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NOW... o truly professional quality
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for EVERY sound recording need and EVERY recording budget!

PLASTIC-BASE AUDIOTAPE, on 1'z-mil cellulose acetate,

meets the most exacting requirements of the professional,
educational and home recordist to excellent advantage, providing
unsurpassed recording quality at minimum cost. This is the standard
Audiotape, which has already been sold in billions of feet. Series 51,
in the red and black box.

AUDIOTAPE ON 1',-MIL MYLAR* is a premium-guality
tape that provides the utmost in mechanical strength and
immunity to extremes of temperature and humidity. Assures freedom
from breaking or stretching under stresses of super-fast rewind,
instant stops and starts or poorly adjusted clutches. Will not dry
out or embrittle with age, even under.unfavorable storage conditions.

Series 71, in the green box. * Du Pont Trode Mork for polyester film

TYPE LR AUDIOTAPE on 1-mil “Mylar” gives you 50% more

recording and playback time — eliminates reel changes and
permits uninterrupted recording of program material that exceeds
conventional reel capacity by up to 50%. The 1-mil “Mylar” base
is actually stronger at high humidity than the standard 1'2-mil
plastie base, assuring long tape life even under unfavorable condi-
tions of use or storage. Serics 61, in the black and red box.

PLASTIC-BASE LR AUDIOTAPE provides 50% more recording

and playback time per reel, on a low-cost 1.mil cellulose
acetate base. Hence it affords maximum economy for extended-play
applications where high mechanical strength is not required. Scries
41, in the blue box.

SUPER-THIN AUDIOTAPE on '2-mil “Mylar” gives you twice
as much recording time per reel as standard plastic base
tape. 1200 ft on a 5" reel, 2400 ft on a 7” reel. Suitable for extended
play applications where tape tension is not excessive. Series 31, in
the yellow box.
x * %

These five types of Audiotape differ only. in hase material, tape
thickness and footage per reel. Whatever type hest meets your
particular requirements, you can be sure that there’s no finer
recording tape made anywhere, at any price. That’s because
there’s only one Audiotape quality — the very finest that can
be produced. Its fidelity of reproduction and consistent, uni-
form quality have made it the first choice of critical professional
recordists the world over. Now amateur and home recordists
can get this same professional-quality Audiotape at no extra
cost. There’s no need to go elsewhere or accept substitutes. You
can meet all your requirements with genuine Audiotape. For
the complete story on all 5 types, ask your Dealer for a copy
of the new, 5-color Audiotape Bulletin No. 250. Or write to
Audio Devices, Inc., Dept. H

AUDIO DEVICES, Inc.

444 MADISON AVE., NEW YORK 22, N. Y.
IN HOLLYWOOD: 1006 N. Fairfax Ave. * IN CHICAGO: 657) N. Olmsted Ave.
Export Dept.: 13 East 40th St., New York 16, N. Y, Cables *"ARLAB"*

www americanradiohistorv com

}


www.americanradiohistory.com

4

Jensen...TRIAXIAL

W ihe -y ity

Six years ago Jensen introduced the TRIAXIAL which combined into one
unitary assembly a special **‘woofer’’ and two horn-loaded compression-drive
“tweeters’’ to span the audio frequency range with an entirely new smooth-
ness and realism unmatched by any other loudspeaker for listening quality.

i/

It is a fact that only Jensen makes a unitary true three-way loudspeaker with
three electrically and acoustically independent speaker systems. Today the
TRIAXIAL is still the unchallenged peer of ‘‘all-in-one’’ loudspeakers.

*TRIAXIAL is a registered trademark of Jensen Manufacturing Company

Jensen MANUFACTURING COMPANY

Division of The Muter Company,

6601 So.Laramie Ave.,Chicago 38,Iil.
In Canada: Copper Wire Products Ltd., Licensee
WORLD’S QUALITY STANDARD FOR MORE THAN A QUARTER CENTURY

MAY 1956 1
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THE NEW ISOPHASE SOUND!

Isophase Speakers, an entirely new means for recreating sound
... utilizing the electrostatic principle, they produce music
with a “window-on-the-studio” quality never before attained.

THE PICKERING ISOPHASE is a revolutionary new
speaker with a single diaphragm that is curved and
virtually massless. This diaphragm is moved or driven
as a unit by an clectrostatic field. It re-introduces an
audio signal into the air at a low velocity to closely
approximate the unit area energy of the sound at the
microphone in a concert hall or studio, thereby cre-
ating a “window-on-the-studio™ quality that is breath-
takingly realistic. Conventional cone or dynamic type
loudspeakers reproduce sound by moving only small
amounts of air at high vclocitics. The 1S0PHASE, with
its Jarge sound-gencrating surface, is a radical depar-
ture from the older concept.

The 1s0rHASE is available in two models. Model 581
covers the musical range from 400 cycles per second

PICKERING & CO.,

EXPORT: AD. AURIEMA. INC..

077‘ 2 2
Professional Audio Components (/24 ////J& 2WSG T

Demonstrated and sotd by Leading Radlo Parts Distributors everywhere. For the one rearest you and for detailed lilerature: write Oept. H-11

MODELéEO 1000 CYCLECROSSOVER / MODEL $81.400-CYCLE CROSSOVER

up to well beyond the limits of human hearing. The
response over this range is consistent and absolutely
uniform—without the slightest bump, peuk, or reso-
nance of any kind. This in itself is an unprecedented
characteristic for a loudspeaker.

Model 580 has the same uniform responsc and
clarity starting at 1000 cycles per second and simi-
larly going out to supersonic frequencies.

Using an ISOPHASE SPEAKER with a FLUXVALVE
PICKU?P, recorded sound is reproduced for the first
time without distortion caused by the frequency char-
acteristics of the transducers . . . the middle and
higher frequencies are recreated with a smoothness,
definition, and degree of balance never before achieved
with any speaker.

INC.

OCEANSI

O E, N .

Y <
7 29
Soewr| e r%ﬂwfef

89 BROAD ST.. NEW YORK / CANADA: CHARLES W. POINTON LTD . 6 ALCINA AVE.. TORONTO

HiGH FIDELITY MAGAZINE
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?'j igh Fidelity

i

H E MAGAZINE F OR MUSIC LISTENERS

This Issue. We very necarly gave you a
photo feature about a man who installed
a modicum of fi in his Jaguar XK-140.
but at the last minute decided that enough
open air atmosphere was conveyed by the
articles on Glyndebourne, Britain's delight-
ful summer opera center, and on summer
festivals throughout Europe. The Jaguar
will be along later, when we also hope to
offer an American festival survey. The
surprising fact is that managers of
European musical events are so much more
businesslike, and so much better organized.
than their American counterparts that the
contrast is pathetic. As we went to press
with this, only a few of the most ambitious
summer music managements in the United
States had more than the vaguest notions
of their repertoire, artists, or even play-
dates for the upcoming season. We dwell
on this with such sour emphasis in the
hope that it may be read by sundry
Europeans whose contention it is that the
leading American obsessions are with (1)
dollars and (2) know-how. We wish
these obsessions would begin to affect
music festival managements here. For the
nonce, however, we must concede a virtual
monopoly to the Old World. 0

Next Issue. As sequel to John Newitt's
discussion of American electrostatic loud-
speakers in this issue, we offer next month
an evaluation by Robert Charles Marsh
of British developments in the same line.
Hint: don't buy anything in a hurry.

CHARLES FOWLER, Publisher
JoHN M. ConLy, Editor
J. GorpON HoLT, Technical Editor
ROY LINDSTROM, Art Director

Assistant Editors
MirIAM D. MANNING; JOAN GRIFFITHS

ROLAND GELATT, New York Editor

Contributing Editors
C. G. BURKE
R. D. DARRELL
JAMES HINTON, Jr.
Cora R. HOOPES
ROBERT CHARLES MARSH

WARREN B. SYER, Business Manager

ARTHUR J. GRIFFIN, Circulation
Manager

Branch Offices éAdvert:lsing only): New York:
Room 600, 6 East 39th Street. Telephone:
Murray Hill 5-6332.  Fred C, Michalove, Eastern
Manager. - Chicago: John R. Rutherford and Assoc-
iates, 230 East Ohio St., Chicago, Ill. Telephone:
Whitehall 4-6715.- Los Angeles: 1052 West 6th
Street. Telephone: Madison 6-1371. Edward Brand,
‘West Coast Manager.

MAY 1956

Volume 6 Number 5 May 1956
AUTHORItatively Speaking 4
Noted With Interest 7
Letters 13
Listener’s Bookshelf, by R. D. Darrell 20
As The Editors See It 35
Opera on the Sussex Downs, by A. R. P. Wrathall 37

A vicarious visit to the Glyndebourne Opera.

Summer Music in Europe — 1956, by Joan Griffiths 40

The Continent and its attendant isles will do the Muse proud
this season.

The Electrostatic Speaker, by John H. Newitt 42
An evaluation of a revolution in speaker design,

Isaac Stern, by Roland Gelatt . .. . 45
The rise of an American virtuoso.

Music Makers, by Roland Gelatt 51

Record Section 53-102

Records in Review; Dialing Y our Disks; Building Your Record
Library; Bach: the Chamber and Orchestral Music, by Nathan
Broder; the Tape Deck, by R. D. Darrell.

Tested in the Home 105

Sound Sales Tri-Channel System; Fisher 80-C Control Unit;
Fenton Perpetuum-Ebner Rex Changer; Heath $8-1 Loudspeaker
Kit; Axiom Speaker Enclosure; Dynakit Mark 11 Amplifier Kit.

FM Directory 130
Audio Forum 131
Trader’s Marketplace .. 133
Professional Directory .. 134
Advertising Index . 137

High Fidelity Magazine is published monthly by Audiocom, Inec., at Great Barrington, Mass. Telephone:
Great Barrington 1300. Editorial, publication, and circulation offices at: The Publishing House, Great
Barrington, Mass. Subsecriptions: $6.00 per year in the United States and Canada. Single copies: 60 centa
each. Editorial contributions will be welcomed by the editor. Payment for articles accepted will be arranged
prior to publication. Unsolicited manuscripta should be accompanied by return postage. Entered as
second-class matter April 27, 1951 at the post office at Great Barrington, Mass., under the act of March 3,
1879. Additional entry at the post office, P'ittsfield, Mass. Member Audit Bureau of Circulation. Printed
in the U. S. A. by the Ben Franklin I'ress, Pittsfield, Mass. Copyright 1956 by Audiocom, Ine. The cover
design and contents of High Fidelity magazine are fully protected by copyrights and must not be repro-
duced in any manner.
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CORNER HORN LOUDSPEAKER SYSTEM

The ultimate in FIDELITY

of music reproduction

For low or medium budget sound
systems the Shorthorn.corner horn
with Klipsch ortho 3-way drive system
approaches the Klipschorn system in
performance. Available as shown, with
or without drivers, or In utility modet
or unassembled kit form.

Both the Klipschorn and Shorthorn
systems are fabricated under personal
supervision of their designer, Paul W.
Klipsch. Write for the latest literature and
prices on Klipsch loudspeaker systems.

BT -omrvomn

CORNER HORN
LOUDSPEAKER SYSTEM

KLIPSCH AND ASSOCIATES
HOPE, ARKANSAS TELEPHONES!:

PRospect 7-3395
PRospect 7-4538
PRospect 7-5575
PRospect 7-5514
]

AUTHORI tatively Speaking

Anthony Richard Parker Worathall.
whose engaging description of Glynde-
bourne leads off this issue, will be re-
membered by some readers for a similar
report on Bayreuth, printed in April of
1954. Lest it be supposed that he spends
all his time gadding about to sundry opera
festivals, however, it should be pointed
out that he is employed by a leading Lon-
don advertising agency. Not that this keeps
him in one place, exactly. Indeed, as
you read this, he will be filling an assign-
ment which single, personable, young ad-
vertising executives often dream of but
seldom encounter — conducting a fashion
show around the British Isles. We are in-
clined to regret that the content-limitations
of this magazine preclude our offering to
print a report on rhat. Wrathall is fond
of the music of Delius, Walton, Bartok
Hindemith, and Wagner, not necessarily in
that order, and can play the bagpipes, an
accomplishment dating from his service
in Germany with the Black Wartch.

Joan Grithiths, whose round-up of sum
mer music in Europe begins on page 40,
is HIGH FIDELITY'S newest editor. British
born, she spent her childhood in Canada
mostly Winnipeg and Toronto, and fin
ished her schooling at Smith College.
Thereafter she joined the Smith faculty,
became, in due course, an assistant pro-
fessor of English, and left to try free-
lance writing and editorial work in
general. She avers that her apartment is
graced by the lowest-fi music system of
any H.F. staf member, a claim which
will not survive the arrival, any day now
of a fifty (so) ware amplifier, flac from
10 to 68 cycles *+ 1 db.

A HIGH FIDELITY editor whose name will
not be in evidence in these pages for
some time, incidentally, is Roy H. Hoopes,
Jr., who commences with this issue a leave
of absence to work for the Democratic
National Committee. His sole misgiving
about this venture has been that his de-
parture gives the Republicans in the
editorial department a slight preponder-
ance. One cannot, in this life, have
everything.

Cambridge, Massachusetts, is where some
of the nation’s most advanced research in
electro-acoustics is done, which is one
reason John . Newitt lives and works
there. He is on the research suaff at
Massachusetts  lnstitute  of Technology,
working in what M.LT. probably has a
long word for, but which we call high
fidelity. He is best-known to audiophiles
for his book High Fidelity Techniques
(Rinehart, $7.50), which always has
seemed to us something of a model of
two-level writing: it is technical enough
to serve as a serviceman’'s manual, yet in
parallel with the technicality is layman's
description of extreme clarity. This, in
conjunction with the fact that much of
the original research on electrostatic loud-
speakers has originated in Cambridge, led
us to ask him to evaluate for us this new
variety of transducer. He does so, admir-
ably, we think, on page 42.

v
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kardon |INSTRUMENTS

o reapy NOW !

—”/lQ O‘U‘Qfﬂhﬂﬁ IM-I'M Tuner

An altogether new and brilliantly engincered tuner,
designed to mate the Prelude amplifier — tuned RFE
stage on I'M Foster-Seeley Discriminator — Meets
FCC Radiation Specifications — Automatic Frequency
Control — AI'C Deleat — 3 mv. FM sensitivity [or 200db
quicting — Printed Circuits throughout — AM Ferrite
Loopstick Built-in Antenna — Brushed Copper Ls.
cutcheon — Matt Black Cage — Dimensions: 12147 wide
x 17 high x 97 deep.

Model T-10

(complete with eage) $7950

—”/lQ RO‘V',dD AM-FM Tuner

‘The ultimate development of the famous Harman-
Kardon silhouette in a fine new tuner. designed 1o mate
the Melody amplifier — Tuned RF stage on N —~
Lxclusive new FM Rumble Filter — Cathode Follower
Output — Ferrite Loopstick and 10 KC Whistle Filter
in AM — Meets FCC Radiation Specifications — Auto-
matic Frequency Comntrol and AFC Deleat — Printed
Circuits throughout — Only 334" high x 13146” wide x
834" deep.
Model T-120

(complete with cage) 39500

—”’19 QO’@O Combined AM-FM Tuner — Amplifier

A beautiful and complete high fidelity system on one
chassis — and at a remarkably modest price. The Solo
combines the tuner characteristics of the new Overture,
T-10, with the preamplifier and power characteristics
of the Prelude. PC-200. amplifier in o brushed copper
and black enclosure onlv 1 high x 1314 wide x 13"
deep.

Model TA-10

(complete with cage) $12950

All prices stightly higher in the West

1Write Dept. I I35 for free Technical Daia Sheets

kardon |

INCORPORATED

S20 Main Street, Westbury, L. L., N. V¥,

www americanradiohistorv com
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THE NEW ‘225" Micradjust CARTRIDGE JOINS THIS
DISTINGUISHED FAIRCHILD GR - =« s COMPrising
the ‘“heart’ of the superior HighhFidelity system!

FAIRCHILD

The MOST SATISFACTORY Reproducer Made!

MOVING COIL

PLATED WIRE
MYLAR VANE
(ANCHORS MOVING

ASSEMBLY TO
BASE)

GOLD PLATED
TERMINAL LUGS

MOLDED

SPECIAL MAGNETIC

ALLOY FLUX RETURN
DIAMOND

STYLUS
CENTER
BEAM
SUPPORT

ALUMINUM
STYLUS ARM

SYMMETARIC

\ MICRADJUST

MICROMETER
ADJUSTING SCREW

FAIRCHILD ‘225" Mmicradjust DIAMOND CARTRIDGE

Latast version of the famous FAIRCHILD

MOV ING CO!L CARTRIDGE, incorporating
many new and important improvements.

1. NEw MICRADJUST construction permits
individual micrometer final adjustment to
optimum performance.

2. NEW improved magnetic circuit elini-
nates turngable attraction: use with any
changer or turntable.

3, NEw coil suspension utilizing symmetric
damping. insures absolute uniformity of
motion in both lateral directions. with con-
sequ2nt lowered distortion.

4, NEw copper-silver alloy wire many
times as strong as copper — GOLD-PLATED
against corrosion. humidity. etc.

5. ELIMINATION of front damping block
permits significant reduction of effective
moving mass. further extended frequency
range and new smoothness of performance.
6. NEw center beam support for stylus
assembly — prevents creeping and retrac-
tion of stylus.
7. Cartridge and case FACTORY SEALED
against tampering.
Three Models

225A-1.0 mil for all microgroove (Red
cue line)

SB—2.5 mil for professional transcrip-
tion (Black cue line)
225C-3.0 mil for standard 78 (Green cue
line) Net $37.50

www americanradiohistorv com

FAIRCHILD
‘““411"° Turromatic
TURNTABLE

The Turromatic utilizes the full
dvuamic range of modern LP's. It is
completely sifenr with rumble content
lower than most records. Flutter and
wow jmperceptible (typical: less than
0.07% RMS at 78 and less than 0.1%
at 33)
AUTOMATIC IDLER PRESSURE
RELEASE—no flat spots on idlers. Pres-
sure on idlers only when motor current
is on—permits sate remote “turnoff.”
TURRET CONTROL - silent, endless-
belt drive using stepped pulleys in turret
mounting. Step-pulley type idlers in
turret mounting — for instant. foolproof
speed shift, increased non-slip driving
surtace

o Poured babbitt bearings, precision rifle-
drilled. « Thrust bearing is ROIATING
polished steel ball turning on nylon sear
self-adjusting, self-aligning, praciic-
ally wear-free. s Muain bearing sealed 10
shaft
e TWO St AGLS of motor isolution from
frame and turntable. o Polished alumi
num turntable. non-magnetic. ¢ Heavy
cast-iron flvwheel for greatest stability
and smoothness. o Buili-in 45" center
raises or lowers quickly and easily.
With induction motor, basic assembly
Nl $99.50
With hysteresis motor, basic assembly
Net $144.50

FAIRCHILD
PLUG-IN
TRANSCRIPTION
ARM

No matter how good vour pickup, it
will nor sound right unless mounted in a
proper arm! The 280 SERIES ARMS
(newly improved in ruggedness and
appearance) make even the best car-
tridge sound better because they feature:

Fundamental resonance below audi-

bility with any high quality cartridge.
. Accurately calibrated offset and over-
hang for perfect tracking of all records.
. Laterally balanced—No delicate level-
ling required — no skidding across
records.
.Quick Cartridge Change (Audio
League says “Less than § second dead
interval™)
. Accepts all standard cartridges (even
GE turnaround) as PLUG-IN.
6. NO HUM when removing cartridge

slide—leave volume on full, if desired.
and many other cxclusive high-perforim.-
ance features. Net Prices: 280A (127)
$33.95; 281A (167) $35.95.

Write for free brochure,
listing all Fairchild
High Fidelity components

FAIRCHILD Recording Equipment €oO., 10th Ave. & 154 St., Whitestone 57, N. Y.
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Supraphon Records

We're very sorry to report that we
apparently gave you incorrect infor-
mation in our December NW1 as to
how you might purchase Supraphon
We 2] don't know
much they are but we do know where
you cin buy them if you're interested:
Messrs. A. Rohel, Import & Export,
3505 W. 26th St., Chicago, 1l.; Messrs.
F. Pancner, Importers, 6514 W. Cer-
mak Rd., Berwyn, lll; Messrs. Karel
Vescly, Export & Import House, 3690
E. 139th St., Cleveland 20, Ohia.

We're a bit confused about the
price, to say the least. Our December
item was prompted by a leter from
a subscriber. He wrote to us asking
the price of and where he might
purchase Supraphon records, some of
which were reviewed in this magazine.
We told him we had been unable
obtain the information he  wanted
from Supraphon (Artia) ourselves,
having tricd several times and having
received no reply, but chat perhaps
he might be able to find out by
writing directly to the Czech company
himself. He did, and the information
he got from them is the informartion
we gave you in December: $2.00 per
12-inch LP, plus $1.00 postage and in-
surance.

We told you that there was no dis-
tributor of Supraphon records in the
U. S. because we had been so informed
by Supraphon.

So the latest from Supraphon is
that their complete record repertory
is available from the above named
importers.  We're sorty it took an
erroncous NW1 item to get the in-
formation from them, but at least we
now have it

records. how

Now It's Hi-Fi Pictures

Washington's high fidelity audio show
in March sported an exhibit new to
the industry. The LF.A. Galleries,

art dealers in that city, had a room

Continued on page 9

May 1956

at money-saving minim

15 x 1044").

CUSTOM CHASSIS

only

14800

knight
DELUXE
24-WATT

%pacc Saver™

control; rumble filter; separate tone con
trols; hum balance. Shpg wt., 30 Ibs.

Matches amplifier above; AFC; tuning
meter; tuned RF on FM and AM; FM
discriminator; 2 cathode followcrs ex-
ceptional sensitivity. Shpg. wt., 17 lbs.
94 $X 702. Net, F.O.B. Chicago.. $94.50

Order today from

{I

free
ALLIED'S 100-page

94 SX 730. Chassis only. Shpg. wt.,
94 SZ 731. As above, in cork-grain finish metal cabinet. Shpg.
wt., 19 lbs. NET

AMPLIFIER

design; 16-position com-
pensation; variable damping; loudness

94 SZ 701. Net, F.O.B. (,hicago .$94.25
knight T
et i S
DELUXE - i |
TUNER =
TUNER =

F—ammw knight H-F Compontil®

THE VERY FINEST FOR LESS:
Knight Custom components are built fo ALLIED's

own special high standards to deliver outstanding
musical quality with distinguished appearance

um cost. Eoch unit is

unconditionally 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-

inet (43 x 15'; x 1114") fits anywhere; simple to install.
Features automatic frequency control; crystal or magnetic
phono input; 3-position record equallzer, separate bass,
treble controls; volume-loudness control; output and input
for tape playback and recording; built-in antennas, etc.
Available in cabinet illustrated or in chassis form (414 x

17 1be. ner_$104%

$109.95

Bogen "*Saturday Review'' Custom Hi-Fi Phono System

Here is top value in a favorite music system
perfectly matched for authentic Hi-Fi phono
reproduction. Ideal for easy custom installa-
tion. Includes the famous Bogen DB110 10-
Watt Amplifier, the nationally recommended
Electro-Voice SP12-B 12" “"Radax™ Speaker,
latest Garrard RC88 3-Speed Record Changer,
G. E. Magnetic Cartridges (RPX-040A with
sapphire stylus; RPX-061A with diamond

stylus). Complete with color-coded plugs and
cables for easy installation. Shpg. wt., 45 lbs.

$14800

94 PA 259. Net, F.O.B. Chicago . . .

knight
“BANTAM"

12-WATT
AMPLIFIER

3-position compensalion: variable damp-
ing; loudness control; built-in preamp;
scparate tone controls; 6 inputs; "space-
saver” design. Shpg. wt.. 14 lbs.

94 $X 700. Net, F.O.B. Chicago...

$61.95

Matches amplifier above; AFC; FM
limiter and discriminator; temperature-
compensated oscillator; output level
control; high sensitivity. Shpg wt.,13 lbs.
94 $X 703. Net, F.0.B. Chicago.. $62.95

ALLIED RADIO

America’s Hi-Fr

HI-Fl CATALOG

Shows you how to select Hi-Fi sys-
tems and components ot lowest cost;
offers the world's largest selection of
Hi-Fi equipment. Send for your FREE
copy of this valvable book today.

ALLIED RADIO CORP., Dept. 49-E-6 :

i 100 N. Western Ave., Chicago 80, Ill. |
1 Ship the following KNIGHT Hi-Fi components:—. — ]
: . — :
| [ Send FREE 100-page ALLIED Hi-Fi Catalog 1
| e !
I Address |
] |
City. Zone. State ]
—— s

7

waany amaaricanradinhictany com,
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“LIVING SOUND” IS YOURS TO ENJOY
WITH NORELCO

FULL RESONANCE TWIN-CONE SPEAKERS

High fidelity and tonal qualities associated with
expensive multi-unit speaker systems—

are similarly produced with new

Norelco FRS Twin-Cone Speakers.

Norelco's exclusive Twin Cones are made from
specially selected and matched materials —
operated from the same magnet and voice coil
—some covering an extremely wide range

up to 20.000 ¢ 's. Norelco’s twin-cones are always in
phase and operate in harmony— providing the same
degree of efficiency under all conditions.

Unequalled manufacturing precision and quality is
inherent in all Norelco speakers. All component |
materials—including magnets. wire and even

cone materials—are manufactured and assembled

by Philips to suit a specific speaker design.

Many sizes in standard impedances are available
from your dealer or send to Dept.K5 today for
more details. Norelco FRS speakers are

priced from $59.98 to $9.90 audiophile net.

Add to...and improve any sound system

with /%re/co

*FULL RESONANCE SPEAKERS

NORTH AMERICAN PHILIPS CO., INC., 100 East 42nd Street, New York 17, N. Y.

HiGH FIDELITY MAGAZINE

www americanradiohistorv com


www.americanradiohistory.com

NOTED WITH INTEREST
Continued from page 7

in which they displayed fine reproduc
tions side by side with poor reproduc-
vons of paintings by Vermeer. Van
Gogh, Gauguin, and others. Therc
werce also fine reproductions to be
compared  with the originals  from
which the prints were made by [.F.A.
Thus, high fidelity in print making,

A sidelight of this exhibit was a
group devored to proper framing of
pictures, demonstrating, of coursc,
that the wrong frame destroys the
‘idelity,” just as the wrong speaker
produces distortions in the reproduc-
tion of music.

Pretty cute exhibit. And not the
least of its attractions was the fact
that it was silent.

Theater Organ Devotees

There's a publication called Cinenia-
Theater Organ Digest which may in
terest you. We are told chat it is
“chuck full of technical data on theatre
organ make-up” and theater organ
memorabilia.  For full information
write Alden E. Miller, Editor, Minne-
haha Station, P. O. Box 5035, Min-
neapolis 6, Minn.

Mirth Department

The Mozart Year culminated for a

record clerk at Macy's San Francisco
store on the day a lady walked in

and asked for Mozart's Pm luclined |

1o Knock Music.

And our Book Department had its
day made when it received a ncatly
typed order from a Durch subscriber
for one copy of the High Fideliry
Record Animal, 1955.

Louisville Philharmonic Society

Nearly cvery month, in our Record
Review Section, you will see a record
reviewed  which  bears  the  label,
LOUISVILLE. Quite often the com-
posers ar¢ people you've ncver heard
of, let alone being familiar wich their
music. Most of our old subscribers are
familiar with this series of records but
some new subscribers may nor know
what the serics is.

In 1955 the Louisville Orchestra
under the direction of Robert Whit-
ney, undertook the commissioning
and recording of newly created com-

Continned on next page
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ALL-TRANSISTOR!

America’s
FIRST!

BOTTOM VIEW WITH COVER REMOVED - PRECISION WORKMANSHIP THROUGHOUT

'ISHE

ALL-TRANSISTOR
Preamplifier-Equalizer

\\/ £ ARL PROUD 10 announce the new FISHER All-Trunsistor Prcnmp]iﬁcr-.

Faualizer. Model TR-1. This hittde giant is the result of four years of
rescarch and development and represents one of the greatest achicvements in
the long line of FISHER FIRSTS. We belicve the TR-1 is the tirst all-trarsistor
product of any Kind in the high fidelity field, Its development was no accident,
but rather the fruit of twenty vears of leadership in audio technology. The
FR-1 has NO hum. We repeat: ABSOLUTELY NO HUM. Sceend. it has
NO microphonism. Other unique features of the TR-1 are listed below. The
initial demand for this revolutionary device may exceed the aviiluble supply.
To avoid disappointment. may we suggest that vou place vour order now,

Outstanding Features of THE FISHER Model TR-1

@ Can be nsed with any existing amplitier, audio control, or sonnd system, 8 Batrery
powered. Power consumption only G033 watts. Battery will lust as long as it would
when lying idle on a shelf! ® Can be used as u phonngraph or microphane preamplitier.
8 Uniform response, within 2 dh, 20 ta 20000 eveles. ® Built-in switeh sclects car-
tridge impedance. ® tlandles all popular magncetic cartridges inclnding very low-level
type. Docs nat require transformer with the latter. ® lHom level: ahsolute zers!
8 Noige level, 65 db below 10 mv input for high impedance cartridges. Better than
60 db below 2 mv for low impedance cartridges. 8 Incorporates RIAA equalization
now standard an all records. ® Permits ootpnt leads up to 200 fr. ® Theee Controls
Power, Valnme, Cartridge Impedance Sclector, IPhono-Microphone Sclector Switch
8 User three transistors. Printed wiring thronghout. 8 Fally shiclded ehassis with

hottmu cover. 8 Atiractive control plate. ® i1 27 x 47 x 4147 deep. 8 war.: 12 oz,

Price, $27.50 - Batiery, $1.95 - 110V AC Power Supply, $4.95
WRITE TODAY FOR COMPLETE SPECIFICATIONS
FISHER RADIO CORP. - 21-25 44th DRIVE - L. I. CITY 1, N. Y.
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NOTED WITH INTEREST

Continned from preceding page

pusitions by contemporary composers
of orchestral, choral, and operatic
works. Most of the pieces received
favorable reviews in this and other
s sousman s N B magazines, and on the whole the
project was proclaimed important and
deserving of public support.

Now the sccond year of the venture

o is well underway and the Society
[ Main ‘ - hopes for an even more successful
A J(WW s vear than last. Their 1956 series in-

cludes  recordings  (engineered by
Columbia Masterworks technicians)
of new compositions of, among others,

k& u ¥y Eowarn Antheil, - Shapero, Weber, Sowerby,
T Dahl, Guarnieri, and Krenck. In all
: there will be fifteen composers rep-
] CaNBy . .
rescnted on six records, issued every
other month.
You can't buy these records at

record stores; they're sold by subscrip-
tion only. The subscription price is

$32.50 a year, if paid in full; $35.70

I H E if paid on receipt of each record
(85.95 per record, plus $3.20 carrying

charge). And at the time of this
writing (but don't count on it until
you've checked with the Society) you
get a free bonus record and an album
- for six records with each subscription.
Write for their brochure and fur-
ther  information: the address s

= //(/) /e, o /0/;,(/,'(/ ’ f/(//t/)/(// Louisville Philharmonic Society, 830

S. Fourth St, Louisville 3, Ky.

Te—
~—

SERIES 80-C
(CC TARTLINGLY DIFFERENT. savs Edward Tatnall Canby. Audio Tape-Clip
Muagazine. “Has evervthing, at a very reasonable price for

top-quality hi-fi cquipment. The easiest to read and operate I've ever For tape enthusiasts who have trouble
seen. The spees on performance are breathtaking and the over-all getting that tape to stay in the reels,
quality of its clectrical operation is pretty closely comparable to that 3 1 h k
of a professional broadeast console control board. This is the current therc's a fle\\ gadget on the market
standard for really hi-ti operation of controls in the home. Hum, which might solve their  problem.
distortion. ¢ al are so low us 10 be inaudible and mostly unmeasur- The "Magi-CIip" is a non-magnetic

able in the lab. And all this, mind vou. in the middle price range.” brass clip that snaps over one ﬂange

Chaseis Only, $99.50 « Muhogany or Blonde Cabinet, $9.95 of the tape reel, keeping tape from
)
unwinding and wrinkling.
e . Price: 4 for $1.00, 10 for $2.00,
lever-type cqualization far all current recording character- .
inputs, including twa Phono, Mic und Tape. ® Two cathode- 30 for $5.00. Order from Niblack

Remarkable Features of THE FISHER 80-C

® ofessic

istics. ®
jollawer o ® Complete miviug und fading on two. three, fous or five - ~ |
channols and Trehle Tane Contials of the variable-crassover feed. Thorne Co., Dept. P-5, Box 86, Scotts-

back type. ® Accurately calibrated Loudness Balance Control. ® Sclf-powered. dale. Ariz
¢ Magneticaily shielded and potted trangformer. ® DC on all filaments; i

achieves hum level that is inandible under any conditions. ® Inherent hom:

nos-menswrable. (On Phoao, 72 db below output en 10 mvy input signal:

better than 83 dh below  2v cutput mlr high-level chunnels.) o 1M and

harmonic distortion: non-measurable. ® Freguency response: uniform, 10 to R s , .

100008 eveles. ® Separate cqualization and amplification disectiy from tape | A New Opening and a Move
plavback head, ® Four dual-purpise tubes. all shielded and shock-mannted.

® Separate, gh-gain microphone preamplifier. ® Push-Button Chuannel- P LTl - "

Selectors with individual indicator lights and simultancons AC On-Off Have you Newark, N. J-ites seen the
switching on two cha Is tfor tuner. TV, etc.) ® Mlaster Volume Control S 3 H v
plus 3 independent vel Controls oun front panei. ® 11 Controls pius 5 NEY Sound chroducnon Inc. show
push-huttons.  Three auxiliary AC receptacles. $1zp: Chassis, 12347 ¢ 734" room at 35 New St.? They sell all

x 41y high u cabiner, 13-11 16" x 87 x 3V high. Shipping weight, 10 pounds. .
! ‘ ! " major brands of components and also

do custom installation work.

And Bill Case of San Antonio, Tex.
FISHER RADIO CORP. -+ 21-25 44th DRIVE - L. LLCITY 1, N. Y. has moved to 4206 Broadway (at
Hildebrand) in that city. His store

I'rices Slinhtly Higher West of the Roclies

WRITE TODAY FOR COMPLETE SPECIFICATIONS

1 HiGH FiDELITY MAGAZINE
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has a record department as well as
components (and, of course, HiGH : =
FibeLiTy and AUDIOCRAFT). 3 ST
= ~~m§§\\_\
Anyone Know. . . ? \\_“ m‘\%\SSm\

« O,
Where a subscriber can obtain ; Wik
u.mill }

a plastic cover as a protective over his
record changer? There are covers for {ihen |8 ;
mixers, blenders, toasters, roasters, [
bowls, air conditioners, etc. Why not
audio equipment, especially record
players?

Strictly for “Hams”

We don't know how many “hams”
(the amateur radio variety) are sub-
scribers to HiGH FIpELITY, (0Or for
that matter, how many of any other
variety) but we figure there probably
are a few. Anyway, of possible interest
1o them is the fact that the Voice of
America has augurated a special
broadcast of information “of, by and
for the radio ‘hams’ of America.” The
program  will be narrated by Bill
Leonard of CBS (W2SKE) and
will supply facts on new equipment

and operating techniques, upcoming -~
events in amateur radio, forecasts of ~
atmospheric conditions, and interviews TI I E

with experts in the communication

NEW
Listen to the Voice on 17830,

15280, 15270, 15200, 11870, and

11790 kc. for fifteen minutes each ; 1
Saturday at 1:45 p.m. l /

- e
Westchester’'s Westlab g

Westlab Electronics Inc., 2475 Central
Ave, i1s in the midst of a scries of

L} L}
lectures and demonstrations, five or
six of which you still may be able

10 attend. The serics started on March

14 and was to go on for thirteen MODEL 20-A

weeks. The lectures (on high fidelity,

n‘lmmlly) are free, but you should call Hl-:RH is the am]gliﬁm_ vou lmv(.- .lSl\'l‘f’ for a Io’('-c.v{l_unlli( of con-
o o . N spicuous guality. T'he new FISHER Standard Amplifier meets the

Of \WHite grto)] aSShine yoursclf a seat most cxacting requirements in its field. As you would expect, tradi-

They're from 8 to 9:30 p.m. each tional FISHER quality, handsome appearance, excellent workmanship

\\"cdnesduy, and the 8 to 8:30 por[ion and advanced design are evident throughout this exceptional unit.

is  broadcast simultaneously over

WFAS-FM. Wy, ) o
. 9 8 PPower Output conetant within 1 db at 15 watts trom 15 te 30.000 cycles.
If you do or don't take in the ® Less than 0.7 distortion at 15 watts: Icsa than u-oda at }1‘0 u-ut;
o . . ® Intermodulation distortion less than 1.5% at 10 watts and less than 759
lectures, it's almost worth a trip to st 5 watts. ® Uniform response, =+ 0.1 db from 20 to 20.000 cycles: within

Incomparable Features of THE FISHER Model 20-A

7 . .1 1 Tl 1 db from 10 to 100,000 eycles. ® Hum and noise better than 90 db below
\VtStla.b '(0 Ll (h(.l!'. §lgnpost OUtSl(k full outpat! ® Internal impedance s 1 ohm for 16.0bm opernljon. givin_g 8
the bulldmg. In addition to the namc damping facter of 16, This assures low distertion and superior transient
- “ response, ® TURE COMPLEMFNT: 1—12AX7, 2—EL84, 1—EZ80. ® ouTrut
of the company. the sign reads “West- IMPIDANCES : 4, B and 16 ohms. ® 5178 4%7 x 137 x 634" high, WEIGHT: 13 Ibs.
chester’'s own High Fidelity Hang-out,’ Price Slichtly lligher In the West
and just to the right of the sign is a P . o I $5 9 50
hangman’s noose, both of these hang- rice n y .
ing from a gallows facsimile. Macabre, WRITE TODAY FOR COMPLETE SPFCIFICATIONS
?
huh! FISHER RADIO CORP. - 21-25 44th DRIVE - L. 1. CITY 1, N. Y,
Continned on next page = I A
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NOTED WITH INTEREST

Continued from preceding page

Standards: New Approach

Many individuals and several industry
committees have worked long and
hard in an effort to set up standards
for high fidelity equipment. As readers
know, the problem is well nigh im-
possible of solution. Now, from the
Radio-Electronic-Television Manufac-
turers  Association comes word of a
new approach. We quote: “Chairman
Joseph N. Benjamin of the RETMA
High Fidelity Sub-Committee an-
nounced that this group had started an
| investigation of the possibility of in-
| dustry-wide standards for advertising
of high fidelity products.

“This project does not contemplate
any attempt to set standards for high
fidelity or in any way to specify what
is or is not high fidelity. However,
the industry has grown so rapidly that
a serious problem has arisen with re-
gard to advertising. The conflicting
claims, confusing terms, and non-com-
parable specifications have caused con-
siderable misunderstanding not only
in the public mind but also with the

| high fidelity dealer.

“For instance, high fidelity amplifiers
may have four different power output
ratings — normal output for sine wave
input, maximum output for sine wave
input, peak power for any input. and
pulse peak power. A manufacturer
may legitimately rate his amplifier in
any of the above ways, and all of these
terms are used without too much dis-
crimination.

"It is the aim of this project 10 allow
¥  the use of any of the above methods
of specifying output provided standard
descriptions are used by all manufac-
turers so that the public and the high
fidelity dealers can compare and evalu-
ate competitive amplifiers.

"This procedure will be applied to

other components in the high fidelity
field as well as to amplifiers. Some of

AN EXCEPTIONAL, NEW THIRTY WATT AMPLIFIER + HANDLES SIXTY-WATT PEAKSI

An Outstanding Buy!

e P
ISHER

30-Watt Amplifier

MODEL 80-AZ

NOTHER FISHER FIRST our great new 30-wait ampliher with

PowerScope, a Peak Power Indicator calibrited in watts to show =
instantly the peak load on your speaker system. The new FISHER
80-AZ Amplifier is the first with a positive indicaior to prevent voice
coil damage. The Model 80-AZ is magnificent in appearance and quality.

Incomparable Features of THE FISHER Model 80-AZ

FISHER RADIO CORP., 21-25 44th DRIVE * L. . CITY 1

& High output — less than 0.5¢% distortion at 30 watts; less than 0.05¢% at 10 wartts,
Handles 60-watt peaks. 8 Intermodulation distortion less than 0.5, at 25 watts and
0.29, at 10 watts. & Uniform response 10 to 50.000 cycles; sithin 0.1 db from
20 10 20,000 cycles. 8 Pover output is constant within | db at 30 watts, from 15 to
35.000 cycles. s [{um and noise level better than 96 db below full output! & Three
separate fredback loops for lowest distortion and supcrior transient response.
s Unique cathode fecdbuck circuit for trinde performance with the efficiency of
tetrodes. ® Output transformer has interlenved windings and a grain-oriented steel
core. 8 Three Cantrols: PowerScope. Z-Matic and Input Level, 8 Flandsome. brushed-
brass contral panel (with sufhicient cable for built-in installations.) s Tube Com.
plement: 1--12AT7, 1—I12AU7A, 2 EL-37. 1--5V4-G. 1-—DowerScope Indicator,
1—Regulator. 8 8- and 16-0hm outputs. & Size: 15% x 414 x 674~ high, WEIGI 1: 22 | bs.

Price Only 59950

Price Slightly Higher West of the Rackies

WRITE TODAY FOR COMPLETE SPECIFICATIONS

ITETESS

*N. Y.

www americanradiohistorv com

the features which will be explored
for standardization in tuners and am-
plifiers are IM distortion, hum level,
and sensitivity; in cartridges, outpuc:
in record changers and players, wow.
rumble and flutter; in speakers, power
handling capacity, response, etc.

“Further discussion of this project
will be had at the June mecting of
RETMA in Chicago.”

SRR

HIGH FIDELITY MAGAZINE
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Sir

1 congratulate Roland Gelatt on writ-
ing the editorial on records in libraries
[March 19551, and I congratulate you
tor publishing this editorial.

A master library of historic record-
ing should be established, but there
the matter shouldn’t rest.  Lending
libraries should be established, par-
ticularly in the small towns, to offer
people the loan of records, quite in
the way that they can borrow books.
Records are as much a part of our
heritage as are books.

It so happens that 1 have written
an artcle on this very subject which
will appear in the May issuc of Good
Housekeeping Magazine. You can sce
that [ consider the matter of records
in libraries an important one.

George R. Marek

Manager,

Record Albums Department
RCA Victor

Sir

Anybody in the record industry with
any sense of responsibility or any
fecling for the art with which he is
involved will certainly agree enrirely
with Mr. Gelatt’'s sentiments. More
than that, however, all of us have
telt. even over the last fifteen years,
terrible moments of poignant regret
and chagrin at the knowledge of what

has happened and is happening to |

the archives of recorded history, borh
musical and sociological.
All best wishes.
Goddard Lieberson
Executive Vice President
Columbia Records

Sir
1 read with great enthusiasm the edi-
torial by Roland Gelatt in which he
proposes the establishment of a
master library of tape recorded music.
Most of us in the tape recorder
and  high fidelity industry often
overlook the ultimate objective of
our being in business, which is the
manufacture of equipment to bring
Continued on next page
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NEW! And Only 991

iz 77
FISHER

-M TUNER

MODEL FM-40

HERE r1s. a FISHER FM Tuner — with all that the name implies
for only $99.50. Through the vears it has been our policy to bring
equipment of FISHER calibre within the reach of the widest possible
audience. Rarely has that objective been more spectacularly attained.
For the FM-40 represents one of our greatest values in almost two
decades. it is a superb combination of engincering excellence and
dazzling performance at moderate cost. Its specifications, conservatively
outlined below, are your best index to the quality of this instrument,

_ Important Features of THE FISHER FM-40

® Meter for micro-accurate, center-nf-channel funing. ® Sensitivity: 3 micro-
volts for 20 db of quieting. ® Uniform response, + 1 dh, 20 to 20.000 cycles.
® Three-gang variable capacitor. ® Three IF stages and a cascode RF stage.
® Two outpots: Detector/Multiplex (on switeh) plus cathode-follower-type
Main Audio, permitting leads up to 200 feet. ® Two Controls: AC Power/
Volume. and Station Selectar. ® Chassis completely shielded and shock-
mounted; includes bottom plate. ® § tubes: 1—6BQ7A, 1—6U8, 3—6B116,
1—6ALS, 1—12AU7A, 1—6X4. ® I'olded dipole antenns supplied. ® FHeavy
flvwheel tuning mechanism. ® Beautiful brawn-and-gold brushed-brass, front
control pancl. ® Uighly legible, edge-lighted glass dial scale (accurately
calibrated slide-rule tvpe) with logging scale. ® Self-powered. ® size:; 1234
wide, 47 high, 8%;” deep, including knobs. ® SHIFFING WEIGHT: 13 pounds.

Professional FM Tuner = Only $99.50
MAHOGANY OR BLONDE CABINET: $14.95
P'rices Sitghtly Higher \West of the Reckles
WRITE TODAY FOR COMPLETE SPECIFICATIONS
FISHER RADIO CORP., 21-25 44th DRIVE » L. I. CITY 1 *» N. Y.
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THE ;lsuil

porrisiom am RIS

AM Quality Leader! |
e P
'ISHE

AM TUNER

MODEL AM-80

HORTLY after the appearance of the famous FISHIZR [FNM-80
Tuner, we received many requests for an .{Af counterpart of

the same blue-ribbon breed. The AM-80 was engineered in response
to those requests and we are proud of it — as its owners will be. In
areas beyond the service of I'M stations, users of the AM-80 will
discover with delight that it has the pulling power of a professional
communications receiver, bringing enjoyable reception of ordinarily
elusive, distant stations. The AM-80 offers broad-tuning for Aigh
fideliry AM reception, as well as medium and sharp tuning for
suppression of interference where it exists; and it is a perfect com-
panion for the FM-80. The specifications below speak for themselves.

Outstanding Features of THE FISHER AM-80

® Features a relative-sensitivity tuning meter for micro-accurate station selee-
tion @ Sensitivity: better than one microvoir! @ Three-gang variable condenser.
® One tuned RF and two IF stages. @ T Aree.position, adjustable band-width.
# Frequency response {(broad position) @ —3 db at 8 Ke. Audio section:
uniform response, 20 to 20,000 cycles. @ Built-in 10 Kc whistle filter. @ Dual
antenna inputs. Loop antenna supplicd. m Three high-impedance inputs.
a Cathode-follower output permits teads up ta 200 {eet. m Completely shielded
and shock-mounted construction. including bottom plute. m Flywheel tuning.
m Slide-rule tuning dial with logging scale. @ Beautiful, brushed-brass control
panel. @ Four controls: Power Sensitivity, Function, Tuning, Output Level
Contsol. m Tube Complement: Tatal of Eight. 3 68J6. 1-——6BE6, 1 6ALS,
2—6C4, 1--6X4. Sizr: 123" wide. 47 high, BY4” deep. including knobs,

Price Only $139.50

Mohogony or Blonde Cobinet: $l4.95
Price Slightly Higher West of the Rockies

WRITE TODAY FOR COMPLETE SPECIFICATIONS
FISHER RADIO CORP. - 21-25 44th DRIVE - L. I. CITY 1, N. Y,
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LETTERS
Continued from preceding page

good music 0 a wider and wider
audience. It is certainly obvious that
the great libraries of our count
would be able to offer more music
to more people if recorded concerts on
tape could be made available on re-
quest. This would include music and
other programs of a historical nature;
also obvious is the fact that duplicates
of priceless records could be made on
tape, allowing the preservation of the
original recording.
Much luck to the American Insti-

tute of Recorded Sound.

Sid Weiss

Audio Sales Manager,

Western Region

Berlant-Concertonc

SIr
It looks like a . . . good idea to us.
One idea which has not been expressed
in the editorial is the possibility of
installing a duplicating system at the
central library which could provide
copics, cither free or at some charge,
to other archives or institutions. |
assume that Mr. Gelatt may have this
in the back of his mind.

J. A Ford

Manager, Advertising and Sales

Promotion
Ampex Corporation

SIR

. The formation of an Instituie of
Recorded Sound . . . is certainly a
worthy project, but it is only a stare
in the right direction. What we need
is a nation-wide program for the
formation of record libraries which
will serve, like the nation’s many
libraries of books, the entire country.

... Perhaps it is a bit early to dis-
cuss the technicalities of the function-
ing of such a library of recorded
music, but it is also important to point
out ways and means in order to show
many of the large private collectors
of this country that their prized disks
and cylinders can be put to good
use for educational purposes without
danger of mishandling their choice,
but fragile, prizes. Every collector
likes to think of his collection being
passed on intact, and not being
broken up and sold piecemeal by
his heirs who, chances are, will know
nothing and care less if his 1902
Carusos are represented by original
G & T pressings or by copies struck
from the presses at Hayes in 1950.

HIGH FIDELITY MAGAZINE
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Naturally, the serious collector does
not like to think of his lovely originals
being circulated to the non-collecting
public like so many books that are
dropped through a slot in the librar
loor after hours. Thus the first pre-
requisite for the ideal record library
(after suitable housing and cataloguing
are arranged for) will be an under-
standing librarian who will treat rare
recordings like rare art objects. In
order to make them available to the
student, the library must have avail-
able tape and disk recording equip-
ment, plus a loving technician, so
that copies of any record on the
library shelves can be made immedi-
ately available, and ac low cost. If
our major libraries throughout the
country will offer such a repository to
the large and small record collectors
throughout the country, 1 am sure
that the bequests will come trooping
gaily. I for one have a collection of
something over 15,000 vocal record-
ings dating (at present) from 1895
to 1956 which I intend to expand and
enjoy as long as I am in a position to
do so.

. So let’s get existing libraries
interested. Of course they will need
funds —and, if 1 may quote Mr.
Gelatt’s editorial, “Are you listening,
Mr. Ford Foundation?” In the mean-
time, 1 stand ready and willing to
allow any public institution such as
The American Institute of Recorded
Sound, to place on tape my entire
collection, or any part of it, in the
public interest.

W. R. Moran
La Canada, Calif.

SIR:
I was deeply interested in your edi-
torial in the March issuc of HicH
FIDELITY. It is on a subject in which
I have long been decply interested.
The question arises “where do we
go from here!” Action is required —
so I am rtaking the liberty of offer-
ing a suggestion. Most metropoli-
tan newspapers and many magazines
have Record Editors or Columnists.
Couldn't a personal appeal be made
to them and through them to their
readers to contribute to such a central
depository as you suggest-—or pos-
sibly a committee from among them,
together with other interested parties,
might be formed to further the idea.
As to the locatton of a depository
for such memorabilia, 1 suggest the
New York Public Library. They have
Continned on next page
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AMERICA'S TOP FM TUNER IN SENSITIVITY, APPEARANCE AND WORKMANSHIP

130,000 Witnesses

HAVE VERIFIED THE FM-80'S SUPERIORITY!

THE 2;

A

ISHE
FM TUNER %%

World’s Best by LAB Standards

HOSE who attended the Audio Fairs in New York, Chicago,
TLos Angeles, Washington, Boston and Philadelphia found that
only Fisher Radio Corporation had sct up a battery of regular pro-
duction tuners so that you. the consumer. might operate them as you
saw fit, in an obviously radio-difficult location. and with only the
most clementary of antennas taped to the wall. More than 150.000
people made these tests, and were astonished to find FM stations
coming in perfectly from ‘impossible’ distances. This Missouri-show-me
style test has scttled once and for all the question as to who makes
the best tuners in America. To those who did not attend the Audio
Fairs, we say: Try it before you buy it!  Chassic ()nly,s] 39.50

Mahogany or Blonde Cabinet, $14.95
Outstanding Features of THE FISHER FM-80

& TWO mecters. One to indicate sensitivity, vne to indicate center-of-channel
for micro-accurate tuningd. @ Armstrong svstem, with two IF stages. dual
limiters and a cascode RF etage. ® Full limiting even on signals as weak
as one microvolt. @ Dual antenna inputs: 72 ohms and 300 ohms balanced
(exclusive!) m Sensitivity: 12 migrovolts for 20 Jdb of guicting on 72-0hm
input: 3 microvolts for 20 db of quictind on 300-ohm input. @ Chassis
completely shiclded and shock-mounted. including tuning condenser, to eli-
minate microphonics, and noise from otherwise accumulated dust. ® Three
controls — Variable AFC/Line-Switch, Sensitivitv, and Station Selector
PLUS an exclusive Output Level Control. ® Two bridged outputs low-
impedance, cathode-follower type. permitting output leads up to 200 feet.
w 11 tubes. @ Dipale antenna supplicd. Beautiful. hrushed-brass front panel.
® Self-powered. @ WRIGHT: 15 pounds. cuassis size: 123" wide, 4" high.
814" deep including control knobs.

Price Slightly Higher West of the Rocties
WRITE TODAY FOR COMPLETE SPECIFICATIONS

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

AILRELELLLLILE

www americanradiohistorvy com


www.americanradiohistory.com

B essgl]

90-Watt, All-Triode

THE LABORATORY STANDARD

FISHER

MODEL

AMPLIFIER
® “Of the very best "—Iligh Fidel-
ity Magazine. Will handle 100
watts peak. World’s finest all-tri-
ode amplifier. Uniform response
within 1 db from 5 to 100,000
cvcles. Less than 19 distortion at
50 watts, llum aund noize content
96 db below full output—virtually
non-measurable! Oversize compo-
nents and quality workimanship in
every detail. Includes FISHER
Z-MATIC, at no additional cost.
$159.50

A RAR AR ARRARRARRERANY]

MIXER-FADER - Model 50-M

NEW! Electronic mixing or fading of any two signal
sources (~uch as microphone, phono, radio, etc.) No
insertion loss. Extremely low hum and noise level. High
impedance input; cathode follower output. 12AX7 tube.
Self-powered. Beautiful plasticcabinet.

. . only $19.95

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

Professional phono equalization. Separate switches for

HF roll-of and LF turn-over; 16 combinations of

phono equalization. Handles any magnetic cartridge.

Extremely low hum. Uniform response, 20 to 20,000

cycles. Two triode stages. Fully shielded. Self-powered.

New, Low Price $19,95
HI-LO FILTER SYSTEM - Model 50-F

Electronic, sharp cut-off filter system for suppression of
turntable rumble, record scratch and high frequency
distortion — with absolute minimum loss of tonal range.
Independent switches for high and low frequency
cut-off. Use with any high-fidelity system.

New, Low Price $24.95
PREAMPLIFIER - Model PR-6

A self-powered unit of excellent quality, vet moderate
cost. Can be used with any low-level magnetic car-
tridge, microphone, or for tape playback. T'wo triode
stages. High gain. Exclusive feedback circuit permits
long output leads. Fully shielded. Uniform response,
20 to 20,000 cycles. The best unit of its type available.

only $10.95

Prices Stightly Higher West of the Rockies
WRITE TODAY FOR COMPLETE SPECIFICATIONS

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

(1118 hi1d1LE
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LETTERS

Contimued from preceding page

Jdone such outstanding work in
pioncering along the very lines of
your suggestion that I think they are
worthy of recognition. It is also the
fact that New York is the Musical
Center.

The only drawback now is space.
and I am informed that definite plans
are in hand for materially enlarging
the space at the library.

Walter W. Clark
New York, N. Y

Sir

In the Lippincott First Edition of my
Toscanini and the Art of Orchestral
Performance there are two slips worth
nientioning.

On page 49 the final two lines
should read: “six broadcasts of abour
one hour each and fourteen concerts™:
while on page 121 the numbers of
the Rossini overture should be in
serted as follows: *15191 and DB-
3541

Both these errors have been cor-
rected in the first British edition, 1
am happy to report.

R. C. Marsh
Cambridge
England

SIR:

There has appeared in a recent record
rclease a gross error. We are writing
this in hopes of setting the record
straight to the purchasers of this parti-
cular recording. We are referring to
the Mercury Olympian recording of
the 1812 Overture (MG 50054). and
in particular to the bell effects.

In the spoken commentary ap-
pended to the music, Deems Taylor
makes the statement that the bells
hung in the Harkness Memorial
Tower at Yale University are ©. . . as
close as it is possible to come, on
this side of the Atlantic, to the sound
of the Kremlin bells. . . " This is not
quite true. The bell tower of Lowell
House at Harvard University  has
seventeen bells, removed in 1930 from
the Danialovsky Monastery in Mos-
cow. They are hung in a stationary
position as is the Russian custom.
Their weight varies from twenty
pounds to thirtcen tons, and they
are rung cvery Sunday. Not only
do the more numerous Lowell House
bells have a wider tonal range than
the Harkness bells, but they are dis-
tinctly Russian in origin.

We submit that the bells of the

HicH FIDELITY MAGAZINE
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Harkness Memorial Tower are defi-
nitely in second place, on this side
of the Atlantic, when it comes to
sounding like Russian bells, and we
sincerely urge Mercury Records to
take note of this fact.

William Day

Edmund Parsons

Robert Wilson

The Lowell House Bell-Ringers

Cambridge, Mass.

SIR:

The galaxy of black diamonds in the
March issue of Mein Lieber Schwann
gives rise to a few thoughts

The LP market must indeed be
glutted when so many famous works
and renowned “name” talents are so
ruthlessly axed on such short notice
OR the plethora of duplications must
have made just selection too difficult
for many a prospective purchaser of
a given ticle.

Perhaps there is room for one or
more retail outlets specializing in
manufacurers’ remnants, some of
which surely will soon be sought ac
premium prices — for, doubtless, more
massacres of the catalogue, will take
place from time to time.

This correspondent, having found
a mere six titles on his “wants” list
now withdrawn can, by dint of haste,
make hay before sunset. How many
others are so lucky?

The European system in the 78 rpm
days was to give about six months’
notice —a system eminently more
fair and one which sometimes brought
sufficient orders to prevent a deletion
until considerably later than planned.

Edward Hill
New York, N. Y.

c

SIR:
What's what with this blighter Watt?
As your footnote pointed out, I have
been using this PU circuit since before
1927 and have practically finished
work on my Trans Ultimate design.
Why should you rehash all the ob-
solete material by Watt as if he had
originated itz 1f you want to set
your readers straight, please point out
that Watt's only contribution was the
introduction of P-matic.

Predecessor D. Resonator

London, England
P.S. I am fortunate to be located in
a 220 volt area where we can use 8
ohm speakers in the PU design, with
76 output tubes instead of 38. This
gives over 1,500 watts peak. Since my

Continued on next page
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MODEL 80-T o MOST ADVANCED PROFESSIONAL TUNER WITH COMPLETE AUDIO CONTROL I

Outperforms Them All!

THE SERIES 80

FISHE

FM-AM TUNERS

ERE are America’s only FA-AM Tuners with TWO meters tor micro-
H accurate tuning. Says @ FISHER dealer: “In a rather amazing test,
we logged some 23 FM stations in the greater New York area including
several over 140 miles distant! All New York FM stations came in with
absolutely no background noise. Even on weak stations there was no drift.”

House of Music, Southampton, N. Y.

Outstanding Features of THE FISHER Series 80 Tuners

a The 80-T features extreme sensitivity (1.5 mv for 20 db of quieting.) a Separate
FM aud AM front ends, completely shielded and shack-mnunted. a Separate lunlng
meters for FAM and AM a 72-0hm, plus evclusive, balanced 300-ohm antenna inputs
for increased signal-to-nuise ratio. @ AM selectivity adjustable: AN sensitiv ty
better than i1 microvelt. ® Inherent hum non-measurable. m Distortion below 0 04,
for 1 volt output. a 4 ioputs, including scparate tape playback prcamp-equalizer,
a Six record cqualization cheices. @ Twn cathode follower outputs. a 16 tubgs
(80-R: i3 tuhes,) @ 8 controls including Bass, Treble, Volume, Fanctian, liqualiza.
tion. Tuning, Loudness Balance. AFC. & Sell powercd, a Magnificent appearanee
and workmanship, & Cirassis Sz I’-‘ ide, R74" decep less knobs, 67 high
(N0 R: 47 high.) w NOTE: Madel M)-R is identical to the ahove. but is designed
far use with an external andio control such as THE FISHER Series 80-C

MODEL 80-R e« FOR USE WITH EXTERNAL AUDIO CONTROL MODEL 80-T

319950

MODEL 80-R

$1695°

MAHOGANY OR BLONDE
cABINET: $1 795

Write For FULL Details

FISHER RADIO CORP.

21-25 44th DRIVE
LONG ISLAND CITY 1,N.Y
|1}
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ENGLAND

THE CENTER OF SCIENTIFIC RESEARCH

Makers of the famous Black Box

Model HF25. This new wide-band amplifier, as its
specification shows, represents an outstanding advance in
sound reproduction.

Specification: Amplifier—output 35W. undistorted, 50W.
peak: .M. distortion 25W. 0.5%,, 35W. 0.729%,; response sub-
stantially flat 2— 160,000 c.p.s.: infinite damping factor. Control
Unit—inputs for radio, tape, pick-up {with interchangecable
pick-up compensator plugs), microphone; feedback equalization
networks; bass. treble, filter and volume controls: front panel of
heavy burnished copper.

Price: Amplifier $139.50 ; Control Unit $59.50.

DISTRIBUTED IN THE U.S.A. BY: BRITISH RADIO ELECTRONICS,
1833 JEFFERSON PLACE N.W., WASHINGTON 6, D.C.
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LETTERS

Continued from preceding page

average listening level is about 9,16
watt, | am following true British con
scrvative design techniques.

Sir

Paul Affelder's review of Oistrakh’s
Symphonie Espagnole [Feb. issuel
causes me to put in a word for one
of my favorite recordings. Aftelder
states that only Oistrakh's and Men-
uhin's recordings of this work contain
all of the five movements. How could
he have overlooked Alfredo Campoli's
brilliant  performance (London LL
763), which contains the composer's
Intermezzo and in addition posscsses
just about the most superb “presence”
and balance between the soloist and
orchestra that [ have cver heard in
a recording of a violin concerto?

I can forgive Affelder’s overlooking
the aged, but still excellent, Finlundia
by Eckerberg (Capitol H-8138) in his
Sibelius Discography [Nov. '55] since
this disk is no longer listed in the
LP catalogue; but I cannot forgive his
slight to Campoli's masterpiece, for
this great artist has been slighted all
too often by American critics.

Daniel ]. Bendle
Parkersburg, W. Va.

Sik:
My problem is this: 1 wish to find
out where T may purchase the large
metal record discs which are played
on old fashioned music boxes. I am
particularly interested in getting some
music to be played on an old Regina
Music Box now in possession of my
grandfather.
If you know of any shops, collectors
erc., would you please (let me know )
M. R. Swisher, M. D.
2119 Central Ave.
Middletown, Ohio

s

SIR:
I wonder whether anyone knows of a
supply source of cardboard record
covers. They certainly aren't dithicult
or expensive to make, but I can't seem
to be able to get any as protection for
my club disks, replacement for worn-
out LP holders, ctc. Some uniform
design upon which a label could be
pasted (a la Angel “Standard” pack-
aging) would be best. The manu-
facturers have ignored my notes, and
local record dealers use the unsatis
factory manila sleeve.

George Liptak, ]r

Linden, N. J.

HiGH FIDELITY MAGAZINE
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a mile of tape...a mile of pleasure!

5280 feet on every 10%" reel of PLUS 100

Thanks to its extra thin—extra strong magic
Mylar* base, Sounderaft Plus 100 magnetic record-
ing tape on a single 10% inch reel gives vou
5280 feet of clean, rewarding professional sound.
Even on a conventicnal 7 inch reel, vou take
advantage of 2100 fect . . . the recording length
that puts you on a par with the professionals.

MAY 1956

With a 5 inch reel, Plus 100 gives you a full
1200 feet of recording pleasure.

The tape recorder expert who really knows his
equipment will insist on Soundcraft Plus 100
magnetic recording tape—the EXTRA, EXTRA
long-play quality tape. Ask for it wherever you
buy hi-fi equipment.

*DuPont Polyester Film

FOR EVERY SOUND REASON

<eeves SOUNDCRAFT coe.

10 East 52nd Street, New York 22, N. Y.
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For Every

Listener’s Bookshelf

High Jidelily

wored s ROY HOOPES J1

FOR the past four years the most
literate and informative writing on
the subject of sound reproduction
has appeared in High Fidelity Mag-
azine. Now, for those of you who
might have missed some of High Fi-
delity’s articles and for those of you
who have requested that they be
preserved in permanent form, High
Fidelity’s Managing Editor, Roy H.
Hoopes, Jr., has selected 26 of them
for inclusion in a HIGH FIDELITY
READER. The introduction was
written by John M. Conly.

ALTHOUGH the READER is not
intended as a “layman's guide” to
high fidelity, it tells you everything
you need to know, and perhaps a
little more, for achieving good
sound reproduction.

INCLUDED in the READER are
articles by:
Roy F. Allison

Peter Baredk
John W. Campbell Thomas Lucci

L. E. B. Carini Joseph Marshall
Abraham Cohen  Gilbert Plass
Emory Cook R. S. Rummell
Eleanor Edwards  Paul Sampson
Chatrles Fowler David  Sarser
Irving M. Fried  Glen Southworth
Chuck Gerhardt  Fernando Valenti
Gus Jose
F. A. Kuttner Harry L. Wynn

ONLY $3.50
| HIGH FIDELITY MAGAZINE
Publishing House
Great Barrington, Mass.

Enclosed please find §

|

| Please send me copies of
I THE HIGH FIDELITY READER
!

NAME .
ADDRESS

{PUBLISHED BY HANOVER HOUSE)

Edward T. Wallace

Richard W. Lawton
Theodore Lindenberg

ACHMANINOFF the pianist
was unquestionably a titan of
our times and probably the first of the
keyboard giants whose greatness was
representatively captured for all time
in recordings. Rachmaninoff the
composer was an anachronism, a
relic of the age of ultra-romanticism,
whose lush emotionalism is likely long
to cnrage tough-minded listeners as
violently as it transports the tender-
minded into sheer ecstasy. Rachman-
inoff the man was—and seems cer-
tain to remain—a baffling enigma.
In the past it was easy to assume
that the mystery of this artist’s person-
ality was deliberately cultivated by
his own implacably maintained reti-
cence and was needlessly enhanced by
the blind worship and even blinder
disregard of factual accuracy which
have characterized most of the biog-
raphies, at least up to Seroff's (Simon
& Schuster, 1950). But even now
that we are given what is probably
the closest possible approach to a
“definitive,” soundly documented life,
only the surfaces of the mystery are
satisfactorily clarified — the basic per-
sonal enigma remains as impenctrable
as ever. .

Certainly Sergei Bertensson and Jay
Leyda have done their best in the long
labors that went into Sergei Rach-
maninoff: A Lifetime in Music
(New York University Press, $6.50),
and chey have profited by the close col-
laboration of the musician's cousin and
sister-in-law, Sophia Satina, as well
as by access to the Rachmaninoff Ar-
chive at the Library of Congress and
to the memories and records of appar-
ently all surviving colleagues and
friends. The nine pages of photo-
graphs include some fascinating carly
ones and scarcely less delightful in-
formal snapshots from the later years.
The detailed documentation is a-
chieved with admirable unobtrusive-
ness (without footnotes) in a fifteen-
page appendix. And there are not only
the usual catalogue of works (some

www americanradiohistorv com

eightecen pages) and index (some
twenty-six  pages), but also a very
model of what a discography should
be (some ninetcen pages, prepared
by Philip L. Miller). Morcover, the
writing is straightforward and there
are gencrous, well-chosen quotations
from Rachmaninoff's own letters and
those of his family, associates, and ad-
mirers.

I, for one, learned a great deal that
was new to me, particularly about
Rachmaninoff’s childhood and student
years. Yet while the account of his
decidedly strange upbringing and ap-
prentice years (as one of Zverev's in-
credible ménage of “cubs”) might
provide a psychoanalyst with ample
clues to the complex personality which
evolved, 1 still have no real clue ei-
ther to Rachmaninoff's “greatness” or
vulnerable “weaknesses.” Nor, since
no attempt is made to analyze the mu-
sic itself in any depth, have I found
any fresh bases for the evaluation of
its marked aesthetic dichotomies and
contradictions.

Yet the very enigmas which are
sharpened rather than resolved here
make the book itself, as well as its
subject, one of inexhaustible fascina-
tion. And reading it has reminded me
anew of the peculiar yet substantial
personal debt T owe to Rachmaninoff.
He was one of the first major virtuosos
I ever heard in person, and his Lincoln-
esque frame and tragedy-ravaged face
gave me my carliest, most vivid im-
pression of the authentic “look of
genius.” For some years 1 revelled
whole-heartedly in his music, both by
hand and by ear; then, for many more
years, 1 despised it just as whole-mind-
edly. And, finally, it provided one of
the pivots of my present aesthetic phi-
losophy, which acknowledges that cer-
tain kinds of art which cannot pos-
sibly be respected intellectually still
can be relished —and even “loved” in
one sense — for their uniquely power-

Continued on page 24
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No.3 in a series on the contributions of Master Craftsmen to the history aof Music

[

BARTOLOMEO CRISTOFOR: master (AEMGLEL

He was a Paduan harpsichord maker when the

great Prince Ferdinand de Medici engaged him to keep
his collection of musical instruments in order. The
harpsichord was supreme in 1709 but Cristofori believed
that a way could be found to increase the dynamic
control of this instrument and thereby widen its
appecal. He finally worked out a new principle of
escapement, thus controlling the rebound of the hammer
on the strings. When he produced his first model.

Cristofori had invented the piano!

In the 20th century. Master Craftsmen are
challenging the problem of reproducing scund. Radio
Craftsmen is a leader in this field and since the first
days of high fidelity the name of Radio Craftsmen
has been synonymous with “the sound of quality”

A typical achievement from the sound laboratories of
Radio Craftsmen is the new Concerto, an amplifier
of advanced design. It features an unusual combination
of power and versatility of controls plus nine effective
curves of record cqualization. The distinctive
contemporary styling of the Concerto is typical of

all Craftsmen units, where quality can be seen

as well as heard. Ask for a demonstration of
Craftsmen high fidelity components at your

dealer now. Or write for frec. illustrated catalog.

RADIO € ra[tsm en n C., a subsidiary of Precision Radiation Instruments
4223-F West Jefferson Boulevard, Los Angeles 16, California

MAY 1956
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| was a Hi Fi Widow

until we discovered

CLEAN, BRILLIANT

H. H. SCOTT SOUND
as low as $9995

“THE 99" (mobeL 99.8)
$99.95¢ Buys the M. H. Scott
COMPLETE CONTROL & POWER CENTER

22 watt Power Amplifier-Preamp

hass and treble tone controls to let you ad-
Just pertfectly for room acoustics and dif-
ferences between pickuPs and speakers. © r'd

TECHNICAL SPECIFICATIONS

* 2 magnetic Inputs 50 you can plug in both

changer and turntable with 3 switch In front
— you can caslly select between the two.
* 5 position record compensator that in-
cludes special NARTB tape curve to let
you play direct from tape heads without
external pre-amp. © Separate in-out switches
for serateh and rumble so even old 78
records sound Rood. * Loudness control for
perfect sound at any volume setting. s 2
tape outputs, one for actually recording,
the other for monltoring direct from tape.
* Level control to match your phono car-
tridge perfectly to the amplifier. s Separate

H.H.Scott. tnc., Dept. H5 385 Putnam Ave., Cambridge, Mass. Export Dept.: Telesco International Corp. 270 Park Ave.,N.Y. 17

www americanradiohistorv com

Output connectlons for any speaker hetween
3 and 24 ohms. * Many other features you'd
expect only from much more expensive
quip L i setf.balanci output
clreult and clean symmetricat clipping.
Frequency Response: Flat 20cps — 30 ke.
Harmonic distortion less than 0.8%, first-
order difference-tone Intermodulation distor-
tion less than 0.3%. Hum Level: 80 db
below full output. * Dimenslons in case:
15Va x 4Y; x 12V,

Handsome accessory case
*Slightly higher west of Rockies

$9.95°
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§°d completely lost my husband ... but H. H. Scott helped me get him back!

Night after night he’d be at a neighbor’s listening to Hi Fi. Saturdays he'd be

running to one Hi Fi dealer or another.

Then he started dropping hints like “TITH gives H. H. Scott equipment territic
ratings. . . and you should see alt the awards they've won for their engineering!”

1 was worried because | figured good hi fi equipmient would he way over our

budget . . . Then | caught him sneaking in equipment.

“But honey,” he said, “Wait "til you hear it! And the amplifier

only cost me $99.951”

“The last time I heard you were lalking nearer $200.”

“] told the dealer what | could spend and he told me the best buy for the price

is definitely H. H. Scott at $99.95. In fact he said the Scott equipment was
better than many other amplifiers and tuners at much more money.”

All [ could think of was a mass of tubes and dangling wires ... butmy
hushand just plugged in a few cords in the back. And no tubes show! The
eiqquipment comes in smart cases that look wonderful on our hookcase.

1 thought the blast of sound I've always associated with hi fi would
keep the kids awake at night .. . but Scott provides a special switch that

keeps in all the fi, even at low volume.

And the music that comes out! You can tellit's an ohoe playing ...
not a clarinet .. and when the announcer speaks you think he’s right

in the room.

Yes .. . my husband’s lost his heart to his H. H.Scott ki fi ... but I'm not

0l _-_"-';‘._‘"‘\_ .

T S — -

“THE
PERFECTIONIST"

(Model 311)

$119.95% Buys the H. H. Scott
SUPER SENSITIVE FM TUNER
With New Wide-Band Circults

TECHNICAL SPECIFICATIONS

» Wide-Band circuits allow you to seParate sta-
tions so close toRether ordinary tuners would
pass right over them. » Absolutely free from
drift. * Stations stay locked-in. * Exclusive
Scott planetary drive tuning for both quick
across the band and precision tuning. » EdRe-

going to sue for divorce. I'll have to admit I love our hi fi set, too!

likhted Lucite dial with big, clear easy-to-read
numbers and loRgink scale. * Siknal strength and
tuning meter for precision tuning of weak sta-
tions. *» Separate tape output for off-the-alr
recordings. » Special output for multiplex. » Sen-
sitlvity: 3 microvolts on 300 ohm input for 20
db quieting. Output: Maximum audio output 4
volts for 75 k¢ deviation: low impedance out-
Put. 2 megacycle wide-band detector. 80 db. re-
iection of spurious cross-modulation responses.
* Dimensions in case: 13V, x 4% x 9%,
Beautiful accessory case. . . vk $9.95%
*Slightly higher west of Rockies

FREE!

New H_. H. Scott cataloR and Ruide to Higkh Fidel.
ity. Just off the press. ¢ Fill in card opposite
page 122 and get your free copy!

www americanradiohistorv com
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BE THE

IN YOUR

NEIGHBORHOOD

3

fuvorlte 1V @@@m&mg in
HIEEIRSOU

WITH THE REVOLUTIONARY

*USING YOUR
FRESENT HI-FI EQUIFMENT

Your fovorite TV progroms
will come olive with rich,
H1-Fl sound — never before
obtoincble in stondord TV

reception. e $69.95

to enjoy your

easily . . . and
at low cost

sl *

Buy MUS-ET . . . and prepare to be
envied! In two minutes you can hook
up MUS-ET to any HI-Fl amplifier, high
quality AM-FM radio or record player
system. Just set the MUS-ET dial to the
same channel to which your TV set is
tuned and the miracle of HI-FI sound
is yours.

MUS-ET has self-contained power sup-
ply, 13 channel turret-type tuner, IF
strip and low impedance audio output
— operates perfectly with any TV set
and good amplifier system.

n 4
/

If HI-FI is your “hobby” ...

TUN-ET is for you. Now, for the first time, you
can enjoy HI-FI TV sound by adding TUN-ET to
your existing HI-FI equipment operating through
your FM tuner. TUN-ET is inexpensive . . .

self-contained power supply
. is easy to install.

Ask your dealer . . .

e WEBSTER 1,

e $39.95

or write to

= INCORFPORATED

has

MASSACHUSETTS *

24
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BOOKSHELF

Continued from page 20

ful emotional, perhaps sheerly viscer-
al, atcractions. | still think of thesc
last as appealing primarily to a nos-
talgie de la bone or to a sensual crav-
ing for sweetmecats, but at least 1 have
learned to accept the real existence of
such appetites and to recognize that
music which gratifies them must be
considered vitally significant when
judged by its own criteria.

But whether you unreservedly ad-
mire all facets of Rachmaninoff, dis-
dain most of them, or adopt something
like my own scheme of double values,
he is one of the most provocative and
disturbing of all musical individual-
ities to read —and think — about.
This biography is a good place to start
re-examining not only him but also
one’s own aesthetic preconceptions and
ideals. Clearly differentiated blacks
and whites, oppositions of “good” and
“bad,” and other such facile simplifi-
cations cannot remain long valid in
either the realm of art or that of hu-
man nature.

Another Type of Ambiguity

All Vernon Duke (né Dukelsky)
has in common with Rachmaninoff is
the circumstance that he too is a mu-
sician, born in Russia, and possessed
of an even more explicitly split per-
sonality, which in this case is frankly
acknowledged, not to say thoroughly
exploited.  They differ markedly in
stature, both artistic and personal.
They differ most of all in articulate-
ness, for Duke’s passion for remem-
bering all and telling all is as power-
ful as Rachmaninoff's was for isola-
tion and secrecy. But it is just this
difference which probably would have
made a Rachmaninoff autobiography
readable only by a few friends and
students, while it certainly makes
Duke’s (Passport to Paris, Little
Brown, $5.00) one of the most absorb-
ing “spillings” of a perhaps-not-so-
“bright,” but definitely “incalculable”
soul I've ever come across in the world
of music.

This response really shouldn’t be.
After all, the adventures of a well-born
White Russian fleeing the Revolu-
tion to establish a new life in France
and the United States make an old
story. Ditto the memoirs of a serious
composer who enjoys a brief vogue

Continued on page 27
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PRECISION ¢z SOUND
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The baton is yours . . . with the McINTosH PROFESSIONAL
Aupio COMPENSATOR, for here is complete audio con-

trol. You enjoy clean, vibrant natural sound because the
original program is accurately reproduced—uwithout
compromise.

The surpassingly versatile C-8 possesses great stability,
adequate frequency response, low distortion and ex-
tremely quiet operation. Hum is reduced and controlled
through the use of a D.C. filament supply. McIntosh
exclusive compensation switches provide exact tonal
balance.

Superbly crafted to laboratory standards, the McIntosh
C-8 is a criterion for listening pleasure and value. Hear
its flawless performance at your dealer’s . . . soon.

C-8 (less cabinet) $88.50. Self-powered model C-8P $99.50
Blonde or Mahogany cabinet for above $8.00

]”05 Send for complete details and FREE Master Record Compensation Chart

McINTOSH LABORATORY, INC. 322 Water Street, Binghamton, New York

Export Division: 25 Worren St., New York 7, N. Y. Cable: Simpntrice, N. Y.

www americanradiohistorv com

-\


www.americanradiohistory.com

BOOKSHELF
Continned from page 24

and then fades into obscurity. Ditto
the account of the (mild) trials and
(largely financial)  triumphs of a
Broadway tunesmith. But when all
three are mixed together, spiced with
liberal dashes of venom, sweectened
with a few lumps of hero-worship,
and baked slowly in the oven of toral
recall — the  resulting  concoction
proves to have amazingly rich flavor
and substance.

This discovery doesn’t change my
previous opinions of either the man or
his work, but I must admit that |
greedily devoured every one of its
some 484 pages, if not the cighteen-
page double-columned index of names
“dropped™ along the way; and 1 rel-
ished especially its cattier gossip (the
portraits of the fantastic Diaghilev and
Koussevitzky entourages and of the
Great Men's treatment of their com-
poser-protégés are nothing less than
superb!) and its rarer outbursts of
enthusiastic tribute (to Gershwin and
Prokofiev in particular).

Naturally enough, Duke-Dukelsky
has more to say about his own music
than anyone ¢lse could or would want
to; but happily he sticks mainly to
the circumstances of its composition
and performance (if any) and does
not try to provide any kind of de-
scription, explanation, or apologia.
His basic subject is himself — perhaps
his most interesting “composition” at
that! And as the non-scrupulous con-
fessions of a multiple personality, his
story holds the reader’s attention with
a magnetic grip seldom encountered
in musical —or any other — autobi-
ographies.

Adoration of the Magus

Now, what a joy it is to turn from
composers  whose  personalities  or
works leave us at worst disinterested
and at best uncertain, to one who both
as man and artist is so charismatic that
he commands something closely ap-
proaching idolatry! And happily the
first. new Mozart bicentennial publi-
cations not only rank right beside the
best of the previous literature (briefly
surveyed in this column last January)
but fill two aching gaps. One is the
first popular, cheap sclection of
Mozart’s Letters, edited by Eric Blom
(Penguin, "Pclican™ series, 85¢); the

Continned on next page
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HOW DIRECT-DRIVE SAVES YOU
TWICE THE COST OF THIS

THORENS MANUAL PLAYER

CB-33P

0

WITH PREASSEMBLED TONEARM...

You’d have to spend at least twice as much for a turntable comparable
in performance to the CB-33P Manual Player. Most quality units are
complex in design . . . more costly to make. Just as efficient but far less
costly is the “near-perfection” performance of the DIRECT-DRIVE
system in the CB-33P. A cast-iron frame encasing the Swiss-precision
motor and a mechanical filter act to reduce rumble. Power is trans-
mitted through machined gears which drive the main shaft with
unwavering speed regularity. A flyball governor on this electronically-
balanced shaft provides freedom from undesirable wow. In test after
test the CB-33P maintains a noise ratio of —48db below program level!

- TﬂHEHH PREASSEMBLED—
IMMEDIATE INSTALLATION
IN YOUR SﬁTEHI Tracking weight and cartridge

pe = alignment adjustments

?
Low resonance
aluminum construction

g
EASIER Knob for
3-SPEED “exact pitch”
SELECTION adjustment

/ Adjustable base plate
for dead-level setting

MORE CONVENIENCE
FEATURES

J/ Switch-noise-eliminating
condenser.

WRITE FOR
“HI-FI AND
YOUR
BUDGET."

Music Boxes .
| SWISS Hi-Fi Components b
' MADE Spring-Powered Shavers |
Lighters

NEW YORK
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The magnificent TRI-CHANNEL Sound System puts a magic new
world of music at your fingertips . . . a world of pleasure, prestige
and deep personal fulfillment.

To those who judge quality by these values, we offer the opportunity
to lgnow fine music as only a master instrument can reproduce it. We
invite you to join the select circle of true music lovers and audiophiles
who seek the satisfying richness of fine music ... superbly performed
. . . faithfully reproduced.

*Because of the quality standards employed to obtain the amazing
a_nd unparalleled performance of TRI-CHANNEL Systems, produc-
tion must, of necessity, be restricted. Ask your sound specialist to
contact us today to arrange a demonstration for you.

TRI-CHANNEL SOUND SYSTEM SPECIFICATIONS

below 25—above 25,000 cps * 2 db
. variation from 1000 cps Eevel
Intermodulation Distortion___below recordable measurement

Harmonic Distortion_ negligible

Hum Level __down 80 db

Low-pass H.F. Filter 4,7, and 9 kes

Input Selector __ 12 positions including AM/FM radio, tape
recording and playback, microphone,

78 rpm and LP records

43" wide x 25” deep x 31” high

TRI-CHANNEL Sound Matched System, complete with 3 amplifiers, Tone
Colour Control unit, 4 speakers in matched enclosure $795.00

Frequency Response

Enclosure Dimensions_

..‘ Informative, independent report on system

g performance available upon request.

ERCONA CORPORATION (Electronic Division)
551 Fifth Ave., Dept.l11-5.New York 17, N. Y.
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Continned from preceding page

other a collection of "Studies in Criti-
cism and Bibliography,” Mozart in
Retrospect (Oxford, $7.00), by one
of the outstanding authorities of our
day, A. Hyau King.

Surely there is no further need to
repeat myself on the subject of the
Letters or their absolute essentiality
to erery serious listener. It is enough
here o spread the good news (for
those previously deterred by the size
or cost of Emily Anderson’s complete
edition) that at last they have easy
access to the very heart of that collec-
tion. For from it Blom has selected
the best of Mozart's own letters (in-
cluding a few Miss Anderson dis-
covered too late for inclusion in her
three volumes), retained the most
useful of the Anderson annotations,
and added brief running interludes of
his own which skillfully supply the
necessary  backgrounds  of - contem-
porary events. And all this is done
in a handsome pocket-sized paperback
of some 278 pages, for a price which
permits anyone to acquire a literally
priceless treasure for himself —and
indced  encourages every  Mozartean
evangelist to scawter it far and wide
as a matchless gife to his friends.

King's essays demand something
other than such unqualified endorse-
ment, for I'm afraid that even among
whole-hearted Mozarteans many  po-
tential readers may feel thac these are
scholarly studies o specialized for
casy or full appreciation. Well, in a
sense that's true, and 1 must admit
that some of the bibliographic details
here (say those on autograph scares
and carly English editions) must be
of limited concern to most non-pro-
tessionals.

But these constitute only a small
part of a book devoted mainly to the
changes in attitude toward Mozart and
his works over the years, to close e¢x-
aminations of his melodic idioms and
textural techniques, and to searching
illuminations of less familiar facets of
his genius (in mastering counterpoint,
writing for the clavier, organ, me-
chanical organ, etc.) —all of which
can be richly revelatory to everyone
who has come to know well the music
itself on records. Besides, King is one
scholar who knows not only how to
write clearly and well but also how
to communicate his own enthusiasm
for, as well as his vast knowledge of,

Continued on page 32
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OF INTEREST TO EVERY

HIGH FIDELITY ENTHUSIAST IN THE COUNTRY

ANNOUNCES

NEW HUDEL RC-456 — the first 4-speed high

fidelity record changer for 78, 45, 33% and 16% rpm.

NEW LOW PRICE oi$3450*

— the lowest in the field for a recognized high fidelity changer.

The New RC-456 Features:
Manual Operation
Automatic Intermix

Pre-Wired for Easy Installation

... plus all the other features ﬁ
that have made . ] the fastest growing =
changer in the field.

“less cartridge — slightly higher West of Rockies

=1

Cwa,
For complete details, write to Dept.GE-2 S

P MO,

(el

ROCKBAR CORPORATION, 215 East 37th St.,, New York 16, N.Y. Made in England

!
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ARIZONA
AUDIO SPECIALISTS
333 East Camelback Rd., Phoenix
Phone: AMbherst 5-0447

CALIFORNIA
GENE TAPIE — HIGH FIDELITY MART
120 Broadway, Chico
Phone: Flreside 2-8675

THE “BARTHOLOMEWS™ MUSIC, INC.
522 N. Brand Blvd., Glendale 3
Phone: CItrus 3-8873
HOLLYWOOD ELECTRONICS
7460 Melrose Ave., Hollywood 46
Phone: WEbster 3-8208

THE AUDIO WORKSHOP

2211 Camino Del Reposo, La Jolla
Phone: GLencourt 4-5378

BUSHNELL ELECTRONICS
12026 Wilshire Blvd., Los Angeles 25
Phone: BRadshaw 2-7537

CALIFORNIA SOUND PRODUCTS, INC.
7264 Melrose Ave., Los Angeles 46
Phone: WEbster 1-1557
CRENSHAW HI-FI CENTER
107 Santa Barbara Pl., Los Angeles 8
Phone: AXminster 4-1110
ELECTRONIC SERVICES

694114 La Tijera Blvd.,

Los Angeles 56

Phone: ORchard 4-4774

HENRY RADIO

11240 W. Olympic Blvd.,

Los Angeles 64

Phone: BRadshaw 2-9921

GRanite 7-6701

CUSTOM AUDIO

124 Tustin Ave., Newport Beach
Phone: LIberty 8-3391

COAST ELECTRONIC SUPPLY CO.
“STAIRWAY TO SOUND'’

4166 Broadway, Oakland 11

Phone: OLympic 3-7138

Free booklet

ANYTHING TV CAN DO...

TV gets the picture . .. Fleetwood
gets it better — brilliant, sparkling,
clean as the finest professional
photographic enlargement.* And on
the new Fleetwoods the definition
control lets you refine the texture,
Ask your dealer for a free demon-
stration. It will give you a whole
new point of view.

These sets of course are for custom
installation, a fact your better half

remote control

e

CALIFORNIA (continued)
HIGH-FIDELITY HOUSE
536 So. Fair Oaks Ave., Pasadena 1

ILLINOIS MARYLAND
ALLIED RADIOCORPORATION DAVIS-CARMACK
100 N. Western Ave., Chicago 80 967 Thayer Avenue, Silver Spring
Phone: HAymarket 1-6800 Phone: JUniper 8-9436
ELECTRONIC EXPEDITERS, INC.
THE HI-FI CENTER

2909 West Devon Ave., Chicago 45 MICHIGAN
Phone: RO. 4-8640 € AUDIO HOUSE, INC.

VOICE & VISION, INC. l977l.Conant at State. Fair E.,
Rush Ave. and Walton P1., Chicago 11 Detroit 34 Phone: TWinbrook 3-3358

K.L.A. LABORATORIES, INC.

Phone: RYan 1-8171

SOUND SHOPPE

1910 16th Street, Sacramento 14
Phone: GIlbert 3-6660
HOLLYWOOD HI-FI SHOP
1839 E Street, San Bernardino
Phone: 836101

BOWER’'S MUSIC Phone: WHitchall 3-1166 7422 Woodward Avenue, Detroit 2
810 So. Gaffey Street, San Pedro Phone: TRinity 4-1100

Phone: TE. 2-4536 INDIANA PECAR ELECTRONICS

HI-FI HAVEN THE GOLDEN EAR, INC. 10729 Morang, Detroit 24

Phone: TUxedo 2-9985

442 So. Greenleaf Ave., Whittier
WEST MICHIGAN SOUND CO.

15 E. 16th Street, Indianapolis

Phone: OXford 414112 Phone: MElrose 5-4915
, Musk
THE GOLDEN EAR, INC. e
A Phone: 2-5910
610 Main Street, Lafayette
COLORADO Phone: 2-2917

ALLEGRO MUSIC SHOP, INC. MISSOURI
262 Fillmore, Denver DAVID BEATTY CUSTOM Hi-FI & TV
Phone: EAst 2-1869 IOWA 1616 W. 43rd (Westport Rd.),

Kansas City 11

WOODBURN SOUND SERVICE JEferson 13110

218 East College St., Iowa City Phone:

THE HIGH FIDELITY SHOWRM.

CONNECTICUT Phone: 8-0151
DAVID DEAN SMITH 6383 Clayton Road, St. Louis 17
262 Elm Street, New Haven 11 Phone: PArkview 1-6500
Phone: UNiversity 5-1101 KANSAS
AUDIO WORKSHOP, INC. PHIL WOODBURY SOUND NEVADA

THE HI-FI CENTER, INC.

1 South Main St., W. Hartford 7 1103 Commercial, Emporia

Phone: ADams 3-5041 Phone: 20 1008 Wells Avenue, Reno
Phone: 2-5368
FLORIDA KENTUCKY NEW JERSEY

HUDSON RADIO & TELEVISION CORP.
35 Williams Street, Newark 2

J. M. HISLE & ASSOCIATES
405-9 South Upper St., Lexington

GRICE RADIO & ELECTR'C SUPP., INC.
300 E. Wright Street, Pensacola

Phone: HEmlock 3-4616 Phone: 2.7884 Phone: MA. 4-5154
THE JABBERWOCK
104 Somerset St., New Brunswick
GEORGIA LOUISIANA Phone: CHarter 9-1900

CUSTOM ELECTRONICS, INC. CASEY HIFI INSTALLAT'N CO.
4215 S. Caliborne Ave., 205 W. Englewood Ave.
New Orleans 25 Phone: CAnal 4120 W, Englewood Phone:

BAKER FIDELITY CORP.
1140 Peachtree St., N.E., Atlanta
Phone:

EMerson 2156 TE. 6-7761

of installation ideas available from
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HMeetwood poes BETTER _

appreciates. She can have it any where she

wants it ...

any way she wants it to look.

Early Amcrican, transitional or advanced
as manana. And you, proud sur, can enjoy
civilized chairside tuning at viewing dis-
tance, possible on the Fleetwood remote
control models. Something else you'll like,
if you're a stickler for sound quality, is the
way Fleetwoods are equipped with audio
outputs to play through a hi fi system. See
your Fleetwood dealer soon.

#See Tested In The Home Report, October 1955 High Fidelty.

Heetwood

Manufactured by CONRAC,

Department A + Glendora, California

FOR
CUSTOM

Conrac is the Canadian name for Fleetwood television.

Export Division: Frazar & Honsen, Lid., 301 Clay Street, San Francisco 11, California, U.S.A.

© Conrac, Inc.. 1956

INSTALLATION

NEW YORK
BUFFALO AUDIO CENTER
161 Genesee Street, Buffalo 3
Phone: MOhawk 1368
THE AUDIO EXCHANGE, INC.
159-19 Hillside Ave., Jamaica 32
Phone: OLympia 8-0445
HOUSE OF HI-FI
605 Plandome Road, Manhasset, L. I.
Phone: MA. 7-1376
ARROW ELECTRONICS, INC.
65 Cortlandt Street, New York 7
Phone: DIgby 9-4714
ASCO SOUND CORPORATION
115 W. 45th St. (3rd Floor),
New York 36 Phone: JUdson 2-1750

HARVEY RADIO CO., INC.
103 West 43rd St., 1123 6th Ave.,
New York 36 Phone: JUdson 2-1500

HUDSON RADIO & TELEVISION CORP.
48 West 48th St., 212 Fulton St.,
New York

Phone: CI. 7-4907 DI. 9-1192

SUN RADIO & ELECTRONICS CO., INC.
650 Sixth Avenue, New York 11
Phone: ORegon 5-8600

SUTTON AUDIO SYSTEMS

970 First Ave. at 53rd St.,

New York 22 Phone: PL. 3-7224

TERMINAL RADIO CORP.
85 Cortlandt Street, New York 7
Phone: WOrth 4-3311

JERRY FINK CO.
644 Clinton Ave., So., Rochester 20
Phone: BRowning 3503

W. G. BROWN SOUND EQUIPT. CORP.
349 East Onondaga St., Syracuse 2
Phone: 2-8979

AUDIO EXCHANGE, INC.
367 Mamaroneck Ave., White Plains

NEW YORK (continued)
WESTLAB ELECTRONICS
2475 Central Avenue, Yonkers
Phone: SPencer 9-6400

OHlO
AUDIO CRAFT CO.
2915 Prospect Ave., Cleveland 15
Phone: CHerry 1-5560

PIONEER ELECTRONIC SUPPLY CO.
2115 Prospect, Cleveland 15
Phone: SU 1-9410

RICHARD J. SAUER

CUSTOM ELECTRONICS, INC.
1000 South Main Street, Dayton 9
Phone: ADams 3158

CUSTOM CLASSICS

13421 Euclid Ave., East Cleveland 12
Phone: GL. 1-0256
COUNTERPOINT

20971 Westgate Shopping Center,
Fairview Park 26 Phone: ED. 1-6448
R. S. T. LABS

14511 Granger Road, Maple Heights
Phone: MOntrose 2-3213

OKLAHOMA
CUSTOM-CRAFT ELECTRONICS
1314 S. Peoria, Tulsa
Phone: LUther 5-5148

OREGON
L. D. HEATER MUSIC CO.
1001 S. W. Morrison, Portland 5
Phone: CA. 8-8455

PENNSYLVANIA
AUDIO LABORATORIES,
808 Mohican Street, Bethlehem
Phone: UNiversity 7-3909

INC.

PENNSYLVANIA (continued)
DANBY RADIO CORP.
19 South 21st St., Philadelphia 3
Phone: RIttenhouse 6-5686
TEN CATE ASSOCIATES
6128 Morton St., Philadelphia 44
Phone: GErmantown 8-5448

SOUTH CAROLINA

HI-FI SOUND & RECORDS
621-23 Harden Street, Columbia
Phone: 6-3538

TENNESSEE
BLUFF CITY DISTRIBUTING CO.
234 East Street, Memphis 2
Phone: BRoadway 6-4501

TEXAS

MEI.ODY SHOP

466 Pine Street, Abilene
Phone: 4-4848

TOWN NORTH MUSIC CORP.
5328 W. Lovers Lane at Inwood Rd.,
Dallas 9 Phone: ELmhurst 6477

CLIFFORD HERRING SOUND EQUIP.CO.
W. Lancaster at Burnet Sts.,
Fort Worth 3 Phone: FO. 4877

GULF COAST ELECTRONICS
1110 Winbern Street, Houston 4
Phone: JAckson 8-1551

WRYE CO., LTD.
2410 W. Alabama, Houston 6
Phone: JA. 3-7874

UTAH

DAYNES MUSIC CO.

15 East 1st So., Salt Lake City
Phone: ELgin 9-7633

VIRGINIA
AUDIO CONSULTANTS, INC,
76 North Glebe Rd., Arlington 3
Phone: JAckson 5-3355

WASHINGTON
OLYMPIC ENGINEERING CO.
2008 Westlake Avenue, Seattle 1
Phone: ELiot 4650

UNIVERSITY HI-FI SHOP
4111 University Way, Seattle 5
Phone: ME. 6000

WISCONSIN
THE HI-FI CENTER, INC.
2630 No. Downer Ave., Milwaukee 11
Phone: WOodruff 4-3344

CANADA
PAYETTE RADIO LIMITED

730 St. James Street W., Montreal 3
Phone: UN. 6-6681

TOWER PRODUCTIONS LTD.
342 Gladstone Avenue, Ottawa 4
Phone: CEntral 6-7219

ALPHA ARACON RADIO CO., LTD.

29 Adelaide Street West, Toronto 1
Phone: EM. 6-1591

THE HIGH FIDELITY SHOP

557 Mount Pleasant Road, Toronto 7
Phone: HUdson 8-6443

HAWAII
TELCO LTD.
605-607 South Queen Street,
Honolulu  Phone: 50-2964

your Fleetwood’dealer or write: Conrac, Inc., Glendora, Cal,
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MODEL RT-75

Broaden Your
High Fidelity Enjoyment

3=-speed Tape Recorder

Here is the “home” tape recorder designed expressly for the discriminat-
ing recordist. Capture your favorite or once-in-a-lifetime radio programs
right off the air, and keep these treasured reels to play back directly
through your high fidelity amplifier . . . or through the self-contained
amplifier and speaker in the RT-75 when you’re away from home.
The RT-75 operates at three precisely controlled speeds. . .74, 33 and
17 ips. At 71/ ips, full wide-range sound is offered . . . both in record-
ing and playback.
At 33 ips, network guality sound is provided with excellent results . . .
even on music. Record operas, oratorios and symphonies in their entirety
at this speed on a single 1200 reel! And, for those important business
meetings, the RT-75 is right on the job at 174 ips . . . providing as much
as 8 hours of recording on a single double-play reel.
Tape loading is straight-line, and all controls are conveniently grouped
for single-hand operation. Proper equalization is effected automatically
when the speed selector lever is thrown. A positive push-button interlock
prevents accidental erasure. Three inputs (2 mic and one radio-phono)
—————— are provided, and one mic and the
Prgs S~ radio-phono may be used simul-
-~ NG taneously. Two outputs . . . one
,’ eu N for auxiliary external speaker and
I “ one which by-passes the recorder’s
| Sound Systems, INC. | output stage to permit use of ex-
\ 555-57 Marion Road, Columbus 7, Ohio | ternal high fidelity amplifier.
\ / At better high ‘fidelity dealers
everywhere, or request full color

4
~ B
S o g literature No. 556.
-~ 7 -
4 Export Office: 401 Broadway, N.Y.C. 13

\\A subsidiory of Thompson Products, Inc. »

In Conado: Chas. W. Painton, Llid., 6 Alcina Ave., Toronta 10, Ont.

Those who demand the finest in “living repreduction” always choose Bell
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his  “specialized” subjects. I can't
promise that this will be “casy” read-
ing, but I can assure you that it
charts some of the most delightful
avenues | know to the acquisition of
an invaluable and almost encyclopedic
fund of Mozartean information.

Grace Notes

Building Your Record Library. By
way of strictly objective intramural
report: Roy H. Hoopes, Jr., has edited
a collection of “basic lists” from the
scries long familiar in the pages of
HiGH FIDELITY. Some twenty-eight
repertories are represented by over
five hundred recommended recordings
sclected and discussed by seventcen
specialists (drawn mostly from  the
magazine’s regular reviewing staff).
These are framed between John M.
Conly's introductory invitation to "Ad-
venture in Listening” and C. G.
Burke's prescriptions for the Care and
Treatment of LPs. The book over-all
runs to some 247 pages, including an
cleven-page index of composers and
performing  artists  ( McGraw-Hill,
$3.95).

Radio Handbook. An old-time, close
rival to the somewhat better-known
Radio  Amateur's Handbook appears
currently in its fourteenth  cedition,
differing from its competitor mainly
in its use of hard covers and somewhat
greater length (761 pages). Designed
primarily for "hams,” it offers com-
paratively little audio material, but
much of the basic electronic informa-
tion, discussion of power supplies and
test gear, and especially the fine final
chapter on “radio” (ie, electronic)
mathematics and calculations will cer-
tainly be useful to any audiocraftsman
(Editors & Engineers, Ltd., or from
Baker & Taylor, $7.50).

Dance Bibliography. I hadn't been
aware of it, but apparently onc S.
Yauncey Belknap has been indefatigably
engaged for some time in compiling a
monumental (and no doubt valuable,
to specialists ) analytical guide to arti-
cles and illustrations in dance periodi-
cals, for here is Vol. s, covering the
period 1951-52, with an 87-page index
of articles and 38-page index of illus-
trations ( typescript reproduction, but
cloth covers; University of Florida
Press, $7.50).

HIGH FIDELITY MAGAZINE
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FIRST ANNOUNCEMENT—NEW SONOTONE SPEAKER SYSTE

]

It gives you
not only “presence”
—hut “absence"!

Any truly good speaker system gives
you “presence”—the feeling that the
music is being created right in the same
room. But this new Sonotone system
gives you absence, too. Gone is all
awareness of ““loudspeaker sound™.
There is nothing between you and the
music.

The Sonotone Linear Standard
Loudspeaker System utilizes the most
advanced type of speaker damping—
true acoustical damping. This, togeth-
er with the highly flux-damped voice

: ——= - coil, gives astonishing “transient-true”
THE SONOTONE LINEAR STANDARD SYSTEM uses the superlative new ) Youh RS
Sonotone CA-15 fiftecn-inch coaxial speaker, mounted in an enclosure response. 09 ear cach instrument as
of latest design enginecred to enhance the speaker's unique smooth- separately as in the concert hall. Tech-
ness and accuracy. Cabinetry is in the tradition of fine furniture, nically, this system is so “linear” it can

meticulously detailed and finished. b medrasta laboratory standard!

. - g e A

“onic
e NIV EXTREMELY HEAVY
ELLIPTICAL CONE
TWEETER MAGNET ASSEMBLY

coRrPOF
ELMSFORD:

LINEAR OUTPUT,
20 TO 17,000 CYCLES

ol

SoNOTONE CA-15 CoaXIAL SPEAKER has a huge 5-1b. Alnico V magnet, with 15,000 gauss
flux density. Unusual velour suspension of the ridged, curvilinear cone drops resonance to
30 cycles, keeps extreme “lows”™ full, rich and natural. The six-inch non-metallic cone

Prices and specifications are subject to t.weeter is elliptical, providing widc lateral dispersion of “highs™ without tinniness or pierc-
change without notice. ing effect. 25 watt output, 40 watt peak. Woofer and tweeter also available individually.
MaAy 1956 33
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THE MAGNIFICENT

Gorf

KLIPSCH CORNER FOLDED HORN
4-way Loudspeaker System

Utilizes the famous Kiipsch "'K'’ corner
folded horn with E-V 15WK
Low-Frequency Oriver In the bass
section. Makes crossover at 300 cps lo
compression-type horn loaded Mid-Bass
Driver, and al 1000 cps to Treble Driver
and Diffraction Horn, in special E-Y
848HF coaxial assembly. Above 3500
cps, the E-Y T35 Super Sonax Very
High Frequency Driver takes over to
provide the silkiest extended high
frequencies out to and beyond the range
of audibility. Includes complementary
E-V X336 Crossover nelwork

utilizing full m-derived % section
crossovers, and two E-V AT37

Presence and Brilliance Controls.

Size: 53" high; 34" wide; 26" deep.
16 ohms imp. Power handling: 35 watls
program material, 70 watls on peak.

Gives Concert Stage Realism First Completely Compression-Operated 4-Way
in the Living Room Loudspeaker System—in Corner Folded Horn Enclosure

The luxurious cabinetry of this corner enclosure is skillfully combined with
the most advanced high fidelity engineering to give you a superlative, inte-
grated 4-way reproducer. Unique design, high efficiency, and lowest distor-
tion assure remarkable purity of tone through all ten octaves of the audible
range. The zudio spectrum is divided properly into four sections, each opti-
mumly designed for its particular range. Specially designed crossover networks
permit smooth transition from one section of the spectrum to another. In addi-
tion, the GEORGIAN is the first reproducer ever to incorporate vital presence
control as well as brilliance control for individual taste.

GEORGIAN COMPLETE. 4-way system completely wired and installed in hand-rubbed corner cabinet.
Mahogany. Net, $43500  Blonde Net, $515.00

Get quick facts on speoker systems. Send 25¢ for New Guide No. 117-F65.

ElellhoYores

ELECTRO-VOICE, INC. * BUCHANAN, MICHIGAN
Export. 13 East 40th St., New York 16, U.S. A. Cables: Arlab

HiGH FIDELITY MAGAZINE
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AS THE EDITORS SEE IT

ROM TIME TO TIME this magazine has been accused
of being “against” tape, as a medium of recorded music
and other sonic entertainment. This is a preposterous
thesis if we ever heard one, and we've heard a good many.
Nevertheless, we take some slight pride in the accusation.
Its burthen would seem to be either (a) that we are
troglodytic mossbacks who, out of pure cussedness, oppose
progress in aural delectation or, (b) that we are in
sinister league with disk-record companies, who fear the
onset of tape. We don't oppose progress; we just have an
uncomfortable habir of scrutinizing it pretty carefully
before starting to cheer. And if we are in sinister league
with anyone, it is not with manufacturers of disk records
or of preamplifiers, but with our readers. The customers.

Perhaps we have irked some people in the tape business
by refusing ever to say, or even to imply, that the prime
component in the new fi-fancier’s first rig should be a
tape recorder. But we couldn’t say it because we didn't
believe it. We still don’t. It remains a face that in tape
recorders, mechanical and electronic performance com-
parable to that obtainable from disk playback equipment,
costs — face it—a lot of money. But we are pleased to
be able at least to qualify this criticism. It appears that
the market is going to offer now a welcome compromise,
in the form of playback-only machines which can combine
ruggedness and reasonable economy. We aren’t cheering
yet; bur if you can detect a gentle glow of approval up
in the hills, it probably emanates from us.

Inseparable from the problem of the recorder and play-
back machine — especially the latter — is that of recorded
tape repertoire and price. Frankly, until recently, we
would not have been able to recommend even a durable,
inexpensive playback machine as a good buy, because
there hasn't been anything to play on it, except for people
with friends equipped to copy FM programs off the air.
Prerecorded tape has been in scant supply. Most of what
there was wasn't good, either musically or sonically. And
of what was good, much was weirdly assorted — scraps
of Haydn and Hindemith, Aaron Copland and Stephen
Foster. And all of it cost twice as much on tape as it
would have on disks.

Substantial changes are at hand now. We've seen the
catalogues, and we've even heard a few tapes. There is
major stuff coming, and in large quantities. We cannot
say that the companies plan exactly to gire their tapes
away. The prices are still high. But we are confident
that as sales mount, prices will come down. They won't
drop to disk level, because it is more expensive to make
a tape-record than a disk-record, but they’ll come down
somewhat.
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All this is by way of calling attention to a new column
we will present from this issue onward. It is titled “The
Tape Deck” and is written by R. D. Darrell, who has long
been a tape enthusiast—a same tape enthusiast. He
describes his plans and purposes better on page 101 than
I could here. Suffice it to say that he will discuss problems
—of the industry and the individual tape fancier — as
well as review recorded tape. (He dislikes the term “pre-
recorded,” and so do 1.) How complete his coverage will
be will depend on how rapidly the recorded tape com-
panies begin to act like grown-up businesses. Most do
not do so yet, which is not surprising. They have not
discovered the need to send out release lists, price infor-
mation, and review copies. They have not learned to
package professionally, nor are they aware of the desirability
of jacket notes and instructions. These things will come.

We do not expect the recorded tape to sweep the disk
from the market now, or perhaps ever. The disk is too
convenient, among other things. But there are special
areas where we do expect speedy progress. Stereophonic
recording, in particular, should spurt enormously in popu-
larity when an adequate taped repertoire develops (this is
perhaps analogous to the color TV situation), and when
there is enough standardization to give prospective buyers
adequate assurance. We will keep an eye on developments,
and report them as they happen.

Indeed, a little later in the season, we will offer the
findings of a very practiced eye, that of the noted audio
consultant, C. J. LeBel, who, as vice-president of Audio
Devices, Inc., (tape and disks) probably is better qualified
than anyone else in the nation to write "The Case of the
Tape versus the Disk” — which is why we asked him to
do so.

MEANWHILE, there is a problem, strangely neglected
heretofore, which affects tape only in an industrial sense
but affects your disk music very directly. It is that of
pitch, or speed-control, in recording. Members of this
staff, carly this wincer, experimenting with a pitchpipe,
a piano, and four new, de luxe albums of a great musical
work, discovered that not one of them, in process from
microphone through tape to disk, had been kept at exact
speed and pitch— or anywhere near it. To discover the
scope and seriousness of this problem, we put to work
a man with the learning, equipment, and interest to
investigate it properly: Fritz A. Kuttner, whose writings
on allied subjects have appeared in these pages. His
detailed report, to run in three installments, begins in June.
We don’t know if it will amaze you, but it amazed us.

JMC

35

www americanradiohistorv com


www.americanradiohistory.com

CREDIT: AERC PICTORIAL LTD.

www americanradiohistorv com

HiGgH FIDELITY

MAGAZINE


www.americanradiohistory.com

May 1956

T IS THE MOMENT of a summer’s day

when the sun, after hours in the south,
suddenly shows in the west and the scenc of
evening creeps imperceptibly over the gentle
Sussex countryside. Stroll lazily about the
leafy lanes and you will come, perchance.
upon a herd of cows—not any ordinary
herd for, as you will notice from their in-
tent expressions, these are intelligent, sensi-
tive animals. You scem to catch an inkling
of music, there, just the other side of the
hedgerow. Take another look at the cows.
They are without a doubt the most musically
cultured cows alive, for the fields they graze
surround Glyndebourne and this is the only
opera house in the world where cows can
drop by to listen. Certainly they are outside
the precincts, but what are doors and walls
against the effervescence of Mozart? And if
they do not actually hear the music, they
will sense still the romantic impulse which
brought opera to the Sussex Downs in the
first place and also the sustained artistic
dedication which has made Glyndebourne
the only home of a recognizable operatic
style in the United Kingdom.

John Christie, who was once a school-
master at Eton, married in 1931 a soprano
named Audrey Mildmay, who was then sing-
ing with the Carl Rosa Opera Company. As
a wedding present he decided to build, on
to his sizeable country house at Glynde-
bourne, a theater for the production of
operas in which she might sing. The first
public performance took place on May 28,

helpful to review immediately the ideals
for which the Christies worked from the
start. They sought to banish the conception,
which between the wars had again become
prevalent. of opera as a vehicle for virtu-
oso singing. Their aim was opera as an abso-
lute art form in itsclf, with equal emphasis
on singing, acting, and orchestral playing, ac-
cording to the Wagnerian principle. Poor
Wagner had to compromise, because singers
with the vocal capacity for his operas fre-
quently lacked the physical appearance im-
plied in their parts; but no such incon-
gruities are permitted at  Glyndebourne,
where, by a judicious choice of works (this
was originally limited by the size of the
stage) they make their opera convincing
both visually and aurally.

At the outset they plumped for Mozart. It
was an encouraging coincidence that his
operas not only offered them boundless scope
in the ficld on which they wished to concen-
trate in their crusade for a balanced mu-
sical stage work — namely, clearly charac-
terized roles, singable melodies, and glowing
opportunities for the orchestra—but were
also rich in the light soprano parts, notably
Susanna and Zerlina, which came easily
within the compass of Audrey Mildmay's
delicate voice and which suited her temper-
ament as an actress.

The plan then was for opera purified and
revived by a balance of the dramatic, the
vocal, and the orchestral elements. The me-
dium through which this could be attained

Opera on the Sussex Downs

Time stands still, and music reigns, in Britain's lovely Glyndebourne.

by A. R. P. WRATHALL

1934, when the Marriage of Figaro was given
to a sceptical audience in an auditorium of
three hundred seats. Since then a succession
of significant achievements has raised the
Glyndcbourne Opera to the highest plane of
festival music-making.  Today it ateracts
professional musicians and discriminating
opera-lovers by virtue of its seylistic integ-
rity while, for less cxalted reasons, the
charming and unorthodox ritual which is an
evening in this enchanted place makes a visit
one of the fashionable diversions of social-
ites during the London season.

Lest it should be thought thar the success
of Glyndcbourne has been the fortuitous
outcome of a rich man’s whimsey, it will bz

was the ensemble, whose members rec-
ognized the majesty of the total perfor-
mance in relation to their individual
contributions. This policy excluded the tem-
peramental artise with an independent streak
and countenanced no protocol, either on or
off the stage. Likewise, the producer, con-
ductor, and stage designer, in directing the
cnsemble, also had to work with a common
purpose. It is still the custom that conduc-
tors and the producer stay in Christie’s
house during the season, while the singers
— whatever their standing — the orchestra,
and the technicians are quartered in the
neighborhood. This rule has created an un-
strained, friendly aunosphere in which re-
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hearsals can proceed apace and smoothly. The peaceful
Sussex Downs are, besides, infinitely more conducive to
the re-creation of beautiful music than the wilderness of
an urban opera house. Finally, in the midst of it all, there
has been the moving spirit of John Christie and, until her
death in 1953, of his wife. Theirs was the dream, but in its
realization they were helped by two outstanding men of
opera, Fritz Busch and Carl Ebert.

At the time when Busch was asked to take charge of
the music at Glyndebourne he was little known in England,
though in Europe he had a peerless reputation. He came
from a musical family —the violinist Adolf Busch and
the Cellist Hermann Busch being his brothers—and up
to 1914 he learned the standard orchestral and choral rep-
ertoire, first at the Cologne Conservatory and then as éa-
pellmeister in various German towns. After the war he be-
came musical director at Stuttgart, where conducting opera
was included among his artistic dutics. While he doubted
at first that opera could ever mean to him as much as ab-
solute music for orchestra and for chamber groups, he
worked to extend the range of his company. He was fortu-
nate in that the restlessness of the postwar cra had awak-
ened public interest in new or neglected works. His years at
Stuttgart saw a Verdi revival which spread throughout Ger-
many, and the operas of composers like Pfitzner and Hinde-
mith were often mounted. Busch became aware of the im-
portance of the producer in opera and he also developed an
interest in experimental lighting and stage effects.

Then he moved to Dresden, a more sophisticated, if
complacent, city boasting a lively musical tradition, an or-
chestra of 130 pieces, and a beautiful opera house contain-
ing the latest technical equipment. Busch
stayed there ten years. Strauss and Busoni
entrusted cheir latest works to him; he
introduced Menuhin to Germany at a
Dresden concert; he visited America als
gast; he conducted at Bayreuth. Yet, so
far as opera was concerned, Busch never
found a producer with both the imagina-
tion and the unqualified authority to re-
vive standard works by means of a vital,
new approach — never, that is, until he
worked with Carl Ebert on Die Ent-
fiibrung ans dem Serail at Salzburg in
1932. There followed, at Ebert’s opera
house in Berlin, a fabulous production of
Un Ballo in Maschera and each man had suddenly found
the artistic partner with whom plans for refurbishing opera
could be carried through.

Busch was instrumental in bringing Ebert to Glynde-
bourne, when both left Germany because their conception
of art could not be reconciled with the cultural schemes
of the Nazis. Hitler sent for them to return, but in vain,
for they had found personal liberty in England and an
artistic sanctuary at Glyndebourne.

Ebert had worked with Max Reinhardt, the foremost
German exponent of Stanislavsky's theory that an actor
must live with his part. Ebert was himself an actor and
producer, and had founded an academy of dramatic art in
Berlin. As a schoolboy he feasted on music purveyed by
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Sena Jurinac in Ariadne.

Nikisch, Weingartner, Walter, Strauss, and a multitude
of celebrated performers. At Darmstadt he controlled,
for four years, opera, drama, and concerts given con-
currently in two houses. In 1931, he was called to the
municipal opera in Berlin as artistic director and general
administrator — an extraordinary tribute to his powers. He
remained there until his resignation.

Thoroughly grounded in the mechanics of the theater
and sensitive to the best in the traditional and modern
styles, Ebert was splendidly equipped for his part at
Glyndebourne. Since 1934, he has founded the Turkish
National Theater and Opera, and dramatic schools on two
continents. He still produces opera in Europe, but gives
Glyndebourne pride of place and returns annually. In the
case of Stravinsky’s Rake's Progress, Ebert was responsible
for the world premiére at Venice and subsequently took
the work to Glyndebourne. He often joins in performances
of Die Entfiihrung as Selim.

After high summer in Sussex, the operas are frequently
taken to the Edinburgh Festival (though not this year
as the season extends to August, in honor of Mozart).
In 1954 they went further afield. Ebert was appointed
Intendant of the Stadtische Oper in West Berlin and,
knowing the local temperament to be imaginative but solid,
he prepared his patrons for a leavening of their diet by
giving the Glyndebourne Cenerentola twice before his
repertory season started. [t was a delightful shock for
them, a piece of glittering thistledown making a myth
of operatic gravity. Berlin in an c¢vening remembered
that opera buffa is legitimate opera, and the welter of
curtain calls revealed appreciation of both the delicious
ensemble and the exquisite  delicacy
of the production as a whole. (I
have mixed my metaphors madly here;
the ’54 Cenercntola still produces the
unsettling effect of sheer dazzlement.)

Another personality connected with
Glyndebourne, also from the earliest days,
was Rudolf Bing, the present director
of the Metropolitan. For two seasons
he was the forcign agent; then he
became general manager. All the way
through to 1949, when Bing left, Glynde-
bourne was controlled by the Christies,
Busch, Ebert, and Bing.

Twenty-three  different  operas  have
been produced, including the seldom-given original ver-
sion of Ariadne. Many have appeared several scasons
running and Cosi fan tutte this year will be the fourteenth
production of the opera that was Fritz Busch's favorite.
Glyndebourne was forced to close its doors in 1940 after
John Gielgud had mounted The Beggar's Opera (Audrey
Mildmay was Polly and Michael Redgrave, the actor,
sang Macheath) as a patriotic rejoinder to the drone of
bombers from another opera-loving nation which passed
overhead using the house as a landmark, without under-
standing the full import of the liberty thus taken. In 1946
the cobwebs were swept away by Britten's Rape of Lucretia,
given again in the following scason that was half Glynde-
bourne and half the English Opera Group.
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These two works aside, Carl Ebert produced every opera
at Glyndebourne until his son and pupil, Peter, first flew
solo with Busoni's bricf and lively Arlecchino,* the path-
finder for Ariadne in 1954. This year is all Mozart; Ebert
senior produces four operas and his son takes charge of
Die Entfiihrung and Don Giovanni. The wradition is being
handed on, but Carl Ebere is still, as ever, producer-in-chief.

This gocs some way toward explaining how Glynde-
bourne has built up a personal style of its own. Year by
year, there was continuity as well as progress in Ebert's
approach to the problems of production. And there was
Busch, always, on the rostrum, and between them they
fitted newcomers into existing productions without dis-
rupting the ensemble. To have worked with them on a
new presentation — for instance, AMacbheth, which, in rhe
fifth season (1938) was the first non-Mozart work heard
at Glyndebourne — must have been an inspiring experi-
ence. Each man brought to his work not only an intcl-
lectual wisdom and an interpretative imagination but also
a humanity deepcned by pain over the tragedy of Germany.
Since Fritz Busch's death in 1951, the same understanding
has to a varying degree been reached between Ebert and
other conductors; perhaps most beneficially, through the
agency of Rossini, in Cenerentola, 11 Barbiere, and Le
Comte Ory when Vittorio Gui conducts. There is certainly
time enough for producer and conductor to get acquainted.
Two scasons ago, six operas were given, of which three
were revivals with an almost identical cast of productions
from the previous year. All the singers knew their parts
before arriving, yet the three-hour rehearsals numbered
221, no less. In the light of such industry, the price of
six or nine dollars a scat is chicken feed.

Many people no doubt first encountered Glyndebourne
through the records made by the 1936 cast. The recordings
admittedly sound dated, but the performances have a
positive vaiue which is more than merely historical. Com-
pare the recent recorded versions of Don Giovanni with
the carlier Glyndebourne, now more enjoyable still on
LP. The new recordings carry star-spangled casts and many
are their vocal and orchestral felicities, but one gets an
impression of ecach-musician-for-himself, which may suit
some tastes, but not mine. The quiet, poised assurance of
the Glyndebourne set scems. however, 0 go deeper into
the work. Audrey Mildmay, Brownlee, and Von Pataky
sing winningly and act with their voices, while in the
menacing Or sai chi I'onore, taken by Busch at a statcly
pace, Ina Souez compels one to believe that she is our
for blood.

The standards which are set at Glyndebourne have been
amply discussed already. Suffice it to say that they are
maintained so that, as the opera proceeds, in an evening
bt Glyndebourne, the confidence of the performers in one
anothcr communicates itself to the audience. There is no
stiffness in the doings. One is a guest being entertained
by Mr. Christic in his own home.

Earlier in the afternoon, one’s fellow-listeners in evening
dress, had left London by special train for Lewes, county
town of Sussex and rich in historical associations back
w William the Continned on page 123

*Premiered in Dresden under Busch.
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Scenes . . . in the gardens, and from Reossini’s Comte Ory.
Oun the terrace . . . the laue Fritz Busch, founder Jobu

Christie. Carl Ebert. and general wmanager Moran Caplat.
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KRONBORG CASTLE, DENMARK, FRANCES A, NEWBURY

Summer Music in Europe -- 1956
by Joan Griffiths

THIS SUMMER, in Europe, she—and he —
shall have music wherever they go. The
fortunate traveler by private car who dares
to forgo the highways for the byways will
find all kinds of delights for the car—
and for the eye too— in such folk spectacles
as the midsummer night celebrations in
Scandinavia with the great bonfires burning
along the dramatically beautiful lakes and
fjords during the spectacular sunlit Northern
night; in the vividly colorful local feast days
of the Catholic countries with their proces-
sions, singing, and dancing in honor of vil-
lage patron saines; and everywhere, from
cathedral to mountain chapel, in liturgical
music of endless variety. This listing is by no
means complete; the tourist in Iceland, in
Luxembourg. in Yugoslavia, and in the new-
ly glamorous principality of Monaco will
hear sweet strains, often indigenous ones,
there too. And every prospective traveler
should, as the brochures say, consult with his
travel agent or with the official government
tourist burcau of the country concerned for
specific dates and places, and for details on
such essential matters as costs, accommoda-
tons, cte.  An invaluable source of such infor-
mation and a veritable fountain of helpful
hints is the office of the European Travel
Commission, 295 Madison Avcnue, New
York 17. New York. To the traveler, we
wish a most hearty hon royage; and on the
stay-at-home (like ourselves) we bestow our
benison and hope that this compilation may
spur his will nexe year to hear the flutes of

Arcady.

SCANDINAVIA

Earliest in the scason of the European summer musical
festivals is the Scandinavian Festival which is planned
to take advantage of the period (May 17 - June 18) when
the northern days are at their most brilliant and stretch
longest into the night.

In Denmark, at Copenhagen and nearby, from May
17 through May 31 takes place the Royal Danish Baller
and Music Festival. The Royal Danish Symphony and other
orchestras will perform at the new Concert Hall of the
famous Tivoli Gardens and at the Radio Broadcasting
House. The Royal Theatre Opera will offer Die Zauberflite
and Le Nozze di Figaro. On May 20 at Frederiksborg
Castle Church (Hiller¢pd) Finn Viderd will present a con-
cert on the famous 1610 Compenius organ. On May 26
in the afternoon Mogens Wldike will lead a concert
by the Copenhagen Boys' Choir in the Maria Church at
Elsinore; and in the evening at the ancient Kronborg
Castle (where legend has it Hamlet debated whether to
be or not to be) the Hafnia Octer will play works of
Mozart and Carl Nielsen on a program which will also
offer cembalo music by Herman D. Koppel and Shakespeare
songs by Niels Brincker. On May 29 in the garden of
the Museum of Arts and Crafts the wind section of the
Royal Symphony will present a serenade concert including
works by Mozart, Stravinsky, and Hindemith. The visitor
to Denmark later in the season (June 15, 16) will have
an opportunity to hear and sce the 3,500 participants of
the International Workmen's Song  Association in  their
choir meeting at Aalborghallen in Aalborg. And July
12 - 16 are chamber music weeks, when the best-known
Danish ensembles perform ac Hindsgavl Castle ac
Middelfart. Travelers in Denmark who had the opportunity
of seeing in America members of the Royal Danish Ballet
in their appearances here last year will look forward to
seeing the whole corps de ballet during the festival season.

In Finland the Sibelius Festival will be held in Helsinki
from June 9 to June 18, with programs being given by
the British Broadcasting Corporation Symphony Orchestra
and various Scandinavian aggregations. The International
Song and Music Festival will take place at Turku (June
29 - July 1) with three thousand singers expected to
participate.

Norway holds its Bergen International Festival, May
25 - June 7. There will be presented orchestral concerts
by the Bergen Symphony Orchestra conducted by Carl
Garaguly and the BBC Symphony Orchestra under Sir
Malcolm Sargent, with music ranging from Mozrt w©
Khatchaturian. Concerts of Sacred Music with the Islandic
Choir  (Karlakér Reykjavikur)  conducted by  Sigidur
Thordarson will also be given. Boris Sirpo wilt direct
concerts by the Little Chamber Orchestra; and recitals of
the music of Edvard Grieg, with a variety of soloists, will
as usual be presented at Grieg's own home “Troldhaugen.”
One of the unique features of the Bergen Festival will
be the performance of the first concerto ever written for
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the Hardanger fiddle—a Norwegian instrument — com-
posed by the Norwegian Geirr Tveitt.

This year's music festival in Sweden (Junc 3 - 13)
will have among its visitors a particularly distinguished
lady in the person of Qucen Elizabeth 1T of England, who
with King Gustav Adolf and Queen Louise is expected
o attend the concert of the BBC Symphony Orchestra
under Sir Malcolm Sargent ar the Stockholm Concert
House on June 13. Ordinary citizens with fewer official
engagements will, however, have much greater opportunity
than the Queen to satisfy their desire for music, both
ancient and modern. The BBC orchestra will give two
performances, the first on June 12 devoted to the work
of Sibelius and the second including Benjamin Britten's
Young Person's Guide to the Orchestra. A program of
eighteenth-century opera, drama, and divertissement will
be presented at the Drottningholm Theatre — Mozart's La
Finte Semplice, Pergolesi's Il Maestro di Musica, and ex-
cerpts from eighteenth-century ftalian opera by the singing
group I Cadetti della Scala Milano being among the
features planned. Chamber music will be performed in
the House of the Nobility, the Waldemarsudde Palace of
the Painter-Prince Eugen, the Royal Exchange, the National
Art Gallery, and the Museum of History. At the Royal
Opera House entirely new productions of Figaro, Die
Zauberflite, and Die Meistersinger, as well as the Swedish
opera Singoalla, will be staged. Performances of ballet
and drama will also mark the festival.

During the same period, the International Society for
Contemporary Music will also hold its world mecting in
Stockholm. As part of its program, the Society will offer
twenty-seven compositions from nineteen countries, includ-
ing two works by Swedish composers, Roger Sessions’ Idy/!
of Theocritus, and a piano concert by the American Alexei
Haieff.

THE BRITISH ISLES

The most spectacular musical event in England during
the summer months is almost certainly the Glyndebourne
Festival which A. R. P. Wrathall discusses elsewhere in
this issue. But in the lovely English countryside music of
a different sort may be heard in many places: at Aldeburgh
(June 16 - 24) which offers a festival of music and
other arts; at Haselmere (July 14 - 21) where carly music
will be celebrated; at Shrewsbury (August 15, 16) wherc
a music and floral fére will be held; and at Gloucester
(September 2 - 8) where the Three Choirs Festival will
take place. And those particularly interested in choral music
will not wish to miss the Welsh eisteddfods. at Llangollen
(July 10 - 15) and, later, at Aberdare (August 6 - 11).

Before the peak of the tourist scason is reached (May
6 - 21) there is held throughout all Treland the festival,
An Téstal, offering an extremely varied program of cultural
and sporting cvents. Of special interest to the music-secker
might be the International Choral Festival at Cork and
the Festival of Grand Opera at Dublin. For the out-of-
scason visitor at the end of the summer, Ircland also
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offers the Wexford Festival of Music and
the Arts, (October 28 - November 4),
which includes orchestral concerts, opera,
and drama.

In Scotland, the Tenth International
Festival will be held at Edinburgh, from
August 19 to September 8, providing per-
formances of opera, chamber music, orches-
tral music, drama, and ballet. Among the
more interesting productions scheduled are
the first British performance of Stravinsky’s
Ocdipus and Marra and that of Cornelius’
Der Barber von Bagdad, by the Hamburg
State Opera. Dic Zauberflite and Salome
will also be presented. The Royal Phil-
harmonic, the Boston Symphony, The BBC
Scottish Orchestra — under Beecham, Munch
and Monteux, and lan Whyte respectively
— will also appear. Soloists will include
Dame Myra Hess, Casadesus, Curzon, and
Isaac Stern. Devotees of the dance may see
there the Sadlers” Wells Ballet and  the
Ram Gopal Indian Ballet, while c¢inema
addicts take time out for the famous Edin-
burgh film festival. A spectacular military
tattoo will be staged within the precincts
of famed Edinburgh Castle, floodlit for the
occasion, featuring the pipe-and-drum corps
of noted Scottish regiments, massed military
bands, and authentic Highland dancing.

CENTRAL EUROPE

In Germany this year there will be about
two hundred Mozart festivals  celebrated
(se¢ HIGH FIDELITY, January 1956). onc
of the more interesting to ke place in
the baroque city of Ludwigsburg, in one of
the most celebrated German Rococo palaces.
Karl Miinchinger  Continned on page 114

Chamber music concerts will be played in
Grieg's bouse, "Troldbaugen,’ near Bergen.
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Is this the ticeeter in your future?

The Electrostatic Speaker

by JOHN H. NEWITT

Mr. Newitt, an M.LT. researcher best-known as author of High
Fidelity Techniques, here describes and evaluates the American
examples of today's most revolutionary loudspeaker development.

IT IS RARE indeed that one has the opportunity to
introduce something rcally new. The basic idea of
the electrostatic speaker is not new, although the embodi-
ment of the electrostatic principle in a practical engincering
design of high fidelity character is very new. The principle
of operation, the construction, and the operating require-
ments are entirely different from those of the dynamic
speaker. About the only thing that the electrostatic loud-
speaker has in common with other loudspeakers is that
as an end result it sets particles of air in motion to produce
sound. Even the diaphragm, if we may call it that for
the moment, is quite unlike that in conventional loud-
speakers.

When we compare an entirely new type of loudspeaker
with an established system, many new considerations will
be injected into such a discussion sooner or later. Without
a basic understanding of both systems, and of the relative
advantages and disadvantages of each, the average non-
technical rcader would be beset by a seeming series of
contradictions. The following is intended to enlighten him
without getting him involved in the highly technical engi-
neering derails.

Only a few ways are known in which electrical impulses
can be changed into sound waves. Very basically, of course,
the loudspeaker form of transducer must make use of an
electric motor, if the term is not confusing. This motor.
instead of rotating, must produce mechanical thrust-and-
pull motions which correspond closely to the electrical
impulses supplied to it. If the resultant motion is utilized
to set particles of air in motion, sound will be produced.
Since the moving parts of the motor— the voice-coil
assembly — arc usually small, it is customary to have the

“

Pickering's tweeter radiates from a single curved diapbragm.
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motor actuate some large-surfaced device, such as a dia-
phragm, which can act on large quantities of air. Fidelity
in such a device is the measure of accuracy with which
the mechanism (including the whole of the diaphragm)
follows the applied electrical wave-form. If equal units of
diaphragm movement are produced by equal units of
electrical energy, a linear condition exists and distortionless
sound will be produced. There are many reasons why good
linearity is moz realized in practice, particularly with in-
expensive units.

To evaluate a particular loudspeaker design for high
fidelity purposes it is important to first examine the factors
which could adversely affect linearity, and then to see
just what has been done to correct them. To begin with,
the voice coil of the dynamic speaker must always operate
in a homogenous flux field if the mechanism is to respond
in a linear manner.

There are also purely mechanical hazards. If the dia-
phragm of the speaker is too flexible, the outer portions
of it cannot follow the rapid motion of the voice coil at
higher frequencies, and a common condition known as
“breakup” will then exist. Breakup means that the dia-
phragm is vibrating in two or more modes (different
portions of the diaphragm are doing different things).
and such a condition gives rise to distortion. If the
diaphragm is made heavier and thicker to resist breakup,
the high frequency response will be impaired since the
cone then will be too heavy to be able to vibrate at high
frequencies. Because of this and other such limiting factors,
a single loudspeaker structure cannot usually be made
to cover the complete audio range while maintaining ex-
tremely low values of distortion.

The dynamic speaker’s movement comes from the re-
action between the varying magnetic field in the voice
coil and the constant magnetic field around it (from the
speaker's magnet). The resulting movement is inherently
lincar. Similarly, the push-pull electrostatic speaker utilizes
a constant bias which establishes an electrostatic field
against which the signal component can react. (This I
will explain later.) The constant fields in both cases are
the basis for the inherent linearity of the devices.

While both the dynamic speaker and the electrostatic
mechanism are inherently linear, some differences do exist
from this consideration onward, The dynamic speaker
mechanism must usually drive its diaphragm from a single
point, and this gives rise to the possibility of breakup,
as previously mentioned. The electrostatic speaker consists
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of a diaphragm suspended between two electrodes, the
latter being in the shape of grilles or screens, permeable
to sound. Thus the electrostatic speaker drives its dia-
phragm uniformly over its entire surface, and there is no
likelihood of breakup in a properly designed unit. From a
practical standpoint, the electrostatic speaker seems to be
unsuitable for reproducing frequencies below about 500
cycles, because of the fact that large amplitudes of dia-
phragm-movement are required at low frequencies, and
this involves serious electrode spacing problems. The dy-
namic speaker, on the other hand, is remarkably well
suited to low frequency reproduction. Its distortion can
be held to negligible values when it is operated below
one or two thousand cycles. Further, it is well adapted
to handle large amounts of power (most audio power in
music is in the bass range) since it can move through
large excursions with excellent linearity. The dynamic
speaker runs into serious difficulty only in the middle
and high end of the audio range.

To appreciate fully the advantages of the electrostatic
design, it might be well to consider some of the problems
inherent in the dynamic tweeter. To produce high fre-
quencies and to avoid breakup, a small stiff diaphragm is
required. Small diaphragm surfaces unfortunately represent
a small radiation surface, and to put forth real volume,
either several direct radiator units must be used or some
acoustical amplifying device be employed —a horn, for
instance. Horns have been almost universally accepted
as tweeter components. The horn structure acts as a
“coupler” between the very small diaphragm of a dynamic
driver unit and the air of the room. The mouth of the
horn represents the effective radiating surface (acts like
a large diaphragm), while the actual moving structure may
be confined to the small opening represented by the throat.
The diaphragm of the horn driver unit sometimes consists
simply of a disk or dome covering the end of the voice
coil, and is small enough so that it can be very stiff and
yet quite light in weight. While this structure will certainly
avoid breakup with good design, other difficulties do
arise. The horn structure is subject to acoustic cancellations
in the throat area unless all portions of the diaphragm
surface are equidistant from the opening of the throat.
It is difficult to eliminate such cancellation entirely,
although much has been done (by the use of annular
acoustic plugs) to try to keep the diaphragm-to-throat
spacing reasonably even over the range. Some of the
better tweeter horns embody a remarkable job of compen-
sation, but there are many tweeters that should rightfully
be called “screechers,” since they radiate sound intensely
at several discrete frequencies over their range of operation.
with little output at intermediate points.

With the electrostatic speaker, smoothness of response
is inherent. The diaphragm is in reality a very thin
membrane, so light as to have virtually no reactive force
whatsocver. It is not connected to any heavy motor struc-
ture but is merely suspended from a frame and driven
directly by electrostatic force. Mechanical problems of
massive moving structures and stiffening to avoid breakup
are non-existent. In fact the device operates almost as if
it had no diaphragm, but were simply pushing the air.
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Four separate radiating cells are used in the Janszen 1-30 unit.

It is never operated near its major resonant point, so this
factor is not of concern.

The electrostatic speaker is actually, then, a direct radi-
ator of large diaphragm surface, which is not subject to
breakup or resonance effects over its intended range of
operation. The units I've seen have, in fact, an exceptionally
smooth response over the very wide range of 500 ¢ps to
above audibility.

A review of the foregoing data leads one to the con-
clusion that a dynamic woofer and an electrostatic tweeter
should form a most desirable combination, and I think
this is true. I cannot comment on British electrostatic
woofers, since, though I have heard well of them, I have
not seen one yet.*

The blending of the electrostatic tweeter and the dy-
namic woofer into a system naturally requires that they
have approximately equal output, so that balance can be
maintained. Fortunately, the type of electrostatic speaker
described in this article very closely matches the output
of some present day high quality woofers.

For the best direct march, leading manufacturers recom-
mend the use of a good low efficiency woofer. Low effi-
ciency in a woofer commonly implies heavy mechanical
damping and a broadened and smoothed response in the
lower audio range, around the vicinity of mechanical
resonance. Damping in a loudspeaker acts to reduce the
severity of the peaks and valleys in the response charac-
teristic at low frequencies and, in addition, acts to extend
the range of uniform response. In particular, it makes
the speaker less responsive at resonance and more re-
sponsive to adjacent frequencies. With the electrostatic
speaker it is important that the woofer have a very smooth
response from 1,000 cps to the very low end of the range.

*We shall print a report on one British all-range electrostatic speaker system
in June. — Ed.
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Generally, it might be stated thar a speaker system does
not necessarily have to have a flac characteristic, but it
should have a smooth one. A gradual rising or falling
characteristic is casy to compensate for electrically. If the
rising or falling characteristic over the range of operation
is not smooth, and is beset with many peaks and valleys,
compensation cannot be made.

THE ELECTROSTATIC SPEAKER is essentially a form

of capacitor, or electrical condenser, while the dynamic
speaker is essentially an inductive contrivance. The former
is a high-voltage low-current device (a voltage-operated
device), whereas the dynamic speaker is a low-voltage
high-current device (a current-operated device). This
means that the impedances of the two are vastly different,
and matching to an amplifier may involve problems.

If we are to make a loudspeaker which is basically a
capacitor, we must provide cerrain features which are not
normally present in commercial capacitors. One such re-
quirement would be that one of the plates be elastically
suspended so that it could move under the influence of
the electrostatic force set up by the signal. The dielectric
(insulation between the plates) in such a device will be
mostly air—space in which movement can take place.
A single-sided design (a single fixed plate and a movable
one) was employed in the early days of radio, and its
shortcomings led to the present design, in which a movable
plate (the diaphragm) is placed midway between two
fixed plates. Such a system operates in a push-pull manner.
The clectrical arrangment for such a structure, for whoever
may be interested, is equivalent to two capacitors connected
in series. This then comprises a three-wire device where
the center connection (movable plate) is common to the
other two. For high fidelity results it was not only necessary
to resort to a push-pull structure, it was also neccessary
to provide an operating bias in order to create a homo-
genous static field against which the signal component
could react.

In the case of our push-pull capacitor, the outer two
plates must be of an open-mesh construction if sound is
to escape. For good efficiency, the mesh sections of the
two outer plates must be carefully aligned (to give maxi-
mum capacity for a given spacing) and they must have
highly plane surfaces which are exactly parallel, to insure
even action over the diaphragm surfaces. This is a manu-
facturing problem and has been solved — in the tweeters
I have scen —so that no adjustments are required during
the life of the device. In a typical clectrostatic tweeter
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unit (sce illustrations) it can be seen that the open
mesh plates are formed by fixed grids of wires. The center
movable plate is a thin plastic membrane which has been
given a conductive coating. The movable plate is clamped
at the cdges, leaving its whole area free to vibrate. This
makes a three-wire sound cell. In the Janszen twecter,
four such cells, together with a bias supply, marching trans-
former, and attenuator control, make up the complete
tweeter unit.  Efficiency considerations dictate that the
plates should be spaced as close together as possible,
without having them touch and without having the move-
ment of the center plate restricred at its maximum expected
excursion. For reasons previously given, a high voltage
DC bias is required. If the wires of the stationary plates
were bare under such conditions, arc-over and ozone
generation would be a problem. In order to obtain the
advantages of close spacing, and to avoid the disadvantages,
the wires are insulated.

In the bias connection, both sides of the cell receive
continuing and equal charges. The signal, however, is
connected across the cell in such a way as to “push” from
one stationary plate and "pull” from the other. With the
static ficld present, as provided by the bias, the signal can
act against the established field.

In this manner, non-linearities which might result from
the changing proximity of the plates will not be present.
When precision manufacture is employed, the static field
will be homogenous and the force exerted over all portions
of the diaphragm will be even and equal. Under such
conditions, exceptional linearity will be obtained over a
wide frequency range.

A surprisingly pleasant characteristic of the electrostatic
unit is its frequency response characteristic along the axis.
The response curve shows rising response over most of
the frequency range. The resistive nature of an electrostatic
radiator means that constant input voltage will produce
constant acoustic output level over the range. If we recall
that the polar radiation pattern of a loudspeaker tends to
narrow when the driving frequency is increased, the con-
stant acoustic output of the electrostatic unit will be con-
centrated into a narrowing beam, increasing the response
on axis by 6 db/octave. A dynamic speaker's total acoustic
output falls off as the frequency increases, so concentration
of its output on the axis produces a flat axial response.

The rising axial response of the electrostatic system is
an advantage rather than a disadvantage, since it overcomes
the tendency for highs to be more readily absorbed when
sounds are reflected within a room. Listening tests have
not indicated the need for further treble attenuation, but
when needed it is readily available from a treble tone
control.

No chain is stronger than its weakest link. An clectro-
static tweeter will not make a bad system into a good one.
The associated equipment must measure up to the tweeter.
Of woofers 1 have spoken already, 1 hope not o severely.
It must be remembered though that some very excellent
woofers have concentrated on problems cxistent at a few
hundred cycles up to several thousand, to the neglect of
the very Jow range. While these fine woofers cerrainly
have their place, they Continned on page 126
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by Roland Gelatt

ISAAC
STERN

The Rise of

an American Virtuoso

MONG POSTW AR developments in the field of mu-
sic, none has been more arresting than the sudden in-
ternational recognition of performers trained and macured
in the United States. Throughout the world — whether it
be at a recital in the Salle Gaveau, an orchestral program
at the Vienna Konzerthaus, or a performance at the Teatro
San Carlo—our singers and instcrumentalists are playing
with a high degree of competence to audiences disposed
to accept them not as American musicians but simply as
good musicians. Isaac Stern, a stocky and marvelously sclf-
possessed violinist in his mid-thirtics, is by far the most
sought-after and peripatetic member of this considerable
group. To a good many people here and abroad he is the
successful American musician incarnate. Recently his stacus
as our best-known musical property was further strength-
ened when the Soviet Ministry of Culture invited him to
undertake his current five-week concert tour of the USS.R.
Whether he deserves this rather extreme  distinction,
whether he or another represents most worthily the success
—artistic or financial —to  which American  musicians
now may aspire, are of course legitimate and arguable
points. But there is no controverting the plain facts of
the case: Stern has traveled more miles, given more con-
certs, made more money, and won more praise than any
other American-trained musician of his gencration.
Stern’s all-American background is qualificd by only
one detail: he was born in the town of Kriminicsz on the
Soviet side of the Russian-Polish border. He did not re-
main there long. At the time of his birth, July 21, 192
this arca was embroiled in a volitane civil war, and his par-
ents escaped from it as soon as they could. They had both
come from well-to-do families and saw only a bleak fu-
ture in store for the new classless society ordained in Rus-
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sia. In 1921 they immigrated to the United States and
settled in San Francisco, where some relatives had preceded
them. Isaac was then ten months old. “My recollections of
the trip,” he admits, “are rather hazy.”

His father's liberal arts education had been ideal for
the son of an upper-class Russian rentier, but it did not
help him much to carn a living as a house pzinter in San
Francisco. Isaac grew up in a houschold where money was
chronically in short supply, but where no one worried
much about it. When he was six, he began learning the
rudiments of piano playing from his mother, who had stud-
ied music in Russia and had for a short time atwended clas-
ses at the St. Petersburg Conservatory. His pregress was not
great. Two years later he switched to the violin in emula-
tion of a friend who was recciving lessons on that instru-
ment. Isaac’s aptitude for the violin was apparent immedi-
ately. His parents withdrew him from school and placed
him in the hands  of private tutors so that he would have more
time to devote to music. “You might call me an educated il-
literate,” Stern says today. “Certain elements of the classic ed-
ucation 1 missed altogether and have had to make up for
since.” Another missing clement was the normal dolee far
niente of childhood. He had scant time for fun, though
he did manage to become a fairly expert tennis player.

The expense of educating a child prodigy was, of course.
far beyond the resources of Solomon Stern. Bue there are
usually no money problems for obvious talent; almost al-
ways someone can be found to foot the bill. In Stern’s case
this was Miss Lutic Goldstein, an clderly and wealthy San
Franciscan who interested herself in Isaac’s progress and
undertook to finance a great part of his education. In the
course of five years, young Stern went through four violin
pedagogues and found none of them satisfactory, "The
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problems,” he feels now, “were basically with me. 1 was
not yet really interested in the violin." Isaac, one gachers,
was made to work at his instrument whether he liked it or
not. In the fall of 1933, shortly after his thirteenth birth-
day, Stern’s attitude toward the violin suddenly changed.
All at once it became the consuming interest of his life; he
sensed for the first time the joy of making music and for-
got the drudgery of playing notes. This metamorphosis
coincided with his introduction to a new teacher, Naoum
Blinder, concertmaster of the San Francisco Symphony.
Under Blinder's tutelage Isaac began to make stareling pro-
gress. Stern today cannot praise this teacher too highly: “He
gave me a perfect grounding, put me on the road, and
showed me how to teach myself.”

Although he had made the rounds of musicales and pri-
vate recitals customary for budding talent, Isaac Stern did
not appear in a full-scale public concert undil che age of
fifteen. In 1935 he played the Saint-Saéns B minor Con-
certo at a summer concert of the San Francisco Civic
Orchestra, with Willy van den Burg conducting. The next
year the San Francisco Symphony celebrated its Silver
Jubilee, and Stern, as a leading local prodigy, was invited
to perform. He played the Brahms Concerto. Alfred Frank-
enstein, the Chronicle’s new music critic, wrote that Stern
“acquitted himself as brilliantdly and nobly as the music re-
quires, which is saying a very great deal. The poctic ex-
pressiveness, the technical flash, and the temperamental fire
of a major performance all were there, as well as the
smooth, vivid, singing tone.” Word-of-mouth reports on
this concert began to circulate up the West Coast, and in
the nexe few months Stern was invited to play in Seattle,
Spokane, and Vancouver.

His wife helps Stern pick out a camera. He owns dozens.

Musical reputations in America are not made on the
West Coast, however, but in New York City; and having
thrilled the press in Vancouver, Stern decided it was time
to do the same in Manhattan. Miss Goldstein and other
friends bought him a fine Guadagnini violin and commis-
sioned NBC Artists Service to arrange the details of a
Town Hall recital, which took place on October 11, 1937,
He did not take New York by storm. In fact, the reviews
were typical of the kind invariably accorded to unprepos-
sessing musicians making a debut. Olin Downes spoke
appreciatively of “his spirited, straightforward playing” but
followed this praise with the observation that “he seldom
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went far below the surface of his music, or displayed very
much warmth or distinction of style” It was not a bad
review, but it was not a rave. Unhappily, Stern boarded
an open double-decker bus on Fifth Avenue the following
morning and spent several hours riding between Washing-
ton Square and Fort Tryon Park in an attempt to assuage
his rudely wounded feclings. Later on he realized that he
had come to New York woefully unprepared. At most, he
had given a dozen professional concerts in his whole life,
and he was not yet equipped to perform before the most
exacting audience in the country.

For the next sixteen months he worked at realizing those
“unusual potencies as an artist” to which Downes had re-
ferred. He gave more concerts on the West Coast and
thought more scriously about the special problems of play-
ing to an audience. When he returned to New York for
his sccond Town Hall recital, in February 1939, the press
was more enthusiastic. Irving Kolodin, in the New York
Sun, called it "violin playing of uncommon technical solid-
ity and musical distinction,” and his view was shared by the
other critics who attended. As a resule of these reviews,
NBC Artists added Stern to its roster. Unfortunately, a
home-grown violinist of nineteen did not seem to have
much sales appeal. Bookings were almost nonexistent and
Stern had to borrow money to keep going.

By 1940 he was ready to give up the concert field al-
together and take a regular salaried job with an orchestra.
But at this point an independent manager named Paul
Stoes entered the picture and persuaded Stern not to give
up. Stoes had confidence in Stern’s ultimate box-office po-
tentialities and he was willing to invest his time and energy
in grooming him for a big career. "He gave me my basic
grounding in the business end of music,” says Stern, “and
encouraged me to continue when I needed it most.” But
the immediate box-office intake was still discouragingly
small — too small, indecd, to keep Stoes’s independent man-
agement solvent, In 1941 he went out of business and
Stern joined the exclusive company of musicians managed
by Sot Hurok.

Hurok can hardly be credited with having discovered
Isaac Stern, but his astute management certainly helped
transform him in three years from a struggling violinist
into a very successful one, The times assisted, too. The
country was at war, money was plentiful, and music was
unrationed. Stern had entertained hopes of entering Army
Intelligence, but he turned out to be a 4F, so he diverted
his energy to concere halls. Thereafter, he played with
the major orchestras, and his New York recitals were now
held in Carnegie Hall. There, on January 12, 1943, Stern
gave a concert that scems to have been the real turning
point in his carcer from the status of promising young man
to that of accomplished artist. The nexe morning Sol Hur-
ok telegraphed Isaac’s parents: “Such violin playing is heard
rarely, and in so young a person prophesics a long and en-
during carcer.” Even the Herald Tribune's hypercritical
Virgil Thomson was impressed to the point where he
termed Stern “one of the world’s master fiddle players,”
though later in the review he managed to blune this en-
comium by finding “a certain absence of poetic continuity”
and a Jack of "personal involvement™ in the violinist's per-
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Stern and Zakin: "l want the conception to be my own.”

formances. Once the corner had been turned, there was no
rallentando in Stern’s progress. Columbia Records put him
under exclusive contract in 1945. By 1947 he was, ac-
cording to Time, playing ninety concerts a year at mini-
mums of $1,000 to $1,500 a concert.

That still left 275 days unaccounted for each year, and
in July 1947 Stern began filling them overseas. His first
tour abroad (not counting USO missions to the Pacific dur-
ing World War II) took him to Australia. The following
year he made the rounds of Europe’s capitals and has been
going back almost annually. In 1949 he toured the South
American circuit and in 1953 made his first concert tour
around the world (he has since undertaken another). Ex-
cept for one trip to lceland, none of these foreign appear-
ances has been sponsored by the United States Govern-
ment. Stern would just as soon keep it this way, for he fecls
that “the overt adding of a political symbol to an artistic
act is wrong.” When he plays in Paris, or New Delhi, or
Tokyo, it is as a private individual. Nonetheless, he is often
regarded abroad as a musical ambassador of the United
States; and the satisfaction of playing this role capably
— especially before musically sophisticated Europeans —
is, he says, something uniquely exhilarating.

In Antwerp one evening in 1951, just as Stern was about
t0 go on stage, his local manager ran up to him and an-
nounced: "David Oistrakh is in the audience. He has come
over from Brussels just to hear you play!” The news was
not calculated to soothe Stern’s nerves; but apparently
he played to Oistrakh’s satisfaction, for the Soviet violinist
congratulated him afterward and made an appointment for
lunch in Brussels the next day. They wlked of many things.
The Cold War was then at its height, and in the Soviet
press America was being charged with committing atroci-
ties in Korea. Even two violinists could not help reflecting
the antagonisms of their respective countries; but when
they came to a point of disagreement, they preferred o
throw up their hands and affirm that “the world is crazy”
rather than hurt each other's feelings. They parted good
friends. "Come to Moscow and play for us,” Oistrakh said.
“I'd like to,” Stern replied, "when yau come to New York
and play for us.” Four years later Oistrakh did come to
this country, and Stern — thanks to an invitation from the
Soviet Union — is now in Russia fulfilling his parc of the
agreement.

When he is not pursuing his profession in Moscow or
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Tel Aviv or Wichita or some other distant city, Stern pre-
fers to be in Manhattan, where he has recently rented a
ninetcenth-floor duplex in a still-clegant Central Park West
apartment house. The “parlor floor,” where the Sterns en-
tertain guests, is only about three-quarters furnished as
yet; the Sterns do most of their living upstairs. Here,
with a magnificent view of the city, the violinist has his
studio, which includes not only the expected grand piano
and music cabinet but also an elaborate high fidelity in-
stallation complete with tape recorder. The latter Stern
finds useful both for studio work and off-the-air recording,
In February, for example, he had his long-time accompan-
ist, Alexander Zakin, make a taping of the New York Phil-
harmonic-Symphony broadcast in which he was soloist in
the Prokofiev Violin Concerto No. 1. The next morning
he was able to analyze his performance minutely; and when
he went to Columbia’s Thirticth Streer studio that after-
noon to record the concerto for LP, he had already antici-
pated many of the problems that would arise.

The high fidelity equipment is not only employed to
reproduce the music-making of its owner. Stern tries to
hear at least once all the important recordings in his field.
“But,” he adds, "when | am preparing to record a picce,
I never listen to previous recorded performances of that
work. I want the conception to be my own.” As a martter
of fact, Stern feels that he has been very livde influenced
by performances of other musicians, whether live or record-
ed. In his formative years in Sun Francisco he went to con-
certs regularly and heard such masters of his instrument as
Kreisler, Szigeti, Heifetz, and Menuhin. None of them,
however, served as an idol or model. Pablo Casals, with
whom Stern has played on many occasions in recent years,
scems to have exercised a greater influence than any
of the musicians he heard in his teens. "Casals,” he explains,
“was a confirmation of many things I had felt and had been
trying to do. My primary interest is to use the violin tw
play music rather than to use music to play the violin.
But to achieve this there are interpretative walls that you
have to climb over. Casals makes those walls disappear.
He expands the limits of taste and shows that one need not
necessarily get lost in the freedom of expression entailed.
What I got from Casals was general, not specific. No great
artist can be imitated: what be can do is to teach you an

attitude.”
Although Stern has likes and

Continned on page 136

Stern (right) and Oistrakb: the Cold War was shrugged off.
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DEALER LISTING
ARIZONA
Minthorne Music Company
61) W. Washingten, Phoenix
CALIFORNIA
Henry Raodic
11240 W. Olympic Blvd.
Los Angeles
High Fidelity House
536 South Fair Oaks Ave.
Pasadena 1
Hi-Fi Sound Shopp!
1910 16th 5t So:romen'o 14
Hollywood Electronics
7460 Melrose Ave., Los Angeles
) & M Radic
Bel Air Shipping Center
Mmill Volley
Kierulff Electronics, Inc.
820-830 W. Olympic 8ivd.
Los Angeles 15
Milt Surfoce Company
433 South Arovista Ave., Brea
Minthorne Music Company
230 No. Beverly Dr., Beverly Hills
Minthorne Music Company
2920 W. Pico Blvd., Los Angeles
Nework Electric Company
4736 W. Century Blvd., Inglewood
Radio TV Clinic
517 E. Sonta Clara, Son Jose
San Francisco Rodio & Supply Co.
1284 Morket 5t., San Frontisco 2
Science in Sound
777 Santa Cruz, Menlo Pork
Western Rodio & TV Supply Co.
1415 India St., Son Diego 1
COLORADO
Rodio Products Sales Co.
1237 16th St., Denver 2
CONNECTICUT
Audio Warkshop
1 South Main St., W. Hartford
Hotry Electronic Enterprises
203 Ann 5t., Hartford
Rodio Shack Corp.
230 Crown St., New Hoven
DELAWARE
Almo Radio Company
1122 French St., Wilmington
Radlo Electric Service Co. of
Deloware
S. E. Cor. 3rd & Totnoll Sis.
Wilmington
DISTRICT OF COLUMBIA
Electronic Wholesalers
2325 Sherman Ave., N. W.
Washington
Hi Fidelity Wholesalers
1340 Conn. Ave., N. W
Woshington
Shrader Sound
2803 M’ St., N. W., Washington
Sun Ports Dist. Co.
520 10th St., N. W., Washington
FLORIDA
Flagler Radio, Inc.
1068 W. Flagler St., Miami 36
Grice Radio & Electronic
upplies
300 East Wright St., Pensocola
High Fidelity Music Shop
6821 Central Ave., St. Petersburg
Laird Electronics
540 W. Fairbanks, Winter Park
Reynolds Radio & TV, Inc.
812 Court 5t., Cleorwater
Salon of Music
401 County Road, Palm Beoch
South Eost Audio Company
93) West Adams St., Jocksonville
Thompson Applionce
Panama City
Wrynock Associates
23 Melbourne Ave., Melbourne
ILLINOIS
Allied Radio Corp.
111 N. Campbell Ave., Chicaga 80
Gamble Hinged Music Co.
312 Sa. Wabosh Ave., Chicago 4
Nework Electric Co,
223 W. Modison $t., Chicage
The Record S|
318 N. Main Sv Rockford
The New Sound
35E. Springfield Ave., Champaign
Schwartz Brathers
Woodlawn Appliances
1216 E. 63rd St., Chicago 37
Show Jewelers
19 W. Yon Buren, Chicogo 5
INDIANA
Al Smith’s Record Shop
412 So. Michigan, Sauth Bend
Galden Ear Stores
15 E. 16th St., Indianapolis
Golden Ear Stores
610 Main St., Lafayette
Graham Electronic Supply
102 Sa. Pennsylvania St.
Indianapalis

10WA

Boe Distributing Company

16035 Rockdale Rood, Dubugque

KANSAS

John A. Costelow Co., Inc.

125 Kansas Ave., Topeka

KENTUCKY

Golden Ear Stores

Henry Clay Hotel Bidg., Lovisville

MARYLAND

Almo Radio Co.

317 Park Heights Ave., Salisbury

High Fidelity House

5123 Roland Ave., Baltimore

Hi Fi Sho|

2 North churd St., Baltimore

Pork Radio & TV

106 W. Fayette St., Baltimore

Radio Electric Service Co.

736 South Salisbury Blvd.

Solisbury

Uncle George’s Rodio Hom
Shack

514 Forest Glen Road

Silver Spring

MASSACHUSETTS

Boston Ship Service, Inc.

230 State St., Boston

Cramer Electronics

811 Boylston St., Boston

Farrington’s Record Shop

649 Moss. Ave., Arlington

Raodio Shack Corp.

167 Washington St., Boston

Sylvester Ahalo

7 leveret St.,

Lanesville, Gloucester

MICHIGAN

K. L. A. Laboratories, Inc.

7422 Woodward Ave., Detroit

McCallum & Deon

409 E. Maple, Birmingham

Purchase Rodio Supply

605 Church St., Ann Arber

Rodio Center

1918 Newton St., Saginaw

MINNESOTA

Audio King Company

1827 East Lake St.. Minneapolis

Disc & Needle

1451 W. Lake S1., Minneopolis

Eckeo Sound Equip. Co.

1210 Nicollet Avc Minneopolis

Flash Rodio Soles & Service

423 So. 11th 5., Minneapolis

MISSOURI

Don Cook’s Electronic Equipment
1020 W. Trumon Rd.
Independence (Kansas City)
Tom Brown Radio Company
3924 Washington St., St. Louis
Walter Ashe Rodio Compony
1125 Pine St., St. Louis 1
NEBRASKA

House of Hi.Fi

{World Radio Labs.)

4628 Dodge St., Omaha

NEW JERSEY

Almo Radio Co.

440) Ventnor Ave., Atlontic City
Almo Radioe Co.

1133 Haddon Ave., Camden
Almo Radio Co.

201 Calhoun St., Trenton
Federated Electronics

1021 Route 22, Mountainside
Sound-Arts Co.

618 Ziegler Ave., Linden
Sound.Arts Co.

736 Sheridan Ave., Roselle
The Music House

217 Kings Highway East
Haddonfield

NEW MEXICO

Supreme Sound Studic
125 W. Second St., Roswell

NEW YORK

Adirondack Rodia

185-191 W. Main 5t., Amsterdam
Arrow Electronics

65 Cortlandt 5t., New York
Arrow Electronics

525 Jericho Turnpike
Mineola, Long Island

Asco Sound Corp.

115 W. 45th St.,, New York
Center Electronics

72 Cortlandt St., New York
Concert.Croft, Inc.

1138 Waverly Place, Schenectady
Craig Audio Lab.

12 Vine St., Rochester

F. M. Saund Equipment Corp.
1225 Main St., Buffalo
Federated Purchaser

66 Dey St., New York

Garth Radio, Inc.

48 Garth Rd., Scarsdale
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Harrisen Radio Corp.

144.24 Hillside Ave.

Jomaica, Long Island
Harrison Radio Carp.

12 West Broadway, New York 7
Harvey Radio Co., Inc.

103 W. 43rd St, New York
Hudson Radio & TV

48 West 48th S1., New York
Leonard Radio Co.

69 Cortlandt St., New York
Oftisonde, Inc.

380 Clinton $t., Albany &
Rodger Radic

25 Main St., Potsdom

Sun Radio

650 Sixth Ave., New York
Spera Electronic Supply

37-10 33¢d St., long Islnnd City 1
Trojan Electronic Supply Co.
15 Middleburg 5t., Troy
NORTH CAROLINA

Brodt Music Company

1409 Independence Blvd.
Charlotte

OHIO

Arthur Newmon

13946 Cedar Rd. ot Warrensville
Cleveland 18

Custom Electronics, Inc.

1000 S. main Sr., Doyton

Lo Salle Sound Distributors
7115 Euclid Ave., Cleveland 3
New United Company

6933 Carnegie Ave., Cleveland
Olson Radic Worehouse, Inc.
73 E. Mill St., Akron 8
Pioneer Electronic Supply Co.
2115 Prospect Ave.

Clevelond 15

The Comera Center

331 Cleveland Ave., N. W.
Canton

The Higbee Company

Public Squore, Clevelond 13
William Toylor & Son

630 Euclid Ave , Clevelond
OKLAHOMA

Radio, Inc.

1000 South Main St., Tulse
OREGON

Meier & Fronk Compony

5th, 6th, Morrison & Alder Sts.,
Portland

Meier & Fronk Co.

Solem

PENNSYLVANIA

Almo Radio Cempony

550 Morkley St., Norristown
Almo Radie Company

509 Arch St., Philodelphio
Concerto Room, Inc.

642 Gront St., Pv"sburgh
Conestoga Electronics

Pine Creck Lane, Chester Springs
Danby Radio

19 So. 215t St., Philadelphio 3
George D. Barbey Co., Inc.
2nd & Penn Sts., Reading
‘Lectronics

City Line Center, Philadelphia
Radio Electric Service Co.. Inc.
1042 Hamilton St., Allentown
Radio Electric Service Co., Inc.
916 Northampton $1., Easton
Radio Electric Service Co., Inc.
709 Arch St., Philodelphia
Radio Electric Service Co., Inc.
3412 Germantown Ave.

North Philodelphia

Radio Electric Service Co., Inc.
5930 market St , W. Phllndtlphm
Ten Cate Associotes

6128 Morton $t., Philodelphio
SOUTH CAROLINA

Hi.Fi Sound & Records

621-23 Harden $t., Columbia
TEXAS

The Wrye Co.

2410 w. Alnbomu, Houston
Town North Music Co.

5328 W. Lovers Lane, Datlos
Wicks Rodio Equipment Co.
513-15 S, Staples, Corpus Christi
VIRGINIA

Audio Associates

3102 10th Road. N., Arlington
Audio Services

3131 N. 10th S5t., Arlingten
Cottrell Electronics Corp.

408 E. Main St.. Richmond 19
Electronic Engineering Co.

315 W. Olney Rood, Norfolk
WASHINGTON

Seattle Radio Supply

2117 Second Ave., Seattle 1
WISCONSIN

J. Hrupka

1041 E. Knapp St., Milwaukee 2
Photoart Visua Service

840 Na. Plankinton Ave.
Milwaukee 3
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SPECIFICATIONS —
facts or figures?

Comparing technical specifications is the accepted way of choosing high fidelity
components, but these comparisons are meaningless when the specifications are
unsubstantiated by the manufacturer.

Ask your dealer why Altec Lansing's exclusive *'Performance Guarantee'' is more important

to you than pages of impressive specifications that do not carry a warranty. As an expert

on high fidelity, he can tell you the difference between performance you hear and specifications
you can only see. After your Altec dealer has explained why engineering integrity, skilled
craftsmanship and strict product testing allow Altec Lansing to guarantee the published
specifications of each component they build, you will know why Altec is the finest name in sound.

This exclusive ‘‘Performance Guarantee' is your assurance that every Altec home music
component you buy will meet or exceed its published technical specifications. See your
Altec dealer soon for a demonstration of this or other Altec Lansing high fidelity
systems priced from $324. to $1180.

440B Control Preamplifier

maximum flexibility with 12 controls, 25 record 4
crossover combinations « five inputs; three high

level. two low level « noise level at maximum
volume better than 95 db below 1.5 volts out-
put » 1,000 ohms cathode follower matched
to 340A power amplifier « mahogany or blond
hardwood cabinet*...$149.00

LANSING CORPORATION

Dept. 5.H
9356 Santa Monica Blvd., Beverly Hills, Calif.

340A Power Amplifier

highest power; 35 watts at less than ‘4% thd.
30-15.000 cps » frequency response =+ 1 db.
5 to 100,000 cps « noise level — 40 dbm: 85 db
below rated output » heavy duty tube comple-
ment; 1-12AY7. 1-12AU7. 2-6550. 1-5U4GB.
1-0A3,VR75 simplitied circuitry for exceptional
stability and long hife...$159.00

824 Iconic Speaker System

pr ional quality in a p plug-in home
unit « guaranteed frequency response 50-22.000
cycles » 12" wooter « high frequency driver and
horn o 3000 cycle dividing network with bal-
ancing facilities « no corner necessary s
mahogany of blond hardwood cabinet® ... $180.00

*All Altec Lansing fine furniture
cabinets bear the seal of the

161 Sixth Avenue, New York 13, New York P ardtieshyissoqtalion

ALTEC FIDELITY IS HIGHEST FIDELITY

HiGH FIDELITY MAGAZINE
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IMMUESIC

WHEN SIR THOMAS BEECHAM
spoke to me in mid-February about
his recording plans for the future
(duly reported here in the March
issue), | had the impression that he
was choosing his words gingerly to
avoid mention of a still-secrer project.
He was. At that time Sir Thomas
and RCA’s George Marek were dis-
cussing the possibility of a Beecham-
directed recording of La Bohéme for
the Victor label. Apparently, the con-
ductor’s interest turned into real en-
thusiasm when he was told that the
soprano Victoria de los Angeles would
be available for the role of Mimi,
and he agreed to go ahead if Victor’s
artist and repertoire department could
assemble the rest of the cast and re-
cruit an orchestra and chorus practi-
cally overnight; otherwise there would
be no time to do a proper job before
De los Angeles’ unpostponable de-
parture for La Scala early in April.
For the next two weeks the people
at Victor concentrated on getting
“Operation La Bohéme” under way.
Jussi Bjoerling, Lucine Amara, and
Robert Merrill were engaged to round
out the Bohéme quartet, the New
York City Opera chorus was put under
contract (the Robert Shaw Chorale
being out of town), and a large free-
lance orchestra with several dis-
tinguished first-desk men was as-
sembled. Richard Mohr, who was in
charge of the recruiting and the ses-
sions, still finds it hard to believe that
so many busy musicians were acrually
corralled on such short notice.
Recording began on March 16 in
the Grand Ballroom of New York's
Manhattan Center, a structure on
Thirty-fourth Street chat began its
existence as Oscar Hammerstein's
Manhattan Opera House fifty years
ago. Toaay it is a seedy and garish-
looking establishment entirely rebuile
from top to bottom and bearing no
resemblance inside or out to a grand
opera house; but the large ballroom
on the seventh floor has excellent
acoustic properties, and it is there
that RCA Victor has made many of

MayY 1956

i

)2
4

by ROLAND GELATT

its recent operatic recordings. The
Bobéme sessions lasted until the very
last day that De los Angeles was avail-
able, April 6. All rold, thirty hours
of recording time were used to rape
the two-hour opera. Dick Mohr re-
ports that Sir Thomas could not have
been more efficient or co-operative and
that the singers remained in excellent
voice throughout the sessions—a
minor miracle considering the blustery
weather and the fact that all of them
were also appearing concurrently
either at the Metropolitan or the City
Center. Jussi Bjoerling, it is true,
came down with a case of sciatica
when Act ! was being recorded, but
Beecham cheered him up with the ob-
servation that he “had ne.cr yer asked
a tenor to sing with his back.”

This Bohéme (due for release in
September, incidentally) will very
probably be the last large-scale re-
cording to share RCA and EMI arrists.
Both Sir Thomas and Victoria de los
Angeles are under contract to the
British company and hence will not
be available to Victor after the present
alliance expires. Judging from the
snatches of tape | was able to sample,
RCA and EMI have collaborated on
a magnificent swan song.

KIRSTEN FLAGSTAD said four
years ago: "l am almost positive that
my very last public appearance will be
on December 12, 1953. The place
will be the National Theater of Oslo.
It was there that I made my debur
just forty years before, and it is there
that | chink 1 should finish my career
as a singer.” It is lucky for her, and
us, that she hedged a bit with that
“almost”; for although Flagstad did
make her “farewell appearance” in
Oslo on the appointed date, she has
continued since then to prolong her
glorious career.

This spring Flagstad has been extra-
ordinarily busy making recordings for
Decca-London, another striking coup
for this energetic company. In Oslo
she took part in an uncut, six-LP ver-
sion of Gétterdimmerung under the

www americanradiohistorv com

makers

direction of Eiven Fjeldstad, with Set
Svanholm as Siegfried and Egil
Nordsjo as Hagen. Most of this was
originally taped for broadcast on the
Norwegian radio system; Decca-Lon-
don later recorded the remaining por-
tions of the score so that the LP
version would be complete. Late in
April, Flagstad was scheduled to begin
recording Gluck’s Alceste in London
with Raoul Jobin as Admetus and
Geraint Jones conducting. This too
had its origins as a radio broadcast,
but Decca-London will be taping all
of it again in its own studio. Those
who heard Flagstad's Alceste at the
Metropolitan in 1952 will xnow how
marvelously suited in voice and tem-
perament this singer is to the part
and how nobly she conveys the classic
calm of Gluck’s music.

A projected Fidelio featuring the
Leonore of Flagstad and the conduct-
ing of Erich Kleiber collapsed because
of the conductor's death. Instead, the
soprano  will record a program of
Wagnerian excerpts with the Vienna
Philharmonic under Knappertsbusch.
And when she is in Vienna she may
record as well the first acc of Die
Walkiire with Mario del Monaco in
the role of Siegmund. That's right,
Del Monaco.

SOME OF THE GRIEVING over LP
cutouts in the March Schwann cata-
logue appears to have becen a bit
premature. At RCA Victor plans are
now being formulated to bring many
of the condemned disks back into
circulation. Waech for an announce-
ment in June or July. Although de-
tails are still to be worked out, Victor
apparently intends to set up a kind
of “connoisseur service” for buyers
who wish to order historically im-
portant recordings that are no longer
listed in the regular Victor catalogue.
So far, no word as to repertoire, but
it seems pretty certain that such clas-
sics as the Lehmann-Schumann-Mayr
Rosenkavalier and Fritz Kreisler's
Mendelssohn Concerto will be given a
new lease on life.
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RELEASES

OPERA

STRAVINSKY: LE ROSSIGNOL
1st recording of this enchanting exotie opera, based on
the fairy tale by Hans Christian Andersen, of the Chinese
Emperor and The Nightingale.
Cast of leading singers from the Paris Opéra:
Janine Micheau, The Nightingale; Jean Giraudeau, The
Fisherman: Genevieve Moizan, The Cook; Lucien
Lovano, The Emperor; Michel Roux, The Chamberlain:
Bernard Cottret, The Bonze; Christine Gayraud, Death.
Conductor: André Cluytens Chorus and Orchestre
National de la Radiodiffusion Francaise
One 127 record
Grond Prix 1956 de L'Académie dv Disque F

Other French Operas conducted by Cluytens:

Bizet: Les Pécheurs de Perles
Opéra-Comique cast Album 352¢ B/L (35174.5)
Gounod: Mireille (Aix-en-Provence Festival)
Grond Prix du Disque Album 3533 C (35210-1.2)
PPoulenc: Les Mamelles de Tirésias
Grand Prix du Disque
Opéra-Comique cast
Ravel: L’lleanre Espagnole
Opéra-Comique cast

ORCHESTRAL

SIR THOMAS BEECHAM, Bart. (his first Angel recording)™®
Schubert: Symphony No. 6 in C major
Grieg: Overture, “In Autumn™ and
Old Norwegian Romance with Variations
Royal Philharmonic Orchestra. Notes by conductor.
ey permission of Columbia Records, U.S.A.
One 127 record Angel 35339

HERBERT VON KARAJAN
Sibelius: Symphony No. 6 in D minor and
Symphony No. 7 in (. major
Conductor: Herlhiert von Karajan  Philharmonia
One 127 record Angel 35316

Previously released (Karajan-Philharmonia):

Sibelius: Symphony No. 4 and “Tapiola”™ (35082) 3
Symphony No, 5 and “Finlandia™ (35002).

ANDRE CLUYTENS

Ravel: Menuet Antique, “Mother Goose™ Suite, Introduc-
tion and Allegro (for harp, with string quartet, flute,
clarinet), Valses Nobles et Sentimentales

Conductor: André Cluytens

Orchestre National de la Radiodiffusion Francaise

One 127 record Angel 35173

Released (Cluytens — Freneh National Orchestra) :

Ravel: Daphnis et Chloe, Suites 1 and 2 (with Cherale
Mareel Briclot) and Alborada del Gracioso (35054) ;
Bolero, "avane pour une Infant Défunte and Le
Tombeau de Couperin (35102).

SCARLATT! ORCHESTRA OF NAPLES (SCHIPPERS)

Durante: Concerto No. 5 for Strings, A major
Concerto No. 1 for Strings, IF minor

Salieri: Overture to opera, “Axur, Re d’'Ormus”

Vivaldi: Sinfonia in B minor for Strings, “Al Santo
Sepolero,” Coneerto for Orchestra in € major

Conductor: Thomas Schippers (his Ist orchestral
recording)

Angel 35208/L

Angel 35090/L

Angel 35018/L

Angel 35335

One 127 record

at the sign of the “Angel”

PIANO
GIESEKING-RAVEL: COMPLETE PIANO SOLO WORKS
Originally announced for April ; postponed until May lst.
Three 12" records (5 sides) Angel Album 3541-(35272.3-4)
MOUSSORGSKY: PICTURES AT AN EXHIBITION
Pianist: Eugene Malinin Recorded in London
Ist American recording of 25.year Paris-prizewinning
Russian pianist. “Great power and true cantabile tone.
Great interpreter.” London Daily Telegraph, Dec. ’55.
One 127 record Angel 35317
GIESEKING-MOZART PIANO SOLO SERIES
10th of 11 records, devoted to Mozart piano solo music.
Album 10: Sonata No. 10 in C, K.330; Rondoe in D, K.485;
Sonata Neo. 7 in C, K.309; 8 Variations in F on the
March from Gretry's opera, “Les Mariages Samnites,”
K.352; Capriccio in C, K.395
One 12”7 record Angel 35077
Note for Mozart Year: Ten records of this series are now
available individually: Angel 35068, 69, 70, 71, 72, 73,
74, 15, 76, and above. Ask your dealer for complete
contents. Some dealers also have a few copies of the
original complete De Luxe Limited Edition.

VioLin
DAVID OISTRAKH
Sibelius: Violin Concerto  Soloist: David Oistrakh
Stockholm Festival Orchestra Conductor: Sixten Ehrling
Sibelius: Symphony No. 3 in C
Philharmonia Orchestra Conductor: Paul Kletzki
One 127 record Angel 35315
MICHAEL RABIN
Michael Rabin plays great music for solo violin:
Bach: Sonata No. 3 in C major
Ysaye: Solo Violin Sonatas Nos. 3 and 4
One 127 record

CHAMBER MUSIC
VEGH QUARTET PLAYS BARTOK QUARTETS 3 and 4
2nd of 3 records devoted to the 6 Bartok String Quartets.
One 12”7 record Anget 35241
Previously released: Bartok Quartets 1 and 2 (352140)
QUARTETTO ITALIANO PLAYS HAYDN
Haydu: String Quartet, Op. 33, No. 3 (“The Bird™)
Siring Quartet, Op. 76, No. 4 (“Sunrise™)
One 127 record Angel 35297

ON THE "LIGHT® BLUE LABEL
CHARLES TRENET “ON THE ROAD TO THE RIVIERA”

12 wonderful new songs by the poettroubadour, “le fou

chantant”. . . the one-and-only Trenet. .. including

Route National 7 (“of all the roads in France, or in

Europe, the one I like best leads te the South of France™).

One 127 record Angel Blue Label 65023

Previously released:

Trenet: “Le Coecur de Paris” (64001); Trenet and

Jacques Helian Invite You to “Dance in Paris™ (61004).

Aw:]d Roeords

Ange! 35305

ANGEL RECORDS, ELECTRIC & MUSICAL INDUSTRIES (U.S.) LIMITED, 38 WEST 48 ST., NEW YORK CITY
a subsidiary of Klectric & Musical Industries Ltd., Hayes, Middlesex, England
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Reviewed by
ALFRED FRANKENSTEIN
JOHN F. INDCOX

Classical Music, listed by composer

Advertising Index

Building Your Record Library
Recitals and Miscellany

Folk Music

ALBENIZ
Cantos de Espaiia
tLecuona: Awdalucia (Suite Espagiiol

Leonard Pennario, piano.
CarrtToL » 8319. 12-in. $3.98

The contents of the Albéniz suite have
turned up separately on many disks Mr
Pennario has himself previously recorded
the Seguidillas — but are happily presented
here as a unit in a coolly impeccable inter
pretation. The Lecuona suite. which in
cludes the ubiquitous Awdalucia (The Breeze
and 1) and Malagueira, is equally flawless in

performance. Good, smooth tone, excep
tionally clean in engincering. R. E
ALFVEN

Midsommervaka, Op. 19: The Mountain
King, Op. 37

tRangstrom: King Errc's Songs; Diverti-
mentn elegiaco

Royal Swedish Orchestra, Hugo Alfvén

cond. (in his own works); Stig Westerberg,

cond. (in the Rangstrom). Erik Saedén

baritone.

WESTMINSTER 18131,  12-in

$3.08

$4.98 (or

Hugo Alfvéa's Miudsommervaka (Midsummer
VVigil), a gay piece of folklike music, has
found its way into popular favor in recent
years via American juke boxes, as Swedish
Rhapsody. It has been around on LP for
quite a while 100, but never in such a telling
penctrating interpretation as that ottered
on this disk by the eighty-four-year-old
composer. The Mountain King is a slightly
more elaborate score with overtones of
Richard Strauss, but it still maintains a
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79 Bach: The Chamber and Orchestral Music 86

certain naive simplicity that is utterly capu-
vating.

Ture Rangstrom (1884-1947), the other
Swedish composer represented on this ap-
pealing disk, seems — at least in his divert-
mento - to have a close spiritual relation
ship to Grieg. Perhaps he is a bit more ad
venturous harmonically, buc his music quite
detinitely belongs to the Romantic era
The song cycle heard here is a fine example
of straightforward lyrical writing. Spacious
recording. P A

ALBINONI

Concertos for Oboe and Strings: in B-flat,
D, I, and C Op. 7, Nus. 3, 6. 9, 12

Concerti a cinque: tn 1> minor and B-flat,
Op. 5. Nos. v and 1

Pietre Pierlot, oboe; Ensemble de L'Oiseau
Lyre, Louis de Froment, cond

OISEAU-LYRE OL 50041. 12-in. $4.98

I'he solo writing in the oboe concercos is
not as advanced as in Albinoni's Opus ¢
and the compositions from Opus 5 are or
chestral concertos, but all of these works
have the gay vivacity — and, as in the first
movement of Op. 7, No. 6, even jauntiness

charactenistic of this unjustly neglected
composer of the late Ttalian Baroque. Their
smooth elegance makes for very pleasant
listening. Pierlot has the thin, rather nasal
tone favored by many Europein oboists
(others, including most Americans. go in
for a rounder, richer tone), but the per-
formances have a fine verve and the re-
cording is good N. B.

BACH, C. P. L.
Magunificat i D

Dorothea Siebere (s); Hilde Rossl-Majdan
¢). Waldemar Kmente (1); Hans Braun
(bs); Vienna State Opera Orchestra and
Akademie Choir, Felix Prohaska, cond.
VANGUARD BG 552. 12-in. $4.08.
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This fine work, written in 1749 by Johann
Sebastian’s second and most gifted son, has
power as well as beauty. From the stand-
point of style, it represents a ctransitional
stage between the Baroque and Classic
eras. Not only the big hnal fugue, with its
elaborate polyphony. but some of the other
movements show the strong influence of
Philipp Emanuet’'s father. Other sections
foreshadow the new style with its im-
portant admixture of Italian elements. The
performance has some good qualities and
some that are not impressive.  Prohaska
keeps things moving nicely. ROssi-Majdan's
singing of the Suscepit Israel is lovely, but
the other soloists are no more than ade
quate. The chorus does not sound like a
latge one, but even so it is not as clear as
it might be, and the tenors are often in
audible. The recording as a whole is racher
flat, as though the microphone had been
placed just a little too far from the per-
formers, N. B,

BACH, J. C.

Sinforia iv Bflat, Op. 18, No. 2
tDictersdort: Symphony in C

tHaydn: Divertimento in G

tMozare: Symphouy No. 14, in A, K. 114

Chamber Orchestra of the Danish Radio,
Mogens Wgldike, cond

LONDON LI 1308. 12-in. $3.98.

Two men who influenced Mozare greatly
the "London™ Bach and Haydn — ure repre-
sented here by airy masterpieces more in
teresting than the sixteen-year-old’s Four-
teenth Symphony, which neverrheless has a
fine high prance in it. The Sinfonia in B
flac is famous for its nonchalant grace. and
the Haydn divertimento. or symphony with
two minucets, flashes with changing colors.
A step lower because less incisive, the
Dittersdort symphony is an atrracrive early
example of the music of a composer hard
to dislike.
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LECORDS

People who remember the Mengelberg
78s will not find the same whipping stimula-
tion in the Sinfonia as driven by Mr. Wgl.
dike, but Mengelberg was a specialist in
that piece, while the Danish conductor is a
specialist in the period. He is orderly and
circumspect, and commands a fine definire-
ness from whatever orchestra he may be
leading. The record is recommended with
heat as an ideal lure to music's age of posi-
tivism C. G.B.

BACH
Organ Music

Toccata and Fugue in D minor, BWV
s6s; Fughetta (BWV 679) and Chorale-
Prelude (BWYV 635) on Dies sind die heil' gen
zehn Gebot: Toccata and Fugue in F, BWV
940.

Carl Weinrich, organ.

WESTMINSTER W-LAB 7023. 12.in. $7.50.

An extraordinarily clear and lifelike repro-
duction of the sound of the organ. Under
Weinrich’s capable hands and feet the im-
provisational quality of the great D minor
Toccata and the monumental power of the
F major Toccata, with the tensions generated
by its enormous pedalpoints, are given full
value — a value enhanced by the fidelity
of the recording. The Fughetta on the
chorale is played twice, with a different
registration the second time. In the two
big works the pedal sometimes lacks defini.
tion in rapid phrases, but whether this is a
fault of the registration or of the instru.
ment I cannot tell. In any case it is a minor
point, as is the reverberation that is occa-
sionally carried over into rests; the larter is
indeed only another tribute to the realism
of the disk. Here is that still not very com-
mon combination — true high fidelity ap-
plied to a good performance of great music.
N. B
BACH
Organ Works

Toccata and Fugue in D minor, BWV 56s;
Passacaglia and Fugue in C minor, BWV
s82; Prelude and Fugue in E-flat, BWV
s52: Prelude and Fugue in A, BWV 536.

Gaston Litaize, organ.

LONDON DTL 93037. 12-in. $4.98.

When the organ is going full blast, as in
the Toccata and the big E-flat Prelude, the
floor trembles, the house shakes, and poor
Bach is drowned in the din. Elsewhere
Litaize is revealed as a sensitive, intelligent
petformer. He takes the Passacaglia and
Fugue at a tempo deliberate enough to
permit him to give full value to the fascinat-
ing detail of this majestic masterwork, yet
vital enough to allow him to do justice to
its grand line. Unlike some organists, he
does not indulge in frequent and fussy
changes of registration. The lovely work in
A major also comes off well. There were
clicks on Side 1 of the review disk. N. B.

BACH

Concertos fJor Violin and Strings: in A
minor; in E

tVivaldi: Concerto for Two Violins and
Strings in A minor, Op. 3, No. 8

David Oistrakh (in the Vivaldi and Bach E

major), Isaac Stern (in the Vivaldi and Bach

A minor), violins; Philadelphia Orchestra,

Eugene Ormandy, cond.

COLUMBIA ML 5087. 12-in. $3.98.
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George Jean Nathan once wrote of James M.
Barrie that he represented the triumph of
sugar over diabetes. When I listened to
Oistrakh begin the slow movement of the
E major Concerto, it seemed that Nathan's
words would be applicable here too; but as
the movement progressed, diabetes won out.
Stern’s treatment of the A minor does not
suffer from saccharinity. It is a first-rate
job, whose only rival is the superb Heifetz
recording. And it would have given that
one even stiffer competition if Ormandy had
used a continuo instrument to fill the gaps
between top and bottom. The Vivaldi is a
revision of one of the twelve concertos of
L'Estro harmonico. The editor changed the
orchestral portion considerably and replaced
Vivaldi's finale with an entirely different one,
of unknown authorship. This edition, made
about fifty years ago, was a bold and
pioneering venture then, when Vivaldi was
only a name in the musical dictionaries.
But it won’t do today. We want what Vi.
valdi wrote, not what an editor — no matter
how well-intentioned — thought he should
have written. N. B.

BACH
Suites: No. 1, in C; No. 2, in B minor

Amsterdam  Concertgebouw  Orchestra,
Eduard van Beinum, cond.

EpPIC LC 3194. 12-in. $3.98.

A rather large force is employed here but it
makes a fine sound. The tempos are good,
the phrasing nicely modeled. The only
interpretative question arises in connection
with some of the ornaments. In No. 2 the
flute is a bit distant in solo passages, and in
tutti is heard only as a faint edge of liquid
color. Van Beinum takes the Badinerie in
this suite somewhat more slowly than many
of his colleagues, but it retains its playful-
ness and bounce. N. B.
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BACH

Suites: No. 1, in G No. 3, in D

Berlin Chamber Orchestra, Hans von Benda,
cond.

TELEFUNKEN LGX 66040. 12-in. $4.98.

While this is listed as a chamber orchestra,
there is nothing puny about its sound. It
is, if anything, a little too “close up.” The
instrumental balances are very good, par-
ticularly with respect to the blending of the
excellent trumpets with the rest of the en.
semble in No. 3, and the performances as a
whole are quite acceptable. The only ques-
tionable spot is the Gavotte in No. 3, where
Benda takes the main section too broadly
and has to speed up the middle portion. To
these ears, however, the good qualities of
the recording are offset by the sound of the
violins, which is coarse and unreal. N, B.

BACH

Two-Part Inventions; Concerto for Harp-
sichord and Strings, in D minor, BWV
1052

Wanda Landowska, harpsichord; string en.
semble, Eugeéne Bigot, cond.
RCA VICTOR LM 1974. 12.in. $3.98.

The next best thing to playing these mar-
velous little inventions oneself (no matter
how badly) is to listen to them as Landow-
ska plays them here. Each comes out a little
gem, performed with eloquence but with
no trace of sentimentality. She adds more
ornaments than you or I would dare to,
but they are always in perfect taste, and who
is to say that she is wrong? The Inventions
were recorded last year. The concerto re-
cording was made in 1938 and, alas, sounds
like it. It only proves what enormous
strides the audio engineers have made. But
there is so much fire underneath those peaky
old sounds that one wishes Landowska would
record the concerto again. N. B.

BALAKIREV
Thamar; Russia; Islamey (orch. Casella)

Philharmonia Orchestra, Lovro von Matacic,
cond.

ANGEL 35291, 12-in. $4.98 (or $3.48).

These three works represent the best and
principal output of Mily Balakirev, mentor
of a number of other great Russian com-
posers. Thamar, the direct ancestor of Rim-
sky-Korsakov's Scheberazade, has been re-
corded a number of times, notably by Bee-
cham (Columbia), Ansermet (London), and
Fistoulari (M-G-M). Each has its merits,
but the present version — despite some
rather slow tempos in certain sections —
adds up to the most exciting presentation
with the most thrilling sound. Since all four
recordings are good, however, the choice
will depend on what you want to go with
them — Dvorak's Symphenic Variations (Bee-
cham), a collection of Liadov pieces (An-
sermet), the suite from Rimsky-Korsakov's
Ivan the Terrible (Fistoulari), or the works by
Balakirev himself noted above (Russia here
makes its first appearance on LP). If you
want a representative collection of Bala-
kirev's music, performed with requisite color
and dynamism. this is your disk. P. A.

BARBER

Symphony No. 1 — See Hanson: Symphony
No, s.
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BARTOK
Cantata profana

Richard Lewis, tenor, Marko Rothmuller,
baritone; New Symphony Orchestra and
Chorus, Walter Susskind, cond.

Four Slovak Folk Songs; Eight Songs from
Twenty-seven Choruses

The Concert Choir, Margarec Hillis, cond.
BARTOK BR 312. 12-in. $5.95.

The Cantata profana is Barték's most im-
portant choral work. Its text, by the com-
poser himself, is based on a2 Rumanian folk
ballad and tells simply of nine young hun-
ters who were changed into nine handsome
stags and could never go home again to
their parents. Reduced to so bald a synop-
sis, this sounds like nothing at all; but the
poem serves to bting forth some of BartGk's
finest barbaric writing, some of his eeriest
atmosphere-music, and one of his most
beautiful lyric endings. The performance is
superb and the recording is quite good. The
short folk-song arrangements on the other
side are all expertly done, but they are all
too bland and innocent to be effective as a
group. A F

BARTOK
Concerto for Orchestra

Chicago Symphony Orchestra, Fritz Reiner,
cond.
RCA VICTOR LM 1934. 12-in. $3.98.

This is a virtuoso piece, but its virtuoso ele-
ment can be overdone, as it is here. The
interpretation has a nervous, fidgety, hair-
trigger quality that does the music no good,
and the acid brilliance of the recording fails
to honor either Barték or the Chicago Sym-

phony Orchestra. A F

BEETHOVEN

Concerto for Piano and Orchestra, No. 4,
in G, Op. 58

Rondo for Piano, in C, Op. s1, No. 1

Wilhelm Kempff, piano; Berlin Philhar-
monic Orchestra, Paul van Kempen, cond.
DECCA DL 9742. 12-in. $3.98.

Pursuing the course taken with the Emperor
Concerto, Decca remasters the Fourth from
the tapes used in her complete edition of the
Beethoven piano concertos, with a corre-
sponding improvement in the quality of
sound. The piano now reproduces in good
likeness of itself, and the orchestra is satis-
factory notwithstanding some filtering
through distance. There 15 no occasion to
alter rhe opinion of the performance stated
at the appearance of the complete edition:
the pianist combines music, symmetry, and
pianistics into a2 willowy felicity of natural
utterance; and the orchestra, not quite
matching this, yet plays with high compe-
tence.

A double-barreled editorial mistire com-
mitted here is going to cause vexation.
Side 1 closes with the dying echo of the
andante, into which should intrude (segue #
rondo) the breezy reassurances of the finale.
This we cannot hear without a hiatus for
changing sides, without an interruption of
the mood intended by Beethoven to be
broken by himself. Now the sweet little
Rondo in C for piano solo is the guiltless
cause of the disaffection we must feel at the
untoward interruption, for rhat (beautifully
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DEREK ALLEN
Matacic’s Thamar: dynamism and color.

played) miniature was appended to the con-
certo in the hope that it would obviate
disdainful reception of a short long-play.
It is not only a poor choice for such padding,
since Decca has already issued it on another
disk which people may be presumed to
have bought, but it was inserted at the
wrong place. A filler of that length, pre-
ceding the concerto, with the frontier be-
tween them clearly marked, would have been
easily within technical limitations for dura-
tion and would have allowed andante and
rondo, adjacent on Side 2, to flow without
pause. C.G.B.

BEETHOVEN
Concerto for Piano and Orchestra, in D
(after the Violin Concerto, Op. 61)

Artur Balsam, piano; Winterchur Symphony
Otrchestra, Clemens Dahinden, cond.
CONCERT HALL 1239. 12-in. $4.98.

In a review of the only other edition, this
notable oddity’s features were recited with-
out condescension. It is not a freak, but a
new coloration of the Violin Concerto ad-
justed without awkwardness but obviously
with less fluency in the very violinistic first
two movements. It is embellished by a
striking cadenza to the first movement,
five minutes of duet between piano and
timpani that give an individual character to
the transcription.  Mr. Balsam makes no
effort to imitate a violin: his crisp nimble-
ness in music of this period is a pianist’s;
and he and the conductor accord in a per-
formance of continuous decisive movement
rare in the Violin Concerto and inappropri-
ate to the more singing instrument. This
and a cleaner bite to the sound gain favor
for the disk over the other one (by Helen
Schnabel and a Vienna orchestra conducted
by F. Charles Adler) in a comparison of
their respective general aspect; and to clinch
this judgment is the Balsam playing of the
cadenza, a most imposing applicarion of
imaginative alterations of force.

The sound is hard to adjust, and after the
finest adjustment will not be of high quality
except in definition at low volume. The
violins are shrill and the piano is never
quite right on wide-range apparatus. On
lesser instruments reproduction is more
satisfactory. C. G. B.
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BEETHOVEN

Sonatas for Piano: No. 8 in C minor
(““Pathétique”), Op. 13; No. 14, in C-
sharp minor ('Moonlight”), Op. 27,
No. 2

Rudolf Firkusny, piano.
CAPITOL P 8322, 12-in. $3.98.

Still glows the Moonlight, glows and grows,
In leagues of microgrooves
As protocol behooves.

What dog would build a catalogue
Without a Pathétique?
What list so bare and bleak?

Dispiriting as it is to contemplate the
twenty-oddth of each, it must be admitted
that both are justified by high quality of
play and sound, the Moon/ight especially in
the separate clarity of bass and treble lines
and in the respect given to its little center
movement. The carefully shaped adagio of
No. 8, with greater than usual prominence
in the secondary themes, is worth a laud.
Living piano-sound. C. G. B

BEETHOVEN

Sonatas for Violin and Piano: No. s, in F
(“Spring”), Op. 24; No. 9, in A (“Kreut-
zer”), Op. 47

Mischa Elman, violin; Joseph Seiger, piano.
LONDON LL 1258. 12-in. $3.98.

it would be sadism to deride this astonish-
ing pair of performances. The violinist
strings together some thousands of lovely
noises in a quite personal and unfamiliar
way, although rhere are reminiscences of
Beethoven in many measures and in the
adagio of the Spring Sonata we hear Beetho-
ven absolute.  Excellent reproduction.
C. G B

BEETHOVEN
Symphonies: Nos. 1-9

Vienna Staatsoper Orchestra (in Nos. 1, 3,
6, 7, 9), with Magda Laszlo (s), Hilde
Rossl-Majdan  (c), Petre Munteanu (t),
Richard Standen (bs), and Chorus of the
Vienna Singakademie (in No. 9), and Phil-
harmonic Symphony Orchestra of London
(in Nos. 2. 4, 5, 8), Hermann Scherchen,
cond.

WESTMINSTER 7701. Seven 12-in.  $39.50.

Without exception these performances have
been reviewed here at the time of their
separate original appearances, Now pre-
sented in numerical sequence (but not in
automatic couplings) in a handsome, well-
built album with forty pages of notes taken
from Tovey's Essays in Musical Analysis,
they confirm in concentration all the im-
pressions of Dr. Scherchen’s work made by
the individual editions.

A reprocess has been effected on some of
the records so that all now respond to the
RIAA curve, not that this is to mean that
they all sound alike or that all will give their
best reproduction from the same adjustment
of controls. No marked deviations from the
sound of the first editions are to be heard.
for which thanks may be offered, the original
reproduction being of a quality not in need
of tampering. Indeed the orchestral repre-
sentation on all these fourteen sldes, made
at different times and places with different
orchestras, has an extraordinary merit of
combined robastness and clarity. Even the
four sides of unusually long duration, even
the Seventh Symphony recorded five years

35


www.americanradiohistory.com

RECORDS

ago, emit an inscrumental discrimination
still elusive to most records.

There is not room here to tepeat the de-
tails of interpretation alteady printed. Cet-
tain of the symphonies in these performances
— Nos. 1, 2, 3, 7, 8 especially, and 9 —
are an absolute requisite for study by any
fervent of Beethoven, and perhaps the others
are too, in each of which a movemenc is
given an individuality of tempo in opposi-
tion to most tastes. Fortunately the in-
dividuality is that of a conductor who seeks
not an éclat but a truch. C. G.B.

BEETHOVEN

Symphony No. 3, in E-flat (“Eroica”),
0p. 55

Pittisburgh Symphony Orchestra, William

Steinberg, cond.

CAPITOL P 8334. 12-in. $3.98.

One greets anothet Eroica at this date with
a rather sad wave, especially when it is as
good as this one. Of the twenty-six issued
on LP, fout ot five will be paramount until
the next new apocalyptic revolution in the
teptoduction of sound. Thete is no apoc-
alypse left for the conductots and orches-
tras. It is nevercheless fair thac Mr. Stein-
berg, a musician of obstinately wholesome
pteferences and force, and Capitol's big
American exponent of big music, be al-
lowed to present his sturdy concept.
Sterling too; firm and self-possessed in
the first movement, leaning more to Crom-
well than to Bonaparte, never breathless
(as this opinion would like it to be) but
determined and formidable. Thereafter we
are less conscious of restraint in chree move-
ments not notably different in shape and

force from other good projectivns. In a
pure reproduction of less chan average vol-
ume the conttapuntal distinctness is vividly
apparent, and the vague discomfiture felt
here is explained after analysis by che failure
of true grandeur ro burst our of the grooves
It seldom does in this otchestration hostile
to the requitements of records.

A particularity of this Ereica is the gener.
ous phrasing of the heart-stopping points of
tender relief with which the intrepid nobility
is punctuated. Surely Beethoven and Pitcs-
burgh are at one there. C. G. B.

BEETHOVEN

Symphony No. s, in C minor, Op. 67

t+Haydn: Symphony No. 45, in F-sharp
minor (“Farewell”)

Camerata Academica of the Mozarteum

A Beautiful Beethoven Ninth by Angel out of Vienna

EARLY SIMULTANEOUSLY in the

fall of 1952 three masterful versions of
the Ninth Symphony were hustled into the
light to dispute for public favor. That
was a herculean and by its nature an incon-
clusive melee which heaped honor and dis-
paragement on all three contestants, Kleibet,
Scherchen, and Toscanini, in accordance
with the biases of the onlookers. A corollary
result, the intmidation of other entre-
prencurs, was easier to perceive than victory
for any champion. For three-and-a-half
years — a whole epoch on the LP calendar
— only two versions, sonically lame, were
allowed to steal upon the glorious, well-oc-
cupied field; and one of these, with a lofty
performance led by the same Herbert von
Karajan now in reappearance under other
auspices, was baited by Columbia with a
low price that is still a strong attraction.
Perhaps the heroic vitality of the veteran
Hermann Abendroth was supposed to cover
the sonic oddities of the other interim pro-
duction. Possibly it was issued merely be-
cause it was available.

At any rate, there is nothing casual about
the newest edition. It was inevitable;
Beethoven's last two symphonies have been
expected in Karajan interpretations since
January, when the appearance of the Second
completed Angel's recording of the firsc
seven by her most active and most imposing
conductor. It has been reasonably expected
that che Eighth and Ninth would be very
good, or at least very impressive, given the
quality of their predecessors and of the rival
versions, and the sharp audio-musical sensi-
bilities of the Messrs. Angel. One hearing
shows that the expectations were not too
sanguine, and several hearings confirm a
feeling of respect at a phonographic ac-
complishmene of significant probity and
resourcefulness.

The Philharmonia Orchestra traveled to
Vienna, there to unite with the chorus al-
ready trained, for the recording of the Ninth
Symphony. The Eighth was made in London,
and one will note the softer glow of the
Vienna acoustics. Both registrations are ex-
cellent in clarity and force, particularly the
woodwinds clarity in the Ninth, but the
blazing fff's in the earlier work smite more
percussively than equally powerful but more
resilient fortes in the Ninth. Both sym-
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phonies make an impression above all of
vehemence, of dogmatic energy; forceful
emphasis, both of shape and weight, is
certainly not spared, but much of the ve-
hemence makes its effecc less by inherent
intensity than by contrast with the extreme
lightness of the whispered ppp’'s. There is
always a reserve of energy for the finales,
which nowhere else are so complerely and
overwhelmingly vociferated. The downy
quality of the violins, piano, in the Ninth,
will not be taken for granted by collectors
accustomed to the orthodox scridence of
most records.

The two tiny sequences on which most of
the first two movements of the Ninth is
buile are delivered with a firm decision of
accent, and it is accent, more than tempo,
which gives character to these movements.
It is not too strong to say thac the difference
between a soft and an imperious accent in
the first movement is the difference between
peace and war. But conflict is the condition
to be established, and only in the Tos-
canini playing is it established as it is here.
In the second movement the dominating
harshness of the humor is relieved by a
particular litheness in the second subject.
The long-held cantabile of the third move-
ment is played to melt the viscera but shares
honors with several other versions in this.

The choral projection is hugely dynamic
and excellent in reproduction, exception

Ninth's notables: Hoéffgen, Karafan,
Schwarzkopf, Edelmann, and Hifliger.

made for an overgreat effect of distance in
some of the quieter passages. In sonic terms
it is the most capable Ode to Joy, although its
excitement has not the breathless quality of
the Toscanini record.
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Four editions of the Ninth Symphony —
the three of 1952 and the newest one — are
sonically acceptable in terms of 1956.
Several others, the Weingartner and Walter
in particular, offer beautiful interpretations,
but the sound of the former is very old
and familiarity with better things is inexor-
ably blunting to the effect of the lacter. Of
the four, the impetuous Toscanini and
gravely incellectualized Scherchen sets are
remarkably personal essays quite apart from
any of the other versions and from what is
current in concert halls. Both excite ex-
travagant responses of eulogy or vituperation,
and it is more than ordinarily unwise to
coast with a reviewer's leaning and commit
oneself to either without a precautionary
hearing. Not to pussyfoot about it, this
reviewer's preference among them all aver-
ages into the Toscanini. The other first-
rate recording is of a sage and authoritative
communication from the lamented Erich
Kleiber. The Karajan records are more
compulsive.

The Eighth Symphony on the fourth
side is rare and rarefied sport. In this pro-
jection, extremes are hustled about with
extraordinary address: no equivocation in
the boisterousness of the first movement or
the insistent mock-anger of the vivacious
ukase in the finale, with its elongared tail of
laughing pomposity, nor in the filtered
finesse of the perfect litde allegretto; every:
thing entirely obvious but played with the
kind of gusto disdainful of protocol that
Beethoven must have hoped for in his
"' kleine” and “unbuttoned’ symphony. The
enormous dynamic scope displayed by the
engineers naturally represents an equivalent
played by the musicians, and yet the final
chord of the Philharmonia men is intact
like che first.

C. G. BUrkF

BEETHOVEN: Sympbouies: No. 8, in I,
0p. 93; No. 9. in D minor (“Choral”),
Op. 125

Philharmonia Orchestra; Elisabeth Schwarz-
kopf (s), Marga Hoffgen (c), Ernst Hifliger
(t), Owo Edelmann (bs); Chorus of the
Society of the Friends of Music (Vienna):
Herbert von Karajan, cond.

ANGEL 3544. Two 12-in. $9.98.
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(Salzburg), Bernhard Paumgartner, cond.
(in the Beethoven); American Artists’ Sym-
phony Orchestra, Erich Leinsdorf, cond.
(in the Haydn).

GRAND AWARD 33-319. 12-in. $5.95.

When a conductor who is primarily a
scholar turns an erudite eye to the core of
the repertory, we must expect revelation,
whether we wish it or not. Dr. Paumgart-
ner’s revelation is of a quick-trotting finale,
not unjustified by the score, but productive
of a thin, transient excitement in place of a
triumph of majestic strength — more the
victory of State U. over the Aggies than of
man over himself. This nullifies the effect
of a compelling andante and a fine grim
scherzo. Circling, not unimpressive sonics,
but distant violins and a reverberation that
rolls out the bass to smother much of the
detail.

The Farewell to is given a fast finale
here — in this case the adagio fifth move-
ment taken at a surprising clip and be-
reaved of the gente melancholy of its
sweet complaint. Perhaps this was done to
provide space for the talk by Mr. Deems
Taylor that precedes the performance. Ade-
quate sound verging on acerbity. C. G. B.

BERLIOZ
Orertures

Le Carnaval romain, Overture, Op. 9; Le Roi
Lear, Overture, Op 4, Le Corsaire, Overture,
Op. 21; Les Francs-Juges, Overture Op. 3;
Warerley, Overture, Op. 1

Royal Philharmonic Orchestra. Sir Thomas
Beecham, cond.

CoLUMBIA ML s064. 12-in. $3.98.

This is a first recording for the Waverley
Overture which turns out to be quite good
for an Opus 1, even with its Rossinian over-
tones. As for the interpretations, they are a
perfect combination of clarity. drama, and
style — brilliant performances that should
please everybody. Sir Thomas is definitely

in his element here. P. A,

BERNSTEIN

Facsimile — See Gould: Fall River
Legend.

BRAHMS

Hungarian Dances, Nos. 4, 3, 2, 11, 1, 12,
13, and 17
tSchubert:  Fantasy in F minor, Op. 103

Helen and Karl Ulrich Schnabel, pianos.
EpPiC 1.C 3183. 12-in. $3.98.

Brahms wrote his twenty-one [langarian
Dances for piano four-hands, yet this marks
their first appearance in this form on disks.
It is too bad, therefore, that the Schnabels
didn’t elect to perform all twenty-one. in-
stead of limiting themselves to eight. It is
a pity, too, that they didn't lavish a litdle
more care on them and provide us with
cleaner, more precise, and more convincing
interpretations.  They are at their best in
the slower sections, where both ensemble
and tone are more pleasing: in the more
rapid sections they tend to become heavy-
handed.

The same criticism applies to the lovely,
introspective Schubert Fantasy, one of the
more rewarding of the composer’s works for
piano duet. Recording throughout is ade-
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Brabms glows for Schmidt-Isserstedt.

quate, with some noisy surfaces on my
copy. P. A

BRAHMS
Sonatas for Cello and Piano: No. 1, in E
minor, Op. 38; No. 2, in I, Op. gy

Pierre Fournter, cello; Wilhelm Backhaus,
piano.

LONDON LL 1204. 12-in. $3.98.

Fournier and Backhaus add to an embarrass-
menc of riches, for the catalogue already
contains some superb recordings of these
two beautiful sonatas. Elegance and noble
refinement are the hallmarks of this newest
collaboration. However, I would have liked
a fuller, more rounded tone from Fournier,
part of which might have been accomplished
had the engineers placed the microphone
a bit nearer to the cellist.  As microphoned
here, Backhaus' piano sometimes over-
balances the lighter-toned stringed instru-
ment.

To my mind. the preferable recording of
these sonatas is still that of Starker and
Bogin (Period). However, the Fournier-
Backhaus and the De Machula-Mikkila are
also accomplished interpretations. All three
are worth hearing and comparing. P. A

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

NWDR Symphony Orchestra, Hans Schmidt-
Isserstedt. cond

CAPITOL P 180 12:in. $3.98.

The Second Symphony of Brahms has re-
ceived from Dr. Schmidt-Isserstedt a per-
formance of pure but glowing classicism,
expressive in no discernible way of the con-
ductor’'s “'personality.” It illuminates the
Symphony without an extraneous glare. in a
warm triumph of the best kind of Kapell-
meistery.  Poise and proportion, equable
fluidity and natural shading distinguish a
leadership in which nothing is erratic. The
orchestra is excellent in unrufiled reproduc-
tion, particularly to be commended for the
timbres of the woodwinds and the nice
bite, acid-free, of the strings.  There s
nothing quite like it among the recorded
versions already in existence, of which the
hest express the strong individualities of
their conductors and are outstanding in
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different ways. Careful collectors will com-
pare chis with the Toscanini and Boult
editions. C. G. B.

BRUCKNER
Symphony No. 8, in C minor

Pro Musica Symphony (Vienna), Jascha
Horenstein, cond.
Vox PL 9682. Two 12-in. $9.36.

Symphony No. 8, in C minor
tSchubert:  Symphony No. 3, in D

Amsterdam  Concertgebouw  Orchestra,
Eduard van Beinum, cond.

EpPIC SC 6o11. Two 12-in. $7.96.

A lot of Brucknerite blood is likely to be
spilled over these two excellent new record-
ings of the Eighth Symphony. As anyone
familiar with the Bruckner symphonies
knows, most of these works exist in several
different versions. During his lifetime, che
composer succumbed to criticism of his
scoring and to complaints about the exces-
sive length of his works — with the resulc
that both he and others after him made
numerous alterations and cuts in the scores,
many of which have been condemned in
recent years. An authoritative complete
edition of the symphonies was attempred,
with the original scores as the basis for de-
parture.  Robert Haas published such an
edition of the Eighth in 193s. Sdill the
Brucknerites — at least some of them — were
not satisfied, and in 1955 a second “original
edition,” based this time on the revisions
of 1890, was published by Leopold Nowak.
The complete story is told by Dr. Joseph
Braunstein, of the New York Public Library,
in his scholarly notes for the Vox set. Van
Beinum uses what is presumably the Haas
edition, while Horenstein employs the one
by Nowak. To the average listener — in-
cluding chis one — there will be litle ap-
parent difference, though close examina-
tion of the two scores may reveal certain
discrepancies.

The big differences here are in matters
of tempo and price. Horenstein adopts a
more leisurely pace throughout, especially
in the Scherzo, and his version runs to four
sides. Van Beinum, on the other hand, fits
his interpretation neatly onto three sides,
allowing us to enjoy a beautifully propor-
tioned reading of the delightfu. and un-
deservedly neglected Schubert Third Sym-
phony on the fourth side. By paying two
dollars less for the Epic set you get an extra
symphony. The reproduction in both sets
is exceptionally fine, as is the orchestral
playing, but Vox's sound is a trifle brighter
and more sharply focused (especially in the
brasses) and has greater over-all hall reso-
nance.

Fervent Brucknerites will undoubtedly
want to compare the two sets; others will
probably be happier with the less expensive
Van Beinum version. P. A.

BUXTEHUDE
Organ Works, Vol. 1

Alf Linder, organ.
WESTMINSTER 18117.
$3.98).

12-in. - $4.98 (or

Dietrich Buxtehude is usually classified in
the history books as a “forerunner” of Bach.
It is certainly true that Bach learned much
from him, but it is time that Buxtehude be
considered on his own merits and not be
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RECORDS

Gaetano Donizetti

judged only by his effect on the younger
master. That those merits were very con-
siderable is shown by the contents of the
present disk: two chaconnes, a passacaglia,
and three chorale fantasias. They reveal
their composer as a man with trenchant
ideas and great skill and resourcefulness in
working them out. The passacaglia and
chaconnes are not tremendous works, like
Bach’s compositions in that form, but they
are fine pieces in their more modest frames.
The fantasia on Wie schin leuchter der Mor-
genstern conveys with serenity the elation of
that sturdy old chorale. That on Ich dank
dir schon is perhaps less interesting, but the
elaborations on Ich ruf zu dir ate masterly.
Linder, playing on the same instrument

in Skinninge, Sweden — that Westminster
is using for the complete organ works of
Bach, favors the softer stops, which make a
lovely sound. Once or twice, one has the
impression that he is changing registration
unnecessarily or too soon, but in general
his playing is tasteful. The recording is
wide-range and clear. Westminster plans to
complete the organ works of Buxtehude in
ten more volumes. N. B.

CHABRIER

Dix piéces pittoresques
Ginette Doyen, piano.
WESTMINSTER 18141.  12-in
$3.98).

3598 (or

Four of these works were orchestrated by
Chabrier to form his Suite Pastorale, and in
this form they are moderarely well known
But in their original form, together with the
other six pieces, rhey are seldom heard.
This is unjustifiable neglect of some of the
freshest, original piano music to come out
of nineteenth-century France. When not
trying to imitate Wagner, as he did rather
ludicrously in his opera Guendolive, the
largely self-taught Chabrier could write in
a unique style that sounds more like his suc-
cessors than his contemporaries.  Miss
Doyen, who called attention to some other
Chabrier pieces in a previous disk, plays
this suite with comparable spirit, style, and
lovely tone. Recommended. R. E.

CHOPIN
Nocturnes
No. 2, in E-flar, Op. 9. No. 2; No. 5, in F-sharp,
Op. 15, No. 2: No. 10, in A-flat, Op. 32,
No. 2: No. 12.in G. Op. 37. No. 2; No. 13,
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in C minor, Op. 48, No. 1; No. 20, in C-sharp
minor, Op. Posth.

Nadia Reisenbetg, piano.
WESTMINSTER W-LAB 7029. 12-in. $7.50.

Miss Reisenberg’s playing is so good that
it is a pity she did not record all the noc-
turnes. The pianist seldom adds any per-
sonal element to her interpretations, any
extra poetic intuitions, but she makes all
the points that are in the score, or that are
implied there, having at her disposal a sing-
ing tone and complete technical command.
Mote should not be expected of any artist.
When Miss Reisenberg does more than is
implied, the result is an improvement, as
when she treats the A-flat Nocturne with
exceptional delicacy, lifting the wotk out of
its inhetent sentimentality. These six noc-
turnes ate representative rather than the
best.

The recording is incredibly natural. No
other piano disk I know of, even from West-
minster, has managed to eradicate so com-
pletely the listener’s awareness of the re-
cording mechanism or the engineering pro-
cess. Highly recommended. R. E.

CLEMENTI

Sonata for Piano, in B minor, Op. 40, No. 2
— See Hummel: Concerto for Piano and
Orchestra, in A minor, Op. 8s.

COUPERIN
Keyboard Music

Les Vieux Seigneurs; Les Jeunes Seigneurs; La
Superbe; Courante; Muséte de Taverni; Les
Rozeaux; Les Dars homicides; Le Tic-toc-choc;
L’ Amphibie; Le Rossignol-en-amour,

tRavel: Le Tombeau de Couperin

Robert Wallenborn, piano.

TELEFUNKEN LGX 66041. 12-in. $4.98.

Robert Wallenborn, an American-born and
trained pianist now living in Europe, is a
musician of unusual intelligence and tech-
nical facility. These attributes combine to
produce a rather cool, glib interpretative
style, the stress being on form rather than
on color. With the exception of the Ravel
Toccata — unaccountably played too fast
and messily — the performances are unfail-
ingly urbane, delicately dry, and witty. A
good illustration is the amusing and original
quality of mockery he brings to the middle
section of the Rigaudon. The choice of
Couperin works is discriminating, and only
the Tie-t0¢-choc has had much currency. Mr.
Wallenborn's fastidious rtone is sarisfac-
torily reproduced. R. E.

DEBUSSY
Petite Suite (orch. Biisser)
Children’s Corner (orch. Caplet)

Concert Arts Orchestra, Felix Slatkin, cond.
CAPITOL P 8328. 12-in. $3.98.

Anyone looking for a good "demonstration
disk™* at a nonpremium price need look no
further than this meticulously engineered
recording of the Petite Suite. The instrumental
timbres are just, the balance between wood-
wind and strings has been sensitively regu-
lated, and the general effect is of natural
(not artificial) vibrancy. Hurrah for hi-f.
Fortunately, the performance is worthy of
the care expended on its registration; Slat-
kin's Hollywood ensemble plays with re-
fined virtuosity and conveys just the right
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feeling of vernal freshness. The Children's
Corner, however, suffers in comparison with
the more freely nuanced interpretation of
Andté Cluytens and the Orchestre National
(Angel).

Incidentally, Henri Biisser's marvelously
wrought orchestration of the Perite Suite has
always whetted my interest in this composer’s
own wortks, of which there are aplenty —
but not on LP. R

DEBUSSY
Quartet in G minor

Curtis String Quartet.

WESTMINSTER W-LAB 7045. 12-in. $7.50.

The sound is superb, like having a string
quartet playing in your home. But if you
want to hear the Debussy Quartet performed
with optimum style and imagination, you
would do well to invite another ensemble.

R. G.

DITTERSDORF
Symphony in C — See J. C. Bach: Sinfonia
in B-flat, Op. 18, No. 2.

DONIZETTI
La Favorita

Giulietta Simionato (ms), Leonora; Gianni
Poggi (t), Fernando; Ettore Bastianini (b),
Alfonso XI; Jerome Hines (bs), Baldassare;
Bice Magnani (s), Ines; Piero di Palma (t),
Don Gasparo. Chorus and Orchestra of the
Maggio Musicale Fiorentino (Florence),
Alberto Erede, cond.

LONDON XLLA 39. Three 12-in. $14.94.

In March, Angel released a twelve-inch
disk of excerpts from Donizetti's La Favo-
rita. And now London has issued a com-
plete recording of the opera — the first in
the history of the phonograph. (The long
and banal ballet music, however, has been
omitted.) Henry Chorley, a famous British
critic of the Victorian era, wrote of La Favor-
ita: Essentially a second-rate composer.
Donizetti struck out some first-rate things
in a happy hour—such as the last act of
La Favorita . . . . There is musical and
dramatic beauty enough to make a story
painful to the verge of vileness, forgiven.
. . . . The anathema scene in the second
act is forcible . . . . There is a voluptuous
tone in the heroine’s grand air . . . . So pas-
sionate is the romance for the tenor that
it is hardly possible to sing it without
effect. As given by such singers as M.
Duprez and Signor Mario, it is to be ranked
among the most thrilling songs of the
Italian stage. . . . In La Favorita he [Doni-
zetti] proved himself worthy of admission
to the stage which a Rossini and a Meyer-
beer had studied with solicitude.”” These
remarks, written in 1860, for the most part
hold true today, though one would perhaps
hesitate to be shocked by the "vileness™ of
the triangle involving Alfonso XI of Cas-
tile, Leonora di Guzman, and her cavalier,
Fernando. Such a serup must seem mild
indeed to a generation brought up on the
present-day excesses of press, radio, and
motion picrures.

La Favorita's bel canto atias, suave duets,
and impressive ensembles deserve recogni-
tion. All of the score may not be grade-A
Donizetti, but the finest portions, especially
the universally admired final act, are well
worth study and careful examination for

HiGH FIDELITY MAGAZINE


www.americanradiohistory.com

lovers of mid-nineteenth-century ltalian
opera.

London has now made this possible with
a performance thar, if open to specific reser-
vations, is nevertheless impressively idio-
matic and excellently recorded.  Alberto
Erede is not the most dynamic of conduc-
tors, but his care and sense of style are ob-
viously lavished on this set, and he has a
provocative cast at his disposal. Giulietta
Simionato and Gianni Poggi, the Leonora
and Fernando, were chosen to sing these
roles at the important September 1948 cen-
tenary celebrations in Bergamo, Donizetti's
native city.  Miss Simionato’s pungent,
vibrant mezzo-soprano proves ideal for the
music of Leonora, which demands just such
a voice. 'O mio Fernando” is wonderfully
effective, and twice she ascends to a high C
with thrilling effecc. Mr. Poggi has a basi-
cally excellent voice — clear, well-resonated,
capable of carrying in a large theater; but he
lacks distinction and imagination for the
role of Fernando (an ideal part for Jussi
Bjoerling), and his singing of “"Spirte gentil”
is wanting in the fine-spun finesse that can
make it a lovely moment. He does, however,
command range, power, and a sense of the
conventions.

Etcore Bastianini is every inch the King
of Castile, singing with breadth and dignity.
He might have made the irony of A tanto
amor’’ more biting, but his is a performance
worthy of respect. The voice is among the
best of our day. Jerome Hines, making his
London Records debut as Baldassare, should
have been far more forceful in the scene in
which the prelate thunders out the Papal
curse. His best singing, by far, occurs in the
final act, especially in the serene "'Splendon
pin belle in ciel le stelle.”

The singing of the London cast is natur-
ally more mature and assured than that of the
young singers heard in the Angel record of
excerpts. However, Angel’'s Dino Formi-
chini sings a far more artistic " Spirte gentil”
than Poggi. MAX DF SCHAUENSEE

DOWLAND
Lachrimae

Geneva Chamber Ensemble, Franz Walter,
cond.
EMS 12, 12-in. $5.95.

John Dowland’s “Lachrimae or Seaven
teares figured in seaven passionate pavans.
with divers other pavans, galiards, and al-
mands, set forth for the lute, viols, or vio-
lons, in five parts” were published at Lon-
don in 1604, when their composer was
court lutanist to the king of Denmark. The
present recording offers four of the “pas-
sionate pavans’ arranged with other pieces
from the set so as to form two suites. each
beginning and ending with a “teare.” The
performers comprise two violinists, a vio-
list, two cellists, and a lutanist, and Peter
Warlock's edition is used.  While the
Lachrimae proper are saturated with che
melancholy characteristic of this composer.
they are not entirely dolorous, for. as he
wrote in his dedication, “‘Pleasant are the
tears which music weeps. neither are tears
shed always in sorrow, but sometime in
joy and gladness.” In any case, they are
cleverly set apart by lively little dances,
some of which are quite cheerful and hearty.
This is lovely music, and, except for one or
two imprecise actacks on Side 1. it is
smoothly played and well-recorded. N. B.

MAY 1956

DVORAK

Sluvonic Dances, Opp. 46 and 72
tTchaikovsky: Romeo and Juliet
Vienna Philharmonic
Kubelik, cond.
LoNDON LL 1283/4. Two 12-in. $7.96.

Orchestra, Rafael

The outstanding LP interpretation of these
dances has been that by Vaclav Talich and
the Czech Philharmonic Orchestra (Urania).
From the standpoint of stylistic elegance,
this performance is not likely to be replaced.
But Talich’s compatriot Kubelik also is an
adept interpreter of this infectious music,
and he has the beneft of slightly superior
reproduction. At first glance, the London
set might seem the better bargain, since
Kubelik gets the dances on three sides and
devotes the fourth to Tchaikovsky's Romeo
and Juliet; but his is not a particularly dis-
tinguished or forceful reading of the latter
work, so that it need not enter into the con-
sideration. Either set of the dances will do
very nicely. My choice is still Talich. P. A.

DVORAK
Symphony No. 3, in F, Op. 76

Netherlands Philharmonic Orchestra, Walter
Goehr, cond.

MUSICAL MASTERPIECE SOCIETY 121. 10-in.
$1.89.

Dvorak's Third Symphony, a neglected work
endowed with youthful freshness, charming
melodies, and — in the Finale —even a
faint breath of Bruckner, dates from 1875
and originally bore the opus number 24.
It was drastically revised in 1887, when it
acquired its present deceptively high opus
number. Goehr gives the work a vivacious
and persuasive reading, but since this is a
reissue of an earlier Concert Hall limited
edition, the tonal range is somewhat re-
stricted.  Not so much, though, to spoil the
delights of the music. P. A.

Demus: Austrian bonor to French music.

FAURE

Piano Music

Five lmpromptus, Opp. 25, 31, 34, 91,
and 102; Theme and Variations, Op. 73:
Barcarolle, Op. 70; Nocturne, Op. 63,
No. 6
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Joerg Demus, piano.
WESTMINSTER 18118,
$3.98).

The pieces in this collection are all late
romantic in style and minor masterpieces
of their type, particularly the powerful Theme
and Variations. Despite his Austrian back-
ground and his predilection for Bach, Schu-
bert, and Schumann, Demus not only does
full justice to this French music, he does it
honor. His approach is warm, sensitive,
often forceful yet never forced, and West-
minster has allowed the tone of his piano to
sound glitteringly natural. P. A.

12-in,  $4.98 (or

FAURE
Sonatas for Violin and Piano: No. 1, in
A, Op. 13; No. 2, in E minor, Op. 108

Zino Francescatti, violin; Robert Casadesus,
piano.
COLUMBIA ML 5049. 12-in. $3.98.

Though these two sonatas were composed
more than forty years apart — the Second
after Fauré had become deaf — they are
both full of ardor and melodic beauty. The
Second Sonata, however, does take a little
while to grow on the listener, whereas the
First has an immediace appeal. Francescatti
and Casadesus make an ideally matched
sonata team, in almost any music, and their
French background equips them to inter-
part the Fauré idiom with great sensitivity.
Theirs is the most desirable interpretation
of these two sonatas currently on disks. P. A.

FLOTOW

Martha

Elena Rizzieri (s), Lady Harriet; Pia Tas-
sinari (ms), Nancy; Ferruccio Tagliavini (t),
Lionel; Carlo Tagliabue (b), Plunkett; Bruno
Carmassi (bs), Sir Tristan; Mario Zorgniotti
(bs), Sheriff. Chorus and Orchestra of Radio-
televisione ltaliana (Turin), Francesco Moli-
nari-Pradelli, cond.

CETRA B 1254. Two 12-in. $9.96.

Notwithstanding the notes that come with
the new Cetra set, Flotow's Martha can
hardly now be called a work " . . . certain
to remain fixed in the standard operatic
repertoire because its rollicking melodies
offer great singers frequent opportunities
to shine without having to worry too much
about characterization or any subtle musical
demands in the score itself.”” Potting at
record notes is. in general, a pretwy inutile
form of literary target-practice; but this
sentence is so fresh from Looking Glass
Land that it is irresistible.  Besides, it has,
at least by inversion, a certain relevance. In
brief, Martha isn't and doesn’t. 1t isn’c in
the standard repertoire of here and now, let
alone certain of remaining hxed in ic. It
doesn’t offer the opportunities described.
Since 1929, Martha has not scen the light
of the Metropolitan stage; and although it
lasted well into the 1930s in Chicago, it has
for the past twenty years been hearable in
this country almost exclusively in decreas-
ingly frequent second-line performances
using the rather unnerving Schirmer English
version. The shine of gteat singers is pre-
cisely something it has not had. Nor does
it in the new set, though the phrase ”
without having to worry " is quite
evocative of the luissez-faire quality of the
performance. which is fast, casual about
propet notes in proper places, and blithely
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opportunistic in matters of choice between
what is right and what is easy or supetficially
effective. This is a pity. Martha is not a
work of massive consequence, viewed from
any angle, buc it is one of the best-tempered,
sweetest-natured, most engagingly cuneful
of operas.

Its history is nothing if not international.
Flotow was German by birth and back-
ground, but his musical roots were in the
Paris of the 1830s-1840s. The point is
commonly and justly made that even though
Martha was composed for Vienna it is
closer to, say, Auber than it is to Singspiel —
that it is really a kind of French opéra bouffe
composed to an originally French-derived
German librecto. However, Parisian caste
in comic opera was strongly Icalian-in-
fluenced too, and Martha had no difficuley
in becoming established wherever there were
opera houses. As a resulc of this early and
widespread dissemination, Martha has a
multiple personality so far as performing
traditions are concerned; a German Muartha
is one thing, an Icalian Martha another, a
Martha 3 la Schirmer another yet, and there
is no basis for doctrinaire assignment of
virtue to one and damnation to the others.
The Cetra version should not pose too many
problems for most listeners whose ideas
about the work have been formed domesti-
cally. The cuts are numerous and a few
quite extensive, some unfamiliar, but on
the whole they are fewer and less down-to-
the-bone than those made in, say, perform-
ances by the old touring San Carlo company.
Listeners free of preconceptions, though,
might well consider the older, less carefully
recorded Urania set, in German; it can scill
be found. The performance is better in-
tegrated musically and better sung on the
whole, with Erna Berger in superb fettle as
Lady Harriet. And the German texc casts a
Lied-like, almost Schubertian glow over
melodies that seem merely sweet and full of
sentimentality when sung to Italian or
English words.

Of the individual performances in the
Cetra set, by far the most accomplished and
artistic is that of Pia Tassinari as Nancy.
She is adept, highly musical, and richly
humorful without ever shading over into
cheap comic effectiveness; it cannort really
be blamed on her that she ends by seeming
more aristocratic as a lady’s maid than does
Elena Rizzieri, who sings fleecly and often
preceily but without much vocal character,
as Lady Harriet. Ferruccio Tagliavini, not
in top vocal condition, gives much atcention
to sounding like himself, very lictle to any-
thing else. The result is a pompous, un-
sympathetic characterization and a slovenly
musical performance, frequently no more
than proximate as to note values and marred
further by considerable goldbricking in en-
sembles. Carlo Tagliabue is sceady, but not
facile or imaginative enough to make up
for the fact chat the quartets, of which chere
are a gracious plenty in Martha, balance
out rather better if the Plunkect is a bass
rather than an essencially Verdi-type bari-
tone of mature years. The Sir Tristan is
Bruno Carmassi, whose name (to the best
of recollection) has not curned up on records
since the old Victor I/ Trovarere, with Aureli-
ano Pertile as Manrico, which Camden
has just reissued on LP. He sounds fine, too
— and not just by the courtesy that might be
extended for old times’ sake. The minor
roles are done well enough. As for Francesco
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Molinari-Pradelli, he seems mainly in a
hurry to get through; and although he is
too competent a conductor to let chings go
to pot completely, his tempos are often
too fast for the music to expand and sing.

The sound is bright and clean. J. H., Je.
FRANCK

Quartet in D

Parrenin Quarcet.

WESTMINSTER 18136.  12-in.  $4.98 (or

$3.98).

In a great many instances, César Franck com-
posed one-of-a-kind music — one sym-
phony, one violin sonata, one piano quin-
tet, and chis lone string quarcet, which con-
tains some of Franck's most beautiful music
and constitutes one of his finest examples of
cyclical form. The Parrenin Quarter, a
young Parisian ensemble, gives a polished,
sensitive, and sensible account of chis
noble composition. A superior and welcome
recording. P. A.

GERSHWIN
Porgy and Bess (concert persion)

Broc Peters (b), Porgy; Margaret Tynes
(s), Bess; Miriam Burcon (s), Serena; Joseph
Crawford (t), Sportin’ Life; William Dillard
(b), Crown; Theresa Merricee (s), Clara and
Strawberry Woman; Charles Colman (b),
Jake. Opera Society Chorus and Orchestra,
Paul Belanger, cond.

CONCERT HALL CHS 1247. 12-in. $4.98.

This is an admirable solution of a vexing
problem for those listeners who shy away
from complete recordings of operas as being
too time-consuming, yet who find the ex-
cerpts issued by most companies exasperat-
ingly meager. Here on one twelve-inch disk
can be found practically every major vocal
portion of the work, even to the street cries.
An extremely able cast, in which the robust
voice of Broc Peters as Porgy is outstand-
ing, gives a most agreeable performance.
The work is well paced and frmly directed
by Paul Belanger, and Concert Hall's sound
is always satisfactory, if a trifle enclosed.
How effective this ""concert version’ would
be in actual performance, I cannot say. On
records it does lack one ingredient necessary
for a completely successful realization of
this folk opera: atmosphere.  That an
imaginative record producer can inject this
quality into a recording has been proved by
Goddard Lieberson’s excellent Columbia
version. This is my only reservation about
an otherwise excellent record. J.E L

GLAZUNOV
Five Novelettes, Op. 15— See Smetana:
Quartet No. 1.

GLINKA
Russlan and Ludmilla

Vladimir Gavrushov (b), Svetozar; Vera
Firsova (s), Ludmilla; Ivan Petrov (b),
Russlan; Eugenia Verbitskaya (c¢), Ratmir;
Alexei Krivchenia (bs), Farlaf; Nina Pokrov-
skaya (s), Gorislava; Georgi Nelepp (o),
Finn; Elena Korneyeva (ms), Naina; Sergei
Lemeshev (¢), Bayan. Chorus and Orchestra
of the Bolshoi Theater, Kiril Kondrashin,
cond.

WESTMINSTER OPW  1401. Four 12-in.
$19.90.
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Glinka's A Life for the Czar (1836) and
Russlan and Ludmilla (1842) are universally
said to be che first recognizably Russian
operas.  Certainly, they created a family
type that has persisted in most of their
successors. Their librettos by Pushkin are
fragmentary; their scores are crazy-quilts of
genius and banality; outside Russia (like
all of their progeny but Boris Godunov)
they are more discussed than performed.
Conventional in almost everything, Russlan
surprisingly boasts a young hero who is a
baritone; a prince who is a contralto; a
bardic minstrel and an old magician who
are both tenors; and a heroine, daughter of
the Grand Duke of Kiev, who is a colora-
tura scraight out of Donizecti.

This first complete recording has special
values for students. How many listeners
will share my surprise on finding that the
rapid opening section of the familiar Over-
ture is the much-discussed ""Slara!"" chorus
that ends the opera, or that the more
romantic second section of the Overture is
a lovelorn lament by Russlan, or that the
renowned “Russian™ touches are all but
swamped in apings of Weber, Rossini,
Bellini, and Donizetti?

Westminster has provided superior sur-
faces and a complete libretto in Russian, in
transliteration, and in English. The trans-
literation, unfortunately, is based upon a
system rather than upon what the singers
pronounce, and the translation is comfy
rather than accurate (when, for example, the
Russian says ""going to Kiev,” the transla-
tion reads " going home™).

Swift, metallic, accurate, and cold, Vera
Firsova is the best of the uninspiring singers.
Kiril Kondrashin conducts with limp hands,
evoking uniformly inexact ensemble. Above
the generally dreary level of uneven music
raggedly performed rise, not the ballec mu-
sic (which is of the Minkus-Pugni school),
buc only the ever-fresh Overture, Russlan’s
impressive Act II aria, Ludmilla’s aria with
string obbligato in Act 111, the march and
lezginkain Act1V, and theconcluding chorus.
The recording, technically almost up to cur-
rent Western standards, unmercifully ex-
poses both the spottiness of Glinka's taste
and talent and the inferior singing, orchestral
actack, and choral discipline.

HERBERT WEINSTOCK

GOULD
Fall River Legend
tBernstein: Facsimile

Ballec Theater Orchestra, Joseph Levine.
cond.
CAPITOL P 8320. 12-in. $4.98.

Morton Gould is a gifted composer of lighe
music, but he was "way beyond his depth in
tackling the score for Agnes de Mille's
ballet about the Lizzie Borden case. It is
one of the real tragedies of the arts in
America that that great piece of choreo-
graphy was not given its musical investiture
by someone really capable of coping with
its dramatic, atmospheric, and spiritual im-
plications. Bernsctein's Facsimile comes out
under Levine's baton as an agreeable, work-
manlike affair. but not one to supplanc the
same composer's Fancy Free as his best
balletic achievement to date. The inade-
quacies of the Ballet Theater orchestra are
less cruelly exposed here than in its previous
recordings. A. F.
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GRANADOS
Goyescas, Part 2
tMompou: Impresiones intimas

Alicia de Larrocha, piano.

Decca DL 9815. 12-in. $3.98.

This disk completes Miss de Larrocha’s re-
cording of Goyescas. Although it takes three
sides and costs more than any other, it also
is much the best. Her playing has virtually
everyching, including a beautiful tone and
flawless technique; buc it is her volatility
and temperament that distinguish her artis-
try. She envelops £/ Amor y La Muerte in an
atmosphere of mystery, in spite of its violent
variations of mood. One sample of her
iinaginative reading comes at the end of
this section, as she lets the sounds of clash-
ing chords rise and mingle in subde dis-
harmony.

Miss de Larrocha plays Mompou's sad,
plaintive miniatures with equal felicity,
matching the composer's gentle, caressing
performances on his own recording of three
of the six pieces in the suite. The recorded
tone is not the best, thinning out in loud
passages. R.E

GRIEG

Peer Gynt Suites Nos. 1 and 2
tippolitov-lvacov: Caucasian Sketches
Hollywood Bowl
Felix Slatkin, cond.
CAPITOL P 8329. 12-in. $3.98.

Symphony Orchestra.

On paper, this looked like just another disk
ot war horses; on the phonograph, it was
something quite different.  Perhaps with
the consciousness that he had some over-
worked material on his hands, Felix Slatkin
took pains to lavish the utmost polish and
reverence on this music, phrasing it as
carefully as he would a Brahms or Mozart
symphony. Since he has a top body of
instrumentalists at his disposal, and since
Capitol has provided the very last word in
superbly natural sound (with especially
resonant, but not clashing, percussion), this
record can be highly recommended even to

those tired of hearing the music. P. A
GRIEG

Songs

Mit einer Primulaveris; Ich liebe dich; Was ich

ah;: Solvejgs Wiegenlied: Jigerlied: Gliicks-
hote mein; Letzter Friihling; Zur Rosenzeit:
Herbesturm; Erstes Begegnen; Auf der Reise zur
Heimat; Dereinst, Gedanke mein: Verborgne
Liche: Herbstimmung; Zickeltanz; Der Prinzes-
iin: Margaretens Wiegenlied; Geschieden: Lichte
Nucht: Beim Sonnenuntergang: Ein Schuan

Hilde Rossl-Majdan, mezzo-soprano; Vik-
tor Graef, piano.
WFSTMINSTER 18089.
33.98).

12-in. $4.98 (or

Notwithstanding the lasting popular (or.
4s many now regard it, semi-popular) appeal
ot Grieg’s piano concerto, his truest creativi-
ty found expression in smaller forms. It is
in his songs, his marvelously wrought small
pieces for piano, that the quintessential
Grieg is to be met with. But unhappily, as
Philip Miller remarks in his fine jacket notes
to this disk, the temper of our post-Wagner
time is sl to equate mass with greatness,
to regard the craftsman of litde musics as
almost automatically inconsequential, and
to slight his works, Taking this into con-
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sideration, it is perhaps remarkable that so
many Grieg songs do get sung; but there
are many more, and very fine ones, that turn
up only ever so seldom in recital programs.

Hilde Rossl-Majdan, a rising young
member of the Vienna Staatsoper roster,
has as her main asset — and it is a consider-
able one —a warm, round, securely pro-
jected voice, called on the jacket a contralto
but really closer to the mezzo-soprano in its
most characteristic timbre. I not quite
unflawed, her singing is firm, straightfor-
ward, with pleasant tone. And she is musi-
cally scrupulous according to her interpreta-
tive lights. These lights, however, are not
really very bright. She does vary dynamics
sensibly; she does pay attention to tone
colorations, or does try; but the same pat-
terns keep repeating themselves, so that
long before the twenty-first song on the
list, monotony has cast its shadow and
listening with concentration becomes some-
thing of an effort. Still, it is wonderful to
have a collection of this sorc — by tar the
most extensive LP investigation of Grieg's
vocal music — let alone have it so compe-
tently done.  Viktor Graef's accompani-
ments are very reputable; the engineering is
good. Recommended, but for consumption
in moderate dosages. JoH, e

HANDEL
Concertos (6) for Orchestra, Op. 3

Boyd Neel Orchestra. Boyd Neel, cond
LONDON LL 1130. 12-in. $3.98.

In making Opus 3, the composer plagiarized.
in his convenient way, from the works of
Handel. Seven or eight of the twenty move-
ments, and probably more. are familiar in
other settings. This quickens an engaging
kind of perplexity, the stranger recalling
past intimacies; not that the six concertos
are not engaging without this goad, in their
Handelian bounce from grandiosity to frolic
and thence to contemplation. everything in
the bounding bundle except hypochondria

Slatkin: Grieg’s war horse comes to life.

The music seems to have the sanest, most
concrete kind of inspiration: Trooping the
Color, the Good Book, Puss-in-the-Corner;
and all juxtaposed. Hard to resist.

The performance has the broad, stout
outlines usually given by this physician-
conductor to his Handel, and the response
of the players is one of consolidated sleek-
ness in the even registration given to them,
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The record has several advantages over the
only other version: the use of two generous
sides instead of three scantier ones, a sound
of greater refinement, and a cleaner accord
among the strings. But the Prohaska ver-
sion (Vanguard) is in most of the concertos
played with wider latitude, more variation,
and more interest. Since London’s favor in
comparative cost is as four to ten, hers is
the eloquence likely to prevail. C. G. B.

HANDEL
Water Music

Philharmonic Promenade Orchestra, Sir
Adrian Boult, cond.
WESTMINSTER 18115,

$3.98).

12-in.  $4.98 (or

Four complete Warer Musics have appeared
in the last year and a half, and none dupli-
cates the sequence of the twenty pieces as
they are presented by any other. In the ab-
sence of authoritative precedent or imperious
logic, the Westminster directors have de-
vised a new ordination peculiar to their
record and bolder in concept than that of
any other version. . we conceived the
Water Music as a coherent suite of dance
movements interconnected by concertante
pieces of almost symphonic character . . . .
we proceeded to reconstruct both instru-
mentation and order of selections.” This
we read in the notes of Dr. Kurt List, and
thus we hear some mild surprises.

Very briefly stated, the music in this edi-
tion is reassembled into clusters of pieces
related by tonality or form, with some repe-
titions inserced and some repeats omitted.
Perhaps it makes no important difference.
The Water Music, for all its occasional gran-
deur, is highly informal and sounds good
no matter in what order its elements suc-
ceed each other. Important, however, to
this record is the influence the concept has
had on the execution heard as a whole:
this is the least outdoored of performances,
the Thames channeled into the concert hall.
The playing, although robust enough, is
refined and defined into nuances and nice-
ties not imagined in other versions and not
imaginable on a barge; all very fine, in this
delicate seizure of civilized sound, if the
hearer will forget the setting that gave the
title.

To recapitulate the other versions best
worth notice, the Hewitt-Haydn Society is
the briskest and maybe too brisk; the Neel-
London is the jolliest and maybe too jolly;
the Lehmann-Archive is the most imposing
(not the Lehmann-Decca plain) and the one
with which the amiable high sophistication
of Boult-Westminster ought to be compared.

C. G. B.

HANSON
Symphony No. s: Cherubic Hymn
tBarber: Symphony No. 1

Eastman-Rochester  Symphony Orchestra,
Eastman School of Music Chorus (in the
Hymn), Howard Hanson, cond.

MLRCURY MC 400014. 12-in. $3.98.

Whatever reservations one may have about
Howard Hanson as a composer. one must
go all out in admiration of his conductorial
gifts. His performance of the Barber sym-
phony forces a complete revision of one's
attitude toward that far from obscure work.
Previous recordings and performances have
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made it seem pale and well-mannered and
guaranteed to do nothing much to any-
body; Hanson, however, makes it sing,
gives it body and strength and a genuinely
impressive symphonic thrust. Needless to
say, this result could scarcely have been
achieved without superb co-operation from
Mercury’s recording staff. Hanson’s own
Fifth Symphony, subtitled Sinfonic Sacra,
is all right, but the Chernbic Hymn is 2 major
achievement. It is a tribute to the spirit
and color of the Eastern Orthodox liturgy.

and a very good one. A F
HAYDN
Divertimento in G — See Bach: Sin-

fonia in B-flat, Op. 18, No. 2.

HAYDN
Symphonies:  Nos. 93-104 (The Twelve
London Symphonies)

Vienna Staatsoper Orchestra (in Nos. 93, 04,
96, 98, 99, 101); Vienna Symphony Or-
chestra (in Nos. 95, 97, 100, 102, 103, 104),
Hermann Scherchen, cond.

WESTMINSTER 6601. Six 12-in. $33.50.

By unhesitant use of the added percussion
instruments in two movements of the Ms/-
tary Symphony, No. 100, Hermann Scher-
chen battered his way to a recognition from
discophiles that twenty years of musical
scholarship had not been able to obtain
from any considerable section of the general
musical public. No. 100 was then backed
by No. 95, replaced in the rational progres-
sion of the first complete edition by No. 99.

The twelve symphonies composed by
Haydn during his two sojourns in London,
Nos. 93 ro 104, were the last he composed,
and public attention has been concentrated
on these to the neglect of eighty-odd of the
earlier ninety-two. This is ludicrous, but
the phonograph has given voice to about
half of the oversights. Admittedly chese
London symphonies are unsurpassed in
Haydn, but so are a dozen others in the pro-
duction of a composer whose hottest admirers
cannot make a consistent choice of favorites.
But there is a homogeneity of pattern, ot-
chestration, and mood in the last cwelve
symphonies that fits chem well for considera-
tion as a unit. Here in effect are more than
five hours of imaginative and artful amiability
in a cascade of splendor.

No other conductor has ever recorded all
wwelve. The various records containing the
symphonies before their reprocess and re-
arrangement into a complete edition have
been reviewed here, with lavish favor, as they
separately appeared. It is not necessary,
nor is there space, to detail here again the
qualities brought by Dr. Scherchen and the
engineers to make their statement of the
twelve symphonies one of the most lumin-
ous monuments in the history of recording.
In their new transference to disks plotted to
the RIAA curve, their sound — which in
the initial appearance was almost invariably
excellent — is casier in reproduction, and
those places with too much lash to the
treble have been curbed to docility. The
steadily impressive character of the sonics
on all twelve of the sides warrants durability
to Dr. Scherchen’s monument.

The symphonies are disttibuted one to a
side in numerical order, a squeeze for Nos.
103 and 1o4 which together last an hour.
They are enclosed in a heavy and prepossess-

_1 ! ingalbum furnished with an illustrated book-
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let containing (rather casual) notes by Dr
Karl Geiringer.
It is an album inspiring affection. C. G. B

HONEGGER
Chant e joie — See Stravinsky:
Bird Suite.

Fire

HUMMEL

Concerto for Piano and Orchestra, in A
minor, Op. 85

tClementi: Sonata for Piano, in B minor,
0p. 4o, No, 2

Artur Balsam, piano; with Winterthur Sym-
phony Orchestra, Otto Ackermann, cond.
(in the Concerto}.

CONCERT HALL 1241. 12-in. $4.98.

Mozart's pupil Hummel wrote a generous
amount of music admired in his time, but
the phonograph remains indifferent to all
except a tiny fraction of it. The works re-
corded, including this glib and interesting
concerto, reward the listener with a definice
light pleasure. Mozart's influence on the
present piece is less than Beethoven's and
much less than Weber's, while the concerto’s
effect on the shaping of the two by Chopin
needs no more illustration than one hear-
ing. Artur Balsam, whose deft and polished
playing is like what we read of Hummel's
own, was a good choice for the solo part,
and the sound of the piano manages its
elegant involvements with crisp accuracy.
The orchestra is subsidiary in the writing
and in the performance, supplying punctua-
tion and background, with smooth strings,
and wind instruments a little mild.

Long reaches of the Clementi sonata
sound like Beethoven, especially in the first
movement: Beethoven studied Clementi,
and he did not fail to study this work.
Brilliant technical pianism here, how ex-
pressive the reviewer cannot say until he will
have acquired familiarity with the music.
The piano sound is soberly nacural. C. G. B.

IPPOLITOV-IVANOV
Caucasian Sketches — See Grieg:
Gynt Suites.

Peer

LECUONA
Andalucia (Suite Espagiiol) — See Al-
béniz: Cantos de Espaiia.

LISZT
A Faust Symphony

Orchestre de la Société des Concerts du
Conservatoire de Paris, Ataulfo Argenta,
cond.

Les Préludes

Orchestre de la Suisse Romande, Ataulfo
Argenta, cond.
LONDON LL 1303/4. Two 12-in. $7.96.

For the second cime Liszt's actractive but
overly lengthy Fanst Symphony has been re-
corded in its entirety except fot the final sec-
tion, a setting of the Chorus Mysticus for
tenor solo and chorus, which he added
later. If the composer thought that this
section belonged to the symphony, why
(except for reasons of economy) have Urania
and London seen fit to leave it off? Not that
the symphony isn't an entity withour it;
but with the choral part added. those who
preferred not to hear it would have only to

Continned on page 65
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N building your record library

number thirty

HE COMPILATIONS on LP of recorded performances of

artists of che past, though plenteous, have not solved the
problems of collectors. The question where to start is a formidable
one, and as one gets further into the game it seems impossible to
avoid duplications. Many of the “recitals” have been thrown to-
gether in a haphazard manner, great performances appearing side
by side with highly dispensable items. Even the singers of the
“Golden Age"” — a period, if we listen to all the claims, extending
from 1877 (the year of Edison’s invention) to 1948 (the birth
date of LP) — were no more consistent and all-of-a-piece than
their successors in our own time. In some cases the quality of the
dubbings is so good that they may even seem an improvement
on the originals; more often, however, they can be fully enjoyed
only if no direct comparisons are made. In cutting out mechanical
noises the engineers have frequently sacrificed vocal vitality.
When the recording speeds have been carefully checked, the
selections emerge in the correct keys and tempos; but this has
not always been so, and I have not been able to compile the
following list without some reservations on that point. How,
then, shall we cover the "historical” field in ten disks with
few compromises and no duplication?

The most monumental issue in this field so far is RCA
Victot's Fifty Years of Great Operatic Singing, selected by
Irving Kolodin, but this we must pass by because of its bulk
(it runs to five disks) leaving it for the advanced opera specialist.
So too the more recent Caruso program. The great tenor remains
the biggest name in phonographic history; but so generous a
portion of his works —three LPs’ worth—is not for the
beginner, while the particular specialist in early Caruso will
want another disk, made from his Zonophone and G & T
recordings of 1902 by Rococo Records.

Let us start with one of the most remarkable disks ever
presented to avid operaphiles — Echoes of the Golden Age of
Opera (IRCC 7006). Here are some twenty-two fragments
of actual performances at the Metropolitan in New York,
recorded (1901-3) with primitive apparatus by Lionel Mapleson,
librarian of the company, at first in one of the boxes, later (after
many complaints about the distracting noises) high above the
stage. That so much could have been caught thus by the soft
wax cylinders is noteworthy enough; amazingly little has been
lost in the transfer to disks. Noisy as some of the recordings
are, far away as the singers seem, something of the electrifying
atmosphere of the live performances carries over. Those who
know the commercial tecordings of Sembrich and Melba will
be thrilled by the uninhibited vitality of their bits from
Daughter of the Regiment, Traviata, and Haguenots. The little
we can hear of Jean de Reszke and Lucienne Bréval in spots
from Siegfried and Africaine is very nearly all we are ever likely
to have from these fabled artists. Other singers include Scotti,
Gadski, Nordica, Schumann-Heink, Calvé, and Campanari.

Next 1 have chosen two disks from RCA Victor's "Treasury”
series as giving a fairly rounded picture, both in repertoire and
in the representation of distinguished singers. The Golden Age
at the Metropolitan (LCT 1006) brings us the Caruso of 1908
and 1909, and it ranges from a 1907 Calvé to a 1929 Ruffo. 1
have certain reservations about the Calvé “labanera” from
Carmen because she made a far better record of it with piano
accompaniment, surprisingly as late as 1916. But Ponselle’s
Ernani, Rethberg's Aida, Bori's Bobéme, and Journet's “Berceuse”
from Lowuise will stand in any company. Tetrazzini and Galli-
Curci show what can be done with bravura arias from Sonnambula
and Rigoletto, and Chaliapin gives a sample of his unctuous Don
Basilio in The Barber of Seville (a disk of selections from his
unforgetable Boris Godunor would be included if my list could
be stretched). Finally there is that greatest of Mozart recordings,
McCormack’'s "Il mio tesoro.”” Farrar and Schipa complete the
roster. Golden Duets (LCT 1004°) includes the first concerted
record in which Caruso took part —the Forza del Destino duet
with Scotti (1906) — together with his magnificent bout with

MAY 1956

PHILIP L. MILLER PICKS TEN DISKS
OF GOLDEN AGE VOCAL REPRINTS

Ruffo in the vengeance duet from Otello (1914) and his tender
Faust garden scene with Farrar (1910). The Gioconda duet
of Gigli and Ruffo (never released until this program was
assembled) proves again that powerfully dramatic singing was
no discovery of the present generation. Magnificent vocalism
may be studied in the Aida finale (Ponselle and Martinelli), the
celebrated Norma duet (Ponselle and Telva), and — by no means
least — the end of the first act of Bohéme (Bori and McCormack).

From a series called "Famous Records of the Past,” produced
by Jack Caidin, I choose FRP 2 as rhe best rounded selection
and perhaps the highest average of vocalism. There is a
superlative performance of the first act aria from Trovatore by
the youthful Ponselle, a splendidly free Bohéme narrative by
the young Martinelli, a vocally opulent Faust aria (in German)
by Slezak, a stupendous tonal outpouring in “Piff paff’ from
Huguenots by Mardones, and Nordica's best recording — the
dazzling air from the Hungarian opera Hunyadi Laszlo. Other
selections by Renaud, Didur, and Campanari are by no means
negligible.

Several first-rate interpretations of Gluck Arias (and Gluck
is a composer to demonstrate how much or how little a singer
has mastered in marters of style) are included on Eterna 49s.
The justly featured performance is Frida Leider's "Ab, si la
liberté” from Armide; there is a beautiful first act arioso from
Orfeo by the rich-voiced Emmi Leisner (in German), a superb
"0 del mio dolce ardor” by Hedwig von Debicka, and others
by Rogatchewsky, Schipper, Balguerie, and Domgraf-Fassbaender.
Passing from Gluck to Handel Arias (Eterna 488), we find the
incredible "O had I Jubal's lyre” (in German) by Lilli Lehmann
— whose two recitals on Eterna are omitted here with regret —
Bispham's fine "O ruddier than the cherry,” a lovely “Sueet
bird” (in ltalian) by Riter-Ciampi, a virile "Sownd an alarm”
by Morgan Kingston, a respectable “Es blaut die Nacht” by
Eva Liebenberg, and rather disappointing arias by Anselmi (better
served in his Eterna recital) and Leisner.

RCA Victor's Wagner Treasury (LCT 1001*) cannot be
overlooked, though one regrets the splitting of both Hans
Sachs's monologues from Aleistersinger in Schorr's superb per-
formances (the breaks in the original two-sided 78s have been
preserved) and the disadvantage under which Gadski and
Schumann-Heink labor with their acoustic recordings among so
many electrics. Frida Leider is heard as Kundry, Rethberg as
Elisabeth, and Lotte Lehmann as Sieglinde.

But we have had no songs. Lieder recordings (among which
we include art songs of all languages) have such a reputation
as miserable sellers that many of the great nonoperatic singers
have not been considered for reissue. So again 1 compromise
by listing a lieder and opera recital by Heinrich Rehkemper
(Scala 809). Schubert, Schumann, and Wolf are represented in
wonderfully intimate performances, while Mozart (Rehkemper's
operatic forte) and Verdi round out the program. Two of
Papageno’s songs are the cream of the second side (Figaro and
the Verdi pieces suffer some from translation). Leaving both
the opera house and the staid concert hall, I feel 1 must include
the incomparable disexse Y vette Guilbert in a program of French
chansons made in the 1920s. This is only a sample of a great
and incredibly versatile art in which perfection of diction was
combined with a musicality that triumphed over severe vocal
limitations (Angel 64011).

Finally, for one sample of a classic opera cast | give you
Rosenkavalier (RCA Victor LCT Goos*). There have been
other Oktavians to equal the admirable Maria Olszewska, but
Lotte Lehmann was the Marschallin of her time, and the role
of Sophie was Elisabeth Schumann's own. Nor have we had
another Ochs like Richard Mayr. The reproduction is happily
still listenable, which certainly helps, though it is not the major
consideration in a performance that touches greatness.

The records followed by an asterisk were marked for
deletion in March, but copies may still be available.
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With Fond Fidelity to George Frederick

OSARME is an opera in three acts, sung

in Iralian, its scene the Lydia of
antiquity. Semele is an opera in three
acts, to the English of no less a man than
Congreve. Its events are placed in the
Greek Thebes and in soft retreats on
Mount Olympus. Political circumstances
no longer prevailing dictated the pro-
duction of Semele in the aborted form of
oratorio or dramatic cantata. On records
all operas are oratorios, their action stimu-
lated in our imagination by their music.
No doubt before the Handel Bicentennial
three years hence we shall have recordings
of more of the operas and oratorios than
anyone has been able to hear in public
performance during the two centuries. So
far what we have had has been tentative
except ten Messiahs. The present pair of
editions throw a sharper eye than usual
on the problems of Handelian performance
and point a pretry satisfactory course for
imitation in the principal directions.

The fundamental problem is the re-
creation of very beautiful music, naturally;
and next comes the necessity of giving
dramatic illusion. In the first case we
have affair with the archaic, and in the
second with the obsolete. Taking the
second first, we find that the Handel works
for the stage are incompatible with modern
expectations of the theater and impossible
to mount successfully for any considerable
audience except for occasional ceremonial,
or in one of those revolting productions
in which quaintness is used for a magnet.
Neither the characters nor the sentiments
which Handel illustrated, drawn from a
heroic age, are known or comprehensible
to the opera-audiences of today. The con-
ventions of action, in the Handelian
theater, are far too naive for acceptance
without alteration: they would be laughed
at now. In oratorio or on records there
are no difficulties which the adaptable
mind, imagining through the ears and not
distressed by the eyes, cannot resolve. All
the illusion necessary can be imparted by
conscientious singers trying to impart it
Discophiles are especially fitted by training
to let their dramatic fancies travel in the
direction ordained by the music.

It is physically possible, then, but entirely
impracticable, to represent Handel's stage
action as the old librettos command. How-
ever, it is an entire impossibility to re-
create Handel’'s most imposing music —
the operas and orarorios — as the composer
himself heard it. We have heard much
of “authenticity” in connection with recent
Handel performances; the word expresses
a laudable aspiration and not a condition
to be realized absolutely.

Qur singers are not trained to the vocal
style of Handel's day and cannot sing
much of his music except in approximation
of his declamatory and melodic lines. It
is not to be expected that singers will
devote themselves to the very arduous
study of a kind of delivery for which there
is only a small specialism of demand.
Handel's highest roles were sung by
eunuchs, and the most ambitious of to-
day’s impresarios must admit that a revival
of caponization as an aid to art and faith

64

does not seem imminently feasible. Our
wind instruments do not sound like those
for which Handel wrote; and although his
orchestra might contain some viols like
ours, it would contain others dissimilar
both to ours and to others of the same
kind in the same Handelian orchestra. The
composer often altered his work in re-
sponse to changes of conditions and op-
portunities, and the nature of many of
the alterations we do not exactly know
and of course cannot imitate.

But if we are unable to make replicas
of the eighteenth-century productions, we
can avoid gross anachronisms, and we
can make all the necessary departures from
the Handelian customs seem right and
natural, if we do not strain; and it is
just this easy air of self-control, this dis-
dain of portentous flurry, that make the
pair of works presented here by Oiseau-
Lyre worthy of praise for establishing a
pattern that does not clash with precon-
ceptions of style and does not fuss with
scholarly preoccupations either.

In both Semele and Sosarme the or-
chestra on these records is small, strings
and harpsichord in lonely control except
for the interpolation of certain wind
instruments here and there — oboes, horns,
and trumpets; and timpani as a necessary
accessory to Jupiter. A cello backs the
harpsichord in accompanying much of
the dry recitative, not dry at all in
Handel’s superb theatrical pungency.

There is no great singing here, although
Miss Ritchie approaches it in "Rendi’l
sereno al ciglio,” but nearly everyone is
competent and convincing, and there is
no bothersome fumbling with the insoluble
problem of providing the vocal ornaments
which Handel left unwritten. The counter-
tenor voice, is given work in both operas,
prime work in Sosarme, Sosarme himself
singing in such voice, to great ecffect in
the ethercal duet "Per le porte del tor-
mento”; but the artificiality is at home in
one of the most meretricious librettos
ever set by a great little composer, as
dubious in its reality of character and
event and place as Aida, and constructed
with puny skill compared to Ghislanzoni's.
But Handel provided a more deeply emo-
tional music to the crude rot he had to
set than Verdi could give to the sophisti-
cated rot be transfigured. (No one believes
in the tragedy of Aida: until one reflects,
one is forced by Handel to believe in hap-
penings equally factitious and operatic.)

The power of music is in Sosarme, a
greater power of gentler music in the later
Semele, graced by an airy pliancy of its
verses and a rongue-in-cheek contemplation
of the tragedy by the poet. Semele sings
ro her mirror:

Myself I shall adore,
If 1 persist in gazing.
No object sure before
Was ever half so pleasing.

And after her intemperate presumption
has caused her death, the chorus — learn-
ing from Apollo thar Bacchus will be
born from her ashes — repudiates mourn-

ing:
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Alfred Deller

Happy, happy shall we be,
Free from care, from sorrow free.

Imperial Handel found such worldliness
to his liking and made the most of it
Semele is crowded with big and litde
felicities— not only such wondrous, cele-
brated things as “O sleep” and “Where'er
you walk,” but Semele’'s “"With fond de-
siring” and “Myself 1 shall adore,” the
chorus of Loves and Zephyrs, the accom-
paniment and epilogue to Somnus’ aria,
again the accompaniment, the terrible
anxiety to make unforgettable Jupiter's
fear that she will have him kill her,
and a continuously expressive recitative
which will be a revelation to the many
who think all recitative dull.

In both works, competent singing well
stylized without importunity (and in places
transcending competence), a direction in
general spirited, and a union of effort in
a lofty cause create a feeling of authority
not to be questioned basically. The regis-
tration is equable, avoiding grandeur and
special effectiveness while keeping soloists,
chorus, and orchestra distinct with no seri-
ousness contretemps. (Side 1 of Sosarme
has several points of prominent seepage
from adjoining grooves, and there is ex-
pected slight constraint in the blending of
high voices.)

Both are recommended as great examples
of a kind of music seldlom heard, and un-
likely to be heard by most music-lovers
except on records. C. G. BURKE

HANDEL: Semele

Jennifer Vyvyan (s), Semele; Anna Pol-
lak (c), Juno; Helen Watts (c), Ino;
John Whitworth (ctr-t), Athamas; Wil-
liam Herbert (t), Jupiter; George Prang-
nell (bs), Cadmus; George James (bs),
Somnus. Saint Anthony Singers and New
Symphony Orchestra (London), Anthony
Lewis, cond.

OISEAU-LYRE 50098/100. Three 12-in.
$14.94.
Sosarme
Margaret Ritchie (s), Elmira; Nancy

Evans (c), Erenice; Helen Wartts (c),
Melo; Alfred Deller (ctr-t), Sosarme;
William Herbert (t), Haliate; John Ken-
tish (t), Argone; Ian Wallace (bs), Al-
tomaro. Saint Anthony Singers and Saint

Cecilia Orchestra  (London), Anthony
OISEAU-LYRE  50091/93. Three 12-in.
$14.94.

Lewis, cond.
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lift the tone arm, whereas those who wanted
the work complete could also be accom-
modated. Instead, London has given us
the eighteenth Les Préludes on LP, admirably
done but certainly not needed.

For what /s here 1 have nothing but the
highest praise. Argenta infuses the music
with ample warmch and dramatic fervor,
and the engineering values are equally high.

MESSAGER
Véronique

Géori-Boué (s), Véronique; Roger Bourdin
(b), Florestan; Mary Marquet (c), Ermer-
ance; Geneviéve Moizan (¢), Agathe; Marcel
Carpentier (b), Coquenard; and others.
Chorus and orchestra, Pierre Dervaux, cond.
LONDON TW 91093/94. Two 12:in. $9.96.

If your French is very good and your ear
attuned to all the subtleties of colloquial
French speech, AND if you are prepared to
take an awful lot of it at one sitting, then
you should be charmed by Vérenique. Let's
not pretend that the libretto is a master-
piece of wit, but it has its points, and any-
way you can always sit back during the
dialogue knowing that another of Messa-
ger's sparkling litcle numbers is not far off.
For make no mistake, this is a most elegant
and graceful score in every respecr, not just
for the lovely melodies themselves, but also
for the charming manner in which Messager
has orchestrated them. Nor does the music
(written in 1898) betray any signs of old
age; on the contrary, it sounds as fresh and
gay as any musical comedy score of the past
five years.

London has assembled an imposing cast
headed by Mme. Géori-Boué and Roger
Bourdin, both of the Paris Opéra, which
might lead you to suppose that you are in
for an ideal performance. Unfortunately, it
doesn’t turn out that way. Géori-Boué as
Véronique is badly miscast; for though she
sings her music stylishly, the voice sounds
old, cutting, and shrill, so that one envisions
a shrew rather than a charming jewne fille.
Yvonne Printemps, at the same age, could
create the illusion of youth that Géori-
Boué misses completely. The Florestan of
Roger Bourdin is more agreeable. At least
some attempt is made to bring the character
alive; and though he has a few bad moments,
his singing is generally first-class. Gene-
vieve Moizan is the outstanding member of a
supporting cast that is otherwise completely
undistinguished. On the whole, T don’t
think this matches the excerpts issued on
Vox PL. 21100, where no dialogue intrudes
and where Marthe Angelici is delectable
as Véronique, J.E L

MILLOECKER
Der Bettelstudent (excerpts)

Emmy Loose (s), Trude Eipperle (s), Maria
Wolf (ms), Karl Terkal (r), Rupert Gla-
witsch (t), Benno Kusche (bs). Chotus and
Orchestra of the Bavarian Radio (Munich),
Werner Schmidt-Boelcke, cond.
TELEFUNKEN TM 68039. 10-in. $2.98.

Like various other Strauss-period operettas
once of hit status on Broadway but now vir-
tually forgotten here, Karl Millocker's Der
Bettelstudent is still a regular part of Austrian
and German repertoires — and well so, for
the score, which dates from 1882, has great
dash and charm, as those who have heard
either the recent two-disk Vanguard set or
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Reiner: "every sparkle disciplined.”

the Period single of excerpts will already
know. Operetta fans who prefer to begin
with small earfuls can get a very good no-
tion of what the music is like from this new
Telefunken release: it by no means exhausts
the attractive tunes, but it does present some
of the best, ordered in potpourri fashion.
The playing is brisk and spirited, and the
singing is clean and very alert stylistically.
The most familiar name in the cast is, of
course, that of Emmy Loose, but the richest
single bit of operetta theater preserved

and it is only a bit here — is Benno Kusche's
performance as the stiff-necked but amorous
Colonel Ollendorf. The sounds he makes
when he breaks off in the middle of lush
romancing to deliver an angry chewing-out
that ends in a vein-popping splutter are
certainly among the more remarkable things
on records; they could only have been learned
first-hand.  Apparently choleric officers are
all of a breed no matter what their nation or
branch of service. For this inclusion alone
the litcle record would be worth while. En-

gineering: good. J. H., Jr.

MOMPOU

Dinpresiones intimas — See Granados:
Goyescas.

MOZART

Concerto for Piano and Orchestra, No. 27.
in B-flat, K. 595

Sonata for Piano, No. 11, in A
turca’) K. 331

(" Alla-

Wilhelm Backhaus, piano; Vienna Phil-
harmonic Orchestra, Karl B6hm, cond.
LONDON LL 1282. 12-in. $3.98,

The concerto is prim, simple, as a matter of
principle, in this performance wherein the
Vienna Philharmonic, ac its ripest, makes a
point of slurring not one hemidemisemi-
quaver, The larghetto is folkishly tender,
sidestepping here deeper implications, but
complicating the simple phrasing with or-
chestral niceties of pronounced refinement.
Gay suggestions in the finale are minimized
in an effort to have the concerto more of a
piece, and the elegant attack, in luminous
sound for the orchestra, evades a definite
mood.

Elegance and restraint are deliberately
dominant in the sonata, which must be ad-
mired even by those who would prefer a
greater proportion of exuberance in the
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rondo, whose calculated poise is part of an
overriding plan. The bass of the piano rolls
with a richly satisfying growl, a good com-
panion for the luster of the orchestra, and
notably cleaner and crisper than the treble

C.G. B

MOZART
Divertimento No. 11, in D, K. 251
A Musical Joke, K. 522

Members of the NBC Orchestra, Frite
Reiner, cond.
RCA VICTOR LM 1952. 12-in. $3.98.

The divertimento has the aloof gleam of
gems on display at a fashionable jeweler’s,
every facet calculated, every sparkle disci-
plined. Nothing could be more proper for
music as tidily groomed as this than the
spotless assurance of the performance here,
unified in spirit and stroke to the final
nicety of good form and emotional neutral-
ity. There are hearty divertimentos by
Mozart buc this is not one of them, and the
superiority of this version over the Casals
record — besides its patent superiority in
sonics — is the acceptance by the NBC
men and their conductor of the primary de-
mands of fastidiousness, while the others
attain a comparatively loose jauntiness, not
unattractive, but less relevant.

The same expert precision adds salt to
the bewildered trials in the Musical Joke,
whose errors were never expounded in a
suaver manner nor ever seemed more listen-
able — when the treble control has been
used to diminish the glitter of a very bright
and hard registration, which fortunacely
responds easily to modification and then is
remarkable for etched definition. C. G. B.

MOZART
Divertimento No. 15, in B-flat, K. 287
Serenade No. 12, in C minor, K. 388

Sinfonictta, Arthur Fiedler, cond.
RCA VICTOR LM 1936. 12-in. $3.98.

Transpatent playing, sensitive recording.
Irresistible features and exasperating fea-
tures.  The octet of winds in the serenade
cannot be heard on any of the six other
records in such poised equilibrium; and the
small body of strings (weak in bass) colored
by a pair of horns, in the divertimento,
demonstrate a technical comfort and tonal
unction hard to overpraise. There is no
evidence that anyone imagined very hard,
or studied very hard, ro make the scores
give up their inherent delight. By what
may be hazard, four of the total of ten
movements are beautifully expressive: the
rest are as dispassionate as mannequins.

C. G. B.

MOZART

Divertimento No. 17, in D, K. 334

Serenade No. 13, in G ("Eine kleine
Nachtmusik”), K. s25

Chicago Symphony Orchestra, Fritz Reiner,
cond.
RCA VICTOR LM 1966. 12-in. $3.98.

Beautifully iced performances, nothing like
them. The chill is not on the lustrous strings
(except horns in the divertimento, the only
instruments) but in the calculated aloofness
of the phrasing hostile to senziment not
courtly. To the sophisticated ceremonial
of Eine # N, this urbanity, in slightly ac-

65


www.americanradiohistory.com

RECORDS

celerated but of course unhurried graceful
tread, brings the insuperable arcificiality of
a lying love-letter beautifully written. It is
quite apart from the twenty-some other
versions.

The same suavity of production, the same
elegance of concept, the same delicate dis-
tinction of recorded sound — the same de-
precation of vulgar man — are feacured in
the divertimento, and they may be thought
less pleasing there. Three editions from
Vienna are much warmer, and do not falter
in musicianship. Only one of these, the
Prohaska record for Vanguard, multiplies
the string parts like the Reiner disk, buc all
three infuse the music with gusto. Granted
the velvety mechanics of the newest version,
it is pertinent to inquire does it divert most,
or least, of these four? C. G. B.

MOZART

Litany (Eucharistic No. 2) in E-flat,
K. 243; Litany (Loretine No. 2) in D,
K. 195

Jennifer Vyvyan (s), Nancy Evans (c),
William Herbert (1), George James (bs);
Saint Anthony Singers and Boyd Neel Or-
chestra, Anthony Lewis, cond.

O1SEAU-LYRE 50086/87. Two 12-in. $9.96.

Formal confessions of penitence were not
close to Mozart’s great heart, and the wonder
strikes that he could have conveyed any
conviction at all through this kind of music,
after his deadly abuse from the placeman
archpriest Jerome Colloredo, who answered
for divine forgiveness in Salzburg and had
the genius booted from his palace. Devo-
tion is not absent from che two litanies re-
corded here for the first time, but as in all
of Mozart's earlier church music we are re-
minded that the opera is just around the
corner. The lighcer Loretine text is provided
with a lighter and more engaging music than
the Eucharistic, but the greater freedom of
thought and immeasurably superior orches-
tracion of the latcer (provided with flutes,
bassoons, and trombones in addition to the
oboes, horns, and strings of the former)
provide a deeper and more resistant in-
terest.

Intricate sleight of voice is prescribed for
tenor and high soprano, the latter realized
here by a woman instead of a man specially
treated. Miss Vyvyan is in process of be-
coming an inevitable reliance in the kind of
vocal difficulty presented here, and her work
must win praise for the most part. The
tenor too, friendly and unpretentious, with
a healthy candor substituting for high scyle,
is in familiar precincts and cannot be dis-
liked. The direction of the small chorus and
adept orchestra is broad, lyrically supple and
forbears overly in decision of accent. Gen-
erally good sound in all respects except
orchestral articulation, in one or two places
slighted to the point of disappearance.

C. G. B.

MOZART

Quartets: No. 6, in B-flat, K. 159; No. 7,
in E.flat, K. 160; No. 8, in F, K. 168;
No. 9, in A, K. 169

Barylli Quartet.
WESTMINSTER 18092.

$3.98).

Nimble performances, lively and unpreten.
tious in appearance, but expert in organiza-

12-in.  $4.98 (or
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Markevitch: a quick wand for Mozart.

tion and with a beguiling effect of intimacy
under a formal finish, as if the music were
only for the hearer of the moment. There
are perplexities of tone as such which can
hardly result from deficiencies in registra-
tion, since that seems nowhere wayward,
but on the contrary incisive and accurate.
The tone has long stretches of neutralism,
particularly in Quartet No. 6, which give
way to an attractive glow in No. 7. This
may be inherent in the writing, for a similar
phenomenon can be remarked in another,
comparable, edition. Where it appears the
quality is not mean or distorted, but anony-
mous, and rather disappointing than dis-
agreeable. C. G. B.

MOZART

Sinfonia concertante in E-flat, K. 364

Adagio for Violin and Orchestra, in F,
K. 26:

Rondo for Violin and Orchestra, in C,
K. 373

Rondo concertante for Violin and Orchestra,
in B-flat, K. 269

Nap de Klijn, violin; Paul Godwin, viola;

Vienna Symphony Orchestra, Bernhard

Paumgartner, cond.

Eric LC 3197. 12-in. $3.98.

For convenience call the Rondos No. 1
and No. 2, and it may be noted that the
earlier, K. 269, is somewhat bectter in this
edition than in the only other one. That is
the last thing one need note: the conductor
is fatigued, the auditors will be, during a
performance of the great K. 364 as naked
of spirit and insight as one could possibly
dread. The soloists cannot pull the inert
orchestral mass with them and relapse into
superficiality early in the first movement.
No one ought to forget his previous ver-
sion, whichever it may be, for this drear.
Clumsy orchestral play in the Adagio, leav-
ing to the Rondos the only laurels, the solo
violin taking charge there. Dr. Paumgartner
nezeds a rest, C. G. B.

MOZART
Symphony No. 14, in A, K. 114— See J. C.
Bach: Siufonia in B-flat, Op. 18, No. 2.

MOZART

Anniversary Album

Symphonies: No. 26, in E-flac, K. 184,
No. 29, in A, K. 201; No. 34, in C, K. 338;
No. 38, in D (Prague), K. s04; No. 39, in
E-flat, K. 543; No. 40, in G minor, K. 550;
No. 41, in C (Jupiter), K. s51. Requiem
Mass, in D minor, K. 626. Serenade No. 13,
in G (Eine kleine Nachtmusik), K. 525. Sin-
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fonia concertante in E-flac, KA. 9. Sinfonia
concertante in E-flat, K. 364.

Various orchestras and conductors.
RCA CAMDEN CFL 105. Six 12-in. $10.98.

It is a high pleasure to direct attention at an
inexpensive record that does not sound
cheap. There are more of these than mighe
be thought, and Camden has some of them.
But here the sound is artificial even when it
is not unpleasant, and it cannot be called
pleasant for half the contents of this omni-
bus. The original recordings were made
long ago and apparently resist transfer from
their 78-rpm sobriety to the giddier cycles
of LP.

There is no occasion to bemoan the sound
as a travesty of great performances: there
are no great performances here, Some of
the Koussevitzky and Walter work is good,
notably several of the K finales; but chere
are more enlightening performances of all
these symphonies, and none poorer of the
two concerted works. It is best not to men-
tion Eine # N (Walter-Vienna Philharmonic)
and the Requiem (conducted by Harl
McDonald) except in one aspect of the
latter in chis album: in the records received
for review its first side — Side 11 in the auto-
matic sequences adopted for the album —
was occupied by a second copy of the
Pragus Symphony, probably the most suc-
cessful of these recordings but hardly worth
this kind of emphasis. It is probable that
many other sets were issued with chis em-
barrassment included.  Discophiles who
might want to own this curious version of
the Requiem are advised to listen to Side
11 before purchase. C. G. B.

MOZART

Symphony No. 34, in C, K. 338
tSchubert: Symphony No. 3, in D

Berlin Philharmonic Orchestra, Igor Marke-
vitch, cond.

Decca bL 9810, 12-in. $3.98.

Both are played by what sounds like a full
force of strings, unusual for either work,
but telling in the Mozart with its burly firsc
movement and impertinent effervescent
finale; also in the fat minuet. K. 409, com-
posed later than the rest and recorded else-
where only in the Bdhm version for Lon-
don, with which this more decisive, less
lyrical performance must be compared.
Schubert’s utterly individual recipe of beer
and rcses needs a good force of strings to
balance its exuberant winds and drums, and
its savory joy of life gains expressive virility
when force is put behind its fortes. Its
three quick movements, under Mr. Marke-
vitch’s quick wand, are the most infectious
of the examples recorded. The allegretto,
interpreted severely, is too fast for its gentle
simplicity to imprint icself into memory as
less precipitate statements do. It must be
left to readers to determine if the rich gusto
of the rest does not compensate for this stain,
particularly in view of the robust sound,
distinct in bite alchough covered with a long,
warm reverberation. The Deccas coming
from Berlin are in obvious and gracifying

amelioration. C. G. B.
MOZART
Symphonies: No. 38, in D (“Prague”),

K. soy No. 39, in E-flat, K. 543
Philharmonic Symphony Orchestra of Lon-
don, Erich Leinsdorf, cond.
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WESTMINSTER 18116 1240
$3.98).

$4.98 (or

The record inaugurates a series without
precedent: the registration of the forty-one
symphonies of Mozart under the leadership
of one conductor. The inscription, "' Mozart:
Symphonies, Vol. XI," seems to promise that
the presentation will be in numerical order,
a kind of rationale hitherto pretty generally
despised in the recording of Mozart. It
will be good to be able to locate 2 wanted
symphony; and if the series remains as
laudable as it starts, it will be good to hear
the wanted symphony when it is located.

Mr. Leinsdorf, crue to the honorable tradi-
tion exposed in a number of excellent records
made for other companies, gives rauc direc-
tion to both symphonies, 38 and 39. so
different, on this first disk. They emerge
direce and clean, unmodified by idiosyn-
crasy or novelty except in the very careful
discrimination of instcrumental quality and
force. All the winds are arranged to he
clearly heard, with a resultant tapestry dap-
pled by new gleams and illustrative of little
adventures released from obscurity for the
first time on records. Like Dr. Reiner re-
cently, Mr. Leinsdorf takes the andante of
No. 39 at a quick clip; correct enough, but
indifferently expressive when compared to
a slower tread. No other exceptions to a
hirse-class performance, and none ro the de-
tivery of the Prague.

Eleven more records are to come, full of
thirty-nine more symphonies, and it is not
naive to believe that most of the sordid
spots visible now in the Mozart symphonic¢
product as recorded will have been erased
by the time the last is issued C. G B

NYSTROEM
The Merchant of Venice (‘Theatre Suite
No. 44); Songs at Sea

Stockholm  Radio Orchestra, Tor Mann,
cond. Aulikki Rautawaara, mezzo-soprano,
in the songs.

WESTMINSTFR 18147 12:1n
$3.98).

$4.98 f(or

Since we hear far too licdde music from the
Scandinavian countries, it is always good to
make the acquaintance of another composer
from the Northland. Gésta Nystroem, a
contemporary Swedish musician, is definite-
ly Nordic in his outlook, even though he
studied with such Gallic masrers as Vincent
d’Indy and Camille Chevillard. If one is to
judge from the works recorded here, he is
no striking creator like Sibelius or Niel.
sen; yet he manages to turn out effective
naterial, especially in the five atmospheric
Sungs at Sea. The Merchant of Venice suite is
4 bit lighter in texture, with an intentionally
ltalian flavor, but it makes very pleasing
histening too.  Neither the singing of the
Finnish mezzo-soprano Aulikki Rautawaara
she of the old Glyndebourne Figaro) nor
the conducting of Tor Mann is exceptional.
but the interpretations are sound and service-
able. P A

PEPUSCH-AUSTIN
The Beggar's Opera

(Members of speaking cast are hsred second
Carmen  Priccto (s) and Molly  Lawson,
Polly: Martha Lipton (ms) and Olive
Grege. Lucy: Marjorie Westbury  (ms).
Mrs. Peachum, William McAlpine (t) and
lan Sadler, Filich: Dennis Noble (b) and
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Norman Shelley, Macheath; John Can-
burn (b) and Ernest Jay, Lockit; Roderick
Jones (bs) and Ivan Samson, Peachum
Singers of the Argo Chamber Ensemble and
instrumental group, Richard Austin, cond
\WESTMINSTER OPW 1201. Two 12-in. $9.95

Like so many other fascinating eighteenth-
century things, The Beggar's Opera germi-
nated first in the strange, original, brilliant
mind of Jonathan Swift. As early as 1716
he let fall in a lecter to Alexander Pope
“what an odd pretty thing a Newgate
pastoral might be.”” Since Newgate was the
most notorious prison of the day, “odd”
may seem a more proper adjective than
“pretty.” And it is sure that when, in 1728,
the poet John Gay at last took up the idea,
what he brought to being was odder than
pretty and far closer to acid urban comedy
than to any sort of pastoral. Writing highly.
or lowly, vernacular dialogue and putting
his own words to familiar tunes (which
Christopher Pepusch harmonized), he ended
with a piece that was partly a venomous
topical satire on Walpole's government and
partly a parodistic spoof of the newly
popular Italian operas of Handeland Buonon-
cini, with highwaymen and whores standing
in for ministers and classic heroes and
heroines all alike.

The novelty was an immediate success in
London, with a run of some sixty-rwo per-
formances during its hrst season, and its
stage history on this side of the Atantic
goes back to the very beginnings. The
version recorded here (by Argo, released by
Westminster) is that of Frederick Austin.
“with new settings of the Airs and additional
music” by him. It had its premiére at the

Leinsdorf: thirty-uine Mozarts to come.

Lytic Theatre, Haminersmich, in 1920, and
ran for three-and-a-half years — or over
1,400 performances, not including fairly
regular revivals. The harmonizations are
not rigidly eighteenth-century, but they are
generally clean and unfussy (nine players
are listed in the recording credits, including
such notables as Leon Goossens and An-
thony Pini) and come about as close as
most of us are likely to get to a twentieth-
century counterpoise of the score as it was
meant to be heard.

The cuts, however, approach the drastic

a fact that ought be mentioned if for no
other reason than that The Beggar's Opera is
so notable a landmark in the history of
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English theater and is so often included with
full text and tunes in textbook anthologies.
From the very start there are substantial
verbal alcerations. Speech atter speech is
telescoped without mercy; and close to a
third of the specified airs are not to be heard.
while others are shifted about. All that re.
mains has character and to spare, but any-
one hoping for an urtext Beggar's Opera is
more than likely to be dissatisfied with what
Westminster provides.

The new issue, quite adequately engineered
in rather unvarying intimate perspective, is
decently sung throughout, bur rather less
well acted. And it suffers somewhat from
not very credible pairing of voices in sung
and spoken sections of certain roles; why.
for example, should lan Sadler as Filich
speak with a trace of what sounds like a
stage-Welsh accent while William McAlpine
as Filech sings standard British English?
Carping aside, one can honestly say that
Carmen Prietto sings often quite prectily as
Polly Peachum, and Martha Lipton (the
only American, I think, in the cast) carries
off her duties as Lucy Lockit very capably
(I almost wrote ““with honor’ a phrase
scarcely applicable to Lucy). The best of
the men singers is Roderick Jones, who
gives a strong, growly performance as
Peachum. As Macheath, Dennis Noble is a
disappointment — tight-voiced and mostly
undashing — and his speaking councerpare,
Norman Shelley, despite a certain style,
manages to sound distressingly like George
Sanders playing an English bounder in a
Hollywood film.

The instrumental ensemble is very good
indeed, and Richard Austin sets live tempos.
Even with cuts in the salty dialogue, even
with numbers missing. this is always en-
tertaining ballad-opera; and so, with reserva-
tions, recommended.  Full text of the ver-
sion used (if deviated fram on occasion) is
supplied T H. Jr

PLANQUETTE
Les Claches de Corneville

Louis Musy (b), Gaspard; Ernest Blanc (1),
Le Marquis; Colette Riedinger (s), Ser-
polette; Huguette Boulangeot (s), Ger-
maine; and others. Chorus and orchestra,
Pierre Dervaux, cond

LONDON TW 9t114/15. Two 12-in. $9.96

Where French opéra-comigue is concerned.
the more things change the more they re-
main as they are. Old-fashioned and melo-
dramatic as the plot of Les Cloches de Corne-
ville may seem today. exactly the same sor
of plot — changed possibly oaly as o
locale — may be found in the pieces now
playing at the Mogador or Chatelet theaters
in Paris today. But what these mo.lern pieces
lack is the sort of robust, runeful score
Robert Planquette provided for Les Cloches
If it sounds a titrle dated now, what can one
expect after eighty years? That it offers a
bevy of fine tunes, some rousing choruses,
and even some dJramatic music cannot be
denied.

It needs real singing, and fortunately that
is exactly what it gets from this cast of out-
standing operetta artists. Colette Riedinger,
probably the finest performer in this field
in Paris today, is a superh Serpolette, sing-
ing with charm and style, a combination
rather rare in the modern French theater.
The Marquis of Ernest Blanc is manly and
attractive, and Louis Musy as the miser
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Gaspard is always convincingly villainous.
The whole performance is notable for its
fine style, and a good deal of credit goes to
Pierre Dervaux for his brisk direction. The
sound, a trifle on the dry side, is well for-
ward and clean. If you are interested in
what a certain A. Mortier wrote about the
work in 1877, you will find it (in French)
on both record sleeves. You won't find
any text, either in English or French, nor
will you discover anything about the ploc.

L F L

RAMEAU
Lustrumental Music

Ruggero Gerlin, harpsichord; Jean-Pierre
Rampal, flute; Roger Albin, cello; Ensemble
Orchestral de L'Oiseau-Lyre, Louis de Fro-
ment, cond.

OISEAU-LYRE 50080/84. Five 12-in. $24.9¢

Complete Harpsichord Works

Robert Veyron-Lacroix, harpsichord.
WESTMINSTER WN 3303. Three 12-in. $14.85

The instrumental works of Rameau consti-
tuce a relatively small portion of his outpur.
Of pieces for solo harpsichord there are
three sets, published in 1706, 1724, and be-
tween 1727 and 1731 respectively, plus an
individual composition — La Dauphine
and five transcriptions. The first of the sets
does not contain much of outstanding in-
terest, but the other two include some re-
markable works which are marked by a
noble elegance and (despite the profuse
ornamentation characteristic of French harp-
sichord music of this period) a clarity and
conciseness of facture.

They are well played in both albums. It
Gerlin's phrasing is more sensitive, Veyron-
Lacroix achieves more contrast in tempo and
in color. The Westminster recording is
brilliantly alive and clear. In the Oiseau-
Lyre, despite its softer quality, the noises
made by the harpsichord mechanism are
plainly audible, though they are not in the
other.

In addition to the solo harpsichord music.,
the Oiseau-Lyre album contains the rest of
Rameau’s instrumental works — the five
Piéces de Clavecin en Concerts, which are suites
for harpsichord, flute (or violin), and viol
or a second violin (here a cello). These are
mostly in three movements in the order
fast-slow-fast.  They are, surprisingly for
this often grave composer, predominantly
zay and lighthearted. There is also a set of
six string sextets; five of these are transcrip-
tions of che trios just mentioned and the
sixth is a transcription of some of the solo
harpsichord pieces.  These transcriptions
are probably by someone other than the
composer.

The Westminster album is an unusually
handsome one and contains an illustrated
booklet of notes by Philip L. Miller. N. B

RANGSTROM
King Eric’s Songs; Divertimento elegiaco —
See Alfvén: Midsommervaka.

RAVEL
Le Tombean de Couperin — See Couperin:
Keyboard Music.

SCARLATTI
Sonatas, Vol 14

Fernando Valent, harpsichord.
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WESTMINSTER 18153,  12-in.  $4.98 (or

$3.98).

At least eight of the dozen pieces in this
volume are out of Scarlatti's cop drawer, and
the other four are by no means negligible
Once more Valenti has varied his selections
cleverly, giving us such works as the tem-
pestuous sonata in G, Longo 81; the lictle
pastoral scene in the same key, L. 79; the
grand improvisation in D minor, L. 67;
the poetic and racher elaborately constructed
piece in A, L. 222; and the melancholy pas-
sion of the one in A minor, L. 392. His
playing, too, seems to have gained in variety:
there is more delicacy and nuance here than
in some of the earlier volumes. N. B.

SCHOENBERG
Pierrot Lunaire

Ethel Semser, vocalist; Virtuoso Chamber
Ensemble, René Leibowitz, cond.
WESTMINSTER 18143. 12:in
$3.98).

This is the most beautiful Pierrot Lunaire |
have ever heard; in fact, it is more beautiful
than [ thought Pierrot Lunaire could be.
thanks to a superbly sensitive interpretation
and an equally sensitive recording. Semser
indulges in no screaming, explosions, or
breathy scoops; she explores all the hair-
drawn subtleties of the Schoenbergian
Sprechstimme with magnificent skill and pene-
tration, and the parallel subtleties of the
instrumental fabric are handled with equal
mastery by her collaborators. A great pro-
duction in every respect, down to and in-
cluding the provision of the text in Gerinan
and English. A L

$4.98 (or

SCHUBERT
Fantasy in F minar, Op. 103 — See Brahms:
Hungarian Dauces.

SCHUBERT
Sonata for Piano, No. 21, in B-flat
Landler, Op. 171

Leon Fleisher, piano.
COLUMBIA ML 5061, 12-m1. $3.98.

A delicate wizardry of startling digitation

a mechanism of nimbleness with the effort
concealed — will by itself carry this pianist
up and up to that curious heaven-on-earth
imperiously ordained by adulating women
at afternoon recitals in the big halls. There
are higher heavens; and these are reached
through sterner efforts whose results may be
clumsier. The ultimate delicacy is achieved
in Schubert's ultimate marvel for the piano.
and it obtrudes like a courtier’s rapier into
the fight at Bastogne. The problems are
made pianistic, and all this skill seems un-
comfortably superficial after the records ot
Messrs. Kempff, Wiihrer, and Aitken.

The Léndler too have been scrubbed in
the same limpid cool waters, giving the
effect of a painted empty smile intent on
not cracking.  Great promise applied to s
work too great, now; but music-lovers are
urged to hear Mr. Fleisher's subsequent
records, whatever their music may be. in the
expectation that after the initial flash the
pianist will get at the core. Good sound it
the volume is kept low C G B

SCHUBERT

Symphony No. 3, in D — See Moazart
Symphony No. 34.
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SCHUBERT
Symphony No. 3, in 1) — See Bruckner:
Symphony No. 8.

SCHUBERT
Symphony No_ 6, in C

BBamberg Symphony Orchestra, Joseph Keil-
berth, cond.

TELEFUNKEN LGM 65026. 10-in. $2.98.

This is a delectable lictle record, and a revela-
tion in the purity with which it presents the
flute and the horn. These ears have never
heard reproduction of those instruments in
more convincing sonance.

However, a proviso must be submitced.
that the reproducing apparatus be gauged
to the record. Only one speaker.system
out of several tried with this record could
bring out a full succulence of the juices
therein. Telefunken put them there; and if
they cannnot be extracted, the failure is
nor the record’s. It is a very good record
in any reproduction, a jaunty performance —
notwithstanding nice precision — of one of
the most delectable symphonies ever com-
posed, with a very clear and positive es-
tablishment sonically of the values of the
small orchestra for which it was written.
Less regularity in the finale would have
been an improvement, but the record is
emphatically the preference among five ver-
sions. C. G. B.

SCHUMANN
Carnaval, Op. 9; Kreislerizna, Op. 16

Geza Anda, piano.

ANGEL 39247. 12-in. $4.98 (or $3.48).

These two sets of unabashed romancic ex-
travaganzas probably combine immediacy
and durabilicy of appeal more strikingly
than any other pair of works in Schumann’s
creation for the piano. This is their first
union on one disk, nearly an hour of bright
and supple fancy.  Authoritative piano-
sound, rich and distinct, as good as any
Angel has produced, bears performances in
which considerable freedom of expression is
concealed within a calculated neatness of
plan. The fantasies emerge complete and
convincing, but unsullied and particularly
vivid in the riddance of irrelevant pianistics.
The pianistics are in fact here in quantity,
but each little sketch of Schumann’s has
been accorded an individual style to endow
it with an indelible outline. There is actually
some of the formal sense of classical varia-
tions in this nevertheless stoutly romantic
projection of twenty-nine highly colored
tales. Remarkable. C. G. B,

SCHUMANN

Davidsbiindler Dances, Op. 6

Sonata for Piano, No. 3, in I’ minor,
Op. 14

Friedrich Wiihrer, piano.

Vox pL 886o. 12-in. $4.98.

The sprawling, prolix, and inflated F minor
Sonata gives little stabs of real interest in
material least relevant to the wavering
linearity by which Schumann admicts his
discomfort in the sonata form of a more
positive age. Perhaps a looser style of play
than Mr. Wiihrer's could be more telling,
but the literalism practised infuses a bright-
ness of irony into its clarification of perspec-
tive, which a more fanciful translation could

Continued on page 70
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NEW RCA VICTOR STEREOPHONIC TAPES

Here are six brilliant additions to RCA Victar's
fast-growing catalog of exciting Stercophonic
tapes. Sce the Record Dealer nearest you and
ask to hear yaur favorites soon. Yourll find the
music you wunt pcrl'nrmcd by the world's
greatest artisis in “New Orthophonic™ Sound

truest High Fulclm ever achieved! All RCA
Victor tapes are dual-track on 57 and 7” recls,
and are recorded at 7L2” per second.

STEREOPHONIC TAPES

For use on stereophonic reproducing syslem con-
sisting of two identical Lh.mncl Albums with
designations ending in letter **S™ are for use on
reproducers  with in-line  (or stacked) head
Albums with designations ending in letter 1

are for use on reproducers with displaced (or
staggered) heads.

NEW RELEASES

“PATHETIQUE" SYMPHONY (Tchaikovsky) Bos-
ton Symph. Orch.. Monteux, Cond. GCS-§
GCSD-5 $18.95

SYMPHONIE FANTASTIQUE (Berlioz) Boston
Symph. Orch.. Manch, Cond. GCS-6,GCSD-6

$18.95

SYMPHONY NO. S (Beethoven) Boston Symph.

Orch., Munch, Cond. ECS-7/ECSD-7 $14.95

CONCERTO NO. 1 (Tchaikovsky) Gilels: Chicago

2ymp5h. Orch., Reiner, Cond. ECS-8/ECSD-8
14.9

TRA (Bartok) Chicago

TO FOR C
Symph.  Orch., Reiner, Cond. ECS-9/ECSD-9
§14.95

Don’t neiss these RCA VICTOR Monaural Tapes. ..
finest, most com plete selection of Pre-Recorded Tapes in the world today!

For use on conventional tape recording systems
consisting of a single record track for sound.
Asterisk (*) preceding title indicates S-inch recl.
*AURORA‘S WEDDING BALLET SWITE (Complete)
(Tchaikovsky) Stokowski Symph. Orch. BC-1
SK.95
SYMPHONY NO, S
Symph. Orch. DC-
*DON QUIXOTE (R..\l } Boston Symph. Orch.,
Munch: Piatigorsky, 'Cellist. BC-3 $5.95
““EMPEROR CONCERTO (Hctthoven) Horowits:
RCA Vicior Symph. Orch.. Reiner. Cond. BC-4
S84S5

VICTORY AT SEa ¢ Rodgers) l\hmb‘.r\ u( \H(
Symph. Orch., Bennett, Cond. €C-5 §
CONCERTO NO. 2. IN B-FLAT. OP. 83 (Ilrahmsl
Rubinstein: Boston Symph. Orch., Munch, Cond.
CC-6 $10.95

SUNEW WORLD" SYMPHONY (Dvorik) Toscanini
and NBC Symph. Orch. BC-7 $8.95

SYMPHONY NO. 1, IN C MINOR (Brahms)
canini and NBC Symnh. Orch. CC-8 $10.95

(1 ¢ hnku\ shy) Stokowshki

Tos-

May 1956

*SYMPHONY IN D MINOR (Franck) Robin Hood
Dell Orch. of Phila., Leinsdorf, Cond. BC-9 $8.95

CONCERTO IN A MmINOR (Grieg); Concerto No.
1, in G Minor (Mendelssohn) Robin Hood Dell
Orch. of Phila,, lun<durf Cond.. Dorfmann,
Pianist. DC-10 $12

"RHAPSODY IN BLUE (Gershwind: Grand Can-
von_Suite--Excerpis t(nrul‘) Winterhalter Orch.; 5
Janis. Pianist. BC-11 $&.

SWAN LAKE (I‘ch;nkms _\-) Philharmonia Orch.,
Irving, Cond. DC-12 $12.95

LES SYLPHIDES (Chopin) Orch, of the Royat
Opera House. Covent Garden.  lrving, Cond.:

English 1Jances (Arnold) Fhe Philharmonia Orch.,

Irving, Cond. CC-13 $10.95

GAITE PARISIENNE (Offenhach); I es Patincurs
«Meyerbeery Boston Pops Orch., Ficdler, Cond.
DC-14 $12.95

CONCERTO NO. 1, IN D MINOR (Bralims) Rubine
stein: Chicago Symph. Orch., Reiner, Cond. CC-
15 $10.95

PICTURES AT AN EXH!BITION

(Moussorgsky=

www americanradiohistorv com

“JUPITER’* SYMPHONY { Movsart) Chicaga Symph.
Orch., Reiner, Cond. DCS-10 BCSD-10 $12.95

PREVIOUSLY RELEASED

ALSO SPRACH ZARATHUSTRA (R. Strauss) Chi-
;‘agn Symph. Orch., Reiner. Cond. ECS-1 'ECSD-1
14.95

EIN MELDENLEBEN (R. Struuss) Chicago Symph.
Orch., Reiner, Cond. FCS-2/FCSD-2 $16.95

CONCERTO FOR JAZZ BAND AND SYMPHONY OR-
shermann) Chicago Symph. Oreh.
negan  Orch.,, Reiner, Condi Bon

Si ss } Chicago Symph. Orch., Reiner,
Cond. ECS-3/ECSD-3 $14.95

VIOLIN CONCERTO IN D (Brahnin) Heiterz: Chi-
cago Symph. Orch.. Reiner, Cond, ECS-4, LCSD-4

$14.95
Ravely: Psyché and Eros (Frunck ) Toscanmi
and NBC Symph. Orch. CC-16 $10.95

MUSIC FOR DINING: Diane, 8 others. Mclachrino
Strings CP-1 $10.95

"MUSIC FOR RELAXATION: Star Dust, 9 others.
Melachrino Strings. BP-2 $8.95

"MUSIC FROM HOLLYWOOD - THEME MUSIC FROM
GREAT MOTION PICTURES: ngh Noon. 9
others. Al Goodman’s Orch. BP-3 $8.9

*INSIDE SAUTER-FINEGAN: Four Hmsemcn. 12
others. BP-4 $8.95

THE GREAT MUSIC THEMES OF TELEVISION:
Meluncholy Serenade. 11 otkers. Winterhalter's
Orch. CP-5 $10.95

PASSION IN PAINT: Mona [ isa,
Orch, CP-6 $10.95

"SOFT AND SWEET: lhere Is No Greater Love,
1t n(ln-r\. The [Fhree Suns with String Orch.
BP-7 $8.

‘st 'roo MUCH: All the Thmgs Yun Are, 11
others. tal Schaefer rio. BP-8 $8.9

11 others. René's

RCAV/ICTOR

National Advertised Prices — optional
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RECCHRDS

not do. In the Davidsbindler, where the
composer returns to the kind of disjointed
short narratives nearest his genius, a scurry-
ing, soaring, nervous fancy is needed and is
not supplied by the pianist. Worthiness 1s
regrettably too often dull. Room-flling
reproduction, close to the listener and of
good accuracy, best with a substantial
measure of volume and a capacious room to

be filled. C. G. B.

SCHUMANN
Etudes symphoniques, Op. 13;
zenen, Op. 15

Kinders.

Paul Badura-Skoda, piano.
WESTMINSTER 18138, 12-in.
$3.98).

$4.98 (or

Schumann wrote five extra variations tor
his Symphonic Etudes that were published
posthumously. Although four of the five
(Nos. 1, 2, 4, 5) are comparable to the origin-
al set in quality, they are seldom performed.
Mt. Badura-Skoda has worked the four men-
tioned into the scheme of the études for
this recording. In addition ro this valuable
bonus, the performance is a good one —
technically brilliant, with attractive readings
of many phrases, though somewhat light-
weight dramatically and lacking in breadth.

The Kinderszenen are completely satisfac-
tory — tender, warm, guileless. Few pian-
ists have captured so well the childish
pomposity of Impoertant Event or the hushed
drowsiness of Child Falling Asleep.  Only
Clifford Curzon's version seems superior
as a whole; without sactificing the innocence
of the music, he shapes the appealing Schu-
mann phrases with an extra degree of ex-
pressiveness that Mr. Badura-Skoda may
achieve when he is Mr. Curzon's age. R. E.

SCHUMANN
Noveletten, Op. 21

Jacqueline Blancard, piano.
LONDON LL 1266. 12-in. $3.98.

This is the first LP of an obviously diarian
set of eight pieces scintillant with romantic
notions. It always gives an impression of
disorder — although each section can be
reconciled with an existing form —— through
its recurrent display of sudden staccato in-
trusions. It is perplexing because we sense
pictures hidden behind and cannot identify
them. Miss Blancard releases a high-grade
pianism which lacks only color to make it
altogether laudable; but the powerful, close
recording requires considerable volume for
good reproduction, and when we have ob-
tained that reproduction, undeniably ac-
curate, we find the closeness inimical to
suavity and contrast, We demand the oc-
casional relief of a true piano. Itis interesting
and suggestive that a record technically so
good can be so uncomfortable,  C. G. B

SHOSTAKOVICH
Preludes and Fugues, Op. 87 (in part)

Dimitri Shostakovich, piano.
CONCERT HALL CHS 1314, 12-in. $4.9%

Opus 87, composed in 1951, would seem
to be Shostakovich's finest composition fur
piano solo. Unfortunately only seven of its
twenty-four preludes and fugues are pro
vided on this disk; we could easily take them
all, especially when recotded by the com
poset himself.

This work tends to confirm the widely
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held theory that Soviet composers play safe
in their large-scale things for general con.
sumption, but let themselves go in music
of more intimate character. At all events,
the preludes and fugues are studies in style
and structure, and in the relationship of the
two; they rely on none of the familiar Shos-
takovich formulas, but reveal the searching.
experimental side of this composet’s nature
at its strongest. The recording is good, the
performance colossal. A F

SMETANA
The Bartered Bride (excerpts

Hilde Zadek (s), Marie; Hans Hopt (1),
Hans; Otto Edelmann (bs), Kezal. Vienna
Symphony Orchestra, Wilhelm Loibner,
cond.

EpiC LC 3181. 12-in. $3.98.

In his accompanying notes for this set of
excerpts, Geotge Jellinek rightly observes
that “'in spite of the impression one might
gain from some performances, rhis work is
no Bohemian 'Opera Buffa,’ and any em-
phasis on low comedy and gross vxaggera-
tions will distort the author's intentions.”
Another way to distort the captivating score
is to treat it as anything less than the master-
piece it is. Jellinek points out that Dre
verkaufte Braut is a repertory staple in Ger-
many and Austria. Perhaps even in Vienna.
as somectimes here, a repertory staple may
lose its freshness. In this country it has
become customary for the frequent revivals
to be presented in English, and recordings
made in Prague have given us the oppor
tunity of getting used to hearing it in the
original Czech, which has a wonderfully
amusing sound even for those of us who
don’t understand it. At this point I don't
think the heavier German helps the music
much.

Hilde Zadek, with her fine natural equip-
ment, hasn’t the vocal finesse to make a
character of Marie (Marenka), and Hans
Hopf treats the role of Hans (Jenik) as
though it were Siegftied. Ouo Edelimann,
who should be a good Kezal (Kecal),
enters into the spirit of the occasion and
gives with all his lung power. Perhaps the
major responsibility rests with the conduc-
tor, who — to put it in the most chatitable
way — appatently has no Czech blood in

his veins. P. L. M.

SMETANA

Quartet No. 1, in E minor ("Lrom My
Life")

tGlazunov: Five Novelettes, Op. 15

Hollywood String Quartet.
CapiTOL P 8331. 12-in. $3.98.

This disk is especially welcome, since 1t
offets the first completely satisfying per-
formance and recording of the rich-hued
powerfully dramatic Smetana quartet From
My Life — a sort of poor man's Ein Helden
leben, but often more easily and pleasantly
digested. The Hollywood foursome, cer-
tainly one of the best quartets on records,
plays this music for all it's worth, and their
efforts have been reproduced with excellent
fidelity. The Glazunov pieces are charming
miniatures in a somewhat lighter vein, and
are also admirably performed P A

STRAUSS, JOHANN, JR.
Piano Miscellany

Artist's Life; Die Fledermaus: Wine, Women
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and Sonmg (all arranged by Godowsky)

Treasure Waltz (arr. by Dohnanyi). Pizzr-
cato Polka (arr. by Schulhof)

Edith Farnadi, piano.

WESTMINSTER 18064. 12-in.  $4.98 (or

$3.98).

One of the chief contributors to the reper-
toire of piano transcriptions and paraphrases
was Leopold Godowsky, who loved to elabo-
rate pieces with a special kind of chromari-
cization of the harmony until everything he
touched sounded alike. The tesults make
display pieces of considerable charm, even
when they do great violence to the original
music, as in the case of eighteenth-century
keyboard works. The Godowsky treatment
also set a trend that has continued to this
day — for his style of decoration is still
prevalent in a lot of arrangements to be
heard in concert halls and night clubs.
particularly where two pianos are concerned.

Miss Farnadi has a real flair for these
works, as she does for Liszt's (with which
they have much in common). She does not
lose sight of the basic tunes and dance
thythms, but she handles the decorative
material with great delicacy, color, and ap-
propriate capriciousness. Even when the
technical difficulties confound her briefly.
she never loses her verve. Many listeners
should find the record good sport.

This Strauss collection lacks one of the
most famous pataphrases — the Schulz-
Evler one on the Blue Dunube waltz. Most
of it can be found done to a turn by Josef
Lhevinne on arecent Camdenreissuc. R.E.

STRAUSS, JOHANN I1
Waltzes

Emperor Waltz: Roses from the South: On the
Beautiful Blue Dannbe; Voices of Spring

Philharmonic Symphony Orchestra of Lon-
don, Artur Rodzinski, cond.
WESTMINSTER W-LAB 7026. 12-in. $7.50.

Of the recordings of Strauss waltzes that |
know, Aaton Paulik’s on Vanguard have
always seemed to me to stcer the happiest
course between Viennese sentiment and
musical sensitivity. But now Artur Rod-
zinski comes close to displacing Mr. Paulik
in my affections, for he shows a similarly
scrupulous regard for tone, balance, and,
above all, thythmic precision in these gener.
ally carelessly played works. A few of his
tempos atre brisker than Paulik’s, making the
music less graceful but more danceable.
The orchestra enters into the Viennese spirit
with a wonderfully crisp style, and the sound
is fabulous in its range and clarity. The
dreamlike, murmurous opening of the Blue
Danube is as delectable as anything I know
on records. R E

STRAUSS, JOHANN 11
Der Zigeunerbaron (excerpts

Uta Graf (s), Hedda Heusser (s), Rita Pich
(s), Hans Rudolf Kaltenbach (1), Albert
Kunz (1), Karl Pistorius (b), Mathias
Schmide (b), and others. Radio Zurich
Chorus and Orchestra, Walter Goehr, cond
MusICAL MASTERPIECE SOCIETY M 130
op r2. Two 10-in. $3.78

By the simple expedient of climmnaung all
the spoken dialogue and a few musical
measures of little importance, Musical Mas
terpiece Society has produced a “concert

Continued on page 72
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“NO, MARK ANTONY, DEFINITELY NOT TOO MUCH SFORZATO!”

Obviously Cleopatra is lislening 1o a WESTMINSTER
record. Only wesTvinsTER has*Natural Balance”.. . and
what else reveals every nuance with such clarity! And
with such emotion. For

“NATURAL BALANCE" IS ELECTRONICS...PLUS

Not mere reproduction, it is re-creation. 1t is musical
mind and heart, as well as machine. So it attempts the
recording “impossible”...and achieves it.

That is what has made WESTMINSTER “the record in high
fidelity™...the record audio manufacturers themselves
play to demonstrate their equipment!

NaTURat saianct

onry WESTMINSTER

i
HAS “NATURAL BALANCE" .
estnundler,

Jl / Hear Boult's Suppé Overtures...in “Natural Balance”
M I’robably never, cven in live concert, have you heard the opening brass fan
fare of the ‘Light Cavalry’ with such sharp-honed clarity. This brilliance,
fer-d throughout the rcf‘ord. made it the sensation of the Washington Fair. Ask
¥ e vour dealer for W-[.AB 7033 in the Westminster Laboratory Series: Sir
: oy o Adrian Boult conducting the ’hiladelphia Promenade Orchestra in favorite
E;L Suppé overtures.
B . e
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version'' of Johann Strauss’s melodious
operetta which is certainly worthy of respect.
There is no point in comparing it with the
complete recording on London, but this
one has merits of its own, chiefly the sensi-
tive and persuasive work of Uta Graf as
Safh, some free-wheeling tenoring by Al
bert Kunz as Barinkay, and the delightful
vocal clowning of Karl Pistorius as Zsupan.
Add to these a well-balanced and vigorous
performance under the skillful guidance of
Walter Goehr, good chorus work, and ade-
quately clean sound, and you have an ex-
tremely attractive recording at a most reason-
able price. Let's add a word of thanks and
appreciation for the complete text, in both
German and English, which this company
supplies wirh che album. J E 1

STRAUSS, RICHARD
Don Juan, Op. 20; Till Eulenspiegel, Op. 28

Philharmonic Symphony Orchestra of Lon-
don, Artur Rodzinski, cond.

WESTMINSTER W-LAB 7016. 12-in. $7.50.

How sutprising, one thinks, that the West-
minster Laboratory Series has allocted until
now no record to the munificent orchestra-
tion of Richard Strauss. Where else such a
fertiliry of brawling brilliance? Such a
thunderous hullabaloo of crafty voices?
And then one thinks, not so surprising.
The sonic pre-eminence of this series is
nor evinced so much in tumule as in order
and, above all, purity. Indeed a certain dy-
namic restriction is deliberately enforced
upon these records in order to promote
dynamic regularity and minimize distortion.
A wider orchestral sweep can be obtained
from other records of Till and Don Juan:
and to satisfy the soul with the full crash of
climaxes, the volume must be higher than
usual, which will distend a lictle more che
pianos, already a little louder by design than
on most records.

A Furtwingler disk (RCA Victor LMV
19), with both Ti// and Don Juan plus a pair
of Weber overtures, can thunder a greater
crash of finality and is in every way estim-
able; but this Laboratory record carries the
special eloquence of the series in the trans-
parent distinctness of rhe instrumental
characteristics, all the instruments there and
audible. More subsidiary detail can be heard
from this disk than from all the other Tills
and Don Juans combined, and the timbres
have an immaculacy of imprint invaluable
to the revelation of strong and subtle colors.

It may be that the conductor is a lictle
intoxicated with the superb delincation and
tone of his orchestra, the suave strings, the
seductive solo violin, in Den Juan, where
the erotic episodes are long fondled, and
maybe it is right that he should be. At any
rate, Ti// has a performance of deftly regi-
mented, energetic, scalawaggery, no ras-
cally trick lost in its most masterly record-
ing. Encased, of course, in the luxurious
triple layer of this series, with that wonder-
ful zipper. C.G<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>