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Hear the astonishing new sound...
the clean, rich, surrounding sound...
the pure, simple, ear-catching sound
...of PrLoT. Hear it reproduced with
all the dimension and depth that
characterize the very best in modern
stereophonic high fidelity.

Hear your favorite music with the
30-watt 602MA FM Stereo Receiver,
which includes P1Lot’s unique Multi-
plex circuit (better than 30 db sepa-
ration); automatic FM Stereo indica-
tor; record changer, turntable, tape
transport and recorder connections;

Hear here.

and complete control versatility, in-
cluding rumble and scratch filters—
only 249.50 with cover. (The 602SA,
with added AM, is just 299.50.)
Hear your music favorites with the
60-watt 654MA FM Stereo Receiver
(top-rated by HiF1/STEREO REVIEW},
including FM Multiplex, automatic
FM Stereo indicator light and 14 con-
trols...for only 329.50 with cover.
Hear your favorite broadcasts with
the 285 FM Multiplex-AM Tuner,
only 159.50...combined with the 60-
watt 246 Integrated Stereo Amplifier,

top-rated by an independent con-
sumers’ laboratory —with 12 stereo
inputs and 14 controls, 199.50.
Whichever PiLoTr component you
happen to select, you're assured of
a quality instrument that is second-
to-none. And you're also assured of
incomparable sound enjoyment that
must be heard to be believed. Where?
At your Piror dealer, of course.
PiLor offers you a wide range of
stereophonic components as well as
a variety of three-way speaker sys-
tems. For complete literature, write:

PILOT RADIO CORPORATION, 37-22 36TH STREET, LONG ISLAND CITY 1, N. Y.

CIRCLE 80 ON READER-SERVICE CARD
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Opening Night at Philharmonic Hall. A gala, glittering evening...yet as meaningful an event as the musical world
has known. We recorded it all...from the hush that fell over the audience when Mr. Bernstein raised his baton...to
the wild applause at the end of the concert. This historic “‘First Performance’’ is available in monaural or stereo,
in a distinguished gift package containing two records and a forty-page illustrated booklet. On Columbia Records

THE FROGRAM: Beet] ] ‘om M ssa Solen n D Major; Copland: Conrctations for ( (World Premiere); Vaughan
W : Ser € N at M* or, Part

THE PERFORMERS: Lecna d Bernstein condu ting the New York Philharmonic and Acele Addison, A

Bresslzr, Lili Chookas Eieen Farrell, Ezio Flagell yndon, Jennie Tourel, Rizhard Tucke -, ey Verrett-Carter, Jon Vickars;

le ( I ok, Juillia L 0

IR
LIIFOR

J\M'LD ISERIU‘[’E“
H lmummmc

MARCAS REG PRINTED IN U.SA

COLUMBIA

A Notable Addition to the Legacy Series on Columbia Records

CIRCLE 35 ON READER-SERVICE CARD
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*Throughout the

entire world...
more people

listen to stereo

records reproduced

And now...new dimensions
for stereo from the
by t‘he STANTON world’s most experienced
manufacturer of magnetic
pickups—

STANTON 481

Calibratior. Stanaara Stereo Fiuxvalve’
than any other oo 41 STAITOR, Stcen Farsalonan it

linear professional pickup for use with ultra-light
weight tone arms capable of tracking within the
ange from 4 o 3 ns. Supplied with the

magnetic piCkup! D4005AA V-GUARD diamond stylus assembly

AUDIOPHILE NET PRICE $49.50

Stereo Fluxvalve

Model 481A STANTON Stereo Fluxvalve—-an ultra
| professional p for use with manual tc
arms. recommended tracking fo from 2 to 5

*More stereo records are quality grams Supplied with the D4007A V-GUARD dia

controlled and reviewed by e
professionals using STANTON
Stereo Fluxvalves.

AUDIOPHILE NET PRICE $48.00

Model 481E STANTON Stereo Fluxvalve Set—same
as the Model 481A but includes tw dditiona!
V-GUARD styli the D4010A 1 mil for LP's and the
: - S

7 mil i

*More high quality phonograph AUDIOPHILE NET PRICE $60.00
consoles use STANTON Stereo

Fluxvalves than any other
magnetic pickup STANTON 400
Professionai Stereo Fluxvalve

. Model 400AA STANTON Stc v
*More commercial background r ofess kup f with

v/e C arm a kin
music systems use ng 14 grams with

STANTON Stereo Fluxvalves than JARD diamona stylus assembly
m AUDIOPHILE NET PRICE $40.50
any other magnetic pickup.

Model 400A STANTON Stereo Fluxvalve—an ultra
linear professional pickup for use with manual tone

arms. recommended {racking force is from 2 to 5

X i =
More automatic phonograph grams. Supplied with D4007A V-GUARD diamond
systems use STANTON Stereo stylus assembly
DIOPHILE
Fluxvalves than any other RUDIGFHILE ET FRICE $39.00

magnetic pICkUp Model 400C STANTON Stereo Fluxvalve—an ultra
linear professional pickup for use in automatic rec
ord changers, recommended tracking force is from
4 to 7 grams. Supplied with D4007C V-GUARD
diamond stylus assembly
AUDIOPHILE NET PRICE $33.00

“Fine audio components from the Professional Products Division of”

- | ] | ]
@_C) Plcker"lu PICKERING & COMPANY, INC., Plainview, N.Y. /

*The hermetically sealed STANTON Stereo Fluxvalve is warranted for a lifetime and Is covered under the following patents: U.S. Patent No. 2,917,590;
Great Britain No. 783,372; Commonwealth of Canada No. 605,673; Japan No. 261,203; and other patents are pending throughout the world.

CIRCLE 79 ON READER-SERVICE CARD
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Music and Musicians

37 An Embarrassment of Riches: an editorial Roland Gelatt

38 The Sound of Christmas Charles Cudworth

46 Felix von Weingartner, 1863-1942 Josef Krips

50 Deadline Ten-Thirty, or trials of a music critic Charles Reid
22 Notes from Abroad—Vienna, London

59 Music Makers: Lorin Maazel and Julius Katchen

Sound Reproduction

42 The New Fidelity: sterco recording techniques Shirley Fleming

52 Equipment Reports
General Electric VR-1000 Sterco Cartridges
Lafayette RK-141WX Sterco Tape Player
H. H. Scott Model 340 Tuner/Amplifier
Leak “Sandwich™ Speaker System

119 High Fidelity Newsfronts Norman Eisenberg

Reviews of Recordings

61 Feature Record Reviews
Tchaikovsky: Piano Concerto No. 1 (Richter, Herbert von
Karajan)
Gay-Pepusch: The Beggar's Opera (Soloists; Max Goberman)
Hindemith: Mathis der Maler: excerpts (Fischer-Dieskau et al.;
Leopold Ludwig)
65 Other Classical Reviews
74 Mengelberg Reissues Robert C. Marsh
76 The Imports Gene Bruck
96 The Lighter Side
105 New Discs for a Glad Yule John F. Indcox
107 Jazz
108 Bossa Nova John S. Wilson
113 The Tape Deck
122  General Index. 1962
125 Index to Equipment Reports, 1962

DECEMBER 1962 ¢ VOLUME 12 NUMBER 12

Published monthly ot Greot Barrington. Mass. by The Billboard Publishing Co. Copvright © 1962 by The Bliiboard Publishing Co. The desion ond contents of High
Fidelity Magozine are fully protected by copyright and must not be reproduced in onv monner. Second-class postago pald ot Great Barrington ond at addltional
mailing officos. One yecr subscription in U. S., Possessions, and Conada $6.00. Elscwhare $7.00. Indexed in the “Reader’s Guide to Periodical Literature.””
Change of Address notices and undelivered copiei [Form 3579) should be oddressed to Migh Fidelity, Subscription Dept., 2140 Parterson St., Cincinnatl 14, O.
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AUTOMATIC

Meet the Telefunken M-72. This revolutionary new tape recorder
1s the world’s first fully automatic unit. It represents the greatest |
advance in recording since Telefunken invented the magnetic tape
reccrder in 1935. The M-72
1s like those cameras where
the light meter takes out
the guesswork. All you have
to do is press one button.
And relax. And then listen
later to superb recordings—
music, drama, speeches,
meetings—played back to
you as simply and perfectly
as you recorded them. Just
mail the coupon and we’ll ; .
send you all the details. T E l E F u " K E “

American Elite, Inc., 48-50 34th St., L. 1. City, N. Y., Telefunken Sales & Service Headquarters for over a decade

.—-—.-—.——————-—.—-———._————————————.—.—.—-——.'

AMERICAN ELITE, INC.. Dept, 30
A\ Please send me fur- 45 50 34¢h St., Long Island City, N. Y.

ther information and :
@ literature on the new Name
fully automatic Tele-  Address.
Since ! 1903 funken M-72, GCit
WY e

Zone____State__

T8E aRATI0N 100 WBSK L192ERIFT
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no two are alike

Look at a row of Miracords, and take note of the tumtable platters.
They appear as identical as peas in a pod. Yet, no two are alike.

They all started out as heavy, one-piece aluminum alloy castings
“* nearing only slight resemblance to the finished product. Each was

hen secured to a precision lathe, and cut to shape.
.ayer after layer of metal was shaved from the form

_, until the precise design dimensions were obtained.

At this point, the turntables were as identical in shape,
size, weight, finish and appearance as modern technol-
ogy can achieve. We could have stopped here, pleased
as punch with the smooth, glistening results of our
efforts. But, the standards of Miracord performance
demand more than apparent quality—greater accu-
racy than dimensional measurements alone can reveal.

And so, each individual gleaming platter was put to
test for dynamic balance. And each was individually
corrected to assure the balanced distribution of mass

BENJAMIN ELECTRONIC SOUND CORP. ¢

80 SWALM STREET, WESTBURY, NEW YORK

MIRACORD

that gives the Miracord turntable its smooth, unwavering motion.
Remove the turntable of any Miracord, and examine the under-side.
You will see where metal discs were affixed, adding just a little more
weight to one point or another to achieve this perfect balance in mo-

tion. Now, look at another Miracord platter. This one
may have more or fewer discs, and at different points.
You can look at a thousand. Each will reveal the indi-
vidual attention it received. No two will be alike.

The Miracord is a modern, high quality record playing
instrument—the only one with dynamically balanced
turntable and mass-balanced transcription arm which
you can play manually or as automatically as you
please. The 10H with hysteresis-synchronous motor is
$99.50; model 10 with 4-pole induction motor, $89.50.
Prices do not include cartridge or base,

Make it a point to see the Miracord at your high fidelity
dealer soon. For complete details, write to:

e SOLE U.S. DISTRIBUTOR FOR ELECTROACUSTIC® RECORD PLAYING COMPONENTS

CIRCLE 24 ON READER-SERVICE CARD
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EXPERIMENTAL SERIES STEREO CARTRIDGE MKI

In October, 1960, GRADO introduced a tone arm which was primarily
designed for laboratory research. Nothing was spared in the design paranm-
eters of this tone arm since all future designs were to be based on this
concept. It contained features and performance cha-acteristics far in advance
of any tone arm ever offered to the public. Consum=r acceptance was imme-
diate. Never before (or since) has a tone arm been so unive-sally accloimed

as the BEST. It has since become the internctional standard of excellence.

Similarly, GRADO has conceived a cartridge which was designed exclusively
for stereo research and development. This cartridje is not a mono-steres
compromise, it is designed to play only the stereo disc, but to the highest
degree. Since the effective compliance is extraordinarly high (more than twicz
that of our Lab cartridge) and the moving mas: at tha stylus tio extremely low
(it resonates at approximaely 50,000 cps) playsack cistortion is a thing of the
past and if it weren’t for dust, diamonds ard recards would last foreve:.
Tracking forces range from 2/10 of a gram o 1 gram. Since these experi-
mental cartridges are assembled in our research div sion, uncer the personal
supervision of Mr. GRADO, it can be appreciated thct avalabls quantities will
be severely restricted. Each cartridge is covered by ¢ diamond stylus guaran-

tee of five years and is unconditionally guaranteed fer one year.

Price $75.00 Patznt #3,040,136

For further information write: GRADO LABORATORIES, INC.
4614 Seventh Ave., Brooklyn 20, N. Y. - Export — Simortrice, 25 Warren St., N.Y C.

CIRCLE 53 ON READER-SERVICE CARD

AUTHORItatively Speaking

Charles Cudworth is a kindly man.”Our
request that he write for us an article on
Christmas music reached him in mid-
summer (no time to be thinking of Yule
logs and driven snow) just when he was
about to depart for a busman’'s holiday
in Scandinavia. (Mr. Cudworth is Cura-
tor of the Pendlebury Library in the
Music Schoo! of Cambridge University;
the Music Library Congress was meeting
in Stockholm.) Not only did our prospec-
tive author reply with a gracious affirma-
tive, but he set to work on the article
itself with such promptness that for once
we were able to make our annual con-
tributions towards “marking the season”
in leisurcely fashion. If some readers are
rushed with their own preparations for
the festivities. however, we can assure
them that “The Sound of Christmas”
(p. 38) will make delightful reading on
December 26, or any day thereafier.

Our colleague Shirley Fleming, whose
interviews with musical personalities ap-
pear in these pages al regular intervals,
has this month contributed a full-length
feature that is in fact a comprechensive
survey of developments in stereo record-
ing techniques: see “The New Fidelity,”
p. 42. As the title of this article sug-
gests, things have changed since the in-
itial days of two-channel discs—even, it
appears, to the aims behind the record
makers’ endeavors. The author of this
picce clearly spends a good deal of her
time exposed to records and recording
activities, but not to a surfeit; she also
plays the viola, and wouldn't dream of
missing a rehearsal of the orchestra (non-
professional) 1o which she belongs.

Josef Krips, who gives us on p. 46 his
reminiscences of Felix von Weingariner,
has been well known to American au-
diences since he settled in this country
as conductor of the Buffalo Symphony
in 1952, The very carly years of his
professional carcer he describes in the
article herein, which conjures up re-
membrances of things past when he
worked at the Vienna Volksoper as
Weingartner's particular protége. Later,
he was to become musical director at
various Europeuan opera houses, culminat-
ing in his appointment in 1935 to the
Vienna Staatsoper, where he remained
until the Anschluss. In the years follow-
ing he appeared with the leading orches-
tras of Western Europe, and during his
tenure at Buffalo has continued to make
guest appearances with many groups
both here and abroad. This season Mr.
Krips has been engaged for cight weeks
with the New York Philharmonic at
Lincoln Center, and next fall will take
over as permanent conductor of the San
Francisco Symphony.

Last month Charles Reid took for us a
very objective role in moderating the
debate between John Culshaw and Har-
old Rosenthal on operatic stereo spec-
taculars (“Kindling the Magic Spark.”
November 1962). This month he speaks
in person—not as a critic of opera in
particular (live or recorded) but of mu-
sic in general. To put matters bricfly,
i's a hard life—see “Deuadline Ten-
Thirty,” p. 50. As far as we can make
out, the only hardship the harassed
working reporter does not suffer is the
necessity of making polite conversation
at after-concert parties—which is not
to say there's no conviviality among
the critical clan.

ticn FIDELITY MAGAZINE
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Here's why Audio Magazine says Scott Kits are

“Simplest to build...” and have
““Engineering of the highest calibre” *

The exclusive Scott full color insiruction
baok shows every part and every wire in
natural color znd in proper position. "o
make the instruction book even clearer,
eaczh of the full color illustrations shows
ondy a few ass2mbly steps. There are no
ovzrsized shee:s to confuse you.

There are certain areas in every profes-
sicnal high fidelity component wtere wr-
ing is critical aad difficult. FM frant ends
ani multiplex sections are an example. n
Scott Kits thes2 sections are wired at the
factory, and thoroughly tested bty Scctt
exderts, assurng you a completed kit
meeting stringent factory standards.

Each full color ill sstration is accompanied
ty its own Pert Chart . . . another Scott ex-
clusive. The actLz parts desciioed in the

lus-ration zre »>.aced in the exact se-
zuence in which tvey are usec. You can’'t
rossibly make a v istake.

Tuners are align2:- with the un que Scott
zz-A-Line mett o1 using the m=ter on the
—aneritself. Thisassures perfeczalignment
rithout expensive signal gene-ators. Am

lifier kits r2quire no laboratory instru-
—1ents for pe-fec: »alancing.

When you finish your kit you'll be deiighted by its handsome good looks. And when you turn
your Scott Kit system on you’ll know for yourself why the expert editors of leading high fidelity
magazines like Audio say ... ‘'only the most-Sophisticated engineering thinking could design
a kit as simple and foolproof as this..."” *

Much of the uninteresting mechanical as
sembly is completed when you open yous
Scett Kit-Pak. All the terminal strips anc
tute sockets are already permanently
riveted to the chassis. To insure accuracy
all wires are pre-cut and pre-stripped tc
prcper length.

Th2 new Scott Warrantee Performance Plar
guarantees that your kit will work perfectly
when completed. If you have followed al
recommended procedures and your Kki-
fai s to work Scott guarantees to put yous
kit in working order at tae factory at mini
mum cost.

*Audio — February 1961, Pages 54-56

H. ®. Scott Inc., Dept. 226-12
111 Powdermill Rd., Maynard, Mass.

Please rush me without charge your full
color brochure on the complete line of
Scott FM stereo tuner, stereo amplifier anc
speaker kits. A sample 36 page full-color
Scott Kit instruction book will be includec
if you enclose 50¢ in coin or stamps.

Name......
Address....

City.

If.any of your friends would like a copy of
the new Scott Kit brochure send us their
names and addresses.

Export: Morhan Exporting Corp., 458 Broadway, N.Y.C.
Canada: Atlas Radio Corp., 50 Wingold Ave., Toronta
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THE INSIDE
STORY OF
THE EMPIRE
TROUBADOR’S
widely acclaimed
reputation as the
‘world’s most perfect rec-
ord playback system” is, in a
word, PRECISION. Precision not
only in its production, but also in its
design. It’s what the Troubador DOESN’T
have that counts. Things like wow, flutter, rumble, hum, needle talk,
tracking error, and so forth. None of the commonly found shortcomings
that stand in the way of clean, pure response. » The response of the
country’s hi ti critics to the Empire Troubador has been uniformly un-
critical, to say the least. HIGH FIDELITY said: ““a precision-engineered
product of the highest quality . . . wow, flutter and rumble completely
inaudible . . . clean response.”” AUDIO stated: ‘“‘Precise performance . ..
we tried to induce acoustic feedback by placing the turntable on top of
our large speaker system and turning up the gain — we were unsuccess-
ful.”” AMERICAN RECORD GUIDE reported: ““speed variations — that is,
flutter and wow — inaudible ... vibration extremely low . . . total rumble
figures have not been bettered by any turntable I have tested.” = The
sought-after sound of the Troubador is the result of its precision com-
ponents. The massive turntable is driven by a heavy duty hysteresis-
synchronous motor that provides a constant speed independent of cur-
rent fluctuations. Precise bearing tolerances throughout, every single
Troubador is individually adjusted to perfect dynamic balance. The
980 Arm combines rock-steady stability with an incredible respon-
siveness. v Individually, the Empire 980 Arm or the new 880°
Cartridge will give you superior sound. The maximum achieve-
ment from Empire components, however, is in the complete
Troubador system, because these components were designed
for each other. Only Empire makes a complete, integrated
record playback system. What to do next? Write for free
color brochure. Better still, stop in at your local author-
ized Empire dealer for the ultimate proof of per-
formance — the Troubador itself. It’s the world’s
most perfect record playback system. s NOW
INCLUDES THE NEW EMPIRE 880° o
CARTRIDGE. o' - 23 R

Empire 208 3-speed “‘silent’’
turntable . . . Empire 980
dynamically balanced play-
back arm with the sensa-
tional Dyna.Lift* . .. and the
new Empire 880p mono-
stereo cartridge featuring the
virtually indestructible Dyna.
Life* stylus...Complete with
handsome walnut base: $222.

e e

CIRCLE 48 ON READER-SERVICE CARD
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EMPIRE
TROUBADOR

“WORLD’S MOST
PERFEGT REGORD PLAYBACK
SYSTEM”

now includes
the EMPIRE 880°

GCARTRIDGE
“THE LAST CARTRIDGE
YOU'LL EVER BUY”’

DYNAMIC MASS LESS THAN .5 x 10-3 GMS. ¢ COMPLIANCE:
30x10-CM/DYNE. Lower dynamic mass and higher compliance
than any other cartridge made ... eliminates distortion and
makes possible a lighter stylus, better frequency response,
greater channel separation, and the remarkable new standard for:
e TRACKING FORCE — AS LOW AS 1, GRAM. At such low track-
ing force, the Empire 880p not only eliminates record wear, but
also eliminates distortion. ¢ PERFORMANCE RANGE: 6 TO
30,000 CPS. This is well beyond the range of human hearing.
o CHANNEL SEPARATION: MORE THAN 30 DB. Greater separa-
tion for greater enjoyment of stereo. ¢ A RESEARCH TRIUMPH
— THE AMAZING DYNA-LIFE* STYLUS. This ultra-sophisticated
hand-polished diamond stylus is the world’s lightest. Coupled
with a new cartridge magnetic element of lowest dynamic mass,
this assures the longest possible life of the Empire 880r ...
the last cartridge you’ll ever buy. *Patent pending

“WORLD’S MOST PERFECT ||
RECORD PLAYBACK SYSTEM”

SCIENTIFIC CORP - 845 STEWART AVE - GARDEN CITY, LI, NY,

EXPORi: CANADA. Empire Scientitic Corp., Ltd., Toronto, Canada « EXPORT EXCEPT CANADA. EMEC, Plainview, L. I N. V,

CIRCLE 48 ON READER-SERVICE CARD
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Speakers in the Lab and Out

SIR:

Congratulations on your answer to the
letter of Edgar Villchur apropos labora-
tory measurements of loudspeakers. I do
believe that your current viewpoint on
speaker evaluation is the sanest that is
possible, in terms of what I know con-
cerning speakers and “testing.”

Mr. Villchur is an authority of note
and has written many articles on the
proper evaluation of loudspeakers. I re-
member well one in which he pointed out
how treacherous room positioning could
be—how it could negate all the work his
staff had done on the AR, and how it
could produce a result having little to do
with the speaker performance under ideal
conditions! Thus even Mr. Villchur seems
a bit reluctant to place final importance
on speaker “measurements.”

I have dealt with speaker engineers
from all over the world, and [ invariably
ask them how they go about making final
evaluations. Nearly all seem to think that
the measurements popular at this time
have not been fully correlated with final
performance—i.e., that these measure-
ments are interesting tools for develop-
mental use, but that the final evaluation
must be an “in use” one, as heard by ex-
pert listeners.

Hign FipELITY’s approach, which is to
assemble panels composed of listeners
who are familiar with the limitations of
reproduced music, seems to me to make
more sense than the “live-vs.-recorded”
kind of test which Mr. Villchur men-
tions. For many. many years, “live-vs.-
recorded” demonstrations have been used
to prove the quality of various equip-
ments. In every case. of course. there
have been the “Believers” and the “non-
Believers.” Further research indicates,
moreover, that the quality of belief is
personal to the listener, and not inherent
in the speakers themselves (and other
equipment). For, in truth, we really
are not yet able to reproduce a musical
expericnce that is not quite obviously
just that to critical listeners.

Continued on page 14
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THE WORLD’S MOST FUNC!

IONAL PACKAGE

UNTIL NOW

Model AS0DK—5C Watt Stareophonic A plifier

THE REMARKABLE NEW AWARD KITS BY HARMAN-KARDON

The perfect blend of form and content. This is the unique
achievement of the Award Kit Series.

There's sheer pleasure in just looking at the kit: in seeing how
each component is packed precisely in the sequence in which it
will be used; how the unique tool-box packaging, with pull-out
trays, makes handling and identification easy.

An extraordinary instruction book lends a dimension never
before available in a high fidelity kit. It contains simple, interest-
ing explanations of how each section of the instrument works.
For the first time the kit builder understands just what he is
doing—as he is doing it. The handsome book is easeled, spiral-
bound and provides complete integration of diagrams and text.

No detail has been overiocoked in the creation of this exciting
product group. Here is the electronic perfection and incompara-

ble pertarmance of the famed Award Series; the total integration
of the most advanced instruction material, packaging and con-
struction techniques. From the moment you open the kit, until
the final moment when the completed instrument is turned on,
yours will be a totally gratifying experience.

The Award Kits include: Model A30OK—handsome 30 watt inte-
gratad stereo amplifier kit—$79.95. Model AS0K—powerful 50
watt integrated stereo amplifier kit—$119.95. Model FS0XK—
prafessional FM Stereo (Multiplex) tuner kit—$129.95. All prices
slightly higher in the West.

For more information write —
Dept. HF-12, Harman-Kardon. 8B B kardon
Inc, Plainview, New York. § —
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No, Music-Lover—take heart. Live music .is here to stay. But when recorded music can be so perfectly played back
that even experts can’t tell the difference from a live performance, this is big news for those who love music, live or
otherwise. For three ycars now, thousands of discriminating listeners have attended concerts of the Finc Arts
Quartet, sponsored jointly by the manufacturers of Dynakit amplifiers and AR speakers. Performances werce so
arranged that the audiences were alternately listening to live and recorded portions, without prior announcement

as to which was which. These are typical comments of recognized experts:

C. G. 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
E. T. Canby wrote: “My eyes told me one thing, my ears another.” Ralph Freas, audio

editor of High Fidelity, wrote: “Few could separate the live from the recorded portions.”

When reproduction and reality cannot be separated, the reproducing equipment has achieved the top-most practical
level of quality. And when that equipment is so moderately priced as Dyna Mark HI amplifiers and PAS-2 pre-
amplifiers, the obvious conclusion is that you can spend more money but you can’t get higher quality. Anybody
can build a Dynakit, including you, Music-Lover. And you can be confident that it will work well with performance

indistinguishable from the original source of sound.

All Dynakits are designed with top performance as the primary objective. In any power range, mono or stcrco,
the established excellence of Dynakits is assured. If Dynakit’s superior engineering, high quality parts and functional

layout give you such fine performance that you can’t tell the difference, why pay the difference?

A NEw NOTE oF ELEGANCE FOR YOUR DyYNakiTS: Handsome accessory satin-tone front panels and die-cast
knobs install casily on all past and present preamps and tuners. Side-by-side or stacked. the effect is that of a
single harmonious unit. Brackets are included for casy panel-mounting in a cabinet. See them at your dealer.

DYNACO’ INC- 3912 POWELTON AVE., PHILADELPHIA 4, PA.

CABLE ADDRESS: DYNACO PHILADELPHIA L Write for complete descriptive literature

CIRCLE 43 ON READER-SERVICE CARD
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IF
YOuU
USE

MAKE
e

MAJOR

IMPROVEMENT
IN YOUR
SYSTEM

AT MINIMUM COST
WITH THE NEW
ADC-3 UNIVERSAL STEREOPHONIC CARTRIDGE!

For owners of turntables, automatic turntables, or record changers, we believe that the new ADC-3 universal
stereophonic phonograph cartridge, at $29.50, is the best buy on the market.

ADC-3 SPECIFICATIONS

TYPE: Miniature moving magnet ® SENSITIVITY: 10 millivolts per channel = 2 db at 1,000 cps (5.5 cm/sec recorded
velocity) ® FREQUENCY RESPONSE: 10 to 20,000 cps *= 3 db ® CHANNEL SEPARATION: 30 db 50 to 7,000 cycles ®
STYLUS TIP RADIUS: .0007” (accurately maintained) @ STYLUS TIP MASS: .8 milligrams @ LATERAL AND VERTICAL
COMPLIANCE: 15 x 10 -s cms/dyne minimum &6 RECOMMENDED LOAD IMPEDANCE: 47K ohms @ TRACKING FORCE:
2 to 5 grams ® MOUNTING CENTERS: Standard ¥2” and 7/16” centers. Unit adapts to virtually all tone arms

We urge you to listen to the ADC-3 cartridge at your high fidelity dealer

and then make a major improvement in your system at a minimum cost with the new ADC-3 cartridge
at $29.50—the best buy in the market.

AUDIO DYNAMICS CORPORATION

Pickett District Road, New Milford, Connecticut

CIRCLE 14 ON READER-SERVICE CARD
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SOUND INVESTMENT FOR CHRISTMAS

LET'S FACE IT. $289 buys a lot of Aquavit in Stockholm. Also, it can buy you the
finest Swedish tape recorder sold in America. It plays any kind of tape except
adhesive.... It's got more tracks than the New York Central and its complete stereo
electronic system faithfully reproduces the Hlghest of FI. To get specifications as
complete as smorgasbérd about the inputs and outputs, the db's and cps’s...see the
top audio dealer in your village. He's loaded with facts. Invest Now...Play Later!

THE MAGNEFON BY

HUNOR

MOTALA, SWEDEN
Sole U.S. Distridutors

AmeLux ELECTRONICS CORPORATION

60 East 42 Street, New York 17, N. Y.

© 1962 AMELUX ELECTRONICS CORP.

Please write for illustrated
descriptive brochure

§

|

|

| Amelux Electronics Corporation
| 60 East 42 Street * New York 17, N.Y.
|

)

|

|

|

|
|
|
|
Pleose send your free brochure to |
NAME i
ADDRESS. l
CITY STATE |

A ——
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LETTERS
Continued from page 10

What we are still working toward is a
closer correlation with the original ex-
perience. That is all. The “tools of the
trade™ today are tomorrow’s obsolete no-
tions. So. you are quite right in placing
primary emphasis on how the equipment
stacks with other equipment in achieving
more or less illusion of the original,
rather than in supposing that we have
reached “perfection” already!

Irving M. Fried
Lectronics. Inc.
Philadelphia, Pa.

New Bartok

SIR:

In reviewing the second volume of
Gyorgy Sandor's complete recording of
the Bartok piano music |HiGi FiperLiTy,
Oct. 19621, Alfred Frankenstein states
that this set is a reissue of records pre-
viously in the Vox catalogue. He con-
cludes his enthusiastic remarks by saying
that the recordings are “as fresh and oril-
liant in sound as if they had been made
yesterday.” The reason tor that is that
they were made yesterday! This is not a
reissue in any respect.  Recording ses-
sions took place in September and Oc-
tober of 1961 in Paris.

This confusion possibly arises because
certain former Vox Box releases were re-
issues. For your readers’ information: all
Vox records that are reissues arce so indi-
cated by the first issue date and the re-
issue date printed in the tower left-hand
corner of the liner or program notes.

The vast majority of Vox Boxes are
now completely new sets.

Ward Botsford
Vice-President

Vox Productions, Inc.
New York. N. Y.

Magazines for Liberty and Progress

SIR:

The “Alianza para la Libertad y el Pro-
greso” is a volunteer civic association
devoted to the promotion of President
Kennedy's plan. Among our first activi-
ties is the free distribution of American
magazines, newspapers, and books among
workers and students, for we fecl there
is no better mirror of the excellencies of
the “American Way’ than its journalism.
Technical publications play a key role in
this plan, as they contribute to the up-

Continued on page 18

Use Christmas Seals
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Fight TB and Other
Respiratory Diseases
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Three Remarkable New Loudspeaker Systems

ADC-14. ADC-16, ADC-18. From now on, three
names that must be reckoned with when high tidelity
loudspeakers are the subject.

The Audio Dynamics Corporation—creators of the un-
excelled ADC stereophonic phonograph cartridges—
have developed three exemplary loudspeaker
systems designed to match the ADC cartridges

in quality.

Revolutionary Audio Engineering Featuring
The Rigid Rectangular Woofer Diaphragm.
The ADC speaker systems feature a revolution-
ary rectangular woofer molded from feather
light expanded plastic and surfaced with alumi-
num. It has a radiating area twice that of a
conventional 12" woofer. The rigidity of the
diaphragm cnables the woofer to act as a perfect piston
throughout its range and provides exceptionally good
base response with no cone breakup. High frequencies
are handled by an air-stiffened mylar diaphragm driven
from a 12" voice coil. Each unit provides exceptionally
wide dispersion and remarkable transient response.

Exceptional High Fidelity. Lack of cone brecakup and
doppler distortion combine with low, well-damped fun-
damental resonance to provide an effortless, transparent
bass, ordinarily associated only with live performance.

Baffle assembly

The ADC speakers’ excellent response provides startling
faithful reproduction of the characteristic sounds of va-
rious instruments.

Stunning Cabinetry. The ADC speakers’ shimmering

walnut cabinetry was expressly designed by the eminent

Mr. Peter Quay Yang. We know no more hand-

some speaker enclosures than these. The ADC-

= 14 cabinet measures 25" x 132" x 12127; the

ADC-16, 27v2" x 17" x 122" and the ADC-
18,40" x 17" x 12'2".

\‘ These speakers are not inexpensive. The ADC-
@ [4is$175. The ADC-16is $220. The ADC-18
V' is $250.
ADC speakers are now available at leading high
fidelity stores. We invite you to look at them...
and listen to them.
Engineering Specifications
FREQUENCY RESPONSE ADC-18 ....20-20,000 cps

ADC-16 ....30-20,000 cps
ADC-14 ....38-20,000 cps

BASS UNIT MAGNETIC STRUCTURE
Flux. DeNSIity - ssessesommenares vrsaisswrives 12,700 Oersteds

” ”

Total FIUX o roorsmunerarsivabivejbtion 165,000 Maxwells
TREBLE UNIT MAGNETIC STRUCTURE

Flux Density ...c.c.ossissniaisssissssrres 15,000 Oersteds

Total FIUX aiiaasrsommsarmrrsnscraned bsdres 53,500 Maxwells
IMPEDANGCE ivinivaisieansbosshaimand ssnss (b aas 8 to 16 Ohms
POWER REQUIREMENTS ...... 10 to 65 watts R.M.S.

T

AUDIO DYNAMICS CORPORATION

Pickett District Road, New Milford, Connecticut
CIRCLE 14 ON READER-SERVICE CARD
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crunch

Apples taste better when you're six years old. What's
more they sound better. Those crunching noises reverber-
ating through your head are exciting. You keep wondering
if they can be heard on the *‘outside.”” Remember?

Naturally, you'll never hear an apple like that again. But
if you've retained even a little sonic sensitivity, we can offer
you an experience almost as pleasant.

Make your next recording on Audiotape.

You'll find that the wonderful quality of this tape provides
more clarity, more range, eliminates noise and distortion
prohlems. And you’ll find this guality is consistent from
reel to reel and within every reel of Audiotape.

CIRCLE 13 ON READER-SERVICE CAED

Whether you’re taping a small apple-cruncher or a great
symphony orchestra, there's an Audiotape exactly suited
to your needs. From Audio Devices, for 25 years a leader
inthe manufacture of sound recording media—Audiodiscs*,
Audiofilm* and ...

TRADE MARK,

“it speaks for itself”

AUDIO DEVICES INC., 444 Madison Ave., New York 22, N.Y.,
Officesin Los Angeles o Chicago e Washington, D.C.

*TRADE MARK

WWW americanradiohistorv com


www.americanradiohistory.com

It's what you don’t hear that counts!

That's why you buy a turntable. For silence. Silence of oper-
ation. Rondine 2 delivers both the sound and the silence
you want. Minus 57 db silence even at full amplification.
That's what you want in a turntable, what you're sure of
getting with Rondine 2. Combine it with the Auto-Poise*
tonearm and you have the world’s only true turntable with
fully automatic operation. For complete catalog, write Dept.
HF-12, Rek-O-Kut, 38-19 108th St., Corona 68, New York.

R Stereotableonly.......... ... it $79.95
R320withS320Tonearm. ....ovvvvenvnene. 129.95
R 320 A (illustrated) with Auto-Poise Tonearm... 169.95

R Base (oiled walnut finish) ............. ..., 14.95

*pat. PENOD.

REK-O-KUT/ Mnding ==

CIRCLE 85 ON READER-SERVICE CARD
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LETTERS

i h ' e 4 ““ L Continued from page 14

. ? grading of our technicians by Keeping
Profess|ona| urnta (Y@l hem o wih the Taest develo.
B ments in their respective fields.

For this reason we ask your readers to
mail us any printed materials they have
already read and would otherwise throw
away. Although technical magazines and
books in any field are preferred, all other

Il turntables are not the same! Most are designed for home use . .
light weight construction throughout and compromised design,

which results in border line performance and fatigue after. contin- magazines will be welcome.
uous use. Professional standards, however, for broadcasting and We hope that vour readers will appre-
recording, demand robust construction and precision engineering for ciate the impact of such a campaign. We
quality trouble-free performance. Because of these high standards, appeal especially to the clubs and civic
Fairchild and only Fairchild, for over 25 yvears, has continually sup- institutions which could collect the maga-
plied the broadcast and recording industry with finest gquality turn- zines weekly or monthly and then send
tables. These high standards are attested to by this one simple fact: them 1o us on a regular basis. All con-
More Fairchild turntables are used by professionals than any other t""“”.m“‘? Sholf]d’he ,“d‘?"“ssc" “01)_ _
turntable. So, as a suggestion, consider one of these Fairchild turn- ﬁ"";f‘.“ f’arl;""f II':;(')‘:‘J ¥ B Hogreso
tables for your home or studio. o T e T =P

Buenos Aires. Argentina.
Raiil Lamuraglia

FAIRCHILD 41218 President of the Exec. Council

Laboratory proved exclusive Double-Belt Buenos Aires, Argentina

Drive places rumble way below hearing N

threshold. Only the world acclaimed

Fairchitd 412 Double-Belt system elimi-

nafes belt slippage which results in un-

believably low wow and flutter. High torque Sir: )

synchronous motor guarantees that Allow me to make use of your kindness

records witl not slow down regardless of in the establishment of contacts between

stylus pressure. Other features include mas- American and Russian lovers of music.

sive acoustically deadened 8 Ib. aluminum First of all a little about myself. I'm

turntable; new universal arm mounting plate al- twenty-one years old. live in Kiev—capi-

lowing for fast and easy mounting of all arms; and . bk & i o
new mar-proof top plate. Also available in kif form. Bl (oi=iSo=So gt [Ukusimam NP

Russian Exchange, Anyone?

Fairchild 412-18: $99.00 and study at the Technical College. My

In kit form (412-18K): $79.95  Fairchild 412 base: $19.95 future speciality is an clectrical engineer.
: But my great hobby is music—classi-

FAIRCHILD 440-2 cal. and modern jazz t0o. Unfortunately,

here are not any records from Western
A 2-speed belt-driven turnfable designed around pro- ! b AR
fepssmnal parameters. UmquegSpeed Sentlpnel countries on sale in our shops for the
provides accurate speed control under vary- present and we have a single possmllny.
ing line voltages. Heavy turntable and to listen to them over the radio.
high torque motor guarantee that speed I have a large collection of classical
won't change regardless of stylus pres- recordings made in the US.S.R.. and
sure. Heavy aluminum turntable combined maybe somebody in your country will
with beit drive assures wow, flutter, and want to exchange records with me. I'll
rumble way below hearing threshold. Prestomatic be very glad!
speed change provides positive and fast speed I hope you will welcome this idea
change ... no fumbling with belts. Available in assembled HNGh Mo 4 hel e ] ’
or kit form. Fairchild 440-2: $69.95 S ey fuslp 30 *Aee Togstier (o
In kit form (440-2K): $58.00 Fairchild 440 Base: $19.95 people.
George Drofa
Petchersky spusk 18 KW, 66
Kiev 11
USS.R.

FAIRCHILD 750

The only turntable designed for stereo broad-
casting. Massive 35 Ib. 16-inch platter coupled

High Fidelity, December. 1962. Vol. 12. No.
12. Published monthly by The Billboard

with belt drive produces 3-speed operation with Pubtishing Co., publishers of Billboard

inaudible rumble, wow and flutter. Unique 2-speed Music Week, Vend. Amusement Business.

motor provides three speeds without belt | and American Artist. Telephone: Great

stretch. Fast becoming the standard of stereo ) Barrington 1300. Member Audit Bureau of
broadcasting Circulations.

3 3 q 1 85.00 Editoriat Correspondence should be ad-

. Fairchild 750: $485. dressed to The Editor, High Fidelity. Great

Fairchild 752 Cabinet: $110.00 Barrington, Mass. Editorial contributions

will be welcomed. Payment for articles
accepted will be arranged prior to publica-
TheselfairaMild 1urnfables and oboilable tion. Unsolicited manuscripts  should be
accompanied by return postage.

at selected audio dealers. For complete details write: Subscriptions: Subscriptions should be ad-
dressed to High Fidelity, Great Barrington.

Mass. Subscription rates: United States. Pos-
sessions. and Canada. | year. $6; 2 years.
| S$11; 3 years, S15; 5 years, $20. Elsewhere
] S$1 per year extra. Single copies 60 cents.
Change of Address notices and undelivered
copies (Form 3579) should be addressed to
: High Fidelity. Subscription Fulfiliment De-

FAIRCHILD RECORDING EQUIPMENT CORP., 10-40 45TH AVE., LONG ISLAND CITY, N. Y. o 2160 Patterson Street, Cincinnati

CIRCLE 49 ON READER-SERVICE CARD
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David Izenzon is performing Scianni's Horizon South, written ““for contrabass and elec-
tronic mutations.”

contrabass with AR=$s

The ar:3 loudspeakers on stage at New York's Town Hall were chosen because they
have a musical quality that makes them particularly suitable for working with the live
instrument.

AR speakers are often used professionally, but they are designed primarily for natural
reproduction of music in the home. They are on continuous demonstration at AR Music
Rooms, on the west balcony of Grand Central Terminal in New York City, and at
52 Brattle Street in Cambridge, Massachusetts.

Prices are from $89 to $225. Literature, including a list of AR dealers in your area, is
available on request. We will also send a brief description and order form for two books
on high fidelity published by AR.

ACOUSTIC RESEARCH, INC., 24 Thorndike Street, Cambridge 41, Massachusetts

CIRCLE 1 ON READER-SERVICE CARD
DECEMBER 1962 19
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i Eatg with Heathdat!

With a Heathkit Catalog you can relax and
enjoy Christmas shopping—gift giving with-
out ever leaving your living room! You'll
find a Heathgift for everyone on your list,
regardless of interest, from beginner to ex-
perienced technician. And you give so much
more with Heathgifts, for you save two
ways—by buying direct from Heath and by
buying in kit form. Savings that total 50%
or more!

Heathgifts are fun to give, fun to own, and
they're fun to build . . . so much so that
you'll be tempted to build them all before
giving! Simple instructions enable you to
complete any kit in your spare time—in a
matter of hours—and they are unconditional-
ly guaranteed to perform to factory specifi-
cations.

So give the best in electronic kits, give
Heathgifts. Call or write our gift counselors
if you need help or give a Heathgift certifi-
cate. Begin making your Heathgift List to-
day and place your own name at the top!

Buy Now-
No Mouey Down!

Here's help for your Xmas Budget! Order your
Heathgifts now, and any purchase of $25 to $600
can be paid for later on Heath's liberal time-pay
plan. No money down! Take as long as 18
months lo pay! You'll find complete details in
the new Heathkit catalog. Make out your Heath-
gift order and mail it today!

20

SAVE 510, order GR-52,

TV chassis & cabinet.. ... only $249.95
SAVE $6, order GR-62,

TV chassis & wall mt.. ... only $189.95

OPTIONAL U.H.F. TUNER: Add at any
time! Tunes U.H.F. Ch. 14-82. Mounts in-
side TV chassis. Complete with knobs and
adapter strip. Factery assembled and aligned,
ready 1o install.

GRA-22-3, no money dn.,$5 mo...... $27.95

NEW 23" High Fidelity TV Kit—None Finer

at Any Price!

An outstanding TV value! Exclusive Heaths
kit advanced-design features include latest
TV circuitry to bring you bor/i Hi-Fi picture
and sound! Incorporates the finest set of
parts & tubes ever designed into a TV receiver.
Easy to build too! . . . all critical circuits
(tuner, I.F. strip & Hi-voltage sections) arc
supplied as factory-built, aligned and tested
sub-assemblies, ready to install. The rest is
casy with two precut, cabled wiring harnesses
and circuit board. 70 |bs.

Kit GR-22, no money dn.,$16 mo. . $169.95
BEAUTIFUL MODERN CABINET: Styled to
match Heathkit AE-20 Hi-Fi Cabinets in
rich, walnut solids and vencers. Complete
with picture tube mask, chassis mounting
board and extended-range 6° x 9* speaker for
GR-22 TV set. Mcasures 36" W x 32%° H
x 2014" D.

GRA-22-1, no money dn.,$9 mo.... .. $89.95
“CUSTOM'" TV WALL MOUNT: For rich,
attractive custom wall installations. Includes
cut and drilled board for TV chassis. Un-
finished white birch. Measures 193" H
x30Us” W x 146" D. 13 Ibs.

GRA-22-2, no money dn.,$5 mo.....$25.95

NEW Deluxe CB Transceiver

4-tone selective call circuitry; 5 crystal con-
trolled transmit & reccive channels: variable
recetver tuning; bwlt-in 3-way power supply
for 117 v. ac, 6 or 12 v dc; and more! Most
complete CB unit ever designed!221bs.

Kit GW-42, no money dn. .....$119.95

CIRCLE 56 ON READER-SERVICE CARD
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NEW Advanced Transistor Stereo Amplifier

Smooth power—superb dynamic range! 100
watts THFM Music Power rated, 70 watts
Heath rating. 13 to 25,000 cps response (@
rated output. 28-transistor, 10 diode circuit.
28 Ibs.

Kit AA-21,no money down,$13mo0.$134.95

HigH FIDELITY MAGAZINE
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Hear It for Yourseif!

Send for this Heathkit organ demonstration
record . . . listen to the beautiful voices, rich
mellow tone and astounding range of ¢x-
pression offered in this sensational instru-
ment. Send just 50¢ to cover cost of handling
and postage on this 7°—33}3 rpm record.
Ask for record GDA-232-3.

NEW FM/FM Stereo Tuner

Sterco Indicator light: phase control for max.
separation and lowest distortion: adjustable
AFC for drift-frec reception; bar-type tuning
indicator; filtered outputs for sterco tape
recording. Factory assembled tuning unit.
16 ibs.

Kit AJ-12 ., .no money dn.,
B MOph & rerrererererarsrarass stspapoisiarsro Barits $69.95

FREE 1963
HEATHKIT
CATALOG
New edition —
more than 100
new kits since
last issue—
over 250 kits
all.

DECEMBER 1962

ANOTHER HEATHKIT FIRST!
A Real 2-Manual Organ for Only $329.95

The exclusive Heathkit version of the all-new
Thomas Transistor Organ now, for the first
time, ofters you a real two-manual organ at
the market-shattering low price of only
$329.95 in casy-to-build kit form! Compares
in features and performance with asscmbled
units costing well over $700. Features two
37-note keyboards; 10 true organ voices; 13-
note pedal bass; variable vibrato; expression
pedal: variable bass pedal volume: manual
balance control; correctly positioned over-
hanging keyboards: built-in 20-watt peak
amplifier and speaker system: beautifully
factory assembled and finished walnut cab-
inct.
Kit GD-232 (less bench) .. .no

money dn., as low as $22 mo....$329.95

NEW Heathkit SSB “Six Pack"

A brand new SSB exciter and lincar amplifier
for six mecter operation: 125 watts P.E.P.!

Only $289.90 for the pair . . . less than the
cost of most transverters. Loaded with extras
for maximum ecfficiecncy and operating con-
venience!

Kit HX-30 Exciter. ......cceeevns. $189.95
HA-20 Linear, .........coovennnans $99.95

HEATIIKIT
by Daystirove

[T] PLEASE SEND FREE 1963 HEATHKIT CATALOG

Name

Benton Harbor 8,

Address

City Zone State

tTEM

NEW 10-Transistor FM Car Radio

88 to 108 mc coverage: better than 1.25
microvolt sensitivity: AFC for drift-free FM
reception; tone control. Factory-assembled
tuning unit; casy circuit board assembly.
7 1bs.

Kit GR-41 ... no money dn.. $7 mo.. $64.95

NEW FM
Portable Radio

10-transistor, 2-diode circuit; vernier tuning;
AFC for drift-free reception: tone control;
4" x 6" speaker; built-in antenna; prebuilt
tuning unit. Battery lasts to 500 hrs. 6 Ibs.
Kit GR-61...no money dn_,$6 mo.. $54.95

World's Biggest

VTVM Value! "%

Measures AC volts (RMS), AC volts (peak-
to-pecak), DC volts, Resistance and DB. Has
414* 200 va meter, precision 1% resistors
and 11 megohm input. Slim, all-purpose test
probe incl. S 1bs.

Kit IM-11 Special Value Price,..... $24.95

HEATH COMPANY
Michigan

Order direct by mail or see your Heathklt dealer.
Ship Parcei Post O Express O C.0.0. DO Best Way
Ordering instouctions: Fill outthe order blank. Inctude Charges for parcel post

rices £ O B, Benton Marbor. Mich. A 20% depoat is reguired on atl C.0.0
orders. Prices subject 1o change wilhaul notice. Owaler and e1port Orices shanily
higher

MOOEL NO.
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nortable
lerfection
or

From Denmark comes this
aristocrat of portables. Su-
perb AM-FM-Shortwave per-
formance with all the fea-
tures you've ever wanted
in a portable: 12 transistor
power with push-pull out-
put and a 5” x 7" speaker,
flywheel tuning, full range
independent tone controls,
pushbutton selection, loud-
speaker - earphone output
and separate tuner output,
plus plug-in connection for
an auto antenna for over-
the-road hi-fi.

Complete information s
available on request. Write
for the name of your near-
est dealer.

*, o
“ita wa®

By appointment
to the Royal Danish Court

DYNAC

DYNACO, INC.
3912 Powelton Ave., Phila. 4, Pa.

CIRCLE 44 ON READER-SERVICE CARD
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NOTES
FROM
ABROAD

— ———

It was a strange.
anachronistic  scene:
around the walls stood
cffigies of medieval
knights. wearing full
armor and seeming to
listen to the music
that floated through the hall; at a
Schweighofer piano. built in 1840. sat
two well-known artists. playing Schu-
bert's Divertissement a I'hongroise; near-
by were a small handful of people. busy
with the latest in stereo recording equip-
ment. The German firm Harmonia
Mundi was engaged in taping the four-
hand piano music of Schubert as per-
formed by Joerg Demus and Paul
Badura-Skoda.

Generally speaking. no company would
think of using the great hall of the
Vienna Hofburg for recording sessions.
The residence of Austria's emperors un-
til 1918, the building is situated in the
center of the city and is exposed to a
maximum of traffic sounds. Part of it
however. is now a museum. housing a
precious collection of ancient instru-
ments. Since the authorities will not
allow their removal from the site. re-
cording directors and performers in
search of historical authenticity must
accept the Hofburg. noise and all.

Actually. extrancous noise is not the
only problem encountered. Sessions have
frequently to be interrupted because the
instruments. which are seldom used, keep
getting out of tune. The recording team
therefore includes a piano tuner, whose

VIENNA

Badura-Skoda and Demus.
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task it is to restore equal temperament
whenever this proves necessary.

(The peculiarities of old instruments
are nothing new to Badura-Skoda. inci-
dentally: for Harmonia Mundi's record-
ing of two Haydn sonatas he tried an
old Broadwood piano. and for Mozart's
Fantasia in D minor he reveled in the
veiled soft pedal sound of an Anton
Walther piano made in 1795))

Harmonia Mundi Afield. At the Hofburg
sessions T met the head of Harmonia
Mundi, Rudolf Ruby. a onetime student
of economics and a former publisher.
Herr Ruby's entry into the record busi-
ness was inspired largely by his ac-
quaintance with Abbé de Nys, the famous
French pioneer in the field of recording
old music, who urged him to consider
how much remains still to be done in
this area. Harmonia Mundi has no in-
tention of competing with the big record-
ing firms. “We're merely trying to fill
gaps,” Ruby says. And the gaps which
the better-known Europecan companies
are leaving are. in fact. in the re-creation
of early music. For its re-creation of
historically authentic sound Harmonia
Mundi insists not only on the use of old
instruments but on acoustically appro-
priate surroundings. For a recent record-
ing by the German harpsichordist
Gustav Leonhardt of works by J. J.
Froberger (1617-67) the company went
to Ahaus Castle in Westphalia. Again,
for the music of such masters as Mar-
qués. Lépez. and Cererols. it traveled to
Spain. where it recorded the choir of the
Benedictine Abbey at Montserrat. And
to tape the Preces pro Concilio and
Preces pro Reunione of Jacobus de Kerle
(1531-91) the engineers moved their
equipment to the old Swiss basilica at
Einsiedeln.

Headquarters for these forays are
Harmonia Mundi's offices in Freiburg in
the southwestern corner of Germany.
but that town’s modern buildings offer
no recording sites suitable for the com-
pany’s projects. For his main “home
studio™ Herr Ruby has chosen a beauti-
ful suite of rooms in the castle of Prince

Continued on page 26
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This new Fisher
loudspeaker system

doesn’t sound
like Fisher.

(It sounds like Bernstein, Heifetz, Callas, Satchmo
or whatever you happen to be playing.)

Certain sophisticated audiophiles claim
they can recognize the make of any loud-
speaker system blindfolded — just from its
characteristic sound. The new Fisher XP-4A
would give them a hard time. Here's a speaker
system that has no character of its own. It
never sounds like itself. The music it repro-
duces retains the precise tone colorations of
the original acoustic environment and the
original performance — so that the speaker
sounds ‘different’ whenever the program ma-
terial is different. There is no better proof of
smooth response and low distortion.

The mid-range and treble of the XP-4A
retain the superbly natural quality first heard
in the original Fisher XP-4 — since the two
AcoustiGlas-packed 5-inch mid-range drivers
and the 2-inch hemispherical tweeter have
been left unchanged. But the 12-inch woofer
now incorporates a totally new concept: a
2.inch voice coil wound on pure electrolytic
copper. This specially obtained copper is so
highly conductive that unusuaily high eddy
currents are generated in opposition to the

®SLIGHTLY LESS INSANDED, UNSTAINED BIRCH. ALL PRICES SLIGHTLY MIGHER 1N THE FAR WEST, €

DECEMBER 1962
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voice coil movement. These eddy currents
are linear over the entire frequency range
and provide linear damping at all frequencies
reproduced by the woofer. The result is a de-
gree of bass definition and detail that will
startle you on first hearing and delight you
forever after.

This unique new Fisher development is a
further refinement of the original XP-4 de-
sign — the first loudspeaker system with a
‘basketless’ woofer. The XP-4A continues, of
course, to feature this entirely novel con-
struction technique: the woofer has no metal
frame, being supported by the massive walls
of the 2V2-cubic-foot enclosure itself. Thus
there is nothing left to cause undesirable re-
flections from the back of the woofer cone;
all rearward radiation is absorbed by Acousti-
Glas packing directly behind the cone, elimi-
nating the last trace of bass coloration.

The new Fisher XP-4A is now at your Fisher
dealer. Hear it. Whether or not you are fully
aware of all its engineering features, you will
instantly appreciate its amazingly true sound.

THE FISHER

CIRCLE 52 ON READER-SERVICE CARD
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Price, in oiled walnut or mahogany, $199.50*.

The new Fisher XP-1A, improved version of
the original Free Piston 3-way speaker sys-
tem, in oiled walnut or mahogany, $129.50*.

The new Fisher XP-2A, improved version of
the first moderately priced Free Piston speaker
system, in oiled walnut or mahogany, $84.50*.

FREE! $1.00 VALUE! The new | [ISLIEH
1963 edition of The Fisher RASHARRN
Handbook, a lavishiy iltustrated
40-page reference guide, idea
book and component catalogue

for custom stereo installations.

FISHER RADIO CORPORATION
21.25 44th Drive, Long Island City 1, N. Y,
Please send free 40-page Handbook, complete

with detailed specifications on all Fisher loud-
speaker systems, 011210

it

Name
Address
City.

Zone.

State ___ =

XPORT: FISHER RADIO INTERNATIONAL, INC., LONG ISLANG CITY 1, N. Y. CANADA! TRI-TEL ASSOCIATES, L1D., WILLOWOALE, ONT.
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Who builds a tape recorder so perfect they guarantee it for a full year?

The finest home tape recorder on the market today is
the Ampex Fine Line 1200. No wonder: It’'s a product
of the engineering skills and magnetic recording tech-
nology that produce the standard-setting recorders of

the entire audio industry. So superior are
the materials used, so precise the engineering
in the Fine Line 1200, that Ampex extends its
warranty to a full year. Now your new Ampex
recorder is protected by the new "‘Four Star”

AMPEX

One-Year Warranty: Ampex will replace or repair any
defective part for a full year. Ask your dealer to demon-
strate the Fine Line 1200. And while you're there, pick
up a free copy of the Ampex booklet, ““How to Tape It in

Stereo.” Or write the only company providing
recorders, tapes and memory devices for every
application: Ampex Corporation, 934 Charter
St., Redwood City, California. Sales rr—ﬂ
and service throughout the world. *—Lﬂr

CIRCLE 9 ON READER-SERVICE CARD
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If you don’t own
a fine AM-FM tuner,
you’re lucky.

(Because now you can buy the finest ever designed!)

Introducing the Fisher R-200 AM-FM-Multi-
plex stereo tuner: an instrument so close to
the perfectionist's ideal that you'll be espe-
cially glad if you haven't made a permanent
tuner choice yet.

The Fisher engineering team that created the
world’s most sophisticated FM Stereo Multi-
plex designs has outdone itself. Here is a
tuner that <combines the latest Fisher ideas
on FM Stereo with an AM section of the high-
est attainable fidelity. For those who require
superb AM reception in addition to the uiti-
mate in FM-Mono and FM-Stereo, the R-200
is the tuner — regardiess of price.

The FM front end is of the new Fisher GOLDEN
SYNCHRODE design, a remarkable new devel-
opment that permits the greatest possible
overload margin and rejection of unwanted
signals, as well as amazingly simple and reli-
able circuitry. Five wide-band IF stages, four
stages of limiting and an extremely linear
wide-band ratio detector complete the basic
FM section.The Multiplex section utilizes the
time-division system — found superior to all
others in extensive field tests. The exclusive

“WALNUT OR MAMOGANY CABINET, 324.95. MITAL CASINET, $13.95. ALL PRICCS SLIGHTLY NIGME®R IN THE FAR WEST. [XPORTs FISHEA AADI
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Fisher STEREO BEACON instantly turns on
an indicator light when a Multiplex broadcast
is being received and automatically switches
the tuner to FM Stereo operation. The AM
section incorporates a tuned RF amplifier,
followed by a converter and two IF amplifiers;
other AM features include a three-position
bandwidth switch and a 10-kc whistle filter.

Performance? The FM sensitivity of the R-200
is 1.6 microvolts (IHFM Standard); the cap-
ture ratio is 1.8 db. Even Fisher engineers
find these figures difficult to believe — but
test instruments don't lie. The AM sensitivity
is 5 microvolts for 2 volts output; the AM
bandwidth (in the ‘Wide’ position) extends to
7 ke. After all this the price will be an agree-
able surprise: $299.50*.

If you do not need AM, you have the follow-
ing choice of wide-band FM Stereo Multiplex
tuners by Fisher:

FM-50-B, with STEREO BEAM, $199.50*,
FM-100-B, with STEREO BEACON, $249.50*,

FM-200-B, with STEREOQ BEACON and the
Fisher MICROTUNE system for AFC, $299.50*.

CIRCLE 52 ON READER-SERVICE CARD
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FM-1000, with STEREQO BEACON, MICRO-
TUNE, special professional features,$429.50*.

FREE! $1.00 VALUE! The new

1963 edition of The Fisher E}glg-llxl;]olé
Handbook, a lavishly illustrated

40-page reference guide, idea

book and component catalogue -
for custom stereo installations, v

FISHER RADIO CORPORATION
21.25 44th Drive, Long Island City 1, N.Y.

Please send free 40-page Handbook, complete
with detailed specifications on all Fisher loud-
speaker systems.

Name_____
Address.

City Zone

State

011202

THE FISHER

O INTEANATIONAL, INC.. LONG (SLANO CITY 3, M. Y. CANAOAI TA)o3EL ASSOCIATES, LTO, wiLLOWOALG ONT.
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Win egard

STEREOTRON

A thest signals but strony
nls won't overload o

New Stersotron Antenna and 2 Nuvistor FM

amplifier will positively improve your FM |

sot performance; pulls in far-away stations!

Now an FM antenna has been designed by
Winegard that will deliver unexcelled FM
and FM stereo listening whether you live
close to FM stations or 200 miles away. The
new Stereotron is so powerful, so efficient
that we actually guarantee better perform-
ance from your FM, gurarantee that you will
receive 85% of all FM stations in a 200
mile radius.

The Stereotron Antenna (model SF-8)
with Stereotron 2 nuvistor amplifier (model
AP-320) is the only antenna-amplifier combi-
nation that can be used anywhere. Nuvistor
amplifier takes up to 200,000 micro-volts of
signal without overloading—yet responds to
signals of only 1 micro-volt. The Stereotron
with nuvistor amplifier has minimum gain of
26 DB over a folded dipole and flat frequen-
cy response of +14 DB from 88 to 108 mc.
Antenna is GOLD ANODIZED, amplifier
completely weather-sealed. Available for
300 ohm or 75 ohm coax.

SF-8 Stereotron Antenna $23.65
AP-320 Stereotron Amplifier $39.95—can be
used with any FM antenna.

Write for information and spec. sheets
today on the Stereotron and other Winegard
FM and TV antennas and accessories. Get
FREE Station Log and FM map of U.S.—
write today.

World’s Most Complete Line of FM and TV
antennas, FM-TV Couplers and Amplifiers

)
QEX
[(XJ  ANTENNA SYSTEMS

3014-12 Kirkwood Blvd. ¢ Burlington, Ia.
CIRCLE 112 ON READER-SERVICE CARD
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NOTES FROM ABROAD
Continued from page 22

Fugger at Kirchheim,
miles from Munich.
Veechi's madrigal comedy L'Amifipar-
nasso of 1592 was recently recorded
with the Deller Consort and the Col-
legium Aureum. an instrumental ensem-
ble comprised of first-desk men from
various front-rank orchestras (including
the Berlin Philharmonic). L'Amfiparnas-
so has recently been released in a two-
disc album accompanied by a booklet
containing the libretto in the original
and in English, French. and German
translation. Harmonia Mundi also hopes
to issue before the end of the year a
recording by the Collegium Aureum of
music by Johann Christian Bach.

As for Harmonia Mundi's lighter side.
HiGn FibELITY readers will recall Gene
Bruck's comments last month [“The Im-
ports.” page 93] on this company's re-
lease of “Top Hits of 1762." “For people
who want to enter the baroque scene
through a back door.” Herr Ruby says—
and he seems delighted at having opened
it. KURT BLAUKOPF

some hundred
There Orazio

It looks at this writing
as if the EMI-Angel
Cosi fan tutte will be
in your shops as well
as ours at the be-
ginning of February.
Walter Legge, EMI's
recording chief, said to me. “This re-
cording is meant to last for twenty
years.” Having heard tape samples, most
of them electrifying, 1 should not be
surprised if this turned out to be a laugh-
able understatement. Here. it strikes me,
is a performance for all time.

The cast is a mixture of Cosi familiars
and Cosi newcomers. Apart from pre-
vious individual experience of their roles,
Elisabeth Schwarzkopf and Christa Lud-
wig had sung Fiordiligi and Dorabella
side by side in Vienna and at Salzburg
for five years and were a gleaming
partnership even before Karl Bohm (who
is estimated to have conducted Cosi
over three hundred times) first lifted
his baton in the Kingsway Hall studio.

The Despina, Hanny Steffek. princi-
pal soprano of the Munich Opera, had

LONDON

-

l Kurt Weill: neglected Suite recorded.

WWW americanradiohistorv com

sung the part in German but never be-
fore in the original [talian. The Don
Alfonso (Walter Berry). the Guglielmo
(Giuseppe Taddei). and the Ferrando
(Alfredo Kraus) were cntirely new to
these roles. Mr. Legge had the Scala
coach. Antonio Tonini., work on Ludwig,
Steffek, and Berry in Salzburg and
Munich a month ahead of the Kingswayv
sessions. Kraus's and Taddei’s turn came
later, in London. Preliminaries ended
with the entire cast having spells in
Mr. Legge's drawing room at Hamp-
stead. with a musical assistant at the
piano.

At Kingsway there were cighteen re-
cording sessions with the Philharmonia
Orchestra and a professional chorus of
sixteen. Most of the ensembles were pre-
pared and, up to a point, recorded in
groups. After hearing the last of the
five trios, all sung in a row, Mr. Legge
picked up his microphone in the down-
stairs control room, which he calls
“Nibelheim,” and said over the loud-
spcaker to the assembled company in
the studio: “I'd like to think | could
live to hear anything more beautiful
than that.”

Later 1 heard tape samples in Mr.
Legge's editing room at St. John's Wood.
Three factors or episodes struck me
especially. One was the complete lucidity
and sharp articulation of all the ensem-
bles up to sextet-plus-chorus level.
Another thing was Schwarzkopf's fervor
and brilliance in that formidable steeple-
chase of an aria, “Come scoglio,” with
its leaps of nearly two octaves. The third
point was the successful acoustical han-
dling of the quasi-serenade “Secondate
aurerte amiche”™ in Act 1. According
to Mozart's stage directions. this duet
is supposed not only to be sung by the
two lovers in a barque at the back of
the stage; it is supposed further to be
accompanied by a wind sextet who are
on board with them. In the theatre the
wind band usually plays from the or-
chestra pit, putting the voices more or
less out of focus and ruining the gently
veiled effect that Mozart had in mind.
For this number at Kingsway Hall, Mr.
Legge had Taddei, Kraus, and the wood-
wind party retreat to the back of the
hall. up near the organ pipes and far
away from the microphones. The effect
is bewitching.

The Conductor as Composer. Before
lcaving the Legge sanctum, I heard
various other prerelease samples. For ex-
ample: an  Also sprach  Zarathustra
(Richard Strauss) conducted so power-
fully by Lorin Maazel—with the Phil-
harmonia Orchestra—that it literally
made my hands sweat. Also a remark-
able Otto Klemperer disc that will soon
be in your shops. One side comprises
a nostalgic suite from Kurt Weill’s
Die Dreigroschenoper, which the com-
poser arranged at Klemperer's sugges-
tion soon after the stage premiere in
1928. Lost sight of in Germany—as
everywhere eclse. for that matter—after
the Nazis came to power. the Suite is

Continued on page 30
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THE FISHER

St o

Three points of superiority of the Fisher KX-200 StrataKit
over all other single-chassis stereo control-amplifier kits:

1. Built-In d’Arsonval Meter. For easy,
positive adjustment of bias and balance —
with laboratory accuracy. Assures peak
performance from the start; permits
‘touching up’ for continued peak perform-
ance throughout the years, regardless of
tube aging. No other single-chassis con-
trol-amplifier kit has this vital feature.

2. Third-Speaker Output with Volume Con-
trol. Blends the two stereo channel outputs
to feed a third loudspeaker system—at any
desired volume level. |deal for center-chan-
nel stereo fill-in or for a mono extension
speaker in another room. Another Fisher
exclusive among control-amplifier kits.

3. The Fisher Name. The inimitable Fisher
exclusive. Your guarantee of a head start
in kit building — before you even pick up
your screwdriver,

And there is something under the chassis,

too, that others don't have: StrataKit con-
struction—assembly by totally error-proof

stages (strata). Each stage corresponds to
a separate fold-out page in the instruction
manual. Each stage is built from a separate
transparent packet of parts (StrataPack).
Major components come already mounted
on the extra-heavy-gauge steel chassis.
Wires are pre-cut for every stage — which
means every page. Result: Absolutely equal
success by the experienced kit builder or
the completely unskilled novice!

The KX-200 has a power output of 80 watts
(IHFM Standard) — 40 watts per channel.
Harmonic distortion at rated output is
0.4%. The architectural brass-finish con-
trol panel is styled to match all other
Fisher-built components. Price $169.50*.
The KX-100 StrataKit, an advanced 50-watt

stereo control-amplifier kit with center-channel
speaker output, $129.50*.

The KM-80 StrataKit, world’'s most sensitive FM
Stereo Multiplex wide-band tuner available in
kit form, $169.50*.

The KS-1 3-way speaker kit, only Slim-Line toud-
speaker system available in kit form, $39.50**,

FREE! $1.00 VALUE! The Kit
Builder's Manual: a new,
illustrated guide to high-
fidelity kit construction,

FISHER RAD10 CORPORATION
21-25 44th Drive
Long Island City 1, N. Y.

The

e

i - S

Please send me without charge The Kit
Builder's Manual, complete with detailed in-
formation on all Fisher StrataKits.

Address._

State

City. Zone

011211

THE FISHER

PWALNUT OR MANDGANY CABINET, $24.95. METAL CABINET, 315.95. * o UNFINISHED BtRCH ($64.50 In UNFINISHED WALNUT.) PRICES SLIGHTLY HIGHER IN THE FAR WEST,
ExPORTI FISHER RADIO INTERNATIONAL: INC., LONG ISLAND CITY 1, M. Y. CANADA: TRE.TEL ASSOCIATES, LTO., WILLOWDALE, ONT.
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SPEC/IALLY PRICED for stocking up
on joyous holiday season sound/

“THREE-FOR-THE-MONEY" SALE! With an ample stockingful of
holiday sound to record—here’s a “‘three-for-the-money” tape
offer! Save up to $1.90 on a banded three-pack of all-purpose
“ScotcH”® BRAND Tartan Series Recording Tapes! Standard,
extra play or double play lengths, acetate or polyester backing,
in 5 or 7 inch reels. High potency oxides assure brilliant sound
reproduction on monaural as well as four-track tapes—com-
plete tape to tape, track to track uniformity. And to gild the
Christmas Holly, we’ll send you a gold plated expandable 40-
reel library rack, for just 3 tabs from any “ScotcH’ Recording
Tape, and only $2.50. A $5.95 value! Send to Magnetic
Products Division, Box 3500H, 3M Co., St. Paul 19, Minn.

s e et kel - Magnetic Products Division COMPANY
CIRCLE 74 ON READER-SERVICE CARD
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save moston

stereo hi-fi and recording

SEND TODAY FOR YOUR

ALLIED

1963 CATALOG

464 PAGES
WORLD'S LLARGEST

see exclusive
ALL-TRANSISTOR STEREOQ HI-FI

MULTIPLEX FM
BEST BUYS IN STEREO RECORDS

SEND FOR IT NOW !
-m ™) BIGGEST SELECTION - BIGGEST SAVINGS

. Send today for your FREE 1963 Allied Cata-
‘ log. World’s largest hi-fi selection, including
. products and values available only from
Allied. Save on complete Stereo systems, all
famous-make components. Save most with
exclusive KNIGHT? super-value components
and quality build-your-own KNIGHT-KITS". see exciting build-your-own
Get our money-saving quotations for compo- - - ®
nent systems of your own choice. For every- k”lght-klts
thing in Stereo hi-fi and recording, for every-
thing in Electronics, get your FREE 464-page savings up to 50%
1963 aLLIED Catalog—send for it now!

see what's new in

TAPE RECORDERS
BIG SAVINGS ON TAPE

SEE EVERYTHING IN ELECTRONICS FOR MODERN LIVING!

MAIL COUPON TODAY »

NO MONEY DOWN: Now! Get More Buy- e e |
ing Power with your Allied Credit Fund 1 ALLIED RADIO, Dept, 31-20-M !
Plan—Up to 24 Months to Pay! : 100 N. Western Ave., Chicago 80, Ill, :
i O Send FREE 1963 ALLIED Catalog 1

satisfaction guaranteed or your money back : :
ALLIED RADIO | !
' : Address :

America’'s Stereo Hi-Fi Center 1 i

p City Zone State ]

L------------------------------J
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from
the professional
viewpoint

» X
".'0_ [ rt:?

Magnecord Ranks Highest

Above the sound and fury of the market
place, one tape recorder is outstanding. And
that tape recorder is Magnecord, for years
the choice of professionals.

The incomparability of the Magnecord
728-748 Series (pictured above) deserves the
consideration of those who demand the
ultimate in audio tape recording, including
Stereo, of course! With a Magnecord you,
too, will add the professional touch to sound.

jor additional information write:

vm cgnecord
SALES DEPARTMENT
MIDWESTERN INSTRUMENTS, INC.

P. 0. BOX 7508 / TULSA 35, OXKLAHOMA
CIRCLE 70 ON READER-SERVICE CARD
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NOTES FROM ABROAD
Continued from page 26

scored tfor wind band. including two saxo-
phones. and a percussion section to which
are appended piano, guitar, and banjo.
The more ogling melodies of the Drei-
groschenoper music are quintessentially
of the Twenties; yet there are moments.
including the final chorale, that im-
periously evoke a wider time span and
more enduring values.

As filllup  Klemperer chose two
morsels from his own pen—a Merry
Waltz and a 1wo-step from what is
described as an unpublished. never-yet-
produced opera. Pressing for enlight-
enment, I learned that the opera is called
The Goal, that the scenario and text
are Klemperer's own work. and that the
venue is a sanatorium where the patients’
recreation is dancing. How long it is
since Klemperer composed it. nobody
at the EMI end seemed to know: but I
gather that in 1960 he considerably ex-
panded the scoring. which originally was
for small orchestra. Of the two bits
which fill up the Kurt Weill. the Merry
Waltz—for which 1 earnestly hope a
new title will be found—has a salt and
an allure which. in their way. invite
and survive comparison with most of
Richard  Strauss's  post-Rosenlkavalier
essays in the same field.

That Klemperer is or ever has been a
composer will be news to hosts of
his gramophone admirers: yet it is a
fact that many conductors hopefully
take up the creative pen in middle life.
Like Gustav Mahler. he does most of
his composing during the summer vaca-
tion. While holidaying in France this
year. he wrote a complete opera, The
Merry Wives of Windsor, using the stand-
ard German translation. Returning to
Salzburg in mid-August. the astonishing
seventy-seven-year-old buttonholed Wal-
ter Legge and hauled him to a room he
had reserved at the Festspiclhaus. Here
he sat down at a piano and played
through the score exuberantly. singing
all the parts in what can only be called
a conductor’s voice.

The Britten Requiem. Hailed by some
even before a note of it had been pub-
licly heard as Benjamin Britten's out-
standing masterpicce so far—an assess-
ment which posterity may well endorse.
even so—The War Requiem is scheduled
for recording by Decca/London in Janu-
ary, though neither conductor nor solo-
ists had been engaged when this was
written. Partly because of its big choral-
orchestral scale and its momentous text,
which interweaves Wilfred Owen's World
War [ poetry with the Liturgy. every per-
formance of this score is both a solemni-
ty and an observance, with extramusical
associations, as they are called, thronging
and flocking in hearers’ heads and hearts.
The might and compulsion of the music
were evident even at the first perform-
ance last spring, in the newly consecrated
Coventry Cathedral. whose acoustics—
for a work of such stress and complexity
—were often defeating. CHARLES REID
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DEPENDS
ON
WHAT
GOES
THROUGH

“SKIMPING”ON THE CARTRIDGE
JEOPARDIZES THE SOUND
(AND SATISFACTION) OF THE
WHOLE SYSTEM The hundreds,
even thousands of dollars you put into
speakers, pre-amps, amplifiers, turntables
and recordings can be virtually nullified by an off-
hand selection of the phono cartridge. For even
though itis the lowest-cost single componentin the
typical system, it is charged with the frighteningly
complex task of getting the music out of the grooves
and translating it into precise electrical impulses
... without addition, subtraction,
or distortion. And without damag-
ing the record grooves. Leading

IF YOU INSIST ON A SHURE DYNETIC CARTRIDGE,
YOU CAN EXPECT MORE FROM YOUR SYSTEM

Dynetic cartridge for their personal sys-
tems. It was, from its inception, and is
today the finest stereo cartridge your
money can buy. And not much money, at
that. The $36.50 spent on a Shure M33-5 (if
you have a fine tone arm that tracks be-

tween 3 and 1.5 grams) or Shure M33-7 (for track-

ing pressures from 1.5 to 3 grams) will audibly
improve even fine quality stereo systems. Com-
pliance is an astounding 22 x 10-¢ for the M33-5
(20 x 10-¢ for the M33-7). Response is transparent
and smooth not only at the top and bottom but in
the critical middle range (where
most music happens—and where
most other cartridges garble the

critics and noted audiophiles rec- sound). No "'peaks,”” no ‘‘shatter-
ognize this and (with due care =Sl wumm AW A —4 —Jll in0."” Et cetera, et cetera. Better
and study) select a Shure Stereo listen to it, and judge for yourself.

M33 SERIES HIGH FIDELITY PHONO CARTRIDGES

SHURE BROTHERS, INC. * 222 HARTREY AVE, EVANSTON, ILLINOIS
CIRCLE 89 ON READER-SERVICE CARD
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FOR THE GRANDEUR OF GREAT MUSIC

The majesty of a full symphony, the grandeur of a large chorus or the vibrant throbs of a
mighty organ—these give the thrill and stir in a live performance. They produce big enveloping
sounds. Just as their origin is in a large body, so their re-creation must come from a large body.
As a miniature orchestra can never equal a full symphony in bigness of sound, so a small loud-
speaker can never compare in fullness with that of a large cne.

Bozak, pioneer exponent of big multiple unit speaker systems, offers the B-4000, also known
as Symphony No. 1, for those who seek the grandeur of big, full sound but whose space does not
permit the celebrated B-310A Concert Grand.

Used in matched pairs, the B-4000 has no peer for stereophonic re-creation of musical per-
formances. Through a unique configuration of Bozak speakers, two B-4000 systems spread the
music throughout the listening rocom with true perspective, not only in width but also in depth.
Instruments sound in their proper places, not just left, right and center, but closer or farther from
the listener—as in the living performance. No truer re-creation of live sound has ever been achieved.
The proof is in the hearing.

The speaker complement in each consists of two 16-ohm Bozak B-199A 12-inch woofers,
one 8-ohm Bozak B-800 8-inch speaker used as a mid-range, four Bozak B-200Y dual tweeters in
a vertical column array, and an N-105 LC crossover network with 6 db./octave crossover. Woofer
roll-off is at 400 cycles, mid-range tweeter crossover at 1500 cycles. These are housed in a
distinctly styled infinite type baffle cf 8 cubic foot volume.

SPECIFICATIONS:
@ % Useful frequency response: 35 to 20,000 cycles
’W impedance: 8 ohms
0 See your franchised Bozak dealer, or write: Suggested amplifier power: 30-watts or greater
Box 1166, Carien, Connecticut Dimensions: 44" high x 27 %" wide x 16" deep

CIRCLE 25 ON READER-SERVICE CARD
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The new Weathers “66” weighs 96 ounces

...and every ounce is pure performance!

The Weathers ‘66’ is the finest achievement in uncompromising
design and performance. The low mass of the Weathers ‘66’ makes it
the proper turntable for today's high compliance stereo cartridges and
tonearms. {n appearance alone, the '66'" is radically diHferent. It is 16"
long, 14” deep, but only 2” high, including the integrated base. It is
the closest approach to rotating a record on air. It achieves this ideal
through unique engineering design and precision manufacturing.

The Weathers ‘66" uses two precision hysteresis synchronous
motors mounted on opposite sides of the deck. Virtually vibration-free,

they directly drive two soft rubber lathe-turned wheels which in turn
drive against the inside rim of the platter. This is the quietest, most
accurate and dependable drive system yet designed. Its —60 db. rumble
is the lowest of all turntables.

Eliminates Feedback Problem—Because the new high compliance
cartridges and tonearms track at extremely light pressures, they can
pick up floor vibrations which are transmitted into the music as audible
distortion. The ‘‘battleship’ type of turntable more easily picks up
room vibrations and transmits them with greater amglitude. When a
high compliance pickup system is used with the heavier turntable,
acoustic feedback is apt to occur. And there is no practical, effective
way to acoustically isolate these heavier units.

The Weathers 66" is suspended on 5 neoprane mounts which
produce an isolation from floor vibrations of more than 500 to 1. Paul
Weathers calls this system a ‘'seismic platform’' (implying that only
a violent earthquake could cause any vibrations or feedback).

On Pitch—The speed constancy of the Weathers 66"’ is so accurate
that a special test record had to be made to meastre its 0.04% wow
and flutter content. It reaches 3315 rpm immediately, and will be
accurate within one revolution in 60 minutes. Most heavy turntables
will usually deviate 4 or more revolutions in 60 minutes—a painfully
obvious inaccuracy to anyone with perfect pitch. You hear only the
music—no rumble, no wow, no flutter, no feedback, no noise of any kind.

The *'66" is a strikingly beautiful turntable that you can use
anywhere, without installation. And you need not tuy a base—it's an
integral part of the turntable! = Turntable—$75.00 net. With viscous-
damped arm—$99.50 net. Turntable and Arm with new Weathers
LDM Pick-up—$129.50 net. See it at your high fidelity dealer, or write:

WEATHERS
Division of TelePrompTer Corp.
50 W. 44th St., N.Y. 36, N.Y.

CIRCLF 109 ON READER-SERVICE CARD
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Marantz Model 8B, Dual 35-watt Stereo Amptifier, $264.

There are three amplifier characteristics which determine the realization of maxi-
mum performance quality from a given loudspeaker. First in importance is stability
{a characteristic which is not fully understood by many in the industry). Next in
importance are low distortion and wide power response. These are the prime fac-
tors which make one amplifier sound better than another. In all these respects the
Marantz Model 8B is conceded to be in a class by itself. Other designs may have
succeeded in approaching one or another perfofmance characteristic, yet none
have equalled the 8B amplifier in overall excellence. In fact, except for its con-
servative 35 watt rating, it is virtually identical in characteristics to the remarkable

Marantz Model ? amplifier.

Long term reliability is also important to the owner. As is true with all Marantz
products, parts and construction are of the highest grade in the field. An individual
report is packed with each amplifier stating its performance under rigid tests.
Assurance of the continuation of its fine performance is backed by a full two year

warrantee.

The vast majority in the high fidelity industry use Marantz in their own personal sys-
tems, as well as for demonstrations and tests of their products. Follow their lead

where only the best possible results are acceptable. Send for free booklet 56F.

The precision quality of the Model 7 Stereo Preamplifier makes
it o perfect match for the 88 Amplitier. $264. Cabinet extra

raanaxr-am il

25-14 BROADWAY, LONG ISLAND CITY 6, NEW YORK
CIRCLE 72 ON READER-SERVICE CARD
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The Patrician 800, like its famous pred-
ecessors, is devoted to the reproduction
of sound with absolute honesty. It speaks
only when spoken to . . . with a voice that
is no more spectacular—and no less so—
than the music it is asked to duplicate.

As a result, the Patrician 800 is some-
what larger than most other speaker Sys-
tems — even to its extraordinary 30-inch

Tradisicnal
Pa‘rician 800

Coutesst ecuipment
cor sobe. In valnut,
matogavy or
oherry farisazs.

\.'..a complete new collection of high fidelity loudspeaker systems and matching equipment consoles

woofer—simply because a system of this
magnitude is required to -reproduce the
deepest musical sounds accurately and
without compromise.

In appearance, the Patrician 800
achieves a new standard of elegance in both
Traditional and Contemporary designs
... for this system was conceived as the
ultimate reflection of your good taste in

ELECTRO-VOICE, INC., Consumer Products Division, Degpt. 1224H Buchanan, Michigan

CIRCLE 47 ON READER-SERVICE CARD

fine music and superb home furnishings.

We invite your critical appraisal of the
entire new Patrician loudspeaker collec-
tion at your nearby Electro-Voice high
fidelity demonstration center. Cr we will
be happy to send a catalog on request.

ElecthoYorce

SETTNG NEW STANDARCS IN SOUND

Mlistrared with matching
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Do the turntable

meet the NARTB standards?

In automatic position,

will it start. track,
and trip as safely

as the best

Can I use a professional cartridge
with this arm?

single-play equipment?

and motor

riiE ANSWER: Absolutely Yes!

were designed for each other. The cast tuintable itsel{ is some-

These are some of the questions people ask their dealers when
they learn. 1o their surprise, that the Garrard Type A Automatic
Turntable costs only §79.50. Some have assumed this must he the
price of the turntable alone...certainly not the complete unit.
These are intelligent questions, since a few dollars do not really
matter when you are investing hundreds in a high fidelity system,
expecting to be able to enjoy music free of distortion, and to pro-
tect your substantial investment in records. O Chances are, for
example, that you may want to use one of the ultra-sensitive
cartridges developed originally for separately-sold tone arms
because of their high eompliance. Now, Garrard has integrated
precisely sueh an arm into the Type A. It is counterweighted and
dynamically-balanced. .. will bring out the best in the cartridge
of your choice...tracking at the lowest stylus force prescribed
by the cartridge manufacturer. Best proof of its capabilities is I
that the Type A tone arm is on the recom-
mended list of every important manufacturer
of professional-type pickups. 00 The Type A
turntable and its double-shielded motor

CIRCLE 26 ON READER-SERVICE CARD

thing special ... full-size, heavy (6 1bs.), balanced and non.
magnetic. You will hear no wow, no flutter. no vibration. J Many
people consider Garrard’s pusher platlorm the most important
exclusive Type A feature, This is unquestinnably the gentlest
device ever designed for its purpose. and gives yvou the incom-
parable convenience aud pleasure of autamatic play whenever
vou want it. [J With all this to offer. it is small wonder indeed
that Garrard’s Type A, in a single vear. has become \merica’s
number one high fidelity record plaving unit. It is proudly owned
by a growing legion of discriminating peonle who, originally
amazed at the price, have come to realize this superb instrument
could have been expected only from the Gurrard Lal»omloriss
For illustrated literature, write Dept. GX-22
’ Garrard Sales Corporation, Port Washington, N. Y. (ﬁ

"' A LABORATORY
SERIES

AUTOMATIC TURNTABLE

Trtatio
. ngland

Canadian W ik @ Rosd, R
.84 mid Cana . Co, Lt Swindw, W
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An Embarrassment of Riches

WHATEVER ELSE may be said of it, the year now
drawing to a close has been an extraordinary one
for record buffs. Not since the heyday of the mid-
Fifties have we been offered such a varicty of
stimulating and satisfying fare. The giving and
receiving of records this Christmas thus promises
to be an especial pleasure, but also—in view of the
bountiful supply—something of a problem. To help
sift out the choicest bullion from an embarrassment
of riches, we have asked our panel of reviewers
to pick their favorites from the 1962 lode.

For this exigent crew, the artist of the year
is clearly Victoria de los Angeles. Paul Affelder
nominates the Handel-to-flamenco miscellany entitled
“The Fabulous Victoria de los Angeles” (Angel) as
“one of the great vocal discs of our time”; Conrad
L. Osborne and R. D. Darrell single out the soprano’s
“Songs of the Spanish Renaissance™ (Angel) both for
the captivating music and its persuasive interpreta-
tion; Robert C. Marsh favors the De los Angeles
collection of “Twentieth-Century Spanish Songs”
(Angel). There's a meeting of minds too as regards
Strauss’s Salome with Birgit Nilsson in the title role
(London). Affelder characterizes the Solti recording
as “spine-tingling,” R. D. Darrell as “blood-curdling’;
both agree that it deserves a place on everybody’s
gift list. Two votes are cast also for the series of
Haydn symphonies conducted by Max Goberman
in their authentic scorings (Library of Recorded
Masterpieces) and for the recent Edgard Varése
collection under Robert Craft’s direction (Columbia).

Turning to more particularized preferences, we
have an enthusiastic vote of confidence from Nathan
Broder for the Klemperer recording of Bach's St
Matthew Passion (Angel)}—"an overwhelming per-
formance,” he terms it, and one not likely to be
superseded for a long time. R. D. Darrell, as befits
a veteran audiophile, is partial to the sonic attrac-
tions of the Karajan-Vienna Philharmonic version
of Holst’s The Planets (London), “a striking achieve-
ment in the re-creation of wholly authentic sym-
phonic timbres and big-auditorium ambience.” Alfred
Frankenstein concentrates. not unexpectedly, on
twentieth-century music. His choices include the

« high fidelity s«
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Nirvana Sinfonie of Toshio Mayazumi (Time)—‘‘one
of the few authentic and convincing examples of the
fusion of East and West in the domain of music™:
the Charles Ives Concord Sonata (Composers Re-
cordings)—"the greatest of American piano sonatas,
magnificently performed by George Pappa-stavrou™;
and Alban Berg's Lulu Suite under Antal Dorati’s
direction (Mercury)—"by far the best exposition of
this hectic, restless, perverse masterpiece.”

Harris Goldsmith leans to chamber music—
specifically to the new Budapest performances of
the late Beethoven quartets (Columbia) and to
“that magnificent labor of love,” Joseph Szigeti's
long awaited recording of the Bach sonatas and
partitas for unaccompanied violin (Vanguard). The
two sets, he says, “simply soar into outer space.”
Robert C. Marsh favors the recent Reiner-Chicago
Symphony discing of Strauss’s Also sprach Zarathus-
tra (RCA Victor) and Stravinsky’s own recording of
his opera The Nightingale (Columbia). Our vocal
expert Conrad L. Osborne recommends “one of the
greatest of all Licder recordings.” Schubert's Die
schéne Miillerin interpreted by Fischer-Dieskau and
Gerald Moore, as well as “Maria Callas in French
Opera Arias” (both on Angel). Eric Salzman, a
new recruit to our roster of reviewers, chooses the
Debussy Etudes played by Charles Rosen (Epic), an
artist “who reveals these works for the masterpieces
they are,” the Steinberg-Pittsburgh version of Bee-
thoven's Fourth (Command), and the Leinsdorf-led
Die Walkiire (RCA Victor).

On the lighter side, John F. Indcox points to
Anything Goes (Epic) as “the brightest and gayest
of all the original-cast recordings of the year” and
to the reissue of Ray Noble’s New Mayfair Orchestra
waxings (Capitol) as “a revelation to those not
familiar with his work.” For the jazz contingent,
John S. Wilson recommends “Jazz at Massey Hall”
(Fantasy)—*"the finest single collection of the post-
war bebop group”—and the Stan Getz-Charlie Byrd
“Jazz Samba” (Verve) “for those who want to be up
with the latest.”

The experts have spoken. From here on, it's up
to Santa Claus. RoLAND GELATT
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TIME was when T might have started off this essay
by stating fiercely, “1 HATE XMAS!!™ Like many
others, I had suffered a surfeit of all the false heart-
iness, the exchange of generally useless presents,
the prolonged overcating and overdrinking, the arti-
ficially rubicund and sham white-whiskered Santas.
But time brings tolerance in its train: I'm older now,
and 1 hope a little wiser, and I can now confront
each approaching Christmas with the consoling
thought that at least it will all soon be over until
another vear has passed. The only really worrisome
thing is that Christmases, like birthdays, scem to be
much nearer together now than they did when T was
a boy! But even in my blackest anti-Christmas days,
I never tired (nor, I hope, ever shall tire) of the
religious festival itself—and here you may chuckle
at the inconsistency of man in general, and Charles
Cudworth in particular.

Nor have I ever lost my youthful pleasure in
Christmas music. From the simplest of folk carols
to the most claborate of Christmas cantatas, 1 never
tire of it. And what a wealth of it there is, too. From
the carliest times, Christians of all sects have been
singing their joy at the coming of the Christ Child.
In many churches the congregations still chant the
ancient plain song melodies proper to the Feast of
Christmas; and as for Christmas carols, they are
legion—some old, some new, some genuine, some
bogus. Europcan carols are said to have originated,
like the Christmas créche, with St. Francis of Assisi,
but he was perhaps only obtaining ecclesiastical
sanction for what had long been popular custom.

Some of the best-known old English carols seem to
have been connected with the medieval Mystery
Plays—the famous Coventry Carol (Lullay. thou lit-
tle tiny child) was first heard in such a play, per-
formed in the late sixteenth century in the old
cathedral city of Coventry.

“The word ‘Carol,’” says the preface to the
Oxford Book of Carols, “has a dancing origin” and
it should not be forgotten that carols, in essence, are
dance tunes, and should never be droned out in duil
and lugubrious fashion. I think this is why I have
derived such pleasure from the really vigorous re-
corded performances of carols, like that wonderful
disc of English medieval Christmas carols sung by
the Primavera Singers of the New York Pro Musica
Antiqua, directed by Noah Greenberg, once available
as Esoteric ES 521. I shall never forget the impres-
sion it made on me, when the first copies filtered
through to us in Britain. Another American carol
recording which has given me enormous pleasure is
the Roger Wagner Chorale’s famous “Joy to the
World!" (Capitol P 8353 or SP 8353); some of the
items are perhaps overarranged, but the results are
certainly brilliant. Over the years I have listened to
certain other Christmas carol albums with especial
pleasure: there is a recording of French Chansons de
Noél, for example, made by Marthe Schlamme and
two French vocal ecnsembles (Vanguard VRS
497), which I remember with particular interest, and
a curiously anonymous recording of “German Songs
for Christmas Night” (Deutsche Grammophon DG
17070) still retains its charm for me, even though

)
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{ have had it now for many Christmases. To hear a
German choir sing Vom Himmel hoch or Es ist ein
Ros’ entsprungen is an unforgettable experience.
There are some buildings, of course, which lend
themselves particularly well to recording. In the city
of Cambridge, England, where I live, there is a
superb Late-Gothic college chapel, known throughout
the world simply as “King’s”; it has uncanny
acoustics, which the chapel choir exploit to the full,
and which transfer magically to tape and disc—so
faithfully that the “King's” recordings are almost
heart-rendingly nostalgic to those who know Cam-
bridge. Each Deccember, three carol services are
held in that noble edifice. The first is called the Ad-
vent Service because it is held on the last Sunday
(Advent Sunday) of each Michaclmas term. This is
a special University Service and stresses the season
of Advent rather than Christmas itself. The second
carol service is for the school children of Cambridge,
who come in their hundreds, winding their way
through the narrow streets to the great Gothic
chapel. The third is for everyone, and takes place
on Christmas Eve itsclf. Through radio broadcasts
and recordings, it has become famous throughout
thé world as the “Festival of Lessons and Carols,”
a service in which the carols themsclves are inter-
spersed with readings from the Old and New Testa-
ments, from the Fail of Man to that sublime passage
from the Gospel According to St. John: “In the be-
ginning was the Word. . . .” In the recordings (Lon-
don 5523 or OS 25119) the atmosphere of the great
chapel and the fine singing of the King's College

DECEMBER 1962

BY CHARLES CUDWORTH

Chapel Choir are wonderfully and faithfully trans-
mitted to the listener.

And what do they sing? Carols of every period
and country, for this service breaks all boundaries
of time and place. When listening to “King's” you
are as likely to hear a Dutch, German, or French
carol as an English one. Es ist ein Ros’ appears as
regularly as God rest ye merry or While shepherds
waiched. Carols are indeed international; those
which you may have known and loved from child-
hood, thinking they were of your own country alone,
may turn out to have been borrowed from some
far-distant land. From the lively medieval estampie
through mysterious unknowns like Sicilian Mariners
(best known as the German O du Frohliche),
every possible kind of source has been laid under
contribution. A grcat favorite over the centuries
has been the medieval German In dulci jubilo, which
is what is called a macaronic carol; in other words,
the text is in two languages, German and Latin. It
has been arranged and harmonized by many com-
posers, two of the best settings being by men as
diverse as the seventeenth-century Buxtehude and
the nineteenth-century Robert Pearsall.

W HAVE, of course. not only carols but Christmas
hymns, such as the eighteenth-century English
Christians, awake and the nineteenth-century Ameri-
can Joy to the World, which Lowell Mason cobbled
up around the melodies of Handel's Messiah. Ma-
son’s method of composition, or rather compilation
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(what might be called the scissors-and-gluepot tech-
nique), is not one which can be unreservedly recom-
mended to all would-be composers of hymn tunes,
but in this instance the end more than justified the
means. Joy to the World is certainly full of vitality,
even if (or perhaps because) most of it is borrowed
from Mr. Handel. Christians, awake is also some-
what Handelian, but its composition was rather more
original. The words came first (you may think this
is obvious, but not so; in many Christmas carols
and hymns the words were put to the tune, and not
vice versa); they were written by John Byrom (of
Tweedledum and Tweedledee fame), who lived in
Manchester in the mid-eighteenth century. His
little daughter Dolly had let it be known “that of
all things, she would like a poem for Christmas.”
Rather a blue-stockinged little girl, one fancies, but
she got her poem, and a little later it was set to
music by a local North-Country composer, one John
Wainwright, who took his *singing-men and -boys”
over to Manchester on Christmas Day 1750, and
there regaled the Byrom family with the music very
much as we know it today.

Another famous eighteenth-century Christmas
hymn had a very curious history. The words were
originally written by Charles Wesley, brother of the
founder of Methodism, and the father of two famous
musical sons. We know it as Hark the herald angels
sing, although Wesley's first line read originally
“Hark, how all the welkin rings.” Other versificrs
altered it from time to time, but oddly enough the
tune which we associate with it today was written
in the next century, by no less a composer than
Mendelssohn, for a cantata in praise of Gutenberg,
the German inventor of printing. Somecone had the
happy thought of rescuing Mendelssohn’s fine tune
from his forgotten cantata and adapting it to Wes-
ley's words.

One of the most famous Christmas hymns is
Silent Night—indeed, 1 think that for most Ameri-
cans it is the piece of Christmas music. We owe its
origin to a lucky accident. It was on Christmas Eve
1818 that the curate of the newly created Austrian
parish of Oberndorf brought his organist, Franz
Xaver Gruber, a set of Christmas verses he had just
written, hoping that Gruber would perhaps set them
to music, in a way simple enough for his village con-
gregation to sing. “That same evening,” wrote Gru-
ber, “I brought him the desired simple composition,
which that same holy evening was sung with much
success.” Gruber and the curate sang the two solo
parts, while the accompaniment was played on a
guitar, the organ being out of action. Gruber’s origi-
nal score seems to have been lost, the carliest sur-
viving version being a rather more elaborate orches-
tral setting, which is of such beauty that one regrets
it is not more often heard.

It must have been about the same time that a
famous New Yorker, Washington Irving, visited “Old
England,” where he heard, among other things, the
Yorkshire village waits playing carols outside his
window and commented: “Even the sound of the

waits, rude as may be their minstrelsy, breaks upon
the midwatches of a winter’s night with the effect of
perfect harmony.” Two years later, in 1822, the first
modern collection of English carols was printed by
Davies Gilbert, who hoped only to rescue them from
the oblivion which he thought would soon overtake
them. But in fact the carol, like the old English
Christmas itself, was soon to start on a new lease of
life and by the middle of the century, Christmas was
receiving more attention than ever it had before,
thanks largely to Charles Dickens. Early in his
career as a writer, Dickens had sent Mr. Pickwick
and his fellow clubmen off to Dingley Dell, to cele-
brate Christmas “in the good old-fashioned way”
(and in so doing, probably initiated the modern
vogue for thinking that Christmas, like Punch, is
never quite as good as it used to be). Later on, of
course, the great novelist wrote the most famous
“Christmas Carol” of all time, which has been drama-
tized and cinematized and televised and plagiarized
and even made into a musical masque (by no less a
composer than Ralph Vaughan Williams), while a
host of composers have written incidental music for
stage, film, and radio versions. That same mid-nine-
teenth century which saw the advent of Dickens’
Christmas Carol also saw the birth of the Christmas
card, and the introduction to Britain of what Dickens
called “that pretty German toy, a Christmas tree.”
It also saw the beginnings of a great flood of new
carols and Christmas hymns—some good, many bad,
and a vast host indifferent—which has gone on to
the present day, and will no doubt go on for a great
many years to come.

ALL THIS TIME I have been writing about Christmas
carols and hymns, as if they were the only sort of
Christmas music. But carols, even the biggest and
longest of them, are only small-scale stuff. Choirs
like to stretch their vocal chords and open their
lungs on sterner materials. There are all the early
motets, on Christmas texts, by such composers as
Palestrina and Byrd. One of my own favorites is the
Dutch composer Sweelinck’s delightful setting of
Hodie Christus natus est—there are several record-
ings to choose from, one of the best being the Lon-
don disc (5524, or OS 25118 in stereo) by the Choir
of Ely Cathedral, which is about fifteen miles from
King's College Chapel, as the Cambridgeshire crow
flies. And what about Purcell’s exquisite Behold, 1
bring you glad tidings, which as far as I know has
never been recorded? And Alessandro Scarlatti’s
noble Christmas Cantata for soprano and strings, still
astonishingly little known? We all know the great
Christmas oratorios by Schiitz and J. S. Bach (both
of which are available in a choice of versions in the
American record catalogue), but the Christmas Mass
(or Messe de Minuit) by Marc-Antoine Charpentier,
the great seventeenth-century French composer and
contemporary of Lully, gets few performances in
comparison, although it is based on old French
Christmas carols and is of outstanding melodic
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charm. Another work based on old carols is Jun
Ryba's Czech Christmas Mass, which is as familiar
to Czech audiences as the Christmas music in Han-
del's Messiah is to the average English or American
music lover. But there is a lot of fine Czech Christ-
mas music, both vocal and instrumental, that would
be good to hear and that only awaits rediscovery by
Western musicians.

From the nineteenth century comes Berlioz’s in-
imitable L'Enfance du Christ (Vox VUX 2009;
Oiseau-Lyre 50201/02, or 60032733 in sterco: RCA
Victor LM 6053) so beautiful and—for Berlioz—
so subdued. But which of us has heard his fellow
countryman Saint-Saéns’s Oratorio de Noél? T must
confess I never have, but I sec that there’s a record-
ing of it (Music Library 7008) which 1 must try to
get. Of latter-day choral works a great stand-by in
Britain is Vaughan Williams® Fantasia on Christmas
Carols. His later work Hodie (“This Day™) has also
had some success. Among other modern works com-
posced on the Christmas story is Rutland Boughton's
Bethlehem. a choral drama of great charm which
seems to have slid out of the repertory. One work
still very much in the repertory is Britten's lively
carol cycle A Ceremony of Carols (four editions now
in your Schwann). The Swiss composer Honegger
composed a so-called Cantate de Noél, a darkly in-
trospective work which seems to belong more to Ad-
vent than to Christmas proper and which will prob-
ably disappoint those who like their Christmas music
to be jolly—and this applies to most of us, I suspect.
The most enchanting of all recent Christmastide
works, it scems to me, is Menotti's Amahl and the
Night Visitors, composed some ten years ago for that
most modern of all media, the television screen, and
now on its way to becoming a traditional scasonal
favorite. RCA Victor's original cast recording, LM
1701, is still available.

AND WHAT OF instrumental music? Is there some-
thing to play, apart from what there is to sing? There
is indeed. Neoxt to Stille Nacht, 1 suppose there is no
more famous piece of Christmas music in the world
(witness ten recorded editions currently in American
shops) than Corelli's Concerto Grosso, “fatto per il
Notte di Natale"—“made for Christmas Night"—
with its final, lulling pastorale movement, which Co-
relli marked ad libitum so that you could leave it
out if you wanted to play the concerto at any other
season of the year. That word “pastorale” gives us
the clue to a whole long series of instrumental and
orchestral works written in the seventeenth and eight-
eenth centuries for performance at Christmas. Let
us listen for a moment to what a celebrated eight-
eenth-century Italian orchestral director had to say
about it: “On Christmas Eve every family in Italy
had the image of a babe laid in a manger, on which
joyous occasion the boors and shepherds went with
their pipes from house to house, playing cheerful
pastorals.” (Niccolo Pasquali, quoted by Robert
Bremner in the preface to his Select Concert Pieces.)
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“Playing chcerful pastorals”—that is the essential
point about all the Christmas concertos, sonatas, and
symphonies by such old Italian composers as Corelli,
Torelli, Manfredini. Locatelli, Valentini, Schiassi,
and even Tartini. And the essence of these pastoral
movements was that they were based on the same
triple-time, six-eight or twelve-eight rhythm, which
you hear in the finale of Corelli's Christimas Con-
certo. It is both a pastoral and a lullaby.

Earlicr, 1 mentioned the old German carol In
dulei jubilo, which already showed the swinging,
triple-time rhythm. The great Italian violinist-com-
posers of the late seventeenth and early cightcenth
century took over the pastoral rhythm from their na-
tive shepherds, and put it into their Christmas con-
certos and symphonies. Sometimes these were in
many movements, sometimes in only one. The es-
sential movement was the pastoral itself, and this be-
came so identified with Christmas music that it was
taken over by non-ltalian composers like Bach and
Handel, who included such movements as “Pastoral
Symphonies™ in works like the Christmas Oratorio
and Messiah. There arc even free-standing instru-
mental pastorals by composers such as Johann David
Heinichen, and even organ-concerto pastorals by
J. G. Werner (Haydn's predecessor at Eisenstadt).
France had its instrumental Christmas music, too, in
the form of Noéls, settings of old Christmas carols
for organ. Daquin and Lebégue were to the fore in
this field, and their Noéls are still much played and
have been fairly widely recorded. There were also
orchestral settings of the old carols—the great Dela-
lande left several such Simphonies des Noéls, which
were piously copied—even added to—by the royal
amanuensis, Philidor.

Then comes a great gap. There are few instru-
mental Christmas pieces by nincteenth-century com-
posers. A set of piano pieces by Liszt, called Die
Weihnachtsbaum (“The Christmas Tree”). which he
composed for his little granddaughter Daniela von
Biilow, turns out to be rather dull, for anyone but the
pianist. Orchestral conductors can borrow the instru-
mental overture and interludes from Humperdinck's
Hansel and Gretel or play Rimsky-Korsakov’s suite
from his opera called Christmas Eve, music which,
like our English pantomime, somehow seems to be-
long to the festive season; but this isn't like having
real, genuine Christmas music, properly composed
for the occasion.

Whatever fulminations I make against Yuletide
inanities, 1 hope that Christmas music will continue
to be written. And, it seems, it will be, even instru-
mental and orchestral music. Messiaen has devoted
several large-scale organ works to Christmas, includ-
ing his La Nativité du Seigneur, while his best-known
piano-picce is called Vingt Regards sur l'enfant Jésus.
Even more recent is the American composer Samuel
Barber's Die natalis, a set of orchestral choral prel-
udes on Christmas tunes: one expects something very
special from the composer of the Adagio for Strings.
Yes, | think there will be plenty of fine music to
play, as well as to sing, for the season of rejoicing.
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IT WOULD BE FOOLISH to deny that the stereo
record buyer today needs his wits about him
as he enters the turmoil of the marketplace.
From every side flash the dazzling titles of
sonic spectaculars and the glitter of elaborate
packages that beckon him to explore ‘un-
charted patterns of sound,” to experience the
“dizzy excitement of merry-go-round motion”
(in the company of a “real symphony orches-
tra™), to venture into the “fourth dimension
of sound,” to witness “a startling break-through
to a whole new world of sound recording.”
The hyperboles have grown tenfold since the
day when stereo simply promised “concert hall
realism” and when the phenomenon of the
ping-pong effect sufficed to fascinate the new
stereo listener. Small wonder that some confu-
sion has ensued. The time seems ripe, as we
approach the end of stereo’s fifth year, to take
stock of stereo techniques, to note the va-
rieties of stereophonic endeavor, and to dis-
cover the firm ground beneath the sales slogans.

In the field of classical recording €and -t
is apparent that classical and popular music
pose different problems, although similar tech-
niques can sometimes be applied to both) a
fresh breeze can be felt blowing through the
offices of recording directors of late, and a
fresh gleam discerned in their eyes. The ex-
planation, in part, seems to be their evident
relief in shedding the old byword of *“concert
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hall realism” and a new confidence in themselves
as manipulators of stereo. This undercurrent of senti-
ment runs through the conversation of almost any
musical director you care to approach on the subject.
“Concert hall realism is nonsense—at least inac-
curate,” says one. “Re-creation is a better word.
Stereo re-creates a musical performance; it doesn’t
duplicate what's heard in the hall.” Another musi-
cian-engineer put matters bluntly: “We have more
confidence now. We don’t consider the record a
synthetic concert hall experience any longer. It is
an entity in itself.”

Behind this move away from so-called concert
hall sound (aside from the fact that there has never
been real agreement as to just what constitutes such
sound in the first place) are solid psychological
reasons. Playing a record in one's own living room,
without sight of performers or audience, is apt to
channel one’s total attention into the act of listening;
and in the same way that a blind man’s hearing is
often more acutely developed than that of a seeing
person, “blind” listening is often keener and more
perceptive of details than the listening-looking char-
acteristic of the concert hall. At the same time, of
course, the other side of the coin must be taken into
account: while, in concert performance, the eyes
may distract, they also may help the ear. For in-
stance, the effectiveness of such a passage as the
one early in the Leonore Overture No. I, where a
descending scale figure sweeps down through the
strings, left to right, violins to cellos, is heightened
for many listeners by the sight of the players execut-
ing it. Again, the soloist in a violin concerto stands
out more prominently when the eye can supplement
the ear in determining just what is going on. Con-
sequently, recording techniques must compensate for
the lack of visual guidance in home listening. It
would therefore seem entirely legitimate for record-
ing directors to make what they can of the stereo
medium as an experience in itself, faithful to the
music but not necessarily to the concert hall. And
this, of course, is where the fun begins.

THERE ARE SEVERAL APPROACHES toO stereo record-
ing, and certain choices must be made by every
recording director at the outset. He may record on
2-track, 3-track, or 4-track tape; or he may record
on a (theoretically) unlimited number of separate
tapes and combine them after the session. Today,
most companies favor 3-track tape; Westminster,
however, uses 2-track, and London’s “Phase 4”
method calls. for 4-track. The next step involves
choice of the number of microphones per track.
Mercury Records is one of the few companies that
use a single mike on each track; most combine a
variety of muitidirectional and directional mikes, and
may use half a dozen or more per track.

This brings us to what is perhaps the most im-
portant single factor in determining the character
of any stereo recording: the placement of micro-
phones—and the procedure closely allied to it (and
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invariably spoken of in sinister whispers) called
“monitoring.” Monitoring, or adjusting the balances
in order to achieve a more natural (or more vivid)
sound, is possible at two stages. During the record-
ing session, the over-all balance among the tracks
can be regulated, as well as the balances within
each track when more than one mike is used. After
the session, the over-all balance can be adjusted
further, when the three or four tracks are merged
into the two tracks of the master tape.

To begin with the least complex system, let us
consider Mercury Records’ single-mike procedure.
The advantage of the method is a natural, lifelike
sound with, in some cases, a considerable amount
of hall reverberance, and little highlighting of spe-
cific instruments or voices. The delicate factor in
the system, as Mercury is the first to appreciate.
is the choice of halls. Good acoustics are heard to
advantage in a one-mike-per-track arrangement; if
the acoustics are poor, it is difficult to counteract
them. In a setting such as the lobby of the Teatro
Grande in Brescia, Italy, where some of the com-
pany’'s opera sessions were held (Rossint’s La Cam-
biale di matrimonio, Pergolesi’s La Serva padrona,
Puisiello’s Barber of Seville), the liveness of the acous-
tics proved ideal for the three-mike setup, with the
orchestra in the foreground and the singers slightly
more distant. These recordings strike a fine balance
between reverberance and absolute clarity, with
ample separation of singers when the staging calls
for it. Here is a case, in short, of the right music
in the right surroundings, taped in the right way.
Choice of “the right music” is, of course, of prime
importance: while the simple microphone system is
quite capable of encompassing Mercury’s light clas-
sical works, it is a fair conjecture that the heavy,
complex texturc of a Wagner opera would lose clar-
ity without subsidiary mikes to concentrate on de-
tails in mid-orchestra.

(The subject of repertoire, incidentally, brings up
the question heard so often from record buyers:
why record a solo instrument in stereo? The answer
is that because the sound reaches each of the micro-
phones at a different instant, with the reflected
sound bouncing back last of all, the tone is rounder
and fuller, and the space around it more palpable,
than in a monophonic recording. In other words,
the sound is ‘“‘truer.”)

But to return to microphones. With the multi-
miking technique (used by Columbia, RCA Victor,
London, Westminster, and Command, among
others), almost anything is possible. For instance,
if three omnidirectional microphones are used to
cover an entire symphony orchestra, and an addi-
tional six “touch-up” mikes (usually directional) are
placed in individual sections (this was Command’s
arrangement at its Pittsburgh sessions last spring;
see HicH FIDELITY, August 1962), it is possible to
pluck the tiniest flute utterance from the mass of
the orchestral texture and thrust it into the very fore-
front of the sonic panorama. Such breaches of
musical validity are, however, now rare indeed. Most

WWW americanradiohistorv com

43


www.americanradiohistory.com

THE NEW
FIDELITY

44

companies say that balances are set during a trial
passage at the beginning of the session and nothing—
or “very little”—is done to change them during the
actual performance. This does not mean, of course,
that a touch-up mike may not be adjusted at the
outset to clarify certain instruments. This was Com-
mand’s procedure in its recordings of the Brahms
symphonies, and the good effects can be heard time
and again in the first movement of the Second Sym-
phony, for example, in passages where the violas—
bashful instruments at the best of times—play a
stuccato counterline against a full-blown statement
of the main theme in violins, cellos, and woodwinds.
Now it might be argued that the violas would prob-
ably be quite thoroughly buried in a live perform-
ance, to a listener sitting halfway back in the audi-
torium; but for such moments is stereo made, and
when emphasis of this kind can clarify the score,
it is hard to see any grounds for objection.

IN ADDITION to sharpness of focus, microphone
placement also has direct bearing on the illusion of
directionality. Because directionality is the most
obvious feature of stereo, it was inevitable in the
carly days that extreme left-right separation would
be featured. Popular ping-pong records enjoyed a
field day, and even some classical discs tended to
divide the orchestra into two parts. But in purely
instrumental music the emphasis on directionality
eventually lessened, and in both classical and, to a
lesser extent, popular music a natural spread of sound
has come to be appreciated as the most authentic.
The “hole in the middle” has been filled, and most
companies have succeeded in producing a lifelike
spread in which the instruments of the orchestra ap-
pear surprisingly close to their natural positions.
Interestingly enough, it is possible to create a
natural spread of sound when recording on only two
tracks, as Westminster has demonstrated. This com-

pany, in its liner notes, even delivers a short lecture
on the subject: “Adjust your two speakers in such a
manner that the music seems to meet midway be-
tween the two speakers. The music should not seem
to come from two sources . . . except in those pas-
sages which demand left-right effect.”” The West-
minster recording of “Hermann Scherchen Conducts
Trumpet Concerti” proves the point: a single solo
trumpet is dead center: two solo trumpets appear
left and right. Another vote for two-track recording
has been cast by a very young company, Connoisseur
Society. Its initial release, a 12-in. 45-rpm disc en-
titled “Flute Concertos of Eighteenth-Century Paris,”
succeeds in spacing five unaccompanied flutes neatly
across the sonic stage. Connoisseur Society builds
its case on the fact that two wide tracks, on the half-
inch tape used in the original recording, can accom-
modate a wider frequency range than could three
narrower tracks. In addition, the recording tape was
run at a speed of 30 inches per second instead of the
customary 15 ips, thus improving signal-to-noise
ratio. These fuctors combine to produce an impres-
sively fine-sounding sterco disc.

The subject of directionality, however—even nat-
ural directionality—is by no means a settled matter,
and it probably never will be. There are listeners
who prefer the blend of sound of the famous front-
row balcony scat, and there are those who like to
hear each instrument, or choir of instruments, pre-
cisely localized. An example of the latter technique
is a recent recording of the Schumann Quartet No. 1
and the Mendelssohn No. 2 (by the Claremont
Quartet on Music Guild) that puts the listener almost
close enough to turn pages. When the players enter
one at a time on a four-part fugue, the sensation of
the space between them is almost physical.  This
effect may not be typical of the concert hall. but it
does achieve what one recording director calls “legiti-
mate excitement.”

PROBABI.Y THE MOST SPECTACULAR realization of
stereo’s potentialities has been achieved in “big”
opera, which benefits fully from the three great
assets of the multichannel technique: movement, a
sense of depth, and richness of sound. Stage move-
ment usually spells out its own demands (often to
the discomposure of singers, who—when they record
—prefer to stand still and concentrate on singing).
In most recordings, the movement is handled con-
vincingly—one could argue over small points, but
they are the exception.

From the very beginning of stereo opera, how-
ever, a quite different bone of contention has existed
concerning the balancing of voices and orchestra.
Most directors at first grasped happily at the opportu-
nity of bringing the voices to the foreground, and
proceeded to let “opera house realism” take the
hindmost. In Mozart or Verdi, where the orchestra-
tion is discreet and subordinate to the vocal line, this
approach has its justification. But what of Wagner,
who placed instruments and voices on a much more
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equal footing, and whose orchestra adds so much
in color and dramatization? London Records was
the first to take Wagner by the horns (all eight of
them) and record Das Rheingold in such a way that
the orchestra came through with unprecedented de-
tail and clarity, and at the same time the illusion of
space was created with almost uncanny vividness.
As Alberich whips Mime around the caverns of the
Nibelungs, to mention but one instance, the changes
in depth perspective are remarkable. Even more
important than the famous instances of authenticity
in this record (eighteen real anvils in the cave of the
Nibelungs, six harps at the rainbow bridge) is the
revelation of just how much actual sound stereo can
accommodate with clarity.

Having “liberated” the orchestra, London went
a step further in Tristan und Isolde and gave it actual
pre€minence at times, seating the listener at the brink
of the orchestra pit, with the singers above and be-
hind—a literal return to the acoustics of the opera
house. But as every operagoer knows, the strongest
of Wagnerian sopranos or Heldentenors is sometimes
covered by the orchestra, and, true to life, this hap-
pens occasionally in this recording. In the contro-
versial Salome recording, however, London struck
a rather remarkable balance: the voices are almost
never submerged, yet the instrumental parts are im-
mediate and sharp, and capable of tremendous dy-
namic range. Dramatic suggestions are powerfully
translated into aural terms. To create the cavernous
hollowness of Jokanaan's voice in the cistern, Eber-
hard Wichter sang into a three-sided booth with a
microphone connected to a loudspeaker in the nearest
ladies’ room; the speaker transmitted the voice
through a five-foot sewer pipe to another microphone
hanging in a washbasin. The effect is more vivid
and spatial than it could ever be in an opera house.
The quality of this stereo production has given rise
in England to references to a mysterious “Sonicstage
technique,” but the company's American officials
disclaim the term, explaining that the recording
method used is essentially a refinement of the tech-
nique begun with Rheingold.

IN RECORDING classical works, stereo is adapted to
the music; in recording popular pieces, the music
can be adapted to stereo. Some ingenious devices
have been contrived in this field, and any discussion
ot stereo must take them into account.

In the beginning was ping-pong. And no pro-
ducer of popular records handled the effect so clearly
and cleverly as Enoch Light, in Command’'s “Per-
suasive” and “Provocative™ percussion series. Not
only was the left-right separation clean and sharp,
but occasional electronic switching of signals (an
instrumental figure heard on the left was then exactly
repeated on the right) so emphatically played up the
separation of channels that these records made even
the most inexpensive stereo playback equipment ap-
pear superbly sensitive.

As the ping-pong game began to wane, and as
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complaints of the hole in the middle began to be
heard among popular as well as classical music lovers,
another device—the illusion of movement—proved
equally entertaining. Capitol's “Adventure in Cir-
cular Sound™ swings a full symphony back and forth
across the space between the two speakers (too much
ot a swing, for my taste); RCA Victor's “Victory at
Sea, Vol. 3" creates a convincing illusion of march-
ing soldiers, and gunfire from side to side. Among
the most successful movement records are those in
the same company's “Stereo Action™ series; the disc
called “Crazy Rhythm™ succeeds in creating such
delicate effects as that of two pendulums swinging
across each other in opposite directions. Audio
Fidelity, one of the early labels in the stereo field,
presented on its ““Vaudeville” disc some very tangible
horses galloping audibly from left to right.

The most elaborate development in movement
recording is London’s “Phase 4" series (the designa-
tion is intended to imply an advance beyond the
three older distinctions of popular stereo: concert
hall realism, separation of sound, and moving
sounds). “Phase 4,” which aims at improved sep-
aration and definition as well as movement, requires
4-track tape, with certain of the tracks recorded
separately. In “Ted Heath's Big Band Percussion,”
the percussion players were widely divided, left and
right, in the studio, and recorded on Tracks | and 2.
On the finished disc they are heard left and right,
with very slight overlapping. The saxophone players
recorded Track 3 while listening through earphones
to the percussion tracks; they appear on the left
disc channel. Finally, the trombonists taped Track 4
(right channel) while following Tracks 1, 2, and 3
via earphones. Obviously, the isolation of Track 3
and Track 4 is absolute; even | and 2, recorded
simultaneously, are sharply divided due to the studio
seating. The result in playback is an extremely dis-
tinct sense of the placement of instruments, empha-
sized by the musical arrangements which often
capitalize on the effect of a high melody (left) with
low trombone accompaniment (right) backed by per-
cussion. Stereo separation is shown off to fine ad-
vantage; the hole in the middle, of which one in-
evitably grows conscious after a time, is probably
of no great concern to sound fanciers—in any event,
it is implicit in the arrangements themselves. One of
the most spectacular of the “Phase 4" discs is “Pass
in Review,” in which the illusion of movement (cre-
ated by the gradual electronic shifting of the signal
from one track to the next) is exploited to the full.
Electronic reverberation produces almost eerie effects
of shifting distances.

Carrying the “Phase 4” technique one step
further, London’s more recent “Phase 4 Plus .M. 20
C.R.” series (“individually monitored 20-channel re-
cording™) utilizes a twenty-channel console mixer
capable of distributing the incoming signals among
any or all of the four tape-tracks. Emphasis in the
newer records is on distinct separation rather than
movement (with instrumental arrangements to sup-
port the effect), and in Continued on page 121
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conductor
often considered the
last representative of
the great Viennese tradition
recalls with affection and
discernment the master
who taught him.

IT WAS IN 1919, when I was still in my tecns, that
I was given the wonderful opportunity to become
Felix von Weingartner's conducting student. Wein-
gartner’s towering artistic stature vastly influenced
an entire era of European musicians, but few con-
ductors of my generation have been privileged to
know his approach to the podium as intimately as
I did. The circumstances of our first meeting were
somewhat extraordinary. I had been working as
accompanist and coach for certain opera singers and
one day went with a young soprano to an audition
at the Vienna Volksoper. Weingartner, who was the
Opera’s director at the time, sat in the darkened
auditorium prepared to listen to about forty singers
in succession. A messenger arrived, to announce
that the assistant scheduled to accompany the audi-
tions was ill and could not attend. Rising from his
seat, the maestro called out: “Isn’t there anyone
here who can accompany these people?’ With the
brashness of youth, I offered my services. There
were no scores available, and I was forced to play
forty arias, ranging from Carmen to Walkiire, com-
pletely from memory.

After the auditions were over, Weingartner
called me to his side and asked who I was. I had
long admired him from afar, of course, and some
of my first impressions of the world’s great music

had been gained through attendance at his concerts
with the Vienna Philharmonic. Weingartner's leading
role in the conductorial world was suggested in his
personal appearance—a most clegant figure, tall and
slim, with a shock of wavy hair—and it was with
mixed awe and nervousness that I answered his
query, with the reply that I was a young musician
who yearned to become a conductor some day. As
he quizzed me further, I told him that I had studied
some harmony and counterpoint and theory. Wein-
gartner then and there offered me the chance to
become his pupil and to meet with him regularly
for special classes.

This was the beginning of a rare four-ycar period
for me. Naturally, the methods of our work together
were considerably different from those employed in
the study of the violin or piano. The “classes”—
held about twice a week, for about an hour each
session—were in the nature of seminars, with Wein-
gartner discussing in detail the scores of Beethoven,
Mozart, Schubert, and others, pointing out to me
the architecture of these monumental musical mile-
stones. He would tell me how each should be in-
terpreted, illustrating special problems at the piano.
Sometimes I would play and he would conduct
for me. On other days he would sit at the keyboard,
working through the material in the most analytical
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manner. (Weingartner was a marvelous pianist, of
course, particularly in his younger days. As he grew
older he practiced less and less and lost something
of his phenomenal technique.)

And it was not only in musical matters that I
benefited from Weingartner's instruction. He was a
genuinely cultivated personality, broadly informed,
with an expert knowledge of literature and painting
and an appreciation of the amenities of a civilized
life. Possessed of a wide circle of friends, he was a
frequent attender of evening parties, where his bons
mots were repeated with relish, and he was cele-
brated as a gourmet and excellent amateur cook.
(His favorite dish was a variety of risotto into which
he literally put everything he could think of; its
expensive contents and the loving care that went into
its preparation had to be seen to be believed!) In
common with so many Viennese of his period,
Weingartner was also an ardent patron of the theatre
and went often to the Burgtheater, that wonderful
institution which still flourishes today. Whenever a
new play or a new Shakespeare production was
given, we would discuss it, and sometimes we at-
tended together.

When I became Weingartner's assistant at the
Volksoper 1 was first engaged as a coach for the
singers, preparing specific operas which my mentor
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would later conduct. The next year I became the
Chorus Master, graduating from corrépétiteur to a
higher echelon in the operatic ranks. In these, my
youngest days as a conductor, I often had the priv-
ilege of directing Weingartner’s rehearsals while he
listened critically from the auditorium. Occasionaily,
I would actually take over certain performances, as
I grew more conversant with my craft.

Of course, being so young and immature, T
made my share of artistic mistakes. I particularly
remember that once when we were doing Lortzing’s
Der Waffenschmied at the Volksoper I gave unclear
beats and set a tempo which Weingartner challenged.
He went into a rage in front of the cast and orches-
tra, stating unequivocally: “Mein lieber, if that is
the way you do things, you won’t conduct any more
at all!™ He could be very unpleasant on occasion.
But I could see that his criticisms were valid and so
I worked all the harder to correct the deficiencies
in my technique.

The pressure of an opera season in those days
was tremendous. The repertoire included some fifty
operas each year. As a sample of the literature then
performed I can cite Auber's La Muette de Portici
and Meyerbeer's Le Prophéte, L’ Africaine, and even
Robert le Diable, in addition to all the so-called
standard operas. Such an exotic schedule is now a
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WEINGARTNER

Culver

thing of the past, but it gave a youthful conductor
a remarkable opportunity to come into contact with
the entire range of the lyric theatre.

Weingartner gave me a basic philosophy in music
from which I have never wavered. His cardinal rule
was that, in order to conduct a given work, one must
analyze its construction and then find the right
tempo for each of its components. He always said:
“There is only one tempo: the right one!” Accord-
ing to Weingartner, all other tempos would be vari-
ants from the ideal. As I note the extensive musico-
logical hocus-pocus about tempos in which some
present-day conductors indulge, 1 cannot help re-
membering Weingartner's principle. In the classic
repertoire, he invariably found what seemed to me
to be the perfect tempos, thus bearing out the say-
ing (one he liked to repeat!) that a good conductor
doesn’t talk about tempos but just “has” them.

Another of his precepts which he imparted to
me concerned the form of a classic work. “Only
when you have observed and understood the form
completely can you go into individual details,” he
counseled me. A performance is nothing when the
conductor constantly seesaws back and forth ten
or twenty times in contrasting tempo. The form is
obscured and eventually destroyed.” He also avoided
startling changes in dynamics, eschewing the sort of
pseudodramatic emphasis so beloved of some later
maestros. He used to say: “A piano must be a piano
and not a double piano, a fortissimo must be dis-
tinguished from a double fortissimo.” He considered
each performance an act of creation, a new birth
for the piece in question. “In reality, the score is a
dead thing,” he said, “and you have to bring it to
life each time you conduct it.” He felt that the
orchestra players have to be utterly sure of each
gesture of the conductor, must be a working unit of
smoothly organized individual parts, and should be
free to display their creative talents on their respec-
tive instruments. Making music with the orchestra
was Weingartner's idea of the role of the conductor,
who should, according to his belief, “be important,
not merely appear important!” He felt that each
performance represented not only what the con-
ductor had to say but also what each player's talent
had to add.

Weingartner himself at rehearsal was an edu-
cation. Everything was corrected succinctly, with
few speeches but with enormous authority. Most of
the musicians loved him and respected him accord-
ingly, but there were a few, as in all orchestras, who
occasionally questioned his supremacy. “My speech
is the baton,” he liked to say, emphasizing the clarity
of beat which he developed to crystal perfection.
Above all, he avoided bursts of temperament; his
elegance and personal dignity would never have
permitted him to throw scores at players, break
batons, or otherwise jeopardize his reputation with
an orchestra.

WEINGARTNER REPRESENTED an era of musical
greatness that died out during his own lifetime. In
his youth he had been a pupil of Liszt, and I believe
that this relationship was the greatest single impres-
sion he carried throughout his own long career. As
a promulgator of Liszt's works he was one of the
most active supporters of a composer who was then
considered to be a world master. When he was a
very young man, Weingartner had also met Richard
Wagner at Bayreuth and had attended a rehearsal
of Tannhdiuser held under its composer’s super-
vision. He enjoyed recounting to me what ensued
when the conductor who was directing the rehearsal
misread the time signature for the Act Il Einzugs-
marsch. Instead of obeying the alla breve indication,
he beat four in a bar, to the consternation of Wag-
ner. The master raged: *“People march in two—
left-right, left-right {illustrating by pounding the
stage with his feet}l—not in four! Can’t you see what
is in the score?”

(A composer himself—he habitually rose about
five in the morning and wrote before breakfast—
Weingartner turned out operas, symphonies, tone
poems, and some very beautiful songs, a few of
which are occasionally heard on concert programs
even today. One of his stage works, Die Dorfschule,
I think was an excellent piece and merited more
attention. Perhaps it was Weingartner’s personal
feeling that he was as great a composer as Richard
Strauss that made him bitter towards the latter.)

Weingartner knew Brahms too, but it took him
a while to become a great Brahms interpreter. As
for Bruckner, Weingartner felt his symphonies were
formless and abstruse. (I felt differently, but did
not dare to express my views until much later in
my relationship with Weingartner. In old Vienna
we were taught that young people in their twenties
should refrain from teaching their elders.) He rarely
performed Bruckner’s works, and when he did it
was with no particular enthusiasm. I tried several
times (years after my student period under his
tutelage) to discuss Bruckner with him but he al-
ways said, “Those symphonies have no form.” He
was unsympathetic too towards the music of Gustav
Mabhler, his distinguished composer-conductor con-
temporary. When 1 said to Weingartner that I con-
sidered Das Lied von der Erde one of the greatest
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works ever written, he expressed his amazement.

His professional career was not always a happy
one. As an opera director, for example, he didn't,
I feel, fully understand singers, sometimes seriously
miscasting them. He was often misunderstood, and
there were mistakes in his relations with his col-
leagues. His relations with other conductors were
curious too. He did not hold very high an opinion
of other maestros because he disagreed with their
approaches to such works as the Beethoven sym-
phonies (too many tempo changes, what he called
erratic interpretation). But we once attended a
Tannhduser together, with Furtwiéngler presiding in
the pit of the Staatsoper. After the performance
was over, Weingartner turned to me and said: “Now,
that's not bad at all.” This was high praise for him
to give another conductor, and I was happy to hear
him add, “He keeps to his tempo, you see, and
that I like.” It was this type of interpretation that
impressed him most—the unchanging and traditional
setting of various meters without resorting to dis-
tortion for the sake of an “effect.”

Due to the similarity of their respective musical
tastes (as regards the general symphonic repertoire),
Weingartner and Toscanini were often the subject
of comparison and discussion. However, Wein-
gartner himself was rather cool to Toscanini’s gen-
eral approach and had no use at all for the Italian’s
habit of arbitrary alteration of certain classic scores
in matter of tempo, instrumentation, etc. In 1936
I heard Toscanini’s interpretation of the Mozart G
minor Symphony at a Vienna concert and found it
one of the most exciting and dramatic readings I
had ever encountered. A few weeks later 1 met
Weingartner with the composer Joseph Marx at the
home of the Viennese composer Wilhelm Kienzl
near Salzburg. My enthusiasm for Toscanini over-
flowed. “Toscanini is playing the G minor next Sun-
day here at the Festspielhaus,” I exclaimed. “Would
you like to come to this concert and see for your-
self?” Weingartner agreed and attended the per-
formance. Afterward, I turned to him expectantly.
“It was great,” he commented, though I sensed in
him a curious reluctance that he might be convinced
in spite of himself!

MANY PEOPLE throughout the world treasure the
recordings of Beethoven symphonies which Wein-
gartner made during the 1930s and which were, be-
fore the advent of microgroove discs, the definitive
examples of this repertoire on record. To many
connoisseurs, they are still definitive. These discs
are limited sonically, of course, but the light of
Weingartner's genius continues to shine through
them. At the time, recording was still a very strange
thing for many artists; Weingartner, in common with
other conductors of the day, did not realize that
an entirely different aesthetic exists for recording
than for live performance. Accordingly, there were
certain lacks in the purely technical setup for these
sessions. The orchestra was not seated with respect
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to the best microphone treatment of the various
choirs, and certain details came through with less
than perfect clarity.

A comparison of Weingartner’s Beethoven re-
cordings with those of Toscanini is impossible, in
my opinion, since the maestros were two such en-
tirely different personalities. Similarly, one cannot
usefully compare the interpretations of Bruno Walter,
for example, with those of Wilhelm Furtwingler,
though all these men were of genius persuasion in
the classic repertoire. Toscanini was first and fore-
most an Italian with Italianate expressivity. It was
fantastic to hear what he could do with Beethoven;
in some works his own personality was overwhelm-
ing. And by the time that Toscanini made his famous
cycle of Beethoven symphony recordings the tech-
nical aspects of recording had changed so radically
that no comparison was possible with earlier discs.

My own approach to Beethoven is closer to Wein-
gartner’s than to any other conductor’s, I believe.
I do feel that my insistence on following the written
instructions of the composer himself and remaining
true to the basic form of the work stems from what
Weingartner imparted to me during our four-year
period of “symphonic tutoring.” The technique is
very basic to my entire aesthetic of conducting.

My studies with Weingartner ended in 1924,
when he left the Volksoper. Extensive travels ensued
for him, with guest conducting engagements in South
America and all over Europe. During this period
we would occasionally meet in some European city,
and he would inquire as to my progress. When I
worked with the Karlsruhe Opera at the age of
twenty-four, he made special trips to hear my per-
formances. The precious advice he gave me on these
occasions is very memorable, as is all the wonderful
training I received as his special conducting protégé.

When Weingartner returned to the Staatsoper to
become its director for the second time (in 1935),
we began another great period of artistic coSperation
and friendship. 1 had already been engaged by
Clemens Krauss (Weingartner's predecessor) and
was on the scene as permanent conductor at the
Opera. A great thrill for me then were the two
performances of Parsifal which we gave on succes-
sive days—one conducted by Weingartner, now an
elder statesman in his seventies, and one by me,
We attended each other’s productions. Qur Gurne-
manz was Alexander Kipnis, who had come from his
great success in America to sing Parsifal for the first
time in Vienna. Weingartner and his young wife,
Carmen Studer, sat through the whole performance
I led and then met me after the final curtain. “It
was fine, I had no idea that you had such maturity,
my dear Krips,” Weingartner said to me. Such praise
from this master was unforgettable to a young man
just out of his twenties. Though almost three decades
have passed since then, and Weingartner has been
gone now for two of them, I still remember his
benign expression and his warmth as he gave me his
final accolade. Such moments come but once in a
musician’s lifetime.
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DEADLINE /...

FOR REASONS WHICH neither I nor, 1 suspect. he
himself has ever been able to fathom, Walter Legge,
impresario-founder of London’s Philharmonia Or-
chestra, inserted in one of his concert programs last
scason a notice which led off with an appallingly
alarming headline:

WANTED
MUSICAL CRITICS

My first impulse on reading this was to flip up my
collar, turn down my snap brim, hook on my false
beard, and creep furtively away, glancing now over
this shoulder, now over that—for the thing certainly
had the look and the smell of warnings put out
by the police.

What were we, what (more importantly) was [
wanted for? For [ése-majesté? Misprision of trea-
son? In a panic sweat [ remembered things hurtful

to majesty which I had written or said about two of
Mr. Legge's as yet uncrowned heads. Of Maria
Callas I once asserted that she had been hysterically
cheered at Covent Garden for an “Ah fors’ é lui”
that included three squawks, several wobbles, and
two flat notes; of Otto Klemperer that by skillful
emphases and phrasing in the finale of Beethoven's
A major Symphony he had conjured up a march
tune that had never entered Beethoven’s head.
(More recently, during a London performance of
Beethoven’s Ninth, Dr. Klemperer livened up the
Scherzo even more strikingly. Between bars 40 and
45 he took a simple jog trot accompaniment, D and
F, from the third and fourth horns and transferred
it to the first and second, thus producing a loud and
jubilant hunting call which, while it might have
pleased the composer. would certainly have surprised
him.) For such impious observations no critic may
expect forgiveness. Clearly there was a price on
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my head. The least I could expect was a ceremonial
birching followed by ten years in the hold on bread
and water. . . .

At this point in my musing it occurred to me to
read on.

Imagine my relief. Mr. Legge, it turned out,
wasn't hunting for me with punitive intent, after all.
He was merely offering prizes to amateur music
critics who might be among his audience. Aspirants
were invited to send him a five-hundred-word review
of the evening’s performance, and the rules of the
contest were printed alongside. One condition, No.
3, made me laugh so much that I had to dab the
happy tears from my eyes. “To give the competi-
tors a taste of the urgency with which many critics
have to work,” stipulated Mr. Legge, “all entries
must be posted to the Philharmonia Concert Society
bearing a postmark not later than | p.m. tomorrow.”

With the concert over by 10:15, Condition 3
allowed the contestant something over fourteen hours
for meditation and scribbling, as compared with the
fourteen minutes or so that are the typical portion of
critics on mass-circulation dailies with 10:30 dead-
lines most nights of the week. Naturally, 1 fell to
thinking of the critic’s scurrying lot, the chill breath
of Time on the nape of his neck, his obsessive curses
at the moving hands of the clock.

TAKE MY OWN CASE. As the last orchestral beat
sounds, | leap from my seat, race down the aisle
while struggling into my overcoat, dash out the
doors, drop my program in a pool of rain, drop my
spectacles while groping for my program, grope for
my spectacles in turn. I plunge into an Underground
train as the automatic doors are closing, find myself
nipped between the door jambs, free my torso with
a plop, and finally sit gasping in a corner, note pad
on knce. As the train rocks and straphangers stub
my toes, I get busy with my pencil for the benefit
of posterity on some such snug, compact issue as
first English performances, in one bill, of Boulez's
Improvisations sur Mallarmé and Richard Rodney
Bennett’s setting for vocal quartect of somc limpid
lines from that great prose stylist, Sir Thomas
Browne (“Beside, Hippocrates hath spoke so little
and the Oneirocriticall Masters have left such frigid
interpretations of plants. . . .”").

Before 1 had left the office, the Night Editor,
looking up from his litter of page dummies, proofs,
and glossy prints. had told me that space was tight
and to keep it short, “as only you know how™—a
point which he charitably makes to all his writers.
What he meant was, “Don’t give me more than
three hundred words at any cost.” I have five criti-
cal points in my head and six sparkling phrases. I
reduce five points to three, six phrases to two. Next
I try to think of a smart. get-the-reader lead. Im-
possible (why, 1 wonder?) to start six reviews a
week with “At the Royal Festival Hall last night, a
large and stertorous audience gathered to hear. .. .”
The train clanks on. We are at Trafalgar Square
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alrecady, second station up the line on my homeward
journey from Waterloo. Three minutes of my four-
teen are down the drain. For inspiration | look up
at the plump man clutching an umbrella and six
parcels near me. He is too seized with his own wor-
ries to condole with me on mine. Before the train
starts up, my pencil begins to move of its own
accord. At Oxford Circus I begin to cut. I throw
away three adjectives and a brace of adverbs. On
the way to Regent's Park I stand an inverted sen-
tence on its feet. Rereading my piece in a glow of
approval, 1 tell myself, after the fashion of all
critics since the dawn of print, that nobody in Flcet
Street produces prose that is a patch on mine.

Snugly encased in the cocoon of my own words,
I fail to notice that the train has pulled into and
out of Baker Street station and that we're heading
for St. John's Wood. A quarter of a mile before
St. John's Wood [ am at the doors with tapping foot,
waiting impatiently for them to rumble open. |
charge up the moving staircase at double its speed,
fold myself into a telephone Kiosk. fumble for slot
pennies, and fume inordinately at twenty-five sec-
onds’ delay in getting through to Copy. The copy-
taker’'s voice—one among a dozen which by this
time I can immediately identify on the instant—is
precise and soothing. 1 was once so tactless as to
instruct him that there are two “csses” in Mendels-
sohn. He bears me no ill will. He goes so far as to
volunteer a read-back instead of waiting to be asked
for one. That is a pretty coal of fire. 1 leave the
kiosk two minutes ahead of dcadline to continue
my journey home on foot and notice, what had
escaped me before, that there are stars of frost on
the pavement and glitter of stars in the sky.

Before breakfast next morning 1 look at my
piece on Page Three, then drop the paper in the hall,
groaning with revulsion. I tell myself, again after
the fashion of critics from the dawn of print, that
there isn't an office boy in Fleet Strect who couldn’t
write me into the red. At the same time my
Id knows full well that the sickness in the pit of my
stomach is self-induced and automatic, a propitia-
tory rite of the mind. Continued on page 120
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The consumer’s guide
to new and important

high fidelity equipment

high fidelity e o

AT A GLANCE: The VR-1000 cartridge is an improved
version of the variable reluctance pickup originally in-
troduced by GE. It is available with a 0.5-mil stylus as
Model VR-1000-5, priced at $29.95, or with a 0.7-mil
stylus as Model VR-1000-7, priced at $24.95. Both
models were tested for this report by United States
Testing Company. Inc. The chief difference between
them is in their respective applications as regards the
tone arm used. Manufacturer: General Electric, Audio
Products Department, Electronics Park, Syracuse, N.Y.

IN DETAIL: The variable reluctance cartridge was
originally introduced by GE in the early days of micro-
groove records. As a monophonic pickup that combined
fine performance with low cost. it did much to popu-
larize high fidelity and to encourage record collectors
to make the big change from 78 rpm to LPs. Since the
advent of stereo. GE has brought out different stereo
models. of which the VR-1000 is the latest. The VR-
1000-5 has the very narrow 0.5-mil stylus tip and is
intended for use in professional-type arms, or in pre-
assembled players (manual or automatic) that can track
at 3 grams stylus force or less. In equipment in which
tracking of the tone arm requires a stylus force higher
than 3 grams, the VR-1000-7 is recommended. The

General Electric VR-1000
Stereo Cartridges

stylus, in either case, is replaceable by the owner, and
without the need for tools. The body of the cartridge
features triple mu-metal shielding, which was found
in our tests to be very effective in minimizing any hum.
Needle-talk, in both models, was very low. The cartridge
has the standard Y2-inch mounting centers and should
fit readily in any standard tone arm. The recommended
load resistance for each channel is 47K ohms. which
was used in the tests. All measurements were made
at a tracking force of 2 grams.

The accompanying charts show the response char-
acteristics of the two models. As might be expected. the
VR-1000-5 exhibited the more desirable qualities from
a perfectionist standpoint. These include a somewhat
smoother over-all frequency response, a closer balance
between left and right channels as regards signal level
across the audio range. and better channel separation
for stereo. The VR-1000-5 was flat within +2. -0 db
up to about 10 kc, then showed a rising characteristic
toward 15 kc. with both channels up by about 5 db at
18 kc. The VR-1000-7 did not peak as much at the ex-
treme high end. but its right channel took a gradual dip
in the midrange, coming back closer to the left channe!
near 15 kc. The over-all response of the left channel of
the VR-1000-7 was uniform within 42, -% db right

Equipment reports are based on laboratory measurements and listening tests. Data for the reports,
on equipment other than loudspeakers, is obtained by the United States Testing Company, Inc.,

of Hoboken, New Jersey, a completely independent organization which, since 1880, has been a
leader in product evaluation. Speaker reports are based on controlled listening tests. Occasionally,
a supplementary agency may be invited to contribute to the testing program. The choice of
equipment to be tested rests with the editors of HIGH FIDELITY. No report, or portion thereof,
may be reproduced for any purpose or in any form without written permission of the publisher.

REPORT POLICY
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on up to 20 ke, but its right channel was a few db lower
in output throughout most of the range. It is not out of
the question. of course. for the user to compensate for
this difference (if indeed it were heard through the
speakers) by adding the least bit of gain to the right
channel, or by adjusting the amplifier balance control
accordingly.

The rising curve toward the extreme high end of
the band was attributed to high frequency resonance, but
the relatively gradual shape of the rise. as well as the
very small amount of ringing present (as observed on
an oscilloscope) does indicate that the resonance is well

Square-wave photos show good damping.

damped. Indeed. the square-wave patterns (taken with
the CBS-STR-110 test record) indicate good frequency
and transicnt response.

Listening tests generally confirmed the measure-
ments. Most listeners felt that the VR-1000-5 had some-
what better channel separation than the VR-1000-7, but
that both cartridges had a clean and full response. There
was some disagreement over the high frequency response,
with many—but not all—listeners holding that it was not
quite the equal of some costlier cartridges. The consen-
sus, however, was that either model represents good
value for the cost.

Lafayette RK-141WX
Stereo Tape Player

AT A GLANCE: The RK-141WX offered by Lafayette
is a simple, low-cost tape deck with built-in playback
transistor preamplifiers. It is designed to play commer-
cially recorded (“prerecorded”) tapes through an external
amplifier and speaker system. It does not record. The
deck provides two speeds. and handles reels up to 7
inches in diameter. United States Testing Company. Inc.,
found that while the RK-141WX is not the best tape
player available. it will provide performance (with good
quality prerecorded tapes) that is comparable to. or better
than. the sound of many record players. and at a lower
initial cost. The deck sells for $59.50; a walnut base or
carrying case is extra. Manufacturer: Lafayette Radio
Electronics Corp.. 111 Jericho T'p’ke., Syosset, N.Y.

IN DETAIL: The concept of a tape player, sometimes
called a “tape phono,” is relatively new. It is of particu-
lar interest to those who might want prerecorded tapes as
another program source, but who may not care to be-
come involved with doing their own recording. The
lLafayette deck is one of a small, but growing, number
of components intended to serve that interest. Tt is
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available at a very attractive price, particularly so in
view of its performance. To listen to it, of course, re-
quires connecting its output to the high-level (“spare” or
“auxiliary”) inputs found on high fidelity preamplifiers
or combination amplifiers, as the case may be. The
deck also can drive high-impedance headphones to
comprise a compact, personal stereo system. Finally,
it also can play through the audio section of an ordinary
radio or TV receiver, though naturally with reduced
fidelity of response.

Being only a tape player, the RK-141WX has a
minimum of operating controls and only one head. A
speed selector switch that chooses between 7.5-ips and
3.75-ips speeds is combined with the AC power switch.
A pilot lamp indicates when the power is turned on. Two
levers are used to operate the deck in the play, rewind,
and fast forward modes, and the deck contains an
automatic stop mechanism for shutting off the motor
when the end of the tape is reached in the play mode.
The motor is a four-pole induction type and operates
the deck through a fairly elaborate system of belts,
pulleys. idler wheels. and other mechanisms. An exami-
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nation of the deck indicates that it is well made. but
USTC feels it is relatively complicated for what it
actually does. In any case, the unit opecrated very
smoothly and quietly. except in the fast forward mode
of operation where the tape movement was somewhat
jerky and unsteady. The controls provided smooth and
positive action.

Performance measurements indicated reasonably low
wow and flutter at 7.5 ips—0.12% and 0.09% respec-
tively. These figures increased at 3.75 ips to 0.28% and
0.36% rcspectively. The over-all speed accuracy was
poor at both speeds. with the deck running 2.4% fust at
7.5 ips, and 2.5% fast at 3.75 ips. Variations in line
voltage of =10% caused no more than a =0.1% varia-
tion in tape speed, which is negligible.

Rewind and fast forward modes of operation were
slow. The deck required three minutes to rewind a
1.200-foot 7-inch reel of tape with the speed selector
in the 7.5-ips position, and four minutes with the sclector
in the 3.75-ips position. When operating in the fast
forward mode, a full six minutes is required by the deck
to transfer all of the tape from the supply reel to the
take-up reel with the speed selector in the 7.5-ips position,
and cven longer in the 3.75-ips position.

The player has a guidepost which the tape moves
past as it comes off the supply reel. The guidepost is
slotted to accommodate the automatic stop mechanism,
but contains rather sharp edges that scrape some of the
oxide off the tape as it passes by. thus leaving a deposit
of powdered oxide on the tape guides. the tape head.
and pinch roller. This deposit should be cleaned off
after every few hours of usc. The tape player was used
constantly for about five hours 1o see if the oxide
build-up around the head would affect the frequency
responsc characteristics of the player. but happily—after
five hours—there was no measurable loss in output of
the player at 15 kc. Most of the oxide had built up at
the edges of the head and not on the pole pieces.

The electronics of the RK-141WX are completely
transistorized. The built-in preamplifier. which uses three
258173 transistors (RCA 2N220) per channel, comes
fitted with two output cables terminating in phono plugs
for connecting the deck to an external amplifier. There
are no volume or tone controls on the RK-141WX, and
nonc are really necessary.

The preamplifier provided an output voltage of
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0.86 volt on the left channel and 1.0 volt on the right
channel for a 400-cps tone recorded at zero-VU level.
The total harmonic distortion at that level was only 2%.
With a recorded level of =10 VU. the player's frequency
responsec was flat within =2.5 db from 65 cps to 9 ke
on the left channel. rising to +3.7 db at 15 kc. The
frequency response of the right channel was slightly
better, being flat within =2.5 db from 60 ¢ps to 15 kc.
The distortion, hum, and noise in the output was under
4% from 75 cps to 7 k¢ on both channcels, and was
considered satisfactorily good. The tape player’s signal-
to-noise ratio was 45 to 46 db. re the zero-VU level,
or 35 to 36 db re ihe =10-VU level, which arc reasonable
levels for this class of equipment.

Response at 3.75-ips speed was not mceasured in the
laboratory inasmuch as there is no industry or profes-
sional standard tape for doing so. However, response at
the slow speed, using commercial prerecorded tapes. was
judged in listening tests to be clean and smooth. but with
a noticcable loss of the upper highs, as compuared with
7.5-ips tapes. The built-in playback equalization. which
produccs the response characteristic shown on the chart.
serves for both speeds in this deck and is presumably
adjusted by the manufacturer to suit the characteristics
of the playback head used. Of necessity, it must be a
compromise adjustment in order to serve both speeds,
and the designers have apparently compromised in favor
of the 7.5-ips speed which, from a high fidelity stand-
point, is perfectly logical.

All things considered, USTC fecls that for the re-
production of 4-track prerecorded stereo or mono tapes,
the Lafayette RK-141WX is a convenient, easy-to-use,
and—in view of its low cost—very satisfactory device.

AT A GLANCE: The Scott 340 is an FM-multiplex
stereo tuner and twin-channel integrated amplifier, offer-
ing on one chassis facilities for receiving stereo and
mono broadcasts as well as equalization, controls, and
power amplification for other program sources, such as
records and tapes. Tests, conducted by United States
Testing Company. Inc., indicate that the 340 is a well-
designed. high-quality instrument well suited for home
music systems. The 340 measures 1634 inches wide, 5%
inches high. and 158 inches deep. Price is $379.95.
Manufacturer: H. H. Scott, Inc., 111 Powder Mill Road,
Maynard, Mass.

H. H. Scott Model 340

Tuner/Amplifier

IN DETAIL: The handsome front panel of the Scott
340 provides a full complement of controls that are
convenient and effective. The most prominent feature is
the Jarge tuning disc and its geared-down tuning knob.
The station numerals are etched around the outer edge
of the dial which—together with an adjacent signal
strength meter—is illuminated during use. There are
dual concentric knob controls for separate treble and
bass on each channel, and single knobs for a seven-
position stereo-mono function selector; a four-position
input program selector; a stereo balance control; a
loudness control. Slide switches provide for tape monitor;

HiGH FIDELITY MAGAZINE

WWW americanradiohistorv com


www.americanradiohistory.com

tape or disc playback equalization; scratch filter; loud-
ness contour: FM-stereo subchannel filter; stereo or
mono automatic gain control (AGC); a “sonic monitor™;
and power off-on. The rear of the chassis has input
jacks for both high level and low level phono car-
tridges, tape head. tape preamplifier. and any auxiliary
high level output equipment. Qutput jacks are provided
for feeding signals to a tape recorder. There are two
sets of taps for 4-, 8-, or 16-ohm speakers, as well as
a jack for feeding a derived “center channel” amplifier
and speaker. Two AC-switched convenience outlets. a
screw-type fuse holder, and terminals for connecting a
300-ohm antenna line also are provided on the rear.

Electronically speaking, the tuner section of the
Model 340 is very similar to the Scott 350 tuner, re-
ported on in this journal in January 1962. The present
model, however. includes the unique “sonic monitor”
feature. which is a genuine aid in tuning to FM stereo
programs. When the “sonic monitor” switch is moved
to its “monitor” position, all stations become inaudible.
Then, by moving the input selector to "FM stereo”
position, and tuning slowly across the station dial, one
can pick out very readily any station that is broadcasting
in FM sterco by listening for a steady tone “beep™ sig-
na! (400 eps) from the speakers. To hear this program.
you then move the sonic monitor switch to its “listen”
position. In our tests, this indicator proved to be simple
to operate, reliable, and convenient.

The amplifier section of the 340 has two preampli-
fication stages per channel for the low level signals. with
DC voltage applied to the filaments of the 12AX7 dual-
triode tubes. Equalization is provided for NAB tape
playback and RIAA phono playback. The high level
inputs and the preamplifier output are fed into the first
audio stage (12AX7), which also incorporates feedback-
type tone controls and a low frequency cutoff filter to
remove subsonic sounds which might otherwise waste
some of the amplifier's power. A 6U8 triode-pentode
provides additional gain to this audio signal and splits
the phase for the push-pull output stage, which incorpo-
rates two 7591 pentodes per channel. Provisions are
available for adjusting the DC balance of each channel
using test instruments.

Measurements made by USTC on the FM tuner sec-
tion of the Scott 340 were taken through the amplifier,
supplying approximately one watt of audio output. The
IHFM sensitivity of the tuner was very good, being 2.5
microvolts at 98 mc, 2.8 microvolts at 90 mc. and 3.0
microvolts at 106 mc. Harmonic distortion was found
to be only 0.59% at 400 cps. 0.49% at 1,000 cps, and
0.94% at 40 cps—all satisfactorily low figures. Signal-
to-noise ratio was good (62 db) as was its capture ratio
(5.75 db). IM distortion was only 0.27%. These figures,
it might be pointed out. generally surpass the published
specifications for the Model 340.

USTC found that the monophonic frequency responsc
of the 340 was flat within =1 db from 29 cps to 15 kg,
and was down 3.5 db at 20 cps.
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As with most tuners, FM stereo operation caused
an increase in the distortion level. On the left channel,
the distortion rose to 3.4% at 40 cps, 1.6% at 400 cps,
and 1.3% at 1,000 cps. On the right channel, the dis-
tortion was somewhat higher, being 4.2% at 40 cps,
2.9% at 400 cps, and 1.8% at 1,000 cps. However, the
FM-stereo frequency response was flat on each channel
within £1 db from 28 cps to 15 ke with the subchannel
noise filter out of the circuit. With the subchannel filter
in, the high end rolled off markedly. dropping to -2 db
at 5 ke, ~4 db at 9 ke, and -8 db at 15 kec.

Channel separation for FM stereo was adequate.
With the subchannel filter out. the left channel remained
above 20 db from 20 cps to 4 kc. dropping to 14 db at
15 kc. The right-channel separation was not as satis-
factory, but did remain above 15 db to 4 kc and above
13 db to 15 ke. With the subchannel filter in. separation
dropped to 8 db at 4 ke, 3 db at 7 ke, and 0 db at 12 ke.
In USTC's view, the filter on the 340-—as all subchannel
filters—should not be used for best sterco separation.

The Scott 340's amplifier provided an output of bet-
ter than 32 waltts per channel before clipping oceurred.
On the left channel, a 1,000-cps signal clipped at 32.4
watts, at which level the waveform harmonic distortion
was 0.7%. On the right channel. an output of 32.7 watts
was obtained with only 0.15% total harmonic distortion.
When both channels were driven simultaneously, the
power output on the left channel dropped from 32.4
watls to 22.8 watts for the same distortion level (0.7%).
The power bandwidth curve—mecasured on the left chan-
nel with the output distortion maintained constant at
this 0.7% figure—extended from 26 cps to 13 kc.

The frequency response of the Scott 340's amplifier
was flat within £0.5 db from 24 cps to 25 kec. It was
down 3 db at 18 cps and 40 kc. Distortion-versus-power
figures were satisfactory. The amplifier’s harmonic dis-
tortion, measured on the left channel, remained under
1% from 500 cps to 8.2 k¢ at 32.4 watts output, and
under 2% from 47 cps to 15 kc at that level. At half
power (16.2 watts). the distortion remained under 1%
from 24 cps to 17 kc.

The amplifier's intermodulation distortion on the
left channel reached 0.5% at 5.8 watts, 1.0% at 9.7
watts, 2.0% at 13.4 watts, and 5% at 24.5 watts. The
right channel had lower IM distortion, reaching only
0.66% at 30 watts output.

The RIAA equalization characteristic of the 340 was
excellent, being maintained within *1.0 db of the
RIAA standard from 20 cps to 20 kc. The NAB equaliza-
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The response of the Scott 340's amplifier to high

frequency square waves was good for an integrated am- = 6-(5)
plifier. Measured at 10 kc. the waveform shows some = 6. /
rounding of its leading edge due to a high frequency g 5.3 /
roll-off. but shows no evidence of oscillation (ringing). g > INTERMODULATION DISTORTION /
At 50 cps. the square wave input resulted in a saw-tooth = :g /
output, due to low frequency phase distortion. = 3'5 y
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styled. and easy to operate. It is in general an outstand- a '0
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Leak "Sandwich”

Speaker System

AT A GLANCE: Designed by Harold J. Leak, of British
amplifier fame, the “Sandwich™ speaker system is a
compact. high quality, full-range reproducer. It employs
a woofer of new design that is housed, together with a
tweeter and crossover network, within a handsome wal-
nut cabinet measuring 26 inches by 15 inches by 12
inches. The cabinet may be positioned horizontally or
vertically, as preferred. Nominal impedance is 15 ohms.
Although it is a relatively high efficiency system, the
Sandwich may be used with high- and low-powered
amplifiers. Price is $199. Manufacturer: H. J. Leak &
Co., Ltd., London, W.3, England. American distributor:
Ercona Corp., 16 West 46th St., New York 17, N.Y.

IN DETAIL: The Leak Sandwich made its debut in
March 1961 at the Paris Festival International du Son,
and the following month at the International Audio
Festival and Fair held in London. The first demonstra-
tion model was received favorably but with equal parts of
curiosity and speculation. Subsequently, production-line
models appeared and British and French reviewers out-
did each other in praising the new speaker, hailing it
as a significant step forward in reproducer design. The
Sandwich next turned up in Canada last winter, where
it met with similar approval. Finally, it has arrived here,
and judging from what we have heard over our test pair,
the new system should do mighty well for itself in the
U.S.A. as an excellent speaker in the compact class.

The Sandwich is a two-way system, divided at about
1,200 cycles between a 13-inch woofer and a 3'2-inch
tweeter. The woofer is a new design, employing a dia-
phragm made of a section of expanded polystyrene foam
that is sandwiched between two thin layers of aluminum
sheeting. This material is designed to provide a cone
that is no heavier than the conventional paper cone, yet
is stronger and stiffer, and thus more capable of achiev-
ing the true piston action required for linear response
in a speaker. This cone is loosely, but securely, sus-
pended in its outer frame and is capable of very wide
front-to-back excursions, so necessary for bass output.
The combination of cone material and suspension make
for a very clean output, with no audible hints of break-
up distortion.

The woofer is mounted on a baffle directly behind
the grille cloth that covers the front panel. The tweeter
is installed on the front panel itself, so that when the
panel is in place, the complete system performs as a
direct radiator. Design attempts to control response and
provide correct loading on both drivers are evident from
the special sealed compartment behind the tweeter, and
the over-all cabinet itself, which is completely sealed and
rock-solid. Its inner walls are lined with a thick bitumi-
nous coating that adds rigidity and assures against cab-
inet resonances. A liberal amount of sound-absorbent
material also surrounds the rear of the woofer. Essen-
tially, then, the system is a compact “infinite baffle”
type, in which reduction in size is enabled by the
specially designed woofer.

The response of the Sandwich is smooth and clean
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throughout its range, which is from just below 30 cps to
beyond audibility. The bass begins to roll off gradually
below 50 cps, but is clean and obvious for the better
part of an octave below that point. The speaker, in fact,
can produce a steady 20-cps note—more of a feeling
than an actual sound. The woofer seems to be quite
efficient in that it produces a good deal of sound from
relatively small amounts of clean amplifier power, yet
it can take higher power in stride, and doubling did not
become apparent until we approached the maximum out-
put limit of our generator. Throughout the upper bass
and midrange, response continues very smoothly; the
only irregularity observed was a small peak at about
300 cps. At the high end, response extends to beyond
audibility, with the least hint of a dip, or less intensity,
at about 12.5 kc.

As with most speakers, the highs seemed moderately
directive when heard close up; they became less directive
and more subtle as one stepped back a few feet. This
same effect was observed on white noise, which became
smoother and softer as the listener moved back from
the Sandwich. On axis from the speaker, the white noise
pattern was fairly soft, but did suggest the least degree
of midrange pre€émphasis, itself a characteristic of many
speaker systems.

On a wide variety of program material, the Sandwich
performed with a quality of ease and clarity that was
admirable. Instrumental music had a high order of
definition, and the individual timbre of specific instru-
ments could be clearly perceived. Female voices sounded
natural enough; the male voice, by comparison, often
had a crisp, almost dramatic quality.

The sound in general is somewhat projected away
from the actual spot occupied by the speaker. On full
orchestral music and grand opera, this quality lends a
good deal of “space” to the sound, giving it a bigger
acoustic aspect than one would expect from a compact
system. This quality implies an interesting side benefit:
being physically compact, the Leak Sandwich can be
enjoyed fairly close-up as would be required, say, in a
small room or as part of a personal system in a study
or den. Yet, because of its “spread” quality, plus its
ability to handle fairly huge amounts of amplifier power
(the sound simply gets louder and “bigger”), the same
speaker would be no slouch in oversize rooms, possibly
even auditoriums. In this sense, the Sandwich assumes a
happy kind of independence of just where it is placed
in a room; it will sound good in virtually any spot and
whether standing upright or lying horizontal. The
grandest sound we obtained from the pair was by placing
their backs to the wall and listening from about sixteen
feet away. The resultant aural effect was eminently satis-
fying. On mono. the sound was nicely focused in the
general area between the pair; on stereo. there was a
good sense of breadth and depth.

All told, the new speaker from Leak