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African Torture Test

proves L;
immune to extreme heat and humidity

taon mare

“The Tturi Forest provides the
worst possible conditions for
recording work. OQur camera
lenses grew mushrooms, even
on the inner surfaces. All
leather molded in four days.
Our acclate-hase lapes hecame
unuscable. But the LR Audio-
tape always unwonnd without
sticking and showed no ten-
deney to streteh or curl”

Cotin M. TvranuLL, noted explorer, made Ihe nlmvc comments on his recent retnrn from a vear-long
recording expedition throngh the arid deserts and steaming jungles of Africa, where Audiotape on
“NMylar” polyester film was subjected 10 the “worst reeording conditions in the world.” Its performance
speaks for itself.

Herc's positive proof that all hot-weather recording prob-

lems can be entirely eliminated by using the new LR Audiotape
on Mylar® polyester film. Table | TESTS AT 75'F, 50% RELATIVE HUMIDITY

During his trip from Morocco to Fast Africa, through the Yisld Srenoty breeaglSTETGI

Gold Coast and the Congo, Mr. Turnbull recorded 45.000 ft. 1 mil Acotare

of Audiotape on I and 2 mil “Mylar”. Not an inch of it gave

]
any troulble, either in desert sun (125° temperature, 25%
humidity) or in the Congo forests (85° temperature, 90%¢ 145 mil Accrore [N 5.5 Ib.

humidity) .
That’s a real torture test for tape and proof of the su-

0.9 mil “Mylar

o 7 . Table I TESTS AT 75 F, 50% RELATIVE HUMIDITY
periority of the new, longer re('o‘rdlng T)’pc LR Audiotape. Yield Strength Breoking Strength
. R o ooy & 2 =)0/
Made on tough but thin t-mil “Mvlar”, it gives vou 50% i Acore [EI (25 Ib |

more recording time per reel, vet is actually far stronger than

1%2-mil acetate-hase tape under humid eonditions. For better 0.9 mil Mylor

recording in any season, ask vour dealer for “Mylar”
Audiotape—now available in 1, 12 and 2 mil base thickness.

- ask : i i ‘ontaining - -
Write or ask for a copy of Bulletin No. 211 containir gfcorh The above test data. taken under conditinns of both

l)l(‘le specifications. winter andd summer humidity, show the marked
superiority of L-mil “Mylar,” not only aver the thin

AUD.O D Evlc Es’ lnc. C('“ll'nr(‘ acetate base, but over the standard 1.45.

mil acetate as well.
444 Madison Avenue, New York 22, New York
Qifices in Hollywood — Chicago *DuPont Trude Mark
Export Depl., 13 E. 40th St., N.Y. 16, N.Y, Cables “"ARLAB"
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You're looking at excitement in your life!

Excitement is the word for it . . . your reaction
when you first hear music . . . music re-created
through a Jensen axthentic high fidelity loudspeaker.

And you'll feel this excitement again and again

. with every added hour of musical revelation,
with each new disc or tape you try.

You probably won’t try to analyze the exhilara-
tion, the sense of complete satisfaction that grows
with time; you don’t really need to, for the sound
speaks for itself.

But naturally there are good reasons why Jensen
is not only a hobbyist’s choice in high fidelity, but
also is winning instant acceptance in the homes of
music lovers everywhere.

Listening is easy, smooth, comfortable. There is
realisma without trace of nerve-tensing shrillness or
vaguely disturbing mechanical effects. You're

free, ready to hear what the artist wants to say.
This is due to fine balance, smoothness, wide
frequency range, absence of appreciable distortion,
false coloration and overemphasis—all in notable
degree . . . with a finesse culminating over a quarter-
century’s specialization in fine loudspeakers.

You can set your own standatd of high-fidelity
with Jensen. Make it as high as you like. You're in
for excitement in your life!

(top left) PR-100 Imperial, 3-way system $525.00 in Mahogany,
$535.00 in Blonde. (top center) TP-200 Tri-plex, 3-way system
8$312.70 in Mahogany; $316.80 in Blonde. (top right) CT-100
Concerto, 2-way system $164.50 in Mahogany; $168.00 in Blonde.
(lower left) DU-500 TV-Duette, 2-way system $85.50 Blonde Oak,
brass hairpin legs. $82.50 in Mahogany, wood legs. (not illustrated)
DU-400 TV-Duette $49.50 Blonde or Mahogany finish, wood
legs. (lower center) DU.300 Duette ““Treasure Chest’” 2-way
system $76.50; wrought iron legs $4.25. (lower rnight) DU-201
“Duette’’ Reproducer, 2-way system $62.50 in Burgundy pigskin-
grained Fabrikoid.

Jenéen MANUFACTURING COMPANY - 6601 SOUTH LARAMIE, CHICAGO 38

DIVISION OF THE MUTER CO., IN CANADA, COPPER WIRE PRODUCTS, LTD. LICENSEE

WORLD'S QUALITY STANDARD FOR MORE THAN A QUARTER CENTURY
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...and leaders today!

Ask those who know—the experienced' professionais and the
veteran hi-fi owners—and you’ll get answers like these:

“Pickering was first to introduce many bigh [idelity
features that have become accepted standards today.”

“Pickering bas always been the pace-setter
i the race for perfection.”

“Pickering still sets the goals to which others aspire”

here are good reasons for such praise. Every product bearing the

Pickering name is precision engdineered to give optimum performance.
Each individual component is rigidly tested before it reaches the dealer
.. subjected to the severest quality control procedures to make sure
that every @component comes up to the high standards expected of
Pickering equipment.

If you want the best that high fidelity can offer ... if you are willing to
invest just a little more to get a lot more listening pleasure, now is the time
to ask your dealer for a demonstration with Pickering components. See
if you, too, don’t hear the difference!

F:@ P“:KEHIN“ and company incorporated « Oceanside, L.I., New ‘i’m.*l:.

PICKERING PROFESSIONAL AUDIO COMPONENTS

“Tor e w%m@% dforernce

+« « Demonstrated and sold by Leading Rodio Parts Distributors everywhere. For the one nearest you and for detailed literature; write Dept. H-8

2 HigH FIDELITY MAGAZINE
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- High sidelity

T 11 E MAGAZIf:IE FOR MUSIC LISTENTERS

This Issue. In the many months since last Volume 5 Number 6 August 1955
we carried an ardcle by G. A. Briggs.
Yorkshire's contribution to the art of loud-
speaker making and mounting, we have
had many, many letters from readers asking

for more. This we cannot give them, just Noted with Interest : 4
now. However, we can offer the next best .. R

thing. which is an arricle abowt Mr. Briggs AUTHORItatively Speaking B {0
—and one which will serve to explain,

too, why he has no time currently for liter- Swap-a-Record 14
ary endeavors. He is too busy preparing

and presenting  lecture-demonstrations, in Letters ) ) ‘ 20
which  high quality sound reproducing

equipment is pitted against live performers As the Editors See It 27
in concert halls. The latest of these

covered by Robert Marsh on page 31, took .,

place in May at London’s new Festival Hall. Music’s Great Dane, by Kurt Stone 28
The Briggs show sold it out (or very An appreciation of Carl Nielsen, with discographic overtones.

nearly) twice in rapid succession. Come to

think of it, we can offer, or at least suggest, Yorkshireman in Festival Hall, by R. C. Marsh .31

to Briggs-admirers, something as good or

betcer than a Briggs article— ie., Briggs An on-the-spot account of a G. A. Briggs concert-scaled audio
24 £, :

in person. He has arranged to hire Town CETL A T

Hall, in New York City, twice in October, . L. . .

during Audio Fair time, for demonstrations The Science of Music in Ancient China, by F. A. Kuttner ... ... 32
like those in Festival Hall. Enough said? When an acoustical engineering experiment might easily last

M . T H 14
Ah, to be in Bayreuth, now that Wagner's five centuries!

there, to hear Siegfried’s horn sound in

the world’s only horn-loaded auditorium, Creeping Distortion and What To Do About It,
However, the town couldn’t hold us all, so by lrving M. Fried . . 35
perhaps it is well thar some of us are con- First aid for shrieks, bums, whistles — and sudden silences.

strained hy circumstances to haunts nearer
home. And you can acquire some topnotch
Wanner lore here, too. In fact, all you
need do is page through the record section
till you come to James Hinton, Jr.’s fasci-

No One’s Going To Emancipate Me, by Christopher Faye .37

Sage suggestions by an unreconstructed andiopbhile.

nating discography of Wagner's later works. Music Makers, by Roland Gelatt 41
Record Section 43-69
CHARLES FOWLER, Publisher Records in Review; Dialing your Disks; Building your Record

JoHN M. ConLY, Editor Library; Wagner on Microgroove, Part 11, by James Hinton, Jr.

Roy L Hoores, Jr., Managing Editor

Tested in the Home 71
i Associate I;‘/"'lff Webster 97-0 Preamp and 97-10 Amplifier: CBC Voltage Regu-
ROY F. ALLISON FRANK R. WRIGHT latnrs.'dl!”ilmx-Gay qF10 fecorder; [Edi'l'al/ Jr. Tape Splicer; GE
ROY LINDSTROM, Art Direct Record Compensator/Filter; Ranland Golden Gate Tuner;
0 ) ‘) fm 'r frector Snyder s-D Indoor Antenna; Argos AD Speaker Enclosures;
Il‘/”’l"{dl Assistants Fairchild 220 Cartridge; Mobawk Midgetape.
I riam D. Manning, Cora R. Hoopes
ROLAND GE]_,?TT..I\eu' .lnrk Editor The Listener’s Bookshelf, by R. D. Darrell . 90
Contributing Editors
C. G. BURKE : .
JAmES HIINTON, JR. Professional Directory i O2
ROBERT CHARLES MARSH s
MANSFLELD E. PICKETT, Director of Traders Marketplace o : ’ 93
Adrertising Sales .
\WARREN B. SYER. Business Manager Advertising Index 95

CHRISTINE KORTE. Circulation Manager I

High Fidelity Magazine is published mur!lhly by Audiocom, Inc., at Great Barrington, Mass, Telephone:
Great Barrington 1300. Editorial publication and circulation offices at: The Publishing House, Great

Branch Offices (Advertising only): New York: Barrington, Mass. Subscriptions: $6.00 per year in the United States and Canada. Single copies: 50 cents
Room 600, 6 Kast. 39th Street.  Telephone: each. Editorial contributions will he welcomed by the editor. 1'ayment for articles accepted will he arranged
Murray Hill 5-6332. Fred C. Michalove, Eastern prior to publication. Unsolicited manuseripts should be accompanied by return postage.  Entered as
Manager.- Chicago: John R. Rutherford and Assoc- second-class matter April 27, 1951, at the post office at Great Barrington, Mass., under the act of March 3,
iates, 230 Kast Ohio St., Chicago, I, Telephone: 1879. Additional entry at the post office, Pittsfield. Mass. Member Audit Bureau of Circulation. Printed
Whitehall 4-6715.- Los Angeles: 1052 West 6th in the U. S, A, by the Ben Franklin Press, Pittsfield, Mass. Copyright 1955 by Audiocom, Inc. The cover
Street, Telephone: Madison 6-1371. Edward Brand, design and contents of High Fidelity magazine are fully protected by copyrights and must not be repro-
West Coast Manager, duced in any manner.
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hear the miracle of multi-flare

New Deluxe 3-way
Multi-flare Horn
which outperforms
speakers selling at
twice the price—

only $19400

é%sgmé

An exponential muli-flare horn system of unusual quality. The base
horn (30-150 cycles) has an equivalent axial length of 15 feet. Two
eight inch speakers placed on each side of cabinet with phase shift net-
work for simulated three dimensional effect produce 150- to 2000 cycles.
High frequencies (2000-16,000 cycles) have axial horn length of 32
inches. The feeling of a large sound source is created by the non-
resonant bass horn and electrical phase shift network. The clarity and
smoothness are the result of unique phasing chambers and heavy air
loading of the diaphragms. Capacity: 25 watts. Impedance: 16 ohms.
Available in Blonde Korina, Walnut, Red Mahogany and Ebony. Three
coats of lacquer hand rubbed to a lustrous finish. Satin finished brass
legs. 36 x 24 x 16 inches. Weight: 60 1bs.

Other Stan White Cabinet Speakers

LePetitte—19"x12"x9" ...... 49.50 FLi-Fi—i8"x30"x20"
LeSabre-—24"x15"x12" 4-D—60"x36"24" ..

...645.00
...994.00

distributor %@% INC.

See your Hi-Fi
or write...

Dept. F-B, 725 South LoSalle Street
Chicogo Mlinais

A Divivion of Fddie chen Enferprices

www americanradiohistorv com

Antenna Testimony

We have harped in this column and
elsewhere, again and again, on the
advantages of a good FM antenna in-
stallation. Not long ago, we harped
once more, at Philadelphian C. J.
Elliott. Here's his story, from a letter
he wrote us recently:

", .. The reccommendation to use the
best available outside FM antenna was
the difference between no reception
and amazing reception. The first
week-end 1 had the equipment in the
Harrisburg apartment, the only anten-
na was the standard 300-ohm built-in
affair that comes with the . . . tuner
that we had sclected. 1 had purchased
from Danby an eight-clement broad-
band Yagi but had not had the oppor-
tunity to put it up. With the built-in
antenna we got nothing but a few
local and near-by FM stations and then
only by using considerable power and
accepting  considerable  noise  along
with the reception. Since Harrisburg
is a notoriously difficult area for all
types of radio and TV reception, be-
cause of the surrounding mountainous
terrain, I was not at all surprised. The
following weck-end I was able to get
the FM Yagi up by simply adding it
to our existing TV mast but using a
separate lead-in which consisted of
standard, flat 300-ohm wire of ap-
proximately 9o feet from mast to set.
(TV mast is on the roof of an eight-
story apartment house and our apart-
ment is on the fourth floor.) We do
not have a rotator and 1 pointed the
Yagi toward Allentown, approximately
8o air miles away, in the hope of re-
ceiving their 'good music’  station
which rebroadcasts the New York
WQXR afternoon and evening pro-
grams. To my amazement, we received
this station perfectly with just a touch
of the volume turned on; no fading,
no drifting, no noise of any kind. To
my further amazement we also dis-
covered that we could receive the same
kind of perfect reception from good

Continued on page 9
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THE 310 FM TUNER

n

...seems as close to perfection

as is practical at this time."” "

Here's why top audio experts agree
that the 310 FM Tuner gives you
performance found in no other tuner.

Very high sensitivity. combined with excellent rejec-
tion of noise and interference, makes distant stations sound
as good as the locals. Hian Fineniry (July. 1955) says:

. sensitivity is extremely high: we haven’t worked with
any tuner that was better in this respect.”

Now you can hear stations you never knew were there.
For the first time. you can casily separate stations that are
so close to cach other on the dial they can't even be found
with conventional tuners. Exceptional L.F. selectivity is the
key to this unusual performance.

Radically New Wide-band Design

New wide-band circuits — the latest development in
FM tuner design make weak or strong stations tune alike.
The wide-band design gives drift-free performance that re-
moves all need for A.F.C. There is never the danger of weak
signals being pulled out of tune by a strong nearby signal.
which often happens when AF.C. is used. And the wide-
band design. combined with the use of silver-plated chassis,
assures that strong local signals do not appear at more than
one point on the dial.

The automatic gain control continuously and auto-
matically adjusts for best performance. no matter how much
the signal strength may vary. The A.G.C. also prevents dis-
tortion from overloading by strong local signals.

H.H. SCOTT Inc. 385 Putnam Ave.
Cambridge 39, Massachusetts

AUGUST 1955

Fast Single-sweep Tuning

Single-sweep tuning lets you select any station in an
instant — no more tedious knob twisting. A vernier control,
together with a combined signal strength and tuning meter,
permits critical tuning for very weak signals.

An interstation noise suppressor removes the annoying
FM “roar™ between stations. This suppressor is adjustable
from the front panel to meet different signal conditions.

Other convenient features include: a tape jack for
“off-the-air™ recording: a LEVEL control on the front panel;
and a compact metal cabinet that enables you to use the
tuner “as-is” on a shelf or table.

Once you have seen and operated the H. H. Scott 310
FM Tuner. voull agree with Htair FipkELiry’'s comment:
*. .. the 310 has everything. We can’t think of any change
that would make it better.”

Ask vour dealer to let you fry the 310, so you can sce
for yoursel the outstanding operating characteristics and
features of this radicallv new tuner.

Write today for free Technical Bulletin.
TECHNICAL SPECIFICATIONS

Sensitivity — 2 microvolts with 20 db of quieting. .
Circuit Features — 3 stages of full limiting; 2-megacycle limiters and detector.

Capture Ratio of 212 db — This assures noise-free reception of stations only
22 db stronger than interference on the same channel

Antenna — 300-ohm input. .

Audio Output — maximum output voltage 4 volts for 75kc devation. i

Custom Installation — accessory escutcheon available for cabinet mounting.

West Coast: $156.98 net.

Prices — East Coast: $149.50 net.

www americanradiohistorv com
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~ Mnfosh

C-8 PROFESSIONAL AUDIO COMPENSATOR and PRE-AMPLIFIER

The beautiful new Mclntosh C-8 puts at your fingertips complete
and precise audio control. The ultimate in playback performance is
achieved with five Bass (turnover) and five Treble (de-emphasis) switches
wihch operate independently and cumulatively. Innumerable compensation
settings create fine degrees of sound shading. (Bass switches provide
progressive turnover from 1200 to 280 cycles per second. Treble switches
provide progressive roll-off from 0 to —25 db in 1 or 2 db steps')
Additional features: separate wide-range bass and treble FINE controls,
a five-program-source selector, a rumble filter, an aural compensator to

K preserve correct tone balance at low listening levels. Hear the flawless
reproduction possible with McIntosh uncompromising audio control at
your dealer’s.

for C.8 less cabinet; C-8M in cabinet illus-
$ 50 trated, $96.50 (for use with Mcintosh ampli-
fiers); self-powered mode! C-8P {less cabinet)

$99.50; C-8PM (with cabinet) $107.50.

Here’s a miracle in music — unbelievable realism ond clarity without
listening fatigue. The incomparable Mcintosh MC-30 main power
amplifier sets a new standard of performance - GUARANTEES ful
30 wotts (60 watts peak) at all frequencies 20 to 20,000 cycles. Full
reproduction of the highest and lowest frequencies is assured with
unparalleled low distortion. Harmonic distortion guaranteed below
V3% at 30 watts, 1/10% at 15 watts; IM distortion below Y2 %
even at full 60 watts' Inaudible hum level, highest efticiency,
tongest life — more plus values from the exclusive patented MclIntosh
Circuit with Unity Coupling™. At your dealer’s. $143.50. ,
Patented 1949,

6 HicH FipELITY MAGAZINE
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Why m¢1ﬁtﬂ5

ALITY
GREATER I.ISTENING Qu

The Mcintosh C-8 is the most flexible audio compensator ever devised. It is funda-
mcental to High Fidelity sound rcpraduction principles, which arc reviewed below.

W@ is compensation, or equalization, for the recording process necessary?

The recording process requires thot the loudness of the music over
portions of the sound spectrum be artificiolly roised or lowered to
get the most on the record. To obtain realism in playback results we
must cxactly reverse this curve, thus equalizing its effect.

70@ is so much flexibility nccessary?

There are over 1000 recording companies using various and changing recording
curves. The McIntosh can reproduce any recording curve, present or future. More
important even, 15 its ability to odjust precisely to varying room conditions, ear
preferences and speaker characteristics. The vast tonal possibilities of the Mcintosh
let you be your own conductor. Weathers, or constont amplitude cartridges can be
switched into the equalizer. if desired, for full compensation control.

7¢ the Mclntosh easy to opcrate?

Your ear will quickly get you acquainted with the tonal effects of this flexible instrument.
The switches are large and easily seen. Operation is surprisingly casy and satisfying.

Waw do | know how to sct the controls for a particular record?

Recommended ployback characteristics are often given on the record jacket.
MclIntosh supplies o convenient Record Compensation Chart covering 55 record
manufacturers, and giving 32 progressive bass turnover and treble roll-off settings.

éd«l«t control settings be rclocated accurately?

The finest degree can be re-located quickly ond exactly. Your own
preferen nce selected, con be permanently indicated on a Mcintosh
lab¢ nd applied to the record or jocket for ready reference.

ed«l«t | connect the Mcintosh to my present cquipment?

Any system can now be eosily altered to professional
standards  with  the self-powered C-8P. Separate power
supply, 5%2°" x 434" x 233", allows smaller main control
unit and prevents any possible induced hum problem.

MORE EASE IN INSTALLATION

Versatile back panel features five inputs (can include two
phonograph cartridges). three outputs. equalization

switch for magnetic or amplitude cartridges. Variable load
resistor (1,000 to 100,000 ohims) adjusts for optimum Pioneer Specialists in High Fidelity Amplification

magnetic cartridge performance. Three AC outlets for

master system on-off feature. Great stability, ade-

quate frequency response and typical McIntosh Jowest t

distortion — less than .3% at full 4 volts,

20-20,000 cycles. All controls silently operated. , ‘

LABORATORY, INC

Send today for details and Mclntosh Master 322 Water Street * Binghamton, N. Y.
Compensation Chart for finest playback results. Export Division: 25 Warren St., New York 7, N. Y.

Coble: SIMONTRICE N. Y,

AUGUST 1955 4
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A Universe of Torial-Pleasure!

the

oice qf M

High Fidelity

tape-o-matic’
Recorder!

/,

4

Treasure ALL the sounds

/,

vou want to save!

YOUR versatile V-M tape-
o-matic can bring you a uni-
verse of sound enjovment
with push button ease
to possess and treasure for-
ever!

Preserve your records at
their “‘newest” with a high
fidelity tape-o-matic. Save
every fleeting sound you
want, from FNM’s musical

n.loments. Make a p.rol‘es- Among the V-M tape-o~ma’iic’s TEN Top Features
sional quality recording li- (many not fosnd on expensive molels) are dual
brary of the best of the or- input and output jacks! Use your tape-o-matic as
chestras, and singers, familyv aPAsystem ... playbazk through external speak-
and friendly gatherings. Thev ers, if you wish! And, it's only $179.95!*

are at your pleasure, to hear
again at any time through
the magnificent V-M tape-o-

? V-M Mod D
matic dual-speaker system. pilsh23 Dejure

Portahle Speaker. Heavy-
duty 12* spezker in bass
Ask for a demonstration. " reflex case. St:led to match
tape-o-matic. 546,50
See yourVoice of Music Dealer!

“Slightly higher in the west. V1 Approved

V-M CORPORATION ¢« BENTON HARBOR 1, MICHIGAN

World's Largest Manufacturer of Phonograpts and Record Changers

8 HicH FIDELITY MAGAZINE
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NOTED WITH INTEREST
Continued from page 4

music stations in Lancaster, Pa.; Phila-
delphia (95 air miles); Bridgeton,
N. J. (105 air miles), and Baltimore
(75 very mountainous air miles at
more than a 90 degree angle from the
direction in which the Yagi had been
pointed). In addition, many Philadel-
phia and New York FM ‘non-good-mu-
sic” stations are received well. From di-
rectly across a mountain range to the
North, again at right angles to the
dircction of the antenna, we pick up
a very clear, strong signal from Sun-
bury, Pa. If this is not a strong argu-
ment or demonstration of what a
difference an  antenna  installation
makes in FM reception, then 1 shall
bow out to those not willing to give it
atry...."”

Star Record Products

We received recently a record cabinet,
adhesive tabs, and catalogue, designed
by a layman, Dr. Alexander Lowen, of
New York City, who simply had a rec-
ord file-and-find problem and solved it.
He had run up against the constant,
frustrating problem of wanting to play
a particular record, say, for a guest,
and being unable to locate it, giving
up in disgust.

The cabinet he designed is quite
simple: small, wooden, compartmented
box which will hold fifty long-playing
records with case, cach of the five
compartments holding ten records. It
comes nicely finished in mahogany,
walnut, natural, or cbony, for $9.95
(or unfinished for $7.95). Its outside
dimensions are 1233 in. deep by 1334
high by 11 wide, all smooth, straight
sides which allows for group place-
ment or record library-shelf installa-
tion.

The ingenious catalogue which Dr.
Lowen also devised is a bit too in-
volved to describe here. We can say,
however, that there’s nothing to be
said about a record for which there
isn't a specified space to say it in the
catalogue. You index a record by com-
poser as well as by title of piece, assign
a removable, adhesive tab number to
the record and record the tab number
on the “Title” page of the book. So if
vou're looking for your recording of
Respighi's Pines of Rome, turn to the
Yellow page marked “Classical,” find
“Respighi” which will tell you on
which composer-composition page you

Continued on next page

AUGUST 1955

swee v ALLIED PYYSO N2 2l

Famous' ‘Saturday Review'’ Custom Phono System
OHIY Here is the extremely popular com-
binationof high tidelity components
$ 50 based on recommendations made
|56_ by the noted “"Saturday Review'
hi-fi book. While it is very moder-
alely priced. this system provides exceptional
audio tidelity and smooth, deperdable perform-
ance. Svstem includes: 1. Bogen DB110 10-Watt
Amplifier ( + 1 db, 15 (0o 50.000 cps; calibrated
bass and treble controls; record compensation;
shock-mounted preamplifier; attractive gold and
turquoisce chassis). 2. Garrard RC-80 3-Speed Record
Changer with jewel-mounted arm; 4-pole, shaded-
pole motor (less 15 rpm spindie). 3. G.E. Car-
tridges, RPX-040 with sapphire stvlus for 78 rpm
records. and RPX-061 with diamond stylus for
microgroove records. 4. Electro-Voice SP12-8 127
Speaker for remarkably clean bass and treble re-
sponse. Sysiem comes complete, ready for easy
nstaltation. For 110-120 volt, 60 cycle AC oper-
ation. Shpg. wt., 60 lbs.
94 PA 132. Complete Phono System. Only $156.50

SYSTEM WITH FM-AM TUNER. System as above, with
addition of 1the Bogen R640 FM-AM Tuner, noted
for high sensitivity (includes drift compensation
and automatic frequency control

94 PA 133. I'N-AM-Phono System. Only..$261.25

New Bogen Deluxe FM-AM Tuner With ''Autolock”’

Latest model R765 Tuner-Preamp. Tunes “on
station” in any area by means of delaved AFC
with “Autoloek™ feature. AFC is off when tuning
hetween stations: comes on automatically when
signal is present: locks-in for perfect tuning. No
interstation noise on FN. Exclusive “red dot™
controls for simpliticd operation. Tuner response:
L5 db, 20-20,000 cps. Sensitivity: I'M, 2 my
for 30 db quieting: AN, 5 mv for 30 db signal-to-
noise ratio. Preamp responsc: 1 db, 10-200.000
¢ps. Conirols: Tuning: Record Equalization: Bass:
EASY TERMS: T'reble: Yolume-On-Off: Loudness Contour Sclec-
tor: Input Selector. 3 inputs: 2 outputs: 16 tubes.
6L, x 144, x 9" deep. For 110-120 v.. 60 cycle AC.
Shpg. wi.. 17 lbs.

Hi-Fiis available from
ALLIED on easy pay
ments: only 107 down, 12

full months to pav. Write 935X 887. BBogen 11765 I'N-AN! Tuner. Net $199.50

for the attractive details.

Bogen B50-4LC Variable-Speed Turntable

A quality manual record player with speed variable
from 29 10 86 rpm. Speed control notched for quick
selection of 337, 45 or 78 rpm. 12" weighied (344
Ibs.) 1turntable has rubber padded surface for rec-
ord protection. Less than 1€ fluctuation in speed
on line voltage variations from 95 w0 125 volts,
t-pole, heavv-duty motor. Ball-bearing mounted
pickup arm has adjustment for stvlius pressure.
Takes any standard cartridge. Supplicd with one
phug-in head. 15 rpm record adapier. 3-foor phono
cable. and 6-foot AC line cord. Mounting space:
15 x 127 and 3'.” above mounting board: 2147
below. For operation from 110-120 volis. 50-60
cvele AC, Less cartridge. Shpg. wt.. 15 Ibs.

96 RX 696. Bogen B50-41.C Turntable. Net $40.40

D - ALLIED |RADIO

ALLIED'S America’s 0 Hi-Fi Center
68-PAGE

. LB CTALGE o B T — ey -
- WAL | ALLIED RADIO CORP., Dept. 49.G-5 I
Your guide to a complete understand- | 100 N. Western Ave., Chicago 80, Il1. :
ing of Hi-Fi, including tips on how to : Send FREE 68-Page Hi-Fi Catalog No. 144, |
f select systems at lowest cost, os we.“ | Ship me the following:.........c.ovvt e, |
Lo installation ideas—plus the world's I |
largest selection of complete systems i @ askn e o s ma s B 1y ok o s )0 enclosed |
§ and individual components from which i |
8 to make your money-saving choice, To I NAM@ata v # 4 bt G sme v ol s & 88 B8 @85 o PTEEEweT |
. own the best in Hi-Fi for less, you'll |
£ want this FREE book. Write for it today. : Addresss ssssrervas rammarvar vanu s om e pabdien I
b | Cityssmmmmnss s micbis s o8 Zone State.......... |
ﬁmrz—"—«.- R d
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CORNER HORN
LOUDSPEAKER SYSTEM

. . . the finest creation of Paul W. Klipsch,
fabricated individually under

his personal supervision.

Write for the name of your
Klipschorn distributor and our
latest literature on the Klipschorn
and Shorthorn speaker systems.

KLIPSCH AND ASSOCIATES
HOPE, ARKANSAS

TELEPHONES  PRospect 7-3395%
PRospact 7-4538
PRospect 7-5575
PRospoct 7-5514

NOTED WITH INTEREST

Continned from preceding page

will find his works listed, and then
behind this composer-composition page
will be White Tide pages where you
will find Pines of Rome listed and the
Tab number of rhe record. Confused?
Well. fear not; if you have cenough
records to feel the need of a catalogue
o keep track of them, and you want to
give this one a try, there are lucid di
rections in the front of the book for
using it.

The deluxe edition of the catalogue
which will kecp track of soo records
under as many as 120 composers
names, sclls for $3.95. The standard
catalogue for 300 records and up to 8
composers costs $2.45. The tabs come
in sheets of 100 and scll for 39c a
sheet.

We were a litde disappointed in the
Star Tabs. They are sclf-adhesive and
removable, but there s no way to
attach them so that they will protrude
from the record album for casy find-
ing. A betcer method might be to have
the tab numbers on a stift picce of
cardboard. say. with double strips of

Continned on page 12

AUTHORI tatively Speaking

Born in Germany, Kurt Stone studied at
Hamburg University until the Nazis came
into power. Thereupon he crossed into
Denmark and entered the Royal Conserva-
tory, where he studied musical theory. his-
tory, piano and old keyboard instruments

and first heard of Carl Niclsen, as he
relates on page 28  Now FEditor-in-Chief
ar Associated  Music Publishers, Inc., his
tastes run 1o the very old (editing ancient
choral and kevboard works) and the very
new (writing about Hindemith and arrang-
ing for modern dance groups

If a South Atrican incunabulise. paleogra-
pher. linguist and missionary had not come
to this country in 1920 and married the
first woman to graduate in accountancy from
the University of Minnesota, Christopher
Fave wouldn't have been born in 1926, and
we wouldn't be able to offer vou his dead
pan industrial advice on page 37. (Fx
hale.) Faye is an oflicer of a midwestern
tire and fuel company, and was very ncarly
an othcer in the armed forces. having
accepted commissions in both Army and
Air Force before being drafted as a privace,
in 19s3. His wife plays the piano. pipe
organ, violin. viola and saxophone. Faye's
own instrument is the fabe recorder

Next issue’s Discography: The Vocal
Music of Bach by Nuathan Broder.
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3 Moderately Priced High Fidelity KRadios . . .

With great pride, the manufacturers of the world famous TELEFUNKEN Micropbones present their
latest engineering triumphs. Never before bave you heard such unbelievably perfect sound from table
model radios. Actually, these fine sets are more than just radios, they are complete high fidelity audio
systems incorporating superb FM-AM-Short Wave tuners. There are inputs for your turntable or record
changer, and your tape recorder as well as outputs for additional speakers or the recorder. The band finished
solid French walnut cabinets are truly masterpieces of design and craftsmanship.

2 SPEAKERS
50 TO 15,000 CYCLES
FREQUENCY
.RESPONSE
An amazing value-
priced unit. Built-in FM
* dipole antenna. Arm-
strong FM circuitry.
Cabinet dimensions:
183" x 134" x 734",

3 SPEAKERS
30 TO 18,000 CYCLES
FREQUENCY
RESPONSE
Approximately 5 watts
gt Pt Armstrong FM +
y circuitry. Both a built-
in FM dipole antenna
and a rotating ferrite
antenna for standard
band, Cabinet dimen-
sions 23V5" x 1515" x
10%".

those who seek QUALITY find TELEFUNKEN

Write for free fiterature and technical data on this and other TELEFUNKEN products.

/\ Products of AM E R|CAN
IF"UL: NRY Free Western Germany
N KER 7 o e LITE, INC.  orun -7 i avewe - v oo s v

exclusively by

www.americanradiohistorv com rore
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America’s TOP Tuner!
HE P7°

ISHE

FM TUNER tess

World’s Best by LAB Standards

ok almost two decades we have been producing audio equipment
F of outstanding quality for the connoisseur and professional user.
fn the cavaleade of FISHER products, some have proven to be
years ahead of the industry, THE FISHER FM-80 is just such a
product. Equipped with TWO meters, it will outperform any ex-
isting PN Tuner regardless of price! ‘The FM-80 combines extreme
sensitivity, flexibility and micro-accurate tuning. Despite its full
complement of tubes and components, the FN-80 features an un-
usually com pact chassis of fine design.  Chassis Only, $139.50
Mahogany or Blonde Cabinet, $14,95

Outstanding Features of THE FISHER FM-80

® TWO mcters:one to indicate sensitivity, one to indicate center-of-channel
for micro-accuriate tuning, ® Armstrong system, with two IF stages. dual
Hmiters and a cascode RE stage. ® Full limiting even on signals as weak
as ont microvolt. © [Jual antenna inputs: 72 ohms and 300 ohms bal-
anced (exclusive!) ® Sensitivity: 115 microvolts for 20 db of quicting on
2.0l input; 3 microvolts for 20 db of quieting on 300-ohm input.

® Chussis complerely shiclded and shock-mounted, including tuning con-
denser, to eliminate microphonics, and noise from otherwise accumulated
dust. ® ‘Three controls — Variable AFC/Lince-Switch, Sensitivity, and
Swation Selector PLUS an exclusive Ouiput Level Control. @ Two bridged
outputs.  Low-impedance, cathode-follower type. permitting outpur leads
up o 200 feet. ® 11 cubes. ® Dipole antenna supplicd. Beaurtiful,
brushed-brass front pancl. @ Sclf-powcred. ® WEIGHT: 15 pounds.
CHASSIS S1ZE: 1234 wide, 47 high, 83" deep including control knobs.
Price Slightly Higher West of the Rockie

WRITE TODAY FOR COMPLETYE SPECIFICATIONS

FISHER RADIO CORP. - 21-25 44th DRIVE - L. I. CITY 1, N. Y.

!

I2
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NOTED WITH INTEREST

Continued from page 10

the self-adhesive tape at one e¢nd to
straddle the record album. For this
you would have to pay, though, cer-
tainly more than 39¢ per hundred.

These Star Record Products may be
ordered separately by mail from Kor-
man Bros, 572 Westchester Ave,
Bronx, N. Y. They will be sent post-
paid upon receipt of check or money
order.

Music Festival

We are very happy to note that The
Pro Musica Antiqua will be at Stock-
bridge, Mass., again this year to present
musical masterpicces of the Medieval,
Renaissance, and Early Baroque periods,
employing authentic reproductions of
musical instruments used by musicians
of those periods. Musical Dircctor
Noah Greenberg has announced the
following schedule of performances
for this summer’s festival:

Aug. 13: French Chansons and Eng-
lish Madrigals

Aug. 20: Iralian Baroque Music

Aug. 27: William Byrd: Sacred and
Secular Works

Sept. 3: The Virgin in Medieval and
Renaissance Music

Sept. 4: Music of Spain and Ger-
many

Serics subscription is $10.00; single
admission: $2.40. Address inquiries to
them at Box 31, Stockbridge, Mass.

Pre-Recorded Tapes

Neu Tape Center, 2233 W. Roosevelt
Dr., Milwaukee 9, Wis., is a new en-
terprise operating exclusively in the
field of pre-recorded monaural and
binaural tapes. They handle seventeen
brands including all we have heard of
and some we didn’t know existed, and
plan to handle Europcan and British
tapes when they are available. They
specialize in mail orders, so write to
them if you can't fill your tape desires
locally.

Back Copies

Wanted: The following are looking
for a copy of Vol. 1, No. 4:
James R. Castecl, Ravenswood, Mo.
E. M. Finbury, Apt. 1-C, 1975 Dela-
ware Ave, Buffalo 16, N. Y.
Howard B. Levine, 2905 Oakland
St., Ames, lowa.

HiGH FIDELITY MAGAZINE
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Maj. Stanford Roberts, 0-1647908,
Signal Section, HQ 7th Army, APO
46, New York, N. Y. In addition Maj.
Roberts wants Nos. 1, 5, and 14.

For sale to the highest bidder, the
following offer complete sets of HigH
FipELITY:

Daniel Klitnick, 254 Hewes St
Brooklyn 11, N. Y.

Dr. T. D. Ullmann, Hadassah Uni-
versity Hospital, Jerusalem, Israel.

Jack H. Rines, 34 Kcats Rd,, Short
Hills, N. J. ($25, plus parcel post).

Arthur H. Rosenbaum, 33 Bennett
Village Ter., Buttalo 14, N. Y. (with
exception of No. 7).

Paul M. Somers, 410 W. Clark St,
Champaign, IIl, has available Vol. 1.
No. 1 through Vol. 4, No. 5. Vols. 1
and 2 are in binders.

T. M. Olsen, Custom-Audio, 745
E. 242nd St, Bronx 70, N. Y, has
Nos. 3, 5, 10, 12, 16-20, 22, and 23 for
sale.

Confusion Compounded

Subscriber Karl C. Thomas of State
College, Pa,, wrote us some time ago
that he agreed with our TITH conclu-
sion on the Concertone 20/20: it's a
lot of tape recorder for the moncy.
However, he said, it would be only
fair to point out that half-track heads
are supplied as standard equipment on
the 20/20, not the full-track heads as
on the higher priced BR-1 model,
which we implied. We checked with
Berlant Associates about this and re-
ceived a reply from Harlan Thompson
which is quoted in part below:

“Our BR-1 machine is ordinarily
supplied with full-track crase and re-
cord heads, and a half-track playback
head. This is to permit playing . . .
both single and dual-track tapes . . . .
There is no appreciable difference [in
results} between this and the full-track
playback.

“For those who are skeptical about
this fact, we do supply, on special
order, a single-track playback head for
$1o additional. We also put out the
BR-2 recorder with three half-track
heads at the same price as the BR-1.

"The standard Concertone 20,20
known as the TWR-2, comes with
three dual-track heads. The TWR-1
has single-track erase and record heads
and a dual-track playback head. Tt sells
for $25 more . . . With a single-track
playback head [also, it sells for] $40
more than the standard TWR-2 ... 7

Everything straight now?

AUGUST 1955

It's New! It's Terrific!

THE %
j]‘IS]rw JR
Ny

t///; et e?//u//(/ (()(/ﬂ/m/

SERIES 80-C

T Took FISHER to improve on FISHER. When we introduced
I our Model 50-C Master Audio Control three years ago it was
immediately acclaimed the finest instrument of its type. Like its
renowned counterpart, the wew FISHER Master Audio Control,
Model 80-C, represents another milestone in engineering excellence,
ease and flexibility of use. and workmanship of a quality normally
encountered ouly in broadeast station equipment . . . these arc its
outstanding characteristics. It took FISHER to improve on I'ISHER.
Chassis Only, $99.50  Mahogany or Blonde Cubinet, $9.95

Remarkable Features of THE FISHER 80-C

® Professional, lever-type equalization for all current recording character-
istics. ® Seven inputs, including two Phono, Mic and Tape. ® Two cathode-
follower outputs. ® Cowmplere mixing and fading on two. three, four or five
channels. ® Bass and Treble Tone Controls of the variable-crossover feed-
back type. ® Accurately calibrated Loudness Balance Contral. @ Self-powered.
@ Magnetically shiclded and patted transformer. ® DC on all filaments;
achieves hum level that is inaudible under any conditions. ® Inherent hum:

non-mensurable. (On 1'hono, 72 db below output on 10 mv input signal;
better than 85 db beliw 2v putput on high-level channels.) e IM and
harmonic distortion: non-measurable. Frequency respunse: uniform, 10 to

100,000 cycles. ® Sepurate equalization and amplificatian direcily from tape
playbacl head. ® Four dual-purpose tubes, all shielded and shock-mounted,
® Separate. high-gain microphone preamplifier. ® FPush-Button Channel-
Sclectors with individual indicator lights and simultancous AC On-Off
switching on two chunnels (for tuner. TV, ete.} @ Master Volume Control
plus 5 independent Level Cantrols on front panel. ® 11 Controls plus §
push-buttons, ® Three auxiliary AC reeeptacles. size: Chassis, 12347 x 734~
x 4057 high, In cabinet, 13-11,167 x 87 x 314" high. Shipping weichi, 10 pounds.

Prices Stiahtly HHigher West of the Rockies

WRITE TODAY FOR COMPLETE SPECIFICATIONS
FISHER RADIO CORP. - 21-25 44th DRIVE - L. L. CITY 1, N. Y.

www americanradiohistorv com
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D Persuasive informetion on Sfreedus ard
democracy is now being spread thronsont th

world with the belp of the PRECEDENT.
world standard among FM tuners.

» Light PRECEDENTS hure been purchas..” !

the U. S. Information Agency for the new
broadcasting and recording studing of the V

of America, in Washington. Each aperates
continuonily, is permanently tuned ty a diffeic
radio station, and muy be selected inst.antl;

i any of seventy-two locarions throughout the
studio plant. News broadcasts veceived by u
PRECEDENT, for example, aid in the preja:
of foreign-language Voice of Americe progre ...

B The sume pace-setting tuner is avail.ible

in limited numbers to those 1why can upfred. .
and afford this superlative wchierement

in radio reception.  Detailed informatin: wic

be obtuined upon request.

RADIO ENGINEERING LABORATORIES - INC.
36-40 Thirty-seventh Street » Long Island City 1, N. Y.

www americanradiohistorv com

The following are lists of records for trade:
if any records listed here interest you, write
directly to the person offering them and
give bim your trade list. The records
listed below are stated to be in good con-
dition.

Judith E. Grosse, 1820 Potomac Dr.,
Toledo 7, Ohio, offers:

Gounod: Faust  (complete).  Soloists,
Beecham, Royal Philh. VICTOR LoT 61
3/12-in.

Beethoven: The Ruins of Athens. Hol-
lestelle, Goehr, Netherlands Philh. Choir
& Orch. CONCERT HALL CHS 1158,
12-in.

Harrison: Suite for Violin, Pianc, and
Small Orchestra. M. & A. Ajamian, Sto-
kowski. Weber: Symphony on Poems of
William Blake. W. Galjour, Stokowski.
VICTOR LM 1785. 12-1n.

Mendelssohn: Violin Concerto in E
minor. Bruch: Scottish Fantasy. heitetz,
Beecham and Steinberg. VICTOR LM 90106.
12-in.

Chavez: Toccata for Percussion. Farber-
man: Evolution. Boston Percussion Group.
BOSTON 207. 12-1n,

Rachmaninoff: Isle of the Dead. Proko-
fiev: Classical Symphony. Ko»ssevitzky
Boston Sym. VICTOR LM 1215. 12-in.
Strauss: An Alpine Symphony. Kon
witschny, Munich Statec Opera  Orch.
URANIA 7064. 12-in.

Kismet.  Original cast.  COLUMBIA ML
4850. 12-in.

Borodin: Polovesian Dances; Falla: El
Amor Brujo. Van Beinum, Collins, Lon-
don Philh. LONDON LL 203. 12-in.
Shostaovich: 24 Preludes for Piano.
Presscer. M-G-M E 3 12-in.

. 3 -

Russ Bothie, 4119 N. Piusburgh Ave.,
Cheago 34, U, wants o trade the follow-
ing for Ba let or Opera F - erpt records:
American Concert Band  Masterpieces.
Fennell, Eastman Concert Band., MERCURY
MG 400006, 1 -in.

Paganini: Ca-ricss Nos. 13-24.  Rica.
LONDON LL 252, 12-n.

French Organ Music. Biggs. COLUMBIA
ML 4195. 12-In.

La Fiesta Mexicana. Fennell, Eastman
Symphonic  Wind Ens. MERCURY MG
40011, 12-in.

Beethoven: Concerto for Violin in D
major. Heifetz, Toscanini, NBC Sym.
Orch. VICTOR LCT 1010, 12-in.

Brahms: Symphony No. 4. Krips, Lon
don Sym. Orch. LONDON LL 208. r12-in.
City of Glass Suite. Stan Kenton & Orch
CAPITOL H 353. 10-in.

- - -

Dr. Martn L. Borish, Box 432, Frechold,
N. J., offers this list and would like to sec
yours:

Mabhler: Kindertotenlieder. Ferrier, Wal-

Continued on page 16
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Here's the turntable professionals want
in their own

4

Hi-Fi setups

the all-new

PRESTO T-18

streamlined inside and out
...delivers top professional performance
with incredible ease of operation

12" diameter...only $53.50
with hysteresis motor, 5108

...cand here’s the 16” version
for home or professional use!

Nobody knows better than the hi-fi expert how good the
T-18 turntable really is. T-18 fills your every requirement

PRESTO T-68 TURNTABLE for performance and value...is a natural choice for your

) ) ; home, as well as your studio and control room.
The first completely professional 16" turntable

that’s moderately priced — thanks to PRESTO’s The most exciting feature of PRESTO’s T-18 i< a revo-
streamlined shifi design. Like all PRESTO units, lutionary 3-wav shift — the flick shift. A simple sideway
T.68 offers the reliable performance that is vital motion of the single control lever selects any speed —
) in 24-hour-a-day transeription work. It's ideal 33Y45. 45, 78 rpm. Complicated up-and-down motions are

for disc programs, sound eflects, client auditions,
dozens of jobs...and it’s wonderful for the home
with a fine hi-fi collection.

eliminated because the 3 idlers are mounted on a single
movable plate. Just a flick automatically engages the
proper idler for the desired speed! There are no trouble-

- ‘ifications: ntable s — 33! o . o . . R
T-68 specifications: turntable speeds — 33%, making arms or shift cams. The mechanism is streamlined

45,78 rpm » weight—7 lhs. « panel . . — . .

: D ' down to essentials—without sacrificing a decibel of quality.
size — 8" x 11" « speed accuracy— ;

max. variation 0.25% o clarity Other advantages — extra heavy weight wide-heveled
50 db helow 7 ¢mn/see. signal ¢

table. precision deep-well bearing, built-in 45 rpm adapter,
§79.50 with hysteresis motor, S134,

and smart modern styling in brushed chrome and tele-
phone black. A renrarkable hi-fi instrument!

Sﬁ@ RECORDING CORPORATION

PARAMUS, NEW JERSEY

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

Canadian Division: Instantaneous Recording Service, 42 Lombard Street, Toronto

WORLD'S LARGEST MANUFACTURER OF PRECISION RECORDING EQUIPMENT AND DISCS

www americanradiohistorv com
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ANNOUNCING'!
the

Y ..

COST,
FAIRCHILD 255! AMPLIFIER

LO W

POWER

Here's a mighty twin to Fairchild's big-power 260 Professional Amplifier.
The new 255 delivers a full 25 watts of undistorted power for the finest

sound, best reproduction!

This is the ideal power ampliher
for the average home or apartment.
The Fairchild 255 gives you full
power from deepest bass to highest
treble, and an instrument especially
designed for minimumtransientdis-
tortion as well as lowest IM and
harmonic distortion, resulting in
exceptionally true natural sound.
Superbly engineered, the 255 has
a controlled frequency response of
+0 to — V4 db, from 20 to 20,000
cps. The sound is always right!

You can always restore ‘‘new

amplifier’” performance to the

Fairchild 255, even if tubes age

unequally, by Fairchild's simple,

exclusive distortion-cancelling
balance control.

COMPACT: Only 6" x 94" base and
6" high

INPUT IMPEDANCE: 100K

POWER GAIN: 42db

HIGH SENSITIVITY: Lless than one volt
input required for fuli output

and it's only $84Q.50

When you need full 50 watts of power, get the Fairchild 260! only $149 50

16

REGORDING .

EQUIPMENT®

10th AVENUE AND 154th STREET, WHITESTONE, NEW YORK

WwWwWw americanradiohistorv com

SWAP-A-RECORD
Continued from puge 14

ter, Vienna Philh. COLUMBIA ML 2187.
10-in.
Wagner: Meistersinger, Act 1I. Gueden,
Schoetller, Knappertsbusch, Vienna Philh.
LONDON LL 284/s. 2/12-in.
Verdi: La Traviata. Pcerce, Albanese,
Merrill, Toscanini, NBC Sym. VICTOR LM
6003. 2/12-in.
Puccini:  Madama  Butterfly.  Steber,
Tucker, Valdengo, Rudolt, Metropolitan
Opera Orch. COLUMBIA SL 104. 3/12-in.
Schumann: Concerto in A minor for
Piano and Orchestra. Serkin, Ormandy,
Philadelphia Orch. COLUMBIA ML 4041.
12410,
Charles Lipschitz, 2112 Dorchester Rd.,
Brooklyn 26, N. Y., offers:
Debussy: Nocturnes (3):; Berlioz: Ro-
man Carnival Overture; Ravel: Alberado
del Gracioso; Pavanne for a Dead Prin-
cess.  Dorati, Minneapolis Sym. Orch.
MERCURY MG $000S5. 12-in.
Chausson: Symphony in B-flat. Stock.
Franck: Psyche; Le Chausseur Maudit.
Defauw, Chicago Sym. Orch. VICTOR LBC
1056. 12-in.
Gershwin:  Concerto  in F. Pennario,
Steinberg, Pittsburgh Sym. Orch. CAPTIOL
P 8219. 12-in.

8 rpm
Milhaud: Suite Frangaise. Milhaud, N. Y.
Philh.-Sym. Orch. COLUMBIA MX 2068.
2/12-in.
findemith: Mathis der Maler. Ormandy,
Philadelphia Orch. VICIOR DM 8s54.
3/12-in.
Gounod: Faust Ballet Music. Weldon,
City of Birmington Orch. COLUMBIA MX
304. 3/12-in.
Stravinsky: Le Sacre du Printemps. Stra-
vinsky, N. Y. Philh.-Sym. Orch.

Wanted
Gershwin: Concerto in F, cte. Levang,
Kostclanetz, N. Y. Philh.-Sym. Orch.

Mme. Anni Frind-Sperling, 3509 Chestnut
St., New Orleans, La., who used to sing in
Germany with the Berlin Civie, Munich
State, and Dresden State Operas, is trying
to complete her library of recordings she
made under her maiden name, Anni Frind.
She nceds the following records which were
pressed in Europe during the 1930s for
HMYV and Telefunken:

Durch Oper und Operette, with Frind,
Perras, Kloss, Korjus, Jungkurth, Husch,
Wittrisch, Strienz, Ludwig. ELECTROLA
(HMV) EH 945.

Heimatlied and War's auch nur e¢in
Traum from “Monika.,” ELECTROLA
(HMV) EH 6293.

"“Die Tinzerin Fanny Elssler”: Draussen
in Sievering; “Der Arme Jonathan™:
Ach, wir armen Primadonnen. ELEC-
TROLA (HMV) EG 3377.

“Ball im Savoy” selections, with Frind and
Hartung. TELEFUNKEN E 1309.

“Die Kaiserin” selections, with Frind, Lud-
wig. ELECTROLA (HMV) EH 859.

Was die Heimat Singt — Volkslieder pot-
pourri. TELEFUNKEN A 1092.

“Das Dreimaderlhaus” potpourri. TELE-
FUNKEN A 1198.

“Die Geisha” selections. TELEFUNKEN
A 1209.

HIGH FIDELITY MAGAZINE
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is scaled for smaller rooms

and limited budgets

TRU:SONIC
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Ask Your
Avuthorized
Fleetwood Dealer
for Free Booklet of
Installation Ideas
or write
CONRAG, INC., Glendora, California

Slirtoonnid M

ARIZONA
AUDIO SPECIALISTS
333 E. Camelback Rd., Phoenix
Phone: AMbherst 5-0447
ELECTRICALCOMMUNICATION CO.
202 E. Fillmore, Phoenix
Phone: ALpine 2-8248

CALIFORNIA
AUDIO SHOP
2497 Telegraph Avenue, Berkeley 4
Phone: THornwall 5-7224
BERKELEY CUSTOM ELECTRONICS
Roosevelt at Bancroft Berkeley
Phone: THornwall 3
GENE TAPIE — HIGH FIDELITY MART
120 Broadway, Chico
Phone: FIreside 2-8675
WHITE ENTERPRISES
6039 W. Washington Blvd., Culver City
Phone: DU. 9-1719
TURNTABLE HI-FI
116 W. Wilshire, Fullerton
Phone: LAmbert 5-0811
AUDIO VIDEO SERVICE
7518 Melrose, Hollywood 46
Phone: WE. 3-7349
HOLLYWOOD ELECTRONICS
7460 Melrose Ave., Hollywood 46
Phone: WEbster 3-8208
PACIFIC HI FIl HOUSE
1320 Cahuenga Blvd., Hollywood 28
Phone: HOllywood 2-6767
DACKNEY ELECTRONICS
343 E. Market St., Long Beach 5
Phone: 206-491
ELECTRONIC SERVICES
6941-15 La Ti Jera Blvd., Los Angeles 56
Phone ORchard 4-4774
FIGART’S SOUND UN-LTD.
6320 Commodore Sloat Dr., Los Angeles 48
Phone: YO. 6218
HENRY RADIO
11240 W. Olympic Blvd., Los Angeles 64
Phone: BRadshaw 2-1440 ARizona 3-0518
MIDWAY ELECTRONIC SUPPLY
2817 Crenshaw Blvd., Los Angeles 16
Phone: REpublic 1-2451
COAST ELECTRONIC SUPPLY CO.
“STAIRWAY TO SOUND"
4166 Broadway, Oakland 11
Phone: OLympic 3-7138
DOW RADIO
1759 E. Colorado St., Pasadena 4
Phone: RYan 1-6683 SY. 3-1196
HIGH-FIDELITY HOUSE
536 S. Fair Oaks Ave., Pasadena 1
Phone: RYan 1-8171
SOUND SHOPPE
1910 - 16th St., Sacramento 14
Phone: Gllbert 3-6660
HOLLYWOOD HI-Fl SHOP
1839 E Street, San Bernardino
Phone: 83-6101
MONTCLAIR ELECTRONICS
12005 W. Pico Blvd., W. Los Angeles 64
Phone: GR. 7-0731
WHITTIER HI FI
1342 Carnell St., Whittier
Phone: OXford 6-4682

CONNECTICUT
DAVID DEAN SMITH
262 Elm St., New Haven
Phone: UNiversity 5-1101
AUDIO WORKSHOP, INC.
1 South Main St., West Hartford
Phone: ADams 3-5041
METTLER PIANO SHOWROOM
Westfair Center, Post Rd., Westport
Phone: Fairfield CLearwater 9-8391

FLORIDA
GRICE RADID & ELECTRONIC SUPPL., INC.

300 E. Wright St., Pensacola
Phone: HEmlock 3-4616

GEORGIA
HIGH FIDELITY SIGHT & SOUND SYSTEMS
606 Peachtree St., N.E., Atlanta 3
Phone: VErnon 6534

ILLINOIS
ELECTRONIC EXPEDITERS
THE HI-FI CENTER
2909 W. Devon Ave., Chicago 30
Phone: RO. 4-8640
VOICE & VISION, INC.
53 E. Walton Place, Chicago 11
Phone: WHitehall 3-1166

IO0WA
WOODBURN SOUND SERVICE
8 E. College St., Iowa City
Phone: 8-0151

KANSAS
PHIL WOODBURY SOUND
1103 Com’'l, Emporia
Phone: 20

KENTUCKY
J. M, HISLE AND ASSOCIATES
405-7 S. Upper St., Lexington
Phone: 2-7884

LOVISIANA
CUSTOM ELECTRONICS, INC.
813 Chartres St., New Orleans 16
Phone: CAnal 4120

MASSACHUSETTS
CRAMER ELECTRONICS, INC.
811 Boylston St., Boston
Phone: CO. 7-4700

MICHIGAN
MODERN SOUND
5151 Adams, Birmingham
Phone: MIdwest 4-8494
AUDIO HOUSE, INCORPORATED
19771 Conant at State Fair E., Detroit 34
Phone: TWinbrook 3-3358
K.L.A. LABORATORIES, INC.
7422 Woodward Ave.. Detroit 2
Phone: TRinity 4-1100
WEST MICHIGAN SOUND CO.
1932 Peck Street, Muskegon
Phone: 2-5910

MISSOURI
DAVID BEATTY HIGH FIDELITY SOUND & TV
1616 Westport Road, Kansas City 11
Phone: JEfferson 3110

NEW JERSEY
THE JABBERWOCK
104 Somerset St., New Brunswick
Phone: CHarter 9-1900

JOHN J. CASEY CO.
856 Lincoln Place, Teaneck
Phone: TE 6-7761

NEW MEXICO
THE HI F1 HOUSE,
SOUND ENGINEERING & EQUIPMENT CO.
3011 Monte Vista, NE, Albuquerque
Phone: 5-1695
SANDERS & ASSOCIATES
70 W. Marcy St., Santa Fe
Phone: SAnta Fe 3-3437

NEW YORK
COMMERCIAL SOUND SYSTEMS, INC.
11 N. Pearl St., Albany 7
ADIRONDACK RADIO SUPPLY
185-191 W. Main Street, Amsterdam
Phone: VI 2-8350
MILAU ELECTRONICS
7854 — 79th St., Glendale 27
Phone: EVergreen 6-1690
ISLAND RADIO DISTRIBUTORS, INC.
412 Fulton Ave., Hempstead, L. I.
Phone: IVanhoe 1-8160
ARROW AUDIO CENTER
65 Cortlandt Street, New York
Phone: DlIgby 9-4714
SUTTON AUDIO SYSTEMS
970 First Avenue, New York 22
Phone: PL. 3-7224
JERRY FINK CO.
644 Clinton Ave., S., Rochester 20
Phone: BRowning 3503
SEGEN ELECTRONICS
118 Glen Cove Rd., Roslyn Heights, L. I.
Phone: ROslyn 3-4950
CONCERT-CRAFT, INC.
P. O. 66, Brandywine Sta., Schenectady 4
Phone: 4-0720
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NEW YORK (Continued,

W G. BROWN SOUND EQUIPMENT CORP.

349 E. Onondaga St., Syracuse 2

Phone: 2-8979
OHIO

AUDIO CRAFT CO.
2915 Prospect Ave., Cleveland 15
Phone: CHerry 1-5560
RICHARD J. SAUER
CUSTOM ELECTRONICS, INC.
1000 S. Main Street, Dayton 9
Phone: ADams 3158
CUSTOM CLASSICS
13421 Euclid Ave., E. Cleveland 12
Phone: GL. 1-4868
R. S. T. LABS
14511 Granger Rd., Maple Heights
Phone: MOntrose 2-3213

PENNSYLVANIA

DANBY RADIO CORP.

19 S. 21st Street, Philadelphia 3
Phone: RIttenhouse 6-5686
RADIO ELECTRIC SERVICE CO.
HIGH FIDELITY SOUND STUDIO

709 Arch St., Philadelphia 6

Phone: LOmbard 3-7390

TEN CATE ASSOCIATES

6128 Morton St., Philadelphia 44
Phone: GErmantown 8-5448
TENNESSEE

BLUFF CITY DISTRIBUTING CO.
234 East Street, Memphis 2

Phone: 36-4501

TEXAS
CRABTREE’S
2608 Ross Avenue, Dallas
Phone: STerling 5361
TOWN NORTH MUSIC CORP.
5328 W. Lovers Lane, Dallas 9
Phone: ELmhurst 6477
CLIFFORD HERRING SOUND EQUIP'T CO.
W. Lancaster at Burnet Sts., Fort Worth 3
Phone: FO. 4877
TRUETT KIMSEY COMPANY, INC.
3515 W. Vickery St., Forth Worth 4
GULF COAST ELECTRONICS
1110 Winbern St., Houston 4
Phone: JUstin 1551
WRYE CO., LTD.
2045 Welch at Shepherd, Houston
Phone: JA. 3-7874
VANDERGRIFT AUDIO COMPANY
4106 San Pedro, San Antonio
Phone: PErshing 5-2091
UTAH
SOUND BY CRAFTSMEN
61 Orpheum Ave., Salt Lake City 1
Phone: 5-2817 5-2818
VIRGINIA
AUDIO CONSULTANTS, INC.
76 N. Glebe Road, Arlington 3
Phone: JAckson 5-3355
WASHINGTON
OLYMPIC ENGINEERING CO.
2008 Westlake Ave., Seattle 1
Phone: ELiot 4650
UNIVERSITY HI-FI SHOP
4111 University Way, Seattle 5
Phone: ME. 6000

WISCONSIN

THE HI-FI CENTER, INC.

2630 No. Downer Ave., Milwaukee 11
Phone: WOodruff 4-3344

HAWAII
JOHN J. HARDING CO., LTD.
1471 Kapiolani Blvd., Honolulu 12
Phone: 991481 - 991593

!'AVENUE RADIO & TELEVISION, INC.
4114 St. Catherine St., W., Montreal
Phone: GLenview 6578
PAYETTE RADIO LIMITED
730 St. James St., W., Montreal 3
Phone: UN. 6-6681
PECK’S
Sherbrooke East of Guy, Montreal
Phone:

JEAN PAUL GAGNON RADIO &' TELEVISION
960 1st. Avenue, Quebec Clty
Phone: 2-1735
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Full electronic remote controlled

Fleetwood’s two-chassis television system is
quality matched to your Hi Fi equipment
and, like it, is designed for custom installa-
tion. It supplies power for your speaker
and has high fidelity output to connect
to your sound system. The picture is the
same professional quality as that on TV
station monitors—also made by Fleetwood.

The separate remote tuning unit may be
operated 40 feet or more from the picture
chassis. It's readily adaptable to U.H.F.
Both remote (2 chassis) and non-remote
Fleetwood systems are available for 217,
24" and 27” rectangular picture tubes.

Fleetwood professional performance is
available in models starting at $199.50.
Write for complete information and name
of dealer nearest you.

ectwood

CUSTOM TELEVISION
manufactured by CONRAC, Inc.
Dept. A * Glendora, California

Conrac is the A few dealer franchises still available

Canadian name
for Fleetwood Television.

Export Division ~— Frazar & Hansen, Ltd., 301 Clay Street, San Francisco 11, Californio, U, S, A,

AUGUST 1955 19
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Especially

where

limited

HIGH FIDELITY
LOUDSPEAKER

MADE 1N EMOLAMD

ROCKB8AR CORPORATION, Dept. LH-2
215 East 37th St., New York 16, N. Y.

Please send complete description of the
Goodmons Axiette.

Name....

Address.. ...

City. .. ot wennlone . Stole.... ..

My Dealer is..........

20

SIR:

It seems that the most often recurring
gripes in your “Letters™ column are the
complaints over the poor condition of
genuine vinyl hi-fi disks as received
from that maniac at the record shop
who lets the general public, as well as
those few who are conscious of all the
dangers of carcless handling, sample
records freely on the usually poor
equipment available in such places.
Records are the largest single invest-
ment in any home music system, and
the customer is entitled to physically
perfect merchandise.

While in Marseilles, France, recent-
ly, we had the opportunity to browse
in a fairly new record shop where the
precautions for the protection of the
delicate surfaces were simple and al-
most foolproof. There the customer
never, never handled the surfaces of
any record until the proprictor had a
quite respectable bunch of francs safe-
ly ensconced in his cash box.

Instead, one of the sales clerks took
the record, placed it on one of six
turntables in back of the counter and
directed us toward one of a like
number of listening booths at the rear
of the store. These booths were equip-
ped with only the tone and volume
controls, a couple of chairs, and a small
speaker mounted on the wall. There
we were able to relax and listen to the
selections we had made, and decide, as
the different sides were sampled for us,
whether the records were in - good
enough condition to warrant buying.

Installing an cntire six-channel ex-
tended range sound system like that
would run into enough money to pre-
vene its happening in most establish-
ments, but certainly quite a few of the
larger record shops could afford one
really excellent outfic with the turn-
table available only to its sales person-
nel, who would present a much simpler
cducational problem than the public
at large doces.

Having records demonstrated in this
fashion, rather than trusting them to
the not-so-tender mercies of the un-

Continned on page 22
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Exciting High Fidelity Firsts!
In these superb matched instruments—enjoy
the foremost advances in High-Fidelity—start
ling realism — lowest distortion — precision
lished chromium

craf hip—gl ing p

Coronation 400

WATT

AMPLIFIER

Greatest amplifier buy today! COMPLETELY
NEW, NON-RINGING NEGATIVE FEEDBACK
CIRCUITRY —over 50 DB feedbock. CUSTOM
CRAFTED — sealed t formers, e d
networks, finest molded components cn Boke-
lite terminal boord. DISTORTION-FREE — less
than 0.05% at 30 watts. POWER RESPONSE
+0.1 DB 16 to 35,000 cycles at 30 watts. Sur-
posses FCC requi for FM broad

5 1o 200,000 cycle response. 40 WATT WIDE-
RANGE OUTPUT TRANSFORMER, sealed multi-
ple section windings, thin strip core. FOOL-
PROOF DAMPING CONTROL for startling
speaker performance. BUILT-IN POWER for
preamplifiers and newest electrostatic tweeters

Coronation 85
CONSOLETTE PREAMPLIFIER-
EQUALIZER

incomparable companion to the “"CORONA-
TION 400’. EXCLUSIVE NEGATIVE FEEDBACK
CIRCUITRY. Over 50 DB—virtvally eliminates
distortion. Surpasses FCC requirements for FM
Broodcasting. 5 to 200,000 cycle response
CUSTOM CRAFTED—polished chromium chassis,
satin gold front panel. Encapsulated pre:mon
networks, Ided on

panel. LOUDNESS CONYROI. continvously vari-
able. FIVE INPUT SELECTIONS, 16 PRECISION
PLAYBACK CURVES. FULL 20 DB DISTORTION-
FREE Bass and Treble compensation. Phenom-
enal lowest noise Z-729 input tube HUM IN-
AUDIBLE with all controls on full. Highest
gain. Built-in power for motion picture photo-
cells, FM phono cartridges, condenser micro-
phones. Ultra compact, easy front mounting

Now ot your local dealer!

INTERELECTRONICS

2432 Grand Concourse
New York 58, New York

HicH FIDELITY MAGAZINE

[N


www.americanradiohistory.com

Since 1935
the Garrard has been

sold and serviced
throughout the United States.

It is recognized every-
where for superior
performance, ruggedness
and reliability.

SHIP, FEATURES.

SERVICE . .-

hy this 1s
d changer

CRAFTSMAN
PRICE AND

CHECK

fy W

i derstand clear

?t‘:d 33?’\32‘%«:?‘ h'\gh-ﬁdemy recor
e

“RIGHTS” and “WRONGS"

of record changer design
(important in protecting your records).

RIGHT: S

Garrard Precision Pusher Platform ...
the only record changing device that insures
positive, gentle handling of records with standard
center holes,

WRONG:

*‘Overhead Bridges" (as on ordinary changers)
.. . which may damage or dislodge records
accldentally.

RIGHT:

Garrard removable and interchangeable
spindles . . . Easlly inserted; accommodate all
records, all sizes, &és they were made to be
played; pull out instantly to facilitate removat of
records from turntable.

WRONG:

Fixed Spindles (as on ordinary changers). . .
which require ripping records upwards over
metalllc spindle projections after playing.

Other Garrard features include: 4 poie motor
—no rumble, no induced hum o heavy drive shaft
—no wows, no waves e welghted turntable—
flywheel action, canstant speed ¢ muting switch
—sllence between records e silent automatic
stop—shuts off after last record; no disturbing
“plop’’. « easy stylus weight adjustment—pro-
tects long-playing records e balanced-mounted

| MODEL RC80 i e s o
World's Finest Record Changer

...and this is the LEAK TL/10 HIGH FIDELITY AMPUFIER  waire rom a corr of
COMPLETE WITH “POINT ONE REMOTE CONTROL PREAMPLIFIER  “souno coarmsmansue

Mail coupon today for a complimentary
copy of ‘‘Sound Craftsmanship®® 16
pages illustrating and describing all
products of the British Industries Group.

Most economical amplifier ever built by

Leak. Despite amazingly low price, Leak &m#:gig

standards have been maintained, with all

{)l;e enﬁmeen:gg ts;]ultl ?]ndefashdiou; le:jssq:jn- fommlr‘ .
y and win a ave won world-wide uner, Tape, § INDUSTRIES CURP., Dept. HF-8

admiration. Incorporates an ultra-linear 10- | NARTB, FFRR, lﬁnl;ignssneet E J

. coL.Lp
watt circuit, with 2 of the new KT-61 beam
power output tetrodes in push-pull. Har- | $oRrOlZ New York 13, N. Y.
monic distortion only one -tenth of one range of control Please send “'Sound Craftsmanship™ to:
" .4 percent at 1000 cycles, for a power output Controf 3
. | of 8 watts a noteworthy achievement rBaaSgséﬁggnml Name
; ! n
227 b v i insuring flawless reproduction. o olla e
2 : . High damping factor of 23, and fow hum leve! of On-0ff and
76 db below full output, are ordinarily found volume City Zone___State.
’, only in far more expensive units

g

EXCLUSIVE FEATURE: Tape recorder jacks (input and output) on front pancls for instantancous usc
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HEATHKIT

e LETTERS
y 'I | W jMM Continued from page 20
B

“BUILD IT YOURSELF" knowing publu would certainly  be
LI o effective in reducing complaints  as

well as being an almost irresistible sell-

ing point o the discerning buyer.

- Lloyd V. Lawrence
k I t S FPO, New York, N. Y.

SIR:

. L went to the Toronto Audio Show
and enjoyed it very much with the ex-
ception of the following which ap-
prared right in the middle of the

official catalogue under the heading
"How to Choose the Components for
Your Home High-Fidelity Music Sys-
tem.

WILLIAMSON TYPE
(ACROSOUND
TRANSFORMER)

This dual-chassis high
fidelity. ampllllfor kit pro-

Aernsnuml "ulln-lmmr
output transformer, and
has a frequency response o . . .
within 1 db from 10 cps to 100,000 eps, lhrmnmc distortion The Rccordmg (.()ll'lp‘.lnlcs are con-

and intermalulation dlstorlmn are less than . | ‘ﬁ . 5 .
and maximum power output is well over 20 lls A truly out- stantly rehning their Pdellel ceramn

standing performer. W-3M consists nf amplifier and A . . 5

bowrer Sty Shpg. WU 20 The. Fxpeess 49.75 selected recordings leave litede to be

Mul‘pi W3 consists of W-3M plus WaA- I" Preampdifier list- d(\ll’(d in technical and artistic erf(fC-

YOURSELF :.I.l;:m this page. Shpg. Wt. 37 Ibs., Apr(‘u$69.50 tion. On the other hand, the serious
listener must learn to discount defects

Reathhit

in sume pressings occasioned by de-

o at & watts,

Featlihec? WILLIAMSON TYPE formed stumpers wused in processing
Here is the comptete  (CHICAGO TRANSFORMER) the record, scratches. and  tick {
HIGH FIDELITY prrng\pllilmfr. l)(-slznmll G o . Sl s, and  ticks ana
specifically for use wit is hi-fi amplifier i con- P . e o
PREAMPLIFIER the Williamson Tvpclclr- s'lruclm'l u||| a ;}lnglo p”f"‘, ”“_l_’l‘;(; ’”‘ npurities m the rec-
I cuit, it provides equaliza- chasgis, therehy affecting Ordk D r. ner’s | I
tion for LP, RIAA, AES, a reduetion in cost. Uses dare . [ bhm_“’ e l[ﬂ.llLS].
l arly 78 records, 5 new Chicago high fidelity Hcere is one scrious listener who
lected inputs output transformer and N
\||[h individually preset provides the sae high performance as Model W-3 listed above. refuses o do any such thlng. and re-
level controls, separate Anuubeatable dollar value. The lowest price ever quated for a ards it as slightl idic
bass and trehle tone cone c‘,’,,,,lpllo“ \\,}l,_",m,,, 1[. ""]'{l‘;““"lﬁ | gards it as slightly ridiculous that he
trols, special hum control, Mole 4M consists of tmain amplifier ared power supply on . 3 o5 L:
ete. Outstanding in per- single chassis. Shpg. Wt. shs. Express should be advised to put up with a
formance and most attraetive in appearance, Fulfills every only ... ... .. 9 75

pressing from a deformed stamper for

which he is expected to pay $5.95 .. . .
S. Shiner
Toronto, Ont.

requirement for true high fidelity performance. Mod&-l W-1 consists of W-IM plus W A-P2 Pre-
Shqm. \\'t.li'lhs ........................... $19 75 amplifier. Shpg. Wt. 35 Ibs., Express only. $59 50

Weathbct
WILLIAMSON TYPE
25 WATT AMPLIFIER

(PEERLESS TRANSFORMER) COMBINATION

SiR:
W-5M and WA-P2

Having completed reading the June
issuc in derail and the Posner-Fink
article, "Baha, Betofen, and Bramsu™ in
particular, T am now compelled o
write. The article tends to mislead
and, worse, omit, and needs be clari-
fied by an asture, traveler-audiophile:

This latest and most advanced Heathkit hi-fi
amplifier has all the extras so iinportant to the
super-critical listener. Featuring KT-66 tubes,
special Peerless output transformer, and new eir-
cuit design, it offers brilliant performuance by any
standard,

Bass response is extended maore than a full
octave below other Heathkit Williamson cireuits,
along with ligher power autput, reduced inter-
modulation and barmonie distortion, better phase
shift characteristics and extended high frequency
response, A new type halaucing cireuit makes
balaneing easier, and at the same time permits a

clo.::dr‘}:(')lr'l‘ln:;lccsrhglll::":ncn!lwntlz ‘:;:u:;lr*mg features, the W-5 manifests new physical design as well. A protective cover fits over myself. Let me firse qllﬂllfy by stating
all above-chassis components, fnrmmzamust'mr\(‘mememhly—wlnbl(‘for mounting in or out of a eabinet, All eonnectors are that I am rcccnt]y rcrurncd from a
E‘l’o()d?zlh‘\\?:‘\l"::;v'l‘.:ls{{::} ;:l':::Tn:ll:lrl‘f‘i‘(l-rfgrrltlln;\l;;2:-“3’::‘;‘:;3;(;)‘::T:‘r:‘;:l‘:’(l‘hnsals with protective cover. Shpg. Wt. 31 Ihe. $59 75 scvcn-yc.ar rcsi('lcncc in Japan as .an
Express onl ! e e i * clectronics engineer who, hobby-wisc,
Express only.............. S S AT R SRR $79.50 rigorously pursued the are and science

of high fidetity.

Now Messrs. Posner and Fink imply
that hi-i is sweeping the country or
has swept the country recently like
“scasonal typhoons”™ and cite as an ex-

COMPANY ample the emporium known as Con-

o BURSEANT OF AT fectionery West, In mid-1950 | sat
True hi-fi performance £ 1 db, 20 cps to

contentedly  in - Confectionery  West
20,000 cps. 'reamplifier affords 4 switch-sclected compensated inputs, Push- . . . . .
pull 616 tubes used for surprisingly clean output signal with cxcellent re- BENTON HARBOR 8, sippimng coffee, catung an hors d'ceuvre

nse characteristics and adequate power reserve, Full tone control action, - X . . B
l.x(rem&-ly low cost for real high fidelity performance. Shpg. $35 50 MICHIGAN sized straw bcrry Sh()l’[LﬂkC, and listen-
0 ing to Brahms's Fourth, which cas-

WU I8 1us c s vvevsvasssssenannseernsnaninsvins
caded  majestically  from a modified

HIGH FIDELITY
20 WATT AMPLIFIER

This particular 20 watt Amplifier com- e

bines high fidclity with cconomy, Single ."'
chagsig construction provides preamplificr,
main amplifier and power supply function. MODEL A-9B

E Wnite FOR FIEE CATALOG AND SCHEMATICS

Continued on page 25
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One of a series on what makes one magnetic recom’z'ng lape

better than another

0% Extra Playing Time

FPLUS 50 Magnetic Re-
cording Tape —newest in the
famous Soundcraft line —
brings you a combination of
superior qualities that no other
tape possesses. Qualities that
let you capture and hear the
true sense of violin strings, all
the brilliance of brass, the col-
or of wood winds ... that faith-
fully record the human voice

*Trade-Mark Tor DuPont Polyester Film

AUGUST 1955

Extra Strength
Mylar® Base //

)]

COSTS 3
NO N i
MORE 1_ <P

7

in all of its varied subtleties.
Plus 50’s uniform output,
inherently low signal-to-noise
ratio, its 50% extra playing
time, added strength and flexi-
bility . .. its dimensional stabil-
ity in any climate. These are
the special qualities that make
it the choice of professionals
and amateurs, alike, wherever
tape perfection is required.

l((V(S.SOUNDCIA" CORPORATION
B R R

*Ovtrome POLTES TN fiam

And Soundcraft Plus 50 adds
this special bonus: Its “Mylar”
base assures virtually a lifetime
of smooth, trouble-free service
at no more cost per foot than
other quality tapes. Like all
Soundcraft products, Plus 50
is engineered and made by
tape recording specialists. Get
some Soundcraft Plus 50 Tape
at your dealer’s today.

FOR EVERY SOUND REASON

~ceves SOUNDCRAFT cone

Dept. F-8, 10 East 52nd Street, New York 22, N. Y.

www americanradiohistorv com
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SUPERB PERFORMANCE
ANYWHERE

When you own an Ampex 600-620
combination, recording perfection and
truly exceptional sound reproduction

are at your command . .. PLUS
portability that lets you enjoy true
Hi-Fi wherever you go.

The Ampex 600 Tape Recorder

— superlative performance in a 28-pound
package, a professional quality recorder in a
portable case.

The Ampex 620 Amplifier-Speaker

magnificent tonal quality in a 25-pound
package — an exceptional system for
sound reproduction from tape recorder,
turntable, record changer, AM-FM

- . At home, listen to its matchless
tuner or pre-amplified microphone.

performance in any room. If you prefer
concealed components, it's ideally
suited for wall or cabinet installation,
can be easily integrated with existing
Hi-Fi systems.

Here — in two hands, is the finest Hi-Fi
system for its size available today. It
is a revolutionary Ampex recorder-
reproducer combination that
can be carried anywhere — yet it
is equally at home as part of a
custom installation.

Take it on trips or when you visit friends,

lifts out of custom installations in just
seconds, as ready to travel as a packed
suitcase.

No matter how or where you use it, this great
Ampex 600-620 combination offers fidelity
in sound recording and reproduction — superb
performance anywhere you want it.

PRICES: Model 600 Tape Recorder — $545.00
Model 620 Amplifier-Speaker — $149.50.

HEAR IT ... the real test is listening, so ask for a
demonstration from your local dealer . . . or write to
Dept. F.2262 for full description and specifications.

: D - N
C t_qn(:[nre Of’ l(’l‘ 0(‘{10" m ’IOIHI([

" | CORPORATION

934 CHARTER STREET * REDWOOD CITY, CALIFORNIA

@ Distributors in principal cities — see your locol telephone
directory under “Recording Equipment.”

e Canadian distribution by Canadian General Electric Company

bdiohistorv com
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LETTERS

Continued from page 22

grand piano. Said piano, a Steinway-
appearing “Yamaha,” had been ingeni-
ously altered, the inards having been
replaced by a turntable, preamp and
amplifier, and creditable speaker sys-
tem. Five years ago Confectionery
West was a going concern, and 1
cannot say how long before. Thus the
“sweeping” action goes back a bit fur-
ther than implied by the article.

Phonetically, Messrs. Posner and
Fink goofed on “Betofen.” The "f"
sound is equally as difficule for the
Japanese as "v,” and both re-emerge in
speech as "b.” "Baha” and "Bramsu”
come through without distortion, and
it may be interesting to note the Japa-
nese transliteration of Bach to "Baha.”
Since in almost all cases word endings
must have vowel sounds, Bach from
Western  pronounciation  would  be-
come “Baka.” “Baka” means stupid,
foolish, or fool —ergo: "Baha.”

Five years ago 1 discovered that
Japan was hi-fi conscious; per capita-
wise as much or more so than in the
States. The hard core or tight little
band did something about it via the
only medium available to them at the
time: AM radio broadcasting. Today
they have TV, too, with exceptional
audio quality, but not FM radio broad-
casting which they don't need. The
dynamic and frequency range of their
AM broadcasting equals the best of
the locally received "Good Music”
FM stations in Baltimore, Philadel-
phia, and Washington —1 have at
least 20,000 feet of recorded tape to
prove my point. All of which leads to
my little sneaker: open house or tape-
respondence with anyone interested.

Kenneth O. Weir
111 Catalpa St.
Middletown, Pa.

SIR:
A Selective Discography of Ballet
Music, in the May issue, contains an
error. Actually Petronchka, as recorded
by L. Stokowski and company is cata-
logued Victor LM 1175 and has no
coupling. Victor LM 9029 contains a
pairing of Stravinsky's Firebird Suite
and lbert’s Escales, both performed by
Monsieur Stokowski and friends.
Bob A. Gelman
Brooklyn, N. Y.
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Let's Get EFFICIENCY Straight

TIIE experienced engineer understands that
high efficiency in any picce of audio equipment
implies high sensitivity over a limited working range.

But many laymen have come to believe that

high efficiency indicates greater audio quality

in a music system. Speaker A sounds louder than
Speaker B at the same amplifier-gain setting:
therefore, Speaker A is thought to be the better.

High cfficiency, in this sense of greater loudness,
is the result of a poi-bellied middle — that is,
great power in the middle frequencies to which
the ear is most sensitive,

with a weak or absent bass and upper treble.

In a quality music system, where the response from
30 to 20,000 cycles must be clean and balanced,
the controlling factor in loudness. and in

overall efficiency, is low-frequency power, which

is the most difficult kind of power to develop.

And the mid-range and treble must be properly
proportioned to this bass foundation, with
distortions at a minimum.

Regardless of size and price, no other driver
delivers as much bass-cutput per Watt-input

as the Bozak B-199A. In no other speaker systems
is the entire audible spectrum tailored so Taithfully
to the bass as it is in the Bozaks. No other

speaker systems can boast such vanishingly-low
distortions. such clean transient response,

so much listening cusc.

The experienced engineer will find that

the Bozaks arce unsurpassed for overall efficiency ...
the pereeptive listener, accustomed to the sound
of live music, will find the Bozaks

unequalled for realismr and relaxed listening.,

With a fine music system there is no question
of choice between efficiency and quality,
and Bozak Speakers mean

The Very Best in Sound

Chicago — Palmer House — Room 721
September 30 to October 2

> u P

THE R. T. BOZAK COMPANY

BOZAK

PLANT AT: WEST POST ROAD °* NORWALK, CONN.,
Export Office: Elecironics Manufocturers’ Export Co., Hicksville, N.Y,

MAIL ADDRESS: P.O. BOX 966 » DARIEN, CONN.
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CONTEST STARTS AUGUST 1, 1855

As always, Electro-Voice is FIRST! Now glorious listening experience, you will judge
E-V sponsors this unique and exciting  music reproduction equipment by its ability
contest, that you might hear (perhaps to approach the perfection already achieved
win) today’s finest matched high fidetity by E-V matched high fidelity components and
sound systems. For a lifetime after this  loudspeaker systems!

WIN this “double-size” first PRIZE!

WEEK-END WITH HIGH FIDELITY ALL-EXPENSE-PAID weck-end trip
o for two . . . from wherever you enter the contest to Electro-Voice—the Home

of High Fidelity! S¢e hi-fi equipment take form before your cyes! Take part in

the assembly of vour own wonderful prize, if you wish.

LIFETIME OF HIGH FIDELITY MUSIC with your own incomparable Pati-
@ cian 4-way audio reproducer wnd the beautiful Peerage console complete with

all equipment!

and LOOK...9 more PRIZES, wonderful to WIN!

3 Second Prizes . . . magnificent E-V 15TRX 15-in.
three-way speakers!
3 Third Prizes . . . outstanding E-V 12TRX
12-in. three-way speakers!
3 Fourth Prizes ... powerful E-V
12TRXB 12-in. three-way
speakers!

] ELECTRO-VOICE, INC., BUCHANAN, MICH. [
I Gentlemen: | want a chonce fto win a “Week-End with High Fidelity."! 1
1 Please send me the numes of nearest participating E-V Distributors. 1
: Name :
l Address l
: City Zone State :

1

l My neorest large trading center is
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AS THE EDITORS SEE IT

WHEN HIGH FIDELITY Magazine was started, five
years ago, it bore the subtitle, "Devoted to the Interests of
Audiophiles.” It could be, at that time, ncarly all things to
all audiophiles. The breed was much less numerous then
than now, and much more homogencous. The audio en-
thusiast of the day was a do-it-yourself man, for a very
simple reason. He had t be. He was also, almost invari-
ably, something of a music fancier. Otherwise he would not
have gone exploring for professional components to better
his sound reproduction. No one had solicited his interest.
Few audio equipment makers made budgee-provision for
consumer advertising, in those days, and no major record
company yet had thought of putting the words "hi-fi” on its
jackets. The initiative lay with the individual devotee, who
exercised it well. His existence and energy were a great
boon to HiGH FIDELITY in its carly years, and to the home
sound industry in general.

Nevertheless, both the magazine and the industry began
thereafter to neglect him a little, not out of ingraticude, but
out of necessity. Interest in high fidelity soon infected new
people in large numbers. A few of these knew something
about music, but almost none knew anything about the
technicalities of sound reproduction. Manufacturers became
aware of this. More and more they tilored their products
and their advertising to the untutored living room listener.
And more and more it fell co HIGH FIDELITY to tutor him.

It has been the privilege of this magazine to introduce
some forty thousand beginners® to the possibility of repro-
ducing lifelike music in their own homes, to the delights of
perceptive listening and to the fascination of helping Or-
mandy and Brubeck sound their best. But it has not been
casy, as perhaps nothing worth while ever is. To have
several thousand new readers each issue is hard on an editor.
The newcomers want the old, broad, basic high fidelity story
told again., The old guard, in contrast, wants discussion on
something new and special — should electrolytic condensers
be used in crossover networks? What both groups ger, after
the editors have cudgeled their wits to pulp, is a piece suit-
able for the new, not obnoxious to the old, on speaker sys-
tems for small living rooms, in which perhaps there may
be some obiter dicta on crossover networks.

But even while numerous new recruits have joined us,
certain of the old guard have fallen away, while others have
written in piteously, saying that they still valued the record
reviews but were at a loss where to seck articles on the how-
to-do-it aspects of audio. This pains us, so Audiocom, the
parent company of HiGH FIDELITY, has undertaken to start
publishing, in October, a monthly magazine for these folk,
called AUDIOCRATT.

AUDIOCRAFT will cost 35 cents for a single copy,
$3.50 for a year's subscription, $6.50 for two years, $9 for
three. A one-year charter subscription ac 83 is available for
people who subscribe before November 1. AUDIOCRAFT's

*A rough guess. We have approximately sixty thousand paying readers now.
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editor will be Roy F. Allison, former editor of Commaunica-
tion Engineering and TV & Radio Engincering and for the
past two years technical editor of HiGH FipELITY. He will
have his own staff, as well as the facilities of HIGH FIDEL-
ITY, to produce the new magazine.

AUDIOCRAFT, as it is currently planned, will contain
monthly departments devoted to tape recording and reviews
of prerecorded tape; cabinetry and woodworking in general;
the maintenance and servicing of high fidelity equipment;
audio news, including new developments and trends; pic-
tures and descriptions of new components, parts, instru-
ments, and tools; a continuing discussion of fundamental
audio theory, and practical guidance on sound-system instal-
lations.

There will also be voluminous feature articles. Among
those alrcady scheduled are, for instance, picces dealing with
how to get better TV sound without adding anything un-
sightly and external to the cabinet; how to install FM in an
automobile; how to use test instruments, and how to give
your homemade front ends that factory-crafred-escutcheon
look. An evaluation of electrostatic loudspeakers also is in
the works. There will be ample reportage, schematically
and photographically illustrated, on the experiments, labors,
and discoveries of the proud and diligent amateur guild of
tin-choppers and solder-stcam sniffers, in large part con-
tributed by these stalwarts themselves.

Editor Allison is very frankly in the market for both sug-
gestions and articles. Physically, AUDIOCRAFT will re-
semble HiGH FIDELITY in its dimensions and stock; it will
be a big, handsome magazine. And its content will be of
quality to match. Which is not to say that it will be written
all by engincers, and certainly not for engineers(in their
capacity as engincers, anyway ). But neither will it be con-
descending in tone or atmosphere.  The subscriber to
AUDIOCRAFT is visualized as a man with brains, curiosity,
and energy, absorbed with a desire to tinker with sound
apparatus, and not to be frightened off by a diagram or two.

Mr. Allison will continue to serve as technical associate
editor of HIGH FIbELITY, which in turn will continue to
purvey its own audio features— “Tested in the Home,”
"Audio Forum,” and the like — but it is expected that there
will be very little overlap in content between the two publi-
cations. A word about advertising may not be amiss. A re-
cent questionnaire survey of HiGH FIbELITY readership
disclosed a very intriguing fact: most readers read most of
the magazine regularly, but what all read all the time is the
advertising. They cnjoy it. Shopping (even beyond one's
means) is fun. It is certain that AUDIOCRAFT will at-
tract some advertising — tools, kits, measurement instru-
ments, cabinet materials, parts — that HIGH FIDELITY never
has. So ... a new dimension to a fascinating pursuit.

AUDIOCRAFT normally will be issued on the rwentieth
of each month, but the first ( November) issue will be avail-
able October 10, 1955. Now turn to page 73. J M. C
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Tardily the world discovers . . .

Music’s Great Dane
by KURT STONE

WHEN I went to Denmark in the carly 1930s to study
at the Royal Conservatory in Copenhagen, the Danes con-
sidered me shockingly deficient in musical background: 1
knew nothing about Carl Nielsen!

Although ever since my arrival 1 had heard this com-
poser’'s name pop up wherever 1 had heard Danish mu-
sicians talk shop, and 1 had seen his name in practically
every Danish musical publication, 1 had to confess that 1
had not paid much attention to it. After all, Nielsen is
about the most common and undistinguished name imagin-
able in Denmark. Almost every other person on the strects
is a Niclsen, a Hansen, or a Pedersen. It takes a while for
an outsider to tell one Nielsen from another.

And just as the name, Carl Nielsen, would not readily
conjure up in my mind a clearly focused image of a person-
ality, neither did his music, which belatedly 1 began to ex-
amine with great, if somewhat unenthusiastic, diligence. In
fact, 1 found it quite impossible at first to find recognizable
stylistic features recurring
consistently  enough in
Nielsen's music to make it
fit into any established
category or tradition.

Niclsen obviously was
no Schoenberg man and
neither was he a Hinde-
mith disciple, nor an emu-
lator of Stravinsky or Bar-
tok. It was equally obvious
that the characteristics of
Impressionism and Post-
Impressionism were far too
vague to apply to Nielsen’s
robust and carthy musical
personality. Could one call
his music "modern” at all
in the accepted sense? But
if he was not a “modern” composer, what was he? His
music certainly was not old-fashioned or traditional either
—at least 1 had never come across any music quite like it

As for the Danes, they saw no problem; they considered
Carl Niclsen a full-fledged modern composer and the
greatest musical Dane since Dictrich Buxtehude to boot.
They shuddered when foreigners occasionally dared to
characterize his music as belonging somewhere between
Reger and Sibelius. And by “the Danes” 1 do not mean little
village music teachers or Chamber of Commerce patriots,
nor was this opinion restricted to the older generation. It
was (and still is) the consensus of the foremost musicians
of the country —and to me it was all very puzzling. 1t is
frustrating not to be able to see something others can.

Carl Nielsen: “almost bumble.”
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The solution came when | realized that in order to find
out what the music of Carl Nielsen is all about, to under-
stand its internal organization and its underlying plans, one
must not choose pieces for examination at random. It is
best to begin, chronologically speaking, near the end. Any-
one who approaches Nielsen's music through, say, his first
three symphonies or che first violin sonata (as 1, unfortu-
nately, had done) will find him scemingly liccle different
from the late Romanticists or the Brahms school. But if
one starts with his unique and immensely powerful Fifth
Symphony, or the Clarinet Concerto, and then works one’s
way backward, it will not only become increasingly clear
that Carl Nielsen was a very highly individual composer, but
also that the earlier works actually do contain the same, con-
sistent, strong, and quite unusual features of his musical
personality. It is merely a little harder to detect them there.

The reason why it is ac first so difficult to recognize the
man behind the music is that, in spite of the unique
strength of his personality, Nielsen was a rather modest,
almost humble man. It was not for him to blare out and
exaggerate cvery little bit of originality; he did not adver-
tise his personality —a rather rare feature in the music of
our century. Small wonder that to us his musical character
may seem clusive.

My ears were first really opened to Nielsen's music and
its stylistic raison d’étre through the study of his Chaconne
for piano, and then his Theme and Variations for piano.
Since these works are similar in structure, and since this
structure —a series of variations— is particularly well
suited to demonstrate a composer’s musical philosophy, they
were ideal introductions to Niclsen’s art, although for the
non-pianist and/or record listener the Fourth and probably
even more so the Fifth Symphonies are a good deal more
impressive and, particularly in the case of the Fifth, spec-
tacular.

In the two piano works just mentioned I was fascinated
first of all by the range and variety of the harmonic lan-
guage. The Chaconne opens in a modal, somewhat archaic
vein and moves on through comparatively traditional har-
monic phases to a climax of hypertense, clashing, dissonant,
almost insane outcries, after which the music, exhausted, re-
laxes to a state of cthereal, flowing calm which, in its
peculiar aimlessness, is quite close to the harmonic vague-
ness of the modal opening, and which seems beyond any
particular school or style and chiefly conveys a sense of
blissful ease.

The Theme and Variations follow a similar plan, except
that here the music begins and ends in a richly harmonized,
rather Brahmsian texcure.

These brief descriptions may suffice to suggest Niclsen’s
musical Weltanschanung which, very roughly, amounts to
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this: music has outgrown its old confines of traditional har-
mony and chord structure, but the fundamental element of
tonality as a prerequisite for all music remains unchallenged.

This is conservatism, of a kind. The new harmonic and
chordal possibilities at first so fascinated this century’s com-
posers that most of them avoided and even abandoned as
many features and characeeristics of everything that had
gone before as possible. They took to floating around
happily in uncharted oceans of new sounds, rhythms, and
melodic shapes, with a great deal of splashing but usually
without much aim, purpose, or organization.

Carl Nielsen enjoyed the splashing too, but he could not
go along with the attitude of discarding everything old in
favor of everything new, an attitude which, to him, seemed
unnecessarily wasteful. He is said to have remarked re-
peatedly that although it is interesting to think up new,
strange harmonies, the real proof of true, musicianly imagi-
nation and craftsmanship still lies in the ability to write
down a perfectly ordinary melodic skip of a third or fifth in
such a way that it sounds as if one had never heard it before.

In his book Levende Musik (Living Music) he wrote:
“We must show the surfeited that a melodic skip of a third
ought to be looked at as a divine gift, a fourth as a revela-
tion, and a fifth as the greatest joy. Thoughtless gluttony
undermines one’s health.”

As a result of this arcitude, Carl Nielsen’s music shows a
wider range of expressive resources than that of almost any
other composer. His melodies range from naively simple
tunes, through solidly built, concise themes and extended,
sophisticated melodic passages to the most exotic turns and
contortions. (One of the characteristic stylistic features in
his melodic work is a hovering around a central tone from
which the melody probes into all kinds of intervals, with
particular prominence given to the lowered seventh.)

Equally, his rhythm ranges from the most natural 34
waltzes and 4,4 marches to the wildest outbursts of rhyth-
mic complexity — for example, to the point of having two
tympanists fire freely improvised drum salvos from opposite
corners of the stage into a full orchestra (Fourth Sym-
phony). Texturally, too, the variety is unusual: Nielsen
produced volumes of beautiful, simple chorale harmoniza-
tions, but at the same time he has hardly an equal in the
overwhelming complexity of contrapuntal pile-ups in some
of his symphonic climaxes, particularly in the first move-
ments of his Fourth and Fifth Symphonics.

It is perhaps not surprising that his music can (and often
does) mislead the casual listener into thinking that Niclsen
never did more than assemble all sorts of musical gimmicks
and mix them indiscriminately into a sort of stylistic hodge-
podge. But it is not the number and variety of devices
which counts, it is the way and the spirit in which they are
applied. Nielsen's craftsmanship, spontaneity, and sincerity
of expression, and the warmth of the personality which
underlies his music, mark him as far more than a mere
manipulator of tricks and techniques.

A BRIEF GLANCE at Carl Niclsen's youth may shed
some light on the reasons for his exemplary open-minded-
ness in matters musical, and his apparent immunity to fads
and fashions. He was born June 9, 18065, in a little village,
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the son of a house painter who played the violin at occa-
sional village gatherings. From him he picked up the rudi-
ments of fiddling but the thoughe of pursuing music as a
career apparently did not occur to him. He became an ap-
prentice in a grocery store. Soon, however, the store went
bankrupt and he lost his job, which caused him no grief at
all. He bought a trumpet, practiced it diligently, and ap-
plied for a position in a military band in the town of
Odense. Although he was only fourteen years old, he was
accepted and stayed with the band for three years. Then he
went to Copenhagen to study violin and piano at the Royal
Conservatory.

At the time, the Conservatory seems to have been sopo-
rifically provincial. When Nielsen graduated, in 1886, he
had reached the age of 21 without ever having been made
seriously aware of the grear musical battles of the period.
The Wagner-Bruckner-Brahms controversy never had really
reached Denmark, and neither had the controversial French
trend toward Impressionism. Instead, Denmark’s music
lovers lived on a post-Mendelssohnian diet, bland and luke-
warm; the Danes were definitely behind the times. Niel-
sen’s divergence from the paths followed by his musical
contemporaries, therefore, must be ateributed in pare to the
fact that he didn’t even know that these paths existed. To
him, everything was new and exciting. And when sophisti-
cation came, it had been preceded by a very keen, self-
evolved taste. When finally he encountered new musical

Juwv:

Odense, where a composer's carcer began in a military band.

fashions, he was able to choose and reject among them with
high independence. His guiding principle was, more than
anything clse, an appreciation of true craftsmanship and
sincerity in music. Knud Jeppesen, his renowned com-
patriot, once observed (in the German musical magazine
Melos, June 1927) that while the average person generally
takes music for granted, as something which has always
been with us, Carl Niclsen never lost the ability of the child
to wonder.

Jeppesen could have added that Nielsen also was child-
like in his lack of inhibitions about speaking his mind. He
failed thus to endear himself to some of his contemporaries
and elders. In an obituary note (Nielsen died October 3,
1931) Je¢rgen Bentzon wrote "A young musician who in

29

www americanradiohistorv com


www.americanradiohistory.com

the carly 1890s . . . openly criticized the Beethoven-Wagner
cra and then expounded the spiritual purity and artistic su-
periority of the music of a Palestrina, a Bach, a Mozart, was
bound thereby to isolate himself.”

In looking over Carl Niclsen’s total output, we find that

The Music of Nielsen
on long playing records

Note: The most impressive works here listed are, in this order,
the Symphonies s, 4, 3, Commotio, and the Clarinet Concerto.
This does not mean, however, that “impressiveness” equals
“higher quality” than the rest. Thus the Chaconne is a fine
introductory work; the Wind Quintet has an outstanding first
movement; the Sixth Symphony is a work imbued with a pe-
culiar mixture of serenity and sarcasm; the Motets are of par-
ticular interest to those who already know their Carl Nielsen
well; the Flute Concerto is a characteristic work although per-
haps not quite as consistent, stylistically, as the Clarinet Con-
certo; the Violin Concerto and the First Symphony, finally, are
both altogether charming and vibrant pieces, but the Symphony,
of course, is not yet particularly representative of the stylistic
uniqueness of the later works.

1892 — Symphony No. 1, G Minor, Op. 7. Danish State
Radio Symphony Orchestra, Thomas Jensen. cond.
LONDON LL 635. 12-in.

1903 — Helios Overture, Op. 17. Danish Sate Radio Sym-
phony Orchestra, Erik Tuxen, cond. LONDON LS 653.
10-1n.

1906 — Maskarade, Overture to the Comic Opera. Danish
State Radic Symphony Orchestra, Thomas Jensen,
cond. LONDON LL 1143. I2-in.

— Maskarade, excerpts. Danish State Radio Symphony
Orchestra, Thomas Jensen, cond. LONDON LD 9150.
10-10.

1911 — Symphony No. 3: Sinfonia espansiva, Op. 27.
Danish State Radio Symphony Orchestra, Erik Tuxen,
cond. LONDON LL 100. 12-in.

— Concerto for Violin and Orchestra, Op. 33*. Yehudi
Menuhin; Danish State Radio Symphony Orchestra,
Mogens Woldike, cond. RCA VICTOR LHMV 22.
12-1n0.

1916 — Symphony No. 4: Det Undslukkelige (The Inextin-
guishable), Op. 29. Danish State Radio Symphony
Orchestra, Launy Grondahl, cond. RCA VICTOR LHMV
1006. 12-in.

— Chaconne for Piano, Op. 32. Ellegaard, piano. LON-
DON LD 9006s. 10-in.

1922 — Symphony No. 5, Op. 50%, Danish State Radio Sym-
phony Orchestra, Thomas Jensen, cond. LONDON LL
1143, 12-in.

— Quintet for Wind Instruments, Op. 54 (three re-
cordings). Copenhagen Chamber Wind Quintet, MER-
CURY 15046. 12-in. Copenhagen Wind  Quintet,
LONDON LL 734. 12-in. New Art Wind Quintet,
CLASSIC ED. 2001, 12-in.

1925 — Symphony No. 6: Sinfonia semplice. Danish State
Radio Symphony Orchestra, Thomas Jensen, cond.
MERCURY 10137. 12-in.

1926 — Concerto for Flute and Orchestra. Jespersen; Danish
State Radio Symphony Orchestra, Thomas Jensen,
cond. LONDON LL 1124. 12-in.

1928 — Concerto for Clarinet and Orchestra, in F, Op. 57*
(two recordings). Cahuzac; Copenhagen Royal Opera
Orchestra, J. Frandsen, cond. COLUMBIA ML 2219.
10-in. Erikson; Danish State Radio Symphony Orches-
tra, Mogens Woéldike, cond. LONDON LL 1124, 12-in.

1929 — Three Motets for Mixed Chorus a cappella, Op. 55.
Danish State Radio Madrigal Choir, Mogens Wéldike,
cond. LONDON LL 1030. 12-in.

1931 — Commotio, for Organ, Op. 58. Georg Fjelrad, organ.
LONDON LL 1030. 12-in.

*The opus numbers do not always follow the chronological

order of composition.
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while his strong personal style is unmistakably apparent in
many of his works, some are almost devoid of it, and seem
tame and ordinary. This is partly due to the face that Niel-
sen composed a great deal of music for specific occasions.
Although he wrote always with the greatest sincerity and
integrity, there were projects such as compiling, harmoniz-
ing, and, in part, composing the music for a new series of
song books and hymnals for school use (which Nielsen car-
ried out in collaboration with the Danish musicologist
Thomas Laub), or the composition of a new national an-
them ("Der er et yndige Land™).In such projects the em-
phasis was on doing a practical, serviceable, professional
job; they did not afford an opportunity for being an avant-
gardiste.

It is only rather recently that Nielsen's music has been
recorded in any quantity, but no sooner did the records
reach the public than his popularity began to grow steadily.

Nielsen wrote two operas and over a dozen pieces of in-
cidental music to various plays, six symphonies and many
other orchestral works, three concertos (violin, flute, and
clarinet), a great many chamber and solo works for different
instruments, and an impressive number of songs and other
vocal works, both solo and ensemble, but his complete LP
discography, is still very small, although it is growing.

THERE ARE many latter-day composers whose urge toward
stylistic originality causes them to become uteerly cerebral —
their music loses all true spontaneity and elemental drive.
There are others who in their anxicty to please forsake
artistic integrity and mix into their works of approved
and “audience tested” musical devices to achieve success.

Lasting art generally lies between extremes. e is less
spectacular and obvious than the originality-at-any-price
school and not as smooth and bland as the music with buile-
in audience appeal. Carl Niclsen chose the middle road: he
did not nced to strain toward originality. It developed
naturally because he was a great, sensitive, sincere musician
with a sound creative imagination, and he retained a
bumble and unpretentious attitude toward his are through-
out his life.

RGO O O O O O O W Oy O O

ENCORES

Ber Turk Stony of Ericus Musitian, passes all,
who had given forth that by his Musick he could
drive men into what affections he listed. being
required by Bonus King of Denmarke to put his
skill in practice, hee with his Harp or Polycord
Lyra expressed such effectuall melody and har-
mony in the variety of changes in severall Keyes,
and in such excellent Fugg's and sprightly Ayres.
that his Auditors began first to be moved with
some strange passions: but ending his excellent
voluntary  with some choice Faney upon  this
Phrygian Mood. the Kings passions were altred
and excited to that height, that he fell upon his
most trusty friends which were neare him. and
slew some of them with his fist for lacke of another
weapon. which our Musitian perceiving ended with
the sober Dorick: the King came to himselfe and
much lamented what he had done.

From John Playford: .1 Breefe Introduction to the
Skill of Musick for Song and 1ioll, London. 1654,
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Report from Britain

Yorkshireman in Festival Hall

by ROBERT CHARLES MARSIHI

G. A. BRIGGS, the flying Yorkshireman of the speaker
trade, is planning to bring to New York his “Sound Repro-
duction, A Non-Technical Demonstration,” which twice this
scason has packed a capacity audience of three thousand
into London’s Royal Festival Hall and has been well at-
tended in smaller auditoriums elsewhere in Britain. If this
interest holds up, Britain, with a catalogue of high quality
long-playing records finally available, is about ready for a
high fidelity boom, purchase tax or no purchase tax.

Mr. Briggs's own report on the first session (last No-
vember) has appeared in his distinctive style in  the
Gramophone, so 1 shall limit my remarks to the second
performance which was held in May. Speaker equipment in
use was (naturally!) five of Mr. Briggs's Wharfedale sys-
tems, one of them consisting of only two cighe-inch drivers,
and the others of three to four units mounted in the fa-
miliar Briggs corner reflex enclosure. Because of problems
encountered in the Festival Hall, but not in living rooms,
these were all specially reinforced, and two departed from
the usual sand-filled panel construction and were lined with
tiles one inch thick. Early in the session Mr. Briggs demon-
strated the effect of this on the resonance, pounding
emphatically on the enclosures with a large wooden mallet.
"I hope my name will go down in history,” he added, "as
the first man to test loudspeakers with a hammer.” Feeding
the speakers were four Acoustical Quad I1 amplifiers con-
nected in parallel, driven by two Ferranti pickups mounted
on Garrard transcription turntables.

In the old days, when no one expected a recording to be
anything but a miniature of the real ching, playing a tape of
a chorus and orchestra in
the same concert  hall
where the original per-
formance took place and
at the identical levels
would have scemed pure
lunacy. The fact thae Mr.
Briggs was able to do this
and have cveryone accept
it calmly, as if direct com-
parison were, in fact, the
going standard of judging
recorded  sound, shows
how far we have come in
this specialty since  the
close of the war.

Thus the main course
in Mr. Briggs's sound-
feast was Vaughan Wil-
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liams" T'his Day as played by the BBC Symphony and sung
by a double chorus, all under Sir Malcolm Sargent, on Janu-
ary 19 and recorded on thirty-inch tape by EMI engineers,
who noted the levels in the score so that they could be
reproduced exactly in the playback. 1 think it must be re-
garded as a success. Certainly the effece was different from
that of a chorus and orchestra on the stage, but the large
masses of sound were full, spacious, and (the hardest thing
of all) produced without apparent distortion or strain.
What loss of presence could be felt was due to the fact that
the speakers were arranged in a line, rather close together,
and taking up perhaps a third of the arc of the stage. There-
fore the chorus, which one expected to come from the
entire width of the back of the hall, just as one expected the
orchestra to come from all over the stage, became, in fact, a
narrow sound source. Further, the low resonances of the
chorus seemed somchow diminished, and there was less
solidity and ring than the original must have had.

Very good but not verisimilitude is, in fact, the over-all
judgment for the session as a whole. Mr. Briggs had live
harpsichord, piano, organ, and chorus on hand for test
matching. The harpsichord in reproduction was excellent,
just a bit short of perfect. The Wharfedale version of a
piano was beautiful sound, but lacked the brightness and
full sonority of a rcal Steinway heard a moment later, even
in works calling for no great weight of piano tone. The
organ matched well, when lighter registration was used, but
no cffort was made to match the speakers against a real
thirty foot pipe. (1 wondered what a large folded horn
would have been able to do.) The chorus was quite lovely
over the speakers, but
again lacked the fullness
and bass of the living
voices.

A part of the session
was  given to  playing
commercial recordings at
volume levels appropriate
to the hall. Mr. Briggs's
contention, that this is
the test of a disk (re-
viewers please note!) al-
though open to debate,
certainly is justifiable in
that anything which can
take  the  amplification
necessary to fill a hall of
three thousand scats has
Continued on  page 84
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science of music in ancient China

by ¥. A. KUTTNER

Finding in antiquity something for modern acoustical experts to marvel

at is what Dr. Kuttner loves best. Currently be is at work on a record
embodying most of what is known about music of the ancient Greeks.

TODAY'S great interest in sounds — particularly pure
and beautiful sounds — for their own sake may strike
some people as a thing completely new. Of course, it is
not. Indeed, it furnishes us a rare link with an incredibly
remote portion of the civilized human past. It is a technical
link and a musical one as well, however incomplete and
fragmentary. As our century dawned, there were lefe only
a few men who were skilled in playing the instruments of
ancient China and who retained a clear conception of the
nation’s great musical tradition. So far as I know, they died
in recent years, before their performances could be pre-
served in good recordings. Now we are facing the difficule
task of reconstructing, on a theoretical basis, the instru-
mental techniques, the sound phenomena and musical tradi-
tions involved.

Reconstruction of the technical link is making progress.
The instruments themsclves we have been able to study and
test and marvel at. They are worth marveling at. The
people of China's pre-historic and early historical periods
achieved a precision in the acoustics of tone-production and
in instrumental standards which compares very favorably
with what our contemporary sound-cngineers, with all their
equipment, have been able to do. Their mastery was all
but incredible.

In order to understand this development, and the com-
pelling urge of the ancient scientists towards such per-
fection, we must remember a few basic facts pertaining
to most of the ancient Asian cultures:

First, music is one of the oldest pure sciences of these
cultures, correlated to, and simultaneously developed

Resonator and tuning-flange cast into bell's mouth.  After cast-
ing, additional filing was done along the edges to the right.
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with, their astronomy, astrology, and mathematics.

Second, all the high civilizations of Asian antiquity
had very elaborate cosmological philosophies which tried
to explain all phenomena in the universe as correlated ap-
pearances of one and the same cosmic unity. In these
systems music and musical sound were seen as being
governed by the same laws which guide the heavenly
bodies, the seasons, human destinies and the like.

Third, consequently, there could be only one kind of
true music and musical tones: the one that was in perfect
harmony and agreement with the laws of cosmic order.

With such philosophical concepts guiding the social
and spiritual life of a people, the permanent search for
the ideal tone-system and musical instrument became a
matter of supreme importance. If the musical system was
not in harmony with cosmic order, all kinds of disasters
and natural catastrophes may befall the nation. Earth-
quakes, floods, droughts, attacks by barbarian neighbors,
political corruption, and tyrannic government, were at-
tributed in legendary tradition and in realistic chronicles
to a music that was corrupted and out of tune with the
universe. In the annals of many early rulers we find that
at the beginning of their reign they “ordered the prime
minister to bring the music in order.”” Other semi-legen-
dary reports state that kings or dynasties fell victims to
revolutions caused by a corrupted musical system.

It is obvious that such beliefs and traditions were
formed by a queer admixture of superstitions, near-primi-
tive mysticism, and erroneous principles of causality. Less
obvious are the truth and fundamental wisdom hidden in

Early bell (perbaps from Middle Chou period, 946-771 B.C.)
with tuning-nocks (left) foreshadowing today’s tuning-fork design.
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those cosmological systems, but they may be found and
tested by any number of experiments. Ten years ago, when
I still enjoyed malicious psychological tricks, I used to
present to gatherings of friends and small lecture audiences
a thesis which is a modification of the famous Macchia-
vellian statement and a true interpretation of ancient
Chinese thought on the subject: "Tell me what kind of
music your nation is producing, and I'll tell you what
kind of government it has.” I always scored a good
laugh, at first, because everybody immediately thought of
some questionable music in some Western nation other
than his own. But when I called the attention of the
French, English, Americans, etc., in the group to some of
their own national composers of the highly controversial
contemporary type, most of them usually got distinctly
annoyed.

What was this ideal cosmological music system of the
Chinese and how did they try to drive it ever closer to
perfection? It was, from all the evidence collected so far,
an allocation of 12 semitones within the compass of the
octave, derived from a circle of 12 consecutive pure fifths,
the same way our Western system of the 12 major or
minor keys is built up (C, G, D, A, E, B, F-sharp, etc., until
C is reached again after the 12th step). As mentioned, the
fifths were acoustically pure, measuring 702 cents each.!
Mathematically, the interval of the fifth is represented by
the simple numerical ratio 2:3. (Two tones of 200 and
300 cycles respectively will produce this interval; stop a
violin string at two thirds of its fuil length, and the stopped
tone will be a fifth higher than the unstopped string.)

The first Chinese tone-system was developed by a series
of 12 bamboo pitch pipes, fashioned after the principle
of 2:3 division: each of two “'neighboring™ pitch pipes
was two thirds the length of the previous one, occasionally
doubling the size of a pipe in order to transpose its pitch
one octave lower. (The mathematical ratio for the inter-
val of the octave is 1:2.) It is not known when this first
system actually became part of China’s musical tradition.

!The definition of intervals in cents is & logarithmic method introduced by the
English physicist A. J. Ellis in the 1880s, for high-precision mecasurings of
micro-intervals. 100 cents represent one semitone, 200 cents a major second,
300 cents the minor third, 700 cents the fifth, accordingly 12 semitones, i, ¢.
the octave, measure 1200 cents. all of them in the modern Western into-
nation of equal temperament (which is a slightly corrupted compromise
between various methods of pure mathematical intonation). As shown above,
the pure acoustical fifth measures 702 cents, the fifth in equal temperament
only 700 cents.

Some of the oldest known bronze bells, dating from Shang dynasty,
14th-13th Centuries B. C. Holes were punched to flatten the pitch.

-
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It may, or may not, reach far back into the nation’s pre-
history, because in West Asia this system was known and
used around, or before, 3500 B. C. in Sumer. My findings
would suggest that the Chinese acquired this knowledge
from West Asia some time between 2000 and 1600 B. C.

Unfortunately, the principle of 2:3 division, though it
works with a high degree of acoustical precision for
strings, cannot easily be applied to pitch pipes. Two pipes
of the same inner diameter do not produce a pure fifth,
even if one measures two thirds of the length of the second.
There is a slight difference in pitch which keeps accumu-
lating with every consecutive step. The last and twelfth
tube, then, will be very severely off pitch. In order to
overcome these differences, the diameter of the tubes
must be reduced as the pipes get shorter. Now, even
in a primitive or beginning civilization, the length
of bamboo pipes can be easily manipulated, but not
the diameter, which is determined by natural growth.
Furthermore, the proportional decrease of tube Jdiameters
is a tricky mathematical problem which was still incom-
pletely solved in the middle of the nineteenth century in
European organ building.

In addition to this difficulty, the ancient Chinese realized
that the method of embouchure and lip-pressure influ-
ences the pitch of every pipe and pipe player individually;
and finally they found that bamboo is a very perishable
material, subject to breakage, humidity, and decay, all of
which made it a poor medium for the preservation of
standard pitches.

Sometime between 1700 and 1400 B.C. the art of bronze
casting became known in China, probably introduced by
craftsmen coming from Persia or some other territory in
West Asia. Soon the Chinese artisans and music
scientists turned to casting bronze bells in complete scale
sets, up to seven in a series, and in a great variety of shapes,
sizes and ornamental decors. The earliest of these specimens
found in excavations can be assigned to the fourteenth or
thirceenth centuries B.C.

Casting bronze bells to a preconceived musical pitch is a
task of terrifying difficulties. Think of some of the prob-
lems involved — composition of the alloys; size and
weight of the bells; form and width; location of the bell's
sound opening; thickness of cthe metallic walls; form and

The dating of this beautifully ornamented cast bronze bell is
indebate. It may come from the Middle Chou period, 946-771 B. C,
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A perfect example of a Pi Disk, probably dating from the sixth
century B. C., beautifully carved from a piece of sonorous jade.

fixing of the handle or other provision for suspension.
Small wonder that the proper pitch was rarely hit in the
casting process itself. A scparate tuning procedure had to
follow, and it is here that we find the first evidence of
the amazing scientific skills and techniques of ancient
China. Wings and tongue-shaped protrusions are added
to the shape of the original casting mould, and then these
protrusions are ground or filed down to raise too-low
pitches until the desired intonation is reached. A much
more complex problem is the flattening of too-high
pitches, because any decrease of sonorous matter tends to
raise the pitch.  The Chinese solved this problem by
grinding away matter from the bells’ large surfaces at cer-
tain critical points where the acoustical vibration nodes
are located, or by punching holes into the bell body at
these points. As a consequence, the bell's clasticity was
raised, thus yielding a lower pitch (provided the loss of mat-
ter in this process did not outweigh the flattening cffect!).
If the hole were just a tiny bit too big, the pitch would
get too low and the bell would be spoiled for good.

It did not take the Chinese scientists and sound-en-
gineers very long to find out that though bronze bells
were a lot better than the unreliable bamboo pipes, they
were srill very far from being ideal standards for invariable
pitch.  All bronze bells produce a number of harmonic
overtones and non-harmonic partials which add certain
“impurities” to the ideally “pure” tone. Also, bronze
bells develop patination and finally corrosion as time goes
by, affecting the surfaces and intetior molecular structure
of the bells, thus gradually destroying their true pitches
and sonorous qualities. In their search for the ideal sonor-
ous material they finally found the last and definite answer
— which is still good in 1955 A.D. — stonc.

Probably as carly as the sixtcenth century B.C. the
ancient physicists and mathematicians experimented with
various substances, mainly limestone, marble, nephrite,

With the exception of the picture oppusite this box, all photo-
graphs for this article were taken by the author. The photo-
graphs on pages 32 and 33 are used by courtesy of the Royal
Ontario Museum of Archaeology in Toronto; the photograph
at the top of this page is used by courtesy of the Metropolitan
Museum of Art, New York; the photograph across the page is
from China Reconstructs, No. ¢ Peking, 1952.
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and jade. The carliest specimens of sonorous stones known
so far may go back as far as 1600 B.C. They already show
an approximation to a pentagonal form which was to be-
come tradition in later centuries. and an incised orma-
mentation of culeic symbolism. The nexe find, chronologi-
cally, is from the Shang dynasty period and may be dated
as carly as the fourteenth century B.C. Here the cradi-
tional pentagon is fully developed and the stylized tiger fur-
nishes proof of a major acoustical and artistic achievement:
the scientist-lapidaries knew already how to caleulate in ad-
vance the effect of the carved ornamentation on the pitch.
And now comes the great surprise for our rescarch.
The Royal Ontario Muscum of Archeeology in Toronto
possesses 18 sonorous  stones which  were found  in
the Princes of Han tombs near Lo-Yang in North
Honan Province. The circumstances of the find make it
clear that the 18 stones belonged to probably six different
sets of 16 stones cach; accordingly, 78 stones were missing
—lost or lefe behind undiscovered. I tested the 14 best
specimens, which were in perfect or near-perfect condition,
with high-precision frequency measuring equipment  that
permits accuracy within one cent (1/100 of a semitone).
The results were sensational: all stones were in perfect
Pythagorean intonation, i e, derived from a circle of pure
fifths of 702 cents cach, and the intonation of all
of them was precise within 2-4 cents of mathematically
correct pitch.  (The best-trained professional musicians of
our century cannot distinguish pitch differences below 3
ot 4 cents in the frequency range represented by these
stones. And until about ten years ago we did not possess
electronic instruments precise enough to measure pitch
differences smaller than 4-5 cents).

As the stones are odd pieces from various (up to six
or more) sets and still true to the same Pythagorean in-
tonation, it follows that they were all intoned to the
same sacred standard pitches and hence at will inter-
changeable within various scts. This is a condition not
frequently met by the instruments of our modern sym-
phony orchestras, where most of the units have to be
re-tuned before and during every performance. Some of
the Toronto stones show circular marks from a grinding
process which was applied for precise and definite tuning.

The tombs of the Princes of Han were closed between
450 and 230 B.C. according to the latest archeological
opinions. This gives us a dating for the stones of 230 B.C.
or earlier. My own investigations have convinced me that
these lithophones were made between  Continued on page 81

Earliest perfect sonorous stone known. 1t was tuned and decorated
(with a tiger) during the Shang dynasty, at least 3000 years ago.
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HO\V LOW should amplifier distortion be?  Most
manufacturers today, faced with competition, are feverishly
working, either in their laboratories or in their advertising
departments (sad to say, the ratio is about 50-50) to reduce
distortion. Everyone, at least in the quality field, is now talk-
ing about "unmeasurable” distortion. After routine checks of
most of today’s amplifiers and preamplifiers, before recom-
mending them to his customers, the writer has found that
very, very few units have no distortion, But when this is
pointed out, the sclfsame manufacturer who claimed "un-
measurable” distortion, will say, and in many cases actually
believe it:

1. “The ear can't hear the kind of distortion you are
measuring,” or

“You ought to recalibrate your test equipment,” or

3. "Since records, pickups, microphones, and loudspeakers
are so bad, anyway, it really doesn’t matter whether distor-
tion is .19, or 109, or even 5077 in certain cases,” or

4. "Look at the discount we're giving you . .,

In all justice to mortal manufacturers, extreme low
distortion levels exist in very few of today's products,
for very long — everything is just too variable. And — it is
possible to become adjusted to and to prefer certain kinds
of distortion. For instance, we all know the people who
prefer a juke-box bass to clean fundamental bass, or those
who prefer a screaming treble (which can be shown to
consist of enormous amounts of intermodulation products)
to actual string-sound.

Be that as it may, the writer has been running his own
private tests of people’s reactions to varying degrees of
amplifier distortion over the last several years. Whenever a
customer entered who said he knew nothing about high
fidelity, “just wanted to listen to music,” he was carefully
guided into listening to two amplifiers in the same price-
range, using identical associated equipment — record, cart-
ridge, speaker (all of which had substantially higher
distortion than either of the two amplifiers). He was then
asked to voice a preference between the two systems, and to
tell why. In virtually every case, the customer would prefer
the one with lower measured amplifier distortion, because it
was “sweeter sounding,” “not so tinny,” etc.

Quite similar reports have come from some of the top
amplifier laboratories, such as McIntosh, Brociner, Acro, and

clearer,
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by IRVING M. FRIED

and what vou can do about it

others. In effect, these reports all say that the ear is, when
unprejudiced, a remarkable test instrument, able to pick a
condition of lesser distortion from greater — when it and
its associated mind are given a real chance to evaluate the
differences,

There are today two commonly accepted methods of
measuring  distortion as it affects hearing—the SMPE
intermodulation method, and the CCIF first-order differ-
ence-tone intermodulation method. Both have their pro-
ponents. The two should, when fairly used and interpreted,
correlate, since both test the essential “linearity” of an
amplifier. The methods used experimentally by the writer
were the SMPE intermodulation tests.

Certain experimental evidence seems to indicate that the
car is particularly irritated by the kind of distortion that
can originate in the carlicr stages of amplification — i.e,, in
the preamplifier. Today, one school of thinking insists
that .54 of intermodulation distortion in a phono-pre-
amplifier is much worse than 1.5 in the output stage.
Everyone is familiar with the theory of feedback in power-
amplifiers, how it helps in reducing distortion; no high
quality amplifier is made commercially today without it.
Until recently, most authorities considered the beneficial
work of feedback to be unnccessary in preamplifiers — dis-
tortion there isn't great enough to worry about, they said.

There is now a state of rethinking about preamplifiers —
the literature is profuse with articles on the subject —and
the scarcher after the very minimum of distortion is advised
that he can find several manufacturers offering complete
feedback preamplifiers which actually may bring distortion
down to "unmeasurable.” The all-feedback preamplifier is,
then, the preamplifier for the man who detests distortion.

What about amplifier stability? This, too, is a subject
currently controversial, though everyone is a little further
along than just a few years back, when a famous trans-
former manufacturer told a gentleman who had used the
manufacturer’s circuit and got a beautiful low frequency
mess, that “a litdle instability might be a good thing.” Now
one manufacturer insists that his amplifier “won’t ring
under any circuit condition.” Other manufacturers attack
cach other, saying, in effect, "Mine is just perfect; yours
just oscillates.” And certain circuitry, particularly where the
manufacturer scems to be giving you a big bargain, has to
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have either good stability or good distortion characteristics,
not both.

If choice there must be, the writer agrees that absolute
stability is even more important than lower distortion, for:

1. An unstable amplifier in the bass region may “motor-
boat” (put-put at certain settings of bass control). At best,
it will tend to muddy any sudden bass pulses, and put an
unhealthy and continuous pulsation on woofers.

2. An amplifier having treble oscillations may blow out
certain super tweeters. In any case, treble transients will be
clouded over, and your lovely tweeter may reproduce noth-
ing but an unpleasant overlay of screech.

3. When an amplifier oscillates in any fashion, part of its
total power is devoted to the oscillation, severely limiting
the power available for musical reproduction.

On this whole matter of stability, the writer would like
to relate an incident that he wouldn’t believe, frankly, if he
hadn't been present. On a listening test of two preampli-
fiers, both complete-feedback units, with identical inter-
modulation measurements, and equalization within 15 db
of each other, it was noticed by the four critical listeners
present that one preamplifier made records sound a bit
moic harsh than the other, and definitely “broke up” more.
It was then decided to investigate with instruments to see
whether there could be any other difference between the
two preamplifiers. Using the square wave (a laboratory de-
vice to measure performance on things that affect an ampli-
fier in the same manner as music), the testers noticed that
both preamplifiers were the same — except that the offend-
ing one had a slight oscillation on top of the oscilloscope-
trace of the square wave. From the placement of the oscil-
lation, it was determined that it was occurring at about
Go,000 cycles. After correcting the circuit malfunction, and
thus the oscillation, the testers listened further, to find that
the preamps now sounded identical! Moral —any oscilla-
tion will adversely affect listening pleasure!

The various methods of measuring stability are too in-
volved for the scope of this article. However, you are zdvised
to steer clear of amplifiers which in their literature sometimes
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hint that they might be unstable under certain conditions.
Particularly if you are not looking for a bargain, but have
come to realize that good amplifiers must be in the upper
price brackets, you should insist on detailed information on
stability.

Aside from elementary circuit mistakes, the stability of a
particular amplifier is almost entirely dependent on the
quality of the output transformer. A good output trans-
former is expensive, so the writer has always cautioned
people to steer away from the amplifiers that seem to give
you just as much for one half the cost— such amplifiers
almost invariably have either high distortion or very poor
stability. No one is sadder to behold than the phonophile
who has just spent all sorts of money on an expensive
speaker, to get rid of the boom and screech of his former
speaker — only to be told by a testing laboratory that it was
his oscillating amplifier that had been at faule all the time.
More amplifiers suffer from problems of stability than any
other problem — so, take care!

“This is fine,” you may say, “But what if I have already
bought my dream amplifier, that has in theory an ample
power reserve, good frequency response, exceedingly low
distortion, and admirable stabilicy? How can I try to keep
it in good condition, in my home? Are there any tell-tale
signs of deterioration that I might be able to correct?”

The following suggestions are not intended to be a repair
guide. Actual amplifier repair is a job for competent service
personnel, with proper equipment and know-how. Nor are
the suggestions an adequate substitute for periodic tests on
distortion-analyzing equipment. For instance, the inter-
modulation analyzer is the most potent diagnostic guide
your local audio specialist (let us hope you have one) can
employ. It is the one sure way you have of knowing
whether your amplifier is meeting its original specifications
of performance. Use it, even if it means shipping your
amplifier back to the factory every year. Unfortunately, the
human ear, if it is buffeted enough, can come to accept dis-
torted sound as “right” The “ear” mentioned below is,
necessarily, one that hasn’t been worn down by a steadily
deteriorating amplifier.

One of your most potent diagnostic tools at home, then
can be your own ears. The ear can establish by direct com-
parison the lesser of two degrees of distortion. It can also
hear bass or treble instability, spurious noises, and general
sonic hash. Let us begin with symptoms and cures in the
preamplifier.

Every reputable amplifier has an instruction manual.
Read it— the manufacturer knows his own product’s idio-
syncracies, weak points, and cures better than you do. For
instance, he will tell you where the "hum-balance control”
is. He may even mention juggling tubes from one socket
position to another (make sure the same tube type was in
each before you interchange). Generally, a noisy (hummy,
hissy, or microphonic) tube is better in a later stage, i. e,
farther away from the input sections. One precaution — if
your preamplifier has DC on the filaments, turn off the set
before you move tubes around.

If you have noisy volume- or tone-controls, you can
often quiet them with radio servicemen’s preparations, or,
in a pinch, with an Continued on page 86
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No one's going to emancipate ME

by CHRISTOPHER FAYE

The hardy pioneers of high fidelity lived dangerously, and gloried
in the hazards that beset them, Audiophiles were he-men, in those
days. Now, however, a sinister threat imperils a Great Tradition.

THERE is a theory that high fidelity is simply tech-
nology's latest and most picturesque attempt to achieve
mankind’s subjugation. Which may be true, but remember
that technology is not a self-willed metal monster, news-
paper cartoons to the contrary. Technology is something we
do to ourselves, and this explains why it is sometimes a
little zany. Eventually, of course, any aspect of technology
is taken over by business. After that it is governed by
sound commercial principles, applied bard-headedly and
embodying good, borse or common sense.

Now if there is anything | abominate . . . no, I had
better put th.t some other way. Common sense is very
helpful indecd in reading detergent advertisements. 1 favor
it, too, in labui-management disputes. And I think it is a
great thing for the governors of the New York Stock Ex-
change. But 1 don’t want it in high fidelity, and I don’t
think you do either. Nobody does, except a crew of oafish
parvenus or come-lately’s, who have nothing on their side
but numbers. It is time to draw the line, and it is to this
end that I have compiled the following list of do’s and
don’t’s for manufacturers, dealers, and aficionadi, or should
that be aficionados? In either case, it means you. Let us
begin with . ..

Manufacturers . . ..

1. Put a few more knobs on your equipment. It’s getting
so that it is possible to compensate everything correctly
before the selection is half over.

This indicates very poor planning. M I'”"’T
With just a little more attention ,I'il 113 ,li:'

to detail, correct compensation
could be rendered impossible until
the logical moment— the closing DISTORTON  OuTouT
measure. [I]

2. Whenever possible, publish DISTERTION! o
manuals bearing the title “High Fi- i Yoo
delity for the Layman” or “What METER

Every Grade School Child Knows [ o
About High Fidelity” or some other
such enticing title. Needless to say.
manual writers are to be informed
that their remuneration will be di-
rectly proportional to the number
of technical obscurities therein con-
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tained. Of course, this booklet is to be distributed to people
who think an ohm is what there is no place like.

3. On the other hand, insure that all technical literature
on your equipment is phrased in hi-glo advertising idiom,
not colorless engireering terminology. This will brighten
the lives of pcople who write asking what your equipment’s
technical specifications are.

4. Grear strides in varying record speeds were made after
the war. What has happened in recent years? The manu-
facturers have lethargically rested on their mere four speed
laurels. Certainly American ingenuity and inventiveness
a.c not to be confounded by crass, practical limitations!
Now that sundry turntables and changers have been de-
veloped to handle four speeds, now that record libraries
have again been built up, what about revolutionizing the
record industry once again by declaring all of the old speeds
obsolete? Is the time not ripe for the .oooo1-inch groove,
on the counterclockwise record, to be played from the inside
out? Get with it, diskeries!

5. It appeared until lately that rape recording was to be-
come the main standard-bearer of high fidelity’s Great
Tradition. There was truly great promise in the early intro-
duction of foxr recording speeds, coupled with each com-
pany’s prompt acceptance of jts duty to invent a highly
individual system of equalization. Unfortunately these
initial gains have been squandered. Soulless radicals have
seized control of the industry, and
through a series of sinister machi-
nations have standardized the pre-
recorded tape playback speed. Even
now they are viciously striking at
what is generally considered the
conservatives’ last stronghold — the
equitable principle that it should be
impossible for tape recorded on one
make of machine to be played back
on any other make. It is indeed
difficult not to view developments
such as these with extreme conster-
nation.

The paramount issue now is
clear. Will the conservative ele-
ment, now sadly reduced to the
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status of an underground movement, prove able to regain
its rightful control? Recent peripheral skirmishes such as
the conservatives’ attempt to improve binaural techniques
by providing different manufacturers with  inspiringly
varied systems of head placement, although reminiscent of
past glorics, demonstrated a lamentable lack of knowledge
of the devious strategems nccessary to success in today's
Machiavellian atmosphere. Indeed, the only positive success
recently achieved, aside from the trifling development of
unco-ordinated rewind and forward speeds, to assure “tape

T

stretch,” has been the rather whimsical appelative triumph
which resulted in one-hundred-pound recording machines
being equipped with handles for midgets and designated as
“portable.” At least this demonstrates that our forces, even
though temporarily in retreat, have not lost their spirit.
But we — I mean you — will have to do better than that, or
the old tape-salad days will be only a memory.

6. However, you will be pleased to learn that a method
finally has been discovered to bypass the need for uniform
speed in tape reels. This is accomplished by a new machine
which stretches the tape out to its complete length of
twelve or eighteen hundred feet, and a transport mechanism
which carries the various heads along the tape’s entire path.

Since these units were first tested in vacant clevator shafts
in the Empire State Building, unfortunate publicity was
attracted  when scveral people, mistaking the transport
mechanism for an clevator, plunged to their deaths.* How-
ever, no logical criticism of these units now remains with the
introduction of a marking system which positively identi-
fies them as not being clevators.

Dealers . . ..

1. Arrange the demonstration room so that any potential
customer is unable to find any place to sit except on a few
strategically placed, highly polished. mahogany enclosures.

*An interesting sidelight on this tragedy was provided when it was found that
the recording mechanism had been in operation during the fatal fall. The
screams recorded produced some of the bhest and most realistic high frequency
tapes of the human voice yet created. Due to the difficulty of arranging an
encore, it is expected that these tapes will prove standard for some time.

2. Govern the length of your pre-customer approach
duties so that your customer is cither forced into a state of
upright exhaustion or on to one of your enclosures.

3. In either event your customer is putty. If he is not in
a state of zcro sales resistance from physical exhaustion, he
is sitting on one of your casily scratcched mahogany enclos-
ures. If the latter be the cuse, your immediate examination
of the enclosure can be accompanied with sufficient obvious
consternation to foredoom any possible sales resistance.

4. Demonstrate all equipment with popular records for
the classical enthusiast and with classical records for the
popular enthusiast. For the dedicated jazzman, always play
Guy Lombardo.

5. If your customer is able to trouble you with
questions, the volume is obviously too low. Remember, it
isn't high fidelity unless the soles of their feet tingle.

6. If there seems to be any danger of a customer’s actually
deciding upon a particular component, it is because you
have failed to demonstrate the products of a sufficient num-
ber of manufacturers. However if, even after multiple
demonstrations, your customer perversely continues in his
eccentric decision to purchase a certain component, subtler
tactics should be employed. The technique certainly both
most advanced and likely of success is (or soon will be)
known to the trade as the "Faye Principle of Customer In-
decision When Confronted with a Constant Variable.” To
illustrate: assume your customer has decided upon a cer-
tain loudspeaker. All you need do is prepare an array
consisting of onc dozen units of the model selected, in
essentially similar cabinets which look different.  Then
simply conduct a demonstration, asking your customer to
compare unit one with unit two, unit two with unit three,
unit three with unit four, ctc. Soon he will get into the
spirit of the thing, and indeed may well extend his newly
acquired critical techniques to include a scarching analysis
of his own sanity.

By way of summary: the demonstration’s purpose is to
impress upon the customer the futility of relying upon his
own miscrable judgment and the necessity of placing com-
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plete and slavish reliance upon your repeatedly demon-
strated superior wisdom.

7. As a consequence of the correct exeeution of the pre-
ceding step, it is now a simple matter to obtain « certified
check for one thousand dollars. You should tell the custom-
er that you will call him later if you need any more. It is
also recommended that the customer be notified at chis time
(even though this announcement may be delayed) that the
proposed system will be of such technical perfection that
its aesthetic value would be ruined by introducing it into
the poor acoustical surroundings that would undoubtedly
be found in his home. However, make it clear thac he is to
feel free to come and listen to his system at your store any-
time that he feels like it. During business hours, of course.
Consumers . . ..

( A. Consumer-Dealer Relations)

1. Make it a point to appropriate the magazines and
other publications that your dealer has for sale. This is
good advertising for the dealer.

2. Take an active part in developing your dealer’s techni-

cal ability by insisting upon unusual combinations of com-
ponents being demonstrated.

3. After you have furchered your dealer's education by
having him shifc all his speakers into different enclosures,
and by having him completely rewire his demonstration
room, explain that, since you can get a better price through
your brother-in-law who works for a large distributor, you
will be back when you are interested in secing some more
parts demonstrated.

(B. Consumer-Other Consumer Relations)

1. Since flaws exist in all equipment, approval of a sys-
tem constitutes a reflection upon your degree of knowledge.
It therefore follows that enjoyment should be cquated to
weakness in any discussion of high fdelity.

2. Individuals found enjoying their own systems should
nevertheless be regarded with compassion, as the are is too
new to expect everyone to have acquired the correct degree
of misery.

3. It therefore behooves all true high fidelity advocates
to engage in the missionary work of explaining in deail
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the defects in all systems with which they come in contact.

4. Occasionally a system’s defects cannot be fully appreci-
ated by the owner, because of his personal lack of critical
discrimination, musical knowledge, character, or intelligence.
It is particularly in these cases that the true high fidelity
enthusiast can be recognized. Regardless of the likelihood
of arousing permanent animosities, he unselfishly and frank-
ly discusses the owner's defects and their probable environ-
mental and gencological causes.

(C. Consumer-Self Relations, or How To Opcrate Your
Own System)

1. Since current equipment possesses specifications su-
perior t those of the human ear, aural surgery should be
prerequisite to any sensible installation.

2. Construction of a room as near to acoustical perfection
as possible is likewise essential. The bank and the FHA
may be churlish about this. If so, check your neighborhood
for pawnshops. Above one of these you are almost bound
w find a firm that will accommodate you. Be bold — you
expect your income to grow with the years, don't you?
Eventually you will regain custody of your annuity policy.

3. As the human body is not composed of sonically
acceptable materials, its introduction into your “acoustically
superior room” is not to be countenanced.

4. Therefore your only evidence of the system’s operation
is to be in terms of the readings obtained from the various
meters, gauges, oscillographs, and other measuring devices
which you have mounted outside your “acoustically superior
room.”

5. Since your measuring devices produce the most sig-
nificant results when the system is utilizing test records, the
reproduction of music s not permissible.

6. All of your measuring devices are to be designed to
register degree of distortion, non-compliance, and other
forms of imperfection, Whether or not these imperfections
are audible to the normal car or even to your surgically im-
proved car s irrelevant. The point is that you will be able
tw demonstrate  conclusively your system’s  shortcomings.
The most advanced practitioneers, of course, are able to
point out defects which even instruments are too imperfect
to detect. While this is a tremendously gratifying and im-
pressive accomplishment, involving as it does a sort of
intuitive omniscience, those not so gifred can at least install
instrumentation designed to register the degree of distor-
ti n inherent in the meters measuring the system itself.

While the foregoing carries no pretension of all-encom-
passing thoroughness, it is hoped that it will be found
useful both as an expression of the subject’s basic philos-
ophy and as a practical sec of field working rules.

www americanradiohistorv com


www.americanradiohistory.com

Now...record the whole performance...

YOU'LL

without a break!

GET EVERY NOTE of your fa-

vorite concert broadeast, sports event or dramatic

program when you put it on new “Scotch” Brand

Fxtra Play Magnetic Tape 190. Half as thick as con-

ventional tapes but made with strength to spare, new

Extra Play tape offers 50% more recording time on a

standard size reel. Thus, annoying interruptions for

reel change are reduced to a minimum.

'

s m.lumou
BRAND

EXTRA-THIN. 50% thinner, more potent
oxide coating, 30% thinner backing permit
more 190 Tape to be wound on standard-
size reel. Result: one roll of new tape does
job of 114 reels of ordinary tape.

“Scotch’™ Brand’s exclusive new oxide dispersion
process gives you more brilliant sound, too. By pack-
ing fine-grain oxide particles into a neat, thin pattern,
“Scotch™ Brand has been able to produce a super-
sensitive, high-potency magnetic recording surface
on Extra Play Magnetic Tape. Hear the difference
yourself. Try new “Scotch’ Brand Extra Play Mag-
netic Tape 190 on your machine today.

ELECTRON PHOTO mlcroscope shows the
difference! At left, artist’s conception of
view of old-style oxide coating. At right,
“*SCOTCH” Brand’s new dispersion process
lays oxide in neat, fine-grain pattern.

TCH Ex‘lﬁtLPLag Magnetic Tape 190

The term “"SCOTCH and the plaid design are regi ks for M
St. Paul 6, Minn. Export Sales Office: 99 Park Avenue, New York 16, N.Y.

40

ic Tape made in U.S.A. hy MINNESOTA MINING AND MFG. CO., @

HiGH FIDELITY MAGAZINE

www americanradiohistorv com


www.americanradiohistory.com

MMuUusSsIC makers

THIS BEING the Age of Automa-
tion, it was only a matter of time until
someone got around to devising a
machine that would create music auto-
matically and show up the fallible
human instrumentalist for the butter-
fingered duffer that he is. That ma-
chine has now been built and the day
has dawned when we can hear music
untouched by human hands. Down at
the David Sarnoff Research Center, in
Princeton, New Jersey, the celebrated
Dr. Harry F. Olson and a group of
associated engineers have been en-
gaged for several years constructing
the RCA Electronic Music Synthesizer.
It was formally introduced to the
American Institute of Electrical En-
gineers on January 31, and its ac-
complishments can now be sampled on
RCA VicTor LM 1922, a twelve-inch
LP entitled The Sounds and Music of
the RCA Electronic Music Synthesizer.

The record is both impressive and
rather laughable. Dr. Johnson de-
scribed this kind of endeavor for all
time when he said: “'Sir, a woman
preaching is like a dog’s walking on
his hind legs. It is not done well;
but you are surprised to find it done
at all.” No one with an ounce of
musical discrimination could say that
these trial runs of RCA’s Synthesizer
are particularly well done; but just
to hear music artificially produced by
circuits of vacuum tubes working at
the behest of a coded paper tape is
enough to give you pause. To ex-
pect a pause that refreshes would be
asking too much. The dance band,
the piano, the hillbilly ensemble on
this record are all too palpably elec-
tronic for genuine musical content-
ment. They sound like nothing else
than bad imitations of the real thing.
But before laughing LM 1922 off the
turntable, it might be instructive to
play a Berliner Gramophone Record
of 189s. It is always difficult to keep
a straight face when confronted with
first flights like these. Later on, the
early laughs sometimes begin to sound
just a little hollow.

Dr. Olson began his work on the
Synthesizer by analyzing musical tones
and determining their basic proper-
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by ROLAND GELATT

ties, which he describes as frequency,
intensity, growth, duration, decay,
portamento, timbre, vibrato, and de-
viations. Having isolated these proper-
ties, his next job was to design and
have built a set of electronic circuits
that would produce them artificially
and mix them together in any way
desired. Thus far he was not break-
ing any spectacular new ground.
Electronic instruments have been cre-
ated in abundance (the electrical organ
is a common example of one), but
all — prior to Dr. Olson’s — have

had to be played. RCA's Synthesizer
differs from other electronic instru-
ments in being independent of pet-
It produces music accord-

formers.

Keyboard of Dr. Olson’s Synthesizer.

ing to the signals it receives from a pre-

recorded paper tape, and - like a
phonograph it can repeat the same
performance again and again. That

tape is analogous to musical notation;
it embodies tempo, pitch, rhythm,
quality, and phrasing. The code is
different from the one promulgated
by Guido d'Arezzo in the eleventh
century, but it is no less a system of
notation for that.

Why did Dr. Olson spend five years
of his time and $150,000 of RCA's
money on the Synthesizer? He assurcd
me, when I visited him earlier this
summer in Princeton, that it was built
for strictly practical purposes. RCA
believes it to be a potentially valuable
source of musical material for records

especially for short pop records,
where its ability to create exotic scales
and sonorities can provide some new,
off-beat enticements in a strongly
competitive market. A new and im-
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proved Synthesizer is now being con-
structed for the Victor Record Divi-
sion and is due to be installed in Vic-
tor’s Twenty-fourth Street Studio with-
in a few months. After that, great
things are expected of it. Dr. Olson
and his associates in Princeton realize
that the music synthesized so far has
been something less than awe-inspir-
ing in artistic impact, for the sole
creator of music on RCA’s instrument
to date has been an acoustical engineer
(Herbert Belar) and not a musician.
Mr. Belar has had to content himself
with making reasonably accurate copies
of familiar music. When composers
and performers begin to work with the
Synthesizer, creating new combina-
tions of sounds and rhythms, the
people at RCA feel that its scope and
capabilities will become far more evi-
dent.

Since  building the Synthesizer,
Messrs. Olson and Belar have been
experimenting with a device which
chops off a sliver of recorded music,
one-sixteenth of a second long, and
plays this sliver continuously so that
its tonal properties can be studied at
leisure. With this new sound analyzer,
RCA’s engincers expect to find the
key to more successful operation of
the Synthesizer. They maintain that
the Synthesizer can re-create perfectly
any musical sound if only the operator
knows precisely what he wants and
how to code it properly on the paper
tape.

“It won't be long,” Dr. Olson
volunteered, "'before we shall be able
to achieve a perfect synthesis of
Caruso’s voice as it sounds on the old
records. Once this is done, we can
surround the synthesized Caruso ren-
dition of an aria with a synthesized
full orchestra instead of the tinny
studio ensembles of his day. In this
way we can bring an old recording up
to date. But that isn't all. Having
v orked out the correct code for Caru-
so's voice, we can then go on to syn-
thesize his singing in music he never
recorded.  Why, we could even put
out a synthesized record of Caruso
singing Davy Crocketr.” At this point
I asked for my hat and fled.
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CLASSICAL

BACH

Concerto for Tuw Violins in D minor;
Concerto for Violin in A minor; Concerto
SJor Violin in E major

Reinhold Barchet, Willi Beh, violins; Pro
Musica String Orchestra (Stuttgart), Wal-
ther Davisson, cond.

VOX PL9150. 12-1n. $5.95.

The special feature of this recording is the
inclusion, for the first time, of all three of
Bach's surviving violin concertos on one
disk. The soloists play pleasantly and raste-
fully in the fast movements, and rather poeti-
cally in the searching slow movements
But there is an easygoing air about these
performances, and as a result the Vivace of
the Double Concerto, for example, seems
not vivacious enough and the Largo a bit
draggy. In the solo concertos, T prefer
Heifetz's more vigorous and livelier playing.

N. B

BACH
Sanatas for Viola da Gamba and Harpsi-
chord, Nos. 1-3

Janos Scholz, viola da gamba; Egida Gior-
dani Sartori, harpsichord
VOX PLgot10. 12-1n. $5.9%

The tirst and third of these sonatas are
highly regarded by Spitta, and all three are
admired by Schweitzer and other writers.
The present reviewer humbly reports that he
does not find the knee-viol the most ravish-
ing of solo instruments, and that to him
these works — for all the good tunes that
can be found in them and their impeccable
workmanship seem rather humdrim.
They are nicely played by both artists and
well recorded. The balance could have been
improved in those passages where the gam-
ba. leading for the moment, is covered up
by the harpsichord. There were some fauity
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grooves near the end of the first movement
of the G minor on the review disk. N. B.

BARTOK
Concerto for Piano and Orchestra, No. 3

Monique Haas, piano; RIAS Symphony
Orchestra, Ferenc Friesay, cond.

tMartin:  Petite symphonie concertante

Irmgard Helmis, harp; Gerty Herzog. piano;
Silvia Kind, harpsichord; RIAS Symphony
Orchestra, Ferenc Fricsay, cond.
DFCCA DL 9774, 12-in. $3.98.

Frank Martin's Petite symphonie concertante is
a product of a subtle mind coming admir-
ably to grips with the subtle and exacting
problem of composing a symphony for
strings and a solo group of harp, piano, and
harpsichord.  To manage these close-lying
timbres in such a way as to exploit both
their differences and their similarities and
keep the entire sound-picture crystal clear
is no mean feat, and it was no mean feat
for Deutsche Grammophon's engineers to
maintain that clarity throughout the record-
ing. Martin’s work is a delight to the ear
and the mind; but when one turns the disk
and experiences the urgency and incandes
cence of Baridk, one is significantly in-
structed in the difference between a minor
and a major composer.  Mlle. Haas does
very well by the Barwok concerto, though
its solo part can be thrown into stronger
reliet without damaging the composer’s
conception Ak

BARTOK
Cancerto for Orchestra

Philadelphia Orchestra, Fugene Ormandy,
cond.
COLUMBIA ML 497 3. 12-in. $1.08.

An uable performance and an  extremely
brilliant recording ot this celebrated sym-
phony for orchestral virtuosos, It is the
fifth LP version in current catalogues, and
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all ot them are good, but the one by Friw
Reiner — also issued by Columbia (and
probably soon due for release on the Entre
label) — seems to me the best because it
stresses the line and structure of the work
more than do the others, Ormandy brings
out its color superbly, however, and color
is certainly a major value in a composition

ot this kind. A. F.

BEETHOVEN

Quartets: Nao. 12, in E-flat, Op. 127; No. 13,
in B-flat, Op. 130; No. 14 in C-sharp
minor, Op. 131; No. 15, in A minor,
Op. 1320 No. 16, in F, Op. 135: Great
Fugue, in B-flat, Op. 133

Hungarian Quartet.

ANGEL 3514-D. Four 12-in.

S13.92.

$19.92, or

The records may be bought separately for
$3.98 or $3.48 each, according tw the
standard Angel formula. The higher price
in this instance commands a disk inspected
and sealed. plus notes by Maurice Hewirtt
and a pocket score of the music recorded
Quartets No. 12 and 16 are on one record.
35112, the Great Fugre tollows Quartet
No. 13, for which it was the original finale.
on 35113; and Quartets No. 14 and 15
occupy each an entire disk. 35114 and 35115
respectively

Thus Angel concludes the most thorough
and thoughtful physical preser tation of the
seventeen works specifically composed by
Beethoven for the classic quartet of strings
The two preceding volumes have been re-
viewed here [HIGH FIDELITY, January 1955,
May 1955] without enthusiasm for their
musical presentation.  Volume 1T incites a
critical emotion altogether tepid, for what
we hear in it is very good quartet playing.
and a very disappointing statement of the
insides of this viscero-cerebral music. The
outcries are subdued; the pain and exalea-
tion are reproved.  The rhapsody of the
Great Fugne is iced, and the C-sharp minor
Quartet, which penetrates all the sensibili-
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RECORDS

ties of man, has been skillfully evirated to a
glossy and complacent equanimity. In the
others, too, Beethoven's passionate confes-
sional has been metamorphosed with the
same address to a salon, serious indeed but
not very, and silken first.

This third volume has an agreeable, uni-
fied and unobtrusive quality in the repro-
duction of the strings which is always ac-
ceptable although it lacks the bite of the
best. C.G.B.

BEETHOVEN

Sonatas for Piano: No. 8, in C minor
(“Pathétigue™), Op. 13; No. 31, in A-flat,
Op. 110

Grant Johannesen, piano.
MusicAL MASTERPIECE SOCIETY MMS 2.
1o-in. $1.6s.

Twenty-three other LPs contain one or the
other of these, not in such economy of
space and cost. That economy gives an
advantage to this mail-order disk confirmed
by performances of telling and reticent per-
ception, but compromised in some measure
by a piano reproduced not inaccurately but
with a semblance of being elsewhere and
filtered to us in reduction of the power
these sonatas in places must assert. C. G. B.

BEETHOVEN
Symphony No. 1, in C, Op. 21
Symphony No. 7, in A, Op. 92

Bamberg Symphony Orchestra, Anon. cond.
(in No. 1). Vienna State Philharmonia,
Jonel Perlea, cond. (in No. 7).

Vox PL 9120, 12-in. $5.95.

In all other editions the Sevenrh Symphony
is alone on two sides. The generous measure
here is effected by having its finale on the
outer band of Side 2, preceding the First
Symphony. A less spirited Seventh has not
been heard. It thuds where it should spin,
and stumbles where it should jump. It is
unfluent and the orchestra is uneven. The
Rumanian conductor has shown decided
ability in public performance, but his rec-
ords conrinue to disappoint.

Herr Anon is much more persuasive in
the First Symphony, which is a creditable
piece of playing and recording, although it
will not displace the Karajan and Scherchen
performances for Angel and Westminster,
nor the Pritchard for Epic. In sum, a disk
for those to whom duration is paramount.

C. G. B.

BEETHOVEN
Symphony No. 4, in B-flat, Op. 6o
Symphony No. s, in C minor, Op. 67

Philharmonic Symphony Orchestra of Lon-
don, Hermann Scherchen, cond.
WESTMINSTER WL §406. 12-in. $5.95.

Abhorring rote, Dr. Scherchen makes the
sharp scrutiny of the Fifth Symphony ex-
pected of him. Bur what can remain con-
cealed in music whose hundred thousand
performances have included rhe concepts,
conscientious or not, of all the prominent
conductors of the last hundred years? The
new interpretation is not an apocalypse,
and the music lovers who anticipated one
will be disappointed in a performance of
firm but familiar vircues in the first chree
movements and a quickened fnale that
gives the excitement of a cavalcade instead
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of the majestic exaltation of a cosmic
triumph. Excellent sound, but not of the
flattening force that the C minor Symphony
must be able to command at its apices in
the first and last movements.

Whereas the Fourth Symphony, pre-
sumably recorded under the same general
conditions but much less unruly In the con-
finement of the phonograph, emerges with
that presentation of clear detail and clean-
hewed mass, separate and together, that
distinguishes so many Westminster records
of the orchestra. Sonically this version com-
petes with the André version for Telefunken,
which is hardly in competition interpreta-
tively. The finale and the first movement in
Dr. Scherchen’s leadership are as convincing
as we have them anywhere, the first move-
ment especially, in a fastidious discrimina-
tion of textures without preciousness or a
betrayal of contrivance. It is the Adagio,
the heart, which falters a bit. Its serene
flow is troubled by a trifle more of stress
on its underlying rhythm than is good for
the ordained other-worldly current:  we
can feel it being propelled. This is not ob-
trusive, but it is damaging to a version
which otherwise would be called the best.
The Krips and Solti editions, both on Lon-
don, but each occupying an entire record,
still dispute the leadership. C. G.B.

BERLIOZ
La Damnation de Faust (excerpts)

Act Iz Sans regret f'ai quitté les riantes cam-
pagnes (Faust). Act 11 Autrefois un roi de
Thulé (Marguérite); Grand dien! que vois-je?
(Marguérite); Ange adoré (Marguérite, Faust)
Act IV: D Amour, I'ardente flamme (Mar-
guérite); Nature immense (Faust).

Irma  Kolassi (ms), Marguérite; Raoul
Jobin (1), Faust. London Symphony Or-
chestra, Anatole Fistoulari, cond.

tMassenet: Werther (excerpts)

Act It Je ne sais 5i fe veille . . . O nature plein
de grace (Werther). Act 11 Qui! ce qu'elle
m'ordonne . . . Lorsque enfant revient (Wer-
ther). Act III: Letter Aria (Charlotte);
from Ah! mon courage m’abandonne through
N'achevez pas (Charlotte; Werther).

Irma Kolassi (ms), Charlotte; Raoul Jobin
(t), Werther. London Symphony Orchestra,
Anatole Fistoulari, cond.

LONDON LL 1154. 12-in. $4.98.

The performances here are fair to a shade
better than middling, the main interest of
this disk being its oddly assorted, if not
quite omnibus, contents. They are all to be
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heard otherwise on LP — but not so dis-
posed. And in the case of La Damnation de
Faust, there is no really comparable repre-
sentation of the score in less-than-complete
form, though there are disks that offer
various purely instrumental excerpts. Lon-
don has managed to get quite a bit of the
music of Marguérite and Faust on a single
twelve-inch side, and a healthy — if that is
quite the word — chunk of Werther on the
turnover. In both operas, Raoul Jobin uses
his strong, not terribly suave voice, with
good sense.  As hi-fi Berlioz Fausts go, he
is by all odds the best stylistically: on the
basis of his singing here, a full-dress re-
cording with him would be no displeasure
at all. As Werther, he is less open to com-
pliment. He lacks the elegance of the
Urania Werther, Charles Richard, though
he has a solider voice in the climaxes. Irma
Kolassi is no paragon either as Marguérite
or Charlotte. Greek by birth and French
by habitac, she sings both roles like a well-
trained, musicianly concert singer, but not
as if she had ever stepped on a stage, and
with curiously dead tone.

Anatole Fistoulari’s conducting is of the
bread-earning variety, the playing of the
London Symphony suitably responsive. The
recording, quite clear so far as the voices
are concerned, does curiously slight justice
to the scoring of Massenet, leave alone of
Berlioz. No texts, so-so notes. J.H,Jr.

BIZET
Les Péchenrs de Perles

Pierrette Alarie (s), Leila; Léopold Simo-
neau (r), Nadir; René Bianco (b), Zurga;
Xavier Depraz (bs), Nourabad. Elisabeth
Brasseur Choir, Orchestra des Concerts La-
moureux, Jean Fournet, cond.

ErIC SC 6oo2. Two 12-in. $9.96.

Les Pécheur: de Perles was Bizet's first full-
length opera. Not an immediate success —
except with Berlioz, who wrote a favorable
review — it nevertheless stands, as Eugene
Bruck points out in his good background
notes to the new Epic set, as one of the
best "‘first” operas any composer has pro-
duced. Bizet was charged with imitating in
it almost any established opera composer
whose name happened to pop into the mind
of the unresponsive listener — Gounod,
‘Wagner, or Félicien David. The more valid
point, though, is not that che score is in
some ways derivative, but that it is, in ways
that matter more, quite good, if not great.
Very different from Carmen (just in case
there is any advance doubt on that point),
it is a score in which the melodies are
longer and more pure, the declamation less
down-to-earth and more in line with long-
established French lyric usages; a romantic
score in which the sentiment is herbed
with the instrumental and harmonic devices
that were the common coin of nineteench-
century French orientalisme.

The most valid complaint against Les
Pécheurs de Perles is its libretto. Set in an
extremely nonspecific Ceylon (any place East
of Suez would do as well) and an equally
nonspecific antiquity, it has to do with a
love triangle, complicated by much the
same kind of French-distilled Brahminism
that complicates the plot of Lakmé. The
work has variant endings, and the one
used in both current LP recordings leaves
considerable room for doubt. In this con-
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nection, it should be noted that the version
of the text supplied with the Epic set is so
at variance with what is actually sung as to
be of almost no practical use in following
the performance. The libretto furnished
with the Renaissance recording ($X 205),
on the other hand, is quire accurate, aside
from the usual fistful of spelling errors, and
usable. There are differences between the
two performances as recorded, but both
would seem ro relate quite closely to the
work as it is done in Paris at the Opéra-
Comique.

The main over-all advantage of the Epic
over the older Renaissance set lies in the
fact that it is on four sides instead of six.

As the heroine, Leila, Pierrette Alarie is,
as she was at the Metropolitan, a neat vo-
calist, and her delivery of music and words is
that of a thoroughly capable stylist. But her
singing is seldom as communicative, and
never as strikingly lovely as that of Mat-
tiwilda Dobbs in her best moments for
Renaissance.

Neither is either of the tenors quite ideal.
Léopold Simoneau, who has a small, attrac-
tive lyric voice, does not make all the
points he tries for, but he does sing
lyrically, with grace and authentic style. His
Renaissance opposite number, Enzo Seri,
has a basically fine voice, but his
singing, very variable in style, is white and
bleaty too much of the time.

The baritones and basses balance each
other. And between the orchestral-
choral forces (Renaissance uses what is
called the Paris Philhatmonic) there is not
much to choose. Jean Fournet's shaping of
the score is that of a soundly routine opera
conductor. René Leibowitz’s, for Renais-
sance, is more vital and exploratory, fresher
in approach (though it may be that some of
his emphases would surprise Bizet), and
generally more provocative.

Both recordings are technically acceprable,
the Epic rather more responsive at the ex-
tremes. The perspective of both is that of a
modest but not cramped concert hall.

J. H., Jr.

BIZET
Roma
tChabrier: Bowrrée fantasque

New York City Ballet Orchestra, Leon
Barzin, cond.
VOX PL 9320. 12-in. $5.95.

Bizet's most elaborate purely orchestral
composition, Rema (call it a symphony, a
symphonic suite, or what you will), has for
some unexplainable reason had less cur-
rency than his charming but teen-age Sym-
phony in C, although it absorbed a good
deal more creative energy and is, on the
whole, a meatier, more rewarding piece.
The associated ballet does not use the long,
developmental Andante section; the twenty-
two recorded minutes take in the Introduc-
tion, Scherzo, Andante, and Finale (Car-
naval).

Bourrée Fantasque is danced to a Balan-
chine-assembled suite of miscellaneous
Chabrier pieces — a bit of the Joyeuse marche,
used as a prelude; the Bourrée fantasque,
originally a piano piece, orchestrated by
Felix Moutl; an interlude from the opera
Guendoline, which shows Chabrier's Wag-
nerism in a Deliusish way; and the Fére
Polonaise from the opera Le Roi malgré lui.

AUGUST 1955

Quite aside from the merits of the choreo-
graphy — and this is one of the most dur-
able big-scale works in the New York City
Ballet repertoire — the score is worth heat-
ing over and over again: as Balanchine’s
notes on the record jacket point out, there
is a depth and bite and poignance to Cha-
brier’s music that is no more than hinred
at by the glittery surface and the happily
lopsided grin of first acquaintance.
Playing and conducting are absolutely
first class, and the recording is clean and
true and never out of proportion. J. H., Jr.

Bizet: Roma was well worth resurrecting.

BOCCHERINI

Sonata for Cello and Piano, No. 6, in A

{Schubert:  Sonata for Arpeggione and
Piano, in A minor

tGio. B. Sammartini: Sonata in G

Leonatd Rose, cello; Leonid Hambro, piano.
COLUMBIA ML 4984. 12-in. $3.98.

In this lofty, dispassionate cello playing,
impressive in a continuous pure linearity of
both projection and tone, and with the help
of sonics beaurifully distinct and trouble-
free, Schubert’s overworked but still pleasant
sonata for the dead arpeggione has its most
satisfactory recording. The Bocchertini is a
little gem not recorded befote, a hatbinger,
it is to be hoped, of other recorded adorn-
ments by the most natural of composers for
the cello; and the (Giovanni) Sammartini
sonata, originally written for we know not
what stringed instrument, compleres a disk
of tranquil but positive merit. The sonatas
are unusual for their time, in that the key-
board is not the leader, bur even so a
trifle more prominence to Mr. Hambro
would have made a good record better.

C. G. B.

BRAHMS

Academic Festival Overture, Op. 8o
tLiszt: Les Préludes

{Wagner: Siegfried ldyll
tSibelius: Finlandia

Bamberg Symphony Orchestra, Heinrich
Hollreiser, cond.
Vox PL 9350. 12-in. $5.95.

This mélange of otchestral warhorses is
notable mainly for the high quality of its
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sound; the Bamberg Symphony was evi-
dently recorded in a spacious hall, and that
space has been catried over in the altogether
excellent reproduction. Hollreiser's read-
ings are satisfactory but not memorable. P.A.

BRAHMS
Quartets: No. 2, in A minor, Op. 51, No.
2; No. 3, in B-flat major, Op. 67

Vegh Quarter.
LONDON LL 1142. 12-in. $3.08.

Aside from a rather slow-paced reading of
the finale of the Quartet in A minor and
occasional pitch deviations by the first vio-
linist, the Vegh foursome giv  altogether
excellent accounts of these two chamber-
music masterpieces. The Hollywood String
Quartet may enjoy a slight edge, from a
sonic standpoint, in their Capitol recording
of the A minor, but that runs o two
twelve-inch  sides.  Certainly the present
version is far superior to the Curris Quar-
ret’s for Westminster, while thar group's
treatment of the B-flat Quartet — the best
unril now —is about on a par with the
performance here. All of which indicates
that this new disk offers the best coupling
of these two works yer issued. P. A
(Editor’s note: All three Brabms quartets
have been recorded by the Budapest Quar-
tet for Columbia. Probably they will be
issued this autumn.)

BRAHMS
Quartet No. 3, in B-flat major, Op. 67

Quartetto Iraliano.
ANGEL 35184. 12-in. $4.98 (or $3.48).

The superb Hungarian Quartet would have
been a perfect choice to record all three of
the Brahms quartets, and it is a mystery to
me why Angel selected for this job the
Quarterto Italiano, a slick ensemble, but
one rather lacking in interpretative fotce or
conviction — certainly not the group to
play Brahms. More than its customary force
is present in this performance of the B-flat
Quartet, but the interpretation, however
aimed, lands far from the mark. The group's
entire approach is too genteel, too detached.
Some of the tempos are slow, and particu-
larly in the first and third movements there
are some completely uncalled-for ritards ot
whole passages played at a contrastingly
slower pace. Despite faithful, intimate re-
production, this disk doesn’t come anywhere
close to competing with the recent one by
the Vegh Quartet on London, P. A.

BRUCH

Concerto for Violin and Orchestra, No. 1 —
see Prokofiev: Concerto for Violin and
Orchestra, No. 1.

BRUCKNER

Symphony No. 4, in E-flat major (“Ro-
mantic’”’)

1Sibelius: Symphbony No. 7, in C major,
0p. 105

Netherlands Radio Philharmonic Orchestra,
Paul van Kempen, cond.

TELEFUNKEN LGX 6602G/7. Two 12-in.
$).96,

The Bruckner Fourth and Sibelius Seventh
are odd companions, the former broad and
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expansive, the lawter lean and compact.
Still, it is a waste of time to worry about
compatibility, since the records are not
satisfactory anyway. Van Kenmipen is heavy-
handed with the already heavy though
nonetheless heautiful Bruckner, and he zips
through the Sibelius in a perfunctory
fashion. The recording, Juhhed from 78s,
is marred by audihle breaks and by the
omission ot the da capo of the Scherzo of
the Bruckner. The listener is left up in the
air at the end of the Trio, then plunged
right into the Finale.

No altogether satisfactory version of the
Bruckner Fourth is yet available. My
preterence goes reluctantly to Abendroth’s
on Urania, with Van Oteerloo’s on Epic as
runner-up. The Sibelius, however, is well
represented by Koussevitzky, Collins, Ehr-
ling, Beecham, and Barhirolli. P. A

BRUCKNER
Te Deum

Frances Yeend (s), Martha Lipton (ms),
David Lloyd (t), Mack Harrell (bn). New
York Philharmonic-Symphony and West-
minster Choir, Bruno Walter, cond.

tMahler: Kindertotenlieder

Kathleen Ferrier, contralto; Vienna Phil-
harmonic Orchestra, Bruno Walter, cond.

COLUMBIA ML 4980. 12-in, $4.98.

Bruckner symphonies were played in Amer-
ica as early as 1885, and Theodore Thomas
introduced the Te Dexm to Cincinnati well
before the turn of the century, when
“seven thousand prosaic Americans were
transported by the music,” according to
one snobbish Austrian writer. Yet, as far
as 1 know, this is the first Bruckner record-
ing made in prosaic America. Of course
Walter upholds the broad Viennese tradi-
tion, but he has refined and broadened
that tradition, and it has taken on strength
and vigor in the process of heing trans-
planted to this country.

Walter's concern is clearly with the
human experience of Bruckner's great, soar-

Bruno Walter: transport for the prosaic.

ing declaration of faith. Massive as it is.
the music flows unimpeded and with im-
pressive clarity. The four soloists are de-
pendable, and David Lloyd's contribution
in the Te Ergo is notable for its musicianly
warmth. The Westminster Choir and the
New York Philharmonic-Symphony  sound
responsive and well balanced in their indi-
vidual and collective sonorities.

The sound of the Kindertotenlieder in
their new format is substantially superior
to the existing ten-inch version of the same
performance. Ferrier was a curiously un-
emotional singer; here and in Das Lied ron
der Erde she came closest t passion, but
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even in these instances she remains reserved
and somewhat sexless in rone. It is because
Walter is on the podium cthat this per-
formance hears the stamp of decisive au-
thority. Frieb GRUNFELD

CIHABRIER

Espana Rapsodie — sce  Falla:  Dances
from The Three-Cornered Hat; El
Amor Brujo.

CHABRIER
Bourrée fantasque — see Bizet: Roma.

CHABRIER
Une Education manguée

Christiane Castelli (s), Gontran de Bois-
massif; Claudine Collart (s), Hélene de la
Cerisaie; Xavier Depraz (bs), Maitre Pau-
sanias. Orchestre Symphonique de Paris,
Charles Bruck, cond.

VANGUARD VRS 460. 12-in. $4.98.

Born in the Auvergne and educated as a
lawyer, Emmanuel Chabrier went into gov-
ernment service as a young man and spent a
round twenty years as a working-day bureau-
crat and an arani-garde intellectual after
liours — composing a bit, cultivating friend-
ships with Fauré, Duparc, and D'Indy —
hefore finally, at forty, chucking his civil
career, to devote his full time to music. By
that time — as Une Education manguée, his
last amateur work, demonstrates — he was
already an accomplished composer with an
engagingly off-center rhetorical logic of
his own. The scoring is skillful and precise,
with a kind of gourmet-like regard for the
juices of post-Wagner harmony, and fine
elegance of surface, and springiness of tim-
ing. The defining thing about the operetta,
in fact, is the polish and assurance of the
setting, for the plot is a little nothing that
could easily be spoiled hy the least hum-
hling or lapse in taste.

Essentially, it is a wedding-night comedy
set in the time of Louis XVI. Gontran and
Hélene are just married but terribly ill-at.
ease alone with each other. Neither knows
what to expect of the other; and, worse,
neither knows what is expected. Hélene
knows that she is no longer a lictle girl and
that she must obey her hushand. But poor
Gontran only knows what his grandfather
has told him — that on Ais wedding night
nobody needed to tell him a thing. His old
tutor, Pausanias, is no help. In the first
place, he is drunk. In the second place,
he has no information on the crucial ques-
tion: it isn't in the syllabus. Finally the
gap in education is made up by a storm —
and by the fact that Hélene is terribly afraid
of thunder. So everything is solved jusr
as it should be, and very charmingly.

The Vanguard performance is musically
crisp and beguiling and generally quite
well sung, especially hy Xavier Depraz. if
occasionally lacking the final polish in the
spoken sections. The recorded sound is
close hut clean and mostly well balanced.
Good notes and cranslation by Harold
Lawrence. J. H. Je.

CHAUSSON

Trio in G minor, Op. 3

tFranck: Trio in F-sharp major, Op. 1,
No. 1

Trio di Bolzano.

VOX PL 89s0. 12-in, $5.95.
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For both these early trios by master (César
Franck) and pupil (Ernest Chausson), this
is an LP debut. Although the Franck is
historically important as the model  for
much suhsequent cyclical music ~— music in
which one or two hasic themes keep re-
airring in more than one movement — it
is not very vital or interesting. The Chaus-
son, on the other hand, is music of great
Iyric beauty, though some of that beauty
stems directly from teacher Franck’s Piano
Quintet in F minor, composed three years
carlier. Nevertheless, this is Chausson in
full blossom and at his most engaging.
The Trio di Bolzano does a solid, work-
manlike job, though their interpretations

Ansermet: Debussy’s martyr is clarified.

and Vox's generally excellent reproduction
could both profit from a hit more warmth.
P. A.

CHOPIN

Concerto for Piano and Orchestra, No. 1,
in E mivor, Op. 11

tLiszt: Concerto for Piano and Orchestra.
No, 1, in Eflat major

Samson Frangois, piano; Orchestre de la
Soci¢té des Concerts du  Conservatoire,
Georges Tzipine, cond.

ANGEL 35168, 12-in. $4.98 (or $3.48).

Samson Frangois, still in his twenties, gives
a thoroughly interesting account of the
Chopin concerto. He hrings a fresh, unor-
thodox attitude to the music — modern yet
sympathetic. Occasionally the unortho-
doxies sound lahored, hut they are never
there merely to flaunt convention; they are
too patently the ideas of an artist trying to
present the music clearly and as he sees it.
The playing is clean, forthright, considered.
never mechanical or cold. Listeners will
probably he most dissatistied with the slow,
lyric passages, which M. Frangois tends to
“throw away” in hrisk tempos and rather
cavalier phrasing, as if to avoid sentimental-
ity. Beautifully luminous orchestral sup-
port helps to make this recording worth
investigating, though it is not on a par with
the Rubinstein version for RCA Victor.
The Liszt concerto is handled in more
routinely brilliant fashion; the sound has a
fine concert-hall perspective, with a par-
ticularly full piano tone. R. E.

CHOPIN

Concerto for Piano and Orchestra. No. 2,
in I minor, Op. 21

tSaint-Saéns:  Concerto for Piano and
Orchestra, No. 4, in C minor, Op. 44

Alexander Brailowsky, piano: Boston Sym.
phony Orchestra, Charles Munch. cond.
RCA VICTOR LM 1871. 12-in. $3.98.
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The Brailowsky-Munch collahoration on the
F minor Concerto was maost accurately char-
acterized by Harold Schonberg in his Chopin
discography as rourine, methodical, ac-
curate, flavorless. The Saint-Sagns concerto
comes off better. A graceful. grandiloquent,
likable example of its species. the work
gains from the externalized. nervous hrilli-
ance of Brailowsky's playing and from the
rapport of Munch’s conducting.  Lively,
smooth, well-balanced reproduction. R. E.

DEBUSSY
Chansons de Bilitis; Le Promenoir des deux
amants; En sourdine; Fantoches

Irma Kolassi, mezzo-soprano: André Col-
lard, piano.
LONDON LD 9176. 10-in. $2.98.

The feasc-or-famine policy of issuing records
has seemingly caught up with the vocal
music of Debussy. It was only yesterday
that the Haydn Society brought out a treas-
urable recital of Debussy songs by Flore
Wend. Now London counters with a con-
siderably shorter collection but one almost
as good. They overlap only in the Chansons
de Bilitis, and here my allegiance still goes
to Miss Wend and her marvelously effective
projection midway between speech and song.
But Irma Kolassi has her allurements too.
She has a warm, sensuous voice (bettet
gua voice than Flore Wend's) and herstraight-
forward interpretations will appeal to those
who blanch at the disense approach. R. G.

DEBUSSY
Le Martyre de Saint Sébastien

Suzanne Danco (s); Nancy Wough (c);
Marie Lise de Monrmollin (¢); Union
Chorale de La Tour-de-Peilz and I'Orchestre
de la Suisse Romande, Ernest Ansermec,
cond.

LONDON LL 1061, 12-in. $3.98.

If Debussy had died at seventy-six inscead
of fifty-six, he would very probably have
written a film score. French composers
were turning out great quantities of movie
music during the 1930s and chis incidencal
music to Le Martyre de Saint Séhastien gives
an inkling of what Dehussy’s writing for /e
cinéma might have been like. It would not
sound at all amiss in conjunction with some
spectacular screen epic of Decadent Rome.
However, in 1911, when Le Martyre was
composed, the movies were silent.  Mme.
Ida Rubinscein —— dancer, actress, and gen-
eral theatrical factotum — was not.  She
commissioned Gabriele d’Annunzio to
write a miracle-play and had Claude De-
bussy compose the incidental music there-
for. The play, a pretentious farrago of
mysticism, paganism, and vo/upté, has fallen
into the oblivion it deserves, carrying De-
bussy’s music with it. From time to time,
to be sure, that music has heen performed by
itself wichout reference to the play, buc in
this form it is only moderately effective.
Although it has many moments of eerie
heauty, chey do not hang together well and
the end effect is more episodic than a truly
satisfactory work of art should allow. As a
musical influence, it has its importance
(Honegger's Jeanne d Arc is cut from the
same bold); as an example of Debussy's
third manner, it has its undeniable interest;
as a piece of continuous music (which
Debussy never intended it to be), Le Martyre
has its drawbacks.

AUGUST 1955

Several years ago. Allegro published a
recording of this music performed by che
Oklahoma City Symphony Orchestra and
Chorale under che direction of Victor Ales-
sandro. It was hy no means a contemptihle
efforc and spoke exceedingly well for che
state of music south of the Ozarks. The new
recording hy Ansermet, however. quite
eclipses it, both technically and musically.
Passages that sounded muddy and scamped
in the older version are clearly arciculaced
here hy Ansermet’s superior instrumentalists
and singers; greater care has been paid to
the halance between orchestra, chorus, and
soloists; and the simulation of hall presence
is far more successful. R. G.

FALLA
El Sombrero de Tres Picos (Suite of
Dances)

tTurina: Sinfonia Sevillana
Orquesta Nacional De Espana,
Argenta, cond.

Ataulfo

LONDON INTERNATIONAL TW 91013. 12-
in. $4.98.

FALLA

Dances from The Three-Cornered Hat;
El Amor Brujo

t+Chabrier: Espaiia Rapsodie

Diana Eustrati, mezzo-soprano; Berlin Phil-
harmonic Orchestra (Bamberg Symphony
for Chabrier), Fritz Lehmann, cond.

DECCA DL 9775. 12-in. $4.98.

The jota and the polo gitano affect the
pulse rate of Falla's works, but performers
need be neither Aragonese nor gypsy to
get to the heart of his music. In fact, few
really successful Falla recordings have come
out of his homeland; Argenta’s lack-lustre
version of the Three-Cornered Hat Dances
reveals the extent of the gap between the
real Spain and the musical country that
Falla glorified. Though recorded figurative-
ly, within the shadow of the Fscorial and
the Alhambra, it wants color and loses
profile because the rhythms are limp and
the playing is rarely incisive. Falla was a
meticulous craftsman in an era of fastidi-
ous musicians, and though precision is not
everything with him, certainly, it is ac least
a first principle. Nor suprisingly the finest
Sombrero on records comes from Geneva,
the watchmaking center and Suisse Ro-
mande town.

Turina's Sinfonia Sevillaria is a three-
movement pictorial symphony of no great
subtlety or symmetry, culminating in a
Fiesta that runs true to splashy stereotype.
The playing is idiomatic, perhaps, but also
flaccid in contour and perfunctory in
rhythm. It is nor given to Argenta to hear
Seville as others hear it — or rather heard
it, when the cante hondo was still in flower.
The orchestral sound is flat and dulled.

The Lehmann Falla performances are on
a higher level of sonic and instrumental
merit, but they have a stiff, mechanical air.
thac suggests the conductor has never
thought of either work in a dancer’s terms.
At least he achieves ample clarity of line.
and Eustrau, the mezzo-soprano in Amor
Brujo, has a fair understanding of the dra-
matic values involved. The Chabrier Rap-
sadie, being more synthetic to begin with.
fares better than the others in Lehmann's
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literal interpretation. Technically the disk
is bright and clean-sounding.
FRED GRUNFELD

FAURE

Sonata for Violin and Piano, No. 1, in
A major, Op. 13

tFranck: Sonata for Vielin and Piano, in
A major

Joseph Fuchs, violin; Arcur Balsam, piano.
Drcca bL 9716, 12-in. $3.98.

Fuchs and Balsam are serious, thoughtful
musicians with virtuosic abilides, and che
tonal richness, sincerity of incerpretation,
and balanced ensemble that they bring to
these two glorious works makes cheirs one
of the most desirable presentations on disks.
This is chamber music as it should be played,
reproduced with appropriate fidelity and
opulence of sound. P. A

FIBICH
The Bride of Messina (excerpts) — see
Smetana: Dalibor.

FRANCK

Sonata for Violin and Piano, in A major —
see Fauré: Sonata for Violin and Piano,
No. 1.

FRANCK
Trio in F-sharp major, Op. 1, No. 1
—see Chausson: Trio in G minor.

GLANVILLE-HICKS
The Transposed Head's

Audrey Nossaman (s), Monas Harlan (o),
William Pickett (bn), Dwight Anderson
and Robert Sutton, speakers; Kentucky
Opera Association Chorus, Louisville Or-
chestra, Moritz Bomhard, cond.
LOUISVILLE 545/6. Two 12-in. (3 sides)
Sold by subscription only.

This is the first of the operas commissioned
by the Louisville Orchestra to make its ap-
pearance on records. The libretto is adapted
from a novel by Thomas Mann. Shrida-
man. a young Brahmin, marries Sita, wooing
her. according to Hindu custom, through
his friend. Nanda. Sita falls in love wich
Nanda, whereupon both the tenor and the
baritone cut their own heads off before a
shrine of the goddess Kali. Kali orders Sita
to put the heads back on the bodies so
that she may restore Shridaman and Nanda
to life. Sica, in her agitation. switches che
heads, and the two men are revived in this
scrambled form. A sage proclaims that it
is the head which counts, so Sita goes off
with her husband’s head actached to her
lover's body. Soon, however, "“Sita hegins
to pine for che parts she lacks.”” (That's
what it says on the leaflet.) The triangle is
resolved by general suicide.

How chis absurdity can be staged is not
easy to imagine. The music is based very
largely on Hindu macerial; the composer
says she could handle such themes without
doing violence either to them or to her own
style because she has “shed the harmonic
dictatorship peculiar to modernists and . . .
evolved a melody-thychm struccure that
comes very close to the musical patterns of
the antique world.”  This sctement s
excremely difficult to accept.  What Miss
Glanville-Hicks has actually done is adapt
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her Hindu tunes to a highly conservative
and rather obvious Western harmonic scheme
and in forcing them into the straitjacket of
Western intonation she has done them the
utmost, not to say the final violence. When
she abandons her Hindu idiom, Miss Glan-
ville-Hicks sounds a good deal like Menotti;
Sita is, in fact, a sister under under the skin
to Madga Sorel of The Consul.

~The performance is excellent and the
recording is quite adequate. — A. F.

GOUNOD
Mireille

Janerte Vivalda (s), Mireille; Christine
Jacquin (s), Clemence; Madeleine Gayraud
(s), Vincinette; Christiane Gayraud (ms),
Taven; Nicolai Gedda (t), Vincent; Michel
Dens (b), Ourrias; André Vessieres (bs),
Ramoén; Marcello Cortis (bs), Ambroise;
Robert Tropin (bs), Ferryman. Chorus of
the Aix-en-Provence Festival and 1'Orches-
tre de la Société des Concerts du Conserva-
toire, André Cluytens, cond.

ANGEL ANG 3533. Three 12-in. $15.98
(or $10.44).

Gounod's Alireille is a singular opera,
which, 1 suspect, will appeal enormously to
a rather limited group whose literary
temper is of a certain sensitively romantic
sort, and whose taste in theater music does
not require overmuch—in the way of
pungent characterization or sharp dramatic
impacts. Others may find the whole affair
pretty pale and uncompelling.

The work has been popular in France
alone. Never, since its premiére in 18064,
has it been able to fight its way into the
repertoires of opera houses in other coun-
tries. It is a sort of local opera, a Pro-
vengal devoir adopted by the nation, in
somewhat the same way that Charpentier’s
Louise is adopted because it is a view of
Paris.

The libretto of Mireille, by Michel
Carré, is based on the poem Miréio by the
great Provencal regional poet, Frédéric
Mistral. At the 1954 Aix-en-Provence
Festival, and consequently for this record-
ing, the version used was that in five acts,
as reconstituted by Reynaldo Hahn for the
1939 revival at the Opéra-Comique, where
Aireille is well on its way towards its
gooth presentation. This version differs
substantially in a number of regards from
that current since 1874 and described in
many operatic story-books. The plot poses
no great difficulties for the listener, except,
perhaps, when supernatural forces affect
the action. The heroine, Mireille, is a Pro-
vengal girl of good peasant family; she is
in love with a boy named Vincent, who is
honest but not very well off, and Vincent
loves her. But so does one Qurrias—a
bull-tamer, or Proven¢al cowboy — and he
has the backing of Mireille's father. Com-
plications lead to a fight between Ourrias
and Vincent, and after having hit Vincent
with his ironshod bull-taming tool, Ourrias
is drowned by water deities, Rhone variety,
who are unfavorably impressed by his
behavior.

But that is only the end of Act III. Sad
and distraught, Mireille hears about what
has happened to Vincent and wanders out
into the wild desert place called the Crax,
singing of her love, the cruelty of life, and
so on, in some of the most dramatic and
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impressive emotional outpourings that
Gounod wrote. Finally —in this version
— she struggles out of the Crax towards
the Chapel of the Blessed Marys, where she
has a longstanding appointment with Vin-
cent. He is there, only slightly battered,
having been patched up by old Taven, the
local white witch. But Mireille has cooked
in the desert sun too long and, quite out of
her head, dies in his arms while the rest of
the cast stand around and are sorry and a
voice calls her to Heaven.

The story may seem no great prize, but
Gounod's score is very pretty — in the Crax
scena rather more than that. And, without
overselling its Provencal character, it does
make very skillful use of local color,
though most of the music is essential
Gounod and has nothing in particular to
do with Mistral or with Provence at all.

And it has the same practical character-
istics of all but the very best moments of
Gounod's operatic music — that is, it needs
singers of great personal force if it is not
to seem slightly insipid. The sirgers in the
Angel set—and it is likely to be the only
set for quite a while, so the interested
listener might as well bear with them —
have everything but this personal force.
Janette Vivalda — borrowed, if memory
serves, on relatively short notice by the Aix
impresarios from the opera house at Monte
Carlo—is a good, competent French-type
lyric soprano with a clear, cold, vitrified,
not very colorful voice, but she certainly
knows her way atound the role. Nicolai
Gedda sings the set pieces with lovely tone
and control of line; Michel Dens is very
stylish and emphatic enough as OQurrias;
and the others sing with uniformly intelli-
gent projection, The conducting of André
Cluytens is that of an experienced musician,
if not of a terribly imaginative spirit.

The set is beautifully gotten out, with a
fifty-page booklet that contains pages of
literary appreciation of Provence and many
beautiful pictures, but with no really ade-
quate systematic notes on the work and
with a libretto translation that gives no
very good feel of the poetry. There is a
glossary of local terms, but no positive
indication that the translator knows the
difference between a bull and an ox; where
taming is concerned, I should imagine that
it does not matter. The French Columbia
pressing of the same performance won a
Grand Prix du Disque award. J. H. Jr.

HANDEL
Messiab

Adrienne Cole (s), Watty Krap (a), Leo
Larsen (t), Guus Hoekman (bs); Chorus
and Netherlands Philharmonic Orchestra,
Walter Goehr, cond.
MusicaL MASTERPIECE SOCIETY MMS 2019.
Two 12-in.  $5.00.

Imposing elements and very low cost justify
4 longer scrutiny of this album than its
many and hurtful cuts would seem to deserve.
The Musical Masterpiece Society has the
grace to call the edition a *'concert version,™
by way of warning for those who wish their
Messiab complete, and in spite of the ex-
cisions the four sides last more than two
hours. The principal omissions are "And
he shall purify,” “"His yoke is easy,” and
“How beautiful are the feet,” besides a
number of items less prominent. But the
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solo soprano is a delight, and the soprano
section of the choir sweeps the heavens.
The conductor alternates between projec-
tions of carefully prepared and fervid belief
and docile acceptations of a story told too
often in the same manner. The remaining
solo voices are not notable, but the English
enunciation is excellent by these Nether-
landers, solo and in choir, without the dis-
traction of a foreign semblance.

The wind parts added by Mozart are used,
and this writer has never been able to share
the horror professed by some that Mozart
dared this. The Scherchen and Boult edi-
tions are nearer “‘authenticity’” than this
one, but that is not where their superiority
lies. London gave to Sir Adrian splendor of
sound and Dr. Scherchen gave to West-
minster a boldness of examination and a
hypnotic leadership that set those versions
well apart from this one. The sound here is
of steadily satisfactory quality, with one
exception which may have been inherent in
the distribution of the vocal forces: the
sopranos dominate unduly, thus obscuring
polyphony and weakening drama. C. G. B.

HAYDN

Quartet in F minor, Op. 20, No. §

+Schubert: Quartet No. 10, in E-flat,
Op. 125, No. 1

Vienna Philharmonic Quartet.
TELEFUNKEN LGX 66G034. 12-in. $4.98.

Good professional playing on the literal
side, sober of fancy and shy of nuance, but
bathed in a balanced euphony a little
beyond the capability of the very clear but
somewhat dry sonics to reproduce perfectly.
A pittance more of resonance is needed.
Nevertheless it is a cool pleasure to have
violins sound with this easy smoothness
even when they seem too temperate. Pre-
sumably this kind of arbitrary coupling —
a quartet plucked from Haydn and another
from Schubert, with nothing but the four
instruments in common — hurts no one
but the manufacturer when other editions
of both are available. The competition in
the present case is limited to one version
of each work, but the Schneider Quartet’s
recording of Haydn’s Op. 20, No. 5 is
backed by No. 6; and the Konzerthaus
Quartet give both quartets in Schubert’s
Op. 125 on one record. The opinion here
is that the earlier versions of both works
are decidedly more desirable in themselves,
with the rational couplings an attraction in
addition. C.G.B.

KARLOWICZ
Concerto for Violin and Orchestra, in A
major, Op. 8

tSzymanowski: Sonata for Violin and
Piano, in D minor, Op. 9

Halina Barinova, violin; National Philhar-
monic Orchestra, Kiril Kondrashin, cond.
(in the Karlowicz). David Oistrakh, vio-
lin; Vladimir Yampolsky, piano (in the
Szymanowski) .

COLOSSEUM CRLP 190. 12-in. $3.98.

Except for Chopin, the music of Poland
has, on the whole, suffered neglect at the
hands of Western performers — unde-
servedly so, as this record indicates.
Mieczyslaw Karlowicz (1876-1909) was a
more than ordinarily gifted composer, to
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judge from his Violin Concerto, an excep-
tionally melodious work, somewhat in the
spirit of Glazunov, and well knit themati.
cally. After hearing it, one wonders why
it isn't in the repertoire of some of our
own concert violinists; it would be a re-
freshing relief from the usual run of works
for violin and orchestra that we are com-
pelled to listen to season after season. It
is a pity that its composer’s life was cut so
short (by a mountain avalanche when he
was only thirty-three). The performance
by Halina Barinova is masterly, and Colos-
seum has obliged, for once, with a halfway
respectable recording, though there is some
hollowness in the orchestral tone.

The Szymanowski sonata is another ex-
ample of first-rate Polish music, colored by
some derivations from Brahms and Franck;
it is well worth hearing and has been more
than adequately reproduced. P. A.

LISZT

Concerto for Piano and Orchestra, No. 1,
in E-flat major — see Chopin: Concer-
to for Piano and Orchestra, No. 1.

LISZT

Consolation No. 1; 