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Robert Oakes Jordan

In the article reproduced here, just as it
appeared in the May 16 issue of *‘Down
Beat’'. Mr. Robert Oakes Jordan reports his
completely unbiased and impartial findings
on the vitaily important subject of ta_pg
quality. A leading authority in the high-
fidelity field, and tape recording in partic-
ular, his comments are of interest to all
users of tape recording equipment, profes-
sional and amateur alike,

WINS INDEPENDENT TAPE TEST
BY LEADING HI-FI AUTHORITY

. . .as reported in
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By Robert Oakes Jordan

IT LOOKS AS though 1956 will be

a year for magnetic tape recording.
Perhaps it might be wise to review the
subject of tape.
i Looking back over the recent history
of magnetic recording and its plastic
tape medium, it is easy to see the
progress in both.

Factors, more often than not over-
looked, which are concerned with the
use and storage of tape should be
known and used by every personw hav-
ing a tape recorder.

During the last year, one of the
long-term projects at our laboratory in
‘f@' Highland Park, Ill., has been the inde-
pendent study of magnetic recording
tape. We are interested in finding out
just which practises in its use must be
observed and how the user can best
assure the safekeeping of his recorded
tapes.
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% by manufacturers as samples. The
bulk was bought by the laboratory.
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In this a nontechnical report, we wiil
tell of those factors considered most
important for the tape user. It is our
opinion that output consistency is the
single most important factor governing
the choice of any recording tape. Out-
put consistency means that the tape
must produce the same quality of
sound as it is played back, month after
month, year after year.

If the manufacturer has complete
control of his tape production proc-
esses, then serious variation should
not occur. If there are variations in
the thickness of the oxide, its compo-
sition, or its method of application to
the plastic base, then there will be a
variation in the performance of the
tape. If the user gets too little signal
in playback or too much, either is
a serious tape fault.

IT IS SELDOM possible for the tape
user to judge the quality of the tape
he uses because faults and inconsis-
tencies identical to tape failures may
be caused by poorly adjusted or main-
tained tape recorders, Virtually any
brand of tape will provide adequate
results from the majority of nonpro-
fessional recorders now on the market.

However, if you want professional
results, then reel-to-reel, Bagcﬁ-%-ﬁfcfi
tput _consistency 1s iniportant.
I the tests, we found some remark-
able varTations n marketed faves for
nsumer use. Among those faulis
found most of

ten are these:

® Nonuniformity of oxide coating,
causing signal - level variations or
“dropouts” in which little or no sig-
nal was recorded.

@ Pits or pocket voids, where air bub-
bles or dirt have caused very small pits
in the oxide coating. In some cases the
ring magnetization of the rim of these
pits or holes will cause playback signal
variation.

[ J No.nzmiformity of plastic base sur-
face, in which, if the plastic base has
microscopic hills or valleys in its sur-
face, the oxide coating, though perfect-
ly smooth at the playing surface will
vary in depth along the tape. This can
cause that noise-behind-the-signal, per-
plexing to professional recording en-
gineers as well as amateurs.

® Uneven slitting, in which the mag-
netic tape is processed and coated in
wide rolls and must be slit to what-
ever marketable width is desired.
Large roller knives must be employed
in the slitting process. If these knives
get dull or exhibit any heat change
one to another, the tension of one slit
gdge of the tape varies from that of
its other edge. This change of edge
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The tape test described by Mr. Jordan emphasizes two very important
facts. (1) Different brands of recording tape vary widely in output
uniformity. (2} Of all the leading brands tested, standard plastic-base
Audiotape rated highest in consistent, uniform quality.

This outstanding Audiotape performance is the calculated result of
extra care and precision in every step of the manufacturing process,
from selection of raw materials to final coating, slitting and packaging.
And this same uniformity extends throughout the entire Audiotape line.

Now there are 5 DIFFERENT TYPES of Audiotape, with base material and
thickness to meet the exact requirements for every recording application.
But whatever type you select, there’s only one Audiotape quality—the very
finest that can be produced. Ask your dealer for our new Bulletin No. 250,
describing the newly-expanded Audiotape line. Or write to Audio Devices,
Inc., 444 Madison Ave., New York 22, N. Y.

AUDIO DEVICES,

In Hollywood: 1006 N. Fairfax Ave. ® In Chicago: 6571 N. Olmsted Ave. ® Export Dept:

4
tension over the length of a reel of \
tape will cause erratic travel of the §
tape over the recording and playback
heads. g
® Poor oxide adhesion to the plastic
base. While this fault is becoming y
more and more rare, it is still a factor
to consider when buying “bargain”
or used bulk tape. The drawbacks to
good recordings are evident in the clog-
gm:g effect of the loosened oxide pow-
er.

-“"—M‘_“,AM‘—M i I ey .

After the tests, we chose Audio

Tape Type 51, made by Audio De-

Vices whith thiough two Jeate oF Tosks
and use, provi O De the most consis-
tent of a]i the major tapes.
e 3¢ J
R iih.

444 Madison Ave.,
New York 22, N. Y.

inc.

13 East 40th St., New York 16, N. Y, Cables ‘'ARLAB"
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THE MAGAZINE FOR

This Issue. The question of whether or not
we soon may face a shortage ot qualified
conductors, which our two leading articles
deal with, was bhrought up indirectly by
Jacques Barzun. Lately finished with his
book Music in Awmerican Life, he wanted to
write for us a commemorative piece on his
friend Erich Kleiber. Considering this, we
called Remy Van Wyck Farkas, artists-and-
repertoire director at London Records, to ask
him if there existed any substantial backlog
of Kleiber tapes still to be issued as records.
Sadly, Mr. Farkas admitted that the backlog
consisted of a single Eroica. He proceeded
then into a hearttelt plaint on the disappear-
ance of the breed of great masters of the baton.
He even, in a rarc piece of intercompany
generosity, voiced the hope that EMI-Angel
would make the best possible use of the
genius of Sir Thomas Beecham. It seemed to
us that Mr. Farkas had a topic worth explor-
ing, so we asked Mr. Barzun to go ahcad, while
we looked around for someone to contribute
a companion article. Since Robert Charles
Marsh had recently put out a hook called
Toscanini and the Art of Orchestral Performance,
and had written articles on Beecham, Scher-
chen, and Rodzinski, we deduced shrewdly
that he was interested in conductors and
conducting, and asked if he'd be interested in
discussing where new conductors come from.
He was, and did so, last thing before leaving
England for the United States.
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In cities with

their own Symphony Orchestras,
and wherever else listeners

can compare reproduced with
live music, the preference is for

among them the IBB-305

A 30-Watt, three-way Speaker Sys-
tem in an elegantly-styled infinite-
baffle enclosure, with superb tonal
and dynamic precision from 35 to
beyond 16,000 cycles.

Stee ﬂﬂmy Lesl cre Soeend

EXPORT:
Electronics Manufacturers’
Export Co., Hicksville, N. Y.

THE R.T. SALES 00,

B8OX 966, DARIEN CONNECTICUT
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SIR:

Long ago I realized that art, music,
literature had been handed over to the
advertising men of Madison Avenue
... . I could hardly care to deny that
journalism is an art of its own, but
what such has to do with the realm of
music when  practiced by a Henty
Pleasants is beyond me . . . .

[Pleasants writes, in HIGH FIDELITY,
June 19567}: “The accomplishment of
the microphone for the vocal art may
be simply stated: it has restored the
acoustical circumstances under which
bel canto singing matured and flour-
ished in the seventeenth and cight-
centh centuries.”” Does this mean that
we regularly hear Louis Armstrong,
Ella Fitzgerald, Sarah Vaughan, Billie
Holiday, Judy Garland under the
“acoustical advantages of the small
baroque theater and the large baroque
salon?" T thought it was Birdland, and
our large cinema palaces, and noisy
blaring atmospheres which gave jazz
and its by-products of popular music
their impetus.

“Around the turn of the century the
trend to bigness and magnificence and
forcefulness in classical music, the
taste for the overpowering and the
transcendental, was continued ad ab-
surdum in the operas of Strauss, Berg,
Mascagni, Giordano, Catalini, Cilea,
and, to a lesser extent, Puccini.” Ear-
lier. Mr. Pleasants states that Verdi,
Meyerbeer, and Wagner made the at-
tributes of power essential and are
therefore cqually guilty. Follows a
snide remark on the rank and file of
opera and song-recital devotees. T put
it that the rank and file of wvocal
enthusiasts know more about the sub-
ject than does Mr. Pleasants. Does one
have to shout to sing Rosenkavalier
and Arabella; does one have to shout
in L' Amico Fritz, in Adriana Leconrv-
renr, Fedora? . .. . And why Puccini
“to a lesser extent?” You need more
power to sing Tosca, Butterfly, Manon
Lescant, Turandot, Fancinlla del West
than you do to sing any opera of Rich-
ard Strauss or Wagner. T don’t want

Continned on page 9
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LETTERS
Continned from page 4

Mr. Pleasants citing Elektra as a
rebuttal either, for it simply won’t do
to categorize an entire output by a
single possibly specific example,

As for this turn-of-the-century ba-
loney — don't you need a big voice for
Leonore and Florestan in Fidelio?
Don’t you need a big voice for Donna
Anna and Donna Elvira in Don Gio-
vanni? Don’t you need a big voice for
Aeneas in Troyens (Berlioz); for
Medea (Cherubini)? By the same
standards, do you need a big voice for
Pelléas et Mélisande (Debussy) or
L'heure Espagnole (Ravel)? . .

I understand the theses of Mr.
Pleasants to be the following:

1) Fitzgerald, Armstrong, Como,
Sinatra, Crosby, Vaughan are great
artists, (Is this a startling revelation?
After all, the stupid rank and file that
Mr. Pleasants belabors arrived at this
conclusion long before Mr. Pleasants,
as he himself admits.)

2) The microphone will (or can)
restore proper (to Pleasants) values of
the singing art: "It is not the singer
who exploits the mike, as is the case
with the jazz and ponular singer; it
is the mike, as regulated by the sound
engineer, that exploits the singer.” In
what recording studio has Mr. Pleas-
ants been working? Doesn’t he know
of the multiple tapes and echo cham-
bers that are part and parcel of popu-
lar music today? Does he know that
class artists like Sinatra, Como, Fitz-
gerald, Crosby have in their constant
employ gifted orchestral arrangers
who tailor the material to ideal fit for
the interpreter, and that these men and
women definitely consider the micro-
phone as one of their vital components.
He is quite correct in stating that popu-
lar artists exploit the microphone
(with the necessary help of the engi-
neer), but opera and concert personnel
as a general rule will not and cannot
tam per with Beethoven, Verdi, Mozart,
and  Puccini. The music is written
down and, if you transpose it or har-
monize it differently, you will only be
kidding Mr. Pleasants.

Looking for authority, Mr. Pleas-
ants believes that Chorley and Hans-
lick would have frowned aesthetically
on the kind of vocalism we hear today.
Who can speculate about this except
Mr. Pleasants? Tt is, however, stated
by Chorley that the end of the great

Continned on next page
g
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. Fomous enight Hi-f Componoit®

THE VERY FINEST FOR LESS:

Knight Custom components are built to ALLIED's
own special high standards to deliver outstanding
musical quality with distinguished appearance
at money-saving minimum cost. Each vnit is
vnconditionally guaranteed for one full year.

Low Cost knight "‘Uni-Fi"
Tuner-Amplifier Combination

The high quality complete ensemble
for limited-space applications, ex-
clusive with ALLIED at very low
cost. Features single chassis con-
struction including Hi-Fi FM-AM
tuner, preamplifier and amplifier
complete. Extremely compact cab-

b = inet (4% x 1514 x 1114") fits anywhere; simple to install.
Features automatic frequency controi; crystai or magnetic

phono input; 3-position record equalizer; separate bass,
Onl)' treble controls; volume-loudness control; output and input

15 x 1014").

$104%

(less cabinet)
Only $10.50 Down on
Easy Payments

knight Deluxe 24-Watt Amplifier

Superb amplifier compactly housed in beau-
tiful “space-saver” metal cabinet finished
in handsome cork-grain with gold-tone con-
trol panel. Custom quality featuring: fre-
quency response, + 0.75 db, 20 to 40,000
cps; 16 positions of record compensation;
variable damping control; continuously
variable loudness control; rumble filter;
separate tone controls; hum balance adjust-
ments, etc. Custom designed to satisfy the
most discriminating audio expert—available
at amazingly moderate cost. Size: 4 x 1514
x 11”7, Shpg. wt., 30 lbs. s 2

945Z701. NET only . ........... 9425

Only $6.20 Down

knight ‘"Bantam’ 12-Watt Amplifier

Magimum value in a versatile, top-quality
amplifier. Features include: 3-position
record compensation; variable damping con-
trol; loudness control; frequency response of
+ 0.5 db, 20-20,000 cps; six inputs; built-in
preamplifier; separate bass, treble tone con-
trols. In handsome metal case, with smart
cork-grained finish. “Space-saver’” design,
only 314 x 13 x 10}4”. An exceptional value.
Shpg. wt., 14 1bs. s

94 SX 700, NET only. .. .......... 6195

ALL PRICES NET F.O.B. CHICAGO
Order today from

94 $X 730. Chassis only. Shpg. wt., 17 lbs. NET
94 SZ 731. As above, in cork-grain finish metal cabinet. Shpg.

wt, 191tbs. NET ... ... ... .. ... ... ... ... $109.95

Only $9.45 Down " :

ALLIED RADIO

for tape playback and recording; built-in antennas, etc.
Available in cabinet illustrated or in chassis form (4} x

"104*

knight Deluxe Basic FM-AM Tuner

Matches the Deluxe Amplifier; same attrac-
tive cork-grain finished metal case with
gold-tone control panel. Outstanding
features: ‘“‘Lock-in”” FM tuning (AFC);
tuning meter for FM and AM; tuned RF
stages on FM and AM; sensitivity: 5 mv
for 30 db quieting on FM—5 mv for 1.5
volts on AM; FM discriminator with double
limiter; 2 cathode follower outputs—detec-
tor and tape recorder, ete. Circuit includes
11 tubes plus rectifier. An exclusive ALLIED
Hi-Fi tulxl;er value. Size: 4 x 13%4 x 10”. Shpg.
wt., 17 lbs.

94$X702. NETonly ... ... .. .. 59450

only

%6295

Only $6.30 Down

knight "'Bantam’’ Basic FM-AM Tuner

The perfect companion for the ‘‘Bantam’
amplifier, in the same beautiful cork-grain
finish metal case, only 314 x 11} x 914",
Features: “"Lock-in”> FM tuning (AFé);
latest 7-tube circuit; temperature-compen-
sated oscillator to prevent “warm-up’’ drift;
output level control; high sensitivity and
exceptional frequency response: FM limiter
and discriminator; built-in AM and FM
antennas, etc. Shpg. wt., 10 lbs. $

945X 703. NET only . . ....... ... 6295

Amrarica’s Mi-Fi Center

I ALUED RADIO CORP., Dept. 49.H.6 I
| 100 N. Western Ave., Chicago 80, 1ii. |
I Ship the following KNIGHT Hi-Fi components: l
I |
|
I 3. enclosed |
Shows you how to select Hi-Fi sys- | ([ ] Send FREE 100-page ALLIED Hi-Fi Catalog 1
tems and components at lowest cost; i l
offers the world’s largest selection of I Name- I
Hi-Fi equipment. Send for your FREE | Address l
copy of this valuable book today. 1 1
LSy e e
9

WwWWW . americanradiohistorv.com


www.americanradiohistory.com

Only planned high fidelity
can give you true high fidelity!

Putting together a hi-fi system for vour

home can be simple—and it probably
will cost a ot less than you think!
Here at MusiCraft we offer the kind
of information and guidance that will
help you get started right and avoid
mistakes.

As you may know, possible combi-
nations of components are practically

limitless. We're happy to help you
choose what will best suit your home
and your budget. You can start small
and add as you wish.

Stop in at MusiCraft soon or write
us for further information. Let us help
you plan the kind of high fidelity
system that will give you #rue high
fidelity.

Send your name and address if you would like to be on our mailing list for our

announcements. Would you like a free copy of ‘““Understanding High Fidelity”?

If you want to ‘‘build-it-yourself’’ and save—MusiCraft
has a complete line of component parts in stock. The

step-by-step directions are easy to
follow—and you can feel free to call
on us for any technical assistance

You may need.

48 East Oak Street * Chicago 11, lllinois * DElaware 7-4150

Lowest Prices + Largest Component Selections « Complete Custom Installation Service

10
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LETTERS
Continued from preceding puge

Luigi Lablache came when he could no
longer manipulate “Swoui la tromba”
(Puritaniy. He could no longer sonid
the trumpet — but perhaps Mr. Pleas-
ants understands no Italian and missed
the play on words.

Mr. Pleasants’ article is so full
of holes that practically every sentence
is ludicrous. “'Jazz and popular singing
are notably free of this dependency
upon the magnificent. The success of
Mario Lanza with the popular music
audience is an exception.” An excep-
tion that involves sereral million peo-
ple? And Elvis Presley is just another
“intimate” artist? Rock and Roll for
your baroque chambers? Well, if Arm-
strong, Vaughan, and Fitzgerald are
bel canto exponents — won't lovable
Louis, Sarah, and Ella be sur-
prised! . .

Frankly, T wish Mr. Pleasants could
move back into the days of Chorley
and Hanslick, and let us poor fools
continue to glory in the gargantuan
sounds of the modern orchestra and
the stentorian outbursts of Mario del
Monaco, Renata Tebaldi, and com-
pany.

Remy Van Wyck Farkas
Director—Artists and Repertory
London Records, Inc.

New York, N. Y.

P. S Frank Sinatra loves Italian opera
and is addicted to the rerismo school,
like most Ttalians. T used to sell him
records, so I know this. Tt should be
obvious to anyone that the style of
Sinatra is anything but intimate and
is pure twenticth-century rerismo car-
ried into his type of material. He
doesn’t accent power because usually
the material doesn’t warrant it. How-
ever, when he attempted O Man
River a few years back, he put aside
the microphone and gave it all he had,
to show that he did have a voice.

Mr. Pleasants replies:

About 1770 Metastasio told Burney that
he did not think there was then one
singer left who could sustain the voice
in the manner "the old singers used to
do.” I endeavoured 1o account for
this,” Burney continues in his repore of
the interview, "and he agreed with me
that theatrical music was become oo
instrumental: and that the cantatas of the
beginning of the century, which were
sung with no other accompanimenc than
a harpsichord or violoncelio, required
better singing than the present songs, in
which the noisy accompaniments can

HicH FIDELITY MAGAZINE
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hide defects as well as beauties, and give
relief to a singer.”

What, one wonders, would Metastasio
have thought of Elektra — or of Mr. Far-
kas' Twurandot or Fedora? Or even of
Medea and Fidelio?

I have merely said that the microphone,
skillfully used by the most ardistically
gifted and accomplished of the popular
and jazz singers, makes it possible to
sing to large audiences with an intimacy
and refinement of phrasing and enuncia-
tion which, for the reasons I cited, is no
longer characteristic of most  classical
singing. 1 did not say that this is true
of all jazz and popular singers. 1 did
not mention rock 'n' roll; and 1 most cer-
wainly did not mention Elvis Presley. If
Mr. Farkas thinks that Arabella and Adri-
ana Leconrreny are normally sung wich-
out shouting, and if he thinks that Sinat-
ra's singing is not intimate, I suspect that
he may be insensitive to the refinements
I was talking about.

His familiarity with the Italian lan-
guage should remind him that bel cauto
means beautiful song. And if he cannot
hear the beauty in the singing of Sarah
and Ella, I can only assume that he has
been  deafened by the swono of Del
Monaco’s tromba.

Henry Pleasants
Berne, Switzerland

SIR:

In order to make my Becthoven series,
now running on the Canadian Broad-
casting  Corporation’s  Trans-Canada
Network, as complete as possible, T am
most anxious to obtain a copy, in good
broadcastable condition, of Vox pr
6820 — Beethoven's Cantata, The
Deuath of Joseph the Second.

Some copies of this record must cer-
tainly have been issued, but so far the
most painstaking scarch, here in Can-
ada, in New York, at both American
and English Vox, has failed to turn
up a single one.

Will any rcader who has a copy of
this disk which he will ecither lend.
give, or sell, please communicate with
me at the address below.

Allan Sangster
P.O. Box 300
Stouffville, Ont.
Canada

SIR:
Congratulations  on  the article by
James G. Deane on page 6o of the
April issue concerning scratches and
nicks on LP disks! T hope many
other readers are vocal about this
affront to the ears so that the record
manufacturers will stop pushing de-
fective merchandise onto the pub-
lic. ...
Gevrge Meyer
Greensburg, Ind.
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WORLD'S FINEST ALL-TRIODE AMPLIFIER « EQUIFPED WITH POWER MONITOR AND Z-MATIC =

Tz PP
ISHER.

55 Watt Amplifier

LENIY OF POWER for your present and any possible future needs.

The new Model 55-A is a laboratory instrument designed for home
use. Delivers 35 watts at less than 1% distortion — and handles 110-
watt power peaks! Drives even the lowest cfficiency loudspeaker system
to full output. Exclusive FISHER PowER MONITOR, a full-size, illumin-
ated Power OQutput Meter, makes possible correct adjustment of output
tube bias. It also indicates average audio power. Completely new
Z-Maric Variuble Damping Factor Control. Has three times the range
of ordinary controls. Massive transformers, laced cable wiring, terminal
board construction — all are in the FISHER tradition, $'| 69.50

Outstanding Features of THE FISHER 55-A

® [ess than 19, harmaonic distortion at 35 watts (0.05¢, at 5 watts, 0.08¢, at
10 watts.) ® Handles 110 watts peak. 8 [M distortion below 0.4¢; at 10 watts
(DR at 45 watts, 2¢; at 50 watts.) ® Unilorm response +0.1 db 20 to
20,000 eps. (within 1 db. 5 to 100,000 c¢ps.) B Power output constant within
1 db at 50 watts, 15 to 60,000 cps. ® [lum and noise better than 92 db hel nw
full output! B Bias Control to halance output tubes. B Z.MATIC provices
variable damping, from 32 to 0.08, ® Less than 1 volt inpat produces full out-
put. B Input Level Control. ® 8 and 16-chm output impedances, ® Auxiliary
AC receptacle. s17t: 1407w, x 9337d. x 857 high, st viNG wiac : 50 1bs.

Price Slightly Hisher In The West

WRITE TODAY FOR COMPLETE SPECIFICATIONS

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

® Engincered for the professional, functionally designed for the home, THE FISHER Tuners are
characterized by extreme sensitivity, micro-accurate tuning and prccision workmanship throughout.

THE FISHER FM Tuner - Model FM-40

m A compact, beautifully designed instrument at moderate cost, for discriminating
users. Stable circuitry and simplified controls muke this remarkable tuner excep-
tionally easy to use. Meter for micro-accurate, center-of-channcl tuning, Sensitivity:
3 microvelts for 20 db quicting. Supplied with folded dipole but can auccommodate
300 or 72-ohm antenna systems. Drift-free circuit has three outputs: Cathode follower,
Detector and Multiplex. Eight tubes, sclf-powered. Handsome hrushed-brass pancl
for top appeurance. SiZt: 1234”7 wide x 747 deep x 47 high. wEIGHT: 15 pounds.
Mahogany or Blonde Cabinet lvailable.

Chassis $99.50 - Cabinet $14.95

THE FISHER FM Tuner - Model FM-80

®m Equipped with fwn meters the FM-80 outperforms any existing FM tuner. Com-
bines extreme seasitivity, flexibility, and micro-accurate tuning.. Unusually compact,
exceptionally engincered chassis. Armstrong system, two IIF stages, dual limiters.
cascode RF stage. Full limiting even on signals us weuk as one microvolt! 72 and
300-ohm antenna inputs. Completely shielded and shock-mounted. VHREE CONTROLS:
Variable AFC/Line Switch, Sensitivity, and Station Sclector. Twao bridged ontputs,
cathode follower type. 11 tubes. Brushed-brass control pancl. Self-powered.
sizt: 1237 x 7Y%” x 4”7 high. weign1: 15 pounds. Mahogany or Blonde Cuabinet.

Chassis $139.50 + Cabinet $14.95

THE FISHER AM Tuner - Model AM-80

® This is the high quality AN caunterpart of the famous FM-80 Tuner described
above. It combines the pulling power of a professional communications receiver with
the hroad tuning necessary for high fidelity reception, Designed ta rigid standards,
featuring a tuning meter for micro-accurate station sclection. Three-position adjust-
able band width. Extreme sensitivity—Iless than one microvolt produces maximum
output! Elusive and distant stations are hronught in with case. Three inputs, cathode
follower output. Ilight tubes. Self-powered. si76: 1287 wide x 7%” deep x 4”7 high.
WEIGHT: 15 pounds. Wahogany or Blonde Cabinet Available.

Chassis $139.50 - Cabinet $14.95

THE FISHER FM-AM Tuner - Model 80-R

m Acclaimed everywhere as the finest FM-AM tuner available. Works where others
e fail! Has fwo meters for micro-accurate tuning. features extreme sensitivity—1.5
Crme maswer O N . microvolts for 20 db quieting! Adjustuble AFC and AM selectivity, separate FM
an 9 Sf.’;.‘-‘ ,::,‘:.\:sn and AM front ends. Shock-mounted chassis, super-smooth flvwheel tuning. Com-
LRI p pletely shielded construction used throughout. Response within 0.5 db from 20 to
20,000 cveles. Distortion below 0.04¢; for 1 volt output. Cathade follower and
Multiplex outputs. Handsome, hrushed-brass control pancl. s1zr: 12347 wide x 837
deep x 47 high. wEGHT: 16 pounds. Mahogany or Blonde Cabinet Available.

Chassis $169.50 - Cabinet $17.95

THE FISHER FM-AM Tuner - Model 80-T

With Preamplifier and Complete Audio Controls

m Unequalled among FM-AM tuncrs with controls. Mondel 80-T is identical to
Model 80-R but has built-in Preamplifier-Equalizer. It uses fwo meters, for center-
of-channel indication and signal strength. Extreme sensitivity—1.5 mierovolts for
20 db quieting. Adjustable AFC, adjustable AM sclectivity. Designed with separate
FM and AM front ends. Response 20 ta 20.000 cycles, within 0.5 db. At one volt
output distortion is less than 0.49%. Contains phono and tape-head preamplitier,
with full equalization controls. Three inputs, two outputs, including Multiplex. 16
tubes. FIGItT CONTROLS: Seleetor, Variable AFC/ Line Switeh, Station Selector, Bass,
Treble, Equalization, Volume, 4-Position Loudness Balance. sizi: 12347 wide x 8%’
deep x 6”7 high, WriGHT: 21 pounds. Alahogany or Blonde Cabinet Available.

Chassis $199.50 - Cabinet $17.95

Prices Slightly Higher in the West

WRITE TODAY FOR COMPLETE SPECIFICATIONS

FISHER RADIO CORPORATION - 21-25 44th DRIVE - L. 1. CITY * N. Y.
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THE FISHER

® This outstanding equipment reflects the truly professional standards ot design and \\'or_l\'munshlp'
that have made FISHER the quality leader for two decades. Best in price and performance:

THE FISHER Master Audio Control - Series 80-C

8 “Breathtaking ' —Fdward Tatnall Canhy. The Master Aundio Control frnn‘be
used with any amplitier. Pravides professional phono and tape-head equalization.
Full mixing and fading facilities. Twa cathiode follower outputs. Uniform response
within 0.25 db, 20 to 20,000 eveles, M distortion and hom virtually nmx-nmasumklv.
IGHT CONTROLS: Bass, Trchic, Master Volume, Dual Pheno/Tape Equalization,
{.Position, Calibrated Loudness Balance, Main On-Off. Five Chnnnel-Selth‘lnr Push
Buttons. Five Input Miver /Level Cantrols. Seven Inputs. Self-powered. Miree AC
receptacles. Size: 1237 wide x 7347 deep x 43" high. weiGir: 10 pounds. Mahogany

ar Blonde Cabinet Available. Chassis $99.50 - Cabinet $9.95

THE FISHER Master Control Amplifier - Model CA-40

n Complete in every respect — combines the most advanced audio control with a
powerful 25-watt amplifier. 1 ess than 1€ distortian at 25 watts! Exclusive FISHER
TONESCOPE — a graphic presentation of Tone Control settings. Handsame two-tone
cabinet. Six inputs, Direct tape-head plavback and microphone preamplifier. 6 equali-
zation settings. Frequency response ==0.3 db 10 to 90.000 cycles! Hum and naise
better than 90 db below full output. Cathade follower tape recorder output. 4, 8 and
16-ohm speaker outputs. ConTRaiS: Volume, Loudness Balance (4-Position,) Selector
Equalizatinn, Main On-Off, Bass, Treble. Rumble Filter, Noise Filter. size: 124"
wide x 1034”7 deep x 57 high, weiGH: 24 pounds. $‘| 39.50

THE FISHER Laboratory Standard Amplifier - “soos

® Low in cost, terrific in quality?! It is the 13.watt amplifier thousands at hi-fi
enthusiasts have requested. Meets the most exacting demands. Traditional FISHER
waorkmanship, handeome appearance. Advanced design throughout. Frequeney re-
sponse within 0.1 db, 20 to 20,000 cycles at 15 watts. Less than (0.7¢, distortion.
1M distartion less than 1.5¢¢ at 10 watts. Ilum and noise better than 90 db below
full output. Internal impedance: 1 ohm for 16-ohm operation, giving damping
factor of 16, assuring low distortion and superior transient response. Qutput
impedances: 4, 8 and 16 ohms. s12zE: 137 wide x 414" deep x 6347 high. wiiG11: 13 lbs,

$59.50

1f1 MODEL
o
— ——===THE FISHER Lahoratory Standard Amplifier - "=
== y P
mI|||||||I|I|||||"||I|| I|||I|I|I| % Great new FISIIER amplifier with PowerScope, a viswal Peak Power Indicator.
I iy
1] |1U

e

i) |||I||||||I|||| More clean watts per dollar than any amplifier in its class. 60 watts peak! Less

||||||II|II|I lll“m;l : than 0.5% distortion at 30 watts (0.05% at 10 watts.) IM distortion less lh.nn 0.5¢,

|||""|||I|"n,,,‘w i TSR e at 25 watts. Uniform response within 0.1 db, 20 to 20,000 cvcles. Within 1 db,

MJHI""IH‘II'HIII" ¢ 10 to 50.000 cvcles. Hum and naeise virtnally non-measurable (better than 96 db
i

I!I|l||||||l||||I|||II|I|||||I» - below full output!) THREE
Uiy | 27

oNtils:  Z-Matic, PowerScope, and Input Level.
8 and lo-ohm outputs. S1zE: 15147 wide x 414~ deep x 673”7 high. WEIGHT: 22 pounds,

$99.50

THE FISHER Laboratory Standard Amplifier - "%

® Plenty of power for your present — and any possible future needs. 110 watts peak!
Less than 19, distortion at 55 watts (0.08¢% at 10 watts.) IM distortion below 2
at 850 watts, All-triode design. Exclusive FISHER Powgr MoNiTorR — an iHuminated
meter that indicates average audio power and makes possible correct adjustment of
output tube bias. Completely wew Z-MaTIC Variable Damping Factar Cantral

with three times the range of ordinary controls. IFrequency response -+0.1 dbh 20 to
20,000 cycles. Hum and naise better than 92 db below full output! Bias Control for
balancing output tubes. Input Level Control. 8 and 16-ohm outputs. Sizr: 1417 wide
x 947 decp x 8757 high. weiGHt: 30 pounds s-l 69.50

Prices Slightly ligher in the West
WRITE TODAY FOR COMPLETE SPECIFICATIONS

FISHER RADIO CORPORATION - 21-25 44th DRIVE- L. L. CITY 1 - N. Y.
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The Quality
Amplifier
distinguished

by these
outstanding

Wide-band response curve of amplifier, 2 cycles
per second to 160,000 cycles per second, mn
comparison with the audible band 20 c.p.s. to
15,000 c.p.s., assures effective feedback.

Square wave response at 300 c.p.s. fundamental
and 15,000 ¢.p.s. fundamental; the latter contains
harmonics to about 150,000 cycles and indicates
the degtee of damping attained.

features

Subchassis view of amplificr showing fine work-
manship, which ensures enduring reliability n
performance. In the long run there is no sub-
stitute for quality.

IMAIN AMPLIFIER
Power output 35 watts. Qutput imped-
ances 4, 7, 15 and 604L. Noise and hum
-90 db from full output. Harmonic
Distortion less than 0.1% at 15 watts,
0.3% at 35 watts. I.M. Distortion 0.4%
at 25 watts, 0.5% at 30 watts, 0.72% at
35 waus. Damping Factor adjustable
from 35 to infinity. Negative feed-back
26 db round amplifier.

Control  Unit  facilities
include radio, micro-
phone, pick-up and tape

recorder inputs; outlet

for tape recording; pre-set radio input attenuator as
insurance against overload; interchangeable com-
pensator plugs to meet the widc variation in pick-up
gain and optimum load requirements.

| CONTROL UNIT]

Controls: Bass, Treble, Low Pass Filter, Hl BN BN BN BN G BN BN BN Bm BN BN BR Bm BN e =
Volume, Selector for tape, radio and
microphone inputs and all standard
recording characteristics,. Low noise
circuitry. Cathode follower output to
power amplifier allows remote control
up to 20 feet.

MADE IN CAMBRIDGE, ENGLAND
BY PYE LIMITED

Makers of the Famous

Leafless giving fuller specifications and BLACK BOX RECORD PLAYER

design data are available on request.

atls
s

Diseributed in the U.S. 4. by

British Radio Electronics Ltd.
1833 Jefferson Place, N.W., Washington 6, D.C.

U.S.A. }Ampliﬁer $139-50
PRICES | Control Unit $59:50

Prices slightly higher west of the Rockies
16
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NOTED WITH INTEREST

Continued from page 14

ed. Fold the corners back and staple
them in place, using an ordinary office
stapler. You now have a plastic cover
that will slip over your turntable or
changer. It is no beauty to look at, but
it keeps the dust off.”

Obit “Swap-A-Record”

The “Swap-a-Record” column, started
some months ago, has had a merry
and useful life, but we now feel it
should be brought to an end. For one
thing, it takes up space which we
believe could be better (and more in-
terestingly) used. Quite a few readers
agree with this point of view; some
have been so commercially-minded
that they have suggested the “Trader’s
Marketplace” is the right column for
record swapping and selling informa-
tion.

And even the swappers themselves
have dried up. A few still want to
do some swapping, but availabilities
have dropped to a relative trickle.
Apparently, the swappers are all so
busy swapping, unpacking new ar-
rivals, card-indexing, and so forth,
that it’s going to take a while for
them to figure out where they are
and what they have left to swap!

So . . . adieu to the swap column.
If any great crisis develops in the
future on the swapping front, we'll
keep an open mind and could be per-
suaded to reopen it

Back Copies

We should put a heavy black border
around these paragraphs — they con-
stitute an obituary notice for back copy
lists.

After looking over the long lists
which appeared in July, it would seem
that, like the Swap-A-Record situation,
the haves and the have-nots are now
mutually acquainted and most trans-
fers have been made. What is left is
the normal flow of those who want to
sell and those who want to buy. As
HicH FIDELITY’s circulation grows,
the number of people in this situation
grows — and before we know it, we
have used up a sizable amount of
NWTI space.

So, we'll publish a final list of
haves who want to sell . . . and then,
unless a real crisis develops some-
where, we’ll let commercialism take

Continned on page 18

Hica FipELITY MAGAZINE
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LISTENING QUALITY, SUPERB!

“...overall smoothness instantly apparent” says The Audio League, reporting
on tests of the revolutionary new Sonotone Super-Fidelity Ceramic Cartridge.

To the many other advantages of ceramic cartridges,
now add response...“unusually smooth over its en-
tire range”. Those are the words of The Audio League
—and there is no more respected authority for expert,
impartial listening tests. Here are further author-
ized quotes from their April, 1956 report:

¢é...very substantial middle and bass performance.
It gives the impression of a more substantial extreme
bottom than one gets with a magnetic cartridge and
any of the several moderately good commercial pre-
amplifier-equalizer units...*®

¢4...a most appealing sense of balance of the various
portions of the spectrum...*®

$¢...in view of its excellent listening quality, it must
be considered an outstanding buy when used with an
appropriate amplifier...®®

Before you invest in another cartridge, get the full
facts on the revolutionary new Sonotone “3” series.

ELECTRONIC
APPLICATIONS
DIVISION

Worth building your entire system around—for it
gives you extremely important advantages no veloc-
ity type can match—including modest cost.

*Authorized quotation number 34 from Volume I, No. 12,
April 1956, of The Audio League Report. Complete techni-

cal and subjective report available from The Audio League,
Pleasantville, N, Y. Single issue $.50, twelve issues, $4.00.

Only Sonotone’s “Super-Fidelity’’ Gives
You Such Sound—Plus These Advantages:

1: High voltage output eliminates need for
pre-amplification.

o

Flat RIAA response without need for
equalization (tone controls suffice).

3. Absolutely no magnetic hum.
4. Reduced noise from simplified circuitry.

5. Modest cost: single needle 3P-1D with dia-
mond, $30.00 list; turnover 3T-SD with
sapphire-diamond, $32.50 list.
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WRITE SONOTONE FOR FREE DESCRIPTIVE BROCHURE

IN CANADA, CONTACT ATLAS RADIO CORPORATION, LTD. .

AUGUST 19356

50 WINGOLD AVENUE, TORONTO
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“Super HI-FI”...
Or FIDELITY?

by Paul W. Klipsch

v

l[ you are looking for “Hi-Fi” sound which is sensational or
spectacular, you can get it very easily. All you need is a hodge podge of resonant
enclosures, “super-tweeters” and the endless addition of extra speakers and
adjustment knobs. But, on the other hand, if you want your reproduced music
to be as nearly identical with the original as possible, you must leave the
creation of spectacular sound sensations to the recording artist—not to your
sound reproducing equipment. For if your equipment is to have fidelity it must
not produce new sounds of its own: it must unobtrusively REproduce the original.
And that is the one thing the KLIPSCHORN system is designed to do.

In the KLIPSCHORN system, to achieve REproduction, we use
three carefully matched horns. Two of them —the Klipsch bass horn and
Klipsch ‘mid-range horn — have been developed in our own laboratories. The
bass horn, of folded corner horn design has an air column sufficient to reproduce,
without distortion, the lowest note on the organ and it maintains flat response
up to the top of its assigned range, about “B” above middle “C” in the music
scale. No other hass speaker of comparable size has ever been able to achieve
this. Miniaturized bhass speahers have been advertised, but so far no one has
invented a miniature 32 foot wave length.

From “B” up to a little beyond the top “C” of the keyhoard the
mid-range horn takes over. Of straight axis design, it is free from the distortions
characteristic of middle and high frequency folded horns. This horn, which
required even more development time than the Klipsch bass horn, accounts for
the exceptional clarity of the KLIPSCHORN in the range where most of our
listening experience occurs.

The high frequency speaker is a horn type tweeter carefully
selected for type and quality, mounted and ensemble tested by the manufacturer.
It gives natural rendering of tones from high “C” to beyond the limits of hearing,
without artificial exaggeration or peaking of the ulira high frequencies such as is
found in most “super” tweeters.

We have settled on the use of these three horns with their
individual driver units because our tests show that this combination affords the
smoothest response of any combination tested. And we have tested practically
every principal make of driver, foreign as well as domestic. If the addition of
more speakers would improve the reproduction we would add them. 1If driver
units were available which are superior to the ones we use, we would readily
substitute them. If the insertion of controls would increase fidelity we would
insert them. But we have found that these “extras” do not contribute to the
fidelity of reproduction — they merely create artificial “Hi-Fi” effects which are
distortions of the original.

In testing the KLIPSCHORN loudspeaker system, we supplement
complete laboratory analysis with listening tests. In these tests, listeners are not
asked merely “Does it sound good?,” but we ask critical audiences to compare
recorded sound, played through the KLIPSCHORN loudspeaker system, with the
original sound, ranging from solo violin to a real pipe organ. Usually, from
one half to three quarters of the audience is not able to distinguish the difference.
Sometimes, with good room acoustics. we can fool all the observers.

Spectacular? No. But it is the REproduction of sound with fidelity.

Write today for your copy of the latest brochures on our finest

sound reproducer. the KLIPSCHORN system and our medium priced reproducer,
the SHORTHORN system.

KLIPSCH AND ASSOCIATES

HOPE, ARKANSAS

7

CORNER HORN LOUDSPEAKER SYSTEMS

*TRADEMARKS

www.americanradiohistorv.com

NOTED WITH INTEREST
Continued from page 16

over and refer sellers to the Trader’s
Marketplace.

Back Copies Available

J. L. Kenner, 83 Mann Ave., Needham 92,
Mass.; all except Nos. 22 and 34; $25.00
postpaid.

F. G. Armstrong, The Hill School, Potts-
town, Pa.; Nos. 1 through 40 to the highest
bidder.

E. M. Harris, 281 Woodbine Ave.,
Rochester 19, N. Y.; all issues from No. 1;
price not stated.

Walter Jilek, 2801 West 173rd St., Hazel
Crest, Ill.; Nos. 1 through 42; price not
stated.

R. S. Pomeroy III, Suite 206, 1,000 Lincoln
Road Bldg., Miami Beach, Fla.; ""Complete
set through 1955, in good condition, includ-
ing both record indexes. Shipped prepaid in
USA to top bidder but for only $1.00 above
second high bidder. Minimum $25.00.”

Harry B. Dilworth, 807 North Wabash
Ave., Chicago 11, Ill.; complete set to
highest bidder.

Norman Jones, 17 Sullivan Ave., Farming-
dale, N. Y.; complete set to highest bidder;
plus postage.

Record Jackets

Reader Helen Fogel of Washington
writes that the Diskeep Co., 1739
Connecticut Ave., N. W., Washington
9, D. C, sells a package of six "'Dis-
keep Covers” for about $1.00.

Thanks, Reader Fogel.

Kk ok koK ok ok kR kK

AUTHORItatively Speaking

Margaret Marshall, who discusses musical
backgrounds for holocausts on page 30,
has no special interest in fires as such. Her
hobbies are painting, photography, and
singing, whereof the last-named would almost
seem to have outgrown its hobbyhood.
She has sung in Seattle opera productions,
and as soprano soloist at that city's outdoor
Aqua Theater. As might he deduced from the
foregoing, she lives in Seartle, where she
attended the Cornish School of Music and the
University of Washington, From nine to five
she works as a secretary, returning thereafter to
her free-lance writing, her hobbies, and the
rest of her ménage —a Siamese cat who
hates music.

The reason for Leland Windreich’s concern
over record jacket art (sce page 28) is that he is
a record collector — naturally — and hates co
have to shudder when he displays a new
acquisition to his friends. By occupation he is
a librarian, and was initially a music librarian.
Now he has branched into other areas — psy-
chiatry, public utilities, food industries,
geology. On the side he reviews books,
mostly fiction and mostly for Library Journal.

HicH FIDELITY MAGAZINE
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BSO to USSR

URING THE PAST YEAR we have been undergoing a
D Russian invasion. Focal points of the Soviet drive
have been our recital halls and recording studios, which
have fallen defenseless before such People’s Heroes as
David Oistrakh and Emil Gilels.

Apparently the American way to answer a move like

this really is massive retaliation, and volunteers have
not been lacking. Early this spring the clarion was
sounded, in a published statement which ended:
Ready and eager, if the President wishes, to be the first
American orchestra to play in Moscow. (signed) Henry B.
Cabot.” Henry B. Cabor is, of course, the president of
the Trustees of the Boston Symphony Orchestra, and it is
the BSO that will be the first American orchestra to play
in the USSR.  As a matter of fact, so far as anyone seems
to know, it will be the first American orchestra to play in
Russia at all. Before World War I, American orchestras,
whatever their merit, were not much in demand in
Europe, and ever since World War I such devices as the
cordon sanitaire and the Iron Curtain have precluded
junkets into Russia. (Just as a point of interest, no
Russian orchestra seems ever to have plaved in America,
either, a fact which, no doubt, is currently being mulled
over by astute New York concert managements. To-
varishchiseem to be SRO material nowadays, and might
not 110 Comrades pull even better than two?)

Whatever the conclusions of New York managements,
the Moscow management (singular) seems to have no
misgivings about the allure of Bostonians. The Russian
government, indeed, has plunged into show business
with a surety and sang-froid not unworthy of a Billy
Rose. The Ministry of Culture in Moscow, dealing
directly with the BSO, handed out no-loss guarantees
for four concerts with the greatest readiness, though the
Orchestra does not actually expect to make a profit.
(Tt doesn't make a profit in the United States either, of
course.)

The BSO’s overseas tour, which begins August 14,
naturally will not be limited to Russia. Starting out
with two chartered airplanes (and some space on the
Niew Amsterdanz), the Orchestra’s 115 men, together with
40 wives, and 88 pieces of musical baggage occupving
1985.7 cubic feet and weighing 8 tons, will play 26-29
concerts (bookings were incomplete ar the time of this
writing) in 17-19 cities in 12 nations. Cirties fairly firm
in the itinerary include Cork, Dublin, Edinburgh,
Copenhagen, Oslo, Stockholm, Helsinki, Leningrad,
Moscow, Prague, Vienna, Munich, Stuttgart, Paris,
Chartres, Leeds, and London. The portion of the
tour west of the Iron Curtain will be subsidized in part by
a government grant administered by the American Na-
tional Theater and Academy.

AUGUST 1956

At Helsinki the Soviet Ministry of Culture takes over,
flying the Bostonians to Leningrad (withour their wives)
for two concerts. Thence they proceed to Moscow, for
two more, one of which may feature the Beethoven Ninth
Symphony,with Russian soloists and chorus.  They hope
also to appear in joint performance with Oistrakh or
Gilels, or both. (Oistrakh played with them in Boston
last winter.) The Ministry also will furnish housing,
meals, and entertainment, and the musicians already
have been heard remarking to one another that the
latter, as purveyed by Soviet officialdom to foreign guests,
is supposed to be something really memorable. From
Moscow, the Ministry will fly them to Prague, whence
they will cross the Curtain again, back to Vienna.

It can be stated, not without a glow of vicarious pride,
that at summer’s beginning, the Boston Symphony
Orchestra was facing its journey into Communism’s
heartland with the aplomb which Bostonians are repured
to bring to any adventure, however novel. There was
to be no special supervision of personnel within the
Curtain countries. They were expected, as a staff
member put it, to get to rehearsals and performances
on time, just as they must in Boston, and the rest of
what they might do would be their own business, also
as it is in Boston. However, it was thought likely
that the State Department would send someone to brief
them, before departure, on such matters as what not
to try to photograph while in Moscow, what conversa-
tional topics to avoid, and the like. For the rest,
reliance for the making of a favorable impression was
left to natural Bostonian decorum.

That refers, of course, to deportment only. No one
had the slightest doubt what kind of impression the
BSO would make musicallv, and this is of considerable
intercultural importance, if that is the word I want.
There is growing awareness of the need these days ro
show people not only behind the Curtain, but in Western
Europe as well, that America 1s not a soulless Power con-
cerned purely with dollars and gadgets. It would be
hard to think of a more potent argument than the flaw-
less glowing sound of the Boston Symphony Orchestra,
irrefutable evidence of devotion to and labor for the most
spiritual of the arts.

Anyway, at the time of the BSO's advent, Muscovites
seemed to be taking to American musicians as heartily
as the American public had received last winter’s Rus-
sians. Isaac Stern had passed through in triumphal
progress; Jan Peerce had won a five-minute standing
ovation after singing in La Traviata with the Bolsho1
company. The Boston Symphony Orchestra had no
slightest doubt of being a sellout attraction — just as
it is everywhere else. J.M.C.

21
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ERICH KLEIBER: the passing of a free spirit

by JACQUES BARZUN

Herein the author of Music in American Life paints a word portrait of

a friend, and illuminates one aspect of a question vital to the whole

world’s musical life: what are the ingredients of interpretive genius?

IN THE DEATH of Erich Kleiber last January the world
has lost a very great artist, though the United
States, for understandable reasons, is not sufficiently
aware of it. It is one of the paradoxes of modern com-
munications, so-called, that public notice is intense and
concentrated on a few figures that revolve within a
given orbit. Luminaries outside that orbit might as
well belong to other universes. A living example is
that of Dietrich Fischer-Dieskau, the baritone about
whom musical Europe has been raving since the Edin-
burgh Festival of 1952: he could vanish from the
scene tomorrow, the American public would hardly
notice it: he has been here just once, last fall: he is
still a stranger.

Kleiber's odyssey was of course something quite
different. He did come to this country, and it was here
that I came to know him, twenty-five years ago, in the

22

midst of the Depression, when he was being tried out as
conductor of the Phitharmonic. 1 was then near the
beginning of my labors on the biography of Berlioz,
and 1 wanted to hear as much of the music as I could.
Since the repertory at that time consisted of the Roman
Carnival, the three excerpts from the Damnation, and an
occasional tossing off of the Fantastique, 1 used the sim-
ple device of a word and a two-cent stamp to arouse a
little venturesomeness in conductors, especially new-
comers.

During the 1930 season Kleiber had given a superb
performance of the Fantastique. The first and last move-
ments — the touchstones of conducting intelligence in
that work — had been done with a control, animation,
and sense of line that I have never heard equaled.
Kleiber's rhythm, prime requisite for Berlioz, was fault-
less, and he had the art of balancing his dynamics so
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that one acrually heard everything gowng on at once,
instead of merely knowing it from the score while being
given a thick paste of sound.

Moved though I was, I find from my letters that
diffidence prevailed and I waited till Kleiber’s return in
October 1931 before asking for more. I then compiled
in German — and had vetted by a colleague — a message
in which I respectfully requested a couple of things off
the beaten track. I suggested Harold in Italy and the
Roméo excerpts, including the Love Scene.

To my delight he played these, with the adagio, which
had not been heard in New York since the days of
Theodore Thomas. I expressed my gratitude. Kleiber
replied suggesting that I come round after his next con-
cert.  Such was the beginning of a friendship sustained
by correspondence and brief meetings here or abroad for a

quarter of a century. Kleiber’s lovable, devoted, om-’

nicompetent wife, who was an American from Iowa,
served as our indispensable go-between on paper, for his
English was strictly utilitarian and my written German is
of an angularity which might pass for archaic if it were
not ludicrous and worthless for the exchange of ideas.

Fortunately, the vear after our first acquaintance 1
went to Europe for eighteen months as a research fellow
of the American Council of Learned Societies and spent a
large part of that time in Germany. It was 1933-34, the
dismal period of intellectual Gleichschalrung under Hitler's
minions, to which the best antidote was recourse to the
unverbalized — music and painting. Tn Berlin, I fol-
lowed Kleiber's season at the Staatsoper and really
came to know him and his work.

As in every great mind, the most striking thing about
him was indefinable, but if a single word can suggest the
character of the unique, T should for Kleiber choose
Vivacity. What I mean by it is something equidistant
from the impetuous and the repressed. It is the quality
of men in whom strong impulses are sceadily harmonized
by quick intelligence.

Men of slow judgment can have powerful minds, but
they are at an obvious disadvantage in dealing with
violent emotions. The strong and quick have vivacity.
One is not surprised to find it in, say, Toscanini; we
expect it from the culture ro which he belongs. But
there is always the possibility that the forms are there
without the substance: there are many Italian conduc-
tors but only one Toscanini. And even he is a stranger
to some of the artistic impulses which move a tempera-
ment such as Kleiber's. This is evident in the way the
two men conducted Beethoven. Toscanini was always
admirable, but without the right kind of strength.
Kleiber (as one can verify from his recordings of the
Fifth and Sixth) had borch strength and lightness. The
clinching example of Kleiber's amazing sinew struck me
during his performance of Parsifal in Berlin twenty-two
years ago: without tampering with tempos or using any
specious tricks, he made me forget the clock. The
tireless repetitions were saved by a truly angelic grace
and I lost my fear that the Good Friday spell would end
Monday morning.
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[t was only some years later, in Paris, that [ saw
Kleiber rehearse and I then understood more thoroughly
why he had not greatly pleased the dowager minds
which still swaved musical fashions in New York.
He did not seem to conduct, that is, to earn his fee on
the podium. All his histrionic ability went into re-
hearsal: there he gestured, danced, chattered, pan-
tomimed his way into the subconscious of his players
until the right musical utterance came out of their
fingers and lungs.  But it was nor all comedy; he could
be severe and — God help us all — impatient. This is
but to say that he was an arrist, a man who wants re-
sults and is appeased by nothing else. Once he had
finished his work behind the scenes, all he had to do
was call it forth again by quiet cues and reminders —
nothing to see from in back.

It is not true to say that the test of musicianship
in conducting is furnished by opera. Even in maestros
talents can be fine, limited, and not less genuine because
of this. But it is true that opera discloses the dramatic
conductor, the one who in any work that allows it will
stress the elements of vivacity as against those of decora-
tion. That vibrancy, that compulsion to believe and be
moved, takes precedence over the contemplation of
design, which is for calmer moments. Now the printed
score does not adequately record the dramatic elements.
While design is evident, drama has to be imparted.
And of all types of scores that need the vivifying injec-
rion, opera needs it most.

Kleiber felt all this and studied his means of vivifica-
tion as deeply as he did the purely practical difficulties
of performance.  And chat is no doubt how he managed
to make Wogzeck a vivid reality for our generation. |
remember his telling me, however, that for perfect bliss
he would choose what he called the three F's — Figaro,
Fidelio, Freischirz. 1 concurred in his choice from my
selfish consumer’s point of view, bur wondered a little
at the ""bliss”" of making Fidelio come right  ""Ah,”
he said with a toss of the hand, " there are ways, there
are ways!"" Though T never had the luck to hear his
Fidelio, 1 do not doubt that he had " wavs.””  Those who
know his great recording of Figaro can confirm the sur-
mise.

For his live work one had to go abroad. At last in
1944, Kleiber came once more to the United States. 1
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The Kleibers in Vienna, photographed shortly before he died.
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heard him at Juilliard, where he put on The Abduction from
the Seraglio: a memorable performance due not only to his
seemingly effortless skill, but also to a good English
translation by Robert Lawrence and Albert Stoessel,
and an uncommonly able young cast. Not long after,
the papers announced that Kleiber had been engaged
by the Metropolitan for the following scason. Good
news, but not horne out by facr. Kleiber's orbit, as far
as it was transatlantic, kept him in southern latirudes.
Buenos Aires claimed him for her own and so did other
Latin American cities as far north as Mexico but not
beyond. In Europe, it was the magic square Vienna-
Berlin-Paris-London.

Latterly London had really discovered himj; that is,
audiences did not merely listen and applaud, they knew
what they were doing. This recognition was both
expressed in and caused by the spreading renown of his
recordings and the enthusiasm they aroused in con-
noisseurs. The Beethoven symphonies were a revelation
to the jaded eardrum, even after the Weingartner re-press-
ings. London (the firm this time, not the place) would
not let him go, though Westminster, whose adviser,
Kurt List, knows a good man when he hears him, tried
hard to entice him into their fold. It would be gratify-
ing to add at this point that a solid backlog of Kleiber
recordings existed on tape in London’s vaults.  But, lam
told that there is only one, an Eroica, which we may have
the opportunity of hearing this winter.

The upshot of the demand for his records was that
at the time of his death Kleiber was scheduled to tour
this country with the Vienna Philharmonic this autumn,
sharing the task with André Cluyvtens.

In our present state of wide-awake receptivity to
sound, there is no doubrt that Kleiber would have at last
crystallized in our minds the image of himself and his
art, the deprivation of which has been one of our in-
calculable losses.  We barely escaped a similar one when
Toscanini emerged from the pit of the Metropolitan
into the light of concert halls, but we muffed our chances
with Kleiber by reason, I suspect, of his qualities. Dur-
ing the two critical decades of his mastery we paid our
respects to the severity of high art through Toscanini,
but actuallv indulged ourselves in semimusical trances,
presided over by a succession of well-intentioned medioc-
rities, ranging from the orgasmic to the sentimental.
All the while time was running on, and whatever may
have been Kleiber's ambitions or desires regarding this
country, he ended by showing us, as if in a final act of
self-respecting indifference, that he did not mean to wait
forever.

In one connection, it is true, Kleiber did receive a
good deal of notice in the United States.
apropos of politics and in a way not likely to make him

This was

congenial to music lovers less clear-minded than he.
His background as an Austrian belonging to a family
of unregenerate Imperialists re-enforced in him an artistic
point of view on modern statecraft which it is difficule
for the mass mind to appreciate. His was really a
nineteenth-century outlook, but as so often happens with
nineteenth-century ideas, it resolved for him the con-
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fused choices that have faced contemporary artists, from
Richard Strauss to Prokofiev and from Cortot to Gie-
seking.

Kleiber conducted in Berlin under the Nazi regime,
in Milan under Mussolini, in Buenos Aires under Perén,
and once again in Berlin under the Communists. Yes,
but he broke with every one of them, openly, loudly,
and explicitly as soon as each began to interfere on
political grounds in artistic affairs.

As an Aryan (so-called), Kleiber was persona grata
to Hitler, whereas Mendelssohn, a pious Lutheran of
Jewish descent, was not. Word came to Kleiber to
remove Mendelssohn from his programs. Kleiber re-
moved himself. In 1936 in Milan, learning that Jews
could not be opera subscribers at La Scala, Kleiber laid
down his baton and departed. When the Peronistas
were in power and interfering with the direction of the
Colén in Buenos Aires, Kleiber refused to conduct. He
toured the country under private management. The
same lamentable tale was repeated eighteen months ago
when the East Berlin government started defacing their
own opera house to remove the inscription about
' Frederick the Great, Friend of the Muses.”” Once more
Kleiber dissociated himself, penning a letter of resigna-
tion which in an age of true friendship to the Muses
would have covered with ridicule those to whom it was
addressed.

The philosophy behind these acts of Kleiber’s rests
on the premise that an artist is not a political man, not
militant except on behalf of the republic of art. This
last is a full-time job which unfirs him to be a useful
ally in civil strife.
strength are given to art, just as the physician’s knowl-
edge and skill are given to the sick. When the state
begins to treat art politically, then the artist expresses

The artist's partisanship and critical

his solidarity with other artists and amateurs of art in
the defense of their name and privilege.

This position is by no means perfectly logical or
satisfactory, but it avoids some of the worst pitfalls
of the other tenable ones. It begins at least with self-
knowledge: very few artists, even supposing they have
the rime and interest, possess the ability to survive in
They perish there pointlessly like infants in a
crowded freight vard. In the second place, Kleiber’s
principle certainly does not prevent any other musician,
such as Casals, from engaging in policical war if he is so

politics.

minded.

To the objection that every artist is also a citizen
and therefore has a duty to fight fascism or communism
(in Russia it would be capitalism) it may be answered
that no such dury exists in law or tradition. An am-
bassador is also a citizen, yet he has no dutv to seck the
overthrow of the government to which he is accredited;
and he too receives from it smiles and civilities. In
short, though coexistence is a diflicult game, it is one
which the artist has a special duty to master. If he
moralizes his role too far he becomes a conceited fool:
he cannot entertain dictators because of their crimes nor
capitalists because of their profits; he refuses to coun-
tenance listeners who Continued on page 88

HicH FIDELITY MAGAZINE

www.americanradiohistorv.com


www.americanradiohistory.com

DO CONDUCTORS COME FROM ?

by Robert Chatles Marsh

A imminent problem in musical supply bere is analyzed by the author

of the recent book, Toscanini and the Art of Orchestral Performance.

THE RETIREMENT Of Arturo Toscanini after a carcer of
legendary proportions has served, perhaps more
than any other singlz event, to underline the fact that the
majority of the maost distinguished conductors of our
time are past (or at least approaching) che age ar which
other men commonly withdraw from active public life.
If conducting were no more demanding than, say, uni-
versity teaching, this situation might be less a ground
for concern; but cornducting is, in fact, one of the most
demanding of professions, involving, in addition to
mental and emotional strain, the capacity to perform a
phvsical chore which Artur Rodzinski once described
to me as 'in the same class as ditchdigging.”

Picrre Monteux ar 81 and Bruno Walrer at 80 must
therefore be regarded not onlv as superb musicians, but
also as superb physical specimens, since their music
reflects an expenditure of vigor which might rax men
much younger. Five of the most renowned conductors
familiar to American audiences arc past 70 Sir Thomas
Beecham (77), Sir Adrian Boult (75), Leopold Stokow-
ski(74), Ernest Ansermer (73), and Otto Klemperer (71).
It would be unrealistic to sav that in everv cuse these
men are equal to their previous sclves of a decade ago,
but it would be just as unfair to undervalue their previous
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achjevements because they have since surpassed them.
Time affects brain, muscle, and acticude, bue in different
wavs.

America’s " Big Three”” orchestras all are led by men
whose matured skills retlect mature years. Charles
Munch of Boston is 64, while Dimitri Mitropoulos of the
New York Philharmonic-Symphonv has just turned 60.
At 57, Philadelphia’s Eugene Ormandy is the junior
member of the group and vounger than the conductors
of three of the leading orchestras of the Midwest,
George Szell of Cleveland being 59, Fritz Reiner of the
Chicago Svmphonyv 68, and Paul Parav of Detroir 70
Although all of these men can look forward to more than
a decade of acrivity, the untimelv deaths of Wilhelm
Furtwingler at 69 and Clemens Krauss at 61, rogether
with the tragic loss of Erich Kleiher in his sixty-hfth
vear, have served to remind us of the vulnerability of
artists past middle life.  Artur Rodzinski, who is only
62, has for some time curtailed his appearances and must
be regarded as in a state of semircrirement.

Has the race of conducrors died out?

Obviously not, for there are voung conductors to be
heard tn both the United States and Europe, some promis-
some dull yet competent, some inadequare.  Ger-

mng,
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many can take pride that her musical tradition is ably
represented by Herbert von Karajan (who at 48 is inter-
nationally accepted as a major conductor), while Ferenc
Fricsay and George Solti have offered remarkable per-
formances which suggest finer ones to come. Guido
Cantelli illustrates Italy’s ability to produce at least
one top-ranking conductor in each gencration. There
are, of eourse, others who could be named.

One fact that stands out in a survey of this type is
that Americans are not well represented. British
orchestras, by and large, are led by British conductors,
Central European orchestras by men born in Central
Europe, and so on, but American orchestras are still
largely the province of the European-born, European-
trained conducror. If we were a culturally backward
people, this phenomenon might be easily explained;
but in fact American composers have shown themselves
able to dominate the light music of the world and to
write serious music equal to most of that which Euro-
peans are producing these days. American singers,
instrumentalists, and orchestras have reached the highest
levels of their art. Why nort, then, an American con-
ductor of commanding international reputation? I do
not ask this our of mere chauvinism, but because I feel
that the characteristics which a great conductor must
possess are just as likely to appear in an American as
anyone else.  And it is worth asking whether, if these
qualities do appear, they get the chance to develop in
the public interest.

Let us approach these issues by means of a basic ques-
tion: Can conducting be taught?

Having held for a time the title of professor of educa-
tion at one of the large American universities, I am
acutely aware of the tendency to believe that everything
can be taught, but this is a part of the mystique that
surrounds the incredibly complex process of transmitting
ideas and skills from one person to another. It is
alwavs possible for those who depend on teaching for
their livelihood to produce a course of study professing
to lead to the achievement of any end, but here, as
everywhere else in life, a certain degree of healthy skep-
ticism is not out of place.

The skills which a great conductor requires are not of

the sort that, one feels, a comprehensive course 1n a
conservatory can easily provide. Arturo Toscanini
always has maintained that conductors were born to
their vocation and that, while training might develop
an inherent gift, it could not create one. Artur Rod-
zinski has repeatedly turned down offers to teach con-
ducting because he feels that the really essential func-
tions of a conductor are unteachable by formal means.
Hermann Scherchen, on the other hand, has taught con-
ducting for a number of years and even has written a
texthook on the subject (Handbook of Conducting, Oxford
University Press, 1933). It is worth noting, however,
that Scherchen begins with a wary qualification in his
first chapter title, " The Teachable Technique of Conduct-
ing,”" and that, indeed, his opening remarks are on the
importance of the imagination. I have yet to find a way
to teach anyone how to be imaginative.

This does not mean, on the other hand, that a person
with a gift for conducting cannot learn by example a
great many things which might serve to perfect his art.
It is obvious that he can, just as it is obvious that to a
large extent he must be self-taught. A great conductor
is probablv in the fullest sense his own master.

We are not misled, therefore, if we view the prepara-
tion of a conductor as similar to that of any professional,
and if we say that his eventual position depends on the
degree of his aptitude and the extent to swhich that
aptitude has been developed by training and experience.
In the case of a conductor, however, the training does
not seem of necessity to be joined to any formal course of
instruction.® Arctur Rodzinski, in addition to his musical
studies, acquired the degree of Doctor of Laws at the
University of Vienna. Does it show in his Brahms?
Arturo Toscanini, on the other hand, received very
little formal education apart from a rigorous course at
the Royal School of Music in Parma. Was this lack of
conventional preparation ever apparent in his per-
formances? The answer in both cases would seem to be

* Similarly, any attempt to set up formal prerequisites for a conductor
leads to results that are often downright silly. For example, Scherchen
says (p. 4): “It is indispensable that the student of conducting should
play a string instrument well enough to be able to sit in an orchestra.”
I can think of several eminent conductors who, although thoroughly familiar
with string instruments, have never been able to play them to anything
approaching professional orchestral standards. What, then, is the point
of such a rule, and why need it be regarded seriously?

Picrre Monteux
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no. A remarkable man, given any opportunity to
develep his abilities, will do remarkable things either
because of or in spite of his tormal education, and the
claims of academicians must be judged in this light.

David Riesman has pointed out that, as American
soctety grows older and more mature, the paths to the
professions become more formalized. An implication
of this, relevant here, is that the experience needed to
develop a young conductor is apt to be open only to
those who have taken a conservatory course. Yet two
of the most distinguished conductors in the United
States got their start under more flexible conditions.
Leopold Stokowski became conductor of the Cincinnati
Symphony after an education at Queen’s College, Ox-
ford, which included no formal instruction whatever in
instrumental music (this he was obliged to secure else-
where), and after a career as an organist. Eugene
Ormandy went to the Minneapolis Symphony after
showing his merits in radio and the pit of the Roxy
Theater. 1f Cincinnati or Minneapolis were choosing a
new conductor today, would either take an organist or
the director of a theater orchestra? I doubt it; and
the loss might be ours.

Conducting is an art requiring a complex of skills
not commonly found in the same human being. In-
deed, their existence in combination might suggest a
paradox in personality. A fine conductor must be
highly sensitive as an artist; but he needs as well to be a
tough and capable disciplinarian, for unless he can com-
mand with force, he can never achieve che results his
musicianship aims at. Fritz Busch was a conductor
who, as his Glvndebourne recordings show, was capable
of the most beautiful statements of classical scores;
but from the incorrigibles of the Chicago Symphony of
1949 he could elicit very little of this delicacv. Artur
Rodzinski, on the other hand, could have made a bril-
liant career as a top sergeant, and in consequence some
of his performances sound too heavy, the product of
overdiscipline.

A conductor needs to have a beat that musicians can
follow, but it need not be anything like what one finds
in a textbook of conducting. Scherchen, wisely, does
not offer the range of model patterns which most authors
provide, and his own beat is far more flexible than any
shown in his book. A conductor is well advised,
especially when appearing with many orchestras, to
have a beat that is reasonably orthodox; but there is the
classic example of Furtwingler, whose baton work was
almost incomprehensible until one had learned his way
of doing things, after which it became perfectly clear.
Koussevitzky had one of the longest and most ambiguous
downbeats on record, and there are all sorts of other
examples. A good deal of what passes for " teaching
conducting’” is mainly teaching baton technique, and
baton technique is actually a very minor part of a con-
ductor’s needed skills.

The same thing is true of pitch. Absolute pitch is -

useful to a conductor, but Koussevitzky lacked it, and
who will suggest that he did not achieve all that a
conductor might by way of creating great music and a
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great orchestra? One eminent conductor now before the
American public is notorious among musicians for his
faulty picch and inability to hear bad ensemble, and
he has a British counterpart or two. There is a leading
operatic conductor who suffers trom a severe hearing-
deficiency, and more than one orchestra has taken
advantage of this to play all sorts of wrong notes, know-
ing that they would not be spotted. (*‘An orchestra
is the cruelest animal in the world,”” Rodzinski once
remarked to me.)

Score reading is a standard part of training conductors.
I agree that this is important, but a great many conduc-
tors of reputation in the past hundred years have been
able to read full score only with some difficulty — if at
all.  The idea that proficiency in conducting and pro-
ficiency in score reading go together is therefore as
questionable as some other contentions.

The main function of a conductor is to know how to
lead. He must have that degree of personal force which
commands the efforts of his men to secure the performance
he desires. It is this force that Toscanini, Rodzinski,
and others regard as unceachable, yet without it, suc-
cess as a conductor is inconceivable. Similarly, if a
conductor can lead his men well and give them the sense
of security and control thev desire, he can overcome all
sorts of faults — probably down to and including an
inability to read music.*

The second essential qll:llit); a conductor must have
is the ability to create a performance in his mind, so
that he can compare the playing of his men with the
critical standard of his own, felt intentions. No one
has any business attempting to conduct until he can
see a work as a whole and can indicate, in any given
passage, exactly what he wants and how it fits into the
whole he has conceived. This, I am inclined to think, is
also unteachable, at least so far as concerns purely
musical tutelage.

There are very few skills which one can learn well
by means of theoretical instruction alone. One must
learn to do the job by having an opportunity to do it
and profic from making mistakes. Practice does not
always make perfect, but a certain amount of practice
is needed for minimal security in technique. Most con-
ductors begin as professional musicians of another sort
and, not infrequently by a lucky chance, get an opportu-
nity to undertake the conductor’s role.

It must be stressed that most conductors on their pro-
fessional debut are inexperienced to a far greater degree
than any other sort of musician in his early appearances
before the public. The conductor must master an in-
strument thac is not an object of metal, wood, and gut,
but a complex aggregation of other human beings.
Here lies another paradox: if the orchestra a young
conductor faces is of professional standard, his failings
will be ruthlessly observed and his results will be un-
even; while if the players are not professionals, they
will not be able, in all Continued on page 84

* Mr. Frank Sinatra, adept practitioner of a difficult art, overcame this
handicap, when he led a Columbia Broadcasting System orchestra in a
recording of music by Alec Wilder.
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Album Antics

by LELAND WINDREICH

N orHE Bavs of shellac records, album art

wase a matter of small concern to the classical
record buver. For one thing. the industry main-
tuned 1 fairly high level of dignity m cover
design, issuing albums which simply stated in
legibie cype the title of the composiiion and the
names of the artist and the composer. The rest
was left te the imagiation, and the listener
was free ta invoke any imagery — sacred or
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profane, personal or public — that the music might
suggest to him. Toward the end of the 78-rpm era, the
recording companies began to experiment by issuing
albums with *Creations’” on the covers. The majority
of these were nothing more than good, clean fun. The
most noteworthy example which at once comes to mind
from yesteryear was a design for a recording of Sibelius’
Symphony No. 1. Depicted on the album was a row of
rock formations on a dark coastline. On close scrutiny,
however, the roundest of the rocks turned out to be a
replica of the head of Jean Sibelius.

The **Creation’”’ made its appearance in what might
be called the ““Fantasia'" era of music salesmanship —
a period characterized by an exploitation, on the part
of promoters of the gimmick, of the theory that the
enjoyment of classical music is infinitely enhanced by
some form of accompanying visual representation.
By the time the long-plaving record had arrived, gim-
mick had become gospel, and the “*Creation™ simply
got out of control. The chronologically parallel rise
of threc other institutions which have contributed to
the atrophy of the human retina and imagination —
television, cinemascope, and the covers of paper-bound
books — may well be responsible for the demise of the
*“Creation’’ and the emergence of the *“Monster’” and
the " Atrocity.”

The "*Monster’ is a legitimate offspring of the " Crea-
tion.”” It is, in effect, the product of unstable herediry.
Or, the behaviorists might consider it a case of de’in-
quency due to ineffectual discipline.  One can trace the
development of the “"Monster’" from the period in the
late thirties (when some commercial artist’s brush first
perpetuated Sibelius’ head in stone) to the present time
(wherein another artist has graced a recording of Ber-
lioz’s Symphonie fantastigne with what appears to be
the product of an ill-advised cross-pollination between a
sunflower and Hector’s famous ladylove, Henrietta
Smithson).

The ' Atrocity,”” on the other hand, is a bastard
of the most forlorn type, remote from its dam and unable
fo claim a sire, due to the large number of potential
suspects. It may well be a product of mass rape, and

its forefather could be any of a number of creatures cur-
rently engaged in designing flagrant layouts for news-
stand-novel covers, giving endless new sizes, colors,
and dimensions to the cinema screen, or flooding the
television channels with ceaseless intrusive imagery.
The “*Atrocity’" utilizes the medium of photography
exclusively. The number of long-playing records which
bear photographs of one sort or another on the jackets
is legion. A recording of Toscanini, for example, may
feature the artist’s likeness in one of an infinite number of
poses, none of which may be in the least objectionable.
Or, in the case of the RCA Victor recording of short
pieces incorporated into a collection called THE SMILING
BACH, the fact that the photograph of a marble bust of
Bach depicts the composer in an intense frown is perhaps
pardonable, since one can readily sympathize with
the designer and his difliculties in trying to locate
a smiling bust of Bach at short notice. What charac-
terizes the ** Atrocity,”” however, is the over-all insipid-
ity of its conception, together with an ever-present
statement of a glaring incongruity. Some specific
examples will follow, but first a word about a blood-
brother of the '*Atrocity,” a product of even more
disreputable parentage: the ““Misnomer.”

The “*Misnomer’’ is the result of a casual liaison be-
tween the recording promoters and the field of seman-
tics. The new trend toward textual legend on album
covers appears to indicate that the producers will go
to any length to avoid letting the potential buyer know
the content within.

Many devices are used to achieve this end, such as
resorting to the premise that the part is equal to the
whole. Thus, a recent Columbia album containing
nearly a full hour of music from Khachaturian’s Gayne
ballet suites bears in bold letters across the jacket the
title saBRE DANCE. The same company has put out a
recording of Dvorak’s New World Symphony; this fact
is somewhat apologetically admitted in small print,
while in blazing letters a banner indicates that the work
“features coiN’ HoME.” Collections of short musi-
cal compositions on a single long-playing disk are easy
prey for the “*Misnomer,”” which can easily be used to
summarize such a series in one flamboyant phrase.
Columbia has issued a program of orchestral pieces of
various composers, conducted by Rodzinski, under the
title of rRHApsopny!. Of the dozen or so works con-
tained, none happens to be a rhapsody.

RHAPsoDY!, as a matter of fact, also offers a fairly
representative illustration of an *Atrocity.” Pictured
in technicolor are the head and shoulders of a young
blonde female, in proportions so approximating life-sizc
that one can almost count the pores in her complexion.
Since she is clad in pink calico and seems to be reclining
against a stack of hay, one would assume that the milieu
surrounding her is a farm. The music, however, is not
particularly bucolic in character. And this is far from
being a unique example. Gigantic female faces appear
in many " Atrocities.” Another young woman’s massive
countenance is framed by Continued on page 91
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Toward the Perfect- Pitch Machine

by FRITZ A. KUTTNER

This is the third and last of a series of articles on the nature and causes
of the pitch-and-tempo error that defaces many a record these days.
Here the author suggests some remedial measures to the industry.

THE pasT five years have witnessed a number of
decisive improvements in recording and playback
processes which greatly influenced the acoustical and
sonic qualities of the records we buy. Certain other
technological factors, however, of a predominantly
musical significance have received but scanty attention.
**Pitch fidelity” is one of these facrors, quite possibly
the most critical one at present, and the rerm signifies
the degree to which the final playback reflects the true
pitch and tempo of the original performance in the
recording session.

Deviations from original pitches and speeds may
occur as short-term distortions (flutter and wow) affect-
ing individual rones, tone sequences, or intervals; or
they may make their appearance as long-term infidelity
falsifying the whole reference pitches of the original
performance. The causes for these pitch distortions
are of a twofold nature: mechanical imperfections of the
transport system which moves the tape or disk of re-
cording and playback equipment; or irregularities in the
frequency and voltage of the power supply feeding the
synchronous motors in the equipment.

As concerns quantity, tiny amounts of flurter or wow
(as low as 1/10 of one per cent) can become audible and
objectionable under extremely unfavorable conditions:
long-held organ tones may, in this way, pick up an
artificial vibrato nor present in the original performance.
Long-term deviations range from insignificant and
hardly noticeable aberrations (an A-note which sounds
at 438 cps instead of 440) to unbearable pitch distortions
covering the interval of a minor third and more (A-523
cps instead of 440) in certain extreme cases.

Just as unpleasant and musically objectionable are
certain irregularities where the reference pitches steadily
change during plavback, usually starting high in the
outside grooves and ending low near the center of the
disk.  (Occasionally the opposite will be the case;
pitches will rise toward the end of the record). This
varietv is the most sinister, since it cannot be remedied
at home, even with a variable-speed turntable.

Investigaring the causes and cures of these disk dis-
orders has been interesting, because of the varieties of
reaction provoked by my queries.

First of all, I had some heartening support from the
industry when I made known the objective of my in-
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vestigation. Several manufacturers helped with loan
equipment: Garrard sent me their model 301, transcrip-
tion turntable, Rek-O-Kur their model CVS-12, and
H. H. Scott their stroboscopic model 710-A. Audak
obliged with studio tone arms and HiQ-7 cartridges.
Other companies volunteered information which was
valuable in formulating conclusions. Some manufactur-
ing enterprises were indifferent or even hostile, and a few
of the very big firms tried to deflect me via their public re-
lations departments.  Usually, though not always, the
degree of interest and co-operation scemed to vary in-
versely with size and prosperity. From the ourside
this looks sometimes like indifference although it
may be just the normal pedestrian speed of very large
industrial enterprises. The small fellow who has to
run hard afrer the customer in order to stay in business,
frequently is the man to whom we owe progress in
performance and quality standards. The large outfits
follow slowly, probably nort until a certain amount of
pressure is felt from the smaller, swifter competition.
The sales deparcment has to get worried.

So far as concerns the public, it can be said that the
problem is comparatively new to them — it existed dur-
ing the 78-rpm cra, but scems to have troubled people
less. Pitch problems become more serious the slower
the motion of the turntable is. The 333-rpm speed has
created tonal difficulties yer unsolved, and for this
reason, among others, I have doubts that the 16-rpm
speed will come into general commercial use in the near
future.* Most pitch-tempo troubles are the result of a
chain of developments consisting of the following links:
the introduction of tape as standard recording medium,
of the LP disk, and of the svnchronous motor with its
idiosyncrasies and sensitivities. Addirional factors are
the disappearance of the speed-adjustment feature from
most home turntables and, last but not least, the emer-
gence in the market of scores or even hundreds of new
record manufacturers who needed time and experience
to master the finer skills of the craft. However, at
first the public was so overwhelmed and gratified by the
glories of new microphone and reproduction techniques,
by the splendid silence of vinvlite, and by the general
convenience of the LP record, that they ignored the

% This statement is valid only for fine classical music recording. In the
“Spoken Word" field where pitch and speed precision standards are less
critical, the 16-rpm speed is making remarkable progress.
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many pitch defects which slipped into the new re-
cording and playback processes.

To put it another way, until quite recently we were
so intoxicated by the wonders of high fidelity sound
that we forgot to look for musical shortcomings. The
last two years, however, have created a growing public
awareness and unease about pitch fidelity.  Harold C.
Schonberg, music critic and record reviewer for The
New York Times, lists a large number of disks he con-
siders unacceprable or nearly so because of picch trouhles,
in his recent Chamber and Solo Instrument Music, part of the
Knopt wrilogy, The Guide to Long-Playing Records.  Philip
L. Niller, of the Music Division of the New York Public
Library, also gives the point considerable attention in his
sister volume Vocul AMusic. Both authors expressed in-
terest and gratification when thev heard abour my scudies
and forthcoming reports.  Their reactions can be para-
phrased as follows: High time chat somebody went
thoroughly and systematically into the problem; you
have my full support.

Other critical comment concerning pitch problems is
sporadically expressed in the press, mostly by record
reviewers;  during the last vear or so such complaints
have noticeablv grown in number. As concerns re-
actions among the record-buying public, 1 can only
judge from my contacts with musicians, music lovers,
record collectors.  Most of my friends and acquaintances
interested 1n records now have become aware of the
facts and keep complaining about them. To my sur-
prise, I reccived a number of telephone calls while my
studies were in progress: people unknown ro me called
to say thar ““just now a record is running on Radio
Station XYZ which is a full semitone too high [ or too

low ] in pitch.”  Or thar there is one **where the pitch
is falling [ or rising ] from section to section.”  When
I'd ask how they got my name and telephone number,
they would explain that Mr. So-and-So had given it to
them wich the information chat [ was engaged in picch
studies of LP records. T can only assume that this tvpe
of intelligence travels fast in interested circles, by what
s called in China the “bamboo radio."” Bevond the
horizon of such contaces I can onlv speculate on the
degree to which che public is aware of the problem.
But there s lirele doubt in mv mind thart the situation is
ripe for remedial suggestions.

Here are my suggestions for possible improvements.
Some of them are casily and immediately realized;
others will call for much persuasion and a good deal of
ingenuity and patient work on the part of manufacturers
and recording engineers.

(1) The tape speed in good professional tape equip-
ment must be continuonsly supervised and, if necessary,
adjusted before and during recording or mastering play-
back. The capstan motors in such equipment must be
made independent of the hazards of the power supply.
Part of this objective could be achieved with the help of
the Ampex 375 power-control unit — which, however,
is expensive and does not include the speed-adjusement
feature. I have information that C. G. Conn Ltd.*
plans to produce a motor-control system which will
fultill both functions in a high-precision way: absolutely
even run of the synchronous capstan motor plus a con-
tinuous and instantaneous speed-variation feature.  This
instrument would work with a high-precision tuning
fork whose steady 60-cvcle frequency steers the syn-

* Electronics Division, Etkhart, Ind.

av R

I

L

With stroboscopic frequency meter, the anthor checks steadiness of a 440-cycle tone recorded for reference on tape recorder.

AUGUST 1956
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chronous motor, while sliding weights running on
the fork’s prongs adjust the fork frequency within about
+ 3.59 from standard specifications. The degree of
speed variation can be controlled, and read on a meter
scale, with an accuracy of = 1 cent in terms of pitch
deviation. This fine instrument may be available very
soon and should cost somewhere around $400, a
bargain for every conscientious recording outfit.

(2) The tape speed must be made measurable con-
tinuously and instantaneonsly before and during recording
or mastering playback. Several gadgets have been
developed for this purpose, priced from a nickel up-
wards to fifty dollars and more for a precision-tooled
stroboscopic wheel. None of these devices is quite
precise enough for the purpose. Even the finest strob-
oscopic wheel won't indicate flutter and wow caused
by the power supply: if the power frequency drops a
small amount, the tape (and the strobe wheel) will run
slower, but so will the light flickers of the neon bulb
illuminating the stroboscopic disk, and the strobe
pattern will show unchanged speed. Furthermore, if
you push this measuring wheel too hard against the
tape, both will slow down by what amounts to a brak-
ing effect; if you don’t press hard enough against the
tape, there will be some degree of tape slippage against
the strobe wheel — how much, nobody will ever know.
But we do know that measuring tolerances in this busi-
ness ought to be smaller than .1 per cent.  There is only
one absolutely precise and reliable way that I can think
of to measure tape speeds continnously and instantanconsly:
print a stroboscopic pattern on the outside of every high-
class professional recording tape, forexampleeight strokes
per inch of tape, each 1/16-inch thick. I have tried to
coax one of our major tape manufacturers into bringing
out such a tape as standard material for professional
tape recording, even pointing out that it would bring a
premium price. I was handed over to the public rela-
tions office, where I was treated with the gentle polite-
ness and indulgence customary in the handling of well-
meaning cranks. In contrast, another manufacturer
discussed the possibility with me seriously and at length,
consulting with his sales department and various other
divisions. Their conclusion was that it had no com-
mercial potential whatever: the record makers did not
want strobotape and would not pay the premium price
for it. But this is no reason to be discouraged, in my
opinion: if the giants won't do it, the smaller companies
will make it as a competitive item, and I venture to
predict that in less than a vear from now stroboscopic
recording tape will be available in the market. Then
the only accessory still needed will be a small oscillator-
regulated power supply for the neon bulb which is to
illuminate the strobe pattern on the tape at a steady
unchangeable 60 cycles, no matter what happens in the
power supply or in the speed regulator driving the
capstan motor.

(3) Find out what makes pitches rise or fall drastically
over long-range periods of recording. If the tape re-
corders are at fault (as T am inclined to suspect), improve
the tape-transport mechanism and eliminate any pulling
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or dragging influences which might throw the capstan
off its specified speed.

(4) Get yourself a stroboscopic frequency meter;*
one belongs in the laboratory of every first-rate record
producer. No other instrument is fine enough to
measure musical pitches and pitch deviations at an
accuracy of one cent, or hundredth of a semitone (which
is the measuring accuracy called for in musical record-
ings). Be happy with your oscillators and signal
generators whenever you are dealing with **signals’ and
electronic frequencies; they may be fine for this type of
work, but I have used many of them and still have to
find one whose calibration stays correct within less
than == 2.59% over the audible range. This is an out-
rageous tolerance for musical pitch definition. There
is, at present, only one sufficiently accurate way to
measure flutter and wow in terms of mausical tolerances:
again the stroboscopic frequency meter which, inci-
dentally, can contribute a great deal of information
towards analysis, classification, and tolerance limits of
musical distortions. The instrument is also the finest
and fastest tool for checking speeds or flutter and wow in
the factory inspection of turntables.

(5) To recording turntables the C. G. Conn power con-
trol will bring considerable protection against pitch-in-
fidelity and flutter and wow originating in the power
supply. This recommendation is also valid for practi-
cally all radio stations with transcription equipment,
furthermore for calibration and factory inspection of all
professional disk-cutting lathes. (I am, of course,
aware that some flutter and wow has mechanical causes
which cannot — as yet — be controlled by electronic
means.)

(6) For high-class home turntables the Conn control
system is, of course, much too expensive. But I am
sure that in the future, maybe in two years or less, mass-
produced and simplified versions of this control system
will be available for home turntables. These should
give us complete speed control and adjustment plus a
high degree of freedom from electric flutter and wow,
especially in small towns and rural areas.

The preceding are the major technological improve-
ments to which I have hoped to draw the attention of the
industry and public alike. Here follow a few minor
items which should also prove useful to record makers
and which will cost small effort and little money:

(7) Set up a stroboscopic frequency meter in every
recording session and measure the reference pitch of the
performers before recording, e.g., the violin’s, or piano’s
or oboe’s middle A. Then add to the printed notes on
the sleeve the information: *‘Recorded at A-441 cycles.”’
This information will help toward continuous pitch
control throughout the recording session and all further
processing steps. It will also be very useful to the
music lover in the home.

(8) Record a tuning tone (for example A-439) on the
first (and last?) groove of each side of a disk and make
sure the tuning tone is Continued on page 85

* Representative for the recording and radio industries: Lang Electronics
Inc., 507 Fifth Ave., New York, N. Y,
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MY TRAVELS this summer have
taken me to Bridgeport and the studio
of William H. Seltsam, founder of
the International Record Collectors
Club, which will observe its twenty-
fifth anniversary next year. The IRCC,
as all good discophiles should know,
purveys vocal recordings from the
past — either reissues of very rare ma-
terial or editions of hitherto unpub-
lished disks and cylinders. Its head-
quarters are in Mr. Seltsam’s home at
318 Reservoir Avenue, a frame house
in a semi-industrial section of Bridge-
port, from whence a large correspond-
ence is maintained with opera singers,
collectors, and record companies the
world over. Passing his home on the
road, you would never suspect it to be
the repository of unique and invalu-
able musical documents.

The house harbors vast numbers of
old recordings, but the rarest and most
fascinating of them all are undoubredly
the brown wax cylinders recorded by
Lionel Mapleson from 1901 to 1903
at actual performances in the Metro-
politan Opera House.  Bill  Seltsam
first became aware of the existence of
these cylinders in the carly 1930s.
They had been recorded by Mapleson,
librarian at the Met from the carly
days until 1937, for his own pleasure
and had been heard only by a very
few people in the privacy of his office.
Seltsam felt they should be heard more
widely and in 1935, fortified by a
letter of introduction from his friend
Geraldine Farrar, he paid a visit to
Mapleson and proposed re-recording
the cylinders for issuc on IRCC disks.
The aged librarian showed lirtle en-
thusiasm; the old recordings. he said,
were very dim and most probably
unsuitable for general consumption.
At length, to soften Selsam’s disap-
pointment, he took two cylinders out
of his desk drawer. “There’s almost
no sound left on these,” he said. “but
you can have them to experiment
with”  Unlike most of Mapleson’s
cylinders, which were carefully identi-
fied, these two had no markings ar all.
There was no telling what had orig-
inally been recorded on them, but Bill
Seltsam accepted them gratefully and
promised to keep Mapleson informed
of results.
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It took two years of trial-and-error
tinkering before Seltsam was able to

coax from the cylinders sufficient
sound to be heard on an clectrically
transcribed  disk.  When he finally
discovered what one of these sup-
posedly unplayable cylinders con-
tained, however, the cffort seemed far
from wasted; for in the tiny brown
grooves was the impress of Nellie
Melba’s voice as it had electrified a
1901 audience in a cabaletta from Les
Huguenots. Lionel Mapleson died be-
fore he could hear Seltsam’s results,
but his son was well impressed and
turned over the entire collection of
cylinders to the IRCC.

Last year a sclection of Mapleson
recordings (including the Hwgnenots
excerpt by Melba) were issued on an
IRCC ten-inch LP. This fall another
Mapleson LP will be forthcoming.
Bill Seltsam played me the tapes from
which this disk will be cut; and
though 1 should not anticipate James
Hinton’s review, [ think 1 can safely
predict that he—and all aficionados
of singing—will find it stupendous.
There are thrilling excerpts from Act
11 of Tosca in a 1903 performance fea-
turing Antonio Scotti, Emilio De
Marchi (who created the role of
Cavaradossi ), and Emma Eames, sing-
ing here with a passionate vibrancy
quite undisclosed in her disappointing
Victor records. Jean de Reszke's bril-
liant  high notes pierce excitingly
through the noise level of some 1901
recordings of L'Africaine. and a sur-
prisingly well-recorded "Ride of the
Valkyries” is notable for Schumann-
Heink's dominating utterances as Wal-
traute. Bur it is again Melba who
steals the show with her unconcerned
vaulting of coloratura hurdles from
Fanst, Lucia, and Le Cid.

0 e

AS A FOOTNOTE to last month’s
article by Charles Edward Smith {"A
New Breed of Cats™ describing the
double lives led by Friedrich Gulda
and Benny Goodman, be advised that
RCA Victor will offer microgrooved
substantiation of these musicians’ ver-
satility. In New York on June 28,
RCA’s engineers recorded the jazz-
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playing Mr. Gulda for a just-issued LP
entitled Gulda Plays at Birdland. In
Tanglewood early in July, Victor re-
corded the Mozart-playing Mr. Good-
man with members of the Boston Sym-
phony for a forthcoming LP thar will
couple the Clarinet Concerto and the
Clarinet  Quintet.  Incidentally, the
Birdland disk of Friedrich Gulda
(herctofore  an  exclusive  London
arrist) will appear in this country on
the Victor label, tangible evidence
that the new alliance is beginning to
take shape. To give the event some
kind of symbolic significance, perhaps,
both London’s Julius Karchen and Vic-
tor's Gary Graffman were in the
audience at Birdland on the night
Gulda was recorded.

EPICS head of classical artists and
repertoire, Charles Schicke, recently
returned from a visit to Holland full
of admiration for Dutch hospitality
and for the handsome Philips head-
quarters there. This giant electrical
company has only recently gone into
the record business and has spent
large sums of money — not always
wisely —on ambitious undertakings.
Schicke reports that Philips is seriously
starting to invade the domain of opera
recording now dominated in Europe
by EMI and Decca-London. Already
on tape are Charpentier's Lowuise (re-
corded in Paris), Prokofiev's Love for
Three Oranges (recorded in Ljubljana,
Yugoslavia), and Donizetti's Don Pas-
quale (recorded in Naples). The lat-
ter is the first fruit of a contract be-
tween  Philips and  the Teatro San
Carlo, one of Iraly’s major opera
houses. An opera management can
furnish many of the ingredients of
a good recording (orchestra, chorus,
comprimarii) but it cannot supply the
world-famous  stars, who make their
own recording commitments. As a
result, Philips is proceeding  slowly
with its San Carlo program, waiting
until it can lure to its roster some
singers currently under contract to
other companies. Schicke says that
the lures—in the form of large roy-
alty guarantees — are beginning to in-
terest some well-known artists.
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Minimum Spec

or Theoretical Performance —’r;
WHICH ARE YOU BUYING?

ifications

Due to the tolerances of even the finest tubes, transformers

and components, the production performance of any high

fidelity amplitier design will vary over a considerable range.

Graphically illustrated below are three methods of specifying

anamplifier's performance within its manufacturing tolerance.

50 watts

15 20 25 30 35 40

10

ALTEC FIDELITY IS HIGHEST FIDELITY

35 watt Amplifier A

35 watt Amplifier B

35 watt Altec 340A

SPECIFICATION TOLERANCE

~—34—— SPECIFICATION TOLERANCE —

—f—— SPECIFICATION TOLERANCE

y

maximum rating obtained from
I hand-built prototype utilizing
selected matched components.

Production varies from 25 watts to
35 watts maximum.

average rating of

minimum rating which
all production must

production sample.
Production varies from

pass in final test.

30 to 40 watts output.

Production varies
from 35 to 42 watts.

Ask your Altec Lansing Dealer—an expert in high fidelity
—about this variation in tubes and other components used in
high fidelity equipment; about the range of possible perform-
ance found in every high fidelity amplifier. It's easy to see

that the theoretical performance ot a

has little reference to the performance you get at home, that
the performance of an amplifier may not be as good as its
averaged production rating—that a minimum rating is your
only assurance of actual production performance. That is
why all Altec Specitications are minimum guaranteed per-
formance. With Altec you know that your choice will be as
good or better than the published specifications.

Dept.8-H

LANSING CORPORATION

9356 Santa Monica Blvd., Beverly Hills, Calif.
161 Sixth Avenue, New York 13, N. Y.

hand-built prototype
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THE GUARANTEED MINIMUM
PERFORMANCE OF
THE ALTEC 340A AMPLIFIER

340A POWER AMPLIFIER

35 watts continuous, 30 to 22,000 cycles
with less than 0.5% distortion - within 1 db.
5-100,000 cps, 0 to 5 watts output - within
0.1 db. 30-22,000 cps, 0 to 35 watts output -
1.0% at 35 watts, 40 cps and 2 kc, 4:1 ratio -
$159.00
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ALFRED FRANKENSTEIN

Classical Music
Recitals and Miscellany

Dialing Your Disks ...

PAUL AFFELDER
ROLAND GELATT
ROY H. HOOPES, ]JR.

NATHAN BRODER
JOAN GRIFFITHS
JOHN F. INDCOX
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RAY ERICSON
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HOWARD LAFAY JOHN S. WILSON -
Folk Music ... 56
Best of Jazz . ... ... 57
.......................... Spoken Word ... i 59
.......................... Americans on Microgroove, Part II ... 6o

Music Between ... .

CLASSICAL

BACH
The Little Organ Book

E. Power Biggs, organ.
COLUMBIA KSL 227. Three 12-in. $17.98.

The forty-five chorale-settings of the Or-
gelbiichlein are beautifully played here.
Schweitzer has pointed out that the settings
were inspired by the emotions and events
represented in the texts of the chorales and
that to play these works properly it is
essential that the performer know those
texts. Biggs has evidently absorbed them
thoroughly. This is apparent not only in
his choice of tempos and registrations but
also in the excellent notes he has written.
There is only one aspect of this fine ser
with which the present listener would take
issue. Each setting is preceded by a state-
ment of the chorale simply, but fully,
harmonized. Now in theory this is a very
good idea. Most of us are not familiar
with the original chorale tunes; Bach's
Protestant German contemporaries were,
and could easily recognize them, no mat-
ter how much he embellished them. But in
actuality, as we hear each time first the
simple  four-part  harmonization, then
Bach's more elaborate version, the effect is
of a theme with one variation—an un-
satisfying form in this type of music.
The impact of Bach’s wonderful serting is
weakened: its principal melody and basic
harmonies have already been heard; and
instead of being an independent little
poem, it becomes — a variation.

Biggs announces that he will continue
this plan in forthcoming recordings. It
is hoped that he will consider other ways
of achieving the same goal — perhaps
playing only the unharmonized tune first.
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The notes, by the way, also contain the
complete score of the Little Organ Book.

N. B.

BACH
Organ Music

Toccata and Fugue in D minor, BWV
56s; Prelude and Fugue in A minor, BWV
543; Passacaglia and Fugue in C minor,
BWYV s82; Chorale Prelude, Nun komm
der Heiden Heiland, BWV Gs9

Claire Coci, organ.

VOX DL 210. 12-in. $4.98.

This is less interesting as a little reciral
of Bach than as a demonstration of some
of the capacities of the remarkable organ
in the Chapel at West Point, said to be
the fourth largest organ in the world, an
instrument that is capable of thunderous
power and ghostly whispers. Miss Coci
resists the temptation to run wild among
the some nine hundred stops, and her
registrations are for the most part tasteful.
The recording is a triumph of audio engi-
neering, combining spaciousness with clari-
ty. This may not be the ideal instrument
for baroque music, but it should be per-
fect for César Franck, which it is an-
nounced Miss Coci will offer next.  N. B.

BACH
“Bach for Percussion’

New York Percussion Ensemble, Harold
Glick, cond.
AUDIO FIDELITY AFLP 1812. 12-in. $5.95.

I have never been aware of any deep-felt
need for percussion arrangements of the
organ music of Bach, and after listening to
this effort I cannot say I have changed
my mind. It is initially a shock to any-
one familiar with, say, the Toccata and
Fugue in D minor to hear it reduced to a
series of repetitive rhythmic patterns. In
fact, Bach for percussion is lots of fun
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for about five minutes. After that it be-
comes a bore.

The recording is quite good, though
not quite as crisp and well defined as some
other percussion show-off disks 1 have
heard. Balance is good, and the record is
very cleanly recorded, even on high-volume
passages. J. G. H.

BACH
St. Matthew Passion

Corry Bijster, soprano; Annie Delorie,
alto; Willy van Hese, tenor; Carel Willink,
bass; Amsterdam Oratorio Chorus; Vrede-
scholen Boys' Choir; Rotterdam Chamber
Orchestra, Piet van Egmond, cond.
CONCERT HALL CHS 1255. Three 12-in.
$11.94.

There are a number of good qualities in
this performance. The tempos seem right,
and Egmond conveys much of the drama
of the Passion. The work is performed
complete; the problem of getting the entire
composition onto three disks is neatly
solved by repeating only the opening
ritornel in most of the da capo arias. Willy
van Hese, who sings the tenor arias as
well as the role of the Evangelist, and
Carel Willink, who does all the bass parts
including that of Jesus, have arttractive
voices and employ them skillfully. The
ladies, unfortunately, are less commendable,
the soprano being decidedly second-rate.
In the string accompaniments to the utter-
ances of Jesus one misses the soft glow
that has been likened to a halo; the
strings here are thin and sharp, and the
first violin is often too prominent.
The sound is generally satisfactory, ex-
cept at the beginning of Side 1, where it
is rather pinched, and in the numbers for
double chorus, where it is not as clear as
it could be. In short, this performance,
which throws off some sparks but seldom
bursts into flame, does not challenge the
pre-eminence of Scherchen’s on Westmin-
ster. N. B.
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BACH

Suite for Unaccompanied Cello. No. 3,
in C: Bourrée — See Kodaly: Sonata
for Unaccompanied Cello, Op. 8.

BARSANTI

Concerti Grossi. Op. 3, Nos. 4 and 10
— See Cimarosa: Concerto for Two
Flutes and Orchestra, in G.

BARTOK
Mikrokosmos

Edith Farnadi, piano.
WESTMINSTER XWN 18182/84. Three 12-
in. $11.94.

An extremely sensitive and poetic per-
formance of the Bartdkian colossus, dif-
ferent in many emphases from the recently
released Sandor version on Columbia but
neither superior nor inferior to it. The
work consists of 153 short pieces compris-
ing a complete graded course in piano
technique and simultaneously a complete
course in the harmonic and contrapuntal
world of Béla Barték. The virtuoso pieces
at the end, especially the Six Dances in
Bulgarian Rbythm. are frequent enough
on recital programs, but the real won-
der of the collection, from the point of
view of the record listener, is the series of
subelementary five-finger exercises at the
beginning. Every rule of common sense
says these should be dull listening after
the naive charm of first acquaintance has
been dissipated; instead, they grow more
and more fascinating. Book 1 of Alikro-
kosmos confirms Bartdk's genius as does
nothing else. A. F.

BLOCH
Sonatas for Violin and Piano, Nos. 1
and 2

Rafael Druian, violin; John Simms. piano.
MERCURY MG 50095. 12-in. $3.98.

Thirty years ago, when Bloch's first violin
sonata was new, it seemed to his friend
Alex Cohen and, obviously, to Bloch him-
self to embody ideas of “obstinate violence”
and “massive brutality.”  Consequently
Bloch wrote his second violin sonata as a
kind of mirror image of the first: it is
subtitled “Poéme Mystique” and Bloch says
its theme is “faith and serenity.” With
the passage of the decades, the first sonata
has come to sound rather less brutal and
the second rather less serene. Both have
mellowed rather than aged; both reveal
Bloch as a great master of the epic-de-
clamatory style; both are “poémes miysti-
gues” of tremendous dramatic impact and
gorgeous color. Finer performances and
recordings would be very dithcult t
imagine. A. E

BORODIN

Quartet No. 2, in D

+Shostakovich: Quartet No. 1, in C, Op.
49

Armenian Stare String Quartet
ANGEL 35239. 12-in. $4.98 (or $3.48).

Both these quartets are scarcely more than
blown-up salon pieces, and they are made
to sound all the more salonlike by the
smooth-as-silk, top-of-the-string style of
the Armenians’ interpretation.
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BRAHMS
Sonatas for Violin and Piano: No. 1
in G, Op. 78; No. 2 in A, Op. 100

Leonid Kogan, violin; Andrei Mitnik,
piano.
ANGEL 35332. 12-in. $4.98 (or $3.48).

Leonid Kogan, a young Soviet musician
and former pupil of David Oistrakh. has
been represented here so far by only a
handful of disks. mostly inferior. This is
the first recording 1 have heard thar has
really done him justice. Kogan has evi-
dently absorbed much of the technical
security and tonal polish for which Ois-
trakh is noted, and he seems to go fur-
ther than his teacher as an interpretative
musician. His performances of the first
two Brahms sonatas are not only technically
assured but musically probing. In addition,
the violinist enjoys exemplary collaboration
from Andrei Mitnik, a pianist who knows
how to play sonatas as part of a two-man
team. Altogether, this disk ranks with

the leading versions of the two sonatas.
P. A.

CHAVEZ
Sonatina for Violin and Piano — See
Surinach: Doppio Concertino.

CHOPIN
Piano Music

Ballade in F. Op. 3S; Nocturnes in F
minor, Op. 55, No. 1, and C-sharp minor,
Op. 27, No. 1; Waltzes in G-lat, Op.
70, No. 1. and D-flat, Op. 64, No. 1;
Mazurkas in C-sharp minor, Op. 30, No.
4, A minor, Op. 67, No. 4, and B minor,
Op. 33. No. 4: Imprompru in A-flar, Op.
29; Scherzo in B-flat minor, Op. 31.

Witold Malcuzynski. piano.
ANGEL 35171. 12-in. $4.98 (or $3.48).

It seems to me that Malcuzynski sometimes
abuses the license of rubato. but others
might not agree. | find this element dis-
turbing in the opening section of the
ballade, which should be simplicity itself,
and in one of the mazurkas. where the
rhythm loses in basic shape. But no fault
could be found with the pianist’s blandish-
ing tone and clean textures. The waltzes
and the impromptu stand out for their
charming combination of delicacy and
fleetness; the scherzo is equally fine, with
its strength and lyricism, and Mr. Mal-
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cuzynski knows enough not to anticipate
climaxes in plotting his well-proportioned
reading. R. E.

CIMAROSA

Concerto for Two Flutes and Orchestra,
in G

t+Barsanti: Concerti Grossi, Op. 3, Nos.
4 and 10

Jean-Pierre Rampal, Robert Hériché, flutes;
Orchestre de Chambre des Concerts La-
moureux, Pierre Colombo, cond.
OISEAU-LYRE OL 50008. 12-in. $4.98.

The fast movements of the Cimarosa con-
certo, which dates from 1793, have a
Mozartean grace and charm, and the Largo
is pure Italian song. Little is known about
Francesco Barsanti (1690-1760), an Italian
active in Britain. The two concertos by
him presented here are pleasant works
with some rather unusual ideas about or-
chestration: No. 4 features horns and
drums, and No. 10 makes effective use of
a trumpet, drums, and a muted solo violin.
Acceptable performance and recording.

N. B.

COPLAND
Music for Movies
+Weill: Music for the Stage

M-G-M Chamber Orchestra, Arthur Wino-
grad, cond.
M-G-M E 3334. 12-in. $3.98.

Music originally written for movie scores
cannot always be successfully salvaged for
the concert hall. Copland conducts a very
successful salvage operation, however, with
two nostalgic, atmospheric movements sug-
gesting broad landscapes — “New England
Countryside™ from The City, and "Barley
Wagons™ from Of Mice and Men. The
other three movements he offers here are
rather trifling, but they all go to make up
an effective pop concert suite. The Weill,
drawn from that composer's Broadway
musical comedies, is merely trash. Record-
ing and performance are of the best.

A. F.

DEBUSSY
Préludes. Books 1 and 2

Friedrich Gulda, piano.
LONDON LL 1289/90. Two 12-in. $7.96.

Having demonstrated his prowess in Bee-
thoven and bop, the versatile Mr. Gulda
now shows us how artfully he can manage
the prismatic tone-painting prescribed by
Debussy in the twenty-four Préludes.
Gulda cannot command the shimmering
sonorities of Gieseking (who can?), but
he plays these difficult pieces with fluency
and a sensitive appreciation of their poetic
intent. If he can do so well today, he may
turn out to be the successor to Gieseking
in this repertoire ten years hence. As of
now, this is the best-engineered version of
the Préludes in the catalogue. R. G.

DELIBES

Coppélia, Suite: Sylvia, Suite
Orchestra of the Paris Opera, Pierre-Michel
le Conte. cond.

CAPITOL P 18001. I2-in. $3.98.
Philharmonic Promenade Orchestra, Sir

Adrian Boult, cond.
WESTMINSTER W-LAB 7027. 12-in. $7.50.
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In both suites Le Conte includes two more
movements than does Boult. By way of
compensation, the Westminster recording
is wider in range, especially in the bass,
though Capitol's is perfectly satisfactory
for anyone not anxious to show off his
latest corner enclosure. In each case the
performances are good. P. A

DVORAK
Trio in E minor ("Dumky”), Op. 90
tSmetana: Trio in G minor, Op, 15

David Oistrakh, violin; Sviatoslav Knush-
evitzky, cello; Lev Oborin, piano.
WESTMINSTER XWN 18175. 12-in. $3.98.

Dvorak's Dumky Trio is an unusual work,
each of whose six movements is a “dumka,”
or series of musical thoughts, a sort of
fantasia comprising both slow and fast,
dancelike sections. Its serious, thoughtful
quality requires more than one casual
hearing for full appreciation. The Smetana
Trio, on the other hand, has an immediate
appeal. Like the familiar From Aly Life
Quartet, it grew out of a personal tragedy,
the loss of the composer’s five-year-old
daughter, but it doesn’t wear its heart on
its sleeve and is imbued with dramatic
power and a wecalth of fine melody.
Fortunately, the recording itself does not
mirror the undue emphasis given on the
jacket to Oistrakh alone. Knushevitzky
and Oborin have played with him many
times, and here the three artists present a
well-integrated performance of both works.
If anyone can be said to dominate, it is
the cellist Knushevitzky, whose warm tone
and expressiveness are something to hear.
The reproduction is slightly better in the
Smetana, where the tones of the three
instruments have been captured with good
balance and naturalness; in the Dvorak the
violin is occasionally shrill and the piano
is sometimes lost in the background. All
in all, though, this is far better than many
Soviet tapes, and both the music and the
performances are worth attention. P. A.

FAURE
Sonatas for Cello and Piano: No. 1, in D
minor, Op. 109; No. 2, in G minor, Op. 117

Monique Fallot, cello; Guy Fallot, piano.
LONDON DTL 93050. 12-in. $4.98.

Fauré's two cello sonatas were both written
toward the end of his long and fruittul life,
the First when he was seventy-two, the
Second five years later. Compared to the
violin sonatas, the music here seems more
contrived and less inspired, though it does
reach some distinctive heights in the slow
movement of the G minor Sonata. The two
Fallots present the music discrestly, without
much conviction or tonal opulence. P. A.

FRANCK
Quartet in D

Loewenguth Quartet.
EPIC LC 3227. 12-in. $3.98.

The Loewenguth ensemble treats this ad-
mirable quartet somewhat more lightly and
vivaciously than did the Parrenin Quartet
on a recent Westminster issue. It is a
highly acceptable performance, but [ pre-
fer the dramatic approach of the Par-
renins, also Westminster's warmer, better-
balanced reproduction. P. A.
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FRESCOBALDI
Harpsichord Music

Toccata in G minor; Partite 12 sopra Uaria
di Ruggiero: Capriccio sopra la Battaglia;
Aria detia la Frescobalda.

tScarlatti: Sonatas: in D minor, L. 423;
D, L. 461; G minor, L. 488; C, L. 20s;
B minor. L. 149; A minor, L. 429

Sylvia Marlowe, harpsichord.
CAPITOL P 8336. 12-in. $3.98.

Girolamo  Frescobaldi, organist at St
Peter's in Rome carly in the seventeenth
century, was one of the first of the great
keyboard composers. Those who know
only the lovely sacred pieces of his Fiori
musicali in the excellent organ recording
by Noehren will find the more robust,
secular side of Frescobaldi’s art represented
here. The Capriccio, with its imitations of
trumpet calls and drum rolls, is a fairly
conventional battle piece, but the other

works are imaginative and rich-sounding.
Miss Marlowe gives expression to the
different moods of the variations by judi-
cious changes of registration. The Scar-
latti pieces are nicely played too, though
one finds oneself sometimes wishing that
the over-all rhythmic conception had a
firmer spine. Miss Marlowe's instrument
sounds especially attractive here, and it has
been given full and natural recording.
N. B.

GLANVILLE-HICKS
Sinfonia Pacifica; Three Gymnopédies
tSurinach: Hollywood Carnival

M-G-M Chamber Orchestra, Carlos Surin-
ach, cond.
M-G-M E 3366. 12-in. $3.98.

Peggy Glanville-Hicks wrote her Sinfonia
Pacifica on a voyage to Australia, and that,
apparently, is the reason for its title. The

Exploring the Piano with Bela Bartok

ELA BARTOK produced twenty-eight

works for piano solo, twenty of
which are included in this monumental re-
lease. To be sure, five of those twenty
works are here represented only in part;
nevertheless the four disks provide an all
but encyclopedic survey of Bartdk's output
for solo piano, performed with high
authority by one of his leading pupils and
beautifully recorded. The works omitted
are mostly early pieces of secondary im-
portance.

The contents of the four records are as
follows:

9801 — Sonatina; 24 pieces from the
last three volumes of Alikrokosmos; 17
Hungarian folk tunes from tle collection
entitled For Children.

9802 — Improvisations on Hungarian
Peasant Songs; 11 Slovakian folk tunes
from For Children; Two Elegies; Six
Rumanian Folk Dances, Fantasy II from
Four Piano Pieces; Seven Sketches.

9803 — Sonata; Fifteen Hungarian Peas-
ant Songs, Three Rondos, Rurianian
Christmas Carols, both series; Suite, Op.
14.

9804 — Out of Doors; Ten Easy Pieces;
Allegro Barbaro, Nine Little Piano Pieces,
Three Burlesques.

Fach of these four disks is a separate
anthology containing early and middle-
period works (Bartok did not write for
piano solo in the last phase of his career).
The early compositions, such as the Two
Elegies and the Fantasy, reveal a very ro-
mantic Bartdk strongly beholden to Liszt,
Brahms, and Chopin. Most of the piano
music talls, however, into the period when
Bartok had gone on from the nineteenth-
century tradition to explore Central Euro-
pean folk music both extensively and pro-
foundly. He makes magnificent transcrip-
tions of Hungarian, Rumanian, and Slo-
vakian songs and dances, composes virtuoso
studies on themes he had collected, and
creates altogether original works in idioms
suggested by folklore.

This music also falls into the era of
Bartok's activity as a piano teacher — which
explains the large number of collections
of very short movements and works ad-
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Andor Foldes

dressed to performers with little or no
technique. Few of Bartok’s piano composi-
tions are works of a size and intricacy com-
parable to his concertos or string quartess.
The most important of these are the Our
of Doors Suite, which contains one of the
most remarkable nocturnes in modein
music. and the clangorous, intensely per-
cussive Sonata, which comes close to
shattering the piano as well as the con-
ventional approaches to its use.

Bartok wrote more piano music than
any other major composer of modern times,
but it is not possible to trace the curves
of his entire career through this one
medium. Perhaps his greatest achievement
as a writer for piano lay in the creation
of very simple pieces for beginners which
are none the less great works of music
worthy of all the care and subtlety a vir-
tuoso like Foldes can bestow upon them.

ALFRED FRANKENSTEIN

BARTOK: Piano Music

Andor Foldes, piano.
DECCA DL 9801/4. Four 12-in. $3.98
each.
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FporTmeey

work exemplifies this composer’s recently
attained conviction that harmony preoc-
cupies modern musicians unduly; she aims,
as she says, to “reassert the right of the
melodic and rhythmic elements as the
primary structural forces.” This program
would be more convincing if Miss Glan-
ville-Hicks" melody did not imply harmony
of a rather banal sort at almost every turn.
The symphony is pleasantly tuneful, how-
ever, and brightly scored. The three Gym-
nopédies are old pieces of hers in the
grave, quiet vein of Erik Satie’s composi-
tions bearing the same title. Surinach’s
Hollywood Carnival is an amusing trifle
developed from the score to a UPA
animated cartoon. Recordings and per-
formances are superb. A. F.

HAYDN

Quartets: No. 4o, in C (“The Bird”),
0p. 33, No. 3; No. 72, in B-flat ("Sun-
rise”’), Op. 76, No. 4

Quartetto Italiano.
ANGEL 35297. 12-in. $4.98 (or $3.48).

Both must be esteemed highly, especially
the swooping Bird in a flight of tender,
natural grace unweighted by the volup-
tuous languors so familiar and so often
misplaced in the Italian Quartet’s scheme
of play. When they are on the scent,
these musicians are not surpassed by any
quartet, and their errors are to a degree
venial in that they are caused by the
headiness of their richly perfumed playing.
A little of this veils the last two movements
of the Sunrise, where a little more energy
in exchange for a few refinements of
nuance would have been beneficial. Colum-
bia ML 4923 and Haydn Society HSQ 20
carry the best of the recorded Swunrises,
but the new Bird will as a whole be pre-
ferred to the fine version of the Schneider
Quartet, except for those to whom the
crisp purity of the latter’s sonics (Haydn
Society HSQ 20) prevails over the more
undulant performance. The Angel sound
is commendable, excellent for the Bird,
with a high output that will make irs
best effect at a low volume of reproduction.

C. G. B.

HAYDN, MICHAEL

Concerto for Violin and Orchestra, in
B-flat

JRosetti: Concerto for Bassoon and Or-
chestra, in E-flat

Vienna Orchestral Society, F. Charles Ad-
ler, cond., with Walter Schneiderhan,
violin, and Leo Cermak, bassoon.
UNICORN 1018, 12-in. $3.98.

Expressing gratitude to the Messrs. Unicorn
for assembling scores from the parts of
this pair of eighteenth-century German
fragilities, we must not hide dismay at
the disconsolate, timid, and unconvincing
presentation by the conductor and or-
chestra. Haydn’s brother’s concerto is a
routine mixture of rococo and baroque,
distinguished by a shapely but overlong
adagio. The Rosetti work — called a con-
certino in spite of standard length —is
lighter, more inventive, and more memo-
rable. One of those tiny orchestras so dear
to the phonogtaph has been used, and as
usual, sounds raw. C. G. B.
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HINDEMITH
Sonatas (4)

Harry Sevenstern, trumpet; Jos D’hondt,
clarinet; Arnold Swillens, bassoon; Francis
Tursi, viola; José Echaniz, piano; Henri
Duval, piano.

CONCERT HALL CHS 1250. 12-in. $3.98.

The sonatas for trumpet, clarinet, and bas-
soon were all recorded in Holland, with
Duval as pianist in each. The viola son-
ata, by Tursi and Echaniz, was done in
this country, is considerably superior in
sound to the other three, and is the only
one of the series not previously available
in at least one LP version.

The viola sonata belongs to Hindemith'’s
romantic, Brahmsian youth, when every
sonata had to traverse a world of varied
expression and music spouted from this
composer as copiously and excitedly as oil
from a Texas gusher. The sonatas for wind
instruments date from the late Thirties,
and they represent an entirely different
point of view. Fach is terse, strongly uni-
fied, and aims at expressing the essential
character of the principal instrument —
noble severity in the trumpet, fluent lyri-
cism in the clarinet, and a kind of fragile
wistfulness in the bassoon. Tursi’s per-
formance of the viola sonata is superb. The
other performances are adequate and might
have sounded better than that if the record-
ing had been better. A. F.

HINDEMITH

Theme and Four Variations (The Four
Temperaments); Symphonic Metamor-
phosis on Themes by Carl Maria von
Weber

Berlin Philharmonic Orchestra, Paul Hin-
demith, cond.
DECCA DL 9829. 12-in. $3.98.

Two of Hindemith’s most popular orches-
tral pieces, here recorded for the first time
under the composer’s direction. The result
is a revelation so far as The Four Tempera-
ments is concerned. This set of variations,
with obbligato piano and violin, has been
recorded several times before, but never
with so profound and moving an effect.
Each movement represents one of the four
“temperaments” of medieval physiology —
the melancholic, the sanguine, the phleg-
matic, and the choleric— and each is a
genuinely philosophic expression, or at
least so it seems under the spell of Hinde-
mith’s magnificent conducting and Decca’s
beautiful recording. The Symphonic Meta-
morphosis on the other side is a brilliant
bravura piece, and it is likewise gorgeously
presented. A. F.

KODALY

Sonata for Unaccompanied Cello, Op. 8

1Reger: Suite for Unaccompanied Cello,
No. 2, in D minor, Op. 131¢, No. 2

{Bach: Swuite for Unaccompanied Celln
No. 3, in C: Bourrée

Zara Nelsova, cello.
LONDON LL 1252. 12-in. $3.98.

Music for an unaccompanied stringed in-
strument requires something special from
a performer. Tone and technique must be
taken for granted and the entire concen-
tration must be upon maintaining the lis-
tener’s interest by means of phrasing and a
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feeling for contour. Zara Nelsova is well
equipped to do just this. Particularly wel-
come is the classic-style Reger Suite No. 2,
which receives its first complete recording
on this disk. The modern, endlessly in-
ventive, Hungarian-flavored Kodaly sonata
is a piece that contains just about every
trick in the book. Here Miss Nelsova
must play second fiddle — or rather, second
cello—to Janos Startker, who gives a far
more vibrant and a more complete account
of this work on a Period disk, for Miss
Nelsova, in order to get as much as she
does on a single record, makes several cuts
in the sonata, depriving us of some fas-
cinating passages. P. A.

LISZT

Hungarian Fantasia for Piano and Or-
chestra — See Tchaikovsky: Concerto
for Piano and Orchestra, No. I.

MACHAUT
La Messe de Notre Dame; Ten Secular
Works

Pro Musica Antiqua (Brussels), Safford
Cape, dir.
ARCHIVE ARC 3032. 12-in. $5.98.

Machaut's Mass, written about the middle
of the fourteenth cenrury, “is a work of
great historical importance. It is the
earliest known complete polyphonic setting
of the Ordinary of the Mass by one man.”
So Gustave Reese, in his monumental
Music in the Middle Ages. This is the
second appearance of the Mass on LP.
The first, in a performance by the Dessoff
Choirs, embodied a quite different ap-
proach. The conductor, probably on the
strength of an unfounded assertion that
the Mass was composed for a coronation,
used a large chorus and brasses. Here
the work is sung by four solo voices, mostly
a cappella, bur instruments join in dis-
creetly now and then. This is music of a
strange and stark nobility, and its com-
plex rhythmic organization, curious har-
monies, and open final chords should offer
no problems to any listener accustomed to
very old —and very new — music. The
secular pieces comprise a rondeau, a motet,
a complainte, two virelais, and five bal-
lades; they have a courtly, melancholy
grace.

All the music is well performed by
Cape’s crack ensemble of singers and play-
ers, the latter using modern reconstructions
of instruments popular in Machaut's time.
The original texes are supplied, but no
translations. As in most of the previous
issues in this fine series, the recording is
splendid; and this time there are visible
bands between pieces or movements.

N. B.

MENDELSSOHN
Overtures

Ruy Blas: The Hebrides; Calm Sea and
Prosperous Voyage; Fair Melusina.

Philharmonic Promenade Orchestra, Sir
Adrian Boult, cond.
WESTMINSTER XWN 18163. 12-in. $3.98.

Boult has a compelling, if not always
completely successful, way with these well-
loved overtures. Generally speaking, the
dramatic pieces — Rzxy Blas and AMelusina
— are more agreeably realized than their
more picturesque partners; in the latter the
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outlines are bold and rugged, but the
inner details are not always convincing.
Good work from the orchestra and excel-
lent Westminster sound. A rival recording
of the identical overtures, well played and
persuasively directed by Schuricht, is avail-
able on London LL 1048, and that shades
the present entrant by quite a little. This
recording is one of a new series by West-
minster, popularly priced at $3.08, with
a sleeve that compares quite favorably with
twelve-inch jackets issued by competitive
companies. J. F. L

MIASKOVSKY

Concerto for Cello and Orchestra, in C,
Op. 66— See Saint Saéns. Concerto
for Cello and Orchestra, No. 1.

MONTEVERDI
Orfeo

Margot Guillaume (s), La Musica, Proser-
pina; Hanni Mack-Cosack (s), Euridice;
Jeanne Deroubaix (ms), La Messagera, La
Speranza; Hildegarde Wild (ms), Ninfa;
Helmut Krebs (t), Orfeo; Horst Giinter
(b), Plutone; Peter Rot-Erhang (bs),
Caronte; and others. Chorus of the Staat-
liche Hochschule fiir Musik (Hamburg)
and Orchestra of the Sommerliche Musik-
tage Hitzacker, 1955, August Wenziger,
cond.

ARCHIVE ARC 3035/36. Two I2-in.
$11.96.

Listened to with a well-tuned ear, Monte-
verdi’'s Orfeo is still, after 350 years, a
noble and very deeply moving opera. But
down the centuries, at least partly because
of the gradual disappearance of the pre-
baroque instruments called for in the score,
it tended to be given less and less until
it had virtually disappeared. Then, early
in this century, there was a revival of
interest, and it was given in a number of
different realizations for modern or semi-
modern orchestral resources — by D’Indy,
Malipiero, J. A. Westrup, Orefice, Res-
pighi, Hindemith, Carl Orff, and other
composers. There has, however, been an
increasing trend towards performing Orfeo
with old instruments if possible, and the
Deutsche Grammophon-Archive perform-
ance is quite scrupulous in this regard.
It is as dedicatedly scholarly a reconstruc-
tion as could be hoped for, and, what is
more, the gamba, chitarrone, cornett, and
cither players seem to be fully in control.
One of the most beguiling things about
the performance, in fact, is the patina of
the instrumental mass.

The singers are for the most part
quite good so far as tone and intonation
go, with Helmut Krebs (who is a Shep-
herd in the older Vox set) better than
competent in the title role, Margot
Guillaume singing with lovely tone as
La Musica and Proserpina, Bernard
Michaelis (who just misses being a true
countertenor) and Fritz Wunderlich very
good indeed in the First and Second Shep-
herd parts, and Jeanne Deroubaix parti-
cularly telling in the crucial role of the
Messenger who brings word of Euridice’s
death. The only over-all complaint is that
throughout the cast the command of Italian
is quite variable, so that there is a scat-
tering of impure vowels and half-wrong
accentuations. But in view of the total
accomplishment that is no killing matter,
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Orfeo at 350 is noble as ever.

and August Wenziger keeps troubles at a
minimum. The recording, of chamber-hall
perspective, is clean and consistently bal-
anced. All told, this is much better than
the alternative LP versions and can be
very highly recommended. Full text and
translation, good notes, and all the techni-
cal musical data anyone could wish.

J. H. Jr.
MOZART
Concerto for Bassoon and Orchestra, in

B-flat, K. 191

German Dances, K. 509
Marches (2): in D, K. 335, Nos. I and 2

Mozarteum Orchestra (Salzburg), Ernst
Mirzendorfer, cond.; Rudolf Klepae, bas-
soon.

DECCA DL 9834. 12-in. $3.08.

The marches served as prelude and post-
lude, respectively, to the Posthorn Serenade.
Only one has been recorded before, not
well. Here both are robustly given, in the
easy spirit of geniality which characterizes
the entire disk. The disciplined suavity of
the best American orchestras is not part
of the Salzburg equipment, nor is it called
for, except perhaps in the Bassoon Con-
certo. The German Dances are given with
a gruff jollity underlined by a sound ac-
cording weight to the bass and the drums,
with the violins distant. This version is
certainly to be preferred to the others,
in spite of inadequate .contrast between
rusticity and urbanity, everything here
being rustic. The concerto is comfortable
in the fat solo tone and rolling delivery
bestowed on it, not that this will be
favored over outstanding editions by Vox
and London. C. G. B.

MOZART
Die Zauberflite

Corry Bijster (s), Pamina; Marilyn Tyler
(s), Queen of the Night; Corry van
Beckum (s), First Lady; Nel Duval (s),
Papagena; Henrietta Sengers (s), First
Boy; Lidy van der Veen (ms), Second
Lady; Jo van de Meent (ms), Third Lady;
Ilse Bresser (ms), Second Boy; Maria
Toussaint (ms), Third Boy; David Garen
(t), Tamino; Chris Taverne (t), Monasta-
tos; Chris van Woerkum (t), First Armed
Man; August Gschwend (b), Papageno;
Paolo Gorin (b), Speaker; Guus Hoekman
(bs), Sarastro; Eugene van Dongen, Sec-
ond Armed Man. Netherlands Philhar-
monic Orchestra and Chorus, Alexander
Krannhals, cond.

MUSICAL MASTERPIECE SOCIETY M 2033-
OP 21. Two 12-in. $5.90.
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Exceptionally among operas in the Musical
Masterpiece Society list, the third Mozart-
bicentennial Zaxberflote is not a telescoped
“concert” affair but an inclusive presenta-
tion — inclusive, at least, in the sense
generally applicable to recordings of the
work. That is, the spoken lines are all
omitted, as in the other sets save for the
new Decca, but the music is all there in
spirit and, usually, in something close to
truth. None of the individual voices comes
up to the standards set by the better op-
posite numbers on LP, but they are mostly
fresh and fairly balanced in the casting.
The style is clean and just, and the total
performance, fleet rather than profound,
has an attractive espri¢ that makes rehear-
ing no chore at all, if no unmarred delight
either. As Pamina, Corry Bijster sings
with somewhat uneven scale but with
warm honesty that only sometimes relaxes
into placidity, and Marilyn Tyler, granting
her some tight squeaks in the cruel colora-
tura, makes more of an effect as the Queen
of the Night than some more famous
sopranos have. David Garen has developed
vocal personality since his New York City
Opera days; his Tamino is live and musi-
cianly. The Papageno, August Gschwend,
is pleasantly bright and nimble, once the
ear has got used to his multiple ways of
coloring tones; and Guus Hoekman, though
his voice is hardly bassy enough, is (what
is that phrase?) a dignified Sarastro. The
rest are in similar case — not great but
mostly quite acceptable.

Alexander Krannhals' reading is swift,
crisp, and assured. The sound is clear,
though not spacious, the voices a bit too
forward for ideal balances. Notes are in-
cluded, but the review copy lacked a
libretto. All told, no substitute for the
better, more elaborate sets, but not at all
a bad buy for the money. J. H, Jr.

MOZART
Divertimento No. 15, in B-flat, K. 287
Symphony No. 39, in E-flat, K. 543

NBC Symphony Orchestra, Arturo Tos-
canini, cond.
RCA VICTOR LM 2001. 12-in. $3.98.

The symphony is recorded from a 1948
broadcast; the divertimento is in new trans-
ference from the 1950 recording, originally
presented on both sides of a ten-inch disk.
No one has ever played the Symphony No.
39 faster and it is doubtful that anyone
will try. The amazing resilience of the
music can hardly be better attested than
by this precipitate attack which metamor-
phoses it from a sunny idyl into an insis-
tent call to arms. Acknowledging that the
andante at this brisk clip is a dead loss,
we ought still to recognize that the im-
perious first movement, the ferocious
minuet, and the foaming finale, in a per-
formance without forebear, are no less
authoritative and a good deal more effective
than many conventional, daintier exhibi-
tions. The forceful registration has arti-
ficialities of tone and balance indicative
of efforts to rejuvenate it.

Warmer in sound than its first edition,
the divertimento is still crippled by the
amputation of its second minuet. The pet-
formance of the rest is distinguished by
swift grace and magical playing by a small
force of violins, the remaining strings and
the pair of horns slighted to conform with
custom. C. G. B.
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a drinking song with a jolly refrain, two
are pastoral in mood, and When the cock
contains some delightfully naive tone-
painting. Pure, clear singing and good
playing. N. B.

REGER

Suite for Unaccompanied Cello, No. 2,
in D minor, Op. 131¢, No. 2 — See
Kodaly: Sonata for Unaccompanied
Cello.

REVUELTAS
Three Picces for Violin and Piano —
See Surinach: Doppio Concertino.

ROSETTI

Concerto for Bassoon and Orchestra, in
E-flat — See Haydn, Michael: Con-
certo for Violin and Orchestra in B-

flat.

ROSSINI
William Tell: Ballet Music — See Jo-
hann Strauss: Le Beau Danube.

SCARLATTI
Sonatas — See Frescobaldi: Harpsichord
Music

SAINT-SAENS

Concerto for Cello and Orchestra, No.
1, in A minor, Op. 33

tMiaskovsky: Concerto for Cello and
Orchestra, in C, Op. 66

Mstislav Rostropovich, cello; Philharmonia
Orchestra, Sir Malcolm Sargent, cond.
RCA VICTOR LM 20106. 12-in. $3.98.

Every so often Saint-Saéns’ glittering con-
certo emerges to remind us that it still
has an undeniable public appeal — and an
even greater one for virtuoso cellists. Its
latest advocate, the young Russian cellist
Rostropovich, gives it a taut, virile per-
formance that has good style and plenty
of thrust. His tone, while fairly warm,
tends to become edgy, and the intonation
is not always firmly in the middle. This
is most noticeable when he is trying to
keep abreast of Sargent’s healthy accom-
paniment, an accompaniment not always
notable for delicacy.

The Miaskovsky work is new to records.
In this misty, neoromantic score, the cello
is less of a solo instrument than a very
close part of the orchestra, and no dazzling
display of technique is called for except
in the very short cadenza of the second
movement. In its reflective way, this is
a deeper and more heartfelt work than its
companion. It is difficult to imagine it
being more perceptively performed. Ros-
tropovich’s tone here is a shade lighter,
it sings more, and the consistent lyrical
context of the music seems to me to be
more suitable to his artistry. This is a sen-
sitive, free-flowing performance of an en-
dearing work and an auspicious index of
the Soviet cellist’s abilities. J. E L

SHOSTAKOVICH
Quartet No. 1, in C, Op. 49 — See Boro-
din: Quartet No. 2.

SIBELIUS

Symphonies: No. 6, in D minor, Op.
104; No. 7 in C, Op. 105

Philharmonia Orchestra, Herbert von Kara-

jan, cond.

ANGEL 35316. 12-in. $4.98 (or $3.48).
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Herbert von Karajan’s previous Angel-re-
corded interpretations of Sibelius have
been overly romantic and round-edged. In
the present pair of readings he seems to
be a changed man. There is far more
vitality and incisiveness in his approach,
and he is content to let the music speak
in its rough-hewn native tongue without
any questionable refinements. Compelling
as these performances are, however, they
still do not displace the recordings by An-
thony Collins (London) in my affection.
I prefer Collins’ greater expansiveness in
the Sixth, especially in the Finale, and
his closer adherence to the printed score
in the Seventh. P. A

SMETANA
Trio in G minor, Op. 15 — See Dvorak:
Trio in E minor.

STRAUSS, JOHANN II
Le Beau Danube

Orchestra of the Paris Opera, Manuel
Rosenthal, cond.
CAPITOL P 18006. 12-in. $3.98.

Le Beau Danube
tRossini: William Tell: Ballet Music

London Philharmonic Orchestra, Jean Mar-
tinon, cond.

LoNDON LL 1383. 12-in. $3.98.

Originally conceived by Massine, in 1924,
as a ballet in two acts, Le Bean Danunbe
was revised in 1933 and compressed into
a one-act ballet. In this form it has re-
mained a permanent and popular fixture
in the repertoire. The music, tastefully or-
chestrated by Désormiére, is a series of
melodic excerpts from Strauss operettas and
waltzes which have been woven into a
consistently pleasurable whole. We are

now offered two LP versions of the com-
plete ballet, where none existed before.
Each is directed by a Frenchman; but
where Martinon has the superb London
Philharmonic at his command, Rosenthal
must settle for the less virtuosic Paris

Saint-Saéns glitters for Rostroporvich.

Opera Orchestra. It is a handicap Rosen-
thal cannot overcome, for at all points the
English players are superior to the French-
men. Theirs is a more buoyant and fanci-
ful performance, the conductor keeping it
all nicely “in the air,” lighthearted in
feeling, and with fine appreciation of the
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sly touches of humor that run throughout
the score.

Rosenthal takes it a trifle more leisurely,
and the over-all feeling is more earth-
bound, though I do not mean this to imply
“heavy.” It is a good routine performance
and would be acceptable enough in the
theater, but on records 1 hardly think that
is quite good enough. Capitol’s sound
seems thin too, compared to the brilliance
and depth of that found on the rival re-
cording. J.E L

STRAVINSKY
Apollon Musagéte; Renard

Orchestre de la Suisse Romand, Ernest
Ansermet, cond. (with Michel Sénéchal
(t), Hugues Cuenod (t), Heinz Rehfuss
(b), Xavier Depraz (bs), and Istvan
Arato, cimbalom, in Renard).

LONDON LL 1401. 12-in. $3.98.

The suave, romantic-sounding, but clas-
sically inspired string sonorities of Apollon
are finely registered here, and the per-
formance is excellent if not quite the
last word. Apollon is one of the most
elegant “white ballets” ever composed, and
so the barnyard buffooneries of Renard
contrast with it extremely well. Renard is
not a ballet for lovely girls in white but
for acrobats, and their accompaniment is
not for a grandly resonant string orches-
tra but for a grotesque chamber ensemble
including five singers and a cimbalom.
The recording is very good, the perform-
ance first rate, but the singing is entirely
in French and no text is provided. Un-
fortunately the Robert Craft recording for
Dial, which is sung in English and there-
fore preferable for American consumption,
has disappeared from the catalogue. A. F.

STRAVINSKY
Les Noces; Mass; Pater Noster; Ave
Maria

Netherlands Chamber Choir, with instru-
mental ensembles and soloists, Felix De
Nobel, cond.

EPIC LC 3231. 12-in. $3.98.

The Hillis recording (Vox) offers Les
Noces in understandable English, the Rossi
(Vanguard) in authentic Russian; this
one offers it in a language purporting to
be French. The performance of it is
reasonably good, despite the wobbly voices
of the female soloists, while the Mass
is very well done, though it lacks the pure,
objective tone of boys’ voices, which Stra-
vinsky desires. The two little motets are
too slight to matter. The annotations, by
Klaus George Roy, are unusually copious
and highly informative. A. F.

STRAVINSKY
Le Rossignol

Janine Micheau (s), the Nightingale; Jean
Giraudeau (t), the Fisherman; Lucien
Lovano (b), the Emperor; and others.
Chorus and orchestra of Radiodiffusion
Francaise, André Cluytens, cond.

ANGEL 35204. 12-in. $5.98.

Stravinsky began work on this opera in
1909, finished the first of its three minia-
ture acts, and then — for various reasons
—put it aside for four years. During

Continued on page 48
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at its All-time Best...

Summer...“light” living...“light” music

but in Westminster W-LAB even the

lightest music is music at its hi-fi best!

STRAUSS, R.: Rosenkavalier Suite

STRAUSS, J.: Tales from the Vienna Woods — RodzinsKi....ccccoererrreiens vecrnnrnsnceens W.LAB
STRAUSS: Waltzes — Emperor Waltz, Roses from the South,

The Blue Danube, Voices of Spring — Rodzinski ..ccccoviieeinrcrnnecrnneenns W.LAB
DELIBES: Sylvia and Coppelia Ballet Suites — BOUIt .cceuiieuiieiieniinnessssarneeencensencens W-LAB
CHOPIN: 6 Nocturnes (Nos. 2, 5, 10, 12, 13, 20) — Reisenberg .......ccovcvreervnrnnens W-LAB
RIMSKY-KORSAKOFF: Piano Concerto, C sharp min., Op 30
FRANCK: Symphonic Variations — Badura-SKoda ....ccceeeverivniriieeiansirenesrrensoenssanes W-LAB
SUPPE: Overtures — Light Cavalry, Fatinitza, Poet and Peasant,

Boccaccio — Boult coiviiiiiiiiieiiiininiiceniniiieriieerrie crinsasessssnsnes W-LAB

Marches of Many Nations — Deutschmeister Band .....ccooevviiiiiiiiiniiiiiiieninenineensnsnss W-.LAB
IPPOLITOV-IVANOYV: Caucasian Sketches
BORODIN: Polovtsian Dances — RoOAzinsKi.iiiiviiiiriiiiiinininieeieisisreerses vorensnreensosens W-.LAB
RESPIGHI: Rossiniana
SUPPE: Morning, Noon and Night in Vienna Overture — Boult .....oocvvveevnreernennes W.LAB

Suggested list price, $7.50

NATURAL BALANCE

No harmonic distortion

7025

7026
7027
7029

7030

7033
7037

7039

7041

No pre- or post-echo i
No definition-loss ®
No response reduction w mmm
No stylus-bridging ’ ®
LONG PLAY l l ] F ] RECORDS
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Janine Micheau

those four years he composed The Fire
Bird, Petrouchka, and The Rite ol Spring;
and when he returned to Le Rossignol he
found his style had changed completely.
He hesitated a long time before resuming
this score at all, but finally decided to go
ahead without rewriting its first act be-
cause the atmosphere of that act is quite
different from the atmospheres of Acts 11
and I11. The result is a work which begins
in an idiom obviously influenced by the
Debussy of the Nocturnes and ends in an
idiom close to that of the Rite. Stravinsky,
one suspects, has always been uneasy about
this, and that helps to explain why Le¢
Rossignol has not been recorded wuntil
now.

The stylistic inconsistencies of the score
are no real cause for concern, however,
and they are far overbalanced by the
humor, brilliance. and philosophic fascina-
tions ot this extraordinary piece. The
libretto is derived from a familiar story
by Hans Christian Andersen. The emperor
of China appoints a nightingale as his
court singer; then he receives a mechanical
nightingale as a present from the Mikado,
and the real bird flies away. In the third
act, Death sits on the emperor’s chest and
the mechanical nightingale is broken,
whereupon the living nightingale returns
and charms Death away with his song.

All of this is set, after the impressionism
of the first act, in a manner distinguished
for its tense rhythms, its elaborately mosaic-
like interweaving of short themes. and
its coruscating, richly bejeweled orchestra-
tion. The libretto, by S. N. Mitusov and
Stravinsky himself, is a typical European
chinoiserie, with dozens of faocily garbed
little figures scurrying about, and the music
— which makes much use of a "Chinese”
pentatonic scale — is in keeping; but there
are some wonderfully lyrical moments in
the score, too, and some as ominous and
awe-inspiring as the Rite itself.

One of the most remarkable aspects of
the opera is the nightingale’s song. The
problem here was to write a coloratura aria
that should move one with its poetry and
at the same time sound wild and free.
For Stravinsky's solution to this problem,
and for Mlle. Micheau's solution to the
problem of singing it, one must turn to
the disk. Both solutions are superb.
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The recording recently won the Grand
Prix du Disque, and it is eminently worthy
of that honor on every count. A. F.

SURINACH
Doppio Concertino.

Anahid Ajemian, violin; Maro Ajemian,
piano; M-G-M Chamber Orchestra, Carlos
Surinach, cond.

+Chavez: Sonatina for Violin and Piano
tRevueltas: Three Pieces for Violin and
Piano

Anahid and Maro Ajemian.
M-G-M E 3180. 12-in. $3.98.

Surinach’s concertino, commissioned by the
Ajemian sisters last year. is scored for
solo violin and piano with a small chamber
ensemble of wind and percussion instru-
ments plus string bass. It is actually a
virtuoso piece for all concerned, and an
extremely brilliant one, making much use
of the Spanish folk idioms of which the
composer is a past master. The M-G-M
annotator, Edward Cole, justly compares
it with the quasi-orchestral chamber works
of Bartok, by which it may very well
have been influenced; at all events, it
handles its folk modes and rhythms in a
sionilarly forcetul and challenging way.
The Chéavez sonatina is more than thirty
years old; it was one of the first works by
this composer to display his interest in
Mexican Indian material, and it remains
one of his best. The taut, monumental,
severe, and grandly simple attitude of
Chévez is instructively contrasted with the
more conventional approach of Revueltas,
whose pieces — also  based on  Mexican
Indian folk themes — are full of wrong
notes to make them sound “modern” but
remain essentially romantic transcriptions.
They are good ones, though, espectally
the hercense-like slow movement. Record-
ings are magnificent, and so is the playing.

A. F.

SURINACH
Hollyvwood Carnival — See Glanville-
Hicks: Sinfonia Pacifica.

TCHAIKOVSKY

Concerto for Piano and Orchestra, No.
1. i1 B-flat minor, Op. 23

{Liszt: Hungarian Fantasia for Piano
and Orchestra

Julius Katchen. piano; London Symphony
Orchestra, Pierino Gamba, cond.
LONDON LL 1423. 12-in. $3.98.

Two comparative youngsters here have a
fling at two old war horses, with results
that are, to say the least, exciting. We
have had some fine recordings from Kat-
chen, but I think all must defer to this
powerful and brilliant performance of the
Tchaikovsky concerto. His forcetul handling
of the first movement and the high tension
of the finale are both samples of exhilarat-
ing pianism, and his delicacy of touch in
the andantino is in its own way just as
impressive. The companion piece by Liszt
is performed with iotense drive, great
technical finesse, and a fine sense of the
“"grand manner.” It well outdistances com-
petitive versioos. Pierino Gamba, at nine-
teen, can hardly be expected to have the
insight of a Reiner, yet his handling of
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the orchestra is extremely knowing. True,
he shows an occasional tendency to distend
a phrase a trifle in the Tchaikovsky, but
otherwise his is a spirited if not very
subtly shaded reading. The Liszt goes well
for him, though the playing is not always
crisp or well defined. London's engineering
is first-class in all respects. J.E. L

TCHAIKOVSKY

Symphony No. 4, in F minor, Op. 36
Boston  Symphony
Munch, cond.
RCA VICTOR LM 1953. 12-in. $3.98.

Orchestra,  Charles

This is a generally cool, detached reading,
relieved only by a few powerful moments,
which are not enough to save it from fall-
ing into the slightly-above-routine class.
When the conductor is seized by the power
of the music. as in the closing moments
of the first movement, and more partic-
ularly in the finale, the interpretation
catches fire. Elsewhere it merely smolders.
RCA Victor’s engineers, who seem to have
solved the problem of capturing the true
sound of this orchestra. have done their
job well. The finale is a riot of powerful
and lustrous sound; here, at least, this disk
is the equal of any previously recorded
version. However, the early Kubelik pet-
tormance on Mercury 5003, which is more
consistently of a piece and whose sound
is still remarkable, remains my favorite.

J. E. L

TURINA
Piano Music

Danzas fantisticas, Op. 22; Danzas gitanas,
Op. ss, Series 1; Mujeres espanolas, Op.
17; Le Jeudi Sarnt a Minuit.

José Echéniz, piano.
WESTMINSTER XWN 18185. 12-in. $3.08.

Mr. Echaniz continues to work his way
through the Spanish piano literature. The
style must be second nature to him by
now; certainly he handles it with much
authority, when his technical resources are
not overtaxed, and this Turina disk sug-
gests greater warmth in his playing than
was evidenced in previous disks. The best-
known of these works are the Danzas fan-
tditicas, because of their currency in the
composer's own orchestral version. The
three movements are  richly harmonized
and the second, Ewsuesio, a long, atmos-
pheric piece, is outstanding for its rocking
¥ meter. The three portraits ot Spanish
women (AMujeres espaiolas) recall the
fact that Turina studied with Moszkowski:
stitl Spanish in color, the music is on a
salon level, lightly clegant, gracefully
humorous, always charming. The Gypsy
Dances are short works of mild interest.
Le Jeudi Saint 4 Ainuit, however, is ex-
ceedingly lovely; it evokes a slow religious
procession, and Mr. Echaniz gives it a
muted and very beautiful performance.

R. E.

VIVALDI

Concertos for Oboe and Orchestra: in
F. P. 306; in D minor, P. 259 (Op.
VIII, No. 9): Concerto in B-flat for
Oboe, Violin, and Orchestra, P. 406;
Concertos for Orchestra: in I, P. 292;
in A, P. 235

Continued on page 50
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Hear Ye! Hear these brand new
releases available in August—all in
guaranteed High ]~1dclm/’

BRUBEUK
plays
BRUBECK

.. ] )

Brubeck l’lays Brubeck—a group of
nine original compositions for solo
piano, performed by the king of
modern improvisation. CL 878 $3.98

A
MOZART
ORGAN
TOUR

Tae Compiote

e
* o the tnatraments
for watch

Gamerats Aeademicn,
ase

Baraberd Pasmpart
Sondsetar

E. Power Biggs takes us cn a Mozart
Organ Tour. A chronicle :in sound of
Mozart Music played on Mozart organs
in Europe. 3-12” @) set K3L-231 $17.98

CASADESUS

ROBERT CASADESUS, Piano
PHILHARMONIC-SYMPHONY ORCHESTRA OF NEW YORK
DIMITRI MITROPOULOS, Conductor

BEETHOVEN: EMPEROR CONCERTO

CONCERTO NO. 5 IN F-FLAT MAJOR.OF 73 (Recor fod 1 Ypria)

Robert Casadesus and the Philharmon-
ic-Symphony Orch. of New Yotk per-
form Beethoven’s Piano Concerto No. 5
in E-Flat Major. ML 5100 $3.98

PUCCIN

MADAME BUTTERFLY

ANDFE §
KOSTELANETZ =

AND HIS GRCHES RA

Andm l\osulaneu brings us dnothgr
performance, bty orchestra alone, of
a Puccini masterpiece—this time.
Madame Butterfly. Cl. 869

DAVID OISTRAKH,

BEETHOVEN: SONATA NO. 10 IN G MAIOR, OP 96 &S

Russian violinist David Oistrakh per-
forms Beethoven's Sonata No. 10 in G
Major, also works of Vitali, Brahms
and Mendelssohn. ML 5096 $3.98

AFTERNOON OF A FAUN 9

THE PHILADELPHIA ORCHESTRA,
EUGENE ORMANDY. Conductor

Euume Orm"mdy and the Philadelphia
Ordmstr.z play Debussy's Afternoon of
aFaun, Nocturnesand Ravel’s Daphnis
and Chloe Suite No. 2. ML 5112 $3.98

‘avy

Paul Weston's orchestra and 12 fine
instrumentalists heard in a Solo Mood.
127 CL 879 or 3-record extended
play set B 879

GUARANTEED

HIGHFIDELITY
Guaranteed High kidelity on new
releases means 30 to 15,000 cycle
range within a plus or minus 2-decibel
lolumnce Records so marked have
been tested under the supervision
of Columbia Sound Laboratories.

® “Columbia” @ ® All prices are suggested list.

ON COLUMBIA Y RECORDS
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Claude Maisonneuve, oboe; Georges Ales,
violin; Ensemble Orchestral de L'Oiscau-
Lyre, Louis de Froment, cond.
OISEAU-LYRE OL 50073. 12-in. $1.98.

Not a single dud here. The opening move-
ments are mostly cheerful and contain
much of thematic, harmonic, and rhythmic
interest.  Outstanding among the slow
movements are the Grare of the F major
Oboe Concerto, for oboe and unison violins
only but satisfying neverthcless; the An-
dante of the Concerto for Orchestra in the
same key, with its unusual depth of emo-
tion; and the Andante molto of the A
majer Concerto, a lovely, melancholy song.
On the same high plane are the finales,
especially the chirping, light-footed one
of the F major Concerto for Orchestra; the
dramatic one of the D minor Concerto;
and the gay one of the A major, whose
theme begins exactly like Beethoven’s well-
known Contradance in C. Soloists and or-
chestra are excellent. The recording is a
little overbright, and a sensitive micro-
phone has picked up the clicking of the
oboe’s key mechanism, but neither of these
faults is pronounced enough to be annoy-
ing. N. B.

WEILL
Der Jasager

Josef Protschka (boy soprano), The Stu-
dent; Lys Bert (ms), The Mother; Willi-
bald Vohla (b), The Teacher. Diisseldorf
Children’s Chorus and Diisscldorf Chamber
Orchestra, Siegfried Kohler, cond.
M-G-M E 3270. 12-in. $3.98.

Written in 1930, two vyears later than
The Threepenny Opera, Der Jasager was
a contribution by Kurt Weill and his
librettist, Bert Brecht, to the developing
literature of Gemeinschaftsmusik — that is,
music-for-common-use. Like works of the
same period by Paul Hindemith and Ernest
Krenek, like Benjamin Britten's Let’s Make
an Opera, and like Weill's own later
Down in the Valley, it was designed to be
produced in schools, in this case either
with or without adults in the cast. How-
ever, it turned out to be quite a bit more
than just a “children’s opera.” Brecht and
Weill both were much troubled by their
times, and both were masters in their
crafts. The result of their collaboration
was, and is, a singularly unsettling little
fable.

The action, based by Brecht on an old
Japanese no-gaku plot, tells of a small boy
who importunes his sick mother and his
teacher until they allow him to set off on
a journey across the mountains with the
teacher and a group of older students; on
the other side he is sure he can get medi-
cines that will make his mother well. In
the mountains he himself sickens and can
travel no farther. According to ancient cus-
tom, he has the option (provided by
Brecht; in the »o the outcome is inescap-
able) of having his companions turn back
with him or of allowing himself to be
cast off of a cliff so that the party may
be rid of a fateful encumbrance. He will
not ask them to turn back. Will he
let custom be followed? “Ja,” he says,
very simply; but will the others search
for the medicine his mother needs? They
take his flask, and gentdy drop him tw
his death. Then they restate the moral
that opened the opera: “Understanding
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and participation are necessary to learn-
ing.” By setting the common welfare
above his life, the boy has proved his true
understanding.

Whatever philosophical debate there
might be over this, the little tale is simply
and touchingly told, with classic economy
of words and stark theatrical line. A
parallel economy obtains in Weill’s music,
but by no means does he make things
easy for the performers; the ranges re-
quired are not extreme, but the demands
of breath, rhythmic precision, and clean-
ness of phrasing are unyielding. The
harmonies are faintly pseudo-oriental at
times, but in the rhythms and twists of
phrase the score is all Weill—on oc-
casion straight out of AMabagonny and Die
Dreigroschenoper. The bright particular
star of the M-G-M recording, prepared
under the supervision of Lotte Lenya Weill,
is the exceptionally gifted boy soprano Josef
Proschka, who sings most expressively and
(even more remarkable for one of his
kind) on pitch. The other principals are
grownups — Lys Bert, as the Mother, and
Willibald Vohla, as the Teacher. Both are
very good, and the children of the Diissel-
dorf chorus do notably well with some not-
easy counterpoint, under Siegfried Kohler's
well-paced direction.

Good notes by Edward Cole, but no
text at all—a fact that counts negatively
even though the German is school-level.
The sound is quite good. Not of universal
appeal, perhaps, but highly recommended.

J. H, Jr.

WEILL
Music for the Stage—See Copland:
Music for Mouvies.

More Briefly Noted

EOPLE who want to hear Bach mult-

keyboard concertos with pianos instead
of harpsichords may be interested in a
disk containing the Concertos for Three
Pianos, in C, BW 1064, for Three Pi-
anos in D minor, BW 1063, and for Four
Pianos, in A minor, played by Gisele
Kuhn, Georgette Astorg, Livia Rev, and
Monique Mercier, and the Champs Elysées
Theater Orchestra led by Arthur Gold-
schmidt (London DTL 93053). The per-
formances are good, the recording not very.
As bonus London adds transcriptions for
string orchestra of two organ works, the
chorale prelude “Nwn komm der Heiden
Heiland” and the “Litle” Fugue in G
minor.

Of Bach Organ Music played on the
organ, there is a potpourri by Virgil Fox
on RCA Victor LM 1963 that evidences
more virtuosity than judgment. More im-
portant are Volumes Il and IIl of the
complete Bach Organ Works being issued
piecemeal by Westminster, with Carl
Weinrich playing the old organ of the
Church of Our Lady at Skinninge, Sweden
(WN 18148; WN 2205: two I2-in.). Vol-
ume li contains the D minor Toccata and
Fugue, the Alla Breve in E, the Toccata
in E, and the Canzona in D minor. Volume
111 consists of the third part of the
Clavieriibung. Sound and performance are
admirable, but may or may not bear com-
parison with the Deutsche Grammophon
Archive versions by Helmut Walcha.
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Hardly in the running is another Bach
organ collection —some of the most fa-
miliar preludes, fantasias and fugues —
played by André Marchal on the organ of
the church of Saint-Eustache, Paris (Lon-
don DTL 93056), an instrument which
sounds ill suited to the music.

On another London disk (DTL 93058)
are four Bach Sonatas for Flute and
Harpsichord, played by Jean-Pierre Ram-
pal, flute, Robert Veyron-Lacroix, harpsi-
chord, and Jean Huchot, cello. Adequate
in both performance and engineering, they
are still unlikely to displace the Wummer-
Valenti (Westminster) set or even the
aging Baker-Marlowe (Decca).

Westminster fares less well with a newer
Bach offering, a five-disk set of the Well-
Tempered Clavier (WN ssor) played by
Joerg Demus with tasteful restraint and
not much else, though the piano sound
is good.

Bach admired his contemporary, Georg
Bohm, of whom Archive now offers us
Seven Organ Works (ARC 3037), taste-
fully performed on Bohm’s own organ
(Liineburg) by Hans Heintze. For special-
ists only.

Skipping across two centuries, we en-
counter two works of Benjamin Britten,
recorded originally some time ago on sep-
arate ten-inch disks, offered now together
on a twelve (London LL 1336). They
are the Ceremony of Carols, in which the
composer conducts the Copenhagen Boys’
Choir (in English) and A Simple Sym-
phony, in which Eugene Goossens leads
the New Symphony Orchestra of London.
Both are engaging works, very well per-
formed and recorded.

Back to the baroque: Volumes II and
Il of the Complete Organ Works of
Buxtehude (whom Bach admired more
than Bohm) have been issued by West-
minster (WN 18149; WN 18193) in per-
formances by Alf Linder that maintain the
high standard set in Volume I. The notes
contain the exact registrations used in each
piece.

From Buxtchude’s organ to the guitar
is a long jump, especially when Andres
Segovia chooses to play — with members
of the Chigi Quintet — a showy but super-
ficial Quintet for Guitar and Strings
by Castelnuovo-Tedesco (Decca 9832),
though both his playing and Decca’s en-
gineering are unexceptionable. The flip-
side contains short works by Haug, Llobet,
Scriabin, and Villa-Lobos. Strictly for
Segovia-addicts.

The Siena Pianoforte, which sounded
so beguiling at first, is beginning to wear
out its welcome. lts thin, harplike jingle
is not at all suited to the opalescent music
of Debussy, and it is a shame that Marisa
Regules could not be heard in this reper-
toire on a proper instrument (Esoteric
ESP 3003 ).

Another recoupling is that by Westmin-
ster (WN 18066) of the Dvorak Quintet
in G, Op. 77, performed by the Vienna
Konzerthaus Quartet with Josef Hermann,
double bass, with the Sonata in F, Op.
57, and Four Romantic Pieces, Op. 75,
the latrer works being performed by Peter
Rybar, violin, and Franz Holletschek,
piano. All are pleasant, if not important.

Latest in the Louisville Orchestra’s sub-
scription issues (LOU 55-3) is a disk com-
bining Krenek’s Transparencies, a twelve-
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tone suite of most ingenious items titled
“Flashes,” "Waves,” "Knocks and Dashes,”
and the like, with an undistinguished Mag-
nificat by the Argentinian Roberto Caa-
mano. Ingenious, too, are Liszt’'s Twelve
Transcendental Etudes, especially in their
exploitation of piano tone, but on Vox PL
9690 Alexander Borovsky does them much
less than justice.

Different troubles beset the latest two
of Epic’s Mozart series conducted by Bern-
hard Paumgartner — the Piano Concertos
Nos. 6 and 14, with Hans Henkemans as
soloist, and the Symphonies Nos. 28 and
31. The performance is a little rough,
the sound uninviting.

Continuing excellence, however, marks
the fifteenth (!) volume of Scarlatti So-
natas rendered by Fernando Valentu and
his durable harpsichord ( Westminister WN
18170) —still fresh, vital, new.

New, too, to many of us are some of
the songs in the Oiseau-Lyre collection
(OL soo4s) of Schubert Lieder sung by
Bruce Boyce, with Dorel Handman at the
piano. Unforwunately, Mr. Boyce is not
up to his material — especially such un-
common fare as Schwager Kronos and Dem
Unendlichen.

From Russia comes a new Shostakovich
Fifth Symphony, with Eugene Mavrinsky
conducting the Leningrad Symphony Or-
chestra (Vanguard VRS 06025). It wasn’t,
in any sense, worth waiting for.

Hardly more satisfactory, except in en-
gineering, is the Sibelius Second as per-
formed by the Philharmonia Orchestra
under Paul Kletzki (Angel 35314) light-
ened and speeded out of its simple, massive
effectiveness.

RECITALS AND
MISCELLANY

BELL, DRUM, AND CYMBAL

Saul Goodman, percussion; Saul Goodman
and Leonard Sterling, narrators.
ANGEL 35269. 12-in. $4.98 (or $3.48).

If anybody had asked me a week ago
whether I could endure yet another per-
cussion demonstration record, I would have
said, emphatically, “No.” However, Bell,
Drum. and Cymbal was a pleasant surprise;
it is one of the best of the species heard
to date.

Vox's Spotlight on Percussion set the
model for the first part of this disk, which
is a guided tour of the battery section of
an orchestra, with highly informative and
entertaining narrative by Leonard Sterling
and Saul Goodman, interspersed with
demonstrations ot the instruments under
scrutiny. All of the major (and many
minor) percussion instruments are dis-
cussed in the light of their present-day
usage and some of their earlier uses in
well-known works.  The latter section of
Bell. Drum. and Cymbal is devoted to mul-
tiple-part arrangements of two tfamiliar
compositions — My Cowuntry "Tis of Thee
and Danse macabre — both played entirely
by Saul Goodman, courtesy of multiple-
track tape recording. They come off sur-
prisingly well in their percussive guise,
largely because of imaginative use of
pitched percussion instruments, and partly
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because both numbers, the Danse macabre
in particular, seem to lend themselves to
this treatment. I'm sure there has never
been a more skeletal-sounding Danse ma-
cabre committed to disks.

The recording is excellent — a little less
close-to than is usual with demonstration
records. However, there is some really
high-powered sound here; crisp, well-bal-
anced, and very clean except near the
tnner grooves on the second side, where
the hig