Peerce (t), Joseph La-
deroute (t), Herbert Janssen (bne), Nicola Moscona (bs), Sidar
Belarsky (bs); Chorus and NBC Orchestra, Arturo Toscanini,
cond.

RCA VICTOR LM 6025. Two 12-in. 1 hr. 52 min. $11.90.
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SORDS

we have sonically one of the very best
piano-violin records of any music. The
success of No. 10 exceeds that of No. 7
because the players’ restraint accords so
well with the former’s continuous lyricism,
while the latter demands more savagery
than they display. C. G. B.

BEETHOVEN

Sonatas for Piano and Violoncello: No.
1, in T, Op. 5, No. 1; No. 3, in A, Op.
69; No. 4, in C, Op. 102, No. 1; No.
s, in D, Op. 102, No. 2

Rudolf Serkin, Pablo Casals.

COLUMBIA ML 4876 (Nos. 1 & 5) and
ML 4878 (Nos. 3 & 4). Two 12-in. 26,
21, 28, 21 min. $5.95 each disk.

The Second Sonata, Op. 5, No. 2, was
recorded by the same players a few years
ago on Columbia ML 4572, a poor disk.
The Sonata is now announced on ML
4877, and all five in album SL 201. It is
to be presumed that this ML 4877, which
was not submitted here for review, is a
new effort; and it may further be presumed
that if it was made ac the same later Casals
Festival as the other four Sonatas now
under consideration it is a great improve-
ment over its forerunner.

Mr. Serkin, after thac eatlier disk in
which his modesty was maddening, is a
revelation of strength and grace. That
grace is especially valuable in association
with the amazing variety of intensity
contributed by the celliss, who bows
every phrase on strings grave as a bass,
as responsive as a violin, alternately whis-
pering and haranguing. In this forthright
tomanticism, roughnesses and wrong notes
do not matter, nor the cellist’'s muttered
interjections.  Mr. Serkin, with plenty of
sympathy, has not this heat, but his poise
keeps the musical structure intact. The
Sonatas are played in an expected slow
time, the familiar No. 3 particularly, but
not to their detriment. Clear and rich
sound which seems complete, with the
reality of the top of the piano to be noted
as an admirable rarity. C. G. B.

BEETHOVEN
Symphony No. 1, in C, Op. 21
Overtures, Egmont and Leowora No. 3

Philharmonia  Orchestra, Herbert  von
Karajan, cond.
ANGEL 35097. 12-in. 23, 8, 15 min. $5.95,

or $4.95 thrift pack.

The Symphony has received a splendid
performance of good-tempered masculine
jocularity, with subtleties in the score
acknowledged as they are not often. The
pp beginning the andante is a tiumph for
conductor, orchestra and engineers, and
the healthy breadth of animal spirits in
the scherzo-called-minuet and finale has
been achieved with an ebullience whose
restraint by taste is not at first apparent.
Masterful, really, in its proof that the
Beethoven of Op. 21 was as much Beethoven
as he of Op. 92, if less experienced.

Prof. von Karajan has had to make his
Egmont a linle different. The very slow
introduction and the very fast allegro —
involving a retard in the coda — are less
effective than straight playing. In the
third Leonore Overture tempos are modified
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more discreetly, and its vast sweeps are
in the proper grand manner. The two
Overtutes have been favored with the
most mposing sound that chis reviewer
has heard from an Angel orchestral disk,
but its spaciousness has some tendency
to swallow contrapuntal elements. The
smaller orchestra in the Symphony is not
so affected. C. G. B.

BEETHOVEN
Symphony No. s, in C Minor, Op. 67

New Orchestral Society of Bosron, Willis

Page, cond.
COOK  1067. 10-in.  (standard); 12-in.
(binaural). 28 min. $4.00 or $5.95.

Heard through a well-adjusted binaural
apparatus, the demanding tumult of the
Fifth Symphony surges from all directions
in a reality of irresistible power that makes
one exult and say, “This is it, at last.”

A perfect pairing at Prades: Casals and
Serkin play the five Beethoven sonatas.

Such is the effect of judicious binaural
recording and reproduction. Turning
then to the conventional one-channel
disk, one hears Mr. Page without a magic
cloak, and says, disillusioned, “This is
not it.”” For the performance has a haste
without an object, the recording an undue
emphasis on extremes: drums, trumpets.
Binaural or nothing. C. G. B.

BEETHOVEN
Variations in C Minor, G 191
Bagatelles, Op. 126

Leonid Hambro, piano.
Cook 1039. Io-in. 11, 15 min. $4.00.

This is 2 pretty good record burdened by
some pretty bad literature. The envelope
bears the title A Perspective of Beethoven
— Pianoforte,” distastefully pretentious, and
inaccurate. The notes, childlike, create an
untruth by naive statements of irrelevant
fact, and they are capable of repelling people
from the disk. The Bagatelles in Mr. Ham-
bro’s impetuous but studied and responsive
interpretation are too good to be submitted
to someone’s verbal vagaries. Perhaps the
Vatiations here search too hard for color:
the performance is not conventional. Ex-
cellent bass and good treble in the piano
reproduction; and where the central octaves
seem hard this is probably an effect of the
pianist’s very crisp staccato. C. G. B.

www americanradiohictorvy com

BERLIOZ
The Damnation of Faust — Dramatic
Legend, Op. 24

Suzanne Danco, soprano; David Poleri,
tenor; Mardial Singher, baritone; Donald
Gramm and McHenry Boatwright, bassos;
Hatvard Glee Club; Radcliffe Choral
Society; Boston Symphony Orchestra;
Charles Munch, cond.
RCA VICTOR LM 6i14.
$17.85.

Three 12-in.

Hector Berlioz chose exactly the right
year to be born, showing foresight amazing
in one so young. The 1soth anniversary
of his birth fell on December 11, 1953
just when there was a stir of public appetite
for music like his, and when recording
techniques had advanced enough so that
the huge instrumental and vocal forces
of his massive scores could be given the
realistic reproduction they deserve.

Thete has been a flood of new recordings
of his works, and certainly one of the
best yet issued is the new, complete Dam-
nation of Faust, made under the inspired
direction of one of the great Berlioz in-
terpreters of our day, Charles Munch.

Berlioz wrote The Damnation of Faust
as a ‘dramatic legend” —-an oratorio
withour stage action. It has since been
tried in operatic form, but the original
undramatized version is usually preferred
roday. And well it may be for the magic
of this work is its ability, through music
alone, to conjure up a picture of the
Faust drama far more vivid and exciting
than could be evoked by any visual setting.
No stage representation. for example,
could possibly recreate the tetror of the
onward-rushing Ride to the Abyss and the
ensuing Pandemonium.

Those who know The Damnation of
Faust only from the three commonly
played orchestral excerpts will have their
ears opened. These movements may be
effective as symphonic program mateer,
but how much more thrilling they are
when heard in context! When the Hun-
garian March bursts forth after the related
preliminary fanfares, heard behind Faust's
recitative, it truly quickens the pulse.

The performance under Munch is an
extraordinary one. He whips the orchestra
and superbly trained chorus into a veritable
frenzy when the music calls for it, yet he
evokes the most plaintive sounds when
these are needed. The soloists are all
excellent, with Martial Singher's sinister
and thoroughly French Mesphistopheles
outstanding. David Poleri sings Faust’s
lines with fervor and practically no forcing,
and Suzanne Danco's Marguerite is simple
and movingly beautiful.

Victor’s ‘'New Orthophonic”™ sound
captures the vast forces with complete
fidelity and believable perspective. Per-
ceptive notes by John N. Burk, together
with complete French and English text,
are included. P. A.

BERLIOZ

Les Troyens & Carthage — Marche Troy-
enne

La Damnation de Faust, Op, 24 — Minuet
of the Will-o'-the-Wisps; Dance of the
Sylphs; Hungarian March

Roman Carnival Overture, Op. 9
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Benvenuto Cellini — Overture, Op. 23

Roméo et Juliette — Dyamatic Symphony,
0p. 17 — Romeo Alone; Sadness; Concert
and Ball; Grand Féte at Capulet’s House

Lamoureux Orchestra; Willem van Otterloo,
cond.
EPIC I.C 3054. 12-in. $5.95.

For the collector who may be somewhat
overawed by the vast amount of Berlioz
music released on disks during this 150th
anniversary year, this record will provide a
generous and representative sampling of
that master's principal orchestral works.
(Take note, however, that Les Troyens 3
Carthage, La Damnation de Faust and Roméo
et Juliette are available in complete perform-
ances already on microgroove.) The read-
ings here are generally robusr and straight-
forward, though short of subtlety and refine-
ment.  Strangely, the strings and brasses
of this French orchestra sound better than
the woodwinds, and come off best in the
bright, wide-range recording. P. A

BIZET
L’ Arlesienne Suites, Nos 1 and 2

L'Orchestre  Symphonique de la Radio-
diffusion Nationale Belge, Franz André,
cond.

TELEFUNKEN LGX 66021.

$5.95.

12-in. 36 min.

This is che chird version of the popular
Bizet suites to come my way in the past
six months, and taking everything into
consideration, the most satisfactory. While
the sound may not be the highest fi around,
it is excellent and well balanced, and
André’s performance has borh the proper
style and firm direction necessary to the
score. Epic (March 1954) boasts of a good
performance by Fourner, but the sound
is poorly equalized, while Angel (August
1954) though slightly superior in sound,
has the routine work of Cluytens as a
liability. J.F L

BRAHMS
Concerto for Piano and Orchestra, No.
1, in D Minor, Op. 15 (2 Versions)

Clifford Curzon; Concertgebouw  Orch-
estra, Amsterdam, Eduard van Beinum,
cond.

LoNDON LL 8s0. 12-in. 47 min. $5.95.

Wilhelm Backhaus; Vienna Philharmonic
Orchestra, Karl Béhm, cond.
LONDON LL 911. 12-in. 44 min. $5.95.

These are majestic records, twins in value.
They differ a litdde in style, not at all in
concept. Curzon-Beinum  score their
points by verve and dexterity, a more
persistent rubato, a sharper narrative. Is
this better than a steady progress, a sturdier,
more masculine discipline. and in the slow
movement a more fluent lyricism? It
may not be, through most of the work,
but it 7 the difference that prevails for
C-B in the rondo. Sound excellent in
both, the choice one of hall-sound, brighter
and more detailed in Amsterdam, beccer
for the orchestra; more voluminous in
Vienna, better for the piano. Your re-
viewer has wavered in choice between
the two editions until he is sure that it
is right to prefer either. C. G. B.

DECEMBER, 1954

Hector Berlioz: 1803 was exactly right.

BRAHMS

Concerto for Vielin and Orchestra, in
D, Op. 77 (2 Versions)

Christian Ferras; Vienna Philharmonic Or-

chestra, Carl  Schuricht, cond.

LONDON 1L 1046. 12:in. 39 min. $s5.95.

Julian Olevsky: National Symphony Or-

chestra, Washington, Howard Mitchell,
cond.
WESTMINSTFR WL $273. 12-in. 39 min.
$5.95.

For review these were heard in full three
times each. Both made a distinct impres-
sion, the more distinct for being opposite,
but the comparative values in terms of
selection are elusive because cthey are
incompatible.  As the record presents it,
the Ferras-Schuricht performance is vast —
vaster from the violinist than is perhaps
plausible, while the other record offers
a view from the ocher end of the telescope.
Mr. Ferras is extraordinary in the size
and quality of his tone and his ability to
keep a suave line pure, while Mr. Olevsky's
miniature is like a confession. This makes
the latter’s adagio lovely. But the qualities
of performance have been influenced by
the qualities of recording. London, loud
and billowing, adds the eloquence of
strength to her fiddler and the Vien.
na Philharmonic.  Westminster, smaller,

MILLER OF WASHINGTON
Howard Mitchell: two new versions of the
Brabms violin concerto differ in size.
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smoother, neater and admirably coalesced
in her more expert recording, suggests a
delicacy in her violinist a little inadequate
to the music, and not improbably the work
of the engineers. — This critic wavers
in his preference, and calls attention
to Milstein-Steinberg and Stern-Beecham
editions not displaced because the new
ones are newer. C.G. B.

BRAHMS
Symphony No. 1, in C Minor, Op. 68

New Orchestral Society of Boston, Willis
Page, cond.

CoOK 1060. 12-in. (standard); two 12-in.
(binaural). 42 min. $5.95 or $8.95.

The comments applied to the same com-
pany’s production of Beethoven's Fifth
Symphony are not inappropriate here,
although this Brahms is berrer performed
than cthat Beethoven.  Sdill, the great
pounding of the drums from the beginning
pales later climaxes, the pianos are pretty
hearty, and the few departures from ex-
pected tempo do not add illumination.
Nevertheless, the suffusion of binaural
grandness may make rhe binaural version
seem like a great musical happening,
something that the standard disk of this
performance cannot do. C. G. B.

BRAHMS
Symphony No. 1, in C Minor, Op. 68

Berlin  Philharmonic  Orchestra, Joseph
Keilberch, cond.
TELEFUNKEN LGX 66003.

$5.95.

12-in. 44 min.

After 17 predecessors, a record of the
Brahms First to acquire acclaim would
have to be sublimely glorious or insolently
awful.  This is just another good one,
leaning to ponderosity, grand in the
external movements, rather sodden in the
central.  Broad recording and effective
except for a certain dryness of tone noticed
before in disks of this company, but clean
and strong in an impressive bass. C. G. B.

BRAHMS
Symphony No. 4, in E Minor, Op. 98

Orchestra of the Stadium Ceoncerts, New
York, Leonard Bernstein, cond.
DECCA DL 9717. 12-in. 39 min. $5.85.

Mr. Hugh Mulcahy, who just before the
war occupied with frequent distinction the
podium of the Philadelphia Phillies, suffered
from an uncertainty of delivery in his over-
tures. After the first inning one could ex-
pect him to be formidable, and if during
the first inning he donated no more than
two runs to his opposition his chances of
winning were accounted very good. Mr.
Leonard Bernstein, playing to a larger audi-
ence than the sodden Phillies of Mr. Mul-
cahy's day could attract, has discernible
trouble, too, with his opening measures.
Mastery comes after the first inning. This
Brahms Fourth, after a rather girlish and
tentative start, develops muscles as it pro-
ceeds, and if we discount the opening min-
utes of uncertain control, we hear a tough
and domineering projection of a master-
piece so elastically abstract that its shape is
clear even when the hand that moulds it is
rough; and Mr. Bernstein’s calculated rough-
ness contributes more than it removes.
The New York Philharmonic-Symphony
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Orchestra, in summer shorts and Truman
shirt, play robustly with an appropriate
inelegance, and are reproduced in a concert-
hall totality which gives the whole prece-
dence over the parts, with an excellent
string-tone and notably solid chords. In
brief, first class after a couple of bases on
balls at the beginning. C.G. B.

BRAHMS

Variations and Fugue on a Theme by
Handel, Op. 24

Variations on a Theme by Paganini,
Op. 35

Abbey Simon, piano.
EPIC LC 30S0. 12-in. 26, 23 min. $5.95.

Music-lovers ought to remember that
this is primarily pianists’ music, its great
appeal not in feeling ot design, but in the
movement and mutation of design. It
demands gaudy pianism, and on this
record manipulation and understanding
are both estimable —in some of the
variations splendid. However, the sound
has a peculiarity that may keep discophiles
at a distance: it seems faulty but is really
not. The piano used has tonal qualities
with - which Americans are unfamiliar,
and throughout gives an impression of a
harpsichord magnified. C.G.B

CHOPIN

Piano Concerts No. 1, in E Minor, Op.
Ir

Piano Concerto No. 2, in F Minor, Op. 21

Paul Badura-Skoda, piano. Vienna State
Opera Orchestra; Arcur Rodzinski, cond.
WESTMINSTER WL 5308. 12-in. 33, 29
min. $5.95.

Inclusion of both Chopin concertos, ex-
cellently performed and superbly tepro-
duced, make this disk quite a bargain.
Mr. Badura-Skoda’s playing is all youthful
innocence, delicate, clean, animated; the
piano tone is lovely; the balance between
solo instrument and orchestra is perfect.
In chis dewily fresh vein, the Romanze
of the E Minor Concerto and —to a
lesser extent — the Larghetto of the F
Minor yield less than their maximum
interest, and two small, pardonable cuts
are made in the Rondo of the E Minor
Concerto in order to crowd it on one side
of the record. Other than this, it seems
impossible to find faule. The more mature,
more penetrating versions of Artur Rubin-
stein (E Minor and F Minor, on separate
RCA Victor disks) and Guiomar Novaes
(F Minor, on Vox) interest me more than
Badura-Skoda’s do, but only in the Rubin-
stein E Minor is there comparable engineer-
ing. Chalk up another winner for West-
minster. R. E.

COPLAND

Appalachian Spring: El Salon Mexico;
Suite from Billy the Kid; Fanfare
Jor the Common Man.

National Symphony Orchestra, Howard
Mitchell, cond.
WESTMINSTER WI. 5286, 12-in. 23, 12,

18, 3 min. $5.95.

This is the fourth Appalachian Spring,
the fourcth Billy the Kid, and the fourth
Salon Mexico to appear in the LP catalog.
In each case it is the best of the four from
the point of view of recotding, and the
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interpretations are uniformly excellent.
Micchell's  Appalachian Spring and  Salon
Mexico have somewhat less tension and
variety of pace than Koussevitzky’s, but
by the same token they place heavier
emphasis upon Copland’s rich harmony
and glossy orchestration. The old Boston
wizard remains an old wizard, but the
younger man is well worth hearing, too.

A. F.

DEBUSSY
Prélude a laprés-midi
Marche écossaise;

d'un  faune;
Trois nocturnes.

Orchestre National de la Radiodiffusion
Francaise; D. E. Inghelbrecht, cond.
ANGEL 35103. 12-in. 12, 10, 22 min.
$5.95.

Debussy, who relies so much upon subtle
nuances, especially demands good record-
ing, and his music has seldom had 2 better
recording than this one, which was recencly
awarded the Grand Prix du Disque. The
color, depth and richness of the Debussy
orchestra are marvelously reproduced here,
and the interpretations are by one of the
most authoritative of contemporary De-
bussians. Neither the Faune nor the Noc-
turnes needs any discussion, buc the Marche
écossaise is very little known. Its full, ofhcial
title is as delightful as the music itself:
March of the Ancient Earls of Ross, Dedicated
to their Descendant, General Meredith Read,
Holder of the Grand Cross of the Royal Order
of the Redeemer. The ancient earls of Ross
marched to a typical Highland bagpipe
tune, and Debussy, fulfilling a commission
from General Read, produced an en-
chanting arrangement of it that should
long since have made the rounds of the
pop concerts, but Inghelbrecht seems to
be the only conductor aware of its ex-

istence. Vivid recording. A. F.
DONIZETTI
Lucia di Lammermoor (excerpts) —

See Gounod.

DVORAK

Symphony No. s in E Minor, Op, 95
(""From the New World”)

Philharmonia Orchestra;

cond.

ANGEL 3508s.

thrift pack.

This is the hfteenth New World to entet
the LP catalog, and what makes marters
worse, many of the 15 are really worth

Alceo Galliera,

12-in.  $5.95, or $4.95

Feike Asma plays César Franck chorales
on the organ of Amsterdam’s Old Church.
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while — Toscanini, Kubelik, Szell, Dorati
and Ormandy, to mention some which
come to mind. However, Galliera’s cer-
tainly ranks with the best of them. He
treats the work sanely, with tempi and
dynamic shadings that are just right, and
he elicits an exceptionally warm tone
from the orchestra—a tone that has
been transferred to microgroove with
fidelity and concert-hall spaciousness. P. A.

FRANCK

Three chorals for organ: No. 1, in E
Magfor; No. 2, in B Minor; No. 3, in
A Minor. Piéce héroique.

Feike Asma, organ.

EpiC LC 3051, t2-in. 9, 15, 15, 13 min.
$5.95.

These luxuriant, richly romantic inter-
pretations of Franck's beautiful organ

chorals and of his pompous Piéce héroique
seem more attractive than most of their
kind. The organ is that of the Old Church,
Amsterdam.  Some of the organ stops
sound unusual, and they have frequently
been combined in individualistic tegis-
trations. The instrument as a whole is
massively brilliant, with much echo pro-
duced by the church. In spite of this,
there is a remarkable, if not ideal, clarity
to the musical texture, and Epic has cap-
tured the reverberating racker in all its
special kind of glory. In his playing
Mr. Asma savors fully the sweetish tunes,
chromatic harmonies, and splendiferous
effects, but dignity and discretion ate ever
present to keep the manner from growing
overripe. Clarence Watters’ recording
of the chorals (with the Pri¢re) for Classic
occupies two disks, but in its meditative,
quiet way is probably purer in style and
will prove mote satisfactory to cerrain
tastes. R. E

FRANCK

Prelude, Chorale and Fugue
tSchumann: Carnaval
Artur Rubinstein, piano.
RCA VICTOR LM 1822.
min. $5.95.

12-in. 17, 27

Until this record came along, the Joerg
Demus version of the Franck work (West-
minster) was outstanding. Mt. Rubin-
stein’s new recording is a shade superior,
| believe, with its vigor, tonal brilliance,
formal perfection, and over-all grandeur.
The older pianist brings off the same effects
with less self-consciousness and delibeta-
tion than his younger colleague. I would
not part with the Demus recording, how-
ever, for its slightly mystical quality, more
melting tone, and occasionally more subtle
nuance are to be treasured.

Mr. Rubinstein's Carnaval is equally
good, and no one will go wrong acquiring
his interpretation. Burt here the competition
is Guiomar Novaes (Vox); despite missed
notes and echoey reproduction, the Bra-
zilian pianist projects the necessary qual-
ities of humor, tenderness and fancy to
a slightly greater degree. One example:
her treatment of the dotted-note fgure
to achieve a Passionato effect in the Chiarina
section. Perhaps the crisp, close-to sound
on the Victor disk gives Mr. Rubinstein's
playing a drier, more matter-of-fact texture,
but it is also 2 definitely more virile and
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Rubinstein offers Franck and Schumann in
performances more vigorous than melting.

less poetic performance. Let the listener's
predilections be his guide, for Mr, Rubin-
stein’s musicianship and pianistic greatness

are never in doubt. R.E.

GLAZUNOFF

Valse de Concert No. 1 in D Major,
Op. 47

tMeyerbeer: Fackeltanz No. t in B flat
Major

Orchestre  Symphonique de la  Radio-
diffusion Nationale Belge; Franz André,
cond.

TELEFUNKEN TM

68014. 10-in. $2.95.

It is a delight to have Glazunoff’s charming,
tuneful Valse de Concert No. 1 in this bright,
straightfoward reading by André. That
pleasure could have been doubled had the
Valse de Concert No. 2 been recorded on the
other side. Instead, the conductor has
chosen the thumpy, overblown Fackeltanz
No. 1 of Meyertbeer. A Fackeltanz is an
old German torch dance, a processional
in the style of a polonaise, which was
played at importnat weddings. Meyerbeer
scored his originally for brass band, and
it is in that form that it should have re-
mained. It may sound fine in a beer hall,
buc it’s a mighty heavy-footed companion
for the Glazunoff waltz. The repto-
duction in borh works is fairly brilliant,

and well balanced. P. A
GOUNOD

Mireille (excerpts)

tDonizetti: Lucia di Lammermoor

(excerpts)

Mireille (opera in four acts; libretto by
Michel Carre), Act 1 Vincenette a vosre
age: O légére hirondelle, Act 11:  Trahir
Vincent! and Mon coeur ne peut changer,
Act IV:  Heureux petit berger; Ah! parle
encore.

Mado Robin (s), Andrée Gabriel (s),
Michel Malkassian (t); L'Orchestre de la
Société des Concerts du Conservatoire de
Paris; Richard Blareau, cond.

Lucia di Lammermoor (opera in four acts;
libretto by Salvatore Cammarano, after
Sir Walter Scott’s The Bride of Lammermoory);
excerpts from Act I and Act IIL

Mado Robin (s), Libero de Luca (t);
L'Orchestre de la Société des Concerts
du Conservatoire de Paris; Richard Blareau,
cond.

LONDON LL 922, 12-in.

$5.95.

The half of this disk worth owning
except to mad-scene collecrors, who no
doubt already own Mado Robin’s go
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at the one from Lucia di Lammermoor

is that given over to Gounod’s still living
opera, Mireill.  Unlike Faust, which is
international property, Mireille is main-
tained in the repertoire only in France,
where it is supported by a coterie of special
admirers. In this country, every once in
a while someone will rediscover Mireille,
but there hasn’t been a performance for
years. After hearing as much of it as can
be gotten on a 12-inch side, a good many
people may want to join the Mireille-
club, for it is perfectly charming music

graceful, sweet, touching, simple, pastoral.
In the title role, Mado Robin sings with
rippling tone and even with some ex-
pression, and inserts some gratuitous
but quite striking high notes. As her
tenor, Vincent, Michel Malkassian sounds
bleak and underexperienced, but his duties
are minimal here, and Andrée Gabriel is
a very satisfactory duettist. On the turnover,
Miss Robin’s mad-scene Lucia is preceded
by her first-act Lucia, which sounds in the
main pretty shrill and inexpressive by
any standards and is not helped at all
either by Libero de Luca or Richard Blareau,
who conducts Donizetti as if he wishes
he were conducting Gounod. Recom-
mended for the Gounod, but avoid the
Lucia duet except for laughs. No texts,
which is a hindrance in the Gounod, but
sensible notes. Recordings: good Paris-
style London. J. H, Jr

HANDEL
Messiah

Huddersfield Choral Society and Liverpool
Philharmonic Orchestra, with Elsie Morison
(s), Marjorie Thomas (a), Richard Lewis
(1), Norman Walker (bs); Sir Malcolm
Sargent, cond.

ANGEL 3510 C. Three 12-in. 2 hr. 22 min.
$17.8s.

Some good-humored observations on
“authentic”” presentations of old music
are included with the notes and text fur-
nished with the album. The observations
are written by the conductor, Sir Malcolm
Sargent, and express skepticism on the
necessity, desirability or even possibility
of duplicating the first performance of an
old score — agreed with here.  Sir Mal-
colm’s opinions counter the present trend,
and his performance differs condiserably
from the last two recorded editions.

He has omitted seven numbers usually
ignored in public performance but in-
cluded in three recordings. He has paid
no attention to strict “authenticity’” in
the orchestration, using the ideas of various
editors, including Mozart and himself,
where it pleased him. Strings carty ac-
companiments originally allotted to harpsi-
chord or organ, but the organ is retained,
mainly to reinforce the bass. Thus the
newest version has none of the novelty
of antiquity that characterized the two
editions immediately preceding it, by Sir
Adrian Boult for London and Dr. Hermann
Scherchen for Westminster, of which the
former may be called without unkindness
the manners of the nineteenth century
in the dress of the eighteenth, and the
latter is severely — and rather wonderfully

a reconstruction of what Dr. Scherchen
believes the eighteenth to have been in
mannets and dress.
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Sir Malcolm has more alacrity, more
nervousness than Sit Adrian.  He has
produced from his superb chorus a range
of dynamics probably without recorded
precedent. The solo soprano has a remark-
able variety of vocal deliveries, and the
tenor, Mr. Richard Lewis, is excellent as
usual.

The sound is spacious, noble, enveloping,
sweet even in the violins, house-shaking
without grind in the mighty bass of the
organ. The chorus is distributed with
unusual advantage to the hard combina-
tion of force, clatity and balance. The
soloists are a trifle too prominent, and the
solo women are registered with the faint
occasional microphone-hoot so hard to
exorcise. On the whole a sound superior
to Westminster's of Messiah, and probably
equal to London’s, although they are
differently focused. These three all surpass

elder versions in sound. C. G. B.
HAYDN

The Man in the Moon

Friedel Schneider (s), Hanne Muench

(ms), Albert Gassner (t), Willibald Lindner
(t), Karl Schwert (bne), Walter Hagner
(bs); Orchestra of the Munich Chamber
Opera, Johannes Weissenbach, cond.
PERIOD 703. 12-in. $7 min. $5.95.

Haydn in 1777 composed a dramma giocoso,
Il Mondo della Luna, one of several to
texts by Goldoni. For the Haydn bi-
centennial in 1932 the German composer
Mark Lothar compressed and altered it
to suit twentiech-century notions. The
pace was accelerated, German was sub-
stituted for ltalian, and chere were incer-
polations of music from other works by
Haydn. How appealing this may be on
the stage few of us know, and it is not
easy to determine the action on the record,
for no libretto is supplied with it.

No reservations will be entertained
about the gush of animated and graceful
tunes which constitute the synthesis,
delivered in lively and easy scyle by a
pleasant group of singers under brisk and
thythmic leadership.  In chese intimate
proceedings the tenor Gassner and the
soprano Schneider are highly persuasive,
and the enunciarion of all is so clear that
most of what occurs can be understood
despite the absence of a libretto. The
sound is by far the best this critic has
heard from this company — evenly bright,
close, defined and thorough, without
strain or hardness. C. G. B.

Sir Malcolm Sargent pook-poohs “authen.
tic” Messiah's—and presents one of his own.
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Primyose plays Hindemith and Walton: is
be moare than today's greatest violist?

HAYDN
Quartets No. $8, iu C, Op. 64, No. 1;
No. 6o, in B Flat, Op. 64, No. 3

Vienna Konzerthaus Quartet.
WESTMINSTER WL  $314. 12-in. 25, 23
min.  $5.95.

First LPs, of music so supple and natural
that its enormous sources of knowledge,
insight and experience are not always
apprehended. Almost as airy as air, es-
pecially No. s8, puckish and unconcerned
with anything except beguilement. They
are played with those extremes of energy
and tenderness which always characterize
the VKQ. The piercing violins, which
may have been altered by the microphone,
are not a joy to hear. If the fault is che
recording’s it is a pity indeed, the viola
and cello having been cut with superb
accuracy, especially remarkable when they
are piano and Staccato. C. G. B.

HINDEMITH
Der Schwanendreher
tWalton: Concerto for Viola and Orchestra

William Primrose, viola; Royal Philhar-
monic Orchestra, Sir Malcolm Sargenr,
cond.
COLUMBIA ML  4905.
$5.95.

12-in. 24, 22 min.

Is Primrose metely the world’s greatest
violist or is he the grearest of all tuck-
under-the-chin string players? It is a
great pleasure and relief to hear him perform
the Schwanendreher when one's previous
knowledge of this work has been limited
to the composer's own interpretation;
Hindemith is a great composer but a dull
virtuoso.  Perhaps oddly, perhaps nor,
Primrose makes less of its virtuoso char-
acteristics than its crearor did, buc in his
hands it remains a fabulously interesting
display-piece. It is a concerto for viola
and small orchestra composed at a moment
in Hindemith's life when he was much
interested in old German folk tunes. The
most monumental expression of this in-
terest is his opera, Mathis der Maler, and
the symphony drawn from that opera is
his most popular work, but the Schwan-
endreber has litcle of the grandiose, epical
character of Marhis; irs sonorities are
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small, aerated and extremely complex;
much of the drama of the score derives
from its clash of lines, which arouses the
listener's intense concern for fear that
everything may not turn out all righe,
but everything does. The Walton is the
last word in production-numbers for a
solo instrument and a big orchestra, but
to my ear it says little that has not been
said with greater eloquence and point
by Sibelius and Prokofieff in their concertos
for the violin. Both recordings are tech-
nically excellent. A.F.

IVES, CHARLES
Songs

tRevueltas, Silvestre: Songs

Charles Ives: When Stars Are in the Quiet
Skies; Tolerance; A Night Thought; At the
River; At Sea; Christmas Carol; Walt Whit-
man; Mists; I'll Not Complain; In Summer
Fields; At Parting.

Silvestre Revueltas: Little Horse; Five Hours:
Nonsense Song; Cradle Song; Mr. and Mrs.
Lizard; Serenade; It Is True; The Owl; Bull
Frogs.

Jacqueline Greissle (s). Josef Wolman,
piano.

SPA 9. 12-in. $5.95.

In view of Charles Ives’ place among the
most controversial creative figures in Ameri-
can musical history, it is a special pity that
he is so poorly represented on records as a
song composer, for he was as uneven as he
was prolific, and these particular examples
of his work are neither radical nor especially
interesting — and they are badly sung. The
Revueltas songs on the rurnover side have
much more character and charm. Their
stylistic affinities are post-Ravel French and,
occasionally, Spanish, but whar is defining
is Revueltas’ own compositional personality,
which is atcractive and individual.  Jacque-
line Greissle's singing of them is passable,
perhaps, but no more. Texts on the jacket.
Engineering: all right. J. H.. Jr.

KODALY

Peacock Variations

tBarwok: Suite from The Miraculous
Mandarin

Chicago Symphony Orchestra, Antal Dorati,
cond.
MERCURY MG 50038.
$5.95.

12-in. 24, 22 min.

The Kodaly ostensibly derives its name
from the fact that it is based upon a Hun-
garian folk tune called Fly, Peacock, Fly,
but something of the legendary character
of the bird itself enrered inro the making
of the 16 variations and finale. In orher
words, this is a brilliant orchestral show-
piece, displaying all the colors of the
ensemble with the most lustrous pride and
with the melodious clarity, logic and good
sense so rypical of Kodaly's genial tlent.
The Bartok is drawn from the score to a
ballet, written early in the composer's
career; it is all about a prostirute who
lures men to be beaten and robbed and
the strange Chinese gentleman who, despite
the violence with which he has been treated.
refuses to die until the girl delivers the
expected service. The music is character-
isric of Bartok in its mastery of grotesque,
fantastic and macabre effects, but it is also
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unexpectedly obvious and rises to a gen-
uinely creative level only in the frenzied
final dance. The performance is superb
and so is the recording. A.F.

LISZT

Sonata in B Minor; “Aprés une lecture
du Dante” (Fantasia quasi Sonata);
Etude d’exécution transcendante No. 7,
“Eroica”; Etude de Concert No. 2,
F  Minor, “La leggerezza’; Concert
Etude No. 2, “Gnomenreigen.”

Orazio Frugoni, piano.
Vox pL 88co. 12-in. 24, 14, 4, 4, 3 min.
$5.95.

With good reason, the Liszt sonata continues
to fascinate pianists, and Mr. Frugoni’s

A superb Mozart bassoon concerto is one
of Rodzinski’s first Westminster records.

is the ninth LP version. The Italian-born
pianist gives a modern performance of the
work — nervously energetic, fast, tech-
nically exciting, with a driving force that
holds the work together. It is the equal
of any other tecorded vetsion except
Edith Farnadi's on Westminster, which
in its greater concern for detail and slower
tempos achieves mote grandeur, meaning,
and conviction. The inferior Dante Sonata
comes off abour as well here as in the
recent recording by Peter Katin for London,
although rhere are differences in detail.
The three nicely conrrasted etudes vary
in presentation, “La leggerezza” being
the only poorly played work on the disk
— it sounds much too fasr and maccer of
fact. This may be the first performance
on LP of the "Eroica”’ etude. The piano
tone has a fine astringency — stingingly
vibrant and a licde dry, and ic is crisply
recorded by Vox. R.E.

MACDOWELL
Indian Suite

Eastman Rochester Symphony Orchestra,
Howard Hanson, cond.
MERCURY MG 40009. 12-in. 30 min. $5.95.

There is an old American proverb thart
runs 'l can take care of my enemies, but
God save me from my friends.” It was
Edward MacDowell's tragedy that he
could handle neither his enemies nor
his friends, but his enthusiastic propa-
gandists, in their efforts to put him in a
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class with Beethoven and Brahms, did
him the greater harm. Viewed for what
he was —a contemporary of Grieg and
a musician of approximately equal scature

he takes his place as a figure of con-
siderable interest and importance.  The
Indian Suite may be his purely orchestral
work; at all events what emerges from this
fine recording is sincere, dignified and
exctremely adroit in its symphonic handling
of Amerindian motifs. One wonders
how many of the folkloric American
pieces of the present day will sound as
good 60 years from now. The music calls
for rich, vivid recording, and gets it. A. F.

MENDELSSOHN
Sonata for Vieloncello and Piano, No.
2, in D, Op. s8 — See Schubert.

MEYERBEER
Fackeltanz No. 1 in B Flat Major — See
Glazunoff.

MOZART
Concerto for Bassoon and Orchestra,
in B Flat, KV 191; Concerto for Clar-
inet and Orchestra, in A, KV 622
Karl Oehlberger (bassoon); Leopold Wlach
(clarinet); Vienna National Opera Orches-
tra, Artur Rodzinski, cond.
WESTMINSTER WL  5307.
min.  $5.95.

12-in. 20, 30

(R s e

Dennis Brain: in four Mozart concertos,
he blows the competition into oblivion.

We are embarrassed by a choice of riches
in the records of the Clarinet Concerto.
this being the sixtch good one of six!
Please acknowledge che limitations of
space and permit a mere bow to Messrs.
Wlach and Rodzinski and che defdy
tripping strings of the Vienna Opera
Orchestra, while che Bassoon Concerto
is examined, because che one disk in
competition with this one is not good,
and the lesser work may determine selection
of the pair.  The Bassoon Concerto is
perfece musical lathe-work, but the lacthe
was curned by Mozart; and between che
expert outer movements he chose to slip
a romance of sly, simple magic designed,
apparently, for Messrs. Oehlberger and
Rodzinski. In their hands the Concerto
is a living, sinuous piece of music and scill
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an astonishing virtuvso-achievement for
the soloist. The orchestra is in accord;
and if the volume is kept down, this is
a sweetly delineated registration. C. G. B

MOZART

The Four Concertos for Horn and Orches-
tra; No. 1, in D, KV 413; No. 2, in E
Flat, KV 417; No. 3, in E Flat, KV
447: No. 4, in E Flat, KV 495

Dennis Brain, horn; Philharmonia Orches-
tra, Herbert von Karajan, cond.

ANGEL 35092, 12-in. 8, 14, 16, 16 min.
$5.95, or $4.95 thrift pack.

Here a record of surpassing art blows its
predecessors to the four winds. On re-
flection one is amazed that the four Con-
certos have not previously been collected
upon a disk. Mr. Brain, whose family
all play horns, may have peers but it is
hard to imagine his superior: he skips
over the bland hurdles and around che
delectable pitfalls contrived by Mozart
with a shining assurance, while Prof. von
Karajan maneuvers his skillful orchestra
with ebullience and grace, inciting Messrs.
EMI, whose agent the Angel is, to capture
the sound with a felicity uncommon for
the King of wind inscruments and a sweet
insinuation equally rare for orchestral
strings. A salient record among the year’s
production. C.G. B,

MOZART

Concertos for Piano and Orchestra: No.
9, fin E Flat, KV 271; No. 15, in B
Flat, KV 4s0

Wilhelm Kempff; Scutcgare Chamber Or-
chestra and Winds from L'Orchestre
de la Suisse Romande, Geneva, Karl
Miinchinger, cond.

LoNDON LL 998. 12-in. 26, 32 min. $5.95.

There is 2 procedure known to every
phonophile, a procedure morose and ex-
pensive to him, the procedure of renewal.
For most of us the music comes first,
and certain music we must have. Suppose
our appetite is for Mozart concertos.
We buy a recording of KV 271, say, when
the firsc appears, or of KV 450, or both.
Frankly, the firsc of these were lemons,
but we had the music, or a likeness of it.
Then considerably better editions appeared,
which spoiled our enjoyment of the pio-
neers. These we had to buy, pushed by
self-esteem and a need for peace.

Finally an edition appears which ex-
presses entirely what we have been imagin-
ing inwardly the music musc truly be.
The compulsion to the third purchase is
even greater than to the second. Lovers
of Concertos 9 and 15 are warned that
a hearing of London LL 98 will infallibly
involve the purse,

For this record supplements che playing
of Prof. Wilhelm Kempff, a2 pianist un-
equalled in the conveyance of classic
poise, with that of an expert ensemble
under a conductor brightly alive to the
curious sparkle, both dour and light-
hearted, of these Concertos.  Memory
fails to puc forward a better statemenr of
Mozart concertos, or a more successful
Kempff disk, or a2 Miinchinger, for the
sound is crisp in its nearness for soloist
and orchestra, with very little distortion
if the volume is noc high, a splendid crackle
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of woodwinds and a substance healthy
all through. But above all, a perform-
ance of distinctive refinemenr and bold-
ness combined. C. G. B.

MOZART

Concertos for Piano and Orchestra: No.
24, in C Minor, KV 491; No. 26, in D,
“Coronation,”” KV s37

Robert Casadesus; Columbia Symphony

Orchestra, George Szell, cond.
COLUMBIA ML 4901. 12-in. 28, 28 min.
$5.95.

Aside from the first movement of the
“Coronation,” we have here an aloof
and mechanical elegance of projection as
depressing in the ominous No. 24 as in
the gallant pageantry of No. 26. It is
possible that both works were hurried
to fic: the Jarghettos are played andante.
Too bad. — Excellent orchestral sound,
especially of che strings. C. G. B.

MOZART

A Musical Joke, KV 522

Serenade No. 13, in G, “Eine hkleine
Nachtmusik,” KV 525

Vienna Konzerthaus Quartet (with string
bass added in Efme £ N, and two horns in
A Musical Joke).
WESTMINSTER WL 5315,
min. $5.95.

12-in. 23, 17

The Joke is broader and funnier here than
usually, the players giving it a fine gusto,
particularly the horns, who maintain a
glowing tone even in cheir discords. Beau-
tiful sound for these instruments, and
for viola and cello, but the violins need
treble-reduction. The first movement
of Eine kleine Nachtmusik (the seventeench
version noticed here) has a jauntiness
close to ideal, but chat is followed by a
slow Viennese andante, and che finale
needs more spirit than it is accorded.

C. G.B.

MOZART

Sinfonia Concertante, for Winds and

Orchestra, in E Flat, KA o
Serenade No. 13, in G, “Eine hleine
Nachtmusik,” KV 525

Jonel Perlea conducts Mozart symphonies
in tempos which may arouse disagreement.
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Philharmonia Otchestra, Herbert von Kar-
ajan, cond. (with Sidney Sutcliffe, oboe;
Bernard Walton, clarinet; Cecil James,
bassoon; and Dennis Btain, hotn, in the
Sinfonia).

ANGEL 35098. 12-in. 33, 16 min. $5.95.
or $4.95 thrift pack.

The Sinfonia Concertante, in this poised,
expert expression, has a gracious affability
not usually associated with Prof. von Kar-
ajan’s name. lt is certainly the best per-
formance on records; and the registration,
subdued and intimate, has an Angelic
string-tone and bears the gift of comfort
without seizing effects. Eine kleine Nach-
musik is a bolder recording, impressive
with sweeping strings, but its two central
movements are slowed in the Viennese
way, as if their great simplicity needed
a treatise to explain it. C. G. B.

MOZART

Symphonies No. 25, in G Minar, KV
183; Neo. 29, in A, KV 201; No. 33,
in B Flat, KV 319

Vienna State Philharmonia Orchestra, Jonel
Perlea, cond.

Vox pL 8750, 12-in. 17, 18. 20 min.
$5.95.

Mr. Perlea has wrought well, although
his tempos will evoke disagreement. In
this trio of representative symphonies,
nearly every movement is a little faster
or a little slower than we have come to
expect. Opinions will vary on their degree
of pertinence or error.  Notice should
be taken of the very delicate organization
of the orchestra, every choir effortlessly
distinct, no episode neglected. The sound,
generally clear, has a hugely exaggerated
treble which must be subdued; there is
audible seepage from adjacent grooves,
and some rumble is interpolated from
time to time. C. G.B.

MUSSORGSKY
Pictures at an Exhibition

Leonard Pennatio, piano.
CAPITOL LAL 8266. 10-in. 28 min. $4.94.

For all the magnificence and popularity
of Ravel's orchestral version of Mussorg-
sky's work, the original piano piece still
gets played a good deal, with good reason.
Mr. Pennario’s recording is the sixth in
the LP catalog and, all told, as good as
the best. The work has technical hazards
not always apparent to the listener, but
Mr. Pennario sails through them blithely
— every note is sharply etched whatever
the tempo. There is plenty of color in
the recording, although for the most part
the pianist lets the music make its own
points. The 10-inch disk comes boxed
with extensive notes by Alfred Frankenstein,
one of HIGH FIDELITY’s reviewers and an
authority on Victor Hartmann, whose
paintings inspired Mussorgsky’s composi-
tion. In the program booklet are reproduced
in black and white many Hartmann works,
plus works by contemporary Cleveland
artists who were in turn inspired by the
music. Cleanly and carefully engineered,
this is altogether an attractive album,
and cheaper than most competing issues.

R. E.
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MUSSORGSKY-RAVEL

Pictures at an Exhibition

tFranck:  Psyche and Eros (Episode
No. 4 from Psyche)

NBC Symphony Orchestra, Arturo Tos-
canini, cond.

RCA VICTOR LM 1838. 12-in. 49 min.
$5.95.

Under ordinary circumstances, I am a
lictle wary of applying the term "definitive”
to any recording. However, this is no
ordinary circumstance, no ordinary per-
formance and no ordinary recording, and
the word is used advisedly for this electri-
fying performance of the Mussorgsky
score. The Maestro’s handling of the
magnificent Ravel orchestration is a feat
of unparalleled musical pointilism. Every
small detail is caressed, placed in proper
perspective, and woven into the orchestral
fabric with consummate artistry, contri-
buting to as complete and satisfying an
exposition as we are ever likely to ex-
perience. Exciting as is the performance,
it is almost matched by the astonishing
quality of Victor's new sound, as clean,
brilliant and splendrous through the entire
spectrum as any to be found today. The
recording, which is very close-to, has some
tremendous climaxes, which may bother
some reproducing systems as well as some
listener’s ears. The Franck excerpt, quiet,
reposeful, and a litcdle dull, is beautifully
played, but not as well recorded. Most
highly recommended. J. F. L

OFFENBACH

Gaité Parisienne

tMeyerbeer: Les Patineurs

Boston "'Pops’” Orchestra, Archur Fiedler,

cond.
RCA VICTOR LM 1817. 12-in. $6 min. $5.95.

With Leonard Pennario’s Pictures you get
not only Mussorgsky but Victor Hartmann.

A sparkling new recording of the lively,
frothy ballec suite Manuel Rosenthal
arranged from Offenbach music.  The
petformance, beautifully played, is bright,
humorous and light-hearted, and confirms
the impression gained from Fiedler's eatlier
recording of 1947, still available on Victor
LM 1001, that the conductor has a real
flair for this music. The shorter Meyerbeer
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ballet, a tuneful score in the same style,
fills out the second side of the record.
Both scores receive the benefit of Victor's
new superbly brilliant hi-fi sound. J.F. L

PALESTRINA

Missa Papae Marcelli; Choral Music
from the Lowlands: 1s5th and 16th
Centuries

The Netherlands Chamber Choir, Felix
De Nobel, cond.
EpIC LC-3045. 12-in. 53:17 min. $5.95.

This is choral singing of a very high order.
Everything about this record is beautifully
balanced, and the term applies equally
to both the performance and the recording.
There are no excesses in the performance,
which is tonally pleasing, expressive, and
understandingly directed. The recording
was made in an acoustical setting that
avoids both the dryness of a studio, and
the excess echo of a church. So felicitous
are the acoustics, in fact, that one has no
tendency (and no need) to visualize the
physical setting.

The only negative criticism is the fact
that no texts are supplied. Otherwise, the
quality of the performance and the re-
cording, together with the fine jacket
notes by Klaus George Roy, make thisa
commendable disk indeed. D. R.

PISTON
Symphony No. 3

Eastman Rochester Symphony Orchestra,
Howard Hanson, cond.
MERCURY MG 40010. 12-in. 35 min. $5.95.

The jacket of this recording is adorned
with an excellent photograph of a great,
low rock against which a deep sea-wave
is breaking. The analogy is apt, for this
is a very profound symphony, one of the
most important of modern times. lts
four movements alternate like those of
an 18th century sonata da chiesa — slow,
fast, slow, fast — but there the eighteenth
century patallel ends. The sonorities of
the slow movements are very large and
resonant, with strong emphasis on the
darker colors; to this is contrasted a sin-
gularly vital, brilliant scherzo, and a broad,
fine, march-like finale. The whole thing
is mature, ripe, teasoned, and elemental
in feeling; it is a symphony in the grand
style and the great tradition. Hanson
plays it with full, keen appreciation of
its stature, and Mercury’s engineers have
given the music their best. A. F.

RAMEAU
Six Concerts en Sextuor

First Concert: La Coslicam, La Livri, Le
Vezinet; Second Concert: La Laborde,
La Bowcon, La Agacante, Menuet; Third
Concert:  La La Popliniere, La Timide,
Tambourin; Fourth Concert: La Pantomime,
L’ Indiscrete, La Ramean; Fifth Concert:
La Forqueray, La Cupis, La Marais: Sixth
Concert: La Poule, Menuet, L Enbar-
monique, L' Egyptienne.

HAYDN SOCIETY HSL 99. 12-in. $5.95.

Despite the frivolous-sounding subtitles
appended to all the 20 movements on this
disk, the music is quite exquisite, and
supplies an important insight into the works

HiGH FIDELITY MAGAZINE
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of a too-little-known composer. Each of
the works repays repeated hearings, for
its revelation of both the craftsmanship
and the expressive powers of its composer.
These are not “‘monumental edifices,”
in the 19th century symphonic sense,
but as miniatures in abstract music they
are masterpieces all the same.

The performances are beautifully propor-
tioned, and the recording is “close to”
and vibrant. D. R.

REVUELTAS, SILVESTRE
Songs — See lves.

ROSSINI
1l Cambio della Valigia

Or, L'Occasione fa il Ladro (farce in one
act; text by L. Prividali): Gianna Russo
(s), Berenice; Giuseppini Salvi (ms), Ern-
estine; Flavio Sacchi (1), Count Albert;
Piero Besma (1), Don Eusebius; Nestore
Catalani (b), Don Parmenio; Tito Dol-
ciotti (bs), Martino. Chorus and Orchestra
of the Societa del Quartetto, Rome; Giu-
seppe Morelli, cond.

PERIOD SPL $95. 12-in. $5.95.

This is hardly best-grade Rossini, though
not the worst either, but there is little about
the performance here to make it an item
worth searching the ends of the earth to
acquire. As with other recordings in this
Rome-Period series, the singing and playing
is not bad enough to be really disqualifying,
but it is certainly not, with its chippy
soprano and buffo-till-I-die basses and
baritones and wavery tenors, anything
to enchant anyone. People engaged in
collecting all of Rossini will want it anyway.
Others needn’t bother. Recording: so-so,
with bad surfaces on review copy. J. H., Jr.

SCHUBERT
Quartet No. 14, in D Minor, “*Death and
the Maiden™

Vienna Philharmonic Quartet.
TELEFUNKEN L1GX 66016. 12-in.
$5.95.

That such a mechanical mastery without
sensibility could come from Schubert's
Vienna is an accomplishment of sorts.
Acoustical environment has made the strings
so wooden as to preclude any ambiguous
opinion about this record. C. G. B.

35 min.

SCHUBERT
Die Schione Miillerin (2 Versions)

Dietrich  Fischer-Dieskau, baritone, and
Gerald Moore, piano.
His MASTER'S VOICE ALP 1036-7. Two

12¢in. 1 hr. s min. $13.90.

Petre Munteanu, tenor, and Franz Holets-
chek, piano.

WESTMINSTER WL  $29t. 12-in. 1 hr.
2 min. $5.95.

The thtee editions already issued are
either disappointingly sung or poor in
reproduction.  The two new ones are
notably better musical products. Inter-
pretation and reproduction will not shame
the sponsors. The latter factor is not a
determinant between them: in both cases
voice and piano are registered with easy
clarity, and while the Westminster sound
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is crisper, the HMV more cushioned, one
cannot ascribe a definite superiority to
either.

The differences in editing and cost will
of course be noticed at once. Four sides
for the one, two for the other; 14 dollars
against six. Also, Westminster presents a
separate booklet with the text printed
in German and English, while HMV gives

Howard Hanson: MacDowell’s Indian
Suite emerges sincere, dignified and adrait.

the translation only, sprawling over the
backs of the two envelopes. Finally, one
of those gaieties of editorial inspiration
has prompted HMV to isolate two songs
that insistently cry to be together, “Die
liebe Farbe' and " Die bise Farbe,” one ending
Side 3 and the other introducing Side 4.

Thus all the accoutrements of presenta-
tion favor Westminster, but HMV has a
better "Schine Millerin.”

That is, if one does not mind having
several courses of the cycle well larded
with ham. It has always been moot how
much is palatable in cantatas like this,
and especially in this cantata where the
singer declares his personal distress, nar-
rates an autobiography. — At any rate,
Mr. Fischer-Dieskau, a lied-singer of
impressive and proved abilities, has not
stinted ham in an intense Teutonic way.
How we will accept it depends on the
degree of our cosmopolitanism. To the
whimpering selfpity of the verses Schubert
gave a musical response far beyond self-
pity’s deserts, but in the fevered air of early
romanticism, Schubert unquestionably felt
in the words things we cannot feel now.
The baritone, indulging his three registers
without embarrassment, has tried to bring
us back to the days when people uttered
heroic abstractions and in words exalted
their lusts and crudities, calling them
something other. So if we enter the ro-
mantic mood evoked by Mr. F-D and
believe in it temporarily we have a large
experience of emotion through music.
If we balk at entering, we have 15 of the
20 songs in beautiful expression and five
we must think overwrought. We have
invariably from Mr. Gerald Moore, the
pianist, 2 commentary of studied, knowing
mastery.

Mr. Holetschek, at the piano for the
Westminster tenor, is an able player, hardly
at the level of Gerald Moore