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NEW!

TOSCANINI

FOR STEREO FANS!

Three immortal recordings by Arturo Toscanini and the NBC Symphony have been given new tonal
beauty and realism by means of a new RCA Victor engineering development, Electronic Stereo
Reprocessing (ESR). As a result of this technique, which creates stereo characteristics electronically,
the Toscanini masterpieces emerge more moving, more impressive than ever before. B With rigid
supervision, all the artistic values have been scrupulously preserved. The performances are musically
unaffected, but enhanced by the added spaciousness of ESR. W Hear these historic Toscanini
ESR albums at your dealer’s soon. They cost no more than the original Toscanini monaural albums,
which are still available. Note: ESR is for stereo phonographs only.

Ask your dealer about the Compact 33, newest idea in records, on RCA“CTOR
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It’s all Empire—from the remarkable 208 belt-driven 3-speed turntable—so quiet that only the sound
of the music distinguishes between the turntable at rest and the turntable in motion . . . to the famed
Empire 98 transcription arm, so perfectly balanced that it will track a record with stylus forces well
below those recommended by cartridge manufacturers. A handsome matching walnut base is pro-
vided. And, although we leave the choice of cartr:dge up to you, we can't help but recommend the
Empire 108, the first truly compatible mono-stereo cartridge. The empire 108 in the 98 arm tracks
superbly at 114, grams. The price of this magnificent playback system, less cartridge, $145.50.

‘e troubador

audio empire

1075 Stewart Ave., Garden City, N. Y.
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STANTON Calibration |
Standard: Model 381 —
An ultra-linear professional pickup
for recording channel calibration,
radio stations and record evaluation
by engineers and critics...from
$48.00

[T
Collectors Series: Model 380—A pre-
cision pickup for the discriminating
record collector... from $29.85
Pro-Standard Series: MK II—A pro-
fessional pickup outstanding for
quality control...from $24.00
e,
', .
Q\
~
StereoPlayer Series: Stereo 90 —
A fine quality stereo magnetic pick-
up for the audiophile...$16.50
more for everyone...more for every appllcatlon
. .. 8O much more for everyone . .. for every
s 'y J ’
application ... in the complete line of Stanton
Sterco Fluxvalves.
)
Hecre is responsible performance ... in four superb !
models ... for all who can hear the difference.
From a gentle pianissimo to a resounding ~w
crescendo-—every movement of the stylus reflects a
quality touch possessed only by the &

Stereo Fluxvalve.

LISTEN'...and you will agree Pickering has more
for the best of everything in record reproduction
—mono or sterco, More Output-More Channel
Separation-More Response—-More Record Life!
In short ... more to enjoy. .. beccause, there’'s more
quality for more listening pleasure.

Ask for a Stanton Stereco Fluxvalvex
demonstration at your Hi-Fi Dealer today!

FOR THOSE WHOP CAN HEAR THE DIFFERENCE *U.S. Patent No. 2.917.590

. . ’
@ Ickerl“g Send for Pickering Tech-Specs—a handy guide for planning
NEW YORK

PICKERING & CO.. INC., PLAINVIEW, a stereo high fidelity system ...address Dept. A3l

STERED FLUAVALVE, STEREOPLAYER, COLLECTORS SERIES, PRO.STAHDARD SENIES, CALIBRATION STANDARD ARE IRADEMARKS USED TO DENOTE THE QUALITY OF PICKERING COMPANY, INC. PRODUCTS.
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Wooden pilasters in Vienna can affect the sound
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KT-600A PROFESSIONAL STEREO CONTROL CENTER

KT-600A In Kit Form 79 50 LA-600A Completely Wired
* 134.50
5.00 DOWN -

Response 5-40,000 cps = 1 dh.

Precise ‘‘Null” Balancing System

Unique Stereo and Monaural Control Features
Concentric Input Level Controls
Easy-To-Assemble Kit Form.

Sensitivity 2.2 mv for 1 volt out. Dual low impedance
‘‘plate follower'' outputs 1500 ohms. Less than .03%
IM distortion; less than .1% harmonic distortion. Hum
and noise 80 db below 2 volts. 14x10%sx4Y2". Shpg.
wt., 16 Ibs.

THE REMARKABLE KT-650 FM TUNER KIT
LT-650A Completely Wired

79.95

® Virtually Distortionless Performance—Less
Than .15% Distortion at 100% Maodulation

® Sensitivity 3 uv for 30db of Quieting
® Response = V>db 15-35,000 cps
® Variable AFC

Professional FM Laboratory Standard Perform-
ance — Circuitry employs a low noise front
end with triode mixer plus double tuned dual
limiter and wide band Foster Seeley discrim-
inator. IF and Discriminator coils are factory
prealigned—permits playing the tuner as soon
as assembly is completed. Printed circuit board
and famous Lafayette instruction manuals make
kit building a pleasure. 14x58Hx11"D. Shpg. wt.,
132 Ibs.

lNEW! KT-550 100-WATT BASIC STEREO AMPLIFIER KIT

KT-550 In Kit Form ’34 50 LA-550 Completely Wired
.

5.00 Down ] 84°50

Made in US.A,

kt-650¢r 5 4. 850

5.00 Down

Made in U.S.A.

Rated at 50-Watts per Channel

Response from 2-100,000 cps, 0, -1db at 1-watt
Grain Oriented, Silicon Steel Transformers
Multiple Feedback Loop Design

Easy-To-Assemble Kit Form

new ‘‘Laboratory Standard” duval 50-watt amplifier
guaranteed to outperform any basic stereo amplifier
on the market. Advanced engineering techniques plus
the finest components ensure flawless performance.
Distortion levels so low they are unmeasurable. Hum
and noise better than 90 db below 50-watts. Complete
with metal enclosure. 9%x12%2”D. Shpg. wt., 60 Ibs.

KT-500A FM-AM STEREO TUNER KIT

KT-500A 1n Kit Form 74 50 LT-50A Completely Wired
']
5.00 Down ]24'50

® Multiplex Output for New Stereo FM

® Armstrong Circuit with Dual Limiters and Foster-
Seeley Discriminator

® Extreme Sensitivity and Wide Frequency Response

® Easy-To-Assemble Kit Form

Separate FM and AM tuning sections, each with its
magic eye. FM: automatic frequency control, 2 micro-
volts sensitivity for 30 db quieting, frequency response
20-20,000 cps *V2 db, full 200 kc bandwidth. AM:
efficient broadband circuitry, built-in antenna. Two
printed circuit boards make wiring simple. 13%x1034x
412", Shpg. wt., 22 |bs.

>eo0000

Made in U.S.A.

Made in U.S.A.

The NEW 1961 Lafayette
Electronics Catalog No. 610

Lafayette Radio, Dept. WCI1-1
Name .
Address

P.0. Box 190, Jamaica 31, N. Y.

2 A DI O NEW YORK 13,N.Y. l BRONX 58, N.V. | NEWARK 2, N.J.
JAMAICA 33, NEW YORX PLAINFIELD, N.J. | PARAMUS, N.J. [ BOSTON 10, MASS
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AUTHOR tatively Speaking

Regutar readers of the New York Times's
music columns are noting more and more
frequently of late the by-line of Eric
Salzman. They no doubt deduce that an-
other bright young critic has entered on
the musical scene. They deduce quite cor-
rectlv. Mr. Salzman, still a safe distance
on the near side of thirty, started train-
ing for his present carcer a good many
years ago. beginning with violin fessons
at age seven and going on to piuno stud-
ies and private classes in musical theory
und composition. (How he managed on
the side a high school varsity letter in
basketball. we don’t know—but it's a fact
he did)) An A.B. from Columbia, gradu-
ate work at Princeton, and a Fulbright
Fellowship for study in Rome fol-
lowed. Also teaching. Also conducting.
Also performing. And writing about mu-
sic and musicians, of course. This month
Mr. Salzman gives us (p. 30) a disquisi-
tton on recording halls here and abroad.

Jack Arthur Somer, whose “Toscanini in
Stereo™ appears on p. 40, holds at RCA
Victor the post of administrator for au-
dio coordination. A graduate of CCNY
with a degree in mechanical engineering.
Mr. Somer was previously employed at
RCA’s Indianapolis development labora-
tories. When he could manage to extri-
cate himself from the fascinating cxperi-
ments going on there (and we all know
scientists” devotion to duty), he acted in
his spare time as assistant to Edwin Bilt-
cliffe, director of the Indianapolis Sym-
phonic Choir. As a matter of fact, Mr.
Somers has had a more than casual in-
terest in music ever since he started tak-
ing piano lessons as a small boy: he
himself is now giving private instruction
to several adult beginners and, together
with a fellow Victor staff member, is
engaged in composing a three-act opera.

[.ondon-born Edward Lockspeiser, author
of “The Mixture That Is Mithaud™
(p. 42), has made his reputation largely
as an authority on French music, espe-
ctally the work of Debussy. (In recog-
nition of his services in this connection
he was made in 1948 an Officer of the
French  Academy.) His latest  book
will  be published in this country
next year, to coincide with the Debussy
centenary. Mr. Lockspeiser is also known
as composer, conductor. author of The
Literarv Clef—an anthology of the writ-
ings of French composers from Berlioz
to Satie. and lecturer. Recently he visited
the United States to speak at a number
of Eastern universities.

Our frequent contributor Alan Wagner
(his current appearance in these pages is
as author of “Sometimes Look Beyond
the Stars.,” p. 44) claims that nothing
new has happened to him recently. The
changes in his existence, he writes, are
more of degree than of kind. (Being all
in favor of a quiet life. we think this is
fine.) Mr. Wagner now bears a more im-
posing title at a New York advertising
agency; he fInds that these days his radio
program on WNYC consumes more and
more of his time; and he suddenly is
being forced to recognize that a younger
generation challenges his musical au-
thority; son David. now going-on-three,
listens willingly only to Bach. Mr. Wag-
ner is an aficionado of the opera. Every-
body has his own problems, we guess.
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Jncomparable multi-record sets...
are any missing from your record library?

(NOTE: THEIR NATIONALLY ADVERTISED PRICES RANGE FROM $21.98 UP TO $41.98)

IN A SHORT TRIAL MEMBERSHIP

THE RCA VICTOR SOCIETY OF GREAT MUSIC
OFFERS YOU

A SIX-RECORD SEY
No. 506
TCHAIKOVSKY
OMNIBUS

Regular L.P. $29.98
Stereo $35.98

ANY SET FOR $

IF YOU WILL AGREE TO BUY SIX ADDITIONAL 12-INCH DISCS DURING THE NEXT YEAR

498

AVAILABLE IN STEREO UNLESS OTHERWISE INDICATED

Regular L.P. $34.98

A SEVEN-RECORD SET

No. 508

Performed by the

CHARLES MUNCH and

A SEVEN-RECORD SET

EiGHT GREAT SYMPHONIES

BOSTON SYMPHONY ORCHESTRA

PIERRE MONTEUX, conductors

Piano Concerto
No. 1 VAN CLIBURN

Fifth Symphony
PIERRE MONTEUX
conducting the
Boston Symphony

Pathétique Sym-
phony FRITZ REINER
conducting the
Chicago Symphony

Violin Concerto
JASCHA HEIFETZ

Nutcracker Suite
ARTHUR FIEDLER
conducting the
Boston Pops

Capriccio Italien
KIRIL KONDRASHIN
conducting the RCA
Victor Symphony

Excerpts from The Sleeping Beauty
PIERRE MONTEUX
conducting the London Symphony

A FOUR-RECORD SET

No. 501. Vienna
Philharmonic Festival

Conducted by

HERBERT VON KARAJAN

BEETHOVEN : Sym-
phony No. 3(Eroica)
MENDELSSOHN

.
.
.
.
.
.
.
.
.
.
.
.
.
.
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°
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BRAHMS
Symphony No. 4

FRANCK ; S{)mphony

MOZART : Symphony No. 40 s HAYDN: Sym-
phony No. 104 « BEETHOVEN: Symphony
No. 7 ¢ BRAHMS : Symphony No. 1+ JOHANN
STRAUSS, JR.: Tales from the Vienna

S0 00000 0n000000s000 000000

i i Symphony No. 4 H
No. 507 I Not available in sterco I ymp ({Ialian) tn D minof Woods; Overtures 10 Die Fledermaus and
MENDELSSOHN ECHAIKOVSKY] The Gypsy Baron; Annen Polka; Auf der
THE NINE BEETHOVEN SYMPHONIES ol Symphony No. 3 Symphony No. 5 Jasd o YoSEE StaAuSS: Delerien Waltz
Conducted by ARTURO TOSCANINI LP.S498  pramMs ";;,::;;;;z';{m 6 De Luxe SORIA Album
Stereo $41.98 Symphony No. 1 (Pathétique) Regular L.P. $21.98 Stereo $25.98
L]
A FOUR-RECORD SET A FIVE-RECORD SET . A SIX-RECORD SET . A SIX-RECORD SET
. O .
No. 502. Handel’s Messiah  « : . * MNo.504 | Notavailable in stereo | o [ Not available in stereo |
. = No. 503. The Five * .
. Beethoven « Bach’s Well-Tempered Clavier ? N Nlc;: 505
. g L s . ubinstein
Conducted by M Piano . . Plays Chopin
.
SIR THOMAS . Concertos . Performed on the 69 selections
BEECHAM ° M barpsichord by * POLONAISES
BART., C.H. e L0/ M Y. WALTZES
5 . WANDA .
De Luxe SOrRIA Album ¢ ARTUR RUBINSTEIN . LANDOWSKA « NOCTURNES
. . . IMPROMPTUS
Regular L.P. $21.98 o Sterso $25.98 © Regular L.P. $24.98 o Stereo $29.98 M Regular L.P. $29.98 o Regulor L.P. $29.98 PRELUDES
RCA VICTOR Society of Great Music Vi12-3

| THE BASIC IDEA: SYSTEMATIC

COLLECTION UNDER GUlDANCEJ

OST MusiC-LOvERs certainly intend to build up
M a truly representative record library, but, un-
fortunately, almost always they are haphazard in
carrying out this aspiration. Systematic collection
not only means that they will ultimately build up a
record library of which they can be proud, but that
they can do so at an IMMENSE SAVING.

The one-year membership offer made here is a
dramatic demonstration. In the first year it can rep-
resent a saving of AS MUCH AS 40% over the manu-
facturer’s nationally advertised prices.

After purchasing the six additional records called
for in this trial membership, members who continue
can build up their record libraries at almost a ONE-
THIRD SAVING through the Club’s Record-Dividend
plan; that is, for every two records purchased (from
a group of at least 100 made available annually by
the Society) members receive a tbird rca Victor
Red Seal record FREE.

A cardinal feature of the plan is GUIDANCE. The
Society has a Selection Panel whose sole function is
to recommend ‘‘must-have” works. The panel in-
cludes DEEMS TAYLOR, Chairman; composer and
commentator; JACQUES BARZUN, author and

MARCH 1961

music critic; SAMUEL CHOTZINOFF, General Music
Director, nac; JOHN M. CONLY, music editor, The
Atlantic; AARON COPLAND, composcr; ALFRED
FRANKENSTEIN, music editor, San Francisco
Cbronicle; DOUGLAS MOORE, composer and Pro-
fessor of Music, Columbia University; WILLIAM
SCHUMAN, composer and president of Juilliard
School of Music; CARLETON SPRAGUE SMITH,
former Chief of Music Division, New York Public
Library; G. WALLACE WOODWORTH, Professor of
Music, Harvard.

HOW THE SOCIETY OPERATES

very month three or more 12-inch 334 R.P.M.
Enu Victor Red Scal records are ed to

¢/o Book-of-the-Month Club, Inc. @

345 Hudson Street, New York 14, N. Y.

Please register me ax a member of THE RCA
VICTOR SOCIETY OF GREAT MUSIC and send me the
Multi-Record set 1 have Indicated below. bllling me
only $4.98 (plus postage). | agree to buy six addl
tional RCA VICTOR Red Seal Records from the Society
within twelve monthx. For each of them t wili be billed
fhe manufacturer's nallonnllg advertised price—34.98
for monaural recordings ($5.88 for stercophonic re-
cordings)——plus a small charge for postage, sales tax
and handling. After I have completed my trial mem-
hership I need buy only four records in any twelve-
month period to maintaln membership. I may cancel
my membership any time after buylng six disxcs from

)

the Soclety (in addition to those included In this in-
troductory offer). If 1 contlnue after my sixth pure
chase, for every iwo records I buy from the Society 1
will recéive a third RCA VICTOR Red Seal record free.

INDICATE 8Y NUMBER TME

MULT!-RECORD SET YOU WANT
CHECK TME DIVISION YOU WISH TO JOIN
D Regular L.P. D Stereo

TT " (Please print piainly) T

members. One is singled out as the record-of-tbe-
montb and, unless the Socicty is otherwise in-
structed (on a simple form always provided), this
record is sent. If the member does not want the
work he may specify an alternate, or instruct the
Society to send bim nothing. For every record mem-
bers pay only $4.98—for stereo $5.98-the manufac-
turer’s nationally advertised price. (A small charge
for postage and handling is added.)

CIRCLE 23 ON READER-SKRVICE CARD
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NOTE: If you wish your membership credited to an
authorized RCA VICTOR dealcr, plcase fill in here.

Dealer’s Name. ., A LR B e Ve
(Please print plainly)

Address. Syt T e A

PLEASE NOTE: Records can be shipped only to residents

of the U.S. and its territories, and Canada. Records for

Canadign members are made iIn Canada and are shipl

duty free from Ontarto.




IT MAY BE A TURNTABLE
OR IT MAY BE AUTOMATIC

IT CAN'T POSSIBLY BE BOTH

Before you spend a sizeable sum of money, consider these basic differ-
ences between an authentic turntable such as the rek-0-kuT Stereotable,
and the so-called ‘‘automatic turntable’” which is nothing more than an
ordinary record changer! Your high fidelity dealer will readily confirm
and demonstrate the following facts.

TURNTABLE: Check the rotating table on
which the record is placed. In the REK-0-KUT
Stereotable this table is a heavy, cast:
aluminum, precision-machined unit. Its rec-
ord spindle is part of the table and rotates
with the record! This construction elimi-
nates wow and flutter (undesirable pitch
variations).

“AUTOMATIC™: In the ‘automatic’’, this
table may be nothing more than a large
weighted shell covering and camouflaging
a thin metal stamping. Its spindle is
stationary and inevitably wears the record
centerhole. This results in quavering piano
tones and vibrato in vocals.

TURNTABLE: Check the tonearm. With the
REK-0-KUT Stereotable you use an independ-
ent tonearm. This tonearm is in no way
linked to the turntable and is completely
free to faithfully track the record groove.
An independent tonearm, such as the
REK-0-KUT Tonearm, which is perfectly bal-
anced, assures even and minimum pres-
sure against both tracks of a stereo groove.
The stylus point remains vertical to the
record at all times — a must for minimum
record wear and optimum fidelity.

“AUTOMATIC”: Now, look underneath the
so-called ‘‘automatic turntable'. It reveals

its true identity—nothing more than a record
changer! Note that the arm is tied to the
table with a complex of multiple linkages
which imposes additional weight and pres-
sure on the arm, causing it to drag against
one side of the groove. This reduces the
stereo effect materially and causes exces:
sive and rapid groove wear.

TURNTABLE: Observe the motor. This is the
heart of any record player. The REK-0-KUT
Stereotable employs a hysteresis synchro-
nous motor—a remarkably quiet unit which
operates at a constant rate of speed regard-
less of any variations in current from your
electrical outlet.

“AUTOMATIC’’: Here again, the '‘automatic
turntable’’ exposes its true identity by utiliz-
ing an induction motor. The difference? As
vast and as marked as the difference
between a modern high compression auto-
mobile engine and its less powerful coun-
terpart. The undesirable rumble noises
present in the operation of the ordinary in-
duction motor will be reproduced through
your speakers. As record piles upon record,
the added weight slows the speed of this
motor and the rotating table —to say noth-
ing of the harmful abrasive grinding action
between precious record surfaces.

Remember, you pay the bill and you should receive a product that is all
it represents itself to be. REK-0-KUT has earned a world-wide reputation
for providing the finest possible equipment at a price in keeping with its
true value . . . and factually presented to the public. Ask your dealer to
show you the fine selection of REK-0-KUT Stereotables, Tonearms and
Audax Speaker Systems. Write for free catalog.

REK-0O-KUT

STEREOTABLES

Rek-0-Kut Co., Inc., Dept. HF-31, 38.19 108 St., Corona 68, N. Y.
Export: Morhan Exporting Corp., 458 Broadway, New York.
Canada: Atlas Radio, 50 Wingold Avenue, Torontoe 19.
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“Home subscription to erand opera’now possible throuch
P & P P S

RCA VICTOR Metropolitan Opera Record Club

5 5 5 5 5 5 58t a0 % 5000000000000 00000

T ] realicran
The prarmnage of Flgafo e
ERICH LEINSMORF, CONDICTOF

———

807. THE MARRIAGE DF FIGARO —Tozzi,
Peters, Della Casa, London, Elias
Corcena; Erich Leinsdorf, conduvtor. 4-
record album. (List price $14.98

e — - ]
YEROI

LA TRAVIATA
CARTERI - VALLETTI - WARREN
ROME OPERA HOUSE

| ORCHESTRA AND CHOELS
PIERRE_MONTELX. COEDLCTOR

sea\icTos

800. LATRAVIATA
~Carteri, Valletui
Warren Pierre
Monteux, conduc-
tor. 3-record al-
bum.

(List price $9.98)

£04. CARMEN —
Stevens, Peerce
Albanese, Merrill;
Fritz Reiner, con-
ductor. Robert
, Shaw Chorale. 3-
record album
(List price §9.98)

r ur\\/xcmn_

805. AIDA —Milanov. Bjoerling, War-
ren, Barbiceri; Jonel Perlea, conducter.
3-record album. (Zist price §9.98)

Marcu 1961

«..1F YOU JOIN THE CLUB AND AGREE TO BUY FIVE RECORDS WITHIN THE NEXT YEAR*

AN INTRODUCTORY OFFER

Any one of these
complete operas

11k exciting ultimate objective is to make available a -‘
Tcoruprclwnsmc library of grand opera similar to the Choose your favorite
collections of the world’s great books to be found in the singers in their
best homes. The complete “living” repertory of opera— most famous roles
ltalian, German, French, Russian, American—will in time =
be provided. E:'tch member can choose the recordings ALBANESE LONDON
he is cager to own—as few as five a year if he so pleases. AMARA  MERRILL
> In addition to recordings of Metropolitan produc- BACCALONI miLANOV |
tions, operas recorded abroad by rca Vicror will he BARBIERI MUNSEL
made available to members, with Metropolitan artists in BJOERLING ppERCE
the cast. In virtually every case, the operas will be avail- CORENA  poOBERTA
able in complete form. CURTIS- PETERS

7 . VERNA [

% As a member you will enjoy a ONE-THIRD SAVING RYSANEK
compared with what you would pay for the same records DELLA CASA SINGHER
if you bought them separately and haphazardly as a non- | DEL MONACO STEBER
member at the manutacturer’s nationally advertised DE LOS -
prices. For, atter the trial period, for every two records ANGELES RISE STEVENS
you buy you will receive A FREE RECORD. These free DI STEFANO TEBALDI '
records may be chosen from a Record-Dividend catalog ROSALIND THEBOM
listing a wide variety of rca Victor Red Seal operatic ELIAS TOZZI
and classical albums. GEDDA UPPMAN
> Albums are sold to members at the nationally adver HARSHAW VALLETTI
tised price of all kca Vicror Red Seal opera rcc¢.)rds— KIRSTEN LEONARD
currently (excepr for de luxe albums) $4.98 for a single- KRALL WARREN |
record atbum, $9.98 for a two- or three-record album and

$14.98 for a 4-record album (plus a small charge for
postage and handling, with use /sales tax where required). A libretto included with each opera

The RCA VICTOR Metropolitan Opers Record Club 1153
«/o Book-of-the-Month Club, Inc. !E
345 Hudson Street, New York 14, N. Y. INDICATE BY NUMBER IN BOX BELOW
Please enroll me as a member of THE RCA THE COMPLETE OPERA YOU WANT
VICTOR MLETROPOLITAN OPERA RiCORD CLUHK
and send me a recording of the complete oper
indicated at right. without charge. | agree

to buy five twelve-inch discs* from the

Club within the next twelve months. tor

each of which 1 will be billed at the nation- MR-

ally advertised price (plus a small charge for R e Y
postage and handling, with use/sales tax MisS

where required). | may cancel my member- Address

ship any time after completing my original

membership agreement. If | continue, for .

every two records | buy from the Club | will Gy, ZONE cccueeee
receive a third record free. 1f | wish to, bow-

ever, I may cancel this Trial Membership State

within ten days, in which case | will return

the free album.
*3-record albums count as two purchases: 4-rec-
ord atbums count as three purchases.

PLEASE NOTE: Records can Le shipped only (o residents
of 1k and ix territories and Cunada. Hecords for
Canadian members are made In Canada and shipped duly
free from Ontario.
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. .. from the world’s most experienced manufacturer of magnetic tapes
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Tips on tape handling

and storing

For a perfect performance every time vou play a
tape recording, use two kinds of care—care in
selecting tape and equipment and care in
handling and storing 1ape.

You get true stereo quality sound reproduction, at
an economical price—a tape that rates high in
“keeping” qualities, 100 —in “Scorcn’ BRAND
Tartan® Series Magnetic Tapes! Microscopic uni-
formity, both in high potency oxide coatings and
backing materials, assures a crisp, clear frequency
response play after play. Then, take these few simple
handling and storage precautions:

STORE IN THE ORIGINAL BOX to protect against dirt
and damage. Place containers “on edge,” or if you
lay them flat, avoid weight that might distort reels
or injure tape edges. And keep lape away from
magnets or strong magnetic fields that might cause
accidental crasure.

AVOID LONG EXPOSURE to extreme temperatures
and humidity. If humidity varies, store in sealed
containers. If tape is exposed to extreme heat or
cold, allow it to return to normal room temperature
before playing.

CLEAN RECORDER HEADS and guides periodically
following recorder manufacturer’s instruetions, and
avoid excessive winding tension that might stretch
or distort tape. To protect your recorder head, use
“Scotcu” Brann Tartan Tapes. Exclusive lifetime
Silicone lubrication reduces head wear, eliminates
squeal and extends tape life.

Ask for all-purpose Tartan Tapes in any of four
diflferent series: No. l4l—plastic, standard play,
600" and 1200’; No. 140—plastic. 50% extra play
and No. 142—507% extra play on super-strong
polvester backing . hoth in 900’ and 1800’
lengths; No. 144—double length, double strength
on tensilized polvester backing, 1200’ and 2100’
with twice the recording time of standard tapes.
From $1.75 at retail dealers. © 1961 3M Co.

FREE IN EACH BOX: End-of-reel tape clip prevents
tape spillage in handling, mailing or storage.

.
IMinntsora Nmine awo Nawuvracrunine (onn-v:m

. whiel RESIaRCH 1S THY KIT YO wuouow‘b‘%“w“““
“SCOTCH". “Tarian™ and the Plaid Design are registered trademarks of
the 3M Company. St. Paul 6 Minnesota. Export: 99 Park Avenue, New
York. Canada: London. Ontario.
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VOLUME - BALANCE
[ 4

TRAMNS - TRONICS. 9eC:

OBSOLETES
ALL
OTHERS!

The TEC S-15 all transistor 40 watt stereo amplifier brings a space age concept to high fidelity. Never before has the audiophile been able
to get so much high quality sound for so little. A neat package 10" long and seven pounds light puts out 40 watts of pure undistorted sound.
And the price is as exciting as the package—only $129.50. Because of its all-transistor circuitry, the unique S-15 has no heat, no hum, no
microphonics. Quite naturally, from Transis-Tranics. Write for your copy of complete specifications. Power Output 40 watts (20 watts per
channel). Frequency Response *0.5 db 20-20,000 cps. Response is 3 db down at 6 cps and 45,000 cps. Intermodulation Distortion less
than 0.99% at rated output, 60 and 6000 cps. Harmonic Distortion less than 0.59, at rated levels. Inputs 5 pair: magnetic phono, tuner,
tape, auxiliary 1 auxiliary 2. Front Panel Controls: volume,

channel A; treble channel B; function (phono, tuner, tape, T E

loudness; scratch filter, rumble filter. Balance Control for

power; balance; bass channel A; bass channel B; treble
auxiliary 1, auxiliary 2); mode (mono A, stereo, mono B);

equalizing speaker outputs. At full rotation will completely

cut off sound from either speaker. Circuitry, 2 germanium s -1 5 diodes, 3 silicon diodes. Power Requirements 105-120

volts AC, 50-60 cps; 12-28 volts DC for battery operation.

TEC Transistor Engineered Components

Tee 15 e rancmans or Taansistrowcs, e Transis-Tronics, Inc., 1601 Olympic Boulevard, Santa Monica, California




£SL-S2000 ARM

confidential
memo...

to ESL
dealers

It's no secret that ESL dealers are the
greatest. Your customers have confidence
in you. That's why they want their friends to
meet you. We think they should be rewarded.

We've a gift for every purchaser of the
new ESL-2000 Super Gyro/Balance arm. He
need only introduce a friend to you. If within
six months his friend purchases merchan-
dise totaling $25 from you, whether ESL
products or anything else, the introducer
gets his gift. He can choose either a $5.75
ESL Dust Bug or a $5.50 extra ESL aluminum
shell, in any of six vivid colors (suitable for
S1000 arms, too) absolutely free. Isn't that
the greatest way to say you're grateful?

the REDHEAD is coming o

CIRCLE 35 ON READER-SERVICE CARD
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Do Re Mi Marks

a Record

Marathon

-

Phil Silvers

An eighteen-hour work day put Broadway’s hit on tape.

ECORDING a brand-new Broadway
R musical comedy while it is riding
the crest of the raves is, I am sure, an
event unlike any other on earth. The ses-
sion usually takes place on Sunday, and
the principals may find themselves still
in the hall when the sun comes up on
Monday, especially if the completed al-
bum must, by previous commitment, go
on sale in the stores on Wednesday morn-
ing. Such was the timetable for RCA
Victor’s recent taping of Do Re Mi, and
the eighteen hours of takes and retakes
(with a meal or two interspersed) demon-
strated that the show must not only go
on ... but on and on and on.

Do Re Mi is the story of an inveterate
bungler named Hubert Cram (Phil Sil-
vers) who decides that his chance to
make big money lies in the jukebox
racket. His wife Kay (Nancy Walker)
has been through this sort of thing be-
fore. and although what she really wants
to do is open a dry-cleaning establish-
ment, she is with Hubie to the end. For
the recording session, Silvers and Miss
Walker were scheduled for afternoon and
evening; lesser lights of the cast were on
hand much earlier.

It was ten A.M. when Lehman Engel,
dean of Broadway conductors, beamed
joyfully at his orchestra assembled in
the intensely pink ballroom of the Man-
hattan Center on West 34th Street, lit a
six-inch cigar, and gave the downbeat
of the overture in a cloud of smoke.
In the adjacent room (which is, on more
prosaic occasions, a bar) the engineers
had set up three huge speakers and an
elaborate array of tape equipment; seated
near the control panels. flanked by tech-
nicians, was the show's composer, Jule
Styne (The Bells Are Ringing, Gypsy),
a compact, well-tailored man in his fifties
who is known for driving energy and a
sense of determination that brooks no
contradiction. “This session is going to be
the devil.” an RCA man confided to me.
“Styne's a real stickler.” Which proved

to be no exaggeration—the overture re-
quired, in all, fourteen takes before the
balance of inner voices and the behavior
of the trombones were worked out to
the composer’s satisfaction.

Meanwhile, as the morning progressed,
the control room began to fill with others
responsible for Broadway's newest hit.
Lyricists Betty Comden and Adolph
Green appeared (The Bells Are Ringing,
On the Town, Wonderful Town), the
former cool and imperturbable, the latter
looking rather like a character from
Great Expectations (in spite of the pro-
ficiency with which he occasionally per-
formed an absent-minded soft-shoe rou-
tine off in one corner, or sat by the
speakers conducting intensively to him-
self. never still for a moment, eyes
squinted against the trailing smoke of a
perpetual cigarette). The producer, David
Merrick (A Taste of Honey, Becket,
Irma La Dowuce), alone and watchful,
paced between the ballroom and the en-
gineers’ encampment, as much a vet-
eran of the show as any member of the
troupe by virtue of having traveled with
the company during the entire six weeks
of the out-of-town tryouts—a somewhat
unusual procedure but one in keeping
with Merrick’s reputation as one of the
most astute backers in the business. “Phil
Silvers wanted to come back to Broad-
way. so we cast around for a show for
him,” was his explanation of how it all
began.

The first of the leads scheduled to re-
cord was John Reardon, a tall, athletic
baritone who has worked his way from
musical comedy into opera (at New York
City Center) and back again. Reardon
vaulted onstage and began a love song
titled Make Someone Happy with an ease
belying the fact that he had been sing-
ing Guglielmo in Cosi fan tutte only a
few months before. A grueling series of
retakes on his three solo numbers

Continued on page 12
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ANNOUNCING A NEW AND REVOLUTIONARY

Stoneo Domension (oitrol

Available Exclusively On the

FISHER
400-CX

Stereo Master Audio Control

NOW YOU CAN NOT ONLY diminish stereo effect but
widen it even beyond the degree of separation in the
record or program! This major achievement of the Fisher
Laboratories now makes it possible to overcome the
acoustic handicaps of a narrow room, or the problem of
speakers that are, for lack of space, too close together.
Exclusive FISHER expanding Stereo Dimension Control
enables you for the first time to spread sound to suit your
room characteristics perfectly. It is the year’s greatest step
forward in stereophonic sound and just one of dozens of
features that make the 400-CX the first choice among !l
control-preamplifiers, regardless of price. And it is built
to the uncompromising FISHER standards — standards
that have made FISHER the world leader in high fidelity
for more than twenty-three years, THE FISHER 400-CX
is the ideal companion to THE FISHER SA-300-B 90-
Watt Stereophonic Power Amplifier.

All controls designed for simple operation, coupled with
grand-organ flexibility. New output-stage circuit design

makes it possible to drive an average amplifier through
as much as a mile of cable without loss of quality! Addi-
tional Center Channel output with independent Volume
control. Balance control. $199.50

EXPERT GUIDANCE AVAILABLE
ON INSTALLATION PROBLEMS

@ Do you need help in planning the installation of vour
high fidelity system? If so, the skills of the Fisher Cus-
tomer Service Staff are available to you without charge.
Simply send us (through your dealer, or directly) a
rough sketch of your room layout, the dimensions of the
space available for installation of the electrical equip-
ment, and your choice of FISHER models. Our staff will
advise you on how to make the most effective use of the
cabinet space and room acoustics.

Address your inquiry to our MR. RICHARD HAMILTON.

Write today for complete specifications

FISHER RADIO CORPORATION - 21-25 44th DRIVE - LONG ISLAND CITY 1, N. Y.

Available in Canada through Canadian-Marconi
CIRCLE 37 ON READER-SERVICFE CARD
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never before
a speaker system like

University’s
Medallion X1I

Three-way 12"
High Compliance System
featuring the exclusive

“Select-a-Style’.

snap-on grilles

INGENIOUS
STYLING

Five different styles,
four different finishes, to
match your decor. ..
exactly . . . whether it be
Contemporary, Colonial,
Italian Provincial,
French Provincial, or
Swedish Modern. How’s
it done? With “Select-a-
Style” snap-on grilles
that you’ll appreciate all
the more if you ever
change your decor. Prac-
tical too, aren’t they?

© virtuoso
performance

Listen and compare . . .
only the very highest

standards are in order
when you audition the
Medallion XII. Our engi-
neers outdid themselves
in creating a system so
musically rich, so beau-
tifully balanced that it
surpasses even the
highly revered “Classic.”
By lab test, its phenome-
nal response extends
from 28 to 22,000 cps,
linear all the way, and
actually goes out to an
ultrasonic 40,000 cps! No
other speaker system ap-
proaches this response.

OUTSTANDING
COMPONENTS

All specially selected for
this one prize system. A
12” High Compliance
woofer, a newly devel-
oped 8” mid-range, and
the fabulous Sphericon
tweeter. Plus a new type
of dual acoustic control
for mid-range and tweet-
er to assure perfect bal-
ance in your own room.

FITS ANYWHERE

anyway . ..on the floor,
on a bench, even built-in.
With its optional match-
ing base, or without it,
as highboy or lowboy.
Takes very little space
(only 24” x 17" x 1215"),
ideal as a pair for stereo.

DO RE MI

Continued from page 10

stretched well into the afternoon, after
which he and Nancy Dussault did a rous-
ing duet called Fireworks. Sinking onto
a ncarby trunk full of electric cables,
Mr. Reardon was heard to moan, “This
puts Gotterdimmerung in the shade.”

By midafternoon the chorus had
checked in, clad in everything from
torcador pants to silk sheaths, Edwardian
suits to turtle-neck sweaters. Lehman En-
gel was still irrepressible, having changed
shirts three times and cigars perhaps
half a dozen; he made several vain in-
quiries as to "who has the adrenaline
concession around here?” but his own
energy was obviously fur from depleted.
Members of the orchestra who weren't
called upon to play had several quiet,
high-staked draw-poker games in prog-
ress at tables around the edge of the
dance floor, and in the control room the
engineers hadn’t budged since lunchtime.

The chorus got to work, and later Phil
Silvers of the inimitable slouch and
wagging shoulders shuffled in. He was
soon on stage with Nancy Dussault, rasp-
ing out a strapping number called Am-
hition, hat pushed to the back of his
head, arms outstretched in a wide em-
brace of the empty rows of the balcony,
glasses reflecting duarts of light to the
rear of the house. Jule Styne, at his post
near the controls, was still implacable.
calling for better balance with the or-
chestra. better diction. “more drive, more
excitement.” unperturbed by Silvers’ pro-
test, during a playback, that “I'm tear-
ing my throat out for you, man.”

And so it went, into the night. By the
time the show's costar, Nancy Walker.
came on with a menacing solo called
Waiting, Waiting, it was nearly midnight.
Most of the onlookers had gone home,
and the poker games had long since given
out. Lehman Engel was wearing his
fourth shirt, and composer Styne looked
as impeccable and unwrinkled as when
he had sat down some fourteen hours
earlier. By four A.M. the last song was
recorded, and an RCA engincer went
off to the company’s Twenty-fourth
Street offices to make the tape-to-disc
transfer. Another musical marathon had

NO FINER PERFORMANCE been won. SHIRLEY FLEMING
AT TWICE THE PRICE!
Only $139.95 for the High Fidelity. March 1961, Vol. 11,

basic system. $9.95 for
the Contemporary grille,
$14.95 for the others.
And $14.95 for the base.
Even less unfinished.

Want to learn more?

Write for the new
“Informal Guide to
Component High Fidel-
ity.” Desk P-3, Univer-
sity Loudspeakers, Inc.,
White Plains, N. Y.

UNIVERSITY.
(=

A Owision of Ling-Temco Electronics, Inc.
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No. 3. Published monthly by The Billboard
Publishing Co.. publishers of Billboard
Music Weck. Vend. Amusement Business.
and Billboard Overseas Edition. Tele-
phone: Great Barrington 1300. Member
Audit Burcau of Circulations.

Editorial Correspondence should be ad-
dressed to The Editor. High Fidelity. Great
Barrington, Mass. Editorial contributions will
be welcomed. Payment for articles accepted
will be arranged prior to publication.
Unsolicited manuscripts should be accom-
panied by return postage.

Change of Address natices and undelivered
copies should be addressed to High Fidelity.
Subscription Fulfiliment Department, 2160
Patterson Street, Cincinnati 22, Ohio.

Subscriptions: Subscriptions should be ad-
dressed to Hign Fidelity, Great Barrington,
Mass. Subscription rates: United States, Pos-
sessions. and Canada. 1 year. $6; 2 years,
SI1; 3 years, $15; § years. $20. Elsewhere
$1 per year extra. Single copies 60 cents.
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ACEXPAND

MODEL K-10

IT IS WELL ESTABLISHED that one’s perception of the
size of the room or hall in which music is being played
is based on the amount of reverberation in the signal
reaching one’s ears. With the revolutionary new
FISHER Dynamic Spacexpander, Model K-10, you can
now literally create living concert hall acoustics i» your
own home, and on any type of signal —whether from
records, radio or tape —at the turn of one simple con-
srol! The results are astonishing.

The patented design of the FISHER K-10 permits the
blending of any desired degree of reverberation with
the input signal to create a resule that is truly che living

THE GREATEST ADVANCE
SINCE STEREO!

TRADEMARK [

music itself. Listen to any of your favorite programs of
records with the FISHER K-10 in operation and you
will find cthat you have added a thrilling new dimen-
sion of concert-hall realism; without it, the program
actually sounds ‘dead’ —the most dramatic proof of
what the FISHER Spacexpander does!

Best of all, there are no moving parts to get out of
adjustment — no motors, no continuous tape belts, no
complicated drive mechanisms. The FISHER K-10 is a
marvel of simplicity and superb electronics, designed to
give years of trouble-free, thrilling service.

Complete assembly, $69.50

THE FISHER x-loo Stereophonic Master Control Amplifier

® 36.watt dual-channel amplifier, with its own Stereo Master Audio Con-
trol. Preamplifier has 14 inputs for every type of cartridge, tape equipment,
and tuner on the market. Function-Group controls on front pane! for easy
selection of program source and adjustment of volume, balance and tonal
characteristics. Amplifier uses EL-84's in matched pairs, gives performance
superior to many amplifiers with higher power ratings.
distortion completely inaudible. THE FISHER X-100 is ideally suited for
use with the K-10 Spacexpander, $159,50

Hum, noise and

Write today for complete details

Available in Canada through Canadian-Marconi
CIRCLE 38 ON READER-SERVICE CARD
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50-WATT STEREO AMPLIFIER

Get the most from your sterco tapes, records, tuners, ctc., with
this top-of-the-linc stereo amplifier and control center! Power-
packed 50-watts (25 watts per channel); complete tone, balance
and sterco /mono function controls; five sterco inputs plus sepa-
rate monophonic magnetic phono: mixed-channcl center speaker
output for sterco *fill-in** or wiring sound to patio or other rooms.
Superbly styled with luggage-tan vinyl clad steel cover. 31 |bs.
Kit Model AA-100. . .. ... .....c.oooiiiiiinanniniannn... $84.95
Assembled Model AAW-100. .. ............covevun..n. $144.95

COMPLETE STEREO PHONO CONSOLE

Less than 3’ long and end-table height; fits both space and dollar
budgets! Four-speed automatic stereo /mono record changer has
turnover diamond /sapphire styli. Full-range stereo sound is
sparklingly reproduced by two 12" woofers, two 8” mid-range
speakers and two 5" cone-type tweeters. Solid genuine walnut
frame, walnut veneer front panel and matching “*wood-grainéd”
sliding top. All cabinets assembled and finished. 70 1bs.

Kit Model GD-31.. ... ... ... iiiiiiiiniiiaineaaanen., $129.95
Assembled Model GDW-31. ..........covvennnennnnnn. $149.95

NOW ONLY

HEATH

BRINGS YOU

ALL 3!

1.HEATHKIT
for
do-it-yourself
hobbyists.

2. HEATHKIT
factory-built,
ready to use.

3.HEATHKIT
learn-by-doing
Science Series
foryoungsters.

Iook forward to the happy

\t
\ s
|
/l » r\‘L’ }Jﬁ— y e

NEW LOW COST STEREO RECORD CHANGER KIT

For a fine record changer at a budget price, choose this feature-loaded,
brown and beige beauty. It has an oversize 11" turntable for better
record support, “‘anti-skate’ device to protect your records, jam-proof
mechanism for dependable performance, and plug-in cartridge head for
easy changing. Plays all four speeds automatically or manually with
automatic shut-off after the last record. Assembles casily, quickly with
no special tools. Complete with your choice of three different famous-
name diamond styli stereo cartridges. 15 1bs.

Model AD-80C, Sonotone 8TA4-SD cartridge. . ...........ccoeveeeen $37.95
Model AD-80A, GE-VR-227 cartridge. ... .....c.oooorimuiaaeemcenn. $41.95
Mode! AD-80B, Shure M8D cartridge. . .............. =y $42.95

CIRCLE 45 ON READER-SERVICE CARD
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6-TRANSISTOR PORTABLE

REVERBERATION SYSTEM
- o b . : . RADIO KITS
Add a thrilling “cathedral”™ dimension to listening! The v S R— AR p -
GD-61 adds reverberation “‘echo™ acoustically . . . does not ,onlf:) ‘:'-Bum]h1 & zrtlcrfz?r:mcn Eolly
disrupt your present system . . . may be placed anvwhere. o IS M A alkr
iy 1 i . tuning; 6-transistor circuit; 4” x 6
Can be connected to speaker terminals of any radio, hi-fi, ;
speaker; prealigned transformers. 6

TV set, etc. Consists of Hammond-type 1V reverberation

unit, amplifier, 8” spcaker, and preassembled, birch cab-

inets in mahogany or walnut finishes. 30 Ibs. Model XR-2P (plastiz)..6 Ibs...$29.95
Model XR-2L

Kit Model GD-61M .. . (Mahogany) . .................. "$69.95 ; :
Kit Model GD-61W ... (Walnut). .. ................... $69.95 S Ul TS S BIRS e

flashlight cells furnish power.

STEREO/MONO PORTABLE
PHONOGRAPH

Completely preassembled automatic
changer plays your favorite stereo and
mono records at speeds of 16, 33145, 45
and 78 RPM. Controls give you com-
mand of volume, sterco-balance and
tonal quality.

PORTABLE 4-TRACK STEREO TAPE RECORDER

Plays and records 4-track sterco tape . . . can even be used
as hi-fi center to amplify and control tuners, record piayers.
etc. Has 334 and 714 ips speeds, tone, balance and level
controls, monitoring switch, “pause” button and two “eye-
tube™ indicators. All amplifiers and speakers included.
Speaker wings arc detachable. Cabinet and tape deck pre-
assembled.

Kit Model AD-40.. 491bs....... .................. $179.95

atdoor months with quality sound from
| Heath equipment

HEATH COMPANY / Benton Harbor 8, Michigan

ORDERING INSTRUCTIONS Fill out the order blank. in- i

clude charges for parcel post according to weinhts shown. D Please send me the Free Heathkit Catalog
Express orders_shipped delivery charges coflect. All prices

F.O.B. Benton Harbor, Mich. A 20% deposit Is required on all

i ) C.0.D. orders. Prices subject to change withoul notice. Dealer _ -
4 3 ; and export prices slightly higher. NAME
/ L Please send the following items:
ITEM MODEL NO. PRICE ADDRESS -

CITY ZONE STATE

Order Direct by Mail or See Your Heathkit Dealer

Ship via [] Parcel Post [] Express [ | C.0.D. []| Best way

% ~
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IT'S HERE! ON TOP

. . . the most versatile machine in all high fidelity.

It’s a truly automatic turntable — with automatic
start as well as stop. It’s an unrestricted manual
turntable — place the tonearm on either motionless
or rotating record. It’s an automatic changer —

just change the spindle. And with all this, such
- exclusive features as the amazing roller-feeler
indexing action that unerringly locates the lead-in

groove of any size record . . . the self-stabilizing
elevator action changer spindle that obsoletes
pusher arms and offset spindles . . . the completely
free-floating tonearm that tracks as low as 115 grams

turntable / changer for true professional turntable/arm performance.

UNDERNEATH

. . . the most advanced precision engineering

yet endowed a record playing machine, all resulting
from Dual’s continuing program of research and
development. So reliable, so dependable is the

operation of the Dual-1006 Custom, that every part is
guaranteed for an unprecedented five full years against
manufacturing defects! All emphasizing once

again Dual’s position as the pacemaker in its field.
When you visit your high fidelity dealer, compare

the Dual feature for feature with any other machine.
Compare it for its powerful, silent motor, for its ease and
simplicity of operation, for its flawless tracking with
high compliance stereo cartridges. You’ll quickly see why
the Dual-1006 Custom is in a class by itself. Price: $79.95.

united audio

WIGO » PRODUCTS OF DISTINCTION ¢ DUAL
12-1; W.18th St.,,N.Y.11,N.Y.
CIRCLE 33 ON READER-SERVICE CARD
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BREAKTHROUGH
IN KIT DESIGN!

New LK-72 72-Watt stereo complete amplifier kit (left), $149.95. LT-10 Wide-Band FM Tuner kit (2.2.v Sensitivity), $89.95.%

H. H. Scott takes totally new approach...
makes Kits easier-to-build, better-performing!

BREAKTHROUGH! Ilere, HERE'S WHAT ENTHUSIASTIC OWNERS SAY:

for the first time, are kits with
the performance, features and
handsome good looks of H. II.
Scott factoryv-assembled com-
ponents . . . kits that are a real
pleasure to build and so ex-
pertly designed that vou can
achieve professional results in

“. .. designed to professional stand-
ards; sound absolutely clean, very
sensitive; instruction book of out-
standing clarity.”” -~ Major B. W.
Cotton, Jacksonville, Ark.

‘‘Looked long for the best kit — and
found it . . . best instructions | ever
saw. unbelievably simple to build.” —
M. Greenfield, White Plains, N. Y,

“... I would run out of superlativesif |

tried to adequately state how | feel
about this tuner . . .” — Samuel R.
Harover, Jacksonville, Ark.

... without a doubt the easie.s,t kit !

have ever built fout of 11, .." —B.
P. Loman, Jr., Rochester, N. Y,

“, .. finest kit | have ever built. And
one of the finest tuners | have heard,
kit or otherwise.” — A, J. Zilker,
Houston, Texas.

just a few hours.

H. H. Scott assures vou the

performance of factory-built
- units with these innovations:

i H.H.SCOTT

H. H. Scott Inc., 111 Powdermill Road, Maynard, Mass.

1. All mechanical parts such
as terminal strips and tube
sockets are firmly pre-riveted to the chassis thus assuring
sturdy professional construction and eliminating the bother Rush me complete technical specifications on H. H. Scott kits.
of this time-consuming operation, Include your new 1961 Guide to Custom Stereo.”

2. Every wire and cable is already cut to exact length and pre-
stripped. This saves you time and assures professional per-

formance because exact lead length is automatie. Name
3. To take the guesswork out of assembly, electronic parts are Address
mounted on special cards in the order in which they are used.
No loose bags of parts to confuse you. City Tone Stafe

[

Full color diagrams in easy-to-follow instruction book
simplify assembly and reduce errors because vou match the
part to the color diagram.

*Prices slightly higher West of Rockies.
Export: Telesco International Corp., 171 Madison Ave., N.Y.C. Dept. 226-03
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trading?

auvdio exchange

makes the BEST

Trades!*

* See HIGH FIDELITY Magazine,
May 1959, page 39

We have the franchise
for these exclusive
manvfacturers

maraniz

® PROMPT SERVICE
® LARGEST SELECTION

of guaranteed used equipment
e TRADE BACK PLAN

— write for details
Write Dept. HF-3 for our vnique Trade-
Back plan and Trading information.

A

audio exchange

Registered Component Dealers

1)

INSTITLTE OF

HICH FIDELITY

MANLTAC TURLAY
[

The Hi Fi Trading Organization
153-21 Hillside Ave., Jamaica 32, N.Y.
Closed Mandays ¢ Parking at all stares

Branches:
....... 1065 Flatbush Ave.
White Plains. .203 Mamaroneck Ave.
Manhasset .. ... 451 Plandome Road
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Notes from Abroad

HANOVER—This city of more than
half a million people looms large in the
history of the phonograph. Emil Ber-
liner, inventor of the disc record. was
born here, 110 years ago. Today, Han-
over retains its importance among the
rhonographic centers, thanks to the large
factory of Deutsche Grammophon Ge-
sellschaft.

I arrived at DGG’s offices at a pro-
pitious moment. Tapes of Elektra—re-

corded in Dresden under Karl Bohm,
with Jean Madeira, Marianne Schech,
and  Fischer-Dieskau—had  just  been

edited and 1 was able to hear the com-
plete performance. It seemed to me that
both from the musical and technical
point of view a far better job had been
done than with the company's Rosen-
kavalier of a couple of years ago.
When Richard Strauss, many decades
ago. rehearsed Elektra with the Dresden
orchestra. he interrupted the musicians
right after the very first bars to say:
“Gentlemen, 1 should like you to play
more softly in spite of what 1 wrote in
the score. I made a number of mistakes
when composing this music. My dynamic
marks are far too loud.” Karl Bohm en-
joys telling this story. and it scems to
have had a salutary effect upon the way

in which this new Elektra has been
played and recorded.
Gavazzeni  Dreams.  Another opera 1

listened to at DGG came from Milan:
Un Ballo in maschera, recorded at La
Scala under Gianandrea Gavazzeni and
including in the cast Antonietta Stella,
Adrianna Lazzarini, Ettore Bastianini,
and Gianni Poggi. His approach seems
authentic, his rendering of the score full
of zest. Yet the various takes showed
that even an Italian conductor with a
seemingly born-in knowledge of the cor-
rect tempo for cvery passage in Verdi's
scores occasionilly
revises his  ideas
when he listens to
a playback. One
morning  Maestro
Gavazzeni  arnived
late for a record
ing session and
announced that he
wanted to repeal
a passage from the
second act donce
the night before.
The engineers were
surprised  becausc
on that evening
Gavazzeni had seemed to be perfectly
satisfied with the results. “Well.” he ex-
plained. “you know that in my dreams
I keep discussing all my problems with
Toscanini. And last night Toscanini said
that I should definitely play the passage
much faster. I am sure he is right.”

The recording technique applied to Un
Ballo differs very much from that chosen
for Elektra, with the sterco sound con-

Gavazzeni

veying considerably more illusion of a
stage performance.

Fricsay to the Front. 1 also had a chance
to hear the tapes of Brahms's Second
Piano Concerto played by Geza Anda
and the Berlin Philharmonic under
Ferenc Fricsay, which is soon due for
release. It is Fricsay’s association with
the Berlin Philharmonic and his leading
position with the Berlin Radio Symphony
Orchestra that mainly account for DGG's
choice of Berlin as one of its recording
centers. Recently, Fricsay recorded there
Beethoven's Seventh (with the Berlin
Phitharmonic) and Bartok's First Piano
Concerto (with Geza Anda and the Ber-
lin Radio Symphony Orchestra).

Berlin has also recognized Fricsay’s
leading position in the operatic field by
entrusting him with the conductorship
of Don Giovanni, which will be per-
formed at the opening of the new West
Berlin Opera House in September 1961.
Further recognition has come from Salz-
burg. which turned to Fricsay when
Karajan sulkilv withdrew from the Fes-
tival: next July, Fricsay will conduct
the first Mozart opera in the new Fest-
spielhaus  (/domeneo).

Maazel, Markevitch, ¢t al. Of Paris-made
recordings | heard Ravel's L'Enfant et
les sortiléges, taped at the Salle de la
Mutualité in November 1960. Lorin
Maazel is the conductor of the Paris
Radio Choir. the Orchestre National. and
an all-French cast. This, as far as | know,
is the first attempt to record the “Fan
taisie lvrigue” by Ravel and Colette since
Ansermet conducted it for a monophonic
London recording in Geneva more than
five years ago. The filigree music gains
much by sterco.

Maazel is now in Berlin again. where
he is scheduled to record Mendelssohn’s
Fifth. Schubert’'s Fifth and Sixth (with
the Berlin Philharmonic)., as well as
César  Franck's Symphony and Les
Eolides * (with the Berlin Radio Sym-
phony). But DGG work in Paris con-
tinues at an undiminished pace. At the
time of this writing, Igor Markevitch was
making the Svmiphonie fantastique and
a set of French overtures in the Salle de
la Mutualité. and Gerard Souzay, ac-
companicd by Dalton Baldwin, was re-
cordings songs by Decbussy.

And a Pianist. While 1 was in Hanover,
I also attended a DGG recording session.
From the control room next to the Bee-
thovensaal came the sound of Chopin’s
Revolutionary Etude (Op. 10, No. 12).
“Herr Vdsary is just listening to the play-
back,” somebody whispered to me. 1
listened. respectfully, to the vigorous
rendering of Chopin's old warhorse.
Rather surprisingly. the twenty-seven-
year-old Hungarian pianist is a small man

Continued on page 21
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$288 includes cage

... the finest performaence available
. a stereo power amplifier

Mdstosh 240

Coolest Operating The 240 operates well within the long-life recommendations of the
tube manufacturers. Put your hand on the transformers, you can feel the difference.
This cooler operation assures you of long, trouble-free life.

Practical Flexibikity Multiple input sensitivity ranges of the 240 make it casier to
connect any preamplifier ... sterco or monophonic. McIntosh output facilities provides
two 40 watt stereo channels or onec 80 watt monophonic channel. Includes all voice
coil impedances, GOO ohms and 70.7 volts.

Designed ¥or A Long Life Traditional McIntosh design extends your investment
through the years ... protects you against obsolescence.

Availability Your Franchised McIntosh Dealer has the 240 in stock now.

A “Mark of Excellence’” Product by l]l l"us
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A walk in the rain and the new ADC-1 Stereo Cartridge

What makes the sensitive person’s response to nature so
spontaneous and inexplicable? Whatever it is, for such
people, listening to fine music reproduced with the new
ADC-1 stereo carrridge is a refreshing, even elating,
experience.

The new ADC-1 is the first stereo cartridge designed
expressly for such people —people with a special kind of
sensitivity to the world around them. If you are one of
them, experience the thrill of sound reproduced with the
ADC-1; you'll sense the subtle differences immediately;
the experience will stardle and delighe you. Your records
come alive, revealing brilliant highs and thunderous lows
frec from distortion. You'll hear subtleties of timbre and
tone you never suspected were in your discs.

20

Play your records again and again ... Notice that the
sonnd continues to be reproduced at the same fine level;
the ADC-1's light tracking force reduces wear to the
vanishing point. In addition, surface noise 15 greatly re-
duced, increasing your records’ dynamic range.

The ADC-1 must be experienced to be enjoyed. Ask
your dealer to demonstrate it for you today.

COMPLIENCE: 20 x 10-¢ cms/dyne
DYNAMIC MASS: .5 milligrams
DUTPYT: 7 millivolts

FREQUENCY RESPONSE: Unusually flat: plus or
minus 2 db. from 10 cps. to 20,000 cps. with use-
ful response extending well beyond 30,000 cps.

7,006 cps.

-

CHANNEL SEPARATION: 30 db from 50 cps. to

STYLUS TIP RADIVUS: .0006”

RECCMMENDED TRACKING FORCE: 1 gram or less
in top quality tone arms—up to 3 grams in arms
having slightly higher friction.

Audio Dynamics Corporation / 1677 Cody Avenue, Ridgewood 27, N.Y.
CIRCLE 12 ON READER-SERVICE CARD
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NOTES FROM ABROAD
Countinued from page 18

whose shyness contrasts in a very marked
manner with his energetic piano playing.
Visiary was not satisfied with what had
been taped. He insisted that there was
some  unevenness in his  fingerwork
(which, by the way. I was unable to de-
teet). So it was decided to try Op. 10,

No. 12 uagain. All the Etudes of Op. 10 "v

and Op. 25 were eventually included in [/

the Hanover program. |- - ”'ose
Vasiry received his music education AR i i

at the Franz Liszt Academy in Budupest, 'l‘llo

but in 1951 was deported from the Hun-

carian capital to a small provincial town. L o' l"ve

A guardian angel watched over me.” | WIS l'

he says. “Zoltin Kodily. the great com- ' : we

poser, came to my rescuc. He sent me ".usita

the most precious, the most usctful pres-

ent—a piano, which cnabled me to con- | S A 3 '

ttnue  pracucing, i i b s £ ®

A few years later Vasdary became again
“acceptable™ 1o the authoritics and was
even appointed to the faculty of the
Budapest Academy. (1 am sure this was
due 1o Kodaly's influence.”™) tn 1956,
however, he left Hungary and went to
Switzerlund in order to study under the
late Clara Haskil. With his first records,
issued by DGG. his name became known
in Western Europe and engagements for
recitals in London, Bertin, and other
cities followed. The present series  of
Chopin recordings should do much 1o
make Vasary better known in the States.

Kurt BLaukorr

PARIS—Financial people say that the
depression in the French record industry
is petering out. Dealers in Paris are fold-
ing less rapidly. Manufacturers are talk-
ing about stability. This is, then, perhaps
4 good occasion to look again at the
sichkness of the last two vears—and 1o
hope that French record firms will be
more adventurous than they have been
lately.

There may be 1,500,000 phonographs
in use in France. but one industry source
told me recently that there are not more
than a million worth counting. Compet-
ing for this market are four major com-
panies  (Path¢-Marconi,  Philips, RCA-
Decca, and Vega) and a dozen smaller
ones. The latest catalogue lists 101 la-
bels as French, although some of these
are naturalized foreigners. Total produc-
tion is now about 3.500.000 records a
month. Prices, in terms of real wages, are
at least 100 per cent higher than in the
United States. Sterco has created mainly
confusion and hesitation: monophonic

discs account for 99 per cent of sales. The FM-443A FM tuner is an advarced version of the tuner whose superb

These are the main elements in the sensitivity and clean response were praised so lavishly in the high-fidelity
crisis. Obviously. too many people ure press. Its excellent wideband circuitry brings into the home of the serious
trying to sell a luxury to 100 few. Why? music lover the full potential of FM, richest of all program sources, with

Well. largely because too few were try- the dramatic realism and clarity of a “live” performance. At $79.95
ing ten years ago. when the LP revolu- (suggested list price), it's an absolute best buy.

tion arrived. At that time French record
compinies had not yet recovered from For the sheer joy of listening...' There 's nothing finer than a Stromberg - Carison’
the war. Dealers had inventories 1o

establish. and collectors were cager. So STROMBERG-CARLSON

a4 rush started. Factories were buile with

more enthusiasm than judgment. So, in 4 DIVISION OF GENERAL DYNAMICS

the winter of 1958-59, the bubble burst.

Write for full line component catalog to: Stromberg-Carlson, Box AJ, 1403 N. Goodman St., Rochester 3, N. Y.
Tune in **Special Report’’ Saturday afternoons immediately following the Metropolitan Opera broadcast.
CIRCLE 8! ON READER-SERVICE CARD

MarcH 1961 21

Continued on page 23



It Took Eleven Years and One Night to Design
The World's Best Speaker System
The New CITATION X by Harman-Kardon

Stewart Hegeman, Director of Engineering, Cita-
tion Kit Division, Harman-Kardon, Inc.

Stew HEGENAN owns a big, old Charles
Adams-type wood frame house in New
Jersey. It has its disadvantages—but it’s a
rather special kind of house. The original
high-ceilinged living room has been con-
verted into a sound laboratory replete with
morris chairs, the best testing equipment
and Universal Coffeematic machines. Ac-
cording to legend, Stew has coffee now
flowing through his veins instcad of blood
—a concomitant of spending night after
night searching for perfection in audio de-
sign. It was at this house, one night last
summer, that the Citation X speaker sys-
tem was born,

The antecedents of this story date back
to 1949 when Hegeman first heard a Low-
ther driver. That was it; the beginning of
a remarkable collaboration between this
great American audio engineer—now Di-
rector of Engincering of the Citation Kit
Division of Harman-Kardon — and the
highly regarded Lowther company of Eng-
land. Together, they created speaker sys-
tems which became classics: the original
Hegeman-Lowther horn—the great “Grey
Monster” with its top section of plaster of
Paris and the Brociner Model 4 Horn.

Over the years, Hegeman and Donald
Chave—head of Lowther—continued to
work together. Ideas were exchanged; con-
cepts discussed and explored. Independent
lines of rescarch into the perfection of
speaker design were followed by both.
Then came their meeting one night last
summer—and the creation of Citation X
—the culmination of 11 years of joint and
independent research into speaker design.

Reflected Sound

DESIGNED IN THE CITATION TRADITION—
the best regardless of cost—the new speaker
system places no limits upon performancc.
It can perfectly reproduce the whole com-

plex structure of a musical composition
without adding or taking anything away
from the original performance.

The Citation X diffuses sound in a hem-
ispheric radiation pattern—by a blend of
direct and reflected sound. In creating this
design, the precisc process of what occurs
in a concert hall has now been duplicated.

Audio engincers know that approxi-
mately 80% of the sound in a good concert
hall is reflected from the ceilings, walls,
cte. It is this mixture of direct and re-
flected sound that gives music its depth
and dimension, its exciting spatial quality.

The Citation X achicves precisely this
cffect by distributing music on vertical and
horizontal planes. Conventional speakers
beam the sound at you on a horizontal
planc—similar to automobile headlights. In
stereo, this is akin to listening to the full
orchestra through two holes in the wall.
Replace the conventional speakers with
Citation X and the wall disappears. You
are in the same room with the music.
There is no ping-pong effect; no “hole-in-
the-middle.” All of the music is there in
all of its depth and dimension and reality.
For the first time, the word “presence” has
been made meaningful.

The Lowther Driver

THE BASIC FLEMENTS of the Citation X
are the Lowther driver and the Hegeman
enclosure design—a split slot-loaded coni-
cal horn, with two 7% feet sections folded
within the enclosure.

The driver is a massive Lowther unit
specifically engincered for the Citation sys-
tem. It consists of four working clements:
® Direct radiation from front of cone.
® Radiation from the midrange “whizzer”

cone which opcrates between 2000 and

7000 cycles.

o A stabilizer which places a damping
load on the cone and acts as a diffuser
and distributor of the very highs.

® Radiation from the back of the main
cone which is directly coupled to the
folded horn.

Features of the specially designed driver
include: magnetie structure of anistropie
magnetic alloy (Ticonal G) which is the
most efficient magnet material known to-
day; usable frequency range of 20 to
50,000 cps; gap flux—17,500 gauss; total
flux 196,000 maxwells; aluminum voice
coil for increased high frequency cffi-
ciency; twin cone construction with foam
plastic front and rear suspension; no dis-
tortion at crossover frequencies due to
elimination of distortion producing LC
networks.

The Horn

CONVENTIONAL HORN DESIGNS use an
acoustic chamber to couple the diaphragm
to the throat of the horn. In the Citation X,
the chamber is removed and the driver
placed directly into the throat of the horn.
This eliminates the last resonating element
in the horn configuration and results in
absolutely smooth transfer of radiation
between horn and driver.

Instecad of the conventional “open
mouth,” the Citation X horn terminates in
a slot at.the base of the enclosure. This
presents the horn and driver with the im-
pedance of an infinite horn. Thus, phase
shift is reduced within the horn and room
reflections are prevented from entering the
horn’s mouth and reaching the driver.
Pressure loading by the horn damps com-
pletely the mechanical resonance of the
conc and its suspension.

The interior of the handsome, hand-
rubbed walnut enclosure is constructed of
Timblend which has no directive reso-
nance and is stronger than wood. The
entire internal horn structure is honey-
combed for strength and prevention of
panel resonance.

For those who own Citation units—for
all those who want perfection in speaker
performance—we can recommend the Ci-
tation X without qualification. The dimen-
sions of the Citation X are 20" wide x
145" deep x 36%" high—because that is the
size necessary for the design of the world's
best speaker system.

The Citation X—$250.00
Price slightly higher in the West.
l-or complete Citation catalog write to: Dept.

HF-3, Citation Kit Division, Harman-Kardon,
Ine., Plainview, New York.

The Citation X
A Hegeman-Lowther Design

CITATION v [l kardon |
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NOTES FROM ABROAD
Continued from page 21

Cuts and Clubs. Slashing prices would
secem to be the indicated remedy, and it
1s being applied. Some of the companies,
I am told, are even secretly sending new
records to the second-hand stalls in the
Flea Market. But there are economic
limits to the cuts, and a curious psycho-
logical limit: apparently French col-
lectors, used to thinking of records as
luxuries, suspect detects when offered oo
good a bargain. Anyway, that is what
Champs-Elysées dealers say.

Educating a larger public is perhaps
a better approach, and it is now being
tried with considerable success by Pathé-
Marconi. Last fall the firm launched a
record club. offering three discs for the
price of onc as a starter. bonuses to heep
things rolling, and an illustrated monthly
magazine. Standard classics and popular
tunes are available. interpreted by Maria
Callas. André Cluytens. Herbert von
Karajan, Edith Piaf, Miles Davis. and
other stars of the ENII empire. Retailers
worried by this direct approach have
been given a double reassurance: no rec
ord goes on the club list until six months
after release, and none is kept on the
list for more than six months.

At this writing the club has more than
fifty thousand members. Most of the
prospecting for subscribers has been done
in the provinces. where well-stocked deal-
ers are surprisingly rare. But this does
not mean that Pathé-Marconi has ro-
mantic illusions about bringing music to
art-hungry peasants. The best results have
been obtained among students. shop girls,
and small-town professional men,

- —_—

L

Collectors and  Critics. My latest  un-
scientific survey of French musical taste

-as revealed by Paris record sales—has
yielded only one surprise; Vivaldi. ex-
cept for The Seasons, is slipping badly.
Beethoven. of course. is still far ahead,
followed by a slightly faltering Mozart.
Bartok. Berlioz. Mahler, and Prokofiev
are coming up fast. A record-lending li-
brary back of D¢ Gaulle's palace has no-
ticed that beginning listeners may jump
from familiar Beethoven into an extraor-
dinary enthusiasm for Bartok, with noth-
ing in between. I don’t hknow what this
phenomenon means.

Vega, which has madec a magnificent
effort 1o record contemporary music over
the past five vears. thinks that new
composcrs are part of the answer 1o the
French crisis. The t1otal public may not
be large for new works. but it is apt
‘f"l.ll’?' “'”T';:“I a“d,‘hc'f. is il o The ASR-220C sterec fre-amp/powsr amplifier—conservatively rated at
gofition. pine company [1AS :now, [pdsse 24 watts—is the choice cf the music over who can't get to the concert hall
the six thousand mark with its recording . X AR
off Pictre Botileas. Martedn salis mdaifre, as often as he. likes. Dgtermmed to re-create' in his own home the full ex-

citement of “live"” music, he looks tc the satin-smooth power-performance

Do critics have anv influence? Paris o . b ‘
dealers are rather skeptical. “We sell and flexibility of ttis superb amplifi2r to take full advantage of the finest

legends,” one of them told me. “People in recorded sound. Ard it costs only $119.95 (suggested list price).
like pianists who die young. and sopranos For the sheer foy of Nstaniag...”'There is nothing finerthan a Stromberg-Carlson"

who have love affairs.” But this cynicism

is not shared by cveryone. Philips has STROM BERG'CARLSON

found that scrious reviewers who com-

pare different recorded versions of the s oivision or GENERAL DYNAMICS

same  work substantially affect sales.

Write for full line component catalog to: Stromberg-Carlson, Box AJ, 1403 N. Goodman St., Rochester 3, N. ¥,
Continued on page 25 Tune in *'Special Report” Saturday afternoons immediately following the Metropolitan Opera broadcast.
CIRCLE 82 ON READER-SERVICE CARD

o
(81

MarcH 1961



tick! tick!

night merriment . . . or a Sunday afternoon concert.

Maybe you don't remember the magic tick-tick of Dad’s
alarm clock . . . or the excitement you felt at the tiny
sound of his key turning in the lock.

But don't despair. Grownups, too, can experience ex-
citing moments in sound. Try Audiotape and see.

The unique quality of this tape gives you more clarity
and range, less distortion and background noise. It's
your silent (but knowledgeable) partner in capturing
fresh, clear, memorable sound—whether it's Saturday

Remember: if it's worth recording, it's worth Audio-
tape. There are eight types ... one exactly suited to
the next recording you maxe.

TRADE MARK

“‘jt speaks for itself”

AUDIO DEVICES INC.. 444 Madison Ave, N. Y. 22, N. Y,
Hollywood . 840 N. Fairfax Ave., Chicago: 5428 N. Milwaukee Ave.
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NOTES FROM ABROAD

Continuned from page 23

Criticism that makes no comparative
judgments is apt to be less influential.
Roy McMULLEN

BUCHAREST—Rumaniu is a fascinating
dark-hued country where Europe stops
and the East begins; where, except in the
larger cities or the capital itself. time
seems to have stood still ages ago: where
huge herds of swine and buffaloes. the
latter black and with quaint. curly horns,
block the main highways as they are
driven to their villages from the outlying
fields: where. in  Bucharest, a gypsy
woman, nursing her child at her breast,
sits at the steps of a splendid new con-
crete and  steel housing block: where,
along the sparsely traveled roads., the
only signs arc party slogans. encourag-
ing the pcasants and workers to more
efficiency; and where the country people
are of a gencrous warm heartedness (we
occasionally askhed for a mug of creamy
buffalo milk, and never would a peasant
accept money for it).

It may seem incongruous for Rumania
even to have a record industry. but
although the country is hundreds of
miles deep in Eastern Europe. its cultural
ties to the West—especially 1o Paris—
remain strongly felt. Rumanian orches-

| FOR
| THOSE
WHO
LOVE
LIVE
MUSIC

tras are a curious and attractive mixture 4
of French and Central European. having

a rather Austrian string tone balanced

by a woodwind and brass texture dis- £
tinctly Gallic in character. In Bucharest, |
the principal orchestra is the State Phil- :;
harmonic. named after Rumania’s great- ' ;
est musical son. Georges Enesco; and it ’i
is a very fine orchestra indeed—not. per- s
haps. on the level of the Leningrad. Vi- | §

enna. or Berlin Philharmonic, but only
just below them. And Cluj—the second
largest city, which was formerly part of
Hungary and still has a large Hungarian
element—boasts both a Hungarian Op-
era House and a Rumanian Opera
House. Like those of other Eastern Eu-
ropean countries, the peasants in Ru-
mania are highly musical. and their un- l
utterably sad. desolate folk tunes have
left un indelible mark on all Rumanian
music of today.

Rumania’s Record Scene. The State
Record Company, Electrecord, begiun to I
produce LPs in 1956, recordings had |
been made in Rumania twenty years be-
fore then, but mostly dance music and
on a very limited scale. Officials of the
company told me that the original LPs
were technically inferior, and in the
past years they have imported German,

The ultra-compact RS-501 two-way, high-compliance speaker system is built
for music lovers who want the same tonal perfection, the same richness,
clarity and realism that makes a cor.cert-hall performance so memorable.
British. and Danish equipment to record, The RS-501 .features a specially desizned long-excursion woofer.lAnd this
process. and press their records. This bookshelf-snzg spe_aker systgm measures oply 133 x 183 x 13/4. $§9.95
year Electrecord has begun to make (su_ggested.h’st price). Available in beautiful decorator housings in a
stereo recordings (Becthoven's Ninth | variety of finishes.

Symphony conducted by George Geor-
gescu, works by Enesco). but since stereo
playback equipment is not generally -

available, the sterco tapes are intended STROMBERG CARLSON

primarily for export. ~oivision or GENERAL DYNAMICS

Recently Electrecord has been making

For the sheer joy of listening..." There is nothing finer than a Stromberg-Carlson’

write for full line component catalog to: Stromberg-Carlson, Box AJ, 1403 N. Goodman St., Rochester 3, N.Y.
| Tune in “'Special Report” Saturday afternoons immediately following the Metropolitan Opera broadcast.
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NOTES FROM ABROAD
Continued from preceding page

joint recordings with  Supraphon in
Prague and Erato in Paris: in Rumania.
you can buy Furtwiingler and Menuhin
discs. the rights for which Electrecord
leased from French HMV. The prices
of records in Rumania are relatively
cheap: for example, a 12-in. LP costs
46 Lei—a little over $3.00. (There are
half a dozen different rates of exchange
in this country; | have used the one
tourists get. which is considerably better
- than the official bank rate for businesses,
- and so forth.)

I was given o large number of records.
and I also heard scveral test pressings
(c.g.. a  magnificent  performance  of
Enesco’s  Third Violin  Sonata, with
Enesco himself and Dinu Lipatti—an
old tape which has been skillfully re-
processed). On the whole, the technical
quality of the records is far higher than
I expected. and the performances 1 heard
were all first-rate, There seem to be two
star conductors in Bucharest, Georgescu
and. of course. Contantin Silvestri. who
is known to the West through his EMI
MATGH recordings. All save one of the Electre-

cord discs of classical orchestral music
I heard were conducted by Georgescu.

Beautiful and Sad. On the folk-music
side. Rumania has more to offer than
almost any other European country. The
peasants’ agelessly beautiful, deeply
poignant melodies have fascinated musi-
cians ever since Bartok began giving them
more than local circulation. The Ruma-
nian  Folk-Lore Institute (in  whose
offices I spent an enthralling morning)
has issued. via Electrecord. a series of
twelve-inch LPs covering Rumanian folk
music ("Culgere de Cintece Rominesti™)
and to hear this music. which varies
from heart-rending sadness to almost
hysterical gaiety. is an experience no
music lover should miss. Some of the
arrangements. I felt, derived from the
night c¢lub; but others ure straight from
remote Rumanian villuges where there
has never been a radio or a television
set to pollute the strength and purity of
these ancient tunes. It is music close to
the carth: it sings of birth, and love, and
death: it conjures up the rich, black earth
of Transylvania, and the neat white-
e 4 speeds adjust while washed houses, and the peasants after the

— harvest, drinking the new wine in the
shadow of the ancient church. It tells of

The turntable that adjusts for perfect pitch/

Thorens compensates for variations in house
current and recording systems; gives the truest record plays
reproduction with all your records, old or new.

e |lluminated strobe and the icy north wind, moaning across the
Adjustment is so fine that records can be used to circular level built in plains to Hungary; it tells of a race sad
accompany live vocal and instrumental performances. ) before they were born, “Because” (says
Swiss precision engineering ensures longer record ® Easy |n’s:tallation of 12 one nursery song) “it is not a thing of
life, performance to match the finest components and 16" arms joy to be placed on the carth.” No won-
you will ever own. See your Thorens dealer soon e Only $99.95 net. Other der that the sick Bartok. looking at the
for expert attention and high fidelity service, models from $47.50 beautiful hills of New England the last

summer before he died. longed for the

1ot Rumanian villages. Eastern Europe is a
tragedy in many ways, but out of its
FAMOUS SWISS HI-FI COMPONENTS scething history has come perhaps the

greatest folk music of our civilization.
H. C. ROBBINS LANDON

MUSIC BOXES * SPRING-POWERED SHAVERS * LIGHTERS

A Division of ELPA Marketing Industries, Inc. - New Hyde Park, New York s

& |
Guaranteed for one full year. Sold only through carefully selected franchised dealers. [
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High Fidelity’s Ultimate Standard:

—l-i)e term high fidelity
has been used so freely
that its literal meaning
is often forgotten. It
does not refer to over-
loud, over-resonant,
over-brilliant sound,
but to the faithful re-
creation of a musical
performance.

The ultimate test of a
high fidelity system,
then, is a direct com-
parison with the sound
of the original instru-

] The moment af transition from live to recorded sound: AR-3 speakers and Dynakit amplifiers
ments. tuke over from the Fine Arts Quartet.

Such a comparison was made during the recent hi-fi show in New York City, when AR speakers and Dynakit
amplifiers vied with the Fine Arts Quartet in a “live vs. recorded” concert. At intervals the Quartet stopped play-
ing and allowed the hi-fi system to take over, using pre-recorded sections of the music, without missing a beat.

McProud, editor of Audio, reported: “We must admit that we couldn’t tell when it was live and when it wasn't.”
The Herald Tribune referred to “awesome fidelity”. Record reviewer Canby wrote: “My eves told me one thing,
my ears another.” Freas, audio editor of High Fidelity, wrote: “Few could separate the live from the recorded

portions.”

After all of the trade jargon and esoteric talk heard at hi-fi shows, this was the real thing.

components designed for
the home, created the illusion. Although these components are medium priced,® they are widely regarded as
representing the highest quality that the present state of the art makes possible.

Further information on these products, including a list of high fidelity dealers in your area who carrv and demon-
strate them, is available for the asking.

°A complete high fidelity record playing system using the above components would cost
about $750. You may hear AR speakers and Dynakit amplifiers together (in these and other,
less expensive models) at AR Music Rooms, on the west balcony of Grand Central Terminal

in New York City, and at 52 Brattle Street in Cambridge, Massachusetts.

ACOUSTIC RESEARCH, INC., 24 Thorndike Street, Cambridge 41, Massachusetss
DYNACO, INC., 3912 Powelton Avenue, Philadelphia 4, Pennsylvania

CIRCLE 2 ON READER-SERVICE CARD
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KEY FEATURES

8ringing you up to date on...

GARRARD’S THREE STEREO AUTOMATICS

THE AUTOMATIC TURNTABLE
LABORATORY SERIES TYPE A

An entirely new kind of record-playing unit com-
bining all the advantages of a true dynamically
balanced tone arm, a fuil-size professional turn.
table, plus the convenience of the world’s finest
automatic record-handling mechanism—all in one
superb instrument. This unit was designed to
appeal to the most critical and knowledgeable,
with performance so outstanding that it even sur-
passes the professional turntable standards estab-
lished by NARTB. (Less cartridge) $79.50.

L)K—-CJ The only dynamically balanced tone arm on
an automatic unit...with adjustable slid-
ing counterweight, and built-in calibrated scale to set and in-
sure correct stylus tracking force. Once balanced, this arm will
track stereo grooves perfectly with precise specified pressure.

Full-sized, heavily weighted (6 tb.}). Actually 2 turn-
tables...a drive table Inside, a non-ferrous heavy
cast table outslde; with a vibration-damping resili-
ent foam barrier.

New exclusive, completely shietded 4-pole shaded
Laboratory Series Motor... developed by Garrard
especially for the Type A turntable system. Insures
true musical pitch, clear sustained passages with-
out wow, flutter, or magnetic hum.
The great plus feature of automatic play—without
compromise. Garrard's exclusive pusher platform

- thanging mechanism, makes the Type A fully auto-
matic, at your option. Convenient, reliable, maxi-
mum protection for records.

CIRCLE 26 ON R

which is best
or you?

MODEL 88 (MK-II)
DELUXE RECORD CHANGER

This is a new version of the famed RC88 manual
player/automatic changer combination, with every
key feature already proven through years of unsur-
passed performance...millions of playing hours
in hundreds of thousands of homes. Now further
refined to provide even better performance, the
new RC88 still offers the exclusive pusher platform
which made its predecessor the best selllng unit
In the entire high fidelity component fietd.

(Less cartridge) $59.50.

Full manual position: The RC88 Is a single record
player as well as an automatic changer. At the
touch of a switch, the tone arm is freed, and
individuat records (or bands) are played by hand.

The exclusive Garrard pusher platform—remains the
only automatic device that Insures positive, gentle
handling of all records, regardless of diameter or
condition of center hole, or the record surfaCe
or edges.

Interchangeable spindles (manual and automatic).
Have no moving parts to nick or entarge record
center hotes. Records are lifted from turntable
without interference, with spindle removed.

Exclusive cast-aluminum, true-tangent tone arm
provides rigidity, low resonance, low mass. Light
welght interchangeable plug-in heads accommodate
cartridges of any make.

DER-SERVICE CARD

Write for your Garrard Comparator Guide, Dept. GC-21, Garrard Sales Corp., Port Washington, N. Y.

fo

MODEL 210
DELUXE INTERMIX CHANGER

Garrard's most compact automatic and manual
nger...the Model 210 is noteworthy for its
versatility. It is scaled to fit any cabinet designed
for a record changer. It plays and intermixes rec-
ords of all sizes. Though moderately priced, it is
a Garrard in every respect, precision built to
Garrard's highest standards, suitable for the finest
stereo and mono music systems; ideal for repla¢-

ing obsolete record changers.
(Less cartridge} $44.50.

“'Shide/slide’* controls—Select manual (single play)
or automatic operation on separate halves of the
unitized panel. Instantly the 210 is ready to play.
Clearest, simplest controls on any record changer!

U S ——

L}» found In other record changers In this class.
Insures constant speed with no hum or vibration,

J Extra-sensitive stylus pressure control through in-
stantly accessible knurted knob built into the cast
aluminum tone arm,Insures precise specified cor-

\/ rect traching pressure at all times.

The ideal Garrard changer to replace obsolete
. equipment in existing cablnets. Every part is
fz%’ built to Garrard’s highest standards, yet it is so

)"‘9 compact it will fit any record Changer cabinet

section.
=

GARRARO's 4-pote shaded **Induction Surge'* motor
Q - with rotor dynamically balanced~a refinement not

You will enjoy a

world's finest
its precision

...its performance...its convenience



The Hobbyhorse Still Rocks

REMEMBER the cartoon in which a breathless
matron bursts into a room full of swizzled guests
and martini-induced euphoria? “Dinner is ready,”
she announces, “What shall we do with it?”

Audio hobbyists are finding themselves in a
similar quandary these days. “The system is in-
stalled,” they are heard to complain. “Now, what do
we do with it?”

Listen to music? Of course. But what about
the tinkering, the loving installation of accessory re-
finements that kept us so busily and happily oc-
cupied a few years ago? In a sense, the manufac-
turers have taken that fun away from us. In the
new stereo-inspired audio equipment, with its un-
precedented control features and operating facilities,
the need for further “nuts and bolts” activity is
practically nonexistent. Another way of putting this
is that the components produced today, unlike those
on the market as recently as three years ago, largely
anticipate the user’s needs.

Such intricate operations, for example, as wiring
a signal take-off to feed a tape recorder from an
amplifier are no longer necessary; the connecting
jack and associated circuits now come built in on
most amplifiers, with simply one more switch on
the control panel. Tone arms now are supplied with
stylus pressure settings calibrated along the arm; in
some, the pickup leads already are connected to
signal cables, ready to be plugged into the amplifier.
Leveling ‘indicators, as well as the leveling adjust-
ments, are showing up as standard equipment on
more and more turntables. Built-in bias and balanc-
ing meters in amplifiers eliminate the need for con-
necting one’s own meter to check critical circuits. In
another area, the cut-and-try experimenting in fitting
“naked speakers” into home-built enclosures has been
obviated to a great extent by the integrated speaker
system in which drivers, dividing network, enclosure,
even grille cloth all are conceived and produced as
an entity. Even less ambitious activities such as
“making up” odd types of signal cables for special
interconnection between components hardly seem
worth the bother when, for a few cents, one can
buy a length of cable prefitted with any combination
of plugs, and stronger than any made at home.

. high fidelity

SEES IT

Yet, despite the fact that many of the hobby
aspects of audio have become passé, we believe that
the hobbyhorse still is rocking, if in a different tempo
and on a higher level. For one thing, there are any
number of newcomers to the ranks. It is true that
buyers today can simply put their money down and
take home equipment far more sophisticated and
advanced in design than was available a few years
ago. Even so, how long before the new audiophiles
start asking the old questions: why this? and how
that? and can I get it to sound better?

Secondly, many of these questions have not been
resolved—and cannot be, except in terms of the
individual listener and his environment. Certain
types of distortion, for example, still are not com-
pletely understood, particularly as they relate to the
listening experience. One of the most challenging
of these types involves the effect on sound—both
in recording and playback—of the room itself,
“acoustic distortion” if you will. Here indeed is
virgin territory for the hobbyist to explore, from
experimenting with speaker placement to experi-
menting with the room itself.

In another, though related, area there is a grow-
ing tendency towards integrating the high-fidelity
system with room décor, by cabinets, built-ins,
equipment housing, or room dividers. This suggests
new discoveries and personal involvement for the
hobbyist. It is a short step from kit building (and
the rising interest in kits at all levels of price and
performance suggests that the do-it-yourself move-
ment is stronger than ever) to woodcrafting and
allied arts. What has emerged, and undoubtedly
will continue to grow, is a new understanding of
how sonic beauty can be related to visual beauty.

Finally, and perhaps most important, the fidel-
itarian—active or passive—likely never will abdicate
his “rule from the sidelines.” He will maintain his
prerogative of inquiry, and of criticism; and he will
not stint his appreciation of new equipment and
techniques.

Aside from all this, what more is left for audio
enthusiasts to do? Quite simply, to sit back and
listen to their music. The prospect, we confess,
pleases. NorMAN EISENBERG
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A METHODIST MISSION HALL in London, an aban-
doned basilica in Milan, the lobby of the opera
house in Brescia, a handful of faded ballrooms in
New York and other American cities, an out-of-
the-way chapel on New York's East Side, an old
St. Louis beer hall—all have one thing in common:
the making of records.

Good recording halls are hard to find. The
industry’s musical directors and sound engincers
have scarched everywhere from barns to ballrooms,
clapping hands, firing pistol shots, and shouting
across empty rooms in an cffort to locate acceptable
sites for their work. With every advance in sound
reproduction—and sterco has compounded the prob-
lems—the choice of a recording location bccomes
more and more crucial. Hall acoustics can mcan the
difference between a genuine musical re-creation and
an artificial tmitatton. The finest performance can
be severely damaged if recorded in an acoustically
inadequate auditorium.

Long ago, performers went to the studio—to the
recording equipment.  Engineers merely wanted
musicians close enough to the horn so that some-
thing—anything—would be heard. Even after the
development of better and more flexible recording
equipment, the studio retained the advantages of
convenience. Solo and chamber music are still often
recorded in the studio, and it is the usual locale for
pops recordings, where special effects may be de-
sired and where artificial gimmicking is often intro-
duced. But for orchestra, choral, and operatic
music, the studio today plays a secondary role.

Aside from the fact that few studios have the
space to accommodate large instrumental and vocal
cnsembles and that the older ones (and even some
of the newer) are often inferior acoustically, the
much-proclaimed ideal of “concert hall sound” led
logically to the choice of actual concert halls for
recording. Their acoustic properties are well known,
and they provide comfortable, familiar surroundings
for the musicians. The recordings made in Boston’s
Svmphony Hall and in Chicago’s Orchestra Hall
serve as examples of the fine results that can be
obtained in concert halls. Their use, however, is not
without problems. Some have bad acoustics—the
Royal Albert and Royal Festival Halls in London,
the Salle Pleyel in Puaris, and the Ford Auditorium
in Detroit arc notorious cases in point. Furthermore,
since the microphone does not hear the same way

A tale of recording halls,

clap their hands
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BY ERIC

SALZMAN

human cars do, a good concert hall isn't necessarily
a good recording hall. The ecar listens selectively;
the microphone picks up everything, with brutal
objectivity. Omnidirectional microphones in large
halls reproduce reverberation that our ears (aimed
forward as they are) and mental attitudes (trained
to notice only what we consider important) note
only slightly, while strongly directional mikes miss
great arcas of complex reverberations and make the
hall sound drier than it would in concert. Con-
versely, a hall not accounted good for concerts may
be excellent for recording. A first-rate concert hall
must have even diffusion of sound through most
of its arca, but recording engincers nced only as
many choice listening spots as there are microphones.

Another significant difference between the sound
ol a hall for concert and for recording purposes
relates to the presence or absence of an audience.
Performers know of the vast difference in sound
between an empty hall and a full one, and many
a concert hall is not at its acoustical best unless
full of people. And there are further difficulties
in using established halls: they are engaged for other,
conflicting functions; a rival firm may have exclusive
use of the wanted hall; street and traffic noises
(enormously magnified on recordings) may be audi-
ble inside—Carnegic Hall’s subway rumble is
a famous example.

These factors, complicated by the industry's
growth (and necd for quality reproduction), have
triggered a scarch for adequate halls and forced
engineers to face the very difficult, basic question—
what makes a good hall good?

To understand the magnitude and complexity
of the problems, consider the physical characteristics
of a hall: size and shape of the stage; curve of the
back wall; presence or absence of reflectors; con-
struction of the roof above the stage; proscenium
arch; size and shape of the hall itself, including the
shape of the walls, roof, and floor; number and ar-
rangement of seats, balconies, and boxes as well as
the variety of materials used in each. Every surface
retlects or absorbs sound; thus matenials, shapes, con-
struction, and even decoration is significant. Rococo
curlicues on the boxes make a difference. Distance
between surfaces means differences in reverberation
and diffusion. Hall acoustics result from a funtas-
tically complex interplay of sound waves reflected
or absorbed by the myriad surfaces of the hall.

and of why sound engineers

and turn gray early.
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Today’s taste in recorded sound
sterco

especially in
calls for considerable reverberation with ab-
sorption held down. Among Amecrican firms partic-
ularly, clarity is achieved by close miking. At its
best, this technique results in a lush, reverberant
“aura” around a basically focused primary sound.
In stereo, it tends to emphasize directionality rather
than depth.  European companies often place the
microphones at a distance, to take more advantage
of the hall’s natural resonance. This procedure is
coming into favor in this country, even though di-
rectionality is somewhat lessened thereby. The ideal
for microphone placement has been defined as find-
ing the point farthest away from the musicians where
definition and clarity are retained. Beyond that
point, sound tends to haziness and mushiness.

Add to thesc problems, the humidity, the temper-
ature, and the temper of the musicians—all of which
change from day to day and, with them, the result-
ing sound. The type of music, the style, the me-
dium, the number and kind of performers, and even
the performing style of the musicians should also
be taken into account. What may work for a string

In Vienna's Sofiensaal (above), where
Jobann Stranuss used to conduct, Herbert
von Karajan sometimes records with the
Vienna Philbarmonic, At left: the cast of
poet Archibald MacLeish’s Broadway suc-
cess ). B. recorded under the massive chan-
delier of Webster Hall. Victoria Hall, Ge-
neva (photo on the fucing page) often serves
as recording home for Ernest Ansermet
and his Orchestre de la Suisse Romande.

orchestra might be dreadful on a solo piano disc.
What is clear and incisive for a percussion enscmble
might be hideous for Italian opera. Haydn, Mozart,
and Beethoven might benefit from a drier, cleaner
sound, while Debussy and Ravel would be better
off with rich reverberance.

To top it off, the recording director’s listening
point makes a difference. The best location is
usually considered to be the monitoring room, where
the sound is supposed to be heard exactly as it will
be inscribed on the record. The acoustics of the
monitoring room then come into play, and they
can differ greatly. They undoubtedly differ from
the living rooms in which the music will be ulti-
mately heard. The record buyer’s impression of the
quality of the sound will depend, of course, not
only on his playing equipment, but on the acoustics
of his own listening room.

Ideally, potential recording halls should be tested
under actual recording conditions—with the per-
formers in their seats playing the music at hand.
But obviously, no one puts onc hundred and ten
musictans in a hall, onlv to decide—after a few



tests—that the place isn’t really suitable. Even trial
runs for minor adjustments are held to a minimum
since a symphony orchestra’s time is valuable from
a number of points of view. Engineers have to rely
on past expericnce, often gained through sad trial-
and-error methods.  Many a much-used hall has
been sacrificed when technology and public aware-
ness passed it by In unfamiliar halls engineers
depend on their ability to spot the likely qualities of
the locale, abetted by some simple tests,

Old halls are generally more desirable than
modern ones (this is true of concert halls as well).
Perhaps they have mellowed with age. They often
have much wood; desirable, since wood does not sop
up sound or give the sharp, ugly rebound of harder
materials.  They have heavier, thicker walls, well
settled and apparently less affected by climatic
changes. More importantly, most older halls abound
in columns, chandeliers, niches, friczes, and other
forms of rococo ornamentation far more likely to
produce even, rich sound or optimum reverberition
than the starkness of a sleck modern hall composed
of synthetic materials.  Harold Lawrence of Mercury
Records compares a hall to a speaker enclosure
both are frequency sclective, and the gingerbread
hall is most likely to have a smooth frequency re-
sponsc without peaks.

Hall-testing procedures are simple ana limited.
Talking and shouting at different distances gives
some notion of clarity, and loud handclaps, sharp
percussive noises, or cven a pistol shot will reveal
reverberation time as well as special disturbing echo
effects—shatter echo (a kind of breaking-glass ef-
tect), ta-ta-ta-ta echo (repetitions of the sound fading
away at distinct time intervals), and slap-back (a
sharp split-second return of the sound). The most
desirable kind of reverberation produces a very dis-
tinct kind of fade-out (technically referred to as
decay), very fast at the beginning and then slow
and steady.

Once the hall is chosen and musicians assembled,
further tests are in order and many minor adjust-
ments are made.  Players are moved, curtains hung,
and cven temporary structural changes may be made.
Dario Soria recalls, for instance, a feartul scssion
at the Teatro La S8cala in Milan when Victor de
Sabuta was recording Tosca. He drove everyone to
tears (and close to financial ruin) by making the
assembled orchestra and singers stand by while cvery
possible modification of the hall was attempted.
Seats were covered, curtains hung, boxes boarded
up. and musicians shifted from one position to an-
other for days before he was satisfied.

It the engincers are aware of the quirks of the
hall, many adjustments can be made in advance.
They have learned, among other things, that the best
position for the musicians is often not the one
normal for a concert performance. The space above
the stage and the proscenium curtains scems to soak
up sound aimed at the recording microphones and,
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for some of the reasons outlined above, this seems
more pronounced on recordings than in concert.
Also, one hears on discs what is sometime described
as the “room within a room™ effect; the proscenium
pushes the sound together and, in sterco, makes it
appear to come from a single source. So out come
the scats in the hall and the orchestra moves down
from the stage. On the floor of the hall (either
directly in the center, somewhat off-center, or di-
rectly in front of the stage—depending on the hall
and the calculations of the engineers) the full rever-
beration of the hall comes into play, giving the much-
prized richness and depth. This procedure, com-
mon nowadays, is often supplemented by completely
closing the stage curtains.

There are variations.  In the Munch recording
of the Berlioz Requiem, chorus and soloists stood
on the stage of Boston’s Symphony Hall while the
orchestra was down on the floor. In recordings of
plano concertos, the piano has sometimes been
placed on the stage in order to make it project over,
yet blend with, the orchestra. In some cases, the
orchestra has been divided between stage and floor
—to get an antiphonal effect or to correct instru-
mental imbalances resulting from special acoustical
problems of a hall.  Orchestras have even been
placed on the stage backwards, with performers
facing the back wall and the conductor facing the
drawn curtains of the stage. In this way, the large
arca above the stage can be a good resonator.

In the London recording of the final scene from
Strauss’s Salome, the orchestral sound would not
blend properly with the voice of Inge Borkh. Either
her soprano would sour above or be submerged by
the masses of orchestral sound. Since the vocal

sound should blend with the orchestral texture, some-
one finally hit on the idea of putting her right smack
in the center of the orchestra. When, in the heat of
a passionate delivery, she flailed out a bit, two
Continued on page 106

music stands and a sccond
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FOR COMPONENTS

A word from the wise on wrapping woodwork
around your watts and your Wagner.

LITTI.E MORE than a decade ago, the prevailing
approach to housing audio equipment was decidedly
that of the naked components school. Good fideli-
tarians frankly enjoyed living with their artifacts: an
amplifier sat here, a control unit there—and wading
ankle-deep in wires only heightened pride of owner-
ship. If some disorder and early sorrow resulted,
real high fidelity was worth it.

This point of view, of course, had its opponents,
who belicved that in the interests of domestic de-
corum high fidelity should be heard but not seen.
With the coming of stereo—and its threat to pre€émpt
even more shelf, table, and floor space—the struggle
between the let-it-all-show camp and the cover-it-
all-up brigade became acute. The former naturally
wished to avoid any resemblance to the consoles
and package sets associated with low fidelity. More
to the point, they were concerned with what

might happen to components when confined in
cabinets that afforded inadequate ventilation, or
whose dimensions precluded future expansion of
the basic system, or whose structure made installation
a chore or hampered its successful completion. Of
what use is a cabinet, ran their argument, if it meant,
for example, that the components would be so
thoroughly “installed” that replacing a tube in the
tuner could become a major problem in demolition?
Yet the voice of those who held that a living room
was intended for people to live in became more and
more articulate.

One way out was the “built-in” or “entertain-
ment wall,” wedding storage space and exciting de-
sign motifs into a dynamic, yet functional unity. It
also inspired the subsequent variation, actually an
abstraction of the wall, known as the “room divider.”
A good many enthusiasts seized on this approach

HiGH FIDELITY MAGAZINE



to installing high-fidelity equipment, but for others
the wall was simply too “way out.” Aside from the
fact that it jogged firmly established concepts in
home décor, it also took considerable doing to be
successful structurally, functionally, and aesthetically.
What’s more, it took considerable cash. And for
people with unsympathetic landlords, the “music
wall” was clearly impractical.

An alternate solution, charted when designers and
craftsmen began seriously to relate timber to timbre,
was a simple addition to home audio gear: the free-
standing, self-contained equipment cabinet. As it
has evolved recently from the casually conceived and
mass-produced box to the precisely designed and
hand-crafted custom job, the equipment cabinet has
become something of a three-part invention.

One part is concerned with basic functions, and
to the extent that any cabinet performs these
functions, it may be said to qualify as a
useful adjunct to a high-fidelity system. These
functions, in the main, are: 1) housing and protection
for equipment against harmful exposure and acci-
dental damage; 2) assisting in the logical arrangement
of components and thus facilitating their convenient
use; 3) serving as an installation aid from the stand-
point of proper functioning—specifically in the
shock-mounting and leveling of turntables, the cor-
rect positioning of tone arms, proper orientation of
components for minimum interference and spurious
interaction such as hum pickup or heat transfer, and
finally in providing adequate ventilation for critical
units, particularly power amplifiers; 4) permitting
removal of parts for servicing.

Obviously, a cabinet that fulfills these ends is
not like any other piece of furniture ever devised.
However attractive it may be to the eye, it must put
function first. Without primary regard to its use as
equipment housing, the cabinet fails or, at best, can
prove very troublesome and frustrating to the un-
wary buyer.

There are cabinets—and cabinets. One common
type is a simple, boxlike affair with two doors,
swinging or sliding, and one shelf, usually adjustable.
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Actually, this is an “all purpose” cabinet of fairly
uninspired design. Such a cabinet is likely to be
shown in the furniture section of a large store as a
“high-fidelity equipment cabinet” and in the music
and record department as a “‘record storage cabinet.”
Strictly speaking, it is neither, although with some
effort and additional cost it could conceivably be
adapted for these functions. To use it as an equip-
ment cabinet, the buyer has to supply and install
the fitments for a record player, drill holes to venti-
late the amplifier, and so on. For record storage
it should be fitted with vertical partitions spaced
about five or six inches apart so that the records
will be held upright without undue pressure from
one to another. (With this much do-it-yourself in-
volved, one might as well design and build his own
cabinet from scratch. Indeed, for an example of
what one handy audiophile did with hand tools and
material from the local lumberyard, see page 97 of
this issue.) In any case, and leaving aside matters
of appearance and possibilities for future expansion
of the system—which may or may not be of im-
portance to the individual buyer—the only appeal
of the “general purpose” cabinet is relatively low
cost. In fact if one is really economy-minded, some-
thing like an unpainted toy chest with a lift-up lid—
and a sales tag of about $20—can, with some effort,
be made as suitable for installing equipment as the
higher-priced “all purpose™ cabinet. Most people
will, however, feel that the housing needs of, say, a
$200 amplifier or a $100 turntable and pickup, or
a $450 tape system are not quite the same as those
of a set of building blocks, or a pile of linens, or a
collection of potables.

The second part of the three-part invention
to which I have referred involves a special aspect
of cabinetry: the question of whether the housing
is to serve as the final dress-up for the system,
or, rather, as a frame into which the owner can slip
different components and accessories as his taste
dictates and his budget permits. Cabinet people who
take their work seriously, striving for good design
while meeting the requirements of good audio prac-

Wood grain and roughly
woven cloth provide texture
contrast for this finely pro-
portioned custom-built cabi-
net. The turntable drawer lies
above tape deck. (By Gray
Sound Corp.,New York City.)
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tice, have their hands full with this problem. The
engineering and aesthetics that come together to
make for a successful design (in terms of structural,
visual, production, and marketing factors) for one
type of cabinet may not as often work for the other
type. One obvious result is the availability of two
distinct types of cabinets—one for a ‘*‘permanent”
installation, the other for the buyer who will prob-
ably change or expand his system. Another result is
perennial talk of a “universal” unit, or cabinet sys-
tem, that conceivably would satisfy the demands of
all buyers. There are, indeed, some examples of in-
genious attempts at such units. As a general rule,
however, the prospective cabinet buyer would do
well to formulate his own intentions before sctting
out on a shopping tour.

One thing to bear in mind—and which is as-
suming increasing importance to cabinet designers—
is the changing face of audio components themselves.
More and more, the operating and control panels
of components are entrusted not to the enginecer but

This ensemble is available in
kit form at a $125 saving.
The speaker enclosures are
separate pieces intended to
he relocated in the listening
room for optimum stereo-
phonic effect. (By Heath Co.)

The profile of this unique equipment cab-

inet reflects its ‘“chair-side” function.

Comfort is the keynote as a seated music
listener selects the signal to be fed to
the speakers pluced on the opposite side
of the room. (By British Industries Corp.)

to an industrial designer. As a result, audio equip-
ment has become visually more pleasing. This recent
interest in design on the part of high-fidelity manu-
facturers has helped clarify the approach of furniture
builders. Although some of the equipment cabinets
offered ten years ago were attractive enough, they
proved to be of limited use in monophonic systems
and became wholly inadequate for sterco. Today,
however, certain specifics are more apparent: there
is, for instance, a definite trend away from the
permanently fitted, cut-out front panel, thus per-
mitting components to be changed or new ones to be
added without radically altering the cabinet.

The designer who is himself an audiophile is par-
ticularly likely to keep in mind the needs of individ-
ual owners. Manuel Mundschenk, head of Artizans
of New England, for example, has built a cabinet
that permits the owner to install components cor-
rectly and handsomely, but with the option of chang-
ing things at will. The trick is accomplished by pro-
viding a sliding, removable mounting panel, as well
as a generous amount of unmapped, but carefully
contained, space. This approach does not attempt to
solve the problem of what a given system ultimately
will become; rather it permits the owner to solve it
for himself.

The third part of the three-part invention in-
volves the extra-audio aspects of cabinetry—style,
finish, materials, structural features, price. Whatever
its special functions as a new kind of cabinet
intended specifically to house audio equipment,
it remains also a piecce of furniture and often a
particularly conspicuous one.

The shop of custom designer Melvin Gray (Gray
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Sound Corp., New York), for instance, resembles
more than anything clse the showroom of a fine
cabinet maker—but of cabinets specifically tailored
for audio systems. Gray, as a matter of fact, is one
who holds that it is the cabinet itself which attracts
many to quality sound in the first place. Often, says
Gray, people now will think in terms of “furniture
with music,” as the focal point of a room, rather
than, as they once did, of a huge breakfront or
credenza. And, he reasons, why not give them both
good furniture and good sound? Of course, breuk-
fronts or what-have-you can be fitted with com-
ponents, but the picce designed especially for high
fidelity is likely to be superior in every respect. Onc
can have such refinements as removable panels for
replacement or servicing of components, heavy-duty
smooth-sliding tracks for tape decks or turntables,
lift-up lids or doors that disappear into the sides of
the cabinet, or—for those who must have the speak-
ers in the same cabinet with the other equipment—
specially trecated compartments in which full-range,
quality speaker systems in their own enclosures can
be installed without danger of acoustic feedback.

Another, related aspect of the custom-made cabi-
net is that often wood muy be used with other
materials; tile or formica, for example, for attractive
yet rugged surfaces. Or, as suggested by the well-
known designer Paul McCobb, aluminum can be
cembined with wood for structural strength as well
as a clean, uncluttered look. Again, the style may
be related to certain almost metaphysical concepts.
One example is the use of a glass case blended with
a wooden structure (featured both at Gray and at
Phillip Enfield Designs). The avowed intention here
is that a ‘*‘suitable sectting” should be provided for
quality components, which are, after all, “something
of gems in their own way.” Precious as this may
scem at first glance, it is a trend reflected widely
in the use of clear plastic and plexiglass covers for
changers and turntables.

These, of course, arc only a few of the variations
possible. The person whose inclination (and budget)
permits a full exploration naturally turns to the
custom designer, or to the producer who is both
designer and manufacturer. Some cabinet builders
can be approached directly by the prospective buyer.
Others work through retail outlets or through interior
decorators who serve as roving retailers and advisers.
In a few cases, the same company’s line is sold

This compact cabinet holds equipment
for all program sources—tape, tuner,
discs. The lift top protects the tape
deck. Disc storage is bebind door. (By
Rockford Special Furniture Conipany.)
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in one city through decorators, and in other places
by local furniture stores.

Onc of the well-known attractions of using a
decorator to obtain high quality furniture is the
anticipated discount, usually 40 per cent, from the
manufacturer’s “list price.” Of course, the decorator
then adds a smaller percentage, gencrally 10 to 15
per cent. for the service. There is no fixed rule for
the exact amount, nor for the important considera-
tign of whether the decorator’s percentage is based
on the original list price or the discounted net price.
Usually, this depends on the time and effort ex-
pended by the decorator, and many are unwilling
to commit themselves in advance. In any case, know-
ing what percentages are involved, and how they arc
split, can make the customer a wiser shopper.

With established retail furniture dealers, where
no decorator is involved, the pricing situation is
cven more tenuous. Some dealers will quote list
price for a piece that can be obtained, clsewhere,
for considerably less. Others are likely to offer some
discount, perhaps 20 to 25 per cent, but rarely ap-
proaching the larger discount obtained by a deco-
rator. They reason that they, in cffect, serve the func-
tion of the decorator. With the relatively few com-
ponent dealers who also can supply custom-made
cabinets or the cabinets of a “prestige line” (such as
Gray in New York, Kierulft in Los Angeles, ctc.),
there generally is less doubt, and less coyness, about
sclling prices. While substantially below “list,” their
prices nevertheless must reflect the fact that they
often serve dual roles, acting both as decorators
and as audio consultants.

For the buyer willing to accept a production-line
model, there are many perfectly suitable cabinets
to choose from. To the extent that they fulfill the
audio functions outlined above and meet the needs
of the buver’s own music system and his taste in
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ALL CABINETS are made of wood,
but there are woods—and woods.
Here, in descending order of aver-
age cost, is a rundown on widely
used hardwoods, based on informa-
tion supplied by trade sources.

Macassar (or Makassar) ebony,
obtained from the dominion of that
name in the Dutch East Indies,
ranks as one of the choicest, most
expensive, and most difficult-to-
work woods. Next in order is rose-
wood. The Brazilian variety (also
known as “palisander”) boasts a
richly figured grain and tends to
run in alternating hues of deep
orange-brown tones. Rosewood
from the Indies tends towards more
consistently darker hues as well as
straighter grains.

Only slightly less expensive is
teak, imported from Siam and
nearby regions, and a Hawaiian
wood known as koa. Both are ex-
cellent furniture woods combining
strength with great beauty.

The most popular hardwoods
group includes limba, walnut, and
mahogany. Limba, which comes
from a province in central Africa,
bears the trade name ‘“korina.”
Walnut, including many types that
are called “imported walnut,” is
obtained mostly from our own for-
ests, with a sizable bulk “imported”
from the state of Indiana. A no-
table exception is French walnut;
this genuinely imported variety is
characterized by a figured grain
described as “wide and wild.”

“Mahogany” has become a
catch-all term for woods of varying
quality. African mahogany, one of
the best furniture woods, is very
similar to the mahogany obtained
from Mexico and Honduras. On
the other hand, Philippine ma-
hogany is distinctly lower in qual-
ity; in fact, the lumber and furni-
ture trades do not even regard it
as real mahogany. An even cheaper
imitation is made from Spanish
cedar; this wood, familiar to many
as the stuff of which cigar boxes
are made, is also the stuff of which
dreams are made since its grain
resembles that of real mahogany.
Over-all, however, the grain does
not run as true, and unfortunately
the wood itself is a comparatively

flimsy replica of the real thing.
Maple and birch, both native to
the United States, are considered

acceptable for cabinet work,
though not as desirable as the
stronger, more richly grained
woods.

What makes one wood “better”
than another? Among the factors
are its resistance to moisture and
warpage, its density, its imper-
viousness to damage, its tensile
strength. These qualities are not
the only hallmarks. Value in a
furniture wood also is a matter of
how it takes a finish, how it ages
in use, and—to an extent—how
scarce it happens to be or how
costly it is to obtain it. Thus, teak
is relatively inexpensive in Scan-

dinavia, while it is almost a “pre-"

mium wood” in this country. On
the other hand, American walnut
brings a fairly high price in Eu-
rope. Again, some of the new syn-
thetic woods or pressed composi-
tion boards—actually made of
scraps and waste—may boast
greater strength than many natural
woods, and yet cost much less sim-
ply because they have acquired no
prestige value.

With few exceptions, furniture
woods are not solid slabs of the
basic natural types, but rather
plywood sandwiches of which only
the outer layer, or layers, and
most always the edging, are made
of the type of wood that lends its
name to the entire piece. The best
plywoods are the “lumber core”
types which consist of lengths or
“staves” of some fairly hard,
white wood—usually poplar—
covered with a thin layer or “ve-
neer” of the hardwood in ques-
tion. “Full-stave lumber core” de-
scribes the highest grade of ply-
wood, in which the core is a series
of two-inch staves, closely spaced.
and running the full length of the
panel. “Block lumber core” is com-
posed of narrower staves, not as
closely spaced, and not running the
full length of the panel. Both types
are highly warp-free and provide
good stability, with the full-stave
type generally superior.

“Veneer core” plywood does not
use staves for its sandwich ma-

terial, but instead thin layers of
fairly common wood, usually fir,
that are bonded together and faced
with a hardwood surface. The lay-
ers just under the surfaces, on both
sides, are sandwiched in at right
angles to the surface; this “cross-
banding” lends strength to the
board. This type of plywood comes
in three-, five-, and seven-layer
versions. The number of layers in-
cludes the cross-bands and the sur-
faces.

A new and relatively inexpensive
kind of plywood is “flake board
core,” which uses as its core
pressed composition board without
any cross-banding. The virtues of
this type stem not so much from
the material used (generally scraps
of fairly low-grade wood), but
rather from the way in which it
is put together. This plywood is
usually faced on both surfaces
with a hardwood veneer. Its high
density, stability, and resistance to
warpage recommend it for many
uses, including the building of
speaker enclosures. On the other
hand, it is not as good for most
purposes as the better grades of
lumber core plywood, and is
heavier and less impervious to
punctures.

Finishes on wood are, of course,
purely a matter of individual pref-
erence. They may have varying de-
grees of gloss, from the highly
polished, almost reflective surface
of varnish or lacquer, through the
more satiny look of shellac, to the
more subdued tones of wax, or the
soft, natural look of oils. The last
two finishes—which do little to the
wood other than preserve it, darken
it somewhat, and bring out its
natural patina-—are best used with
quality hardwoods of distinctive
grain, such as walnut and teak. An
oil finish should be renewed peri-
odically by rubbing in new oil
(linseed or a recommended sub-
stitute). A practical advantage of
an oil finish is its resistance to
damage; usually a slight defect,
such as a cigarette burn or a
scratch, can be rubbed out with
steel wool and then reoiled. Re-
storing a glossy finish generally re-
quires professional services.
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furniture, they too qualify as examples of the “three-
part invention” that is the true equipment cabinet.
A number of producers have entered this area; some
(such as Furniture Craftsmen of Grand Rapids) dis-
tribute more or less regionally. Others (such as
Drexel) sell more nationally. Some (such as Rock-
ford) sell heavily in high-fidelity outlets. A list of
such manufacturers is appended to this article.

Yet another aspect of the changing face of high
fidelity is the entry into the furniture field by
several component manufacturers, either as distribu-
tors for cabinets produced by other organizations, or
with products made by their own facilities. Thus the
new Audax/Omni units offered by Rek-O-Kut
(which can serve as individual cabinets or as build-
ing blocks for room dividers and wall units); the
River Edge line offered by British Industries (which
features the handy chair-side equipment cabinet); the
expanding lines recently announced by Heath; the
new, striking cabinets and room divider systems sold
by Allied Radio. While qualifying easily as housing
for audio equipment, these units all show the influ-
ence of fine cabinet-making in styling and finishes.
Similar advances are apparent in do-it-yourself furni-
ture, from the preassembled but unfinished models
(such as the new Stereocraft line) to the completely
knocked-down, to-be-assembled kit available from
a number of producers.

Related to the equipment cabinet is the record
storage unit. With more, and bulkier, equipment
being used, and more records being bought, many
designers simply have given up trying to provide
space for both equipment and records in the same
cabinet. Conceivably, some of the space “left over”
in many cabinets could be used for a limited number
of records, but the collector whose library ap-
proaches the sixty to seventy mark (and no end in
sight) would do well to consider some sort of record
storage unit. Many types are being made, from
skeletal units that display the records to furniture-

styled cabinets that file them away. One such line is
offered by Kersting Manufacturing Company. A use-
ful notion is served by the Kind of record cabinet that
can be expanded with a matching add-on unit. These
are available in ready-made form as well as in kit
form (from Lafayette and Radio Shack).

High-fidelity sound in a visually pleasing setting
is now an actuality. The audiophile is finding him-
self as interested in details of cabinet structure, finish,
joining, and so on as he has been in frequency
response, distortion, and channel separation. In
fact, the well-designed cabinet is itself some-
thing of a component—and certainly one that
can contribute much to the pleasure of music
in the home.

Descriptive List of

Cabinet Manufacturers

Acousti-Craft, 14122 Aetna St., Van Nuys, Calif.—
comprehensive line of equipment cabinets in various
styles, sizes, and woods.

Allied Radio Corp., 100 N. Western Ave., Chicago
80, Ill.—same, including some in kit form; new
shelf-cabinet line.

Aristo-Bilt Furniture Corp., 1107 Broadway, New
York, N. Y.—ready-to-finish cabinets.

Artizans of New England, Box 206, Rt. 7, Brook-
field. Conn.—comprehensive line, some in kit form,
various styles, sizes, and woods.

British Industries Corp., 80 Shore Rd., Port Wash-
ington, N.Y.—new ‘“chair-side” equipment cabinet;
other River Edge Continued on page 110

A particularly bandsome example of a kit-con-
structed cabinet. (By Artizans of New England.)

This Italian Provincial cabinet blends well with other
decorator elements. (By Kierulff Sound, Los Angeles.)
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Through techniques of ‘“electronic reprocessing,”

the Maestro can now be heard on two channels.

by Jack Arthur Somer

Epitor's NOTE: It is no secret in the record industry
that the sales of Toscanini recordings have fallen
off appreciably in the past two or three vears. This
decreased interest in a unigue musical heritage has
been an unfortunate by-product of the increased
interest in stereophonic reproduction.  Toscanini’s
recordings are all pre-stereo. In 1958, however,
RCA Victor embarked on a project to reprocess
many of these recordings in a form having the
essential characteristics of stereo. The story of the
two and a half years’ experimentation involved and
the techniques finally achieved is told below by the
engineer in charge. A critical evaluation of the
three discs just issued appears on page 53.

LTHOUGH | was born and brought up in New
York City, I never saw Arturo Toscanini per-
form. 1 did, of course, hear his broadcasts with the
NBC Symphony, and I think that even as a child 1
sensed the greatness of a man who was alrcady a
legend. It was not until a year after the Maestro’s
death, however, that I first came into close personal
contact with his music. It was in the summer of
1958, as a development engincer in the Record
Laboratory of RCA Victor Reccords, that 1 was
assigned the formidable task 1 am about to describe.
One¢ year after Toscanini’s death, the stereo-
phonic disc became a commercial reality. Sterco
represented a significant technical advance, but it
threatened to outmode a precious cataloguc of re-
cordings by great artists of the past unless mcans
could be found to revitalize that catalogue by some
kind of sonic updating process. Obviously, the
recordings of Arturo Toscanini—all of them pre-
stercophonic—were uppermost in our minds.

The job of converting many of Toscanini's
celebrated monophonic discs to a form having
stercophonic qualities fell to me—which meant pro-
ducing a two-channel recording with different
information in cach channel, a recording possessing
directional cffects consistent with the music and
having the spread, depth, and reverberant qualitics
typical of true sterco reproduction. It was of course
quite clear to me and everyone clse involved in the
project that whatever reprocessing technique 1 de-
cided upon would have to be revised for the music’s
sake: that is, that it would have to be a technical
method flexible enough to adjust to the specific
musical characteristics of any picce of music to
which it was applied.

I followed the premise that the stercophonic
effect is produced by two essential elements—direct
and reverberant sound. In a true stercophonic (two-
microphone) recording cach microphone picks up
some direct signal from all orchestral instruments,
level and phrasing being dependent on relative dis-
tances from the instrumental source. The micro-
phones also pick up reverberant sound, the quality
of reverberation being dependent on the construction
of the hall or studio, microphone placement, and
other factors. Fortunately, symphonic orchestras in
a concert hall are arranged according to fairly com-
mon patterns. A typical seating plan is shown in the
accompanying diagram. This arrangement shows
that the generally higher-pitched instruments arc
concentrated to the left and center and the lower-
pitched instruments are concentrated to the right—
a fact of considerable value to the recording enginecr.

The duplication (or synthesization) of sterco-
phonic recording trom a complete single signal
requires the following:
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1. Means to divide the spectrum into high and
low frequency bands corresponding to left and right
channels respectively.

2. Means to accommodate deviations from or
reversals of this division.

3. Means of dividing the spectrum without det-
riment to the total sound of the original.

4. Means to increase the spatial effect to
resemble that of a true stereophonie recording.

5. A detailed knowledge of the musical score
so that all its requirements may be anticipated.

The first experiments were pure groping on my
part. A general principle of technique had to be
discovered, then worked out in its practical applica-
tions. After playing with time-delay devices, echo
chambers, and fixed filters, it became apparent to
me that the use of variable filters had the most
promising potentialities. I set up two filters in such
a way that they divided the frequency spectrum of
the music source at any frequency of my choice. I
spent many hours “enjoying” split-frequency stereo
performances and learning much about cut-off fre-
quency and its effect on the tonal balance of sound.

By using a high-pass filter system on the left and
a low-pass on the right, 1 could divide the original
spectrum of a monophonic recording into two
signals, each containing a large portion of the
fundamental frequencies of the instruments I wished
to place in these positions, according to my arbi-
trarily chosen orchestra seating plan. These carly
attempts were in general quite unsatisfactory, though
some startling effects were produced when the cut-
off was selected properly. 1 learned that simple
fixed filters set at the same value resulted in very
uncomfortable sonic balances. The right track
became acoustically subordinate to the left because
of its total lack of high frequency content. It
became apparent that though the bass frequencies
contribute the bulk of the energy in a wide-range
signal, it is the mid and high frequency content that
produces the effect of “loudness.”

The next step was the addition of some “highs”
to the right track, by means of a third filter. The
addition of highs produced a remarkably satisfying
cffect. The increased “‘loudness” resulted with little
increase in electrical energy (as viewed on a VU
meter), and a large portion of the instrumental
overtones were restored. Finally, the third filter
made it possible for the first time to place some
higher fundamental frequencies on the right track
when such were desired.

This then became the basic working plan. With
these three filter outputs splitting a full-range mono-
phonic signal, the source could be monitored by an
operator or stereo synthesist, following a score. By
first establishing a positive pattern of instrument
placement, the output level of each filter and its
frequency of cut-off could be continuously adjusted
to satisfy the requirements of the music.

To illustrate, the left track might contain all
fundamental and overtones above 200 cps, the right
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track all frequencies below 1,000 cps and above
3,000 cps. The left track, therefore, would project
all instruments of the middle to upper ranges, in-
cluding violins and higher winds, with all their
overtones. The right track would carry the funda-
mentals and lower overtones of cellos and double
basses, winds, brass, timpani, as well as their higher
overtones. If enough overlap were maintained
between the high cut-off on the left and the low
cut-off on the right, a large portion of the funda-
mentals of the middle-range winds, strings, and brass
could be balanced equally between channels, thus
forming the so-called “phantom” center track.

At this point, however, there was still insufficient
flexibility and too much frequency elimination. To
fill in the gaps left by the filters, a full-range signal
was added to each channel at a level somewhat
lower than the filtered signals. In this way no
frequency band was completely eliminated from
cither channel, but the spectrum shape of each
channel could be continuously variable over an in-
finite range. The final step was the addition of a
controlled low frequency signal on the left.

This variable frequency spectrum method enables
an operator, fully acquainted with the score of the
work he is converting, to manipulate these six signals
to produce an effective simulation of a stereophonic
recording. The essential elements of the original
performance must of course be thoroughly studied,
orchestral balances and dynamics respected.
Obviously, the simplest passages to control are
instrumental solos or light orchestrations with broad
contrasts in instrumental ranges. In more complex
tuttis the synthesist must seek by experimentation
the ideal balance that satisfies as well as possible the
psychoacoustic requirements he has set for himself.

So much for the directional effects that can be
achieved. Next, spatial effects had to be produced
through the addition of reverberation and delayed
signals. Three reverberation chambers were em-
ployed, two adjusted for a relatively short decay of
1.5 to 3 seconds and a third set in the range of 3 to
5 seconds. The shorter decay chambers were intro-
duced in cross-channel fashion to simulate the
across-the-stage pickups of each of two theoretical
microphones. The third (longer decay) chamber was
fed to both channels Continued on page 109
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Seating plan for Toscanini’s “Stereo Orchestra.”

41

L.au.'.;ﬁm



A Hebrew of Biblical bent, a Gaul with the acid
wit of Provence, named oddly for a Persian
king, Darius Milhaud never will be explalned,

but here a perceplive friend does his best.

FROM A DISTANCE, Darius Milhaud might almost
be taken for Churchill: his great solid bulk has
the amplitude of that figure—a big man, a generous-
minded man; and you have the same impression as
you sec him more closely—there is a Churchillian
determination about the curl of the lips. “We may
all have ideas,” he says, “but it is the setting of them
down that is the terrifying experience. For most
composers this is almost a matter of life and death!”

Certainly, Milhaud’s is a mind teeming with ideas;
and just as certainly, he is possessed of the moral
energy to give them shape and form. | doubt if
there is a composer alive today who is more prolific.
Twelve years ago a catalogue of his works was
brought out reaching the opus number 297. Milhaud
is now in his sixty-ninth year, and the formidable
list of his opus numbers has increased to well over
350. He is blessed with a gift of fertility that en-
ables him to produce music as naturally and as
lavishly as trees blossom into flower. “Le bhon

Duarius,” as he is affectionately known to his friends,
has always been this figure of abundance. Aware
of his facility, he declared in his youth that he
would write one more string quartet than Becthoven.
Ten years ago he reached this goal with the pub-
lication of his eighteenth quartet.

I knew Milhaud first when the group of Les Six,
of which he was a member, was first attracting
public attention. Jean Cocteau, their spokesman, had
arranged for me to call on him at his apartment in
Montmartre, ir the Rue Gaillard. 1 had been greatly
amused by the Cocteau-Milhaud ballet Le Boeuf
sur le toir. which at its premiere in February 1921
was attended by the most fashionable set in Paris
(among them the Shah of Persia, who paid a
fabulous sum for a box from which he was in
full view of the audience though he could sce
nothing of the stage). 1 knew that Milhaud, among
Les Six, was the bosom friend of the eccentric
Erik Satie. and 1 naturally expected that, like other

HicH FIDELITY MAGAZINE




sophisticated Parisian composers of the time., he
would turn out to be something of a wag. He
struck me as nothing of the sort. A swarthy voung
man in his late twenties, with full sensuous features
and a wonderful crop of jet black hair. he impressed
me as a most serious-minded personality.
Milhaud’s relationship with Satie was curious and
is worth dwelling on for a moment. Satie’'s mani-
festos, posted on the walls of Puris (“There is no
more art.  Art is dead!”): his extravagant behavior
(he once turned up at a concert in a fireman’s
helmet); the mystifying titles of his works—
Gymnopédies, Trois Morceaux en forme de poire—
all this deliberate and fantastic clowning on the
older man’s part Milhaud considered to be a blind
behind which was hidden an innocent child of music,
a soul of exquisite shyness and tenderness. Satie,
it secems to me, became in fact the very carica-
turc of himself. Milhaud, who for a time was
regarded as a kind of Continued on page 98
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A SELECTIVE MILHAUD DISCOGRAPHY
by Alfred Frankenstein

Le Boeuf sur le toit. Concert Arts Orchestra,
Viadimir Golschmann. cond.  Capitol
P 8244 (with short works of Honegger,
Ravel. and Satie). A slapstick monument
to a slapstick period—the era of Les Six
and the aesthetic leadership of Jean
Cocteuu.

Le Carnaval d'Aix.  Grant Johannesen,
piano: Philharmonia Orchestra, Georges
Tzipine, cond. Capitol G 7151 (with
Saint-Saéns:  Piuno Concerto No. 4).
Derived from a Diaghilev ballet score,
this suite for piano and orchestra is a
vivid pageant of conunedia dell'arte char-
acters and incidents.

Les Choréophores. Geneviéve Moizan. so-
prano: Héléne Bouvier. mezzo; Heinz
Rehfuss, baritone: Claude Nollier, narra-
tor: Chorale de 1'Université; Lamoureux
Orchestra, Igor Murkevitch., cond. Decca
DL 9956 (with Honegger: Symphony
No. 5). Aeschylus translated by Paul
Claudel and set by Milhaud with un-
paralleled savagery and power. The fore-
most  dramatic work of Milhaud now
available on records.

La Création du monde. Columbia Orches-
tra, Leonard Bernstein. cond.. Columbia
CL 920 (with short works of Copland
and Bernstein): also by London Sym-
phony Orchestra Chamber Group. John
Carewe. cond.. Everest 6017 or 3017
(with Stravinsky: Histoire du  soldat).
This chamber orchestra score to a ballet
on an African Negro creation myth is
one of the carliest examples of the use of
juzz idioms in the larger forms, and to
this day it remains the best.

The Four Seasons. Szymon Goldberg, vio-
lin: Ernst Wallfisch, viola: Geneviéve Joy
and Jacqueline Bonneau. pianos: Maurice
Suzan, trombone; Ensemble of the Con-
certs Lamoureux. Darius Milhaud, cond.
Epic 1.C 3666 or BC 1069. A delightful
cycle of four concertos. ¢ la Vivaldi, for
solo instruments and small orchestra—
Spring  for violin, Swummer for viola,
Auntnmn for two pianos, and Winter for
trombone.

Kentuckiana.  Louisville Orchestra, Robert
Whitney, cond. Columbia ML 4859
(with Foss: Parable of Death; Martinu:
Intermezzo). High jinks with no fewer
than twenty Kentucky folk tunes in a
short symphonic piece.

Suite frangaise. Eastman Wind Ensemble,
Frederick Fennell, cond. Mercury 50173
or 90173 (with short works of Grainger,
Rogers. and Richard Strauss). Folk tunes
of France magnificently handled.

Symphony No. 4. Vienna Orchestra. F.
Charles Adler. cond. SPA 57. The big,
Berliozian side of Milhaud in a symphony
composed to commemorate the revolution
of 1848.

Sonata  for Flute, Oboe, Clarinet, and
Piano; Pastorale for Oboe, Clarinet, and
Piano; La Cheminée du roi René. New
York Woodwind Quintet. EMS 6. A
rich collection of chamber picces from
various periods in Milhaud's career. The
last-named derives its title from a place
in Provence and evokes the days of chiv-
alry there.
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BY ALAN WAGNER

A salute to those invaluable and

uncelebrated people, the comprimari.

Sometimes
Look
Beyond

the
Stars



IN THE CasT of a fairly recent and quite good re-
cording of Mozart's Marriage of Figaro were
listed, as the two peasant girls, a pair of singers
fetchingly named Elysia Field and Appasionata
Schultz. They were, obviously, imaginary—a pair of
operatic George Spelvins. The reason behind this
rather fey fiction is equally obvious: some more
imposing names had filled in the bit parts accredited
to the Misses Field and Schultz and preferred their
contributions to remain anonymous.

The whole slightly precious matter serves to
focus attention on an area of operatic endeavor gen-
erally ignored. Day in and day out, in performance
after performance and recording after recording,
little gems of characterization are turned in by the
infantry of music, the comprimari. Season after
season, in company after company, these artists who
fill the small roles provide the necessary dramatic
framework in which the stars glitter. What's more,

they accomplish this with hardly any notice. You'll
never see a review headlined “Alessio de Paolis
Scores as Spoletta in Tosca at Met” or “Kate Pinker-
ton Sung Brilliantly at Rome Opera by Miti Truccato
Pace.” Nor should you. Nevertheless, in an era when
second-rate talents can be turned into super-stars
by a combination of good publicity and properly
utilized funds, these self-effacing artists should be
given their due.

Some comprimari have had careers as leading
artists. The aforementioned Mr. De Paolis, for ex-
ample, was a star for some time: he made his debut
with the Bologna Opera as the Duke of Mantua in
Rigoletto. That he is now far more likely to appear
as Borsa in the same opera is mainly a matter of
deliberate choice. As a character tenor he has
remained a valued member of the Metropolitan
roster for over twenty years—a considerably longer
tenure than most Dukes of Mantua ever enjoy.
De Paolis, as matter of fact, is that rara avis, a com-
primario who does get reviewed beyond the usual
mention, a season or two ago, for example, earning a
very handsome set of notices for his hilarious por-
trayal of the Old Prisoner in the Met’s production
of Offenbach’s La Périchole.

Although a number of comprimari have made
the giddy descent from leads to walk-ons, if not all
with the grace and consummate skill of De Paolis,
far more common is the reverse situation: an aspiring
voungster sings Mercedes hoping to work her way
up to Carmen, or looks at Remendado as a whistle
stop on the way to Don José. It sometimes happens,
too. Elisabeth Schwarzkopf is a particularly luminous
example; she made her debut in Berlin as a Flower
Maiden in Parsifal. On these shores the bootstrap
award might go to Margaret Harshaw, who is now
singing Briinnhildes and Isoldes after some time on
the Met’s Norn-Rhinemaiden-Valkyr merry-go-round.
In the process, she underwent a metamorphosis from
a mezzo into a soprano, but metamorphosis or no,
success stories like this are few and far between. For
every Schwarzkopf or Harshaw there are dozens who
don’t wind up in the star dressing room, which is
precisely why every opera company has at least some
turnover each year in its comprimario roster. Newly
cager conservatory graduates and studio fledglings
rush to fill the void left by disappointed and despair-
ing brethren.

For the record collector, a perusal of some of the
casts of his older opera albums might prove the
validity of this assertion. They contain dozens of
obscure names, almost all of which have remained
obscure and are replaced in more recent sets by a
new batch no better known. To excite the discophile
and encourage the young singer there are, though, a
magic few of the current operatic giants lurking in
infinitesimal parts on earlier recordings. For example,
the old HMV Cavalleria rusticana that featured
Mascagni in the pit and Beniamino Gigli as Turiddu
also had Giulietta Simionato in the cast—as °
Mamma Lucia. Or how about the Columbia Magic
Flute that squandered the talents of Sena Jurinac as
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the First Lady? HMV probably established some sort
of mark for prescience when it issued Andrea Ché-
nier with Simionato, Giuseppe Taddei, and Italo Tajo
all singing walk-ons, but there have been sufficient
instances clsewhere to make the scarch rewarding
and amusing: Teresa Stich-Randall is the Priestess in
RCA Victor's Toscanini-conducted Aida, Nicola
Monti sings Beppe for the Angel I Pagliacci, Kim
Borg plays Rangoni to Christoft’s Boris Godunov

the list can be extended. With the increasing
number of sets being released—and re-released—
in this stercophonic age, it's natural and pleasant to
speculiate on how many stars of tomorrow today’s
casts hide, and who they may be.

Certainly o number of latter-day performances
are worthy of note. Some voices only recently
preserved on vinvl in supporting roles arc already
marked for potential importance. voices like those of
Eberhard Waechter and Claire Watson, the Donner
and Freia of London's Das Rlieingold, both of whom
have since recorded leading roles, or Muarianne
Schech, the First Lady on the DGG Magic Flute
and subsequemrtly a sumptuous Marshallin for the
same label. In other cases, established tront-liners
have delighted in the opportunity offered by a bit,
and so we are treated to Giorgio Tozzi singing the
tiny if melodious role of Juke Wallace in Puccini’s
The Girl of the Golden West. But even without the
stars and the stars-to-be, the perceptive collector can
relish some extraordinary opera singing as the regu-
lars, the day-in-and-day-out comprimari, immortalize
samples of their skill. Listen critically to one of the
many fine recordings of Melchiorre Luise: he's the
Sacristan on the Angel Tosca, for one, and Yamadori
on the old London Madama Butterflv. De Puaolis’
funny work in La Périchole has been captured by
RCA Victor, as has his distinctive Emperor in
Turandot. This company can also boast such regular
strengths as Calvin Marsh and Margaret Roggero:
noticc what these two do as Fiorcllo (and the
Sergeant) and Berta in the Barber of Seville. The
doubling Marsh does here is not an unusual coimn-
primario feat. On the EMI-Capitol Gianni Schicchi
Alfredo Mariotti sings both the Notary and Maestro
Spinclloccio in a virtuoso job of dual characteriza-
tion. One role or two, artists such as these, artists like
Jeannine Collard and Paul Franke (witness Gene-
vieve in Angel’s Pelléas et Mélisande and Sellem in
Stravinsky’s The Rake’s Progress on Columbia) are
as worthy of recognition as the glittering headliners.

It is these out-and-out professionals who, with
tremendous competence and very few illusions, form
quite literally the backbone of opera. They lend
stability and sheen to the companies and recordings
they grace, and a depth of artistry as well. Many of
them are quite capable of singing major roles should
the occasion demand; the Metropolitan’s George
Cchanovsky, for example, has turned in excellent
performances as Sitvio in I Pagliacci and Sharpless
in Madama Butterfly, and has turned down many
other opportunitics. Nevertheless, it is as the ubiqui-
tous servants and messengers and courtiers that they

make their greatest contribution. Somebody has to
do bit parts; the pros see that they are done right.

These performers who have entered their less-
than-stellar carcers willingly and knowingly make up
an impressively large group of opera singers. During
any recent scason at the Metropolitan some two
dozen or more artists might fairly have been labeled
comprimari, and well over halt of them have been
with the company for years in just this capacity and
look forward to more of the same. The total number
of roles essayed by this crew is staggering. George
Cchanovsky alone has sung cighty-three parts in
fifty-seven different works during his quarter of a
century plus on the Met roster, not to spcak of
roles performed with other organizations during this
period. On the distaft side, Thelma Votipka (“Tippy™
to her colleagues) has managed to squeecze about
forty roles thus far into her carcer—and this too
counts only duty with the home tcam.

Why should a singer deliberately choose such a
carcer. with its constant demands and its shortage of
glamour? There are almost as many reasons as there
are comprimari, and they're all more or less valid.
For one thing, being a perennial walk-on is a lot more
secure than trying to buck fickle public favor. Singers
invariably outnumber the available chances to sing,
and one’s chances to get work increase in inverse
ratio to the size of a role to which one aspires. And
permanence has blessings other than pecuniary ones.
Nothing. even in the dav of the LP. is deader than
yesterday’s hero, or as sad, but the good compri-
mario seems to go on happily forever. The fading
high C is not the calamitous tragedy it might be to
the star. and many a practitioner of the bit players’
art has seen whole generations of big names come
and go.

As a matter of fact, this close-up view of opera
history from the best vantage point in the house is
no small reward to some of the best-known com-
primari. Thelma Votipka is very frank and charming:
“You know, I'm really a hero worshiper at heart.
I love to stand up there with a group of marvelous
artists—and I'm just the worst one in the whole
cast; then I’'m very happy. I love good performances.
They do something for my soul. It's not difficult at
all, standing there with nothing to sing, looking in-
terested. 1 am interested; in fact, that’s the pleasure
of the job."”

Tippy, now in her twenty-sixth Metropolitan sca-
son. is a representative member of the corps of pro-
fessional walk-ons. She, like her confreres, includes
in her dozens of roles many in the same opera. She
has performed four roles cach in Die Walkiire and
Der Rosenkavalier, which has given her, she says,
a considerable perspective. I know a mess ol things,
and they've all been fun.”

Fun, it might be added, and hard work. Miss
Votipka's art requires the same years of training as
that of a prima donna assoluta; and since her stu-
dent days her versatility has led her into some Her-
culcan endeavors. Betore the advent of the American
Guild of Musical Artists she often sang two roles
a day, as many as six or  Continued on page 104
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EQUIPMENT REPORTS

AT A GLANCE: The EICO HF-89 is a dual 50-watt power amplificr, in
which the tubes and components are operated conservatively and which meets
its published specifications in all important respects.
It is constructed on a large chassis, with good ventilation for tubes and
other components. The HF-89, available in kit form or factory-wired. is
an excellent choice for the person who wants the advantages of a high-
powered, clean amplifier at a relatively modest price. As a kit, it sells for EICO HF-89

$99.50 (factory-wired, $139.50).

Dual 50-Watt
IN DETAIL: The EICO HF-89, for such a powerful amplifier, has a remark- .pe
ably small tube complement. Only seven tubes are used, with a pair of Power AmP"flel‘
EL-34s in each output stage. The output tubes are operated well within their
dissipation ratings (a point on which some otherwise excellent amplifiers fall
down), and the filter capacitors are also safely operated.

A silicon rectifier voltage doubler power supply is used. This results
in reduced power transformer size and weight. cooler over-all operation, and
better regulation. The latter point is important, especially on a high-powered
amplifier where an appreciable difference between quiescent tube currents
and the currents drawn at full power output may exist. In a poorly regulated
power supply, a voltage drop under strong signal conditions limits the maxi-
mum power output obtainable under steady-state conditions. EICO em-
phasize in their instruction manual that the HF-89 delivers full rated power
from both channels simultaneously, due to their good power supply regulation.

Our measurements verified EICO’s claims quite closely. The power
response of the HF-89 was very flat, with full 50 watts per channel available
from 30 cps to 20 kc at 1% distortion. Even at 20 cps it delivered 35 watts
per channel at [% distortion. The power bandwidth, in accordance with
IHFM standards on amplifier measurements. is in excess of 20 to 20,000 ¢ps
referred to 50 watts at 1% distortion. These measurements were made with
both channels driven to the same output simultaneously.

The excellent low frequency performance of the HF-89 is evident in the
close correspondence between the 20-cps harmonic distortion curve and the
intermodulation distortion curve. In both cases, the distortion at usual listen- 10 ;

T
ing levels under 10 watts is a small fraction of one per cent, and the IM |
distortion does not reach 2% until output of 70 watts per channel is reached. CHANNEL | l

1]
There is no point in plotting frequency response, for it would be virtually Il'
a straight line. It was within 0.1 db up to 10 kc, and down 0.4 db at 20 kc. h
This is within the possible range of our instrument errors. W ¢ =
” . . . . = =+20 cps Harmonic Distortion
The EL-34 output tubes were operated well below their maximum dissi- —— IM Distortion 6075000 cps 4:1
pation ratings, and filter capacitors never were subjected to more than about
90% of rated voltage. This, combined with the large. open construction of
the HF-89, suggests the likelihood of long life without component failure.

PER CENT DISTORTION

———

The stability of the amplifier was good under capacitive loads, and it 0 0 10
rates above average in ability to drive large capacitive loads at high frequencies.
The hum level was very low when the input was shorted or driven from
a low impedance source (such as the output of most preamplifiers). It was
typically about 88 db below 10 watts output. With a higher driving impedance
it was about 70 db below 10 watts. FEven this is quite inaudible in practice.
The HF-89 had the cffortless, solid sound typical of a good, high-powered
amplifier at a relatively modest price. H. H. Lass.
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Garrard Type A

Automatic Turntable

AT A GLANCE: The Garrard Type A is called by its manufacturer an
“automatic turntable,” rather than a record changer. This is done with con-
siderable justification. since the performance of the Type A is generally com-
parable to that of a good quality turntable and tone arm. while retaining the
operating convenience of a changer. Price: $69.50 (less base and cartridge).

IN DETAIL: The Garrard Type A is more like a good 4-speed turntable with
a transcription arm than a record changer. The arm is distinctive; it is mass-
balanced with tracking force supplied by a spring. The balance is good enough
to play records with the unit tilted at more than 45 degrees. at a 3-gram track-
ing force. As with any turntable, leveling is recommended for the Type A.
but it is not affected by moderate amounts of tilt, and it is insensitive to
normal jarring or vibration.

With the arm balanced. the stylus force is set by sliding a pointer along
a scale, calibrated from 3 to 7 grams, on the side of the arm. The cartridge
mounts in a plug-in shell, which is clamped in place by a small lever. No tools
are needed for these adjustments. A thumbscrew is used to lock the adjustable
counterweight. The cartridge shell is wired, with clips on the leads to fit most
types of cartridge terminals. Hardware is provided for installing practically
any type of stereo or mono cartridge. Since the two output cables with plugs
attached. the power cable. and a grounding lead are integral parts of the Type
A, installation has been simplified to the utmost. As a final touch. mounting
springs are also integral with the motorboard, and are equipped with knurled
wheels to adjust heights individually for leveling purposes.

The unit has a clearly marked selector lever for its four speeds. The drive
wheels disengage when the turntable is shut off. and a brake brings the turn-
table to a halt. Apparently, considerable pains have been taken to reduce
rumble and other undesirable effects to levels comparable to good quality turn-
tables. The basic turntable is actually a two-piece unit. The under-platter is
covered with a light plastic foam pad. A heavy, balanced turnta