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Only these FM Stereo Receivers
have Pilot’s unique signal-sampling
multiplex circuit’

You get the best possible FM Stereo reception because PiLoT's unique
signal-sampling multiplex circuit gives you maximum separation (30 db or
better) across the entire audio spectrum. It is the simplest, most effective,
most trouble-free circuit presently being manufactured for stereo demodu-
lation. There are no troublesome frequency separation filters and matrices
or egttra controls as are required by other multiplex circuits. This is just one
of the many features that make PiLoT Stereo Receivers the perfect electronic
“heart” for your high-fidelity system. *Patent Pending

602M TUNER-AMPLIFIER

TUNING MASTER YOLUME STEREO BALANCE TREBLE INPUTY SELECTOR

4 v
sTERgo

Tare
oveneo

Tasy
MONO

PILOT 602M...30 watts music power...frequency response 20-20,000 cycles,
1 db...harmonic distortion 1% at full power...12-control flexibility...FM sensitivity
3 uv IHFM...wide band RF and IF circuits for undistorted reception at full modula-

tion...6 inputs...5%" high x 14%" wide x 103" deep. With cover... 50
(Also available with added AM as Model 602S. Complete, 299.50) 249

654M TUNER-AMPLIFIER

MASTER VOLUME STEREOQ BALANCE TRESBLE INPUT SELECTOR

"
sTene0

PILOT 654M...60 watts music power (IHFM mid-band rating)...frequency re-
sponse 10-50,000 cycles plus 0.5 db or minus 1 db...hum and noise: completely
inaudible (80 db below full output)...intermodulation distortion: less than 0.3%
...14 controls, including rumble and scratch filters...6 inputs...plus a fully auto-
matic stereo indicator that lights on stations broadcasting FM stereo...5%" high
x 145" wide x 123%” deep. Black and brass styling . With cover... 32950

]
p‘ /of PILOT RADIO CORPORATION, 37-22 36th STREET, LONG ISLAND CITY 1, NEW YORK

FOUNDED 1919
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CIRCLE 3 ON READER-SERVICE CARD

MW&YS playlng, always fracking . . . right side up or upside down. The sensa-
tional Empire Troubador demonstration of a continuously rotating turntable
amazes the crowds at hi fi shows across the country.

Right down the line, America’s music magazines have been using some well-
turned phrases in editorial evaluations of the Troubador. High Fidelity found the

Troubador to be a “precision-engineered product of the highest quality . . . wow
flutter and rumble completely inaudible.” Audio said: “precise performance . .
an excellent buy . . . no acoustic feedback.” American Record Guide: “. . . these oFals world’s

(performance) figures have not been bettered by any turntable | have tested.”
If you think you've never heard the Troubador, think again. More stereo FM

most perfect

radio stations across the country use the Troubador than any other record play
back system. As Don Hambly, station manager of KRE AM/FM said: “The Empire record p’ayhack
tables have all the basic requirements of design and simplicity of operation and systen'

maintenance.”

The Empire Scientific Corp. turns out a limited number of Troubadors for the music
lover who appreciates the very finest in record playback. Complete price $200.

A : § .!?-1.-"- v !.
. empire troubadour

TURIN-TABIL.E

SCIENTIFIC COR. 1075 STEWART AVE
b GARDEN CITY. N.Y.
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a Last!

A CARTRIDGE DESIGNED ESPECIALLY
FOR AUTOMATIC TURNTABLES!

The Pickering Model U38/AT is

a cartridge designed especially for

the new generation of automatic
turntables. A true STANTON Stereo
Fluxvalve, it combines excellent ¢
hum shielding with high output for
unequalled signal-to-noise ratio. ‘

High compliance is provided for
the special turntable features
while preserving the ruggedness
demanded by automatic operation.
Improved frequency response and
lower inductance make the new
Pickering U38/AT a truly universal
cartridge to match the universal
features of the automatic turntable.

GARRARD MODEL &

TECHNICANA: PICKERING Model U38/AT is a
[CAMAR. BODELAgE STANTON Stereo Fluxvalve with a white
body and black V-GUARD stylus assembly.
Weight is 14 grams; Mounting centers: 7/16"
to 1/2’'. Supplied with universal mounting
hardware. $46.50 AUDIOPHILE NET

MIRACORD 10H

RESPONSE: + 2 db from 20 to 20,000
cycles.
, CHANNEL SEPARATION: 35 db
eh, 8 2 . i ’ : | OUTPUT: 10 mv each channel
. ; " TRACKING FORCE: 2 to 5 grams
| IMPEDANCE: 47,000 to 100,000 ohms
8. SHIELDING: Complete mu-metal .

b

... AND ANY OTHZR AUTOMATIC : e : .
TURNTABLE EVER TO BE: MADE! 4 |

“"FOR THOSE WHO CAN HEAR THE DIFFERENCE?"
PICKERING & COMPANY, INC., Plainview, N.Y.

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

CIRCLE 55 ON READER-SERVICE CARD
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Page 38

high fidelity

Music and Musicians

28 The Theater an der Wien: Vienna’s historic opera house reopens
H. C. Robbins Landon

35 Mr. Bach of London Charles Cudworth
36 J. C. Bach on Records

38 In Their Very Voice: poets reading from their works
Elizabeth J. Hodge

10 Notes from Abroad—London, Paris

18 Franco Corelli: an interview Shirley Fleming

27 The Sound of Music: an editorial Roland Gelatt
47 Music Makers: Toscanini-Philadelphia recordings

Page 28

Sound Reproduction

32 FM for Motorists Leonard Buckwalter

41 Equipment Reports
Audio Dynamics ADC-85 Pritchard Pickup System
Harman-Kardon “Festival” TA-5000X AM and
Stereo FM (Multiplex) Receiver
Fisher Model KS-1 Speaker System Kit

85 High Fidelity Newsfronts: report on a burlap music wall

Reviews of Recordings

49 Feature Record Reviews
Verdi: Aida (Leontyne Price, et al.; Georg Solti)
Mabhler: Symphony No. 3, in D minor (Bernstein);
Symphony No. 9, in D minor (Walter)

53 Other Classical Reviews
61 The Imports Gene Bruck
70 The Lighter Side

76 Jazz

79 The Tape Deck

JUNE 1962 o VOLUME 12 NUMBER 6

Published monthly ot Great Barrington, Mass. by The Blltboard Publishing Co. Copvright © 1962 by The Blllboord Publishing Co. The design and cantents of High
Fidelity Mogazine are {ully protected by <copyright ond must nat be reproduced in any manner. Second-class postage pald ot Great Barrington ond ot additional
moiling offices. One yeoar subscription In U. S., Possessions, ond Canoda $6.00. Elsewhere $7.00. Indexed in the "Reader’s Guide to Periodical Literoture.”
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ONLY AT LAFAYETTE

THIS COMPLETE COMPONENT jeaturin These Top Rated,
STEREO PHONO SYSTEM  ronents

OUR BEST STEREO SYSTEM BUY

MATCHED COMPONENTS,

Famous Lafayette LA-250A 50-watt i
stereo amplifier ... 9950
Garrard AT-6 4-Speed Record Changer ........ 54.50
Shure M-3D Diamond Stereo Cartridge ...... 45.00
Lafayette Wood Base . 395
2 lafayette SK-58 12” Coaxial Speakers 59 00

Total Price if Purchased Separately .......... 261 .95

LAFAYETTE
SPECIAL

SYSTEM PnICE 199 -50

NO MONEY
o

HI-FI STEREQO SYSTEM, as above, with choice of
Walnut, Mahogany or Blonde Changer Base (specify

LAFAYETTE LA-250A
S0-WATT STEREO AMPLIFIER

GARRARD AT-6
LAFAYETTE BASE

LAFAYETTE SK-58
12" COAXIAL
SPEAKERS

SHURE M-3D
(OPTIONAL)

finish)
LAFAYETTE LS-252WX ... . Only 199.50
ELIPTOFLEX Same as LS-252wX but |nc|udes 2 Lafayette Elip-
BOOKSHELF toflex Series Bookshelf Enclosures in Walnut, Oiled
ENCLOSURES Walnut, Mahogany or Blonde (spemfy flnlsh)

LS- 254W .. Only 265.50

Factory Wired

NO MONIIEY DOWN 124-50

e Stereo Separation — 35db at 400 ps.
e 1:25 uv Sensitivity for 20db of Quieting.
e Virtually Distortionless — Less than
0.15% Distortion at 100% Modulation,
Monophonically; Less than 1% Stereo-
phonically. e Variable AFC Literally ““Locks
In” Stations. e Electronic Bar Tuning In-
dicator plus FM Stereo Indicator Light.
U.5. A e Better Than 57db Signal To Noise Ratio.

LAFAYETTE Cntenon LAFAYETTE Criterion
KT-550 100-WATT KT-600A PROFESSIONAL
BASIC STEREO AMPLIFIER. STEREO CONTROL CENTER.

KT-550 In Kit Form 134-50 KT-600A in Kit Form 79-50

LA-550 i ]
Completely Wired \ . LA-600A Completely Wired 134.50

184, 50

Made in
U.S. A,

Made In
Response from 2.-100,000 CPS, U.S. A

0 —-1db at 1-watt.

Hum & Noise Better Than 90db Below

50-Watts.

Grain Oriented, Silicon Steel Trans

formers. Stereo and Monaural Control Features. @ Con-

DOWN

@ Response 5-40,000 CPS = 1db. @ Less Than
.03% IM Distortion; Less Than .1% Harmonic
Distortion. @ Hum & Noise 80db Below 2 Valts.
® Precise ““Null' Balancing System. e Unique

Rated at 50-Watts per Channel.

Multiple Feedback Loop Design. centric Input Level Controls.

Lafayette Radio, Dept. WF2-1, P.0. Box 10, Syosset, L, I, N.Y.

Name

LAFAYETTE
Address SUMMER CATALOG ,A
City Zone —State SUPPLEMENT  |€

ﬁ[AI‘AYETTE OTHER LOCATIONS

IR A ID X O NEWYORK13,N.Y. | JaMAICA 33, N. Y.
NEW MAIL ORDER AND SALES CENTER.  NEWARK 2, N.J.| PARAMUS, N.J.| PLAINF J.

SYOSSET, LONG ISLAND, N. Y. ' N o anozr‘ostgo,
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INC.
rntable

The corporate charter of Acoustic Research, filed in the
Massachusetts State House, states the purpose for which AR
was founded:

“To engage in research, development and manufacture...
in the field of acoustica!, electronic, electrical, and mechan-
ical engineering and devices...”

AR now introduces its first product outside of the loudspeaker
field. The AR turntable cannot be used for records other than
3315 rpm, and its starting time is not short enough for cueing
applications. Apart from these qualifications, its performance
should be judged by professional standards and on an abso-
lute basis, without consideration of price.

STABLE performance. The suspension design makes it pos-
sible to dea! a moderate hammer blow directly to the top plate
without making the needle jump grooves. This is not a recom-
mended procedure, but it does serve to demonstrate the turn-
table's insensitivity to floor stomps or to acoustic feedback.

COMPLETE {except for cartridge) including arm, cables,
oiled walnut base, transparent dust cover, and even needle
force gauge and overhang adjustment device. Overall dimen-
sions with the dust cover are 12%” x 16%" x 5%,

PROFESS'ONAL quality. The AR turntable is guaranteed,

as a condition of sale, to meet NAB specifications for broad-
cast equipment on wow, flutter, rumble, and speed accuracy.
The 3.3 Ib. machined, individually balanced aluminum platter
is belt-driven from synchronous motors.

=

*_

FUR BUTTERHNGERS This is a picture of the tone

arm a second after it has been “accidentally” dropped. It
floats down to the record, yet as soon as the needle touches
the groove the damping is released and the arm is freed of
restraint. Needles and records are protected against predators.

The AR turntable is sold under a one-year guarantee that in-
cludes parts, labor, and reimbursement of any freight to and
from the factory. It is on demonstration at dealers’ show-
rooms and at AR Music Rooms, on the west balcony of Grand
Central Terminal in New York City, and at 52 Brattle Street,
Cambridge, Massachusetts. No sales are made or initiated at

these showrooms.
$589

LESS CARTRIDGE.

ACOUSTIC RESEARCH, INC,, 24 Thorndlke Street, Cambridge 41, Massachusetts
CIRCLE 1 ON READER-SERVICE CARD
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NEW FROM SCOTT - - -

 FINEST FM MULTIPLEX TUNER IN THE WORLD
WITH AMAZING ELECTRONIC BRAIN

.+ THAT ACTUALLY THINKS FOR YOU!

2

This Wide-Band FM multiplex tuner is designed for the most critical cstereo listener and for the most ex-
acting applications imaginable. Its many features and stringent standards of performance make it the
prudent choice for broadcast station monitoring. The famed advanced engineering group at H.H. Scott
believas the sophisticated circuitry of the 4310 to represent the highkest possible achievement in tunar
enginezring at this state of the art. This circuitry results in IHFM sensitivity of 1.9 microvolts. Scott’s revolu-
tionary Time-Switching multiplex section gives you practically noise-free reception of even weakest sterzo
signals, with separation of 30 db or better. .. truly an outstanding design achievement.

This superb tuner incorporates an amazing new ‘‘electronic brain’ which is invaluable for serious tape
recordists and discriminating listeners. As you tune across the FV dial, the 4310 AUTOMATICALLY
switches to multiplex when a stereo broadcastis reached. If seriousinterference occurs, however, the tuner
will switch back instantly and automatically to the monophonic FM mode, which is less susceptible to back-
ground noise. You completely disable this feature if you so desire, or ycu can set it so that switchirg occurs
at that level of interference which you consider objectionable. Using th s automatic feature, you h=ar prec-
tically flawless reception, with the tuner instantly picking the optimum mode for existing signal conditiors.

This feature is essential for the tape recordist who wishes his recordings of prized material to be und s-
turbed oy sudden interference, as often happens on very weak signals. The exceptional design and ad-
vanced features of the new H. H. Scott 4310 have already established new standards of achizsvement

in the FM Field.

virite today for technical details on these new tummrs:

SCOTT

H.H. 3cott, tnc., 111 Powdermill Rd., Maynard, Mass. Dept 65

IMPORTANT TECHNICAL INFORMATION: |HFM sen-
sitivity 1.9 uv; Capture ratio 2.2 db; Signal to noise ratio 60 db; Har-
monic distortion 0.5%,; Frequency response 30-15,000 cps + 1db; ‘H
Selectivity 50 db; 4 FM IF stages; Cascade RF stage; Size in accessory
case 152 W x 5% H x 13% D. Rack mounted model availabte for
broadcest station use.

Professional front panel con- Unique circuit features: Diver-

Separate VU meter for each
channel. YoL can actually measure
stereo separation between channels
with these acourate meters enabling
you to tune and orient your antenna for
maximum stereo separation. Separate
controls zllow adjustment for broad-
casts having uwrequal channel levels.
Precision step-typs master attenuator.

trols:1. Stereo Threshold. 2 Multiple
Diversity. 3. Precision Step-Type Level.
4. Stereo Selector. 5. Automatic Stereo
Indicator. 6. Interstation Noise Sup-
pressor. 7. Precision Signal Streng:h
and Tuning Meter. 8. Logging Sczle.
9. Main Tuning Dial. 10. Separate Level
Controls for each channel.

; Atlas Radio Corp., 50 wingold Ave., Toronto

sﬁ»mnl- Morhar “lrwrnn Corp., 458 mi;admm N.Y.C. Carlma”

wwWw.americanradiohistorv.com

sity facilities for monitor ard rebraoad-
cast installations; Special tape reccrd-
ing filters; Automatic Stereo Threshold,
Heavily silver-plated cascade front end,
Provision for 72 ohm or 300 ochm »2al-
anced or unbalanced antemna inputs;
600 ohm output available. Automatic
switching from monophoniz to multi-
plex.
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New 350 FM Multiplex Tuner
— Incorporates the latest advances in
multiplex circuitry. Sensitivity 2.5 uv.
3 FM IF stages. Precision tuning mete-.
Silver-plated front end. Sharp filtering
circuits permit flawless stereo tape re-
cording. Stereo separation can matcn
exacting FCC transmission spagil

I

4310 Wide-Band FM Multiplex Brozdcast Monitor Tuner

New 333 AM/FM Multiplex
Tuner — Combines the feztures and
per‘ormance of the 350 FM Multisle«
tunar with a “amous Scott Wide-Rang=
AM tuner zli on one compact chassis.
You can raceive Monophonic AM ¢r FM,
AM/FM stereo or new M Multislex

Steres. FM sansitivity 2.2 uv. Two AM
bandwidt* -7 TN
P & ‘
W lam |

LT-1180 Wide-Band FM Multi-
plex Taner Kit — Build your own
fabulous Scetz Tuner. The LT-110 in-
cludes thz sam2 superb multiplex cir-
cuitrv 2sthe 320 . P-e-wired multiplex
section and trens end. Full color in-
structiot boeck. You can build tre

LT-1.0 in less thanm

AR S . ¢1.:]
[ |

2 hours. Sensi-
- H ’l
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Precious handful of sound

This hand cradles the finest pickup cartridge in the world.

The ADC-1 high compliance stereo cartridge is the key to pure, truthful sound— |

the very heart of living sound within the microgroove.

This cartridge is years ahead of its time. It is made for people of sound judg-
ment and rare appreciation of the hidden qualities, the subtleties of timbre and
tone, which all too often vanish before they have uttered their message of fidelity.

In combination with the new Pritchard tone arm, you have the most remarkable |

system available today.

For complete information on the ADC-1 and the new Pritchard tone arm, write today.

ADC-1 Specifications
TYPE: Miniature moving magnet

SENSITIVITY: 7 millivolts per channel * 2
db at 1,000 cps (5.5 cm/sec recorded velocity)

FREQUENCY RESPONSE: 10-20,000 cps =+ 2
db

CHANNEL SEPARATION: 30db, 50 to 7,000
cycles, comparable everywhere

STYLUS TIP RADIUS: .0006” (accurately

STYLUS TIP MASS: .5 milligrams
LATERAL AND VERTICAL COMPLIANCE:
25 x 10"% cms/dyne minimum
RECOMMENDED LOAD IMPEDANCE:
47K ohms

RECOMMENDED TRACKING FORCE: .75
to 2 grams in top quality arms

MOUNTING CENTERS: Standard 1/2” and
7/16” centers

maintained)

AUDIO DYNAMICS CORPORATION

Pickett District Road * New Miltord, Conn.

CIRCLE 9 ON READER-SERVICE CARD
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AUTHORitatively Speaking

No doubt any diligent researcher among
ancient archives could have presented us
with the salient facts in the history of
the 160-year-old Theater an der Wien.
We think that very few, however, could
re-crcate the ambiance of that house
down through its many decades as has
H. C. Robbins Landon in the article
which leads off this issue (see p. 28). Mr.
Landon, Higu FipELITY's European Ed-
itor, first went to Vienna with the Ameri-
can occupation forces after the last war;
he returned. many times, and is at pres-
ent thoroughly immersed in that city.
The immediate reason for his presence
there is the preparation of the definitive
scores of Haydn’s symphonies (eventually
to be recorded, complete, in Max Gober-
man’s Society of Recorded Masterpieces);
but quite clearly Mr. Landon does not
live by Haydn alone.

Before being introduced to Leonard
Buckwalter, we had never heard the
term “combination man.” Mr. Buckwal-
ter claims he once was one: i.e.. the radio
station functionary whose duties include
those of announcer, disc jockey, engincer.
and replacer of burned-out bulbs in the
transmitting tower. Later, he became ed-
itor of an electronics magazine—and
after two years of this form of hard
labor, took up free-lance writing: his
articles have appeared in a variety of
periodicals, and he has two books to his
credit—one on electronic games, the
other on electronic experiments. (There's
a work on transistors in progress.) Mr. B.
is an exurbanite, who's often forced to
commute (o the city. Consequently, he
writes with real feeling of “FM for
Motorists,” p. 32.

“Mr. Bach of London,” p. 35, returns to
these pages an author for whom we have
a special fondness. We've actually
only met Charles Cudworth in person
once, when he took time from a busy
round of professional meetings to visit
our editorial offices (and accepted a gift
of someone’s home-grown tomatoes—
this staff lives in the country, as every-
body must by this time know); but we
hear from him by letter fairly frequently.
He writes us about such things as the
crocuses appearing in his garden and a
visit to an unpronounceable hamlet in
Wales. Mr. Cudworth, Curator of the
Pendlebury Library of Music at Cam-
bridge University, is an English critic and
musicologist, known especially for his
work in late seventeenth- and early
eighteenth-century music. Sometimes, of
course, he writes to us of these things too.

This month our select group of authors
from the distaff side is increased by the
addition of Elizabeth J. Hodge, whose
“In Their Very Voice . . .” (a critique of
some recordings by contemporary poets)
appears on p. 38. Miss Hodge is a mem-
ber of the Department of English at New
York University, where she is also a can-
didate for the doctorate in English litera-
ture. As readers of her article here will
surmise, her special field of concentra-
tion is modern British and American
poetry. Miss Hodge is also an amateur
of the classical guitar, a first-rate Ping-
pong player. and, to our personal knowl-
edge, a master hand at the haute cuisine.

HicH FIDELITY MAGAZINE
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FROM METRO-GOLDWYN-MAYER SAMUEL BRONS™ON'S PRODUCTION OF “KING OF KINGS I I c I “ n Es |
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If you believe that all recording tapes are the same ... read these facts about Soundcraft: today’s great motion
pictures depend on the most extensive stereophonic techniques and effects. To achieve them requires a magnetic product capable
of satisfying the most critical demand. For years one name has consistently won virtually 100% acceptance of the uncompromising
technicians of this industre. That name—Soundcraft. The fact is the development of the Soundcraft Magna-Stripe Process revolu-
tionized the course of the entire industry—led to the advent of the stereo sound tracks of the great wide screen films. For this,
Soundcraft was awarded the only Academy Award “Oscar” ever given to a recording tape manufacturer. Today the sound you hear
in the great MGM (Camera 65), Todd AO, Cinemascope and other wide screen productions is repro-
duced on Soundcraft magnetic products. Motion picture producers investing millions of dollars can’t
afford to take chances. That's why “It's Soundcraft in the great motion pictures!’ You, too, can
have this same measure of superior performance and reliability in your own recordings by switching
to Soundcraft—where professional performance is the standard and satisfaction the guarantee.
See your Soundcraft Dealer today and let him put you on the right “sound” track with Soundcraft.

REEVES sn“ " nanFTCDRP.

Main Office: Great Pasture Road, Danbury, Connecticut » New York: 10 East 52nd St.
Chicago: 28 E. Jackson Blvd. « Los Angeles: 342 N. LaBrea « Toronto: 700 Weston Rd.
CIRCLE 60 ON READER-SERVICE CARD
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nortable
perfection
for

hi-fi fans

>

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 is
available on request. Write
for the name of your near-
est dealer.

By appointment
to the Royal Danish Court

DYNACE

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

CIRCLE 29 ON READER-SERVICE CARD
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Since early spring the
press has been rife
with rumors and coun-
terrumors concerning
Joan Sutherland’s fu-
ture. At this writing,
it seems likely that
her professional activities will be some-
what curtailed; it seems unlikely that her
career will be brought to a tragically
sharp cessation.

One of the unluckiest singers our age
has known—plagued now by sinus infec-
tion, now by throat troubles, now by an
car ailment—Miss Sutherland has had
on many occasions to draw upon a gen-
eral stamina and stoicism that are, in
their way, as exceptional as her florid
singing above the stave. Her latest af-
fliction is more obstinate than any she
has known before. A back difficulty
which she had suffered recurringly for
three years became critical after she
slipped and almost overbalanced while
walking on to a concert platform in
Antwerp. During the train journey next
day to Amsterdam she was unable to
sit for more than a couple of minutes
in any posture without suffering acute
pain. After Amsterdam she flew back to
London, straphanging all the way.

Her surgeon diagnosed a worn-out
disc near the base of the spine, and pre-
scribed a course of exercises, massage,
heat treatment, and a surgical corset.
She was wearing the corset—a fact of
course known to none but intimates—
on the opening night of the imported
Alcina production (Zeffirelli’s) at Covent
Garden. In the middle of the set was a
rock representing Alcina’s magic island.
This the leading lady had repeatedly to
climb, lie down on, and get up from,
with appropriate expressions of rapture,
surprise, and woe. “At the time I was
not only unable to sit down painlessly,”
she said afterwards; “it was nearly as
much of a torment to recline. My doctor
had given me something to take before
and during the performance. Otherwise
I couldn't have got through.” Although
the soprano's quickly moving numbers
came off brilliantly enough that evening,
most of her legato singing was notice-
ably thin and flaccid. Who, now that the
reason for it has come out, can be
surprised?

LONDON

Retrenchment. Faced by a crowded
recital and operatic schedule on three
continents, Miss Sutherland began to
jettison plans ruthlessly. The first and

WWW americanradiohistorv com

biggest engagement to be canceled was
a 23-concert Australian tour lined up for
mid-June to mid-August. She threw this
overboard with special regret. (It would
have meant the first sight of her home-
land since she left Sydney in 1951, with
a purse containing £1,600 of prize
money won at amateur singing contests,
to carve out an operatic career in Lon-

don.) A Traviata series at Covent
Garden and eight Sonnambula or
Ugononi performances at La Scala

secemed still possible, but there will be
no other appearances on any operatic
stage until her return to Milan, sched-
uled for next December.

Since plane travel is out of the ques-
tion—and threatens to remain so for a
long time—she will go to America in
January 1963 by boat and sing not more
than once a week. She and Richard
Bonynge—her husband, manager, coach,
and (now) conductor—consider that
rest is as important as sun lamps, mas-
sage. and whatnot. Some months ago
I asked Miss Sutherland whether she
wasn’t working too hard and whether
it might not be a good thing to accept
fewer commitments.

“It's  very difficult,” she sighed.
“People are very persistent. You try to
say ‘No,” but they’ll take nothing less
than ‘Yes.” One crams in engagements
to oblige them. With jet travel they say,
‘You can be here in a day’—and ‘here’
turns out to be three or four thousand
miles away. Since my ‘fabulous success’
or whatever it is people call it, 1 have
had no time for anything—no time to
choose clothes, to take my little boy for
a walk in the park, or just to sit down
and let my mind go blank.”

Certainly, Joan Sutherland would be
well advised to be adamant in her pres-
ent resolve to cut down her schedule.
Should her condition deteriorate sharply,
not only would full-sized operatic roles

(Lucia. for example) be out of the
question but she would be inhibited
even in the recording studio and on

the concert platform, where the florid
music in which she specializes calls for
much throwing back of the head and
other movements jarring to a susceptible
spine.

But Not Retirement. When 1 talked with
Miss Sutherland, she had just launched
upon an Alcina recording for Decca-
London at Walthamstow under her hus-

Continued on page 12
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The best thing
that can happen t
a good amplifier:

(a Fisher loudspeaker)

No matter how good an amplifier you own—even if it is one of the new Fisher ~—————=——————w—=—-

stereo amplifiers—you will never realize its full potential unless you feed its
output into a loudspeaker that ‘knows the difference.’ Only a very few loud- |
speakers are genuinely analytical, revealing all the nuances of inner detail in
complex musical passages that only the finest amplifiers leave unblurred. The
most advanced loudspeaker system in this distinguished category is the revo-
lutionary Fisher XP-4. It is the world’s first loudspeaker system in which the
conventional metal frame supporting the outer edge of the bass speaker cone
has been eliminated. This unique, patented feature removes the last possible
cause of undesirable reflections, uneven response and parasitic vibrations,
resulting in a totally unprecedented clarity of reproduction. Price $199.50%.
The Fisher XP-1, first high-efficiency Free-Piston bookshelf system, $129.50%.
The Fisher XP-2, the moderately priced Free-Piston bookshelf system, $84.50%.

®iN OILED WALNUT, MAMOGANY OR CHERRY; SLIGHTLY LESS IN UNSTAINED, SANDED BIRCH. PRICES SLIGMTLY MIGMER IN THE FAR WEST.

—— —— —— e — — s

FREE! $1.00 VALUE! Send for
the 1962 Fisher Handbook, a
beautifully illustrated 40-page
reference guide, idea book and
component catalogue for cus-
tom stereo installations. [t in-
cludes complete specifications
on Fisher loudspeakers.

ISHER
HANDBOOK

7.

FOR YOUR OWN FREE COPY OF THIS VALU-
ABLE BOOK. USE COUPON ON PAGE 17
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RECORDS SOUND BEST
with

DYIACD

STEREODYNES

Choose either the Stereodyne II
{mounts in oll stondord orms) or
the slim, trim TA-12 arm-cortridge
combination for the most natural
sound from both stefeo and mono
recordings.

TA-12
$49.95 net

DESIGNED TO THE HIGHEST
DYNACO STANDARDS

% unequalled performance

* outstanding engineering

% unsurpassed value

Rigorous laboratory testing of
every unit assures that your
cartridge will exceed every
specification.

¢ Smoothest responsc: +2 db from 10 cps
to 15 KC. With standard Westrex 1A
test disc.

True stereo: More than 22 db chonnel
separation effectively maintalned through.
out the audlo spectrum, with accurate
balance and proper phose relatlonship.
Supcrior tracking: highest compllance,
low mass, plus exclusive symmetrical
push-pull design for minimum record wear
and lowest distortion.

Complcte frecdom from hum

Heor ond compare it ot your
fovorite deoler’'s showroom.

Write for complete snecifications

DYNACO, INC.

3912 Powelton Ave. * Philo. 4, Pa.
CABLE ADDRESS: DYNACO. PHILA
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Continued from page 10

band's baton (not with the rest of the
Covent Garden cast, incidentally, but
mainly with other singers under Decca
contract, plus a section of the London
Symphony Orchestra). On the way out
to the studio, she had seen the news-
paper headlines: FAMOUS SINGER
ILL, JOAN SUTHERI.AND SHOCK,
and so on. First-edition stories, wired
back from Australia, suggested that she
was completely crippled and had decided
to retire. Naturally, she bridied. “I am
far from being crippled,” she flashed.
“I can still stand without any pain and
walk without much. I haven't the slight-
est intention of retiring. My voice hasn't
suffered at all.”

This latter claim 1 can endorse. Half
an hour after it was made, Miss Suther-
land was roulading away at one of the
Alcina numbers with a purity and techni-
cal freedom that recalled her sensational
“Let the bright seraphim” in another
Handel piece, Samson, in October 1958
—somc¢ months before her first Lucia
triumph taught the world that this was
going to be one of the historic voices
of the century. CHARLES REID

History continues to
repeat  itself at the
Paris Opéra and the
Opéra-Comique. Ad-
ministrator A. M.
Julien, after an ex-
cellent  start  three
years ago and a disappointing finish last
winter, has departed in the usual at-
mosphere of defeat and recrimination.
His successor is Georges Auric, one
of the members of “Les Six” and most
active in recent years as a film com-
poser. Culture Minister Malraux favors
direction by a panel of experts, with
the titular director merely a first
among equals—a modus operandi with
which Julien could not agree. At all
events there is no doubt about the need
for some changes during the coming
season.

The new Pelléas et M élisande, sched-
uled for transfer from the cozy Opéra-
Comique to the dangerously impressive
Palais Garnier this summer, is therefore
in limbo, and may remain there until
next year. Controversy over this trans-
fer was a contributing reason for Julien's
departure. Rchearsals are under way,
however, for Cherubini's Aeédée, and
Pathé-Marconi is going ahcad with plans
to record the production. The firm hopes
to demonstrate that there is nothing
wrong with the Paris Opéra company
that a little more music and a little
less functionarism cannot cure. Rita
Gorr. Guy Chauvet, and Andrée Esposito
will sing. Georges Prétre will conduct
the Opéra orchestra. The recording will
eventually be issued by Angel in the
States.

PARIS

Bach and Rameau. The Paris section of
Deutsche Grammophon is surprisingly
active itn unexpected ways. At the mo-

WWW americanradiohistorv com

ment it is proud of a project for another
monument in the Archive series: The
Well-Tempered Clavier, with the schol-
arly and sensitive Ralph Kirkpatrick at
the harpsichord. The recording sessions
will be spread out over several months,
since Kirkpatrick's other cngagements
have had to be considered, and the re-
lease date will be sometime next spring.

For the Archive department of resus-
citated glory. Marcel Couraud and the
Lamoureux Orchestra are at work on
Rameau’s ballet Pvgmalion. It was com-
posed in 1748, four years after Bach
had constructed his forty-eighth demon-
stration of temperament.

Song of Love. Olivier Messiaen is also
a religious composer, but this fact has
not kept him from becoming the target
of some amazing hostility. When he ap-
peared on the stage at the end of a
recent concert he unleashed an uproar
that set a postwar high—or low—for
Parisian audiences.

Much of what enrages certain listen-
ers, and enraptures others, can be heard
in  Turangalila-Symphonie, which was
commissioned by Koussevitzky in 1946
and given a first performance by Bern-
stein at Boston in 1949. This long,
complex, dazzling, and irritating work
has just been recorded by Véga, with
the composer on hand, and has won
a Grand Prix du Disque.

Both the title (which means “song of
love™) and the content are evidence
of Messiaen’s mystical interest in
Oriental sounds and rhythms. Hindu in
this instance. The usual resonance of a
symphony orchestra is altered drastically
by extra trumpets and drums. by celestas.
vibraphones and a Martenot, and by the
importance of the piano part. The effect
is often like that of an East Indies
gamelan. amplified several times. And
stereo, of course, helps.

The Véga album devotes two discs
to the music and a third to Messiaen
himself, chatting (in French) about his
intentions. Maurice Le Roux. a pupil of
the composer. conducts the Orchestre
National. Yvonne Loriod, another pupil
and a Messiacn specialist. is the pianist.
Her sister. Jeanne Loriod, plays the
Martenot. There is also a reproduction
in color of a painting by Robert De-
launay. Tt is all very Messiaenic.

Bombs and Giggles. The avant-garde
Domaine  Musical, of which Pierre
Boulez is the animator, has had a trying
season. At one concert Hans Rosbaud
and the Sudwestfunk Orchestra failed
to appear as advertised. They were
afraid, Boulez explained (while the audi-
ence became conscious of its own
heroism), of Rightist bombs. At another
concert somecthing potentially  much
worse occurred. Part of the hall, in-
spired by a trombone glissando. gave
itself up to uncontrollable giggling.
Finally Boulez appeared and asked the
gigglers to leave while he and Yvonne
Loriod played his Structures pour deux
pianos. “This  will take.” he said,
“exactly twenty minutes. Then you can
return and demonstrate.”

Roy McMULLEN
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The best thing
that can happen to
a good tuner:

TrHmeE I 5% WL K

(a Fisher amplifier)

Even if you own one of the world's finest high-fidelity tuners—in which case
it is undoubtedly a Fisher FM-Stereo-Multiplex wide-band instrument—you will

not fully appreciate the unsurpassable tonal qualities of a live FM broadcast FREE! $1.00 VALUE! Send for | RIQHER

the 1962 Fisher Handbook, a

without an amplifier of the highest caliber. Not many amplifiers are capable | beautifully illustrated 40-page HANDBOOK
of preserving a totally undistorted input without imparting to it a slight ‘veil’ reference guide, idea book and

component catalogue for cus-
presence. Even fewer amplifiers are faultless in this perfectionist sense at a cludes complete specifications ﬁ,
moderate price. The Fisher X-101-B single-chassis stereo control-amplifier on Fisher control amplifiers. o

shown here is today’s most remarkable exception to the rule. It gives you 56
watts IHFM music power (28 watts per channel) with a listening quality that
has astonished advanced audio enthusiasts, plus front-end control features
that are exclusive to the unique Fisher X Series. The X-101-B costs $189.50*.
Fisher X-100 (36 watts), $159.50*. Fisher X-202-B (80 watts), $249.50*.
Fisher X-1000 (110 watts—worid’s most powerful control amplifier), $339.50*. - ———— e —

#LESS CABINET) PRICES SLIGHTLY HIGHER IN THE FAR WEST.

ABLE BOOK, USE COUPON ON PAGE 17

r
|
|
|
I
of distortion in the reproduction—enough to remove that ultimate feeling of | tom stereo installations. It in-
|
|
I i
| FOR YOUR OWN FREE COPY OF THIS VALU- :
: I
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Honest weight, accurate weight—they're one and the same
People have come to look upon counterbalanced scales as
assurance of accurate weight. And for good reason, too.

Springs are uncertain. They expand with heat, and contract
with cold. The more you extend a spring, the more it pulls back.
With every change of extension. there’s a change in pulling force.
Pick-up arms that use springs are susceptible to these changes.
When several records are stacked on the turntable, the arm is
raised; the length or extension of the spring is altered; the pull-
ing force changes, and consequently, the force of the stylus
changes, too. With warped records, the arm is constantly rising
and falling, and the stylus force is constantly changing.

The Miracord-Studio arm uses no springs. It is like a fine apoth-
ecary or chemist’'s scale—mass-balanced, and freely suspended
on low-friction bearings. Stylus force is set by shifting the mass
of the counterbalance. Once set, this stylus force remains con-
stant with one or with ten records on the platter.

During actual play, the Miracord-Studio arm is completely
disengaged from the automatic mechanism. It responds freely
and effortlessly without the slightest trace of friction or drag.

Location of the pivot at almost the level of the record surface
minimizes wow due to warped records. Tracking error geometry
is at an absolute minimum—zero degrees at 2-inch radius, and
slightly over 1 degree at 6 inches—and there are no resonant
peaks within or even beyond the audible spectrum.

Unlike other transcription arms, you don't have to buy the
Miracord-Studio separately. It is an integral part of the Miracord,
the only record playing instrument with a dynamically balanced
turntable and mass-balanced transcription arm which you can
play manually or as automatically as you please.

Miracord 10H with hysteresis-
synchronous motor is $99.50;
the Model 10 with 4-pole induc-
tion motor, $79.95. Prices in-
clude arm, but do not include
the cartridge and base.

Make it a point to see the
Miracord at your high fidelity
dealer, soon —or write for new
6-page descriptive catalog.

MIRACORD

BENJ/\MlN ELECTRONIC SOUND CORP.,37-03 43r0 AVENUE. CORONA 68. NEW YORK *SOLE U S. DISTRIBUTOR FOR ELECTROACUSTICR RECORD PLAYING COMPONENTS
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The best thing
that can happen to
- a good antenna:

Not even the most sophisticated muilti-element Yagi antenna will give you J|'
completely distortion-free, low-noise reception of the new FM Stereo broad- : me
casts in a difficult area unless the tuner it feeds has exceptional sensitivity | f,ff‘i;gé"’F?S,YQLE,E;“,S;:SK,'°; g§%&1}
and genuine wide-band circuitry. The Multiplex method of FM Stereo trans- beautifully illustrated 40-page
mission makes unprecedented demands on the receiving equipment. The new | reference guide, l'dea b?OK and
line of Fisher FM-Stereo tuners—all with built-in Multiplex—meet these de- | ~omponent catalogue for cos:
mands on the most advanced level of FM engineering in the world today. The | cludes complete speciﬁ{;ations ﬁ.
Fisher FM-100-B tuner shown here has a sensitivity of 0.6 microvolts for 20 : on Fisher FM tuners. Ly
|
|

db quieting (1.8 microvolts IHFM) and incorporates the exclusive Fisher Stereo

Beacon—a unique invention that automatically indicates whether or not an FM |
station is broadcasting in Multiplex and automatically switches the tuner to K%TEYOB%ROI?WBS’;RECEOS?’E)YN ogNTH’J:G\éA w |
the required mode of operation, mono or stereo. The FM-100-B costs $229.50*. | ! |

J

Other Fisher FM-Stereo-Muitiplex wide-band tuners from $189.50* to $419.50*.

o e —— — ———————— C— —————— —
#LESS CABINET; PRICES SLIGHTLY MIGNER IN THE FAR WEST.

CIRCLE 36 ON READER-SERVICE CARD
JUNE 1962 15

www americanradiohistorv com


www.americanradiohistory.com

el .
- . - m

&Ly -

slurp

Remember when the most delicious part of an ice
cream soda was that last resounding sip? The magic
years of youth are sprinkled with a thousand and one
such noisy delights—accepted simply, appreciated
instinctively and forgotten quickly.

These transient pleasures and simple sounds soon
give way to more enduring enthusiasms, to richer
and more meaningful sounds. Such as recordings
on Audiotape. This tape gives you superb clarity and
range, minimum distortion and background noise.
Because of its remarkable quality, Audiotape has
the timeless gift of offering pleasure to everyone
from juvenile soda slurpers to mature twisters. Tryit.

CIRCLE &8 ON READER-SERVICE CARD

Remember, if it's worth recording, it’s worth Audio-
tape. There are eight types, one exactly suited to the
next recording you make. From Audio Devices, for 25
years a leader in the manufacture of sound record-
ing media—Audiodiscs*, Audiofilm*, and

*TRADE MARKS

audiotape
“it speaks for itself” TRADE WARK

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

WWW americanradiohistorv com
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The best thing
that can happen to
a good wife:

(an all-in-one Fisher receiver)

She wants the best of everything. A neat, uncluttered house and, at the same |

time, the finest sound from records, radio or tape. She is all for stereo—but, |

please, no ‘electronics’ all over the house! Unreasonable? Not at all. The Fisher
800-B Stereo Receiver will meet her wifely specifications. It takes up no more
room than a dozen books, yet it combines on one chassis all the electronic
components of a perfectionist’s stereo system: AM-FM-Stereo Multiplex tuner,
high-power stereo amplifier, master audio control and preamplifier. Just take

FREE! $1.00 VALUE! Send for ™

the 1962 Fisher Handbook, a | FISHER
40-page guide to custom stereo, HA ()
with complete specifications
on Fisher receivers and all
other Fisher components.

it out of its shipping carton, connect two loudspeaker units and it's ready to ;‘s"ze' 2::’?:9"”{’:}?“1 NY 1.
play—and outplay some of the most elaborate stereo installations. With built-in L (WLplREm g LB € e e e
Multiplex, 0.9 microvolt FM sensitivity (72 ohms, 20 db quieting), advanced N

wide-band circuitry on both FM and AM, 65 watts IHFM music power output ame !
(32% per channel), plus the exclusive Stereo Beam that automatically spots | Address____ |
FM Stereo broadcasts, the Fisher 800-B is today’s top stereo buy at $429.50*. | c;y, Zone___ State ]
The Fisher 500-B, similar to the 800-B but without the AM tuner, $359.50%. | __ _ @ e N

#LESS CABINET; PRICES SLIOMTLY MIGHER IN THE FAR wEST.

JUNE 1962
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Expcrt: Fisher Radio International, Inc., L. 1. C. 1, N. Y.
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anco CorELLL, who made his 1960
Metropolitan debut in Il Trovaiore,
seems possessed of just about every qual-
ity one could wish for in that fabled
species, the “ideal” Italian tenor. His
voice has been compared to Caruso’s; his
appearance has not been compared to
anybody's, and I would guess that com-
petition in this quarter is negligible. His
warmth and directness were communi-
cated even in conversation through an
interpreter, for Signor Corelli makes up
for the limitations of his English by the
expressiveness of his features and his
hands when he is gaining momentum in
Italian. And he often gained so much
momentum during our talk that his in-
terpreter had to call a halt in mid-course
in order to catch up.

Momentum, as a matter of fact, char-
acterizes the Corelli career. In his early
twenties he worked as a mechanical
draftsman in his home town of Ancona,
sang purely for pleasure, and gave very
little thought to a career in opera.
But at the urging of friends he entered
the vocal competition at  Florence's
Maggio Musicale, won it, and within a
breath-takingly brief time made his offi-
cial debut at Spoleto, rushed from there
to the Rome Opera, and two years later
(in 1954) accepted an invitation from
La Scala to open the season in Spontini's
La Vestale. The La Scala opening has
become almost a habit by now: Il Trova-
tore in December will mark his third
consecutive opening night there.

Obviously, there could not have been
much time, in the course of a career
paced at such a tempo and begun with
so little formal training. for Corelli to
indulge in a leisurely approach either to
vocal study or to the learning of roles. He
took voice lessons in Pesaro, and later—

also in haste—at Florence: such is the
extent of his supervised study. But Signor
Corelli had an ace up his sleeve.

From childhood. like many other
Italian boys, he had loved the records
of Caruso. When he took the plunge
into professional singing. Caruso came
to his aid. Every night for three hours
Corelli would listen to Caruso record-
ings, analyzing. imitating, learning. It
was an intense process. Caruso's over-all
concept of a role did not interest Corelli
so much as his actual voice production.
And so he went at Caruso one note at
a time, sometimes playing a single
syllable or a short phrase over twenty
or thirty times. “l hypnotized myself
with the sound of his voice. I wanted to
study the warmth and the feeling of
heart in him.”

NOT until two years ago, however,
could Corelli’'s absorption in these rec-
ords—and his evident pleasure in the
use of recording equipment itself—be in-
dulged to the full. Now he has his own
custom-built recording studio in Milan,
completely soundproofed (“like a radio
station”) and outfitted with the best
American and German tape and play-
back equipment. Every summer, during
his “forty days’ rest,” he works there,
studying old recordings in much the same
way as before and—perhaps more im-
portant now—taping his own voice.
“Only on the tape can you really hear
yourself. It speaks the truth.” When he
works with tape, he employs the same
analytical method given to his Caruso
study: in his own words, he *“turns all
the Kknobs,” pushing treble and bass
controls to extremes in order to isolate
the characteristics of the voice.

It should be made clear that in spite

FRANCO CORELLI

A tenor in a hurry “turns all the knobs”

and finds a teacher in Caruso.

of his enthusiasm for the use of a tape
recorder, Corelli does not claim that it
can actually replace a good voice teacher.
The fundamental methods which apply
to all study of singing, he said, must be
taught. even though they are sometimes
hard to put into words. Even with the
aid of recording, a singer needs some-
one to help him pick out the defects,
because an artist with a natural voice
may easily succumb to the temptation of
simply enjoying it uncritically.

As for memorizing roles, Corelli finds
records very helpful and uses them
whenever he learns a new part. “But it
does not take great intelligence to learn
a role,” he said. “When the part is me-
lodic it takes six days. Something like
Stravinsky. well, it takes longer, maybe
even twelve days.”

The experience in his own studio has.
naturally enough, given Franco Corelli
special insights into commercial record-
ing (his Angel recordings of Norma and
Pagliacci have already been published,
and more are on the way). Every voice,
he feels, has its own recording character-
istics. Certain small voices will be mag-
nified on records, while some big voices
tend to be reduced to “nothing at all.”
His own problem has been that the ex-
ceptional size of his voice invariably
prompts engineers to turn the volume
controls down. Corelli went on to say,
with a candid smile. that he does not
want to lose on records the vocal quality
which differentiates him in the opera
house, and he has been experimenting
with different makes of microphones to
get around this difficulty. “I hear,”
he says, “that Frank Sinatra carries his
own with him. Why should I not be as
particular about my microphones?” Why
not, indeed? SHIRLEY FLEMING

www americanradiohistorv com
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another

‘KU T exclusive!

NEVWVW RONDINE 2

the only single play turntable

with fully automatic operation

REK-0-KUT, maker of the world’s finest turntables,
combines the superior cuality of single play turntable
with Auto-Poise —the first motor-actuated tonearm.
To achieve this unique record playbzck system,
REK-0-KU~ designed thits urit with two motors, each
of which performs separate functions. ® One motor
drives the turntable quietly at a constant, accurate
speed. m The second motor actuates an electro-
mechanical device which, at the press of a button,
places the tonearm on the record at one gram force,
removes it automatically at the conclusion of the
recording, returns it to t1e a-m rest, and shuts cff the
turntable. ® From the first groove to the last groove

= &

of your record, Auto-Poise is disergagzd and the tone-

arm is completely free-floati-g and independent. If

you want turntable perfection, distinctive styling, un-

ecualed engineering and wcrkmansip in a single

ccmpact factory-assembled unit (14Y2"x 147%”) that

will fit any cabinet, then the RONCINE 2 is for you. Ask

your dealer for a demonstra:ion or write for free

descriptive literature.

® Model R-320A 33% rpm Turntable with Auto-Poise
motor actuated tonearm $169.95

® Model R-320 with S-320 Tonzarm $129.95

® Model R Turntable only $79.95

® Model R Base $14.95

* K U T COMPANY, INC.

38-19 108 ST.,, CORONA 68, N.Y.

EXPOR™: Morhan Exporting Corp., 458 Broadway, N.Y.C. Canada: Atlas Radio, 50 Wingold avenue, Toronto 19.
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ARE YOU BEING CHEATED?

We at GRADO are constantly asked “How does a consumer
know which ads are truthful?’’ ‘*How can the consumer be sure
that what he buys is really good?’’ “*What protection does the
consumer have after he spends his money?’’ He couldn’t be sure
until now!

100% CONSUMER PROTECTION. Proof of GRADO integrity
and superb product quality is what we offer you with absolutely
no risk on your part!!

GRADO SENATOR CARTRIDGE
A Genvuine Moving Coil Stereo Cartridge $24.95

CERTIFIED SPECIFICATIONS. After carefully controlled Labora-
tory tests the New York Testing Laboratories certifies the
following specifications to be completely accurate. (Note: These
specifications will be recertified at various intervals to assure
you, the consumer, of consistent quality).

SPECIFICATIONS —
CERTIFIED (New York
Testing Laboratories)

FREQUENCY
RESPONSE: SEPARATION:
20CPS—1KC— Vertical—Lateral
*1D8B 3008—-1KC
1KC—-10KC— 18DB—15KC
+1.5DB

o o
10KC—22KC— 380‘45
+ 208 B

14D8B

CHANNEL

APPLICATION: Output—

Tone Arm ar
Record Chonger

Excellent far

8MY @ 10CMY
Trocking Force—
3 groms

Mangouraol Records Diomand Stylus

ONE YEAR UNCONDITIONAL GUARANTEE (From date of purchase).
If the cartridge becomes defective for any reasen (including children)
you will receive a brand new cartridge FREE!

5 YEAR DIAMOND STYLU5 GUARANTEE. If the diamond wears from
playing within 5 years of the purchase (even in a record changer) GRADO
will replace it FREE!!

ADDITIONAL PROTECTION. You may return the cartridge to your
dealer for a full refund if you are not completely satisfied after ten days
of close listening in your own home.

THE EXPERTS SAY:

"Provided a tape like stereo effect with no instrument wander.”
Larry Zide ... American Record Guide
""Superb sound at any price.”’
Chester Santon . .. Adventures in Sound, WQXR

If the cartridge becomes defective after the warrantee period expires, for
a flat fee of $15.00, you will receive a brand new cartridge.

ONLY GRADO CAN BE PURCHASED WITH COMPLETE SECURITY!!
The above guarantee also cover:

Laboratory Stereo Cartridge $49.50 e«  Classic Stereo Cartridge $37.50
For Ultimate Results Use The 'I’OPR—A'I'ED Laboratory Series Tone Arm $39.50

ask vour peater asout THE GRADO DUSTAT $6.95
VELVET TOUCH RECORD CLEANER « NO MESSY FLUIDS

FOR FURTHER

nrormation write. GRADO LABORATORIES, INC.
4614 Seventh Ave., Brooklyn 20, N.Y. * Export—Simontrice, 25 Warren St., N.Y.C.
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Letters

The Question of Strauss

SIR:
Glenn Gould's belief that Strauss was
the greatest musical figure who has lived
in this century is one that few music
lovers will find themselves in agreement
with. But the article (“An Argument
for Richard Strauss.” Higu FIbpELITY,
March 1962) is brilliant, like the author.
Albert Sadler
San Diego, Calif.

SIR:
It is a rarity for me to renew a subscrip-
tion beyond one year. but I am instruct-
ing you to extend mine for three years—
not because of the saving involved. but
on the strength of Glenn Gould's illumi-
nating article on Richard Strauss. His
remarks should once and for all suffice
to expose the ridiculous sense of values
employed by present-day music critics
and pace-setters in their frequent odious
comparisons of Strauss’s later master-
pieces with his earlier ones.

Rudolph F. Staw, Jr.

Rochelle Park, N. J.

SIr:
How can one possibly explain Glenn
Gould's inexplicable preoccupation with
the late works of Richard Strauss? The
music is worthy of no such admiration,
and Gould’s stature does not make me
accept his idol worship. Sibelius gave up
in despair of ever creating anything fresh
and original; Strauss should have done
SO 100. . . .

George A. Rich

Minot, N. D.
SIR:
Between Richard Strauss and Fischer-
Dieskau 1 could almost suppose that

you had edited the March issue specif-
ically for me! | heartily agrec with your
campaign to get more of the Strauss
operas on records. and I hope something
more comes of it than words. 1 do not
know what is wrong with people who
find Strauss’s later work lacking in
meaning or beauty, but it does scem 10
me that they must be listening to music
not with their ears but with some portion

Continued on page 22
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Now is the time
to come to the aid

of youmr‘fdf)marty!

The more you enjoy outdoor living,
the more you'll enioy. the Electro-Voice
Musicaster—world’s finest weather-
proof loudspeaker system.

A Musicaster will add to your fun
wherever you are. Whether you're
dancing under the stars, swimming in
the pool, or relaxing around the
barbecue in the backyard, music from
a Musicaster adds the pleasure of
outdoor high-fidelity music from your
present Hi-Fi system, radio, phono-
graph or TV sct.

It's easy to connect for permanent
use outside, or you can simply move
your Musicaster into the recreation
room for year-'round pleasure.

Designed for indoor-outdoor use, the
E-V Musicaster obtains high-fidelity
response from a heavy-duty weather-
proofed speaker mounted in a rugged
aluminum die-cast enclosure. This
combination insures long-lasting
satisfaction under all conditions.

Now is the time to come to the aid of
your outdoor party . . . with an Electro-
Voice Musicaster. [t’s easy to install. ..
send for full information and the name
of your nearest E-V sound specialist.

ELECTRO-VOICE High-Fidelity Speaker System...it’s Weather-proofed!

SPECIFICATIONS:

Frequency Response: 60-13,000 cps
Dispersion: 120°

Power Handling Capacity: 30 watts program
Impedance: 8 ohms

Size: 215" Hx 214" W x 844" D

weight; 31 Ibs. net

P.S. If your school, church 3+ clu
nexds a touga, high-qualitly, g-pu~oose
speake-, the smart choice i3 ar
Electra-Voice Musicaster,®

\ Price: $54.00
{ ") Musicaster |l available with additional tweeter
/ to extend response to 18,000 cps. Price: $75.00

jrs )
4

) Electro-Voice, Inc. Dept. 624H

Buchanan, Michigan

Please send me your booklet, *How to
Enjoy High-Fidelity Qutdoors.""

Name

Address — -
City State.

ELECTRO-VCICE, IMC., Consumer Products Division, Buchanan, Michigan

— WIUW. americantadiohistorny.com: i e e e
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...do what
the experts da...

Beats the heat that wrecks the set.
Reduces service calls by up to 40%.

Improves performance by minimizing drift

due to temperature changes within enclosure.
So quiet you have to feel the breeze to know it’s going.
Oraws 7 watts. Costs pennies a year to operate. Whisper Fan is| deil-
Compact—only 4-11/16” square and 12" deep. able with or without
Installs in minutes. Fast, easy, simple. ﬁﬁl’:{igzpe;‘r:‘,ﬁe"n":e'f

Complete instructions

Write for complete details...or ask your dealer. .. with every Fan.

' ROTRON nigco. inc.

7" WOODSTOCK, NEW YORK ¢ ORiole 9-2401
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LETTERS
Continued from page 20

of their anatomy which the Creator de-
signed for humbler purposes.
Edward Wagenknecht
West Newton, Mass.

Sir:
Readers of HiGH FIbELITY who are in-
terested in Strauss are reminded that
they may join the International Richard
Strauss Society and receive its bulletins.
Correspondence should be addressed to
Herr Doktor Julius Kopsch, Interna-
tionale Richard Strauss Gesellschaft,
Ilmenauer Strasse 10a, Berlin-Grunewald,
Germany.
Herbert Pendergast
Paris, France

Service Problems—with a Happy Ending

SIr:

I have noted with interest your recent
articles and letters on the problems of
servicing equipment. May I describe my
experience?

My Sherwood S-2000 tuner, purchased
in 1957, began to give me difficulties
which none of the local service men
could locate. The trouble was of the
intermittent kind, so devilishly difficult
to find. I sent the tuner in to the manu-
facturer for alignment, but the trouble
persisted. So I sent it back and eventu-
ally it was returned in perfect condition.
In spite of the fact that the warranty had
expired over four years ago, Sherwood
replaced several tubes and coils, gave me
a new tuning gang, put in a new oscilla-
tor circuit as well as an RF circuit, and
rewired some of the other circuits—all
for absolutely nothing. As a matter of
fact, they even paid the express charges!

Thomas R. Mark
Ft. Collins, Colo.

—and an Unhappy Ending

SIr:

W. Goldstick, president of a factory rep-
resentative service firm, Sigma Elec-
tronics, in his reply (“Letters to the
Editor,” HiGn FipELITY, March 1962)
to H. Chaille’s letter on the service situa-
tion. lists Mr. Chaille’s strictures with-
out denying any. I back Mr. Chaille.

Some time ago I asked a factory
representative firm if they could align
my FM tuner, for which I had no factory
alignment data. They also had no data
but said they could. Checking the tuner
after its return, I found it physically
damaged and electronically inferior to its
previous condition. There was very littie
change after three round trips, and never
a word of explanation or apology.

In this instance the ninety-day guar-
antee referred to by Mr. Goldstick
amounted to nothing more than frustra-
tion for ninety days and thereafter. I
gave up long before the ninety days.

S. E. Weissman
New York, N Y.

Continned on page 24
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THE WORLD’S MOST FUNCTIONAL PACKAGE

UNTIL NOW

Bi 1o 1o 1|

THE AWARD SERIES by

narman (CEEEE

Model A50K—50 Watt Stereophonic Amplifier

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 af 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 integraticn of diagrams and text.

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

ble performance 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 A30K—handsome 30 watt inte-
grated stereo amplifier kit—$79.95. Model A50K—powerful 50
watt integrated stereo amplifier kit—$119.95. Model F50XK—
professional FM Stereo (Multiplex) tuner kit—$129.95. All prices
slightly higher in the West.

For more information write
Dept. HF-6, Harman-Kardon, harman
Inc., Plainview, New York.
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with the

bard

speaker
by

SPECIFICATIONS

S

FROM BOZAK RESEARCH
the world’s first truly high
fidelity indoor-outdoor speaker
designed for modern living

Ever wish for high fidelity
speakers that could bring fine
music reproduction where you
wanted it?

One to add gayety to poolside or
patio gatherings, yet follow the
crowd indoors when the evening
chills? One equally at home by
the skating pond or by the play-
room fire?

From Bozak, first with the signi-
ficant developments in loud-
speakers, comes such a speaker
—the new Bard.

Decorator designed to blend
with informal atmospheres, the
Bard is the most carefree
speaker you can own. Weather-
proof because of its exclusive
cone, Bard can be left outdoors
for months, yet continue to pro-
duce factory-new sound quality.
Its handle lets you carry it where
you want it. Its stand provides a
firm foundation on uneven patio
floors, becomes a bracket for
wall or ceiling. Use in pairs for
stereo.

Now on demonstration at your
Bozak dealer.

£ Physical: 18-inch diameter
hemisphere; overall height,
21 inches; front-to-back, 12
inches; weight, 22 pounds.
Finish: sandalwood beige or
eggshell white with >erma-
nently protected burnished
gold trim.

Bozak.

Dept. D, Darien, Conn.

.
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The Very Best in Music

LETTERS
Countinued from page 22
A Pox on Us

Sir:
“A Pox on Manfredini” (Hign FipELITY,
June 1961) was so offensive that I let
my subscription lapse when it expired.
Previously, I had found Hign FIDELITY
attractive in format, interesting, informa-
tive, and with high standards of taste.
The H. C. Robbins Landon article was
a belly blow to thousands of music lov-
ers. So-called *“clever” writing can be
amusing; but when skating on thin ice
“keep it light.” for not only will the
author crash into cold water, he will
splash a lot of innocent bystanders.
Jack Kaplan
New York, N. Y.

—and on Irate Readers

SIr:
I am becoming increasingly amazed at
the tone of vecent “Letters to the Editor”
criticizing your publication of “A Pox
on Manfredini” and other articles of a
critical or controversial nature. I feel
that many subscribers, like myself, want
to see this type of article published.
Readers should not berate HiGu FinEL-
1Ty for doing so. Quite the contrary.
John B. Shoemuaker
Bloomsburg, Pa.

Kudos for C.L.O.

SIRr:
Like most readers. I am much more
prone to write to the editor in anger
than in agreement. But after many ap-
preciative readings of Conrad L. Os-
borne's reviews of vocal recordings, |
would like to express my feeling that he
is one of the few knowledgeable and lit-
erate critics extant. To be sure, I do not
always agree with his findings in toto;
yel I have never found one of his opin-
ions to be based on anything but the
most authoritative and secure consider-
ation. His reviews always add another
dimension to my musical appreciation.
James M. Alfonte
Colorado Springs, Colo.

High Fidelity, June. 1962. Vol. 12. No.
6. Published monthly by The Billboard
Publishing Co., publishers of Billboard
Music Week, Vend. and Amusement Busi-
ness. Telephone: Great Barrington 1300.
Member Audit Bureau of Circulations.
Editorial Correspondence should be ad-
dressed to The Editor, High Fidelity, Great
Barrington, Mass. Editorial contributions
will be welcomed. Payment for articles
accepted will be arranged prior to publica-
tion. Unsolicited manuscripts should be
accompanicd by return postage.
Subscriptions: Subscriptions should be ad-
dressed to High Fidelity, Great Barrington.
Mass. Subscription rates: United States, Pos-
scssions, and Canada, 1 ycar, $6; 2 years,
S11; 3 years, $15; 5 years, $20. Eisewhere
$1 per year cxtra. Single copies 60 cents.
Change of Address notices and undelivered
copies (Form 3579) should be addressed to
High Fidelity, Subscription Fulfillment De-
partment, 2160 Patterson Strect, Cincinnati
14, Onio.
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1. Listen 3 Ways; AM, FM, or FM Stereo 2. Seoarate Tuning Meters
(AM & FM) Insure Precise Station Settings 3. “’Sqguelch’ zlimi-
nates noise between FM Stations 4. Phase Control for cistortion:
less stereo reception 5, Automatic Frequency Control 'locks-in'’
station signals 6. Factory-Assembled, pre alighed FM front end
7. Circuit Eoard Construction for easy asserbly 8. Built-In AM
and FM Antennas 9. Muiltiplex Circuit an integral part of unit

this

small, bright
light indicates
a whole new
world of

R

7 | '90 Iist,ening'

Let it guide you to the wonders of stereo music being broadcast
by FM Stations throughout the country. With this all new
Heathkit Sterzo tuner you can enjoy AM, FM, or FM Stereo. ..
listening unlimited (and when your FM station shifts to stereo,
the light turns on; automatically alerting you). Throughout this
amazing unit, both professional and hotbyist will appreciate
the design, performance, durability, and styling that has made
Heathkitthe world leader in high fidelity electronic kits. And, as
always, this superb engineering is accomplished within a
price range that makes this truly remarkable instrument avail-
able to anyone really interested in fine musrce.

Kit AJ-41....%$119.95 Assembled AJW-41....$139.95

The remarkable AJ-41 is

Just one of over 200 differ-

HEATHEHEIT emt electronic luxuries
by Daystiore available from Heathkit. To

O PEkase send me a free copy of the Heathkic 1962 Catalog

Name

se2 3ll of these economical

THE HEATH COMPANY  unifs, don't fail to write for ~ Addrass

Benton Harbor 8, Michigan ynur free copy of the giant
00-page Heathkit Catalog.  City—___ 7one State

JUNE 1962
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The Sound of Music

WE MUST BEGIN our report on the Fourth “Fes-
tival International du Son” with a confession.
Our prime intent when visiting France is not to
attend high fidelity shows. But it so happens that
we found ourselves in Paris recently during the
very week when the “Festival” was in progress—and
somehow it scemed the dutiful thing to drop by at
the Palais d'Orsay Hotel and take a look at the
French way of exhibiting le matériel haute fidélié.

We bought a ticket at the door and entered a
large room called the Exposition Statique in which
various manufacturers—French, German, English,
and American—had set up attractive booths to dis-
play their wares. These exhibits were not only static
but silent; placards informed us, however, that dem-
onstrations could be heard in other rooms elsewhere
in the building. So we followed the crowds upstairs
to the main (non-statique) part of the show.

At the top of the stairs we saw a sign saying that
the next concert would take place at 3:30. Concert?
Probably, we surmised, it was to be a demonstration
of new recordings. And since it was almost 3:30,
we decided to give it a tumble. On entering the
hall, jt seemed for a moment as if we had wandered
onto a set of the movie Last Year ar Marienbad.
The Palais d’Orsay’s Grand Salon is the quintessence
of late-nineteenth-century grand luxe—gilt ceiling,
crystal chandeliers, voluptuous murals, fluted col-
umns, red carpeting. The plush ambiance set us to
musing about Offenbach and the Goncourt Brothers
and La Belle Epoque, and we were lost in reverie
until the sound of applause brought us back to
reality.

We looked up and realized with a shock that we
were about to hear a real concert. On stage were
two Canadians, a baritone and a lutanist, who started
off the program with a charming group of Renais-
sance songs. They were followed by a young Ger-
man pianist, one of Gieseking’s pupils, who played
Beethoven’s Op. 31, No. 3. Then an excellent Dutch
baritone (Bernard Kruysen, whose Valois recording
of Debussy songs is reviewed on page 61) concluded
the concert with Ravel's Don Quichotte a Dulcinde.

« high fidelity s

JUNE 1962

On our way out we noticed that at 6:30 the Loew-
enguth Quartet was scheduled to play quartets by
Beethoven and Debussy in the Grand Salon. It
began to dawn on us that a high fidelity show in
Paris is something rather special.

We liked other aspects of the “Festival Interna-
tional du Son”—the bookstore, the restaurant, the
spacious corridors, the well-insulated demonstra-
tion rooms (nineteenth-century French hotels were
built with thick walls), the general absence of frenzy.
We liked many of the exhibits too, and were pleased
to note the apparent high regard in which the French
hold first-class stercophony. But what lingers most
in the memory are those concerts in the Grand
Salon—of which at least two were presented every
day, always with the participation of well-known
musicians. They set a tone for the show, gave it a
sense of purpose, and put the display of electronics
in proper perspective. For when you get right down
to it, high fidelity equipment exists to reproduce
music—and it never hurts to be exposed occasionally
to the genuine article.

Unfortunately, that would not seem to be the view
of the Institute of High Fidelity Manufacturers, the
industry organization that directs the New York
High Fidelity Show. We have never seen the likes
of the Loewenguth Quartet in the New York Trade
Show Building (or, for that matter, at any other
high fidelity show in the United States). Indeed,
when Acoustic Research and Dynaco put on some
live vs. recorded concerts at the Hotel New Yorker
in 1960, certain members of the IHFM looked upon
the event as “a competing attraction”—and the AR
people were advised to cancel their plans for a similar
series of concerts in 1961.

Since when does high fidelity have to avoid
“competition” with live music? And why should a
high fidelity show cut itself off from the art that is
its sole raison d’étre? This fall, when the sound of
all those loudspeakers at the Trade Show Building
begins to ring too loudly in our ears, we shall re-
member the Grand Salon at the Palais d’Orsay with
more than a little nostalgia. RoLaND GELATT

www.americanradiohistorv.com
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BY H C. ROBBINS LANDON

One of Europe’s most historic opera houses

reopens its doors on May 30 to continue a
musical tradition stretching back to 1801

ON June 12, 1801, Vienna’s famous little Freihaustheater (or *“The-
ater auf der Wieden,” as it was alternatively called), under the
direction of librettist-actor-manager Emanuel Schikaneder, closed its
doors. It was the end of an era, and while Viennese theatregoers of
the time were probably less nostalgic about the Freihaustheater than
are present-day sentimentalists, no doubt some sense of a vanishing past
was in the air during the final performance that warm June evening.

Ten years previously, Schikaneder had rocketed to fame with
the premiere of Mozart's Magic Flute; always a clever actor and born
with a stage presence that made people laugh, Schikaneder’s name
has for posterity been irrevocably linked with that of Mozart. There
were many in the audience on that evening in 1801 who had heard
Mozart conduct the Magic Flute; and even apart from Mozart, the

The theatre when Schikaneder was director— : -
and Beethoven was “house composer,” ]
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theatre was heavy with the atmosphere of Vienna’s
musical great. Now, however, a new thecatre, the
Theater an der Wien, was to open its portals.

The last performance in the Freihaustheater was
by way of being an introduction to the coming event.
As an epilogue to a now forgotten opera by Antonio
Bruni, Schikaneder produced a one-act pantomime
called Thespis, in which he played the title role.
Thespis (at the Freihaustheater) will go into retire-
ment until the Genius awakens him; as Thespis goes
to sleep, the Genius encourages the audience to make
the short journey across the river Wien, for tomorrow
night Thespis (i.e., Schikaneder) will awaken to new
life with the presentation of his new opera in a
new theatre.

The Theater an der Wien was in fact not quite
ready for its official opening on the next evening:
the safety precautions against fire had not yet been
completed. But the authorities—looking at the im-
posing list of royal personages and other notables
who were to attend the opening (including the Queen
of Naples, the Crown Princes, and so forth)—closed
an eye in the best Viennese tradition and allowed
Schikaneder to proceed as scheduled.

The curtain went up to the famous ritual “three
chords” from the Magic Flute, followed by the
“March of the Priests.” The prologue, “Thespis’
Dream,” continued the symbolic action of the night
before. Despite the attempts of his enemies to drive
him out of Athens (i.e., the new theatre), the Genius
must have Thespis (Schikaneder). Herr Schikaneder
himself then appeared and said a few words to in-
troduce his new opera Alexander, with music by
Franz Teyber. The work was a huge success (twen-
ty-nine performances)—especially the finale, when
Alexander and the Indian Queen were drawn across
the stage in a chariot with four horses, followed by
a vast retinue including forty soldiers on horseback.

Everyone agreed that the Theater an der Wien
was a beautiful house; and the experts praised the
efficient stage machinery, the costumes, the elabo-
rate sets, the complicated action. The rear of the
theatre opened into an elegant garden, and Schik-
aneder had arranged matters so that the whole back
of the house could be slid away, thus making an
enormous stage with a real garden far in the back-
ground. The public was given the same mixture
as in the Freihaustheater—operas, Singspiele, plays,
ballets, pantomimes, concerts, even an occasional
oratorio. Because the theatre lay outside the city
walls, Schikaneder had the clever idea of renting
umbrellas to people who got caught at the theatre
in a rain or snowstorm.

WHEN the fame of a man like Schikaneder is
inexorably connected with someone of Mozart’s
stature, historians are prone to repeat the truism,
“Without Mozart, Schikaneder would have been
nothing.” Possibly. But when Schikaneder ap-
proached Mozart for a new opera, the composer was,
while a well-known figure, not in favor with the
Emperor or the Court. At least in part, we owe

JUNE 1962

the Magic Flute to Schikaneder’s courage and in-
sight, for it is clear that he knew where to turn for
the best available music. After Mozart died,
Schikaneder used whatever local talent was available;
and in 1803, his practiced eye fell on Ludwig van
Beethoven, whom he engaged as “house composer”
for the theatre. Beethoven accepted the offer at
once and was given free lodgings in the theatre build-
ing. As ‘“house composer” (together with Abbé
Vogler), Beethoven began work on a big heroic
opera, Vestas Feuer (text by Schikaneder), but noth-
ing came of this plan. (The one magnificent survival
of this project was later incorporated into Fidelio
as “O namenlose Freude.”)

Still, Beethoven was very pleased by the arrange-
ment, inasmuch as he could now hold concerts in
the theatre; and on April 5, 1803 an “Academy”
was given for his benefit. The concert included
Beethoven's oratorio Christus am Oelberge, the First
and Second Symphonies, and the new Piano Con-
certo in C minor, Op. 37, with the composer con-
ducting from the piano. Contrary to what one some-
times reads, this Theater an der Wien concert was a
great success, not only artistically but financially.

In the fall of 1803, Vestas Feuer was officially
dropped as far as Beethoven was concerned, and the
composer began working on Fidelio, which was orig-
inally entitled Leonore. Schikaneder had retired from
the direction of the theatre but continued, off and
on, to act as producer and writer. Peter van Braun
took over the theatre in 1804, and work on Fidelio,
which had been interrupted, continued at full pace.
Meanwhile Beethoven’s new works were often pro-
duced at concerts in the theatre—the Eroica was
given its first public performance on April 7, 1805,
and a year later Clement played the premiere of the
Violin Concerto in D, Op. 61.

Leonore was now finished (spring of 1805), but
the ultraconservative official censors forbade the per-
formance on political grounds. The librettist,
Joseph Sonnleithner, begged, argued, and finally
reccived reluctant permission to stage the new opera.
By this time it was October 1805, and French troops
were approaching Vienna. With the city in utter
confusion, the French army entered in November
1805; the court and most of the wealthy citizens
had left, and when, on November 20, 1805, Leonore
was first performed, “the Theater an der Wien was
almost empty and the larger part of the audience,
such as it was, consisted of French officers” (thus
a contemporary report). The French did not under-
stand the language or the style—they were used to
the elegant opéra comique of Grétry or Cherubini—
and Leonore was a dismal failure. After two further
performances it was removed from the boards.

Politically, things had settled down by the time
it was decided to try Leonore once again, in 1806.
But despite widespread changes in the libretto and
even in the music (German musical papers, even
those who were very pro-Beethoven, had been luke-
warm or even hostile to the 1805 performance, and
Beethoven must have felt that the fiasco was partly
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his own fault), the work was not a success when it
was revived on March 29. It was permanently re-
moved from the repertoire and did not achieve real
popularity until its revival, with further changes, as
Fidelio in 1814,

Financially. the Theater an der Wien was in con-
stant difficulties, for despite full houses, the costs—
especially the elaborate stage sets—were very high
and rose continually during the Napoleonic wars.
The censor was so severe that it was almost impos-
sible to perform any scrious prose plays at all. and
it was not until the French occupation that Vienna
was able to hear Schiller’'s Don Carlos. At one point
a group of aristocrats (Schwarzenberg, Esterhazy,
Lobkowitz. and others) formed a “Society of Cava-
liers™ to finance the house, but this admirable plan
lasted only a few years. In 1813 Count Palffy be-
came director. and in his era a new and sensationally
successful attraction was launched: children’s ballets.
In Cinderella no less than 176 children took part.
Although Palffy had to invest his own capital in the
theatre to keep it going, the children’s ballets were
so successful that he could almost (if not quite)
make both ends meet. Unfortunately, a scandal in-
volving some of the most prominent members of the
nobility and the young girls of the ballet shocked
even Viennese society, and the ballets were forbidden
by the Empress.

The end of the children’s ballets was disastrous
for Count Palffy; and the theatre—artistically and
in its physical status—began to fall on evil days.
There were high spots—Schubert’'s Rosamunde
(a failure, despite the heavenly music), Rossini's
Barber, Weber's Freischiitz, and especially Schiller's
Jungfrau von Orleans, in which the coronation train
included four hundred extras with horses, dogs,
camels, and a trained magpie. In 1825 Palffy had
had enough and resigned, a ruined and broken man.
(Schikaneder, by the way, had died in abject poverty
in 1812)

IN THE PERIOD following Beethoven’s and Schubert's
deaths, the Theater an der Wien recovered some-
what; but its fame no longer rested on opera and
operetta but rather on prose plays. It was the great
era of Grillparzer, Raimund, and Nestroy (the latter
became a member of the company in 1831), whose
plays with incidental music—most by Adolph Miiller
—became the rages of the day. For the first time in
the theatre's checkered history, box office receipts

covered costs, and in 1831 the “Direktion” could
even afford to install gas lighting.

In the 1860s, a new genre arose: the classical
operetta. The Theater an der Wien soon became
the focal point of this new form, whose instant pop-
ularity made the house rich and fashionable. Offen-
bach’s Orpheus in the Underworld and The Beautiful
Helena played night after night to Vienna’s élite.
In 1870, the building was renovated and iron-framed
armchairs were introduced. The next year Johann
Strauss's Indigo was first performed and brought in
the huge sum of 29,000 Gulden in one month. On
Easter Sunday of 1874 Die Fledermaus gave the
Viennese classical operetta its finest and most lasting
success. Even the angry murmurings of critic Hans-
lick, who thought Eine Nacht in Venedig was rub-
bish, could not prevent Strauss from capturing the
hearts of everyone in Vienna. The (true) story of
Brahms writing the beginning of the Blue Danube
Wualiz on a lady’s fan and signing it “unfortunately
not by me, J. Brahms,” is well known.

The Theater an der Wien became the “official™
operetta theatre for the next half century. The line
between opera and classical operetta was often thin:
on the one hand the stuffy Hofoper (the predecessor
of the present Staatsoper) considered Smetana’s en-
chanting Bartered Bride too light for the “big house,”
and in 1893 the Theater an der Wien staged it for
the first time in Vienna, with resounding applause.
(Three years later the Hofoper backed down and
also did the opera.) In 1897 Puccini arrived in
Vienna to assist in the first Viennese performance of
Bohéme (which was not good enough for the
Hofoper, of course). The critics said that the ova-
tions must be for the “most attractive and handsome
young man” and certainly not for the music. They
found it puzzling that the audience was enraptured
with the opera and that the Theater an der Wien
could repecat it twenty times to full houses.

The twentieth century ushered in the new oper-

The ceiling frescoes regain their former glory.
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etta composers Franz Lehir and Leo Fall—Die
lustige Witwe in 1908 was perhaps the last operetta
in the great classical tradition and the end of one of
Vienna’s fabulous eras: the age of “wine, women, and
song,” of handsome officers and chambres separées,
of champagne parties in the Sacher Hotel lasting till
the early morning, of cigars lit by 100-crown bills. The
great war blew to bits this comfortable, corrupt,
crumbling era—and with it the great days of the
Theater an der Wien.

In the 1920s, lewd operetta texts verging on
pornography brought the house into a disreputable
state, and even Kalman's successful Grifin Mariza
could not stave off the end for long. In the ruinous
1930s, when Vienna was at its lowest ebb, politically,
financially, and emotionally, it was decided to close
the theatre. In August 1935, however, someone
rented the theatre and it managed to keep going
(with guest appearances of Zarah Leander) until the
Anschluss, when it was closed down for good. In
1940 the City of Vienna bought the theatre from its
owner; but the war prevented any further perform-
ances, and the famous little house remained dark.

DURING the final days of the war, in April 1945,
the stately Vienna State Opera was reduced to
a pile of ashes, together with the Burgtheater, St.
Stephen’s Cathedral, and many other buildings. It
was clear that it would be years before the State
Opera could play in the house on the Ringstrasse.
The obvious alternative was the Theater an der Wien,
and on November 6, 1945 the Vienna State Opera
opened the first postwar season in jts new house,
appropriately with Fidelio. Russian, American, and
British troops were in the audience; the heating was
practically nonexistent; and the atmosphere was curi-
ously exciting. Never were the theatres and concert
hall more crowded in Vienna than during those first
postwar years.

I remember Josef Krips and those inimitable
Mozart performances with Cebotari, Schoffler, Kunz,
Seefried, and Schwarzkopf; those stirring Wagner
evenings with Furtwingler; a magnificent Meister-
singer with Peter Anders, conducted with passionate
intensity by Meinhard von Zallinger. Then still in
uniform, my friends and I often sneaked into the
orchestral pit and sat with a score behind the timpani.

Time passed; the occupation ended, and Austria
became the only country from which the Russians
have ever left voluntarily—some people call this the
Austrian Miracle. The State Opera, rebuilt at an
astronomical sum, was finished, and one day the
Staatsoper quietly moved out of the Theater an der
Wien and, a lot less quietly, occupied its old quarters
in the Ringstrasse.

No one had any time to think about the Theater
an der Wien. In the heady intoxication of the new
house, of Karajan, of the guest stars from La Scala,
our thoughts were all on the Ringstrasse. But dis-
quieting rumors from the River Wien kept reaching
us: the Theater an der Wien was going to become a
huge garage; a movie house; a vaudeville; a place
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Gold paint restores the Hapsburg coat of arms.

for American musicals. It was going to be torn
down; it was not going to be torn down.

Finally, the City of Vienna (which had lost the
house after the war) bought back the Theater an der
Wien for some $640,000—in the nick of time. The
condition of the building was so precarious that a
year later nothing could have saved it. It was de-
cided to renovate the whole theatre and save it for
posterity: work was begun, and it was found that
all the original wooden crossbeams were completely
rotten. The budget soared (when everything was
nearing completion, the costs were estimated at four
million dollars), and the City of Vienna had to dig
deep into its reserves to finance the operation. But
the renovation has proved a blessing: many of the
original decorations—frescoes, an original curtain
from the Schikaneder era—were discovered, either
covered with layers of paint or (the curtain) dis-
carded in an attic. The original acoustics, with
an arched wooden ceiling, have been reconstructed;
and from this point of view the theatre will be one
of the finest in existence, rivaling La Scala and San
Carlo. The stage machinery will be as modern as
that in the big house on the Ring, and the decora-
tions will almost equal those of the Residenztheater
in Munich for taste and elegance.

There is some question what the “new” Theater
an der Wien will stage. Here opinions are sharply
divided. Some would like a permanent company;
some want the small-scaled Mozart productions to
be moved from the acoustically unglamorous
Redoutensaal into the Theater an der Wien. EMI-
Angel may want to record there.

At any rate, Herbert von Karajan is scheduled
to open the theatre with the Magic Flute on May 30.
And Karl Béhm will do a gala performance of Alban
Berg’s last and unfinished opera Lulu, as well as a
Haydn opera. Apart from these productions, noth-
ing has been decided yet. Stadtrat Mandl, who is
the cultural officer for the City of Vienna, is not
perturbed.

“I’'m not worried about the house,” he told us
recently. “We haven’t really tried to rent the the-
atre yet; it will all take care of itself.” It is a very
Viennese thought, but we have no doubt that Stadtrat
Mandl is right.
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In the dash, under the dash, and sometimes on the floor—today’s new car radios offer the

A NEW BREED of sleek equipment designed to
travel is now a conspicuous part of the audio
scene. Born of technological windfall and the desire
of music listeners for the superior sound and pro-
gramming of FM while “on the road” as well as
at home, these new devices can make any family
car a listening room, and a few even continue to
perform when removed from the automobile and
carricd under the arm.

The degree to which one gets static-free recep-
tion and wide tonal response with one of these
new sets hinges on several factors. To begin with,
all FM sets for automobile use fall into two groups:
the “FM converter” and the complete FM (or FM-
AM) radio. The converter is designed to work in
conjunction with an existing AM car radio. It picks
up the FM signal from the car antenna and changes
it to an AM frequency, bearing an AM-type signal.
This process, which deceives the car radio into
“seeing” a standard broadcast station near 800 kc,
is the least expensive way of getting FM in the
car, since the converter takes advantage of exist-
ing circuits in the AM radio. The program is heard,
of course, through the AM radio’s own speaker.

Dynaco’s FM set doubles as personal portable.
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Necessarily, the broad spectrum of FM s
funneled through the limits of the AM set. If that
set is of high quality (some AM car radios, for
instance, have 10-watt push-pull outputs), the use
of an FM converter makes fairly good sense. Most
FM programs heard with it will sound better than
AM broadcasts. With an inexpensive AM car radio,
however, the improvement will be less pronounced.
though still discernible, since at least some of the
higher audio tones not normally transmitted by
AM stations will be picked up by the FM converter.
In any case, with a converter the listener nets the
riches of FM programming at the lowest possible
cost and with the fewest installation problems.

Installing a converter actually is within the
province of the do-it-yourselfer. I myself have found
such typical models as the Realistic and Kinematix
converters, for example, fairly simple to install. Two
holes are drilled at the underside of the dashboard
for attaching a mounting bracket that supports the
set. Electrical connections are largely a matter of
unplugging the antenna lead from the AM radio
and inserting it into a jack on the back of the
converter. The AM radio’s antenna jack is now
clear to receive a matching plug from the converter
(the fittings are standard). The final connection is
of the power lead, which hooks to one of three
screws on the rear of the ignition switch. There is
no shock hazard involved, and the correct screw
may be found in minutes by trial and error.

All converters are designed for 12-volt operation.
They will not work on the 6-volt systems common
to cars manufactured before 1955. You can check
this easily by counting the number of filler caps
on the car battery: three caps for 6 volts, six caps
for 12 volts.

The complete FM car radio differs from the
converter in that it comprises everything, including
the audio stages. It is this independence from the
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AM set that makes it a higher-priced rig—and
potentially one capable of producing superior sound.
The design engineer has had a free hand to intro-
duce more elaborate circuits that take fuller ad-
vantage of FM’s unique capabilities, and FM car
radios often have their own superior speakers for
mounting in the dash or on the rear deck.

A prospective purchaser who has just acquired
a new car will probably want to get an FM-AM set,
to be mounted in the dash. A set of this kind may
be reused in another car by purchasing the proper
installation kit (trim plate, new brackets, etc.), avail-
able from the manufacturer at about $10 to $15.
For a car already equipped with an AM radio, one
may buy an FM-only set, which fits under the dash.

FM car antennas have had an erratic history. but
their problem has been resolved. The first FM car
receiver to appear, some years ago. included an
antenna that was to be attached to the windshield.
Present-day designs favor the less cumbersome.
familiar AM “whip” or rod antenna. In fact, most
new FM car radios include a switch that allows
the regular whip antenna to be shared by both AM
and FM sets. The only bow to the demands of FM
reception is the recommendation to adjust the whip
to approximately thirty inches in length. This dimen-
sion permits the antenna to resonate through the
FM band, with little sacrifice to AM performance.

How good is FM on the move? My range tests

with FM converters and complete FM sets
began at a point some forty miles from New York
City, where the radiated power of FM stations is
generally 20,000 watts. At this distance from the
broadcasting station, the noise-suppressing ability
of FM is meager. As the car moved along, the big
problem was not the steady atmospheric hiss, a
measure of which is tolerable: rather, it was the
rapid flutter heard in the speaker as the signal re-
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advantages of FM programming and reasonably clean sound By Leonard Buckiwalter

flected and glanced off nearby surfaces. This con-
dition, which made listening less than unalloyed
pleasure, began to taper off at the 30-mile point.
where strong direct signals began to eclipse the
flutter. When the car entered the primary service
area of the stations (about twenty to thirty miles).
the steadiness and clarity of FM reception were
excellent. Given adequate signal strength, the ini-
tial experience of FM as heard while traveling at
highway speeds should stir even the most jaded
audiophile.

The car radio’s effective range can be increased
with help from some of the available noise-suppress-
ing devices that are designed to quiet radio dis-
turbances created by the car’s ignition system.
Many recent cars come equipped with built-in plug
and distributor suppressors. Older models may be
readily fitted with them. For really severe noise,
special coaxial capacitors (effective at FM fre-
quencies) may be used to replace the factory-
installed units on the car’s generator and voltage
regulator. Such capacitors are provided with the
Blaupunkt and Motorola FM car sets.

In terms of the rigorous standards expected in

Metravox plugs into cigarette lighter outlet.
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home music installations, real high fidelity in a
car is still not attainable, but perhaps this comparison
is unreasonable. What has been achieved by the
FM car radio is a considerable improvement over
AM-—significant with the converter, more so in
complete FM sets. Obviously, the benefits of the
medium exist within its range limitation; it is most
suited for those driving in urban areas or in those
scctions of the country where FM stations abound.
The number of FM stations is, of course, rapidly
increasing; and if the FCC abolishes “simulcasting”
(the practice whercby a station feeds an identical
program to its AM and FM transmitters) the FM
listener will have available to him an cven greater
wealth of program material. As to sterco, we
quericd one manufacturer. purcly as a joke, on
when we might expect a sterco version of his car
FM set. He wasn't disconcerted a bit. The casual
response: “As a matter of fact, we've been working
on it for several months.”

Sterco or no, rising interest in FM has produced
new designs from several car radio manufacturers.
In addition to such familiar names as Motorola,
Blaupunkt, and Becker, there is the Peptona, tor
instance, which is said to fit readily into 85% of
all autos, including compacts and foreign makes.
Granco, a familiar name in low-cost but reliable
home FM receivers, produces an FM converter as
well as an FM car receiver that requires a sep-
arate loudspeaker. Eric, a comparatively new com-
pany, offers an FM tuner whose audio output may
be fed through an existing car radio.  Possibly
indicative of the coming trend among complete
FM car receivers is the Metravox, which utilizes
a “hybrid™ circuit, partly tubes and partly transistors.
The set receives—quite handsomely—FM. AM,
and the short-wave Marine Band; will run on 6 volts
or 12 volts; and can get its power by being plugged
into the car's cigarette lighter receptacle. A stand-
ard connector permits ready hookup to a car
antenna. The Metravox comes. with speaker, on a
wooden frame and may be simply placed on the
floor of the car. More permanent installation, in or
under the dash, also is possible.

Motorola, like most, fits nearly anywhere in a car.

The most striking development in car radios is
the FM portable designed to lead a triple life: at
home, under a car dashboard, or carried about by
hand. The key feature is its ability to slide out of a
dashboard bracket, while retaining the compactness
and low battery drain cxpected of a portable set.
The benefits of such versatility are obvious—you
can drive, walk, or rcpose anywhere without a
break in your listening. Sony’s new Model TFM-95,
the Grundig-Majestic “Roadmaster,” and the Dan-
ish-built Dynaco radio arc among the first such
scts to be announced, and probably more will follow
soon from other sources. These sets all are essentially
FM transistor portables with a new touch of versatil-
ity. The “Roadmaster,” for example, runs on its
own batteries for use out of a car, and may be
connected for mobile use to the 6-volt or 12-volt
system in an automobile. The Sony and Dynaco
models, on the other hand, run on their own
batteries in all types of service. Any of these
scts can be readily secured under a dash, and con-
nected to the car’'s AM antenna.

My own experience with the Dynaco cnables
me to report that its over-the-road performance
definitely provides a quality of sound not possible
with AM radios. There are, to be surc, the com-
promises incvitable with multipurpose equipment.
Thus, while the set plays adequately through its
self-contained speaker. acoustic quality is enhanced
by using its external speaker jack to connect a
larger speaker, such as the rear-deck type which is
becoming increasingly and justifiably popular for
all types of car radios. With any speaker, the set’s
audio output is held to a !-watt level to minimize
battery drain, but the added speaker does help to
exploit the set’s unusually wide (for a portable)
audio response.

With FM more than well on its way to becoming
motorized, the audiophile may ask: what about
similar trends in tapes and discs? While these sub-
jects form a story beyond the scope of this survey,
I might point out simply that the advances in
miniaturization and portability which have produced
a bumper harvest of FM sets have not reached, either
in kind or in number, the tape recorder or record
player ficlds. Present miniaturized tape recorders
suffice for recording voice but still leave much to be
desired as musical reproducers.  As to discs, the
concept of a mobile record player—which started
with Chrysler’s 16-rpm device introduced and with-
drawn six years ago—still is being devcloped by
others, the latest entry being a 45-rpm single-play
unit. Whatever the future brings in either or both
ot these areas, at present the most palpable means
for enjoying quality sound in one’s car remains FM
radio. Certainly, the welter of recent equipment—
and its performance—is cvidence that the manufac-
turers of FM car radios regard this field with serious
interest. This fact. coupled with sociologists’ pre-
dictions of more leisure and travel time for the
majority of Americans. suggests that sound-on-the-
move should enjoy a vigorous future.
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BY CHARLES CUDWORTH

For twenty years the most

notable personality on the English musical

scene was the great J. S. Bach’s youngest son,

MR. BACH OF LONDON

Johann Christian—better known as

IF You had been living in London—or New York
or Philadelphia, for that matter—during the latter
half of the eighteenth century and said that you were
a lover of “Bach,” you would not have meant Johann
Sebastian, the great Bach, whose works swell out
our contemporary record lists. You might possibly
have meant his next-to-eldest son, Carl Philipp
Emanuel—*"Bach of Berlin” as they often called him
in his own time. But more likely than not you would
have yet another Bach in mind: Johann Christian,
old Bach’s youngest son—*“Mr. Bach of London.”
His was the name which appeared most frequently
in the music publishers’ lists in those days; he was
the “Bach™ whose works were then most often per-
formed in the theatres and concert halls of England,
France, Italy, Holland, Germany, Austria, and even
far-away America.

Johann Christian Bach, the youngest of all Jo-
hann Scbastian’s numerous children, was born in
Leipzig on September 5, 1735. He began to study
music with his father, but was only a boy of fif-
teen when his father died and he was sent to Berlin,
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where he lived with brother Carl for several years
and no doubt learned a great deal about “modern”
music, as it was understood at the time in that re-
mote Prussian capital. Then, in his early twenties,
off he went to Italy—gossip said in the company of
a glamorous opera singer. Whatever the truth be-
hind this tale, it is certain that Johann Christian did
move to the South, the only member of his family
to abandon both Germany and the Protestant faith
of his forefathers. As “Giovanni Christiano” he be-
came a Roman Catholic and took the position of
organist of Milan Cathedral.

He carried his studies a stage further too, under
the celebrated Padre Martini of Bologna, the most
learned theorist in Europe. But Johann Christian
was not destined to be a pedantic church musician;
his easygoing, romantic nature had already led him
towards the theatre, and he soon began to acquire a
reputation as an opera composer—to the detriment,
it would seem, of his ecclesiastical duties. But Fate
stepped in again; he was invited to England, to com-
pose an opera for the King's Theatre in the Hay-
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J. (. BACH
ON
RECORDS
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WHEN LISTENING to Johann Christian Bach's
music, yon must not expect to be startled with
dramatic crashes or to be plunged into the phito-
sophic depths. His music was of an age of elegance,
a counterpart of Georgian architecture, of the plays
of Sheridan, of Gainsborough’s paintings. Over-all
shapeliness, the balance of phrase against phrase,
graceful melodies allied with pellucid scoring and
simple but appropriate harmony—these are the
qualities that make his music memorable and that
single him out from among the throng of his con-
temporaries. His use of sonata form is unusual;
often there is no development section as such, but
development and recapitulation are dovetailed with
a neatness that reveals the skilled musical crafts-
man. His slow movements sing, for he learned to
write his melodies in the opera houses of Italy.
His finales take many a hint from French ballet
music and are often built on the old French rondeau
form—in fact, he often uses the French term,
rather than the Italian word “rondo” with which
most of us are more familiar. He was indeed a
thoroughly cosmopolitan composer and one who
develaped strikingly during his fairly short career.
There is a vast difference between the early and
brilliant works for Milan and the late music which
he wrote for London.

A fair amount of his music has been recorded
at one time or another, often coupled with music
by some other member of the prolific Bach clan.
First, the discs currently listed in the American
catalogues. J. C. Bach wrote a large amount of
music for orchestra, usually in the form of three-
movement symphonies or overtures—the two terms
were practically synonymous in his day. His finest
symphonic works were the “Six Grand Overtures,
three for a single and three for a double orchestre”
published c. 1780 as the composer’s Op. 18, al-
though some of them had been written earlier, as
opera overtures, No. | of the set, in E flat, is for

double orchestra; it is a glowing work, with an
enchanting slow movement, as you can hear in the
Philadelphia Orchestra’s performance, directed by
Eugene Ormandy (Columbia ML 5580, mono; MS
6180, stereo—Johann Christian’s double orchestra
symphonies lend themselves well to stereo repro-
duction). This disc is backed by some of J. S.
Bach’s grand organ pieces, arranged for modern
orchestra. Two more of Johann Christian’s Op.
18 symphonies are also available on domestic press-
ings: No. 2, in B flat, and No. 4, in D, both for
single orchestra, played by the Amsterdam Con-
certgebouw Orchestra under the late Eduard van
Beinum; the coupling is Handel's Water Music
(Epic LC 3749, mono; BC 1112, stereo). Op. 18,
No. 2 is J. C. Bach’s most popular work with
modern conductors, and was made so years ago
by that same Dutch orchestra under Willem
Mengelberg. A gracious work, it began life as
the overture to the opera Lucio Silla, which
Johann Christian composed for the Mannheim
opera company in 1776; it is notable for its
subtle use of wind instruments, which at times
foreshadows Beethoven, for the beauty of the
oboe solo in the slow movement, and for the
sparkling gaiety of the final rondeau. Its fellow
symphony on the Epic disc, Op. 18, No. 4, in
D major, is almost as popular, being full of good
tunes from start to finish, all served up with
Johann Christian’s characteristic kindly humor. The
unusually passionate Symphony in G minor, Op. 6,
No. 6—a fine example of that great chain of
“G minor symphonies” which began with Leo and
extended to Mozart and Rosetti—can be obtained
in the United States from Music Guild (14, mono;
S 14, stereo). Mozart himself obviously knew this
terse little work by John Christian when he wrote
his own “Little’ G minor (K. 183)—the two
symphonies have many features in common. This
Music Guild disc also includes the Quintet in F,
together with pieces by other members of the
Bach family. Karl Ristenpart conducts the Chamber
Orchestra of the Saar.

Closely linked with J. C. Bach’s symphonies and
overtures are his concerted symphonies, half-way
house between symphony and concerto. He wrote
many examples of this form, in which he was
a pioneer. One, a Sinfonia concertante scored for
two solo violins and solo oboe, with orchestra,
was recorded some years ago by the Vienna Sym-
phony Orchestra under Felix Guenther (Bach Guild
504), coupled with some works by C. P. E. Bach.
This is a noble work of great breadth, which seems
to have influenced Mozart’s similar concertantes
for two violins, and for violin and viola. Still
in the orchestral field are three charming ballets
from the French opera Amadis des Gaules, pro-
duced at Paris in 1779. These delightful pieces
are energetically played by the Zimbler Sinfonietta
(Boston 1007), coupled with music by Johann
Christian’s two elder brothers, C. P. E. and W. F.
Bach. Continued on page 87
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market. The English capital was then one of the
most celebrated centers, outside Italy itself, for the
production of {talian opera. Had not the great Mr.
Handecl spent the greater part of his life composing
and producing Italian operas, before he turned his
attention to English oratorios? Mr. Handel was only
very recently dead, some thrce years or so before
Johann Christian found himself in London. There
was a void in English musical life, a fine opportunity
for some new and striking personality to bring him-
selt before the London public.

Johann Christian was no titan, compared with
the departed Handel: his talents, like his build, were
of a slenderer cast. But to some extent he did step
into old Handcl's vacant position, and fill it too, for
the next twenty years, as the idol of the British musi-
cal public. True, he wrote no English oratorios, and
he set but few English lyrics to music; but as opera
composer, pianist, and concert promoter he was,
from his arrival in London in the summer of 1762
until his death there in 1782, the most notable per-
sonality in English musical life and, until the arrival
of Haydn in the carly 1790s, the most influential.

Now, as Mr. John Bach, he quickly made many
friends in various walks of life. He became
Music Master to King George the Third's young
Quecen, Charlotte, who remained his faithful friend
through all vicissitudes. He also made friends with
Carl Friedrich Abel, a German composer and cele-
brated virtuoso of the viola da gamba, who had sct-
tled in London a few years previously. They set up
house together, in Bach’s carly years in London, and
gave a famous scries of concerts, first at Soho Square,
later at Hanover Squarc. These Bach-Abel Concerts,
as they were called, introduced much “modern”
music to London audiences (including the sympho-
nies of that rising young Austrian composer, Haydn).
Their own music was “Galante” in style, of the kind
which we sometimes hcar described as “Pre-Classi-
cal.” Many of its melodic phrases, cadences, formal
usages, ctc., werc taken over by the great Viennese
composers for that grander style which we call “Clas-
sical,” and to this extent composers like J. C. Bach
and his friend Abcl paved the way for the ultimate
triumphs of the great Classical composers. Johann
Christian was slightly the more “modern” of the
two; his sojourn in Italy had familiarized him with
the very latest Italian turns of phrase—very important
in an age which valued artistic “up-to-dateness” more
than almost any other aesthetic virtue. But besides
its modernity, Johann Christian’s music had a special
“romantic” quality about it, with its ingratiating
Italian melody enriched by German harmonic re-
source, allied to a more subtle use of wind instru-
ments. As that curious old cighteenth-century book,
the ABC Dario Musico, put it: “It would fill volumes
to particularize the merits of his instrumental and
vocal productions. . . .”

J. C. Bach has, indeed, been called “The Prince
of the Galante.” Certainly his best music has some-
thing of that poignant blend of exquisite melody and
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evocative harmony which we generally think of as
“Mozartean.” Mozart himself obviously had an af-
finity for both the man and his music, from that very
early time when they first met, when Mozart, the
Wunderkind, came to London to play before the
King and Queen. Mr. Bach, the Royal Music Master,
made much of the little boy, sat him on his knee
and improvised piano duets with him, phrase by
phrase. Mozart responded with a lifelong affection
for Johann Christian and his music, as can easily be
inferred by anyone who knows and loves the music
both wrote. It is both instructive and entertaining to
notice how many tunes and phrases by Johann Chris-
tian come popping up in the midst of even Mozart’s
grandest works.

Little Mozart went back to the Continent; Mr.
Bach and his friend Abel carried on with their own
busy lives in London, playing, composing, and gen-
erally enjoying life in that insanitary but pictur-
esque Georgian metropolis. Abel remained a life-
long bachelor, earning great fame with his gamba
playing (much to the envy of their mutual friend
Gainsborough, by the way—the painter aspired to
be a musician and was always being seized by strange
longings to master every new instrument he encoun-
tered, Abel’s gamba among them). Johann Christian
married the singer Cecilia Grassi, who had appeared
in his operas. In later years they lived at Richmond.
and there are charming accounts of outings on the
river Thames, with Madame Bach joining in vocal
duets with her husband’s pupil, Miss Cantelo. Abel
composed mainly instrumental works, but Bach com-
posed music of every kind, vocal and instrumental,
including some fine operas, an oratorio, many songs,
symphonies, concertos, and sonatas.

IT wAs at about this time, 1770, that the new key-

board instrument, the pianoforte, first began to
be known in England. Some German makers, of
whom the foremost was Johannes Zumpe, had set-
tled in England and had begun the manufacture of
those charming little “square” pianofortes (or “forte
pianos,” if you like) which unscrupulous modern an-
tique dealers often miscall “spinets.” The new instru-
ment was first played in public by Charles Dibdin,
an English composer of sea-songs and ballad-operas;
that introduction was in the orchestral pit of a the-
atre, in 1767. The next year Johann Christian, hav-
ing acquired a “square” pianoforte, gave the first
public concert performance. The new instrument
caught on among the fashionable ladies of England;
within a few years, every provincial miss who fan-
cied herself as a lady of taste was badgering her papa
into buying a “forte piano” and gradually the splen-
did old double-manual harpsichords, as well as the
little true spinets, were banished to attics and store-
rooms. In course of time they became collectors’
pieces, and now, as we all know, fetch collectors’
prices.

Mcanwhile Johann Christian became the most
fashionable composer and teacher for the new instru-
ment; he wrote many Continued on page 87
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Our author discourses of recordings in which poets

read from their own works by Elizabeth Hodge

“The poem, after all, only takes wing on the page:
it persists in the ear.” R. P. BLACKMUR
ONE OFTEN HEARS from newcomers to poctry—

or from those newly come to an unfamiliar
poct—the statement, “'I love X's poetry but I don’t
really understand it.” What is usually meant is,

“l feel the poem, but I cannot explain it"—and

there is no real contradiction here. The immediate

appeal of poetry is aural rather than cerebral.  In-
sight into the poem’s totul meaning comes later.
when we have synthesized all of its components.
And an important catalyst in this process often is
the opportunity of hearing the author’s own voice
(or car) in a poem.

This article is in no sense a systematic survey
of recordings of poets reading their own works.
It is. rather, a personal choice among available
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discs, selected primarily because they demonstrate
how an author-as-rcader may illuminate a poem
(or, occasionally, how he may fail). Reference to
the “Spoken and Miscellancous” section of the
Schwann catalogue will acquaint the reader with
the availability of many other fine recordings by
significant writers.

Among the most popular of the recorded poets is,
of course, Dylan Thomas (Cacdmon TC 1002, TC
1018, TC 1043, TC 1132). Thomas’ was one of
the most purely beautiful voices of our time, but,
morc importantly, it was a voice with a wide
range, capable of grecat power but equally capable
of making the descent to the whispered phrase.
The listcner will often abandon thought entirely
and be carried along by the sheer intensity of the
experience conveyed by this poet’s manipulation
of sounds and images and rich metaphor in almost
every line: “Or lame the air with leaping from its
heats”; “from damp love darkness and the nurses
twist”; “especially when the October wind/ with
frosty fingers punishes my hair.” At other times
onc is bewitched by the incantatory tones, as in
A Refusal To Mourn the Death by Fire of a
Child in London or And Death Shall Have No
Dominion. Again, the voice can be gentle and
tender, as in the poignant Fern Hill and the short
story A Child’s Christmas in Wales.

A further advantage of hearing the poet him-
self reading his own work is pointed up by a
comparison of these Caedmon discs with Richard
Burton's reading of some of Thomas' best-known
poems (Spoken Arts SA 789). Burton is a superb
actor and for the most part gives a faithful reading
of the poems; but consider, for instance, the two
versions of And Death Shall Have No Dominion.
Here is the poet crying out against death in the
most primitive terms, in terms which suggest that
the life principle will be validated if only the cry
is loud enough and long enough sustained. Thomas
as reader conveys the intent of Thomas as writer.
The voice rises steadily in each stanza, until the

final cry—*“And Death shall have no dominion”—

is literally shouted. The poet’s voice reinforces the
voice in the poem, and the result is electrifying. Bur-
ton gives an emotionally underkeyed reading, and the
effect, while interesting, seems to me to fall short
of the poet’s full meaning.

The poetry of E. E. Cummings is more often
baffling than genuinely difficult. The bafflement
may spring in part from the reader’s lack of
knowledge of the poet's very private world, but
it also proceeds from Cummings’ vagueness of
imagery, a stretching of syntax sometimes to the
point of incomprehensibility, and finally the writer's
experiments with tyvpography, which often obscure
the meaning of the poem. Hearing Cummings
L read his poetry (Caedmon TC 1017) by no means
“clears up all these difficulties, but it does provide us
with a certain key to the poems. His voice care-
fully indicates the pauses and establishes the rhythm
of the poem, which in turn helps to clarify the work
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for us. He is clearly at his best with a satirical poem,
such as Why Must Itself Up Every of a Park in
which he is able to employ a wide range of effects,
many reflecting his excellent ear for mimicry.

As anyone familiar with Cummings knows, the
toughness of his poetry is more often in the language
than in the emotion of the poem. The poetry is
sprinkled generously with harsh and scatalogical
language, but the effect is often sentimental and
bathetic. Cummings is not a “tough guy,” and his
own reading demonstrates this perfectly, although
he is so good a reader that he often takes the curse
off some of his more sentimental lines. It is diffi-
cult, when one sees the poem on the page, to
imagine an adult reciting, “yes the pretty birds
frolic as spry as can fly/ yes the little fish gambol
as glad as can be/ (yes the mountains are dancing
together).” Cummings does, and imparts to these
lines both intelligibility and a good deal of feeling.

Unbhappily, all poets do not read as well as
Thomas and Cummings. And unhappier still, the
material included on some discs does not always
represent the best or most typical work of the
artist. In the case of Wallace Stevens, for instance,
the results are often damaging and very misleading
(Caedmon TC 1068). With one or two exceptions
all of the poems on this record are from his late
works, The Auroras of Autumn and The Rock.
Since the record will be for some an introduction
to Stevens’ poetry, it is unfortunate that nothing
was included from Harmonium, his earliest and
perhaps his best volume—poems like Sunday
Morning, Peter Quince at the Clavier, Thirteen
Ways of Looking at a Blackbird, and Le Monocle
de Mon Oncle.

Although Stevens always placed aesthetic con-
siderations first, his interest, in the later poetry,
is almost totally with form. It is philosophic poetry,
so highly cerebral that real involvement is almost
impossible. The mind wanders uncontrollably, catch-
ing at a fine phrase or image when it can. Stevens’
reading, unfortunately, does little to aid the listener.
It is precise, and every line is well articulated, but
its essential sameness leads to monotony. The static
quality of the reading often matches the tone in
the poems, but one wishes for more—a change in
pitch, a shading in the rhythm, etc.—and it almost
never comes. The most successful reading on the

W __rxecord is The ldea of Order at Key West, where the

singing of the girl’s voice and the sounds of the
sea are truly evoked.

ONE of the tangential benefits of recordings of
contemporary writers is the opportunity offered
for a reévaluation of their work. A case in point
is Robert Frost, whose poetry is often held up as
a shining contrast to the “deliberate obscurantism”
of some other modern poets. Frost enjoys the double
distinction of respectability in some academic
quarters and approval by politicians, but I suspect
that no one who really listens to Frost reading

l' his poetry (Cacdmon TC 1060) can continue to

www.americanradiohistorv.com

39


www.americanradiohistory.com

40

regard him as simply an “official” poet. The record-
ing is particularly fine because it contains some
of his best work—Provide, Provide, After Apple
Picking, Acquainted with the Night, and The Witch
of Coos—in addition to those poems which we
have come to regard as “typically Frost.”

Provide, Provide begins: “The witch that came
(the withered hag)/ to wash the steps with pail
and rag/ was once the beauty Abishag/ the picture
pride of Hollywood!”; it ends: “Better to go down
dignified/ with boughten friendship at your side
than/ none at all./ Provide, Provide!” It would
seem that few could fail to grasp the poem’s
naked comment about the American cult of cos-
metized beauty and the short-lived fame of the
“star.” Frost’s reading would certainly dispel all
doubt. This poet’s voice is deep, almost gruff, and
his reading is always slow and deliberate, suggesting
the accents of rural New England and evoking
country sounds and smells. The timbre has a rustic
overtone, reflecting not only the serenity of the
country, but its sadness and isolation, as in Ac-
quainted with the Night, and its blank horror, as in
The Witch of Coos. Frost's is a modern sensibility
as much as Pound’s, Stevens’, or Eliot's; and if we
listen, we will recognize that they all inhabit the
same world.

To HEAR the essential voice of Pound and Eliot
more patience may be required. The true unbe-
liever might start with Eliot’s recording of Old Pos-
sum’s Book of Practical Cats (Spoken Arts SA 758).
He may not walk away convinced that Eliot is, after
all, a human being with a whimsical side, but
his receptivity to the poet will have incrcased. As
the title indicates, the entire work is devoted to
the cat—his naming, categorization, and foibles.
This example of Eliot has annoyed some critics
to the point of unpleasant innuendo; in my opinion
the record is delightful.

Judgment as to whether Eliot is a good reader
of his own poetry will be determined partly by
personal taste, but more importantly by what the
individual perceives in Eliot's poetry. I myself
believe that the writer and reader are perfectly
matched, but many disagree. Some listeners are
bored by Eliot's dry, sepulchral tones and by his
seeming inability to rise above a certain low key.
Still others are put off by Eliot the Anglophile,
whose reconstruction of American-English has re-
sulted in some strikingly new sounds. It seems to
me, however, that if we rcad the poems, either
silently or aloud, we soon become aware of a central
voice which runs through most of them, a voice
that approximates Eliot's own. (The poems cited
are on Spoken Arts SA 734.) There is the voice
of Prufrock (“politic, cautious and meticulous/ full
of high sentence but a bit obtuse”) who asks in an
emotionally numbed tone, “Do I dare to eat a
peach?” In Portrait of a Lady the voice is that of
the man “who can be secen any morning in the park,
recading the comics and the sporting page™; in

Ash Wednesday, one hears the voice of the speaker
who has looked deeply at total Hell, rejected it,
and gropes towards a new faith. And there are
the many voices in The Waste Land, looking for
some kind of meaning in an arid, sterile world.
The most hopeful cry they hear is from a past,
better than the present, but irrevocably lost.

The meaninglessness of present-day existence,
the failure of the individual to communicate or even
to objectify his own feelings (“It is impossible to
say just what I mean™) are the dominant themes
of most of Eliot’s poetry. It is difficult to conceive
that the voice which articulates these feelings in the
poems can be very different from the voice we
hear in the readings.

Ezra Pound, though vocally separated from
Eliot by a good major sixth, usually shares with
him the title of Elitest Poet, nastily sprinkling
through his work obscure symbols, classical al-
lusions, and foreign tongues in order to confound
us. Everyone should withhold total disapproval of
Pound long enough to listen to his Caedmon re-
cording (TC 1122). Pound’s voice is rich and deep,
often angry, though not, I think, arrogant, as has
been suggested. There is affectation and exaggeration
in some of his readings, but for good reason (Pound,
whatever else he may be, is seldom capricious).

The acidly sardonic reading of Cantico del
Sole—"The thought of what America would be
like/ If the Classics had a wide circulation/
Troubles my sleep”—almost alone justifies the
price of the record. Whatever Pound’s emotional
problems may be, the voice in this poem is alarm-
ingly rational. And no less rational is the voice of
the poet in the Hugh Selwyn Muauberly sequence:
“For three years, out of key with his time,/ He
strove to resuscitate the dead art/ of poetry. . . .”
but unfortunately “. . . he had been born in a
half-savage country.” There is authority in the
rcadings—the authority of a real anger at the
ugliness and sterility of so much of American
culture (“The tea rose tea gown etc./ supplants
the mousseline of Cos!”). The anger extends to
the statesmen who campaign for peace and deliver
war to the clectorate, and waxes mighty at the fate
of the artist in America who has been told too
many times to “give up verse, my boy, there’s
nothing in it.”

RECORD companies have, to their credit, also
recorded many writers not usually considered as
being in the “mainstream” of contemporary poetry.
I shall mention heze only two of these, John
Betjeman and James Stephens.

Betjeman’s reading (Spoken Arts SA 710) is
highly skilled, but most of his poetry is too idio-
syncratic, too bound up with its author’s own
region of the English countryside to be very mean-
ingful to most American listeners. But a more
particular objection with regard to Betjeman’s
reading is a certain effeteness which, I suspect,
will annoy many people Continued on page 73
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The consumer’s guide
to new and important

high-fidelity equipment

“1 -

high fidelity-

EQUIPMENT REPORTS

Audio Dynamics ADC-85 :
Pritchard Pickup System '

AT A GLANCE: Audio Dynamics Corporation’s Model
ADC-85, named the “Pritchard Pickup System™ after its
designer. combines the well-known ADC-1 cartridge with
a new wooden tone arm. The arm itself, Model ADC-40,
accommodates other high compliance cartridges as well
and is priced at $39.50. The complete ADC-85 system is
$85. Tests performed at United States Testing Company,
Inc., confirm that the arm-cartridge combination is de-
signed as an extremely lightweight pickup system,
capable of very high performance at tracking forces of
0.75 gram or lower.

IN DETAIL: Although the ADC-40 is not the first
wooden tone arm to appear. it incorporates some note-
worthy features. The body of the arm is tubular in
shape, and is machine-tapered from specially treated
walnut stock in order to suppress extraneous resonances
which otherwise could color the pickup’s response. A
plastic plug-in shell fits neatly and readily into one
end of the arm for convenient installation or removal
of the cartridge. Although the arm was designed pri-
marily to complement the extremely high compliance of
the ADC-1 cartridge, it will do the same for most of
today's high quality., high compliance cartridges and
permit smooth tracking at unusually low stylus forces.

The arm is affixed to its vertical mounting post
through a gimbal assembly on a set of bearings that
are. in USTC's view, virtually friction-free. The arm
mounting post also contains a cleverly built-in arm rest
which is quite convenient to use and which eliminates

the need for a separately mounted arm rest. Over-all
design is simple, neat. and functional. and its very small
rear overhang (134 inches) permits the arm to be used
on any turntable.

Installation was found to be relatively quick and
easy. requiring the drilling of only one center hole.
The pivot base is held to the mounting board by three
wood screws. Rubber isolation mounts are provided
between the base and the mounting board. Beneath the
board. the underside of the mounting post contains a
five-pin jack into which a prewired cable assembly
is connected for feeding the cartridge's signals into a pre-
amplifier. The cable includes a separate grounding lead.
which renders the system hum-free. This type of pre-
fabricated cable assembly, which climinates the nced
for fussing with under-the-turntable terminal strips, is
a definite convenience as well as a secure form of
hookup which happily is finding its way into more and
more high quality equipment.

Balancing the arm is a painless chore. following
the instructions furnished. Tracking force then is ob-
tained by adjusting the rear counterweight. Featured
with the arm is a side-thrust compensator which exerts
a constant lateral force on the arm in the direction
away from the center of a record. This device consists
of a small. machined weight suspended on a thread
which must be looped over a hook on the arm rest.
a chore which should not prove difficult for anyone
who has ever threaded a needle.

The recommended tracking force for the ADC-85
system is 3 -gram. At this extremely low force, the

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 independant 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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system tracked very well. Pushing things to a greater
extreme., USTC found that even at a force of Y2 gram.
the ADC-85 still tracked quite well on all but heavily
modulated passages.

To observe what effect the side-thrust compensator
had on the system's output, USTC studied cartridge
output signals on an oscilloscope. The system put out
a very clean waveform. with low necedle talk and
virtually no distortion except for a slight amount in the
10- to 14-kc region. The extent to which this high order

of performance could be attributed to the side-thrust

compensator could not be determined. since removal of
the device had no significant effect. In other words.
with or without it. the ADC-85 remains a top performer.

A quick check on the performance of the ADC-1
cartridge itself was made. using the new CBS Labora-
tories STR-100 test record. The cartridge's left-channel
output was measured to be 6 millivolts at | kc and
5 cm/sec peak velocity. The right channe! showed a

1.7 db greater output. (These figures. incidentally, in-
dicate substantially higher signal levels than were re-
ported in the past on an earlier sample of the ADC-1.)
Frequency response of the left channel was found to
be flat within plus or minus 2 db from 20 cps to about
11 ke, and was up 2.7 db at 12 kc, and down 2.4 db at
20 kc. The right channel had a generally similar charac-
teristic. except for a low-frequency rise of about 2.5 db
below 100 cps. and a high-frequency rise to plus 3.5
db at 10 kc. dropping off to minus 1 db at 20 kc.
Channel separation was measured at 1 kc as 23.6 db
from right to left, and 37.7 db from left to right. At
10 ke. these figures decreased to 11.6 db from right to
left, and 23.6 from left to right. In general, to sum up.
the ADC-85 stands as a very fine product. Its listening
quality can be characterized simply as full, clean, and
transparent. And while the new arm and cartridge com-
prise a fine “integrated” pickup system. either can be
used with other cartridges or arms, respectively.

Harman-Kardon "Festival” TA-5000X
AM and Stereo FM (Multiplex) Receiver

AT A GLANCE: This latest entry in Harman-Kardon's
“Award” series is a good example of the new type of
“all-in-one” instrument ushered in by FM multiplex
stereo. It consists of an FM stereo tuner with built-in
multiplex facilities. plus an AM section, and an inte-
grated stereo amplifier. The amplifier handles not only
the received broadcast signals, but provides complete
controls and power amplification channels for external
stereo and mono program sources. such as phono and
tape. United States Testing Company. Inc.. found that
the tuner section has adequate sensitivity. and that the
amplifiers provide better than 20 watts of clean power
on each channel. Dimensions are: 16 inches wide by
6v4 inches high by 13%: inches deep. Weight is 40
pounds. Price: $299.95: WW-80 walnut enclosure,
$29.95; CX-80 metal cage. $12.95.

IN DETAIL: Front panel controls on the “Festival”
include volume. blend. and balance controls common
to both channels. and separate bass and treble controls
for each channel. A function selector has positions for
tape head. phono cartridge. auxiliary. AM. FM. FM-
AFC, and FM stereo. Slide switches are used to con-
trol channel reversal. equalization characteristics (RIAA
or NAB). loudness contour. and insertion of the scratch
and rumble filters. Above the tuning knob at the right
end of the front panel is a tuning meter. which op-

erates in both the AM and FM modes as an effective
tuning aid. Below the tuning knob is a stereo headphone
jack. designed for use with low-impedance (4- to 16-ohm)
stereo headphones. When a headphone plug is inserted
into the jack, the speakers are disconnected from the
output transformers.

On the rear of the receiver. input jacks are pro-
vided for two high-level stereo inputs (auxiliary and
ceramic phono) and two low-level inputs (tape head and
magnetic phono). In addition to the speaker terminals,
high-level tape output jacks are provided.

A total of 17 tubes is used on a relatively compact
chassis. The FM tuner section is fed from a 300-ohm
balanced antenna input. and features a tuned, grounded-
grid RF amplifier (¥2-6AQR8); a low-noise triode mixer
(2-6AQ8); a Colpitts oscillator (¥2-6BL8). three IF
stages (6AJ8. V5-6BL8, and 6EQ7): a gated-beam limiter
(6BN6); and a Foster-Seeley diode discriminator. A re-
actance-type AFC circuit (/2-6BL8) is also used.

The AM tuner section. which can be fed from either
a built-in ferrite loopstick antenna or a long external
wire antenna. consists of a high-gain RF pentode ampli-
fier (¥2-6BL8). a heptode converter (6AJ8). an IF stage
(Y2-6BL8). and a vacuum-tube detector (6EQ7).

The multiplex adapter section of the TA-5000X con-
tains two tubes and four germanium diodes. The input
stage to the adapter is a cathode follower (Y2-12AX7),
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containing in its cathode circuit an SCA filter to shunt
out frequencies above 53 kc. Two 19-kc amplification
stages are provided (¥2-12AX7 and Y2-6BL8) which
amplify the 19-kc pilot and feed a 38-kc doubler circuit
(Y2-6BL8). The 38-kc regenerated subcarrier is fed into
a transformer, at the secondary of which are obtained
two 38-kc signals, 180° out of phase. These two signals
are fed to opposite sides of a resistive bridge circuit. into
which is also fed the composite stereo signal. The bridge
output is fed into a ring detector containing the four
matched germanium diodes which detect the L and R
signals and suppress the reinserted 38-kc carrier. The
audio signals are then passed through a deémphasis net-
work to the audio amplifier.

Initial preamplification of the low-level signals in the
audio amplifier section is performed in 2-12AX7 stages,
which also provide the proper equalization (RIAA or
NAB). The preamplifier stages, as well as the first audio
stage (Y2-12AX7), use DC filament voltage to minimize
hum pickup. This stage is followed by a second audio
stage (%2-12AX7), a phase inverter (Y2-12AU7), and
push-pull output tubes (7355). The audio output trans-
formers on the TA-5000X are fairly hefty, as is the
power input transformer, and the power supply uses
silicon diode rectifiers to supply the B-plus voltages.

The IHFM sensitivity of the FM tuner section was
measured to be 8 microvolts at 98 megacycles. While
this sensitivity is lower than in several better and costlier
tuners, it is adequate for satisfactory reception on mono
and stereo in all but fringe areas. Total harmonic dis-
tortion, measured with 100% modulation (75-kc devia-
tion)., was found to be 1.2% at 40 cps and 400 cps; it
rose to 1.9% at 1,000 cps. THD at 30% modulation
was measured to be 0.44%.

Intermodulation (IM) distortion, taken by the THFM
method. was 0.45%. Capture ratio was 5 db. Dial cali-
bration on FM was generally very good, becoming ex-
cellent at the low end of the FM band. FM frequency
response was excellent, being measured as flat within
plus 0 and minus | db from 20 cps to 20 kec.

The performance of the AM section could hardly
be considered as characteristic of sophisticated AM de-
sign, but still was considered to be significantly better
than what is available from typical AM radios. Its

Square wave response of the amplifier
to 10 kc, above, and 50 cps, below.
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IHFM sensitivity was 260 microvolts, which could not
be improved by adjusting the AM front end or IF sec-
tions. The THD was 1.9% at 30% modulation. and
frequency response was flat within plus 0 and minus 3
db from 20 cps to 4 ke, dropping off to minus 6 db at
6.5 kc. In our view. the AM section is of marginal im-
portance to most serious listeners, what with the replace-
ment of AM-FM stereo broadcasting by the newer FM-
multiplex form of sterco. Thus. the greatest point of
design compromise inevitable in this type of “all-in-one™
logically should show up in its AM section, which—in
the TA-5000X—is exactly the case.

In the FM stereo mode, the TA-5000X performed
quite satisfactorily. Frequency response was flat within
plus or minus 2 db from 20 cps to 15 ke, and channel
separation was maintained above 15 db from 20 cps to
10 ke, with a maximum of 31 db at 400 cps. Channel
separation dropped to a low of 11 db at 15 kc. which is
adequate. Channel separation from right to left. and
from left to right. was almost identical throughout the
audio band, which bespeaks a very well-designed circuit.
The THD on multiplex operation was 3.5% at 40 cps,
and 1.5% at 1,000 cps. Suppression of the 19-kc pilot
and 38-kc subcarrier signals was excellent, thus assuring
no “birdies™ in off-the-air recordings.

The audio amplifier in the TA-5000X provides 24.5
watts of audio power per channel at 1.000 cps before
clipping occurs. At this level, the THD was 1.3%.
When both audio channels were driven simultaneously,
the amplifier put out 19.5 watts per channel for 1.3%
THD. The amplifier's power bandwidth extended from
35 cps to 17 kc. At half-power (12.25 watts), the ampli-
fier's THD remained under 1% from 50 cps to 13 ke,
rising to 2.7% at 20 cps, and 1.7% at 20 kc.

At the 1-watt level, the amplifier's frequency re-
sponse was within plus or minus 1.2 db from 5 cps to
56 kc, which is outstanding for this class of equipment.
The fact that flat response could be measured with the

tone control knobs in the indicated or “mechanically
flat” position, is itself unusual for this type of unit and
indicates very careful engineering, since “mechanically
flat™ is not always “electrically flat™ in combination
amplifiers. USTC points out that the high-frequency
transient response of the TA-5000X. as shown by the
10-kc square wave, was better than it has yet seen in any
control amplifier or receiver. Only the smallest amount
of high-frequency ringing was present. At 50 cps, the
tilt of the square wave response shows some phase shift.
although it actually is less than observed in some costlier
units. The amplifier's damping factor was on the low
side, being 2.7.

IM distortion in the amplifier remained under 1%
up to 8.8 watts, and rose to approximately 2.1% at 20
watts. The amplifier’s signal-to-noise ratio was 81 db
on the high-level input, 47 db on the tape head input.
and 43 db on the phono input. Sensitivity for 24.5 watts
output was 300 millivolts (mv) at the auxiliary input.
1.28 mv at the tape head input, 78 mv at the ceramic
phono input. and 1.28 mv at the magnetic phono input.
Channel separation in the sterco mode was better than
41 db up to 10 kc.

The amplifier's equalization characteristics were ex-
cellent, remaining within 1 db of the nominal RIAA
and NAB curves. except for a slight droop in the NAB
response above 12 kc which increased to 3 db at 20 kc.
The tone control and loudness contour characteristics
were good. The scratch and rumble filter characteristics
were somewhat severe. and in addition to reducing
rumble and scratch on poor program material would
also tend to further limit such material. The rumble
filter cut the bass response 5.6 db at 100 cps. and 12.2
db at 60 cps. Below 60 cps. the rumble filter provided
attenuation at the approximate rate of 12 db per octave.
The scratch filter cut the high frequency response by 8
db at 3 kc and 12 db at 5 kc. above which frequency
its response fell off at the rate of 9 db per octave.

Summing up, it appears that within the limitations
of space and cost imposed by an all-in-one equipment,
the TA-5000X represents an excellent engineering com-
promise. Its most severe limitations—judged by rigorous
high-fidelity standards—are in the AM section which is
of relatively minor importance anyway. As to its FM
section and stereo amplifier sections, admittedly there
arc better tuners and better amplifiers available as sep-
arate components—the same manufacturer’'s own Cita-
tion line. for instance. However, where both installation
space and price must be held down. the measurements—
confirmed by listening tests—indicate that the TA-5000X
would represent a very good choice.

COMING REPORTS

H. H. Scott LT-110 FM Stereo
(MPX) Tuner Kit

Concertone Model 505-4R Stereo
Tape Recorder

General Electric VR-1000 Series

Cartridge
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Fisher Model KS-1

Speaker System Kit

AT A GLANCE: The KS-1 is the first speaker system
in kit form to be offered by Fisher. It consists of
woofer, midrange, and tweeter cone speakers, cross-
over network, wires, hardware, grille cloth, and ncat
walnut or birch cabinet which is ready for finishing by
the owner. The completed system is of the new “slim-
line” variety (it measures 18 inches wide by 24 inches
high by 5% inches deep): it may be positioned wherever
convenient. and cven may be hung on the wall. Prices:
in birch, $59.50; in walnut, $64.50. A factory-wired
version also is available, as model KS-1A: in birch,
$84.50: walnut, $89.50.

IN DETAIL: The KS-1 is a three-way speaker system
using a 10-inch woofer, 2 5-inch midrange speaker, and
a 3-inch twecter. Frequency dividing points, provided
by an L-C-R network with a 6-db/octave slope at the
crossover frequencies, are 1 kc and 5 ke. The speak-
ers themselves are specially treated for besi response
in their respective ranges. Thus, the woofer uses a
soft compliant “surround.” The cones of the midrange
unit and tweeter are held in completely sealed metal
housings, rather than the usual open or sectional frame
found on most speakers. The seal has the cffect of
acoustically isolating these units to prevent possible
interaction with the woofer cone in the confines of the
relatively small enclosure. The seal also pressure-loads
cach driver for smoother response and to help control
its useful output. In effect, it acts as a sharp acoustic
filter to cut off the speaker’s response below a given
frequency. No level controls are furnished for the mid-
range and twecter, and listening tests indicated that none
are nceded since the three drivers sound nicely balanced
with each other.

The sound of the KS-1. while not spectacular. was
fairly smooth, and in view of its compactness. it had
little trace of a “canned” or “honky” quality. Aside from

a slight peak in response between 2.5 and 3 ke, and
another at about 450 cps, response gencrally was
quite clean throughout the system’s range, with no
significant unnatural effects discernible. Bass output
held up nicely to about 70 cps, which seems to be
the KS-1's resonant area, then rolled off gradually
to about 40 cycles and even a bit below that point, but
not at the kind of output level suggested by a 60-watt
amplifier with the volume control turned past the half-
way mark. At the very high end, response was checked
to a little beyond 17 kc.

While not “omnidirectional,” the highs were not over-
ly directive. With a little speaker placement experimenta-
tion—fairly simple in view of the size and weight of
the KS-1—a satisfying location can be found for a
pleasing sprcad on both stereo and monophonic pro-
grams. The over-all sense of sound is not awe-inspiring,
but does seem to project an apparent “system size” that
is bigger than one might suspect from the physical
dimensions of the KS-1. The bass, while not reaching
as far down as some larger systems. was fairly clean and
frce from boom; the midrange was most smooth; the
highs, clean but lacking some of the “open™ or “airy”
quality associated with costlier systems. This impression
varied with program material, and the KS-1 seemed
most satisfactory when handling percussion and wood-
winds. The male voice was fhicely “bottomed” but not
overly heavy. Female voices sounded very well balanced,
with an easy-to-take quality, particularly on popular mu-
sic with light orchestral background.

All told. the net impression of the KS-1 is one of
a modest job very well done. Considering its cost, high
efficiency, and adaptability in terms of installation con-
venience, the Fisher KS-1 should acquit itself satisfacto-
rily in @ home music system in which space and budget
are limited, and which uses a medium- to low-powered
amplifier.

How It Went Together: For anvone with the slightest
experience in kit huilding, the KS-1 shonld prove child's
play. For a totally inexperienced hand, it provides a
painless  introduction to kit building. With its very
clear instructions, and few, simple assembly steps, there
is every assurance that anyone can build this unit
successfully in no more than one and a half hour's time.
While doing so, the builder is afforded some insight
into how a three-way speaker system goes together: how
the drivers relate to the crossover network, how the
connections are taken from inside the cahinet to the
terminals on the rear panel, how a grille cloth is
applied, and so on. The main business of wiring, which
of course would be the crossover network, is already
done so that virtually all that is expected of the kit
builder is to position and install the drivers and make
a few wiring connections, fasten a piece here and there,
tack down the grille cloth, and fit the front and rear
panels of the cahinet. The materials supplied are as
generous in portion as the instructions are in clarity;
when finished, we had left over more than half a tube
of Duco cement, several tacks, and a few wood screws.
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Only Mcintosh of all amplifiers made and advertised today has
such low distortion with such reserve power. You can see the combination of
low distortion and great reserve of the MC-240 in this graph and
remember both channels are operating, both channels of the MC-240
are operating at full power, both channels are operating at full power
at the same time.

40 watts GUARANTEED POWER 20 cycles thru 20KC.
50 watts TYPICAL PERFORMANCE
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TEN YEARS in the record business
is a long time. Think back to 1952.
In that distant era Van Cliburn and
Joan Sutherland were names known
only to friends and family, stereo re-
cording was still up in Cloud Nine,
and twisting was something you did
to wire or thread. Classical record
sules were dominated by one musician,
an cighty-five-year-old Italian conduc-
tor, who that year made a recording
which was far to outdistance all pre-
vious best sellers. Sessions for the
Beethoven Ninth Symphony con-
ducted by Toscanini were held in the
spring of 1952 and the album was is-
sued in September. Before long RCA
Victor had disposed of 224,000 Ninths
in the United States alone—and with-
out benefit of record club.

But times change. In 1954 Tosca-
nini retired and his legend began to
dim.  Radical improvements were
made in orchestral recording tech-
niques. And, as often happens after
the death of an eatravagantly praised
artist, the Toscanini reputation went
into decline. So did his record sales.
Today, we are informed, Toscanini
versions of standard repertoire no
longer “move” in the stores. The
1962 customer values up-to-date sonics
above all else and puts his money on
the latest engineering rather than the
finest interpretation. It is significant
that RCA Victor’s slogan has changed
from “The Music You Want When
You Want It” to “The Sound That
America Loves Best.”

All this is by way of sobering prel-
ude to a report on the resuscitation
of Toscanini’'s recordings with the
Philadelphia Orchestra. During the
season of 1941-42, Toscanini had
refused to conduct the NBC Sym-
phony because of a dispute over ar-
tistic policy; and that winter, as a re-
sult, he was free to accept a guest
engagement with the Philadelphia Or-
chestra. “The conductor,” wrote
Charles O’Connell in The Other Side
of the Record, “was amazed and de-
lighted with the orchestra. Its quick-
ness, agility, musicianship, glorious
tone, and unique sonority were a reve-
lation to him, as well they might be,

JUNE 1962

for neither in Europe nor in America
had he ever conducted an orchestra
the equal of this one at the time of
which I speak. At the first rehearsal
he went completely through the pro-
gram without once interrupting the
orchestra. At the end, he bowed,
smiled, told the men that there was
nothing he could suggest to improve
the performance, and walked off the
stage in high good humor.”

Mr. O'Connell, who was music di-

rector of Victor Red Seal records at
the time, immediately set up some
recording sessions. ‘“We never,” he
relates, ‘“‘approached any recordings
with such careful, such painstaking,
and such exhaustive preparations of
men, machines, and material.
Only the most advanced recording
techniques that we knew were em-
ployed. The orchestra was ‘on its toes’
ready and eager to give its very best.
The conductor was neither harried nor
hurried, and presented himself at the
recording sessions apparently in a hap-
py mood.” Seven major works were
put on wax: Schubert’s Symphony
No. 9, Mendelssohn’s Midsununer
Night's Dream music, the Tchaikovsky
Pathétique, Strauss’s Death and Trans-
Jiguration, Respighi's Feste Romane,
and Debussy’s La Mer and [héria.

Not one of them was ever issued.
The chief stumbling block seems to
have been of a technological nature.
In February 1942 the country was at
war and RCA was already running
into certain shortages. Apparently a
substitute acid was used in the elec-
troplating process, and the masters
emerged (again to quote Mr. O'Con-
nell) “pitted, pocked, and perverted.”
The scratching, crackling. and popping
on the test pressings proved so annoy-
ing that the Maestro and the pcople at
Victor eventually gave up in disgust
and disappointment. The cost and ef-
fort of the sessions were written off,
and for twenty years the masters lay
forgotten in RCA’s Camden vaults.

A few months ago, Walter Tosca-
nini and his engineer John Corbett
decided to find out whether these
Philadelphia  Orchestra  recordings
could be salvaged. The original metal
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stampers were sent from Camden to
the Toscanini recording laboratory in
Riverdale. There they were played
with a pickup specially designed for
the purpose and transferred to tape
via some elaborate electronic filtering
circuits. Subsequently, pops and ticks
were edited out of the tape. The re-
sults are truly astonishing. Surface
hiss has been reduced to a tolerable
level, extraneous noises have been re-
moved, and the lightweight, highly
compliant pickup has revealed glories
in the grooves that were never sus-
pected in 1942. There is no mistaking
the magnificent tonal imprimatur of
the Philadelphia Orchestra or the spa-
cious acoustics of the Academy of
Music. Best of all, Toscanini’s “high
good humor” during this Philadelphia
interlude is vividly apparent in his
interpretations. The 1942 account of
the Schubert Ninth, for instance, has
a plasticity and relaxation surpassing
either of the later versions with the
NBC Symphony.

The next chapter of this “Philadel-
phia Story” is up to RCA Victor. We
queried Alan Kayes, the present Red
Scal manager of artists and repertoire,
on RCA’s intention. “Up until now,”
he told us, “the material has not been
considered suitable for manufacture
on disc. We are looking into it again,
however.” Perhaps an expression of
interest on the part of prospective
customers would incline RCA Victor
toward a favorable decision. Letters
should be addressed to Mr. Alan
Kayes. RCA Victor Records, 155 East
24th Street. New York 10, N. Y.

We look upon the Philadelphia
resuscitations as something of a test
case. If they can be brought out with
success, then we may hope to get some
of the other unissued Toscanini per-
formances that await release—broad-
casts with the NBC Symphony (in-
cluding the complete Romeo and Juliet
of Berlioz), rehearsal sessions, and
the series of BBC Symphony concerts
that were recorded in Queen’s Hall by
His Master’s Voice in 1935, All of
this material is on tape in Riverdale.
It now needs a public—and a willing
record company.
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LIMITED TIME OFFER! |[ymi"
98 "‘:;';:;;;';‘;": MORE BEST os i PHENOMENAl
ADVERTISED PRICE

MONO OR STEREO DUKE _}S)

MORE BEST OF THE DUKES OF DIXIELAND
Tremgndous public demand for AUDIO OF DIXIELAND

FIDELITY special 2.98 offer of The Best of the
Dukés of:Dixieland. (now a collector’s item) has
stimulated this new release at the same low
price! But . . . the offer is limited! BUY NOW
AND SAVE UP TO $3.00.

Mono— AFLP 1964 « 'Stereo—AF_SD 5964

JUST
RELEASED
(AR AUDIO
FIDELITY
RECORDS

WITH STEREOPHONIC CURTAIN OF

HIGH SOCIETY » DILL PICKLES * TROMBONEUM + LASSUS TROMBORNE
SLIDE FROG SLIDE = WASHINGTON POST MARCN = ASLEEP IN THE DEEP
THUNDER AND BLAZES (ENTRY OF THE GLADIATORS) = SWANEE RIVER
WITH A PACK ON MY BACK * MAPLE LEAF RAG = TA RA RA BOOM DE AY

IO AN IR DME IR CREQOPHGNIC HIGH FIOELITY SOUND

8 STEREQ | muw=

PATACHOU at the St.
Regis Maisonette .

Jolie Mome,

Que Reste-t-il,

Je T'Aime Encore Plus,

Ces Petites Choses,

others.

AFLP 1961 » AFSD 5961

LIMBO,

Calypso Party . ..
Cachita, Pepe,
Look For A Star,
Never On Sunday,
Pachanga, others.

AFLP 1967 « AFSD 5967

o St it LRECLARIE HIAN FIDULITY 10000

FOLKSONG, U.S.A.,
The Robhinsdale
Chorale . . .

Ghost Riders

In The Sky,

Yellow Rose Of Texas,
A 'Rovin’, Shenandoah,
Banua, John Henry,
others.

AFLP 1965 » AFSD 5965
OSCAR BRAND—

Mmiaaamso,«um 7 ROLLICKING SEA

SOUND* RECORDING TECHNIQUE! CIigNlégssh..p.
OSCAR BRAND Eaisl n ip,

Recognized for years by  |Ro[LICKING Johnny C°m$°DH°i‘,~°",

/h'-—l/-

discriminating listeners for true Whiskey Johnny,
. . Paul Jones, Ballad of
stereophonic reproduction and .r\,,. : wm. Kidd, High
i | i i i . N Barbaree, others.

the highest standard in high fidelity!

REG. APP. FOR 5 CHAN EJ%/S AFLP 1966 ¢ AFSD 5966

> NEW! FREE! p) Mono (AFLP)—$4.98

] St (AFSD)—$5.95
Complete catalog—fully illustrated eree $
with complete selection listings { - AVAILABLE AT YOUR RECORD SHOP, OR WRITE TO:

for each record—mono and stereo. » Vi i o AUD|O FIDELITY RECORDS

Complete stereo tape listing. AT e DeptHF5, 770 Eleventh Avenue, New York 19, N. Y.
Send for your copy now! R o .
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Review

At the climax of the Triumph

HIx

al Scene: Vickers, Merrill, and Price.

A New Stereo Aida—Sometimes Touching on Greatness

LMOST every music critic feels called
A upon at one time or another to get
in his innings on the question of the “per-
fect” opera. It is customary to inform
the reader that a set of aesthetic rules
both catholic and objective is being em-
ployed to determine the “perfect” opera’s
identity, and then to go ahead and name
the opera that is one's own favorite.

The question of perfection is of course
an idle one. I could name a number of
operas that seem to me to realize almost
completely the possibilities set by the
selected form: Don Giovanni, Nozze di
Figaro. Rigoletto. La Traviata. Carmen,
Tristan und lIsolde, Die Meistersinger,

JUNE 1962

by Conrad L. Osborne

Falstaff, Pelléas et Mélisande, Wozzeck
—maybe more. Perfect. Yet when we
speak of “the perfect” opera my instinc-
tive choice is invariably between only
two—Aida and Otello. A solid case can
be made for Aida from almost any stand-
point. It is good enough to make a strong
impact under the worst performance
conditions (and frequently has to): yet
no opera benefits more from thoughtful
production and strong casting. It is one
of the very small number of operas that
are customarily performed in their en-
tirety—even the ‘“perfect” operas of
Mozart are not held to be perfect enough
to perform without sizable cuts. In addi-

Wwww americanradiohistorv com

tion, Aida is the most popular of all
operas.

The only serious charge that is leveled
against it with any frequency is that it
sacrifices completeness of characteriza-
tion to completeness of the “‘grand” opera
form. But this doesn’t seem to me to be
true; or rather, it seems a bit beside the
point. The characters are not probed in
great depth because the drama is prima-
rily one of situation. They do not really
evolve because the action springs directly
from their inflexibility or their power-
lessness in the face of passion. The
music, of course, is incomparable in the
economy and accuracy with which it
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pinpoints what is going on with these
characters. The first-act trio for Aida,
Amneris, and Radames—one of the
lesser numbers in the score—is a prime
example: in the space of a very brief,
unexceptionably constructed (“perfect™)
scene, the states of mind of these three
(which must make for tragedy) are set
forth with unparalleled exactitude. And
of course the thing that makes the
Triumphal Scene the tour de force it is
is not the excellence of the writing in the
dances, marches, and choruses (though
this music is some of the best of its
sort ever written)., but the genius with
which the principals are brought face
to face with one another and with the
drama’s central conflicts.

In any event, there is probably hardly
an opera lover alive who does not count
Aida among his most cherished proper-
ties. And record companies have, despite
the difficulties and expenses involved,
gone out of their way to keep the market
in full supply of disc versions. Both
Victor and Columbia turned out 78-rpm
sets during the Thirties, and since the
coming of microgroove there have been
at least eleven versions available domes-
tically. RCA Victor has issued a total
of five, and they have all had points
of interest. The first, chronologically
speaking, was the 78-rpm La Scala ver-
sion, with Giannini, Pertile, Minghini-
Cattaneo, and Inghilleri heading the cast.
The singing was variable but always
big-scaled, and there was an aura of
excitement and “class” about the produc-
tion. Next came what could have been
the “dream” version—Caniglia, Stignani,
Gigli, Bechi, Pasero, and Tajo, under
Serafin. But with the leading artists far
past their best singing days, the set
proved a disappointment. Then, in the
Fifties, we were given two versions—
Toscanini’s and Perlea’s—which remain
in the catalogue. The former offers
strength of conception and magnificent
orchestral and choral execution. but ex-
cept for Richard Tucker as Radames,
the singing is drab. Perlea’s rendition is
lively (a bit hectic, in fact), and presents
some splendid vocalizing from a cast
headed by Milanov, Barbieri, Bjoerling,
Warren, and Christoff. Angel assembled
a strong cast in the mid-Fifties (Callas,
Barbieri, Tucker. Gobbi. Zaccaria. under
Serafin), but the erratic conducting,
so-so engineering, and almost-but-not-
quite vocalism of some of the singers
kept the set from the front rank. London
made a try with Tebaldi and Del
Monaco early in the LP era, but the sup-
porting cast was uninteresting, as was the
conducting (Erede's). Cetra produced
two versions that are idiomatic, compe-
tent, and routine.

Since the dawn of stereo, there have
been two versions—a second try by Lon-
don, and this new Victor set. I have
never been an enthusiast for the Lon-
don edition. The sound is excellent, as
are the contributions of Simionato and
MacNeil. But Karajan seems to have
looked on the opera as a lengthy ritual.
and his tempos are so stately as to bring
the score to a virtual halt. Tebaldi has
her compelling points, but seems to have
been below her best form, and the
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Radames of Bergonzi and the Ramfis
of Van Mill are at best intelligent com-
promises with the requirements of these
roles.

Victor’s latest entry is, in my opin-
ion, the closest approach on records to
an entirely satisfactory Aida. Its con-
ductor, Georg Solti, has come much
closer to Verdi here than in his recent
Ballo in maschera for London. Perhaps
this is partly due to the differing de-
mands of the two scores. Successful lead-
ership of Aida depends, I think, on two
qualities before all others: an unflagging
intensity, coupled with a grasp for grand
design. In Ballo (a much more prob-
lematic and uneven score, to begin with),
a feeling of expansive lyricism and a
lightness of touch are of much greater
consequence. (I do not mean that these
things count for little in Aida, but the
sense of drive and the constant white
heat present in the later score cannot
be applied to the graceful set-numbers
of the earlier one. Interestingly, Solti's
Ballo sounds overwrought orchestrally,
as if he were trying to infuse Riccardo’s
loping little arias with an emotional por-
tent that just isn’t there.) Then too. Vic-
tor has not allowed the Solti orchestra
to swamp the singers quite as thoroughly
as in current London practice: moreover,
this is a tough crew to swamp. The
leadership here is taut and elastic. One
magnificent section leads into the next in
an admirably pointed way, and the pro-
portions are beautifully judged. Solti
occasionally throws in a highly personal,
almost eccentric note—as with the accent
on the penultimate chord of the slaves’
dance in Act II. Scene 1—but in nearly
all cases these little statements strike me
as being absolutely “right.”

The cast is loud and clear all up and
down the line—six major ships of war
steaming down the oft-sailed channel.
On the female side, things just couldn’t
be better. Leontyne Price’s Aida is
nothing less than a revelation. The sheer
loveliness and ease of her singing is
enough to win the most jaded listener;
I have seldom heard so consistent an
outpouring of round. luminous tone. One
of the three or four most thrilling
moments in grand opera for me occurs
at the climax of the Triumphal Scene,
when the soprano’s voice can be heard
soaring above full chorus and orchestra.
Of course, the soprano must be the gen-
uine article; my own operagoing has
provided me with only four able to rise
to this particular occasion in the huge
Metropolitan—Welitch. Milanov, Tebal-
di, and Rysanek. Miss Price does not
have the sheer caliber of voice of any
of these ladies, but the tone is so true,
so beautifully focused, that it comes
right through the center of the massed
sound. And when she breaks away for
her melting solo line just before the re-
prise of “Ma tu, Re.,” the effect is heart-
breaking. But the thing that really sets
the Price Aida aside from all others is
the unfailing sense of musical direction.
Her singing is always going, and it is
going somewhere definite. This lends a
glowing directness and passion to her
interpretation, and brings the character
alive every step of the way.
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Price is matched note for notc by the
French mezzo Rita Gorr. who pours her
sizable, full-bodicd voice into the role
of Amneris. Gorr keeps her princess
aristocratic; there is no booming raw
chest tone in the name of “power,” and
no distortion of the music in the name
of “passion.” There is just a wealth of
frce, rich, cven tone, intelligently col-
ored, soft or full of punch as the occa-
sion demands. The scenc between Aida
and Amncris—especially from Amneris’
“Radames vive!” through to the
end—is memorablc indeed. with Price
giving us an incomparable aural picture
of the anguished. prostrate slave. and
Gorr thundering out one crushing phrase
after another with awesome casc.

The male casting, while still imposing,
is not quite on this level. Jon Vickers is
a sensitive and gifted singer, but he
never really sounds like an Italian dra-
matic tenor. His voice has little of the
typical Italian liquidness or ring, and
such phrases as “Al! sien grazie ai nu-
mi!” make little effect. Then too, he
scems to shy away from anything that
might seem like simple singing out, and
tends to let the line fall into disarray as
he edges from note to note. Still. there
are very attractive moments in the Nile
Scene, and the final duet finds him at
his best. Robert Merrill's Amonasro falls
somewhat short of the high standard re-
cently set by his Germont and Ashton;
here. he indulges his tendency for what
I would call “woofing”"—the production
of a largish, unmotivated puff of sound.
In the opera house, his Amonasro is
woofed practically from beginning to
end, but on the recording he restricts
himself to a few isolated woofs, as in his
opening lines: “Questassisa cl'io vesta
vi dica che il mio re, la mia WOOF ho
difeso,” for instance. Most of the sound
he produces is. as usual, resonant and
handsome. Giorgio Tozzi is not quite
at his best, either. especially in the first
two scenes, and in any casc his voice is
a bit light for the role. It is rather a
shame that neither Victor nor London
has yet made usc of Jerome Hines in
this sort of assignment. The King is
Plinio Clabassi. and though he is not as
impressive as he was on the Perlea set.
he is still much above average in the
role.

In sum, we have an exciting perform-
ance, one that at a few spots touches
on greatness. It is certainly to be pre-
ferred over the stereo competition. and
most listeners will probably find it the
most interesting of all the available re-
corded editions.

VERDI: Aida

Leontyne Price (s), Aida; Mictta Sighele
(s), A Priestess; Rita Gorr (ms). Am-
neris; Jon Vickers (t), Radames:;
Franco Ricciardi (1), A Messenger; Rob-
ert Merrill (b), Amonasro: Giorgio Toz-
zi (bs). Ramfis: Plinio Clabassi (bs),
The King. Chorus and Orchestra of the
Rome Opera House, Georg Solti, cond.
e RCA Victor LM 6158. Three LP.
$14.94,

e ¢ RCA Victor LSC 6158. Three SD.
$17.94,
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by Robert C. Marsh

Mahler’s Third and Ninth:

Both Worthy Tributes

MIXIZD EMOTIONS are inevitable as one
receives these fine Mahler recordings,
the Ninth Symphony conducted by Bruno
Walter. and the Third by Leonard Bern-
stein. The latter album is dedicated to
the memory of Dimitri Mitropoulos,
the former serves as a memorial to
Walter himself—and each reminds us of
the loss of those unique Mabhler ad-
vocates and artists. Their place remains
unfilled, although we can now recognize
too that in Bernstein the composer is
finding a new and most effective spokes-
man.

The more cloguent of the two sets is,
naturally, Walter's, first because he is
performing the stronger of the two
scores. and secondly because I am sure
he was playing it as a personal tribute
to his beloved friend and master. The
product of eighteen hours of work in
late January 1961, this statement of the
Mabhler Ninth serves in a way to trans-
fer to other conductors and the world
a score which Mahler never lived to
play and which Walter introduced to
the public. in Vienna, the year following
the composer’s death.

Last September I visited Bruno Walter
in his sunlit home in Beverly Hills, and
we discussed Mabhler’s last works. The
immediate object of my call was to
confirm my impression that Walter dis-
approved of all efforts to complete the
Mahler Tenth., which has recently be-
come an object of much hypothetical
reconstruction. “Wouldn’t Mahler have
destroyed the finished score.” I asked,
“if he had thought that others would try
to write conjectural endings for this
music?”

“Absolutely.” Walter said. “Mabhler
often went on revising his music after it
had been published. Many of the effects
he wished were so daring. so severe in
their departure from tradition, that even
he felt the necessity to hear them. to
play them himself. before he was sure
that his writing represented his exact
intentions. The Fifth Symphony he re-
vised throughout his life. . . . You know.”
he went on, “everything Mahler wrote
was the product of his own inner strug-
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Walter: the great disciple.

gles. No one who had not experienced
that battle of the spirit could write as
he did. No work of Mahler’s was finished
until he had fought through to the end
and made it a complete expression of
himself. Only he could end that process.
and he would resent furiously anything
incomplete, tentative, half-hatched being
given to the public as his art. I have
played without qualms the Ninth Sym-
phony and Das Lied von der Erde be-
cause I know he was confident that his
music was finished and worthy. But 1
have never played the two movements of
the Tenth Symphony, even though I
agree they are perfectly playable. because
Mabhler would not wish me to do so. |
am not sure they are really the man.”
In his little book on Mahler, Walter
reaffirmed his confidence that the Ninth
was, in fact, Mahler's fulfillment as a
composer. It is permeated with a sense of
departure. a carry-over from the pro-
longed farewell which closes Das Lied
von der Erde. but with it a “transcenden-
tal sense of redemption.” The two outer
movements are both slow, “a long-drawn-
out funeral song.” while the second
movement is “the Austrian country
dance . . . employed with consummate
mastery and delicious grace.” The scher-
7zo “shows once more Mahler’s stupen-
dous contrapuntal mastery.” In the finale
one hears “a peaceful farewell . . . the
clouds dissolve in the blue of Heaven.”
The scope with which Mahler uses the
orchestra to express these things was so
great that no monophonic recording
could more than suggest the impact of
the work. This is true even of Walter’s
Vienna set of 1938. which he never
especially liked because of its extrancous
noises and technical limitations. Even so.
he was in no hurry to remake the record
in stereo but waited until four years of
work with his Los Angeles recording
orchestra had proved that group a sensi-
tive and reliable vehicle for the realiza-
tion of his intentions. There has been
a fair amount of comment in print on
this matter. and let it be said for the
benefit of posterity and the presently
curious that in September of 1961 Bruno
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Walter was pleased with the Columbia
Symphony. referred to it as his orchestra,
and apparently felt no desirc to make
recordings with any other group—al-
though presumably he could have had
either the New York Philharmonic or
the Philadelphia Symphony if he had
wished.

Walter was, moreover, basically unin-
terested in his old recordings (“They
take too much from the imagination™)
and delighted with stereo ("It asks
nothing of you; it is just like being in
the concert hall™). Unlike most musi-
cians of his generation, this conductor
ended his days an outspoken enthusiast
for sterco and a connoisseur of the fine
art of sound reproduction. He considered
his most recent work for the microphones
a true and satisfying likeness of his per-
formances. He was only sorry, he told
me, that he could contribute so little
to the engineers in their search for better
results. Most of those who hear the pres-
ent recording will probably feel. as I do,
that he had already contributed more
than his share.

In addition to the Symphony the al-
bum includes onec disc containing ex-
cerpts from Walter's rehearsals and an
interview (recorded some years back) by
Arnold Michaelis. Both are likely to be
precious documents of the Walter heri-
tage. and most listeners will be delighted
to have them as friendly memorials of the
man. So well do they project the warmth
of their protagonist that the listener must
feel almost as though he himself had
known Walter. As for the performance
of the Ninth, it fulfills all expectations.
Mahler's enormous orchestra spreads be-
fore one in stereo. yet the lines are won-
derfully clear. If you follow with a score.
you can see for yourself that you hear
everything, and what you hear is pretty
much an exact transfer to sound of the
printed page. Listening in this way, |
had the uncanny sensation after a time
that I was hearing Mahler himself con-
ducting—so fully does the recorded per-
formance seem an extension of the com-
poser’s notation.

Walter's special gift as a Mahler con-
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ductor lay in his ability to unify the
composer’s vast constructions, a gift that
grew out of a sure feeling for tempo and
a confident grasp of the musical signifi-
cance of the many tempo changes in
these scores. If you play the new Walter
set against its only real competition, the
Ludwig version, you will sense immedi-
ately the validity of Walter's broader
and firmer thematic statements; and later
on, where the Ludwig becomes jumbled
and the Walter remains clear, you will
respect the latter’s skill in shaping the
inner voices of the music as well as its
obvious outlines. A great performance
of th¢ Mahler Ninth calls for a huge
virtuoso orchestra, the mastery of a dif-
ficult and personal musical idiom, and
the degree of control needed to play
upon the complex registers of the en-
semble with full knowledge of what
every man is supposed to be doing at
every moment. There will never be many
conductors so endowed. We were fortu-
nate to have Bruno Walter and doubly
blessed that he could leave us his achieve-
ment in such substantial form. This is a
recording of genuine historical signifi-
cance.

Its companion set, if not of comparable
importance, is nonetheless a welcome and
impressive release which honors both
the man who made it and the man
it salutes. Dimitri Mitropoulos once ex-
pressed the wish that he might die while
climbing a mountain. If we take this in
its symbolic sense. as a wish to die while
striving to scale some height, his request
was granted, for it was in a rehearsal of
Mabhler's Third Symphony (at La Scala,
Milan) that death came to Mitropoulos
in November 1960. The present record-
ing of that work. duplicating perform-
ances heard in New York the following
year, shares their dedication to his
memory.

My last talk with Mitropoulos took
place in New York the winter before his
death. during the period in which he was
participating in the Philharmonic’s Mah-
ler Centennial. Speaking of the Third
Symphony. he pointed out its links to
Schubert. which he felt were just as im-
portant as the overly stressed ties to
Wagner, and its unique qualities as an
expression of folklore and the love of
nature. Written in Steinbach am Atter-
see. one of Mahler’s favorite summer
retreats, the music of the Third is soaked
with the atmosphere of the Héllengebirge
(literally, Hell Mountains) which tower
over the lake and valley. Bruno Walter
visited Mahler in 1895 while the score
was first being sketched, and as his gaze
rose to the distant peaks his friend re-
marked, “No need to look there any
more—that's all been used up and set to
music by me.” (You hear it in the first
movement.)

It would be a mistake, however, to
regard any Mahler symphony as some-
thing less than sophisticated. The Third
contains straightforward nature painting,
true—one of its greatest attractions is
the third movement, in which a solo
post horn sings to us as the traveler winds
through the echoing mountain walls, and
the chirps. cuckoos. rustlings, and pat-
terings are all genuine enough; but these
things make up only one dimension of
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the work. “I think it strange,” Mabhler
wrote in 1896, “that most people in think-
ing of ‘nature’ always think only of
flowers, little birds, the aroma of the
forest, etc. The god Dionysus, the great
Pan, nobody knows.” To see this five-
movement symphony right, I think we
must regard its first three movements as
a statement of a Dionysian view of the
world, which Mahler then juxtaposes
with Nietzsche’s call to self-awareness
and, immediately following, a superfi-
cially naive statement of faith in Christ
as man’s hope. In fact. none of these
metaphysical considerations is actually
necessary for the enjoyment of the Third,
which can be regarded as a hundred
minutes of attractive thematic material
effectively developed and orchestrated
with sublime craftsmanship.

“What conductors so often fail to
realize,” Mitropoulos told me, “is that,
like Salome or Elektra. this is a full
evening of music in itself. Nothing more
is required. I now feel there should be
an intermission after the first movement
[it lasts thirty-three minutes in this re-
cording] so that the audience has an
opportunity to refresh its senses. The first
time I did this in Europe 1 expected all
sorts of protests and criticism for break-
ing the work, but nothing of the sort
took place. People came to me and said,
‘Now for the first time we were able to
relax and enjoy the entire symphony.'”

Symphonies that are really entire
concerts have an obvious difficulty in
finding performances, and it is the scope
of the Mahler Third. rather than its con-
tents. which has limited its hearings. In
addition to an enormous orchestra, two
choirs and a solo voice are called for.
plus a solo post horn and a first-rate
concertmastcer. The music itself is in the
same vein as the Fourth Symphony
(which takes some themes from its
predecessor). The opening measures are
an Austrian folk song in a lusty rendition
by eight horns; the scherzo borrows from
one of Mahler’s own songs. Ablisung im
Sommer. Yet each of these elements is
perfectly fused into the new context. We
hear this music for the affirmative work
of art that it is. Mahler called it his
“gay science.”

The only previous recording of the
Third was a Vienna production directed
by F. Charles Adler for the SPA label.
It was a good job and served its pur-
pose faithfully. Indeed, its statement of
the fourth movement remains superior
to that of the new set. primarily be-
cause of the greater vocal artistry of
Hilde Rossl-Majdan over Martha Lip-
ton. The Bernstein performance, however,
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is certain to dominate the catalogue from
now on. The obvious advantages of stereo
recording in a work for such massive
forces have bteen fully realized. Instru-
mental and vocal choirs have been ideally
placed, and the result is an amazing
degree of transparency coupled with the
warm reverberation of plaster walls and
wooden floors (the recording was made
in Manhattan Center). Even in mono-
phonic form the sonics are rewardingly
round and rich. the detail clean and
bright. And if Columbia’s engineers have
done their best for Bernstein, he, in
turn, has done his best for them. This
is vastly superior to his previous Mahler
recordings. The style is consistent and
consistently right; the necessary flexibili-
ty in tempo is guided by a sure grasp of
what Mahler was after; and the entire
concept of the work is obviously founded
on both knowledge and love. Much of the
ensemble playing is radiantly beautiful.

The length of the movements neces-
sarily makes for some awkward breaks.
Both versions split the first movement
across two surfaces. and since it is
sectional in construction, no real harm is
done. Adler divides the third movement
so that he may follow the composer’s
directive and play the fourth and fifth
without pause. Bernstein leaves the
third movement intact. but the break
between the fourth and fifth now falls
across two surfaces. I don't care for
this (probably Bernstein doesn’t either).
and the obvious solution is to resort to
tape—the first movement becoming one
reel, the second. third, and fourth an-
other, and the finale a third.

Mahler calls for a post horn in B flat,
and presumably that's what Adler uses.
since such instruments are available in
Europe. Bernstein employs a trumpet in
D. which sounds exactly the same to me
and offers more trustworthy intonation.
The solos, played by John Ware, are
likely to recall themes from Rosenkava-
lier, which, the listener is reminded, was
written fifteen years after these pages
came from Mahler’s pen.

Taking all factors together, one can
hardly imagine a finer memorial to Mi-
tropoulos., a more appealing Bernstein
performance. or a more enjoyable work
to discover. The release of this album
and of the Walter Ninth would seem to
call for a tribute to everyone concerned.

MAHLER: Symphony No. 3, in D
minor

Martha Lipton, mezzo; Women's Chorus
of the Schola Cantorum, Hugh Ross,
dir.; Boys’ Choir of the Church of the
Transfiguration (New York), Stuart
Gardner. dir.; New York Philharmonic,
Leonard Bernstein, cond.

e CoLumsia M2L 275. Two LP. $9.98.
e o CoLuMBIA M2S 675. Two SD.
$11.98.

MAHLER: Symphony No. 9, in D
minor

Columbia Symphony Orchestra, Bruno
Walter. cond.

e CoLuMBIA M2L 276. Three L.P. $9.98.
e o CoLumsia M2S 676. Three SD.
$11.98.
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CLASSICAL

ADAM: Overture, Si j’étais Roi—See
Chabrier: Bowurrée fantasque; Es-
paia; Féte polonaise; Marche joy-
euse.

BACH: Brandenburg Coucerto, No.
5, in D, S. 1050; Three Chorale
Preludes (arr. Stokowski)

Philadeiphia Orchestra, Leopold Stokow-
ski, cond.

e CoLumiia ML 5713. LP.
e o CoLuMiia MS 6313. SD.

$4.98.
$5.98.

The Brandenburg is nicely done, on the
whole. Stokowski scems to employ a
large body of strings. but he keeps them
down very low when the concertino is
in action. and in the tuttis they play with
glorious tone. Only twice does he slip
into the old romantic Bach interpreta-
tion: in the course of each of the fast
movements he makes one unnecessary
and completely unconvincing retard. If
the harpsichord is sometimes too weak,
that is a fault of many recordings with
smaller orchestras; indeed it turns up
here even when the three solo instru-
ments are playing alone. In the slow
movement a double bass plays softly
along with the left hand of the harpsi-
chord, an effective touch I do not recall
encountering before in this movement.
The soloists—William Kincaid, flute;
Anshel Brusilow, violin; Fernando Va-
lenti. harpsichord—are first-class. Va-
lenti achieves variety in his long cadenza
by sensitive phrasing and octave-coupling.
The first two of the chorale preludes are
tastefully done—if this music must be
transcribed at all—but the third ends in a
blaze of Wagnerian brass. Gorgeous
sound, in both versions. N.B

BACH: Clavier Works

Joerg Demus, piano.

e Music Guip 17.  LP.  $4.12 to mem-
bers; $5.50 to nonmembers.

e e Music Guip S 17. SD.
members; $6.50 to nonmembers.

$4.87 to

Demus’ previous recordings of Bach have
not been notable for poetry or insight,
but on the present disc he seems to have
got rid of some of his inhibitions and
his playing comes alive. The lyricism
and charm of the Capriccio on the De-
parture of His Beloved Brother are nicely
brought out here, as is the passionate
sweep of the Chromatic Fantasy. whose
Fugue is played with perfect clarity and
considerable nuance. There are also six
little pieces from the second Notebook
for Anna Magdalena Bach, and a com-
petent reading of the lralian Concerto.
There are better performances on rec-
ords of the Fantasy and the Concerto
played on a harpsichord, but T don’t
know any better oncs of any of these
works played on a piano. N.B.

BACH: Fremwch Suites, S. 812-817

(complete)

Thurston Dart, clavichord.
e Oiseau-Lyre OL 50208. LP $4.98.
e o OI1SEAU-LYRE SOL 60039. SD. $5.98.

Mr. Dart makes a strong case for his
belief that these Suites were conceived
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primarily for the clavichord. Within the
narrow dynamic range of that instru-
ment he achieves a considerable amount
of nuance. bringing out figures that ap-
pear successively in top voice, bass, and
middle voice in a manner that would
not be possible on a harpsichord. The
sarabandes are especially well done:
here Mr. Dart’s songlike sustaining of
the melodic line is matched among harp-
sichordists only by such masters as
Landowska and Kirkpatrick. The rhyth-
mic pulse is steady but not metronomi-
cal, and the special character of each
movement is conveyed, a careful distinc-
tion being made, for cxample, between
courantes of the French type and those
in the Italian style. In some passages
bass and middle voices come through
more clearly than the top part. Some-
times. of course. this is clearly intended
by the player. but at others it is the
top part that bears the melody and the
balance should be reversed. I found it
helpful to keep the treble controls turned
up higher than usual. N.B.

BACH, C. P. E.: Concerto for Harpsi-
chord, Piano, and Orchestra, in E
flat

tFasch, J. F.: Sonata for Flute, Two
Recorders, and Continno, in G

1Quantz: Sonata for Recorder, Flute,
and Continuo, in C

Instrumentalists; Concert Group of the
Schola  Cantorum  Basilicnsis.  August
Wenzinger, cond. (in the Bach).

o ARCHIVE ARC 3173. LP. $5.98.

e o ArclIVE ARC 73173. SD. $6.98.

The Bach offers the rare combination
of the retiring champion of concert key-
board instruments working for a brief
moment in history in peaceful coexist-
ence with its brash young successor. It
is an attractive piece that pits one of
the solo instruments against the other
in dialogues and echo passages; occa-
sionally, as in the slow movement. they
split a melody between them, and some-
times they run along pleasantly together
in thirds and sixths. Li Stadelmann is the
excellent harpsichordist, and Fritz Neu-
meyer plays on a reconstructed late-
cighteenth-century piano, whose light
tone and rhythmic ping accord very
nicely with the harpsichord. The works
by Johann Joachim Quantz (1697-1773)
and Johann Friedrich Fasch (1688-1758)
are cast in the baroque church sonata
pattern  (slow-fast-slow-fast). In these
agrecable compositions the recorder,
shortly to leave the musical arena for a
long sleep, disports itself playfully with
its conqueror.

The recording is finely balanced and
clear, with stereo a particular advan-
tage in the Bach concerto where the
harpsichord and the piano are heard on
scparate tracks. N.B.

BARTOK: Concerto for Violin and
Orchestra, No. 2

Igor Oistrakh, violin: Moscow State Sym-
phony Orchestra, Gennady Rozhdest-
vensky, cond.

e ARTIA-MK 1576. LP. $5.95.
Russians always emphasize the free,
rhapsodic, “gypsy” qualitics of Bartok's
music. even though Bartok himself made
it abundantly clear that the Central Eu-
ropean folk music in which he was in-
terested stood quite apart from the music
of the gypsies. Still, Oistrakh plays so
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Demus: expert Bach on the piano.

well that one must grant his interpreta-
tion much respect. The Moscow State
Symphony is not the best in the world.
but the engineering here is satisfactory
enough. A.F.

BEETHOVEN: Sownatas for Piano:
No. 30, in E, Op. 109; No. 31, in
A flat, Op. 110

Fou Ts'ong, piano.

o WESIMINSTER XWN 19002, L.P. $4.98.
; e WESTMINSTER  WST 17002, SD.
h5.98.

This is a worthy addition to the cata-
logue—the feeling for Beethoven's musi-
cul vocabulary is spontancous, the ap-
proach is wholly sympathetic, and all
the difficult passages are carried by an
unwavering sense of the style—but 1
do not feel that the record really does
Mr. Fou Ts'ong justice. For one thing,
hg: does not have a really first-class
piano (the upper octaves are shallow
in tone), and for another, the engincer-
ing is undistinguished. (The stereo, in
particular, is undeserving of its higher
cost.) Having heard the pianist in this
music in recital, I can testify that there
is a range of nuance and projection in
the live performances which has eluded
the makers of this disc. R.C.M.

BEETHOVEN: Symphonies: No. 1,
in C, Op. 23; No. 9, in D wminor,
Op. 125 (“Choral”)

Phyllis Curtin, soprano: Florence Kop-
leff. contralto; John McCollum. tenor;
Donald Gramm. bass; Chicago Symphony
Chorus and Orchestra, Fritz Reiner.
cond.

e RCA Victor LM 6096. Two LP.
$9.96.

e o RCA Victor LSC 6096. Two SD.
$11.96.

The Becthoven Ninth usually seems to
bring out the Mr. Hyde in conductors.
and it is delicious (if somewhat dia-
bolical) to speculate why. My theory is
that the music itself is of such over-
whelming stature that exponents become
overawed by it, and thus attempt to
worry their interpretative abilities into
something they feel is commensurate
with the task. In any case. this sym-
phony has (with the exception of the
Tchaikovskys) a larger rogues’ gallery
of performance-caricatures than any
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other known to me. On records. for
example, we have the execrably played
Furtwiingler, luridly emotional, and vacil-
lating in tempo. Then, too, there is the
misguided Dr. Klemperer. who sys-
tematically imposes his expected “style”
on the scherzo by tranquilizing its molto
vivace into a stolid andante. There are
many more such examples from so-called
specialists, and of the more celebrated
conductors in recent history only Tos-
canini proved himself morally strong
enough to withstand the temptation to
“interpret.” His performance is a true
re-creation. (A few minor masters such
as Szell and Krips have also given hon-
est accounts of the music, but on a
lower plane of inspiration.)

Reiner 1s a masterful baton-technician,
and a knowledgeable, experienced musi-
cian with a goodly amount of tempera-
ment. On this recording, however, he
fusses and frets over trivial details. dis-
tending and belaboring the musical to-
tality. It is the same story, over and over:
an impressively massive first movement
is suddenly checked at meas. 138, for in-
stance, so that Reiner can demonstrate
his ability to mold the overlapping
woodwind phrases. The alla marcia sec-
tion of the “Ode to Joy” gets off to a
limp start and thus weakens what was,
until then, an imposing projection of
the movement. The Adagio has some
beautiful cantabile string playing, but
Reiner’s mood is self-consciously elegiac
and the static tempo fails to build to a
strong climax.

The second movement. however, comes
off very well (it usually does. for its
steady swagger poses fewer problems of
phraseology). Here. Reiner’s bejeweled
balances and rhythmic control are most
convincing. Reiner eschews the adjust-
ments in the orchestration introduced by
Wagner and adhered to by Krips. Szell.
and Toscanini, proving that it is possi-
ble to make the music “sound” as Bee-
thoven wrote it. The Chicago conductor
observes the first repeat of the Scherzo
section but omits the second. Although
I personally feel that both should be
taken if symmetry is to be preserved. I
will admit that the second part can
forego repetition much more readily
than the first.

The orchestral playing, is, as could
be expected. excellent. There is, how-
ever, some disagreeably sour oboe play-
ing in the second-movement trio, and also
some frizzy trumpet attacks in the march
section of the finale. These minor lapses
become annoying on repeated hearings,
and it is surprising that they were not
corrected. The chorus is well trained,
but tends to sound a mite woolly in
comparison to the superbly luminous
Robert Shaw-led groups which grace
the Szell and Toscanini issues. The solo
quartet is unexceptionable, although I
wish that Gramm wouldn’t substitute
“Fleunde” and “Floyd” for “Freunde”
and “Freude.” (Norman Scott, who sings
the part on the Toscanini set, is also
culpable on this score, incidentally, and
it is rather amusing to hear these singers
sharply rebuked each time by the cho-
ruses, who sing these words correctly.)

RCA'’s sound is somewhat distant, and
strives for a big-hall effect. The vocal
quartet is placed rather remotely (in
simulation of concert hall reality, no
doubt), and there is a goodly amount of
reverberation. In mono, the big masses
of sonority have a tendency to boom
oppressively. The stereophonic edition
alleviates this characteristic by adding a
lot of finely etched detail.

I am not partial to Reiner’s conduct-

54

ing style in general. I find it slick, coldly
objective, and slightly irritating because
of specifics such as those cited in detail
above. 1 am. however, fully cognizant of
the fact that he is one of the master
precisionists of our time, and certainly
this Ninth is among the better versions
in the catalogue. My preference is still
decisively for the Toscanini. but if you
will forego its supreme glory for the
added spread of stereo sound, investigate
the Szell set. The latter also offers a
handsomely performed Eighth, thus auto-
matically scoring over the Reiner, which
gives you a surprisingly raw-toned.
heavily played First Symphony. further
blemished by almost total lack of re-
peats and out-of-tune timpani playing
in the second movement. H.G.

BEETHOVEN: Symphony No. 5, in
C minor, Op. 67; Egmont Over-
ture, Op. 84

Berlin Philharmonic Orchestra, Wilhelm
Furtwiingler, cond.

o DEuTscHE GRAMMoPHON LPM 18724,
LP. $5.98.

Furtwiingler recorded the Beethoven
Fifth three times. with the Berlin Phil-
harmonic in 1937 and 1947 and with the
Vienna Philharmonic in 1954. American
record collectors got to know the first
version through Victor's pressings of the
HMV masters, and the third edition is
currently in the catalogue as a German
Electrola disc. This is the first appear-
ance on the domestic market of the
second version, and it counts as an event
of real significance.

Although all three performances are
similar in spirit, no two are paced exactly

NEXT MONTH IN
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Can High Fidelity Be Measured?
A layman's guide to the under-

standing of test reports.
by Richard A. Kech

Zoo of the Golden Throats
An irreverent view
of Italy's
provincial opera houses.
by Maresllo Corhis

The Many-Sided Villa
“Fabulous” was the word for

Heitor Villa Lobos.
by Everstt Halm
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the same. For years the 1937 set has
served me more or less as a paradigm
of how the work should go, and I have
wished that it could be reissued. There is
trouble with the masters. however, with
the result that a satisfactory transfer
cannot be managed as quickly as
the Furtwingler Paritétique could be
achieved. Unfortunately, the 1954 edi-
tion could not serve in its place. Al-
though a notable recording by all stand-
ards, it lacked the drama, the mysterious
interplay of light and shadow, the Olym-
pian qualities of the older- set. The
seventeen years between the two re-
cording sessions had taken too much out
of Furtwiingler's psyche to permit him
to reach such heights again.

. Seven of those years are stripped away
in this newly issued recording, and we
find the conductor in a moment of
triumph—returning to his beloved or-
chestra in May of 1947 with Hitler dead,
the nightmare ended, and hope reborn.
The circumstances demanded a great
statement of the Fifth, and it was forth-
coming. Playing the three versions
against one another for several hours, I
have concluded that 1947 is now my
choice. The sound, of course, is enor-
mously improved over that of the dec-
ade before, and the impact of many
details is doubled simply by the fact
that they now may be heard clearly.
The 1937 set remains full of wonders,
but music is an auditory art, and I am
prejudiced in favor of performances
which register in the ear rather than
the imagination.

This is a very broad but propulsive
reading of the score. notable for the
rugged strength it conveys and the as-
surance with which it builds upwards
and upwards to produce a kind of trans-
figuration of the work. The development
and coda of the first movement are un-
surpassed on records, and no conductor
ever matched Furtwiingler in carrying
the listener over the ghostly bridge that
links the Scherzo to the Finale.

The sound of the present version is
comparable to that of the Vienna set in
my HMV pressing. However, both the
Symphony and the Overture come from
a broadcast and are uncorrected. There
are some audience noises, orchestra
noises, an occasional misplaced note. and
—in the very first bars—a couple of
ragged attacks. These matters do not
bother me in the least, but don’t say
you weren’t warned.

The performance of the Egmont,
though not as overwhelming as that
given the Symphony, is a spacious and
noble one. R.C.M.

BORODIN: Prince Igor

Smolenskaya (s), Yaroslavna; Ivanova
(s), Polovtsian Girl; Korneyeva (s),
Nurse; Borisenko (ms), Konchakova;
Lemeshev (t), Vladimir; Godovkin (t),
Eroshka; Serov (t), Ovlur; Ivanov (b),
Prince Igor; Pirogov (bs), Prince Galit-
sky; Reizen (bs), Khan Konchak. Chorus
and Orchestra of the Bolshoi Theatre,
Alexander Melik-Pashayev, cond.

e ARTIA-MK 215 D. Four LP. $23.92.

Prince Igor belongs in the category of
“problem” operas; works which, though
they contain pages of inspired music,
are for some reason unfit for general rep-
ertory production. The difficulty with
Igor is generally traced to its libretto,
which assuredly contains a dearth of in-
teresting characters and of strong emo-
tional situations. But I think the truth
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is that the score is just not good enough;
simple modulations seem to have pre-
sented Borodin with nightmarish worry,
and he cements one section to another
with considerable ineptitude. The music
written for his comic villains. Skula and
Eroshka, is almost devoid of interest, and
that allotted to his heroine, Yaroslavna,
is only a little better. The orchestration,
largely accomplished by Glazunov and
Rimsky-Korsakov after Borodin's death,
is unimaginative.

But Borodin possessed an unusual
melodic gift, making for moments of
Tchaikovskian lyricism, and an ear for
excitingly propulsive rhythms. These
talents sustain the work on a high level
throughout Act II (the “Polovtsian™ act),
from its sensuous opening into the at-
tractive love duet, onto the fine aria for
Igor, then to Konchak's genial air, and
finally into the Polovtsian Dances. There
are some dramatic bars in the Prologue
centering around the evil omen of the
sun's eclipse, and there is of course
Galitsky’s wonderful scene. The Act I
scene between Galitsky and Yaroslavna
makes some good points, and the Act 111
duet for Igor and Yaroslavna is an appeal-
ing one. My personal experience with a
number of listenings to recorded per-
formances (I have never seen the opera)
has brought me to an interesting perspec-
tive—I find that it all goes down much
better if regarded as a comedy. Indeed,
it seems hard to look at it any other
way. What happens, essentially, is this:
Igor and his son Vladimir lead the army
off to war against the Polovtsians, to the
great good wishes of the multitude. No
sooner are they gone than Galitsky, Igor’s
brother-in-law, with the assistance of the
cowardly and opportunistic Skula and
Eroshka, turns the city into a permanent
festival of wining and wenching, in which
Igor's erstwhile loyal subjects join with
a will. Igor's earnest wife, Yaroslavna,
is given the bum’s rush, though left un-
harmed. Meanwhile, Igor’s army is
thrashed, and he and Vladimir captured
along with many of their followers. But
the Polovtsians turn out to be a fun
group—they treat their captives with an
almost ridiculous deference, and their
camp is filled with maidens both beauti-
ful and congenial. Their leader, Kon-
chak, is perfectly lovable, a sort of
Khrushchev in Disneyland-going mood.
They all spend much time dancing and
singing. Igor isn’t guarded at all, and so,
after a conscience-wrestling bout, he es-
capes and returns to save the city from
the Polovtsians. He thus not only ruins
the Russians’ prospects of joining in Kon-
chak’s merrymaking. but brings to an
end the pleasantly decadent rule of Ga-
litsky. Skula and Eroshka, of course,
quickly change sides again, and the peo-
ple are easily persuaded that Igor is once
more the right man for the job.

What this amounts to is an ironic
parable of fickleness. Ideals that are
loudly proclaimed in the Prologue are
totally forgotten by the beginning of the
first scene; furthermore, this seems any-
thing but shocking, since the only one to
insist on a war of principle is, apparently,
Igor. Even Vladimir, who makes some
menacing noises in the Prologue, falls in
love with Konchak's daughter and doesn’t
bother to join in his father’s escape. I
don't imagine that Borodin really set
out to write this quasi-Brechtian comedy,
but that’s what he's wound up with, with
all the traditional values turned upside
down. The Polovtsians are vastly more
likeable than the Russians, Konchak
seems a much pleasanter fellow than the
humorless Igor, and Galitsky, though
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perhaps on the inconsiderate side, is
merely a medieval ancestor of the Hugh
Hefner image. Yaroslavna is a bit of a
pest. I can give assurance that when
viewed in this light, much of Prince
Igor’s ponderousness falls away, and the
work seems a great deal more viable.
This recording presents the customary
three-act version. omitting what was orig-
inally intended as the third of four acts.
It is apparently taken from the tapes
that were used for the recording that was
available on the Period label several
years ago. However, since it has been
some time since it was withdrawn from
the catalogue. it is probably worth a
second close look. The performance as
a whole is better integrated than the Lon-
don edition, which forms the only present
competition. The individual casting,
though, is not any stronger. The out-
standing singers are the baritone Ivanov
and the bass Reizen. The former dis-
plays a firm, round dramatic baritone,
handled with ease and musicality. His
version of the big Act II area is vocally
topflight, but hardly searching. and his
opposite number on London (Popovich)
is also very strong. Reizen, decently
recorded for the first time in my mem-
ory. is a tremendously imposing Kon-
chak. Smolenskaya is steadier here than
in most of her past recorded perform-
ances. but the prevailingly sharp quality
and the tendency to peck and scoop at
the music are still evident. Lemeshev
shows his customary sympathetic tone
and musicality, but experiences some
rather surprising pitch vagaries, and
shows signe of wear in the low register.
Pirogov's Galitsky is laboriously sung
and conventionally delineated. Borisenko
is competent. in a chesty way. as the
Khan's nubile daughter; Ivanova sings
her few lines hauntingly. Orchestra and
chorus operate at a high level under
what T should term well-considered direc-
tion from Melik-Pashayev. The sound
is fair. Good notes accompany the al-
bum, but no libretto. C.L.O.

BRAHMS: Sonatas for Violin and Pi-
ano: No. 1, in G, Op. 78; No. 3,
in D minor, Op. 108

Wolfgang Schneiderhan, violin; Carl See-
mann, piano.

o DrutscHe GRAMMOPHON LPM 18696.
LP. $5.98.

® ® DEUTSCHFE  GRAMMOPHON
138696. SD. $6.98.

SLPM.

These two artists form a dedicated so-
nata team. and their interpretations are
both tender and sensitive. They are at
their best in the finale of the Sonata in
G and the slow movement of the Sonata
in D minor. I found the slow movement
of the G major Sonata a bit angular, the
finale of the D minor Sonata a trifle too
flaccid, but the over-all accomplishment
is of a high order. Though there seems
little need for stereo in a two-instrument
sonata, the two-channel version does
have greater tonal depth and separation
than its monophonic counterpart. P.A.

CARTER: Double Concerto for Harp-
sichord and Piano with Two
Chamber Orchestras

1Kirchner: Concerto for Violin, Cel-
lo, Ten Winds, and Percussion

Ralph Kirkpatrick, harpsichord; Charles
Rosen. piano; chamber orchestras, Gus-
tav Meier. cond. (in the Carter). Tossy
Spivakovsky, violin; Aldo Parisot, cello;
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instrumental group, Leon Kirchner, cond.
(in the Kirchner).

e Eric LC 3830. LP. $4.98.

e e Eric BC 1157. SD. $5.98.

The Carter concerto is one of the most
extraordinary works of a most extraor-
dinary composer. Each keyboard instru-
ment is allied to an orchestra of
distinctive color; each ensemble has its
distinctive repertoire of intervals, and
each its own areas of rhythm. The two
ensembles are handled antiphonally—
the stereo version is therefore prefer-
able—and the whole seizes one’s imag-
ination and intellect in a colossal grip.
The intricacies of this music are almost
inconceivable, and the problems involved
in performing it would, one imagines, be
all but insoluble; it is possible that the
conquering of the music’s difficulties has
something to do with the intensity which
this performance radiates. The constant
shift, shimmer, and glint of the music
are amazing. At times it approaches
electronic effects, and it may have been
influenced by electronic experiment.

Kirchner’s concerto is quite different—
lpng lines, grand lyricism, big concep-
tions, big effects. Rather strangely,
Kirchner's notes, emphasizing indebted-
ness to the past, seem defensive. No one
needs the defense of tradition less than
this composer.

The Carter performance has the com-
poser’s blessing and the Kirchner the
composer's participation. Recordings are
first-rate. AF.

CHABRIER: Bourrée fantasque; Es-
pana; Féte polonaise; Marche joy-
euse

tAdam: Overture, Si fétais Roi

1Weber: Invitation to the Dance, Op.
65 (orch. Berlioz)

Orchestre Pasdeloup, Pierre Michel Le-
conte, cond. (in the Chabrier and
Adam); Orchestre des Concerts Colonne,
Pierre Dervaux, cond. (in the Weber).
® ® QUARANTE CINQ 45001. SD, 45 rpm.
$5.98. (Available on special order only,
go$1) 333 Sixth Ave.,, New York 14,

Long relegated to 7-inch discs and a
pops-singles repertory, the 45-rpm speed
at last is given a chance to demonstrate
its theoretical technical advantages in
a 12-inch symphonic program. But if the
present results are impressive enough,
they are hardly conclusive and certainly
not revolutionary. Although the playing
time (some 382 minutes over-all) is
about average for regular LPs, the use
of variable-pitch grooving keeps the re-
corded area from approaching the center
too closely; there are thus no extremely
short grooves where the higher speed
might unmistakably establish its ability
to reduce distortion. The recording is
extremely wide in both frequency and
dynamic ranges. but the tonal qualities
are often unpleasantly hard or strident;
the stereo separation is more marked
than is generally considered desirable
nowadays; and there is a disconcerting
reversal of left and right channels in the
Adam and Weber works.

Leconte slashes and thunders his way
through the high-spirited Chabrier and
Adam selections with enormous gusto,
but there is scant finesse in either his or
Dervaux’s better-controlled but also rath-
er pretentious conducting; and the orches-
tral performances themselves are coarse
and heavy-handed. I can recommend
this release only as an extremely inter-
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FIERY
TUMULTUOUS

BREATHTAKING

WAGNER . . . Magic Fire Music ... The
Ride Of The Valkyries . . . Entry Of The
Gods Into Valhalla . . . Siegfried's Rhine
Journey . . . Siegfried’s Funeral March. A
Combination of fabulous musical leader-
ship . . . William Steinberg and the Pitts-
burgh Symphony Orchestra ... and the
most modern of recording techniques —
The Command Technique!

A whole new world of sound recording made pos-
sible by a brilliant new technique of recording on
35 mm magnetic film, perfected by Command
Records.

The New York Herald Tribune greeted the Com-
mand 35/MM Classics recording of Brahms Second
by William Steinberg and the Pittsburgh Sym-
phony as ‘“the summit in sound.”

Here is the newest 35/MM Classical Album from
Command — Wagner Orchestral Selections.

In this recording, again by Steinberg and the
Pittsburgh Symphony Orchestra, Wagner is in-
candescent. The halls of Valhalla echo with a God-
like tread. You are swept into awesome reaches
of space with the Valkyries. The entire panoply of
Wagnerian majesty is revealed. Releasing the full
glories of Wagner’s music is this superb Command
Recording. Steinberg is eloquent; the recording,
all encompassing. Because the original master is
recorded on 35 mm magnetic film, you hear music
of scope and intensity you never imagined possible
before. There is no flutter or hiss. In fact, there
is no background noise at all.

Recording on 35 mm magnetic film is a technique
that has been perfected by Command. It incorpo-
rates a procedure used by the movies for recording
wide screen sound and refined for reproduction in
your home.

With 35 mm magnetic film you literally feel the
presence of each musical instrument. You will also
find that you can listen to the entire record without
having to make adjustments on your set. Now, for
the first time you are able to listen to music as it
was intended to be heard.

To learn what Command’s new technique does,
we recommend you take a few more minutes and
read the following paragraphs.

ommand
CLASSICS

STERED Original COMMAND mustir revwrdid im 35 mm soigucton film ( ) €€ roa s0

32 WAGNER .. toic Fire Music.. The

Ride Of The bulkyries...Entry Of The CGods Into Valhalla
Siegfried’s Rhine Journey...Siegfried’s Funeral March
= WILLIAM STEINBERG and the Pittsburgh Symphony Orchestra

Seven reasons why this new 35/MM Command Classic
recording of Wagner will open up new experiences in
sound you have never heard before.

35/MM Classics with the original masters recorded
o