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Now even a professional
audio engineering journal
bows to the integrated,
all-in-one component
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Audio magazine was among the earliest
apostles of the separate-component
concept. But to the engineers who write
and edit this protfessional publication.
superior performance is superior per-
formance, whether it comes on one
chassis or a dozen. And here is what the
“Equipment Profile” column of Audio
has to say about the new Fisher 500-C:

“The 500-C incorporates a 75-watt
(IHF) stereo amplifier, an FM-stereo
tuner and an audio control center, all
on one 36.5-1b. chassis...The 500-C is
a catalog of conveniences. ..

“The most convenient feature is auto-
matic switching between stereo and
mono FM reception; all one does is
tune in an FM station and the 500-C
does the rest: If the broadcast is mono-
phonic, the receiver sets itself for
monophonic playback; if the broadcast
is stereo, the receiver automatically
switches to stereo playback and turns
on a light to tell you about it. No, the

500-C doesn't turn itself on and off.
but once it’s on...

“In addition to the usual comple-
ment of audio controls, the 500-C...
permits two pairs of speakers to be
operated simultaneously or either pair
separately ... With the center-channel
output the 500-C enables the user to
operate, and control, five speaker sys-
tems at the same time; truly an exciting
prospect for audiofans who like to sur-
round themselves with sound.

*...We found that the tuner drifted
less than 0.01 per cent.

“The output transformers are quite
husky (we have a strained back to
document that) ...

... It is our opinion that one would
have to pay considerably more to get
performance equal to the 500-C in sep-
arate components.

“...The FM section pulled in 36
stations, loud and clear . ..

“Considering the performance, and

the many features, and the quality of
the parts, we doubt that you could do
better in separate components at any-
where near the price of the 500-C.
Don’t misunderstand us now, we firmly
believe that it is the component design
approach that makes such an excellent
value possible. On the other hand it
should be clear from the performance
statistics that the Fisher 500-C is an
excellent instrument by any standards.
"One thing more: the Fisher 500-C
is an unusually fine sounding unit, a
fact not necessarily revealed by statis-
tics . . . We took an instant liking to it.”
The price of the Fisher 500-C is
$389.50. The Fisher 800-C, with both
AM and FM-Stereo but otherwise iden-
tical, costs $449.50. Also available is
the Fisher 400, an only slightly more
modest receiver with FM-Stereo only,
at $329.50. Walnut or mahogany cab-
inets for all models, $24.95. All prices
are slightly higher in the Far West.

Mail this post card for the free 1964 edition of The Fisher Handbook.

Fisher Handbook

of the new 1964 Fisher Handbook, a
lavishly illustrated 52-page reference

guide to custom stereo. It includes

Mail this post card for your free copy
Eomplete data and specifications on all

FREE! $1.00 VALUE! Just Published!

[
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FISHER RADIO CORPORATION
P.O. BOX 6-C I
Long Island City 1, New York I
6

Overseas residents write to Fisher Radio International, Inc., Long Island City 1, New York
Canadian residents write to Tri-Tel Associates, Ltd., Willowdale, Ont.
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We begin this issue
of High Fidelity
with a quotation
from Audio:
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C‘ By implication, and sometimes
overtly, we have been led to believe

that separate components are inherently

better than integrated compo-”
nents. Well, ’taint necessarily so.

—AUDIO magazine, December, 1963

JaNuArY 1964
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what makes
an automatic sound
like a turntable?

i

The U38' The new generation of automatic turntables tracking and fripping at lower
. and lower forces demands this new kind of cartridge. Demands a “floating

stylus” that protects your diamond and record as it plays...demands comple-

mentary electrical charzcteristics which maximize the use of forward-looking

L]
exprBSSIY dESIgned circuitry whether vacuum tube or solid state. The U-38 meets these demands

and makes your automatic sound like a turntable. With Pickering's famous

for aUtomatlc plug-in replaceable stylus assembly you get a car- - =
tridge with a life-time of trouble free performance. lu erln
turntables Pickering and Company, Inc., Plainview, New York.

"ol U38 cartridge with s
ol | & AT Stylus...2-5 grams tracking force y\ W IV Plug-in head assembly for
A i = Garrard Type A and Model ATE

e " ATG...1-3 grams
CIRCLE 49 ON REAPDER-SERVICE CARD
6 FIDELITY MAGAZINE
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and at additional mailing offices. One year subscription—anywhere on Earth $7.00. Indexed in the “'‘Reader’s Guide 1o Periodical Literature.’”” Change of
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CONCERTONE

a

If you're willing
to pay anything for
professional quality............but would rather not

The Concertone 605 is for the one man in several who can’t stand
less than perfection...but can’t see why professional quality should
cost so much. Never before have so many features and so much pro-
fessional quality been available at this price. Read ahead carefully
and see: Precision plug-in head assembly ...includes four precision
heads; Separate microphone and line controls (input can be mixed) ;
Delay memory control circuit (never spill or break tape) ; Automatic
glass tape lifters, including electric cue feature: Sound on sound and
add sound; Solenoid operated brakes; Three motors, including
2-speed hysteresis synchronous drive: Automatic rewind; Exclusive
Reverse-O-Matic®. Learn all about the 605 in complete detail. Ask
vour dealer for a demonstration or send for free literature today.

CONCERTONE 607

Broadeast version

The Concertone 607 with higher
impedance is for the true professional
or broadcaster. Remote control
optional. This superb tape recorder
is constructed to 19” x 14" dimensions,
permitting it to be used as

¢ an exact replacement for old or
outdated tape recorders.
CONCERTONE 400 COSMOPOLITAN
For peaple on the go...it’s the Cosmopolitan
— Combination Tape Recorder with AM :
Radio. A versatile companion and co-worker 7= ey Z @
for business or pleasure travels. 5” reel | g s
capacity. Push-button operation. Amazing 15 tﬁ'“"’" i
fidelity. Remote mike. Foot-pedal control. . ! y
This all-transistorized recorder has big h
recorder features in miniature form.
for further AMERICAN CONCERTONE, INC.
ORI A DIVISION OF ASTRO-SCIENCE CORP.
write: I 9449 W. JEFFERSON BLVD. * CULVER CITY ¢ CALIF.
HF-164 Export: J. D. Marshall International, 170 W. Washington. Chicago, Illinois
CIRCLE 6 ON READER-SERVICE CARD
4
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Dancing Allowed

...with the new Empire 488. You can Bossz, Cha Cha, two
step and even twist with the new 488. Stability is assured
under virtually any conceivable situation, with the exclusive
Dyna-Mount* (vibration absorbing multiple-floating-sus-
pension system). Even the jars and jolts of children jump-
ing or accidentally bumping into the cabine: will not dis-
courage the tracking performance of the Empire 980 arm.
As for levelness ... the new Empire 438 Troubador with
more perfect balance, tracks and plays even while turning
upside down.

Not too long ago, Audio Magazine reported this about the
Troubador...."We tried to induce acoustic feedback by
placing the turntable on top of our large spesker system and
turning up the gain—we were unsuccessjul.’

No larger than a record changer—every inch a Trou-
bador. Minimum space requirements 1578” wide x 1314
deep. .. height required above mounting board 234", depth
required below turntable base plate 315",

TROUBADOR

i . . . professionals’
Famous Emplre 398 p fe 329 TABLE OF CONTENTS

turntable — oo perfectly engineered for
even a whisper of distortion...too hand-
some to hide behind cabinet doors.

Empire 3-speed 'silent”
turntable; 980 dynami-
calty balanced Playback
arm with sensational
Dyna-Lift*; 88Cp mono-
stereo cartridge featur-

That's why we're proud of the new | stees catars el

Empire 488 & the 398. .. . Look for the
iittle sign in betrer showrooms across the
country, that simply states “"Dancing
Allowed with the new Empire 488.”

structible Dyna-Life*
stylus. 488 compiete
with  walnut mounting
board. $192. Walnut base
optional {$15): 398 com-
plete with handsome wal-
nut base: $210

EEMPIRE

‘" World’'s Most Perfect Racord Playback System'

Empire Scientific Corp. » 845 Stewar: Ave., Garden City, L. .. N, Y. " Export; EMEC. Plairview, L. |, N. Y. » Canzda, Empire Scientific Corp.. Ltd., 1476 Eglington West, Taronto

CIRCLE 34 ON READER-SERVICE CARD

1964
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COLUMBIA RECORD CLUB now invites new members
to choose from this superb selection of

sented.”

HANDEL
MESSIAH

MESSIAH

EUGENE
ORMANDY
The Philadelphia
Orchestra

THE MORMON TABERNACLE

COLUMBIA

1107-1108. Two- Rccord Set (Counts
As Two Selections.) *‘Zestful and
gloriously recorded...a powerful,
vital stalement !~ HiFi Review

“A mighty drama perfectly pre-
—8t. Louis Globe-Democrat

“Americas most
ganist.”

E. POWER BIGGS
BERNSTEIN / ORMANDY

POULENC:
Organ Concerto
BARBER:
Toccata Festiva
STRAUSS:
Festival Prelude

and Strauss in a truly
performance.”—Am. Rec.

celebrated or-
—Newsweek

MUSIC FOR ORGAN
AND ORCHESTRA

1268. E. Power Biggs plays three
powerful works by Poulenc, Barber
“impressive

Guide

BEETHOVEN

Concerts for Flute

Lt
MOZART a
| And Crchestra, K. 313

Concerlo for Bassoon
And Orchestra, K. 191

LORD'S PRAYER
MORMON
TABERNACLE C4OIR

The

assical

reatest

cor&ings

f our day’!

“The most dazzling technician
ever.” —Chicago Daily News

VLADIMIR
HOROWITZ

The Sound of
HOROWITZ

‘ - CULUMBIA |

SCARLAYTI + SCHUBERY
SCHUMANN « SCRIABIN

1068.
pianists . .
else around who produces his kind
of tone from a piano.”’—HiFi Rev.

“The greatest of Romantic
-there is simply nobody

“W|l| make your hair stand on
end.” —HiFi Stereo/ Review

SHOSTAKOVITCH
SYMPHONY No. 5

S HOSTAKOVITOH

-
LEONARD BERNSTEIN
NEW YORK PRILRARMONIC

1288. “Leonard Bernstein at his
best.”’ — Chicago Tribune. “Truly
memorable listening.”’—New York
Journal American

Dances for Orchestra

STIIVINSKT
ésnducts
"ﬂREBIRD”

DANSE MACABRE
HABANERA

Ly

POLOVTSIAN DANCES

THE FABULQUS VOICE
OF RICHARD TUCKER,

The Exodus Sang - Tomght
The Sweetest Saunns 9more

BEETHOVEN |
Violin Concerto

i-7.¥ 1+
STERN

PERCUSSION
SPECTACULAR

i N o -
i | [ Comae ! Qumarime ' e
BERNSTEIN ORMANDY BATILE DM OF iR and 7y S | menca Magica | Percussion ’
N.Y. Philharmonic [ CEETRRTTYS o THE LORD'S PRAYER [, .’25}5‘ ORMANGY - Philadelphia Orch. P (SET “"u Instruments i L T
1078. 1090. 1103. 1073. 1099. 1075. 1195,
SAINT-SAENS THE MUSIC OF - RACHMANINQFF PROKQFIEV: " ’ ORFF: CARMINA BURANA Rimsky-Korsakov
Organ Symphany (No. 3) ARNOLD SCHOENBERG " Piano Concerlo ho. 2 - AR aCONCERTO THE PHILADELPHIA GRCHESTRA y
Phitadelphia Orch, - Ormandy Pl __Fiano Loncerto No 5 Alexander LEGNARD BERNSTEIN sololsts and chorus SCHEHERAZADE
o Robert Craft Cond. BERNSTEIN- ENTREMONT \ ORE. P! ORMANDY conducting < {
| Nevsky - v
[ -Erwartung - 4§ 7 2
Pierrot Lunaire e r—
Die Gluckliche Hand: ¥ COLUMBIA -
v

E. POWER BIGGS

{ lem Concertg -
ORGANIST

[coLtmpia

TH[IMAS SCHIPPERS
N. ¥. PHILHARMONIC

coromuiall

N. Y. PHILHARMONIC

B g

1076. 1273-1274. ::Two-Record Set
TCHAIKOVSKY BERNSTEIN
CONDUCTS
SLEEPING COPLAND
) BEAUTY El Salon Mexizo
WENVETE Ballet Suif: Apnalachi S
BERNSTEIN pHILADELPA OR ppalachian Spcing
New York Philharmonic EUGENE ORMANDY N.Y. Philharmonic
[Corrvinia]
1282. 1279.
THE The Cuckoo BEETHOV=N
BLUE and the Nightingale SYMPHONY Nc 9
DANUBE ("CHORAL"
Four H
Adohann | | organ Coneertos Symphony
}s';rsalli‘vsasl = PUWé-ﬁ Bices sNz'DéfL
O euy Cleveland
Corcmmal vl T PHILHARMONIC °;3.7""
PHILADELPHIA ORCH » ORMANDY o

1094,

1269, 1104-1105.

CIRCLE 23 ON READER-SERVICE CARD

# Two-Record Set

1101. 1278.

'PHILADELPHIA ORCH.
ORMANDY

1089.

SVIATOSLAV Beethoven: BACH Beethoven: (are
© S’

RICHTER Mﬁss PASTORAL SYMPHONY (No 6)

LISZT B MINOR SZELL Cleveland Orch.

Concertos Philadelphia Philadelphia ;

Nos. 1& 2 Oreh. Orchestra §

Kondrashin ORMANOY ORMANDY § h

London TEMPLE UNIVERSITY

Symphony [COLUMBIA]  CHORUS

1286. 1106.

Stravinsky conducts
LE SACRE
ou

PRINTEMPS
~THE RiITE
OF SPRING™

—_—

1280.

www americanradiohistorv com

COLUMBIA Jf

BRANOENBURG
CONCERTO No. 5
THREE CHORALE-

PRELUOES

STOKOWSKI

Philadelphia Orch. &

1272,

CLAIR de LUNE
A Debussy
Piano Recital by
PHILIPPE ENTREMONT

-PAGAN

Violin Concerto No 1 7

SAINT-SAENS:
Violin Concerto No. 3

1100.

1284,  (stereo verston is
etectronically re-channeled}

Hicn FIDELITY MAGAZINE
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VLADIMIR SWEET BATIR:
HoROWITZ i N ﬂmm T
3 e of Recorder ‘:u.] Eui
AS A NEW MEMBER YOU MAY HAVE Chopin - Liszt Music) IEROME HINES
Rachmaninoff (COLOMBIA
Schumann achonlf

KRAINIS CONSORT and
BARDQUE ENSEMBLE

BERNSTEIN

lcoLumBpia| KEW YORK PHILHARMONIC

1067.

THE LORD'S PRAYER

Welame ||

AVE MARIA
HALLELUJAH, AMEN
COME, SWEET DEATH

El P e b Wl £ Power |
e R hl g [Coiumpia] and others o
e Al - woRoN TapERNacLE Choin | okl 8 D199S
_ g TOLMBIA (™. Ormandy = Philadelphia Orch g
1069. 1266. 1091. 1097.
MAHLER . e
STRAVINSKY: ;s =R T E S
co TS Resurrection s > g e Aty

TCHAIKOVSKY
Symphony No. §
LEOMARD BERNSTEIN
NEW YORK PHILHARMOMC

i Bach
Organ
Favorites

OEDIPUS REX BRUNDY
OF THE RECORDS SHOWN ON THESE TWO : WHUNEOH o | e i
PAGES — IN YOUR CHOICE OF ; New Yok 4% s
Phitarmonic gl ; : ; r
: Westrminster 3 Phitadeiphia Orchestra
o [COrTMBIA Chowr i [COLUMBIA ORMANDY
I l ] I AR 1285. 1111-1112. =xTwo-Record Set 1084.
|{cotumrsa SCHUBERT: TCHAIKOVSKY
a BEETHOVEN Symphonies Kos, 5 Symphany Neo. 7
OI- 3, . OQuartet ’ R and 8 (“UNFINISHED") o World
%1 No.12 FINLANDIA BRUNO WALTER consuctog % %, Premiere
. Budapest FILACRNFFRY A ~ I i 5% Recordi
o WakEN TASERAGLE CHINE i $ig NOLOTOING
; Strng | ! oA
uartet ORMANDY
G MBIA. PHILADELPHIA DRCH. |

1283.

FOUR VIVALDI Y
CONCERTI

BUCH: OLUMBIA
THE GOLBAERE WIRWTHAS
tor Two Vrolins
and Orchestra

ISAAC STERN
DAVID 0ISTRAKH

EUGENE DRMANDY
PHILADELPHIA

; |/ [COt™Bia] ORCH
1267. Regular Only 1289.

if you begin your membership by purchasing any sne of thase - am“'."s""f_

records—and agree to buy as few as six additional selections
from over 400 to be affered in the rext 12 manths

.
. T

P,
#an COLUMDIA |

ROUSHKA

HERE'S A TRULY WONDERFUL SELECTION OF CLAS- Your only membership obligation is to purchase six addi-
SICAL RECORDINGS that belong in any record colicction! tional records from the more than 400 to be offered in the Club
By joining the Columbia Record Club now, you may have Magazine during the coming 12 months. .. and you may dis-
ANY SIX of the superb records shown on these pages—FREE! continue membership at any time thereafter. If you continuc,
Simply write in the numbers of the SIX records you wish you need b_uy only four records a year to remain a member in
to receive FREE on the coupon below. Then choose another good standing.
record as your first _selectioq ... for which you will be billed FREE RECORDS GIVEN REGULARLY. If you do wish to
only $3.98 (regular high-fidelity) or $4.98 (sterco). In short, you continue as a member after fulfilling your enrollment agree-
will receive seven classical records for less than the price of one! ment. you will receive — FREE — a record of your choice for
Be sure to lndlcgte whether you want your seven records (and every two additional selections you buy-
all future sclections) in regular high-fidelity or sterco. The records you want are mailed and billed to you at the
HOW THE CLUB OPERATES: Each month the Club’s staff regular Club price of $4.98 (Popular. $3.98). plus a smalt mail-
of music experts selects outstanding records from every field of ing and handling charge. Stereo rccords are $1.00 more.
music. These selections arc fully described in the Club’s enter- MAIL THE COUPON TODAY to take advantage of this offer.
taining music Magazine which you will receive free each month.
You may accept the monthly Classical selection . . . or take [ NOTE: Stereo records must he played only on a stereo record nl:\_vej
any of the wide varicty of other records offercd in the Maga-
zine . .. or take no record in any particular month. s Two-Record Set Counts As 2 Selections sk Three-Record Set Counts As 3 Selections
Tohaikael D GEED e gmm S G IR G G G GRS G GEE SN GV SEED M) DU GHME SEED N G G G SN Gm S S Sy
NUTCRACKER rCOLUMBIA RECORD CLUB, Dept. 221-6 SEND ME THESE
SUITE Gord Terre Haute, Indiana $IX RECORDS — FREE
Pgﬁé‘&“i”“n Sasnsteln I accept your special offer and have indicated at the right the numbers {fill in numbers below)
THE WOLF of the six records I wish to receive — FREE! I've also Indicated the
plays record I am to recelve as my first selection, for which I am to be billed
Leonag Bernsten 3, , Gershwin $3.98 (regular high-fidelity) or $4.98 (stereo), plus a small mailing and
L] """‘""‘"Fc‘ﬁ_lp handiing charge.
Send my 7 ds and all
. LLRLE 1098. t:tr:nra'r;);lecrteiz‘:lrs isna'(‘ch:ck one) D REGULAR D STEREO
ll' HEROII: MUSIC o Enroll me in the Classical Division, with the understanding that I may
“"‘ for Organ, - | . § select any of the other records offered. I agree to purchase six addi-
g Brass and o BELA 1 tional records from the more than 400 to be offered in the coming 12
Percussion BARTOK months, at the regular Club price pius a small malling and handling
charge. After fulfilling this agreement, if I wish to remain a member
E. POWER PLAYING HIS OWN WORKS
. ceive a 12" record of my choice FREE for every two such records I

BIGGS Mll(EIl;(CJ’ID(‘:)"sTAOS - Mm!} purchase.

RUSSIAN FOLK ORCH.
1110. 1270. Regular Only  §079.

N ALSO SEND ME
O . .. .. eeesvsvssossssssssscscsescsescssssstsssoss s0aavsvsvsssscssroce
(Please Print) THIS RECORD AS MY

Beethoven More than 1,750,000 BAHIESS .« avevenevneessaaareneensseessssannsnnneensnsnsansnnsasassnses FIRST SELECTION
MISSA families now belong
SOLEMNIS to the world’s

Leonard largest record club

i
i
i
i
i
I
|
1 1
FE ] in good standing I need purchase only 4 records a year, and I will re-
i
|
|
|
i
I
i
|

Eernstein
Hew York COLUMBIA Telephone Number
;‘.‘;ﬁ:zﬂ: RECORD APO, FPO addressees: write for special offer
Choir ¢ CLUB CANADA: prices slightly higher; 1111 Leslie St., Don Mills, Ont.

Terre Haute. Ind © Columbia Records Distribution Corp., 1964 726/864

I SN U

275-1276.  %Two-Record Set

CIRCLE 23 ON READER-SERVICE CARD
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AUTHORIitatively Speaking

John T. McClure, Music Director of Co-
lumbia Masterworks, was responsible
for the Bruno Walter recordings in Cali-
fornia from their inception in 1958 until
the time of the late conductor’s death.
His recollections of those years form the
substance of “An Education and a Joy”
(p. 40), a memoir obviously written out
of gratitude and affection. Since work-
ing with the late Maestro, Mr. McClure
has gone on to supervise the recordings
of many other distinguished artists, and
in the time left from professional labors
has established himself and his family
in Valhalla (sic, a hilly town in West-
chester, and no picturesque intimation
on our parts of Wagnerian splendors).
There he finds moments to play his
harpsichord (half of them go to tuning.
he says) and to indulge his enthusiasm
for sailing, skiing, camping. and such
equally nonsedentary pursuits as car-
pentry and stonemasonry.

With “The Heritage of Bruno Walter.”
p. 44, Robert C. Marsh has produced
another of those discographies which
have distinguished HiGH FIDELITY’s pages
over a number of years. While Mr.
Marsh has at diverse times in his career
been a student of semantics, political
economy, and mathematical logic (his
book Logic and Knowledge is a critical
° edition of papers by Bertrand Russell),

music has been his most enduring love

a/(} le ‘/ e and orchestral music his special forte.

In this field he established his authority

with Toscanini and the Art of Orchestral
Performance and has maintained it with
a succession of critical writings. The dis-
cography herein is based not only on

many hours of listening to the Walter re-

cordings but on personal conversations
with Dr. Walter.

Joseph Marshall, author of “Thrust, Dust,
and Friction” (p. 49), is a designer of
electronic components and a professional
F’"c°® audio consultant who, after more than

thirty years’ experience, still persists

WITH THE in describing himself as an amateur. We
think he must have in mind the root

AWARD'WINNING FM ANTENNA meaning of the term, and in this sense
we feel he has a right to his preference.
Certainly, in the several books and hun-

Broadcasting authorities agree that an outdoor antenna is absolutely dreds of articles he has written on vari-
ous aspects of sound reproduction there

essential for the reception of full quality monaural and multiplex is in evidence that quality of dedicated

FM sound. personal involvement characteristic of the

. . . . t high fidelit icionado. Futhermore,

A FINCO FM antenna will deliver a clean, undistorted signal l\rdure' l\/llirs};alel lh}z/isaf;llglv(fe’;({loosl siught of the
and bring in more stations, regardless of location. ultimate aim, the music itself.

Guarantee yourself the best seat in the house for tonight’s FM Giving the lie direct to that old saw

concert . . . install a fidelity-phased FINCO FM antenna. that teaching and doing are quite incom-

patible, Britisher Denis Stevens has for
fifteen years combined two careers—as
musicologist and conductor. For part
of each year he may be found in this
country as a Visiting Professor (currently
at Pennsylvania State University), for the
rest of the year in Europe as director of
the Accademia Monteverdiana and the
Ambrosian Singers, both of which groups
he was instrumental in founding. With
his musicians Mr. Stevens appears fre-

Iltustrated Other models ~ FM Electronic Booster ?(;lrenqtqlxcei: (;:)i?tfegtrozpz;jmstegzei;igsiir?g e

FM.4 available from  Model T,'AMB'AC Byzantine chant to contemporary motets

$24.90 list $3.75 to $71.30  $34.95 list —and is occupying an increasingly con-

] todldles spicuous place in the record lists. Pres-

vailable at local dealers ... ently engaged in compiling a one-volume

THE FINNEY cuMPANY or write for Bulletin #20-213. Concise Grove's Dictionary, he has also

PRODUCERS OF THE WORLD'S FINEST FM AND TV ANTENNAS found time to write for us an essay that

: is both jeu d’esprit and serious critique:
LBl Bl il see “A Soupgon of Vibrato,” p. 53.
CIRCLE 35 ON READER-SERVICE CARD
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A magnificent new stereophonic high fidelity tape system; precise,
versatile, complete in itself, the Sony Sterecorder 500, with the
revolutionary lid-integrating speakers, may be purchased for less
than $399.50 complete with two F-87 cardioid dynamic microphones.

Outstanding operational features distinguish the amazing new Sony
Sterecorder 500: m Acoustical cone suspension speakers m Speakers combine
to form carrying case lid m 4-track stereo and monophonic recording ?”d
playback m Vertical or horizontal operation m Microphone and line mixing

m Sound on sound m Two V.U. meters s Hysteresis-Synchronous drive

motor m Dynamically balanced capstan flywheel s Pause control m Contour
switch m Automatic shut-off m Automatic tape lifters m FM stereo

inputs = Multiplex Ready!

R ————
=13 DA SUPERSCOPE -"" Tapaway to Stereo

Sony tape recorders, the most complete line of quality recording
equipment in the world, start at less than $79.50.

For literature or name of nearest dealer, write Superscope, Inc., Dept.
Sun Valley, Calif. In New York, visit the Sony Salon, 585 Fifth Avenue.

CIRCLE 62 ON READER-SERVICE CARD
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I'’his problem becomes most acute with

IV s s U e wea e atepye s e

increased stylus compliance. For, in
reaching for higher and still higher com-
pliance, it becomes necessary to reduce
the dynamie mass of all the moving com-
ponents of the stylus assembly to the
lowest possible magnitude.

tridge performance. The ultimate objec-
tive was to achieve a cartridge without
distortion, without crosstalk — a car-
tridge capable of reproducing a perfect
waveform replica of the sound groove.

How close the Elac 322 has come to this

mond stylus at $39.50. At
dealer. For further details, write to:

BENJAMIN ELECTRONIC SOUND CORPORATION
80 SWALM STREET, WESTBURY, NEW YORK

Sole U. S. distributor for Electroacustic
(Elac) ® Record Playing Components.

BENJAMIN:

THE NEW ELAC MODEL 322 STEREO CARTRIDGE | ==glas
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Every performance comes alive

on alfegra by Grommes
. . . mMusic you can almost see, OIES

completely lacking in character?

.

The depth probing Ad-men will shudder at the use of such

a title but we can think of no better description for a good
loudspeaker.

Character in the music; character in the instruments; i
character in the artist—yes, but no character in the loud-
speaker, please!

DEALERS ONLY. Specialist high fidelity dealers with
demonstration and service facilities are still required in
several areas for appointment as QUAD agents. Write for
details of this interesting scheme.

o==] (0=) (02227

Sor the closest approach to the original sound.

WRITE FOR AN ILLUSTRATED LEAFLET AND THE NAME OF YOUR NEAREST QUAD DEALER TD ACOUSTICAL MANUFACTURING CO. LTD. HUNTINGDON, ENGLAND

CIRCLE 2 ON READER-SERVICE CARD
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*(A $20.85 VALUE FOR $9.96)

FREE record offer from
(4F) Audio Fidelity

BUY ANY Z AUDIO FIDELITY ALBUMS AT
$4.98 (each), THIS STEREO DEMO LP IS YOURS

This is a limited time offer and may be
withdrawn any time after January 31, 1964.

Audio Fidelity Records have always had
a greater appeal to men. We don't know
why exactly, except that they are aquality
product. They sound better. Perhaps
men are more ‘‘sound’’ conscious. We'll
admit too that some of our material has

STEREO SPECTACULAR DEMONSTRATION & SOUND EF-
FECTS—Fast moving, exciting, narrated tour of dramatic
situational stereo effects plus varied selections from Audio
Fidelity's vast library. Cited for engineering excellence by
the National Academy of Recording Arts & Sciences. The
greatest stereo demonstrator ever created! DFS 7777

a predominantly male appeal. Mostly
though, Audio Fidelity records are dif-
ferent, powerfully different.

Men like them!

THE BRAVE BULLS! Banda Tau-
rina Music of the Bulifight Ring!
€l Relicario, Cielo Andaluz, La
Virgen de la Macarena, etc.
AFLP1801/AFSD5801

" AL I—IIR'I‘
SWINGIN'

5 @ME

AL HIRT SWINGIN' DIXIE—Dy-

namic, distinctive trumpet

talent, playing: Deep River,
Moonglow, After. You've Gone,
AFLP1927 /AFSD5927

etc.

{ (REAT 2=
1 MOVIE
; THEMES

Iolmm | l LI U
is B :

! BAWDY
SONGS .. |
f A ,
- { ‘{
i
" €
Jle Somi,

tHA S T el 3
7Dk Fom s | & \

BAWDY SONGS and Backroom
Ballads, Vol. 1, Oscar Brand—
Lusty, spicy musical folklore.
—Roll Your Leg Over, No Hips
At All, Sam Hall, etc. AFLP1906

)] |
= RIS K4

HITLER'S INFERNO
in werds.in music 321945
ma o maz axwmany

5o pr e =3

HITLER'S INFERNO, A shocking
documentary in words and mu-
sic. Hitler speaks, Nazi Storm

Troopers sing.
marches.

Nazi German
AR2445 (mono)

CAROUSEL
BAND ORGAN /15"

Toatrng he 304 0

e HY !0‘ VILLIEB

Y g p o4

GREAT MOVIE THEMES—Inimi-
table Johnny Puleo treatment
of: Moon River, Tonight, Never
On Sunday, Exodus, Col. Bogey,
etc. AFLP1969/AFSD596%

Big Top Carouse! BAND ORGAN
A majestic instrument recorded
out-of-doors. An awesome mu-
sical sensation! Bilue Danube.
etc. AFLP 1987 /AFSD 5987

*Until recently the Audio Fidelity Stereodisc suggested Tist price was $6 95

AFLP, DFM denotes mono, AFSD, DFS denotes stereo.
CIRCLE 12 ON READER-SERVICE CARD
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PORT SAID, Mohammed El-
Bakkar—Tantalizing love songs,
exotic dances. Haun Meelee,
Bint Il Geran. Al Jazayair. etc.

AFLP1833/AFSD5833

B STEREO m
PATAC H()b

© et (ARNEGIE
2 5 J’ HAL.

T snune

o1 in sTikEo

PATACHOU at Carnegie Hall—
Her ebullient French charm
was never more appealing, Ma
Fetes A Moi, Que Reste-t-il, A
Paris. AFLP2109/AFSD6109

ROME~ ==
e, LOVE
ant b o y A I,.» I;ELM('}

: _—

ROME WITH LOVE—Perennial
tavorite! Musical portrait of the
Eternal City. Luna Rosa, Non
Dimenticar, Tarantella, Arrive-
derci Roma, Torna a Sorrento.

AFLP1822/AFSD5822

arxneornonic

SOUND
- EFFECTS
,K

Doctored
for Super |
Stereo il

SOUND EFFECTS, Vol. 1—Per-
fect auditory images! Jets, Rac-
ing Cars, Crowds, Thunder,
Heartbeats, Surf, Birds, Lions,
DFM3006/DFS7006

etc.

MAGNIFICENT MANDOLINS,
Dick Dia & Mandolin Orch.-—
Perhaps the finest mandolin
sound on records! Summertime
in Venice, Brasilia, etc.
AFLP1963 /AFSD5963

THESE ARE SOME TIME- TESTED AUDIO FIDELITY ALBUM FA\IORITES'

The BRAVE BULLS! 55 s |
J

RAILROAD SOUNDS—Vanish-
Ing era revisited! Steam & diese!
engines. Dynamic realism! Per-
fect model train background.
AFLP1843/AFSD5843

| 8 STEREQ =]
! EL HOMBRE ES

MARIACH! NACIONAL « ARCADID ELIAS

Pl
:\.n:‘?"’ ‘1‘6‘

EL HOMBRE MEXICANO, Mari
achi Nacional. Arcadio Elias—
Guitars, Violins. Trumpets—
Cowboy yells. Guadalajara. Soy
Puro Mexicano. Paloma. etc.
AFLP2116/AFSD6116

$4.98—mono or stereo

AVAILABLE NOW AT YOUR
LOCAL RECORD SHOP,
OR WRITE DIRECT TO:

AUDIO FIDELITY RECORDS

770 Eleventh Avenue
New York 19, N.Y.

B\G

WRITE FOR,FREE COMPLETE CATALOG.

www americanradiohistorv com

15


www.americanradiohistory.com

ommand
Performance

at your fingertips ---

..ooevery time you capture the
magnificent world of full fidelity
sound on tape.
Taped sound retaims jull fidelity even
arter hundreds of playbaclks . .. yours to
enjoy alhways . . . on VIKING tape com-
ponents, natwrally.

A VIKING invests you awith wnlimited versatilily to record live
programs or off the air including F.M. multiplex, duplicale,
put sound on sowund and edil wilh perfect case.

Retro-matic 220 — wltimate
performance with tomorrow’s
features for discriminating
audiophiles and professionals
only.

Two - directional playback, quarter irack
stereo at two speeds. "Feather-touch’” push
buttons, remote control, 12 watt amplifier,
simultaneous record/playback with 20-25.- . '
000 cps frequency response. Independent
channel controls, “luma-touch’ record but-
tons and illuminated VU meters. Phoio
electric run-out sensor, four heads, hyste-
resis capstan motor plus two reel drive
motors and digital counter. Superbly styled
with stainless steel face plate this compact
operates vertically or horizontally,

+
» @)

88 Stereo Compact—;for con-
noissewrs of the fine things
in high fidelity stereo sound.
Two speed tape recorder with choice of
half or quarter track sterco. Three new
type hyperbolic heads—no more old fash-
joned pressure pads. New design amplifier
with excellent 30-18,000 cps frequency re-
sponse, lets you monitor off the tape with
“A-B" comparison switch. Independent
channel controls and VU meters, two mo-
tors, record indicator light, counter, auto-
matic tape shut-off. With its atiractive,
brushed aluminum face panel, the 88 Com-
pact fits any installation for vertical or
horizontal operation.

Put Command Performance al your finger tips with VIKING
tape components — made by skidled American craftsnien.

Tape recorders, transports, cartridge players—even for your car or boat—
at reputable high fidelity dealers most everywhere.

Your assurance
of Quality in

- -
iKiNg o minnearous, inc. Tape Components
9600 Aldrich Avenue South, Minneapolis, Minnesota, 55420

CIRCLE 69 ON READER-SERVICE CARD
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NOTES FROM ABROAD

Continued from page 12

yeiling and stamping their feet. Eugene
wanted to take them with us just to be
sure. but it turned out we didn't need
them.”

Question: “Have you had revelations
in your repertory?”’

Istomin: “Well. of course we were
already very familiar with it all, but
the Schubert E flat trio . . . "

Stern: “A private exaltation, difficult
to play because you must not be senti-
mental il

Rose: “Opus one hundred, like finding
a diamond P

Istomin: .. . has become something
special for us We want to go further
into it. We plaved it only once in pub-
lic. since it is very long and people
feel cheated if there are only two things
on the program.”

Question: “Any recording plans?”

Stern: “Nothing definite. but we cer-
tainly intend to make somce records, and
hope to get together 1n New York next
spring.”

Question: “Will that modily some of
vour interpretations? | mean, do you
accept the theory that therce are now
two acsthetics—one for the coneert hall
and the other for recording?”

Stern: ‘I suppose wce'll soon  hear
people saving that the sound engincer
was in good form last night—adding
perhaps that there was a musician around
somewhere.”

Question: “Did any of the critics over
here bring up the alleged differences
between the American sound and the
traditional European sound?”

Stern: “A strong otfensc is the best
defense.”

Rose: “Great teachers create  tradi-
tions, and our great teachers in America
have been Europeans.”

Stern: “in Amecrica we have all the
Europcan national traditions without
their gaps. Anyway, we talk about tra-
ditional sounds when the truth is that
orchestras have really been in tune for
only about sinty years.”

Roy McMuLLEN

In four and a halt
evening  sessions  at
LONDON Kingsway Hall, Peter
Pears, with his friend
Benjamin - Britten  as
accompanist, recorded
for Decca-London the
Winterreise cvele of Schubert and the
Dichterliebe cycle of Schumann, thirty
titles in all. In Gute Nacht, first of the
twenty-four Schubert songs. a dog was
heard yapping during the closing couplet
of Wilhelm Miiller’s fifth stanza: “Lass
irre Hunde heulen/ Vor ihres Herren
Haus!”—which. in ecffect, invites stray
dogs to howl outside their own master’s
house.

Pears stopped singing. Britten stopped
playing. and recording director John
Culshaw in the control room stopped
directing. In mingled consternation and

Continued on page 20
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CHOSEN BY

AS THE BEST THAT MONEY CAN BUY

(WITHOUT FRILLS)

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

DYNACO,INC.,

JANUARY 1964

3912 Powelton Avenue,

This photo and caption (the price is an approximation) appeared in the September 1963 POPULAR
SCIENCE as part of an article entitled ““The Low-Down on Hi-Fi Stereo.” It is a picture of those
high fidelity components which, according to a panel of experts, provide the best sound possible today.

[

The panel carefully considered return-for-the-money, but “where there was a more expensive compo-
nent that produced a detectable improvement in sound, it was chosen.”

These components are recognizable to hi-fi enthusiasts as the AR two-speed turntable, the Dynakit

PAS-2 preamplifier, the Dynakit Stereo 70 dual power amplifier, and the AR-3 loudspeakers.®

*They have been on demonstration as a system for several years at the AR Music Rooms, on the west balcony of
Grand Central Terminal in New York City, and at 52 Brattle St., Cambridge, Mass. No sales are made there; you may
ask questions if you like, but most people just come and listen.

More detailed information, including a list of dealers in your area, is available from:

Massachusetts 02141

Philadelphia, Pennsylvania 19104

CIRCLE 1 ON READER-SERVICE CARD
17

www americanradiohistorv.com


www.americanradiohistory.com

ON A DESERTED MOUNTAINTOP
10,000 FEET ABOVE THE CALIFORNIA DESERT
THE SCOTT MONOPHONIC 310
IS ABOUT TO BE REPLACED...
BY THE NEW TRANSISTOR 4312 STEREO TUNER

¥ S it #

High atop Mount Santa Rosa, in California, the Palm
Springs Television Company has been using moncphonic
Scott 310 broadcast monitors to relay FAl programs from
Los Angeles 105 miles away to the town of Palm Springs,
directly behind the mountain. With the advent of siereo,
new equipment was needed that would be as reliable as the
310, and provide the same performance . . . now in stereo.
After an exhaustive study of available tuners, the brand
new Scott 4312 transistorized tuner was selected for the job.

Like the 310’s thev are replacing, the new Scott 4312’s
will have to undergo a punishing ordeal on the mountain-
top. Towering snowdrifts make these tunsrs completely in-
accessible for many months of the year. There is no margin
for error . . . these tuners have to work perfectly, with

FOR NEW SCOTT CATALGG cm'cgs

O S

z

L -

- T -
unvarying reliability. They cannot drift even slightly dur-
ing the entire period.

Robert Beaman, Chief Engineer for Palm Springs Tele-
vision Company, emphasized the two basic factors in the
selection of the Scott 4312:

1. The radically new Sclid State circuitry, designed by
Scott, provides the optimum in stability and assures
years of cool-running, trouble-free performance . . .
2 must for a remote location like Mount Santa Rosa.

2. New Scott transistor circuitry makes possible threc-
megacycle detector bandwidth which provides a new
standard of stereo separation not previously achieved

100 ON READER

with vacuum tube tuners.

ke

& SERVIGE IABD
- - i .
. Sy o |
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1. Transistorized time-switching multiplex circuitry. Separa-
tion in excess of 35 db at 400 cps, a new industry standard.
2. 3-megacycle detector, widest of any tuner ever designed.
Results in extremely good stereo separation, drift free per-
formance, excellent capture ratio.

3. Nuvistor front end. Muvistors chosen for their reliable per-
formance and extremely low cross modulation, in excess of
—65db. This outstanding design specification assures you
that strong local stations show up only once on the dial.

4. Silver-plated RF circuitry. Assures sensitivity of 1.9 micro-

voits (IHF).

*Slightly higher West of Rockies. Accessory cases extra. Export: Morhan Exporting Corp.,458 Broadway, N. Y. C. Canada: Atlas Radio Corp.,50 Wingoid Ave., Toronto

2 i

i a A %

S

Here are the seven features that make the Scott 4312 the world's first truly reliable TRANSISTORIZED tuner..

5. Sensitive tuning meter and antenna orientation indicator.
6. Transistorized Auto-Sensor circuitry instantly switches to
stereo mode when stereo broadcast goes on the air.

7. Professional slide-rule tuning, with heavily weighted mech-
anism, and use of ball-bearings throughout. Assures true
velvet-touch tuning. $365*

SCOTT"

H. H. SCOTT INC,, 111 Powdermill Road, Maynard, Mass.
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NEW!
GRADO TRACER BEAM

STEREO CARTRIDGES

THE GRADO TRACER BEAM STEREO CARTRIDGES
MEET ALL OF THESE REQUIREMENTS!

Eliminate inner groove distortion.

Eliminate completely “Shattering,” and buzzing
during playback.

Play both stereo and monaural records.

Be completely non-critical to installation problem and
still perform superbly.

Track in a good tone arm at 1 gram or less
(not just make sound but trace with low distortion!)

Work in all record changers and automatic turntables
at up to 6 grams.

Have IM distortion of no more than 2% at the highest
recorded levels and maintain 1% or less IM distortion for
normal recorded levels.

Have a high frequency response to at least
24,000 CPS or better.

Have a FLAT frequency response down to 10 CPS,
STYLUS ASSEMBLY REPLACEABLE BY CONSUMER!

TRACER BEAM MK | STEREO CARTRIDGE $75.00
TRACER BEAM MK Il STEREO CARTRIDGE $49.50
TRACER BEAM MK Il STEREO CARTRIDGE $37.50
TRACER BEAM MK IV STEREO CARTRIDGE $27.50

For further information please write:

GRADO LABORATORIES, INC. 4614 Seventh Ave., B'klyn 20, N.Y.

CIRCLE 37 ON READER-SERVICE CARD
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NOTES FFROM ABROAD
Continued from page 16

amuscment. everybody cngaged in a
hunt for the dog. which was finally
found locked in the caretaker’s quarters.
Once rescued from duress, the poor an-
imal fell silent—and as the plavback
finally revealed, the canine voice hadn't
actually gotten on to the tape. In a wav
I was sorry. If trained 1o vap in the right
key and rhythm, it might have added a
touch of picturesque realism to the
proceedings. The sessions ended on the
eve of Britten's fifticth birthday, by
the way, in an atmosphere of bonhomie
appropriate to such occasions.

Harps, Flutes, and Little Meringues.
EMI's No. 1 studio at St. John’s Wood
recently presented a scene that was
almost familial. Out on the studio floor,
backed by the Bath Festival Orchestra,
with Yehudi Menuhin on the podium,
flutist Elaine Shaffer and harpist Marilyn
Costello were playing Moezart's Concerto
K. 299. Acquaintances for almost twenty
vears, these soloists had first played
this work together as students at the
Curtis Institute- of Music, in Philadelphia,
in 1945, On the present occusion they
had an especially appreciative audience
in the persons of Efrem Kurtz, the well-
known conductor and husband of Miss
Shaffer, and L. D. Dannenbaum. Ameri-
can businessman and husband of Miss
Costello.

Mr. Dannenbaum told me how his
wife nurses, coaxes, and retunes her
Salzedo harp. positively mothering her
highly temperamental instrument through
vagaries of temperature and humidity
and the ills attendant upon travel in
ships’ holds and gear-grinding trucks.
When on teur she always carries a com-
plete set of spare pedal rods. so us not
to be caught out if they all break at
once. Mr. Kurtz was similarly interested
in /iy wife’s instrument. Her flute, he
said, is of ld4-carat gold, the twenty-
fitth and last instrument of its Kkind
made by a noted American craftsman
named Powell, now dead. It both looked
and sounded as princely as such a
provenance would suggest.

With the Mozart out of the way,
Miss Shaffer and Menuhin  launched
upon John Philipp Telemann’s A minor
Suite for Flute and Orchestra. At both
lots of sessions, Telemann and Mozart
alike. Mr. Kurtz acted as  ex-offi-
cio host. Every afternoon he brought
in delicacies from Fortnums and pre-
sided ovei teatime feasts which in-
cluded such confections as those marvel-
ous morsels of chocolate-coated cream
sold—when vou can get them—aus
petites meringues enrobés.

Final playbacks Ileft everybody con-
tent. Menuhin and his Bath players
packed up and moved out. The Philhar-
monia Orchestra moved in. It was now
Mr. Kurtz's turn to take the podium.
From his labors two discs will result:
one a sclection of ten movements from
the two concert suites which Prokofiev

Continued on page 24

Hicn FIDELITY MAGAZINE


www.americanradiohistory.com

mNe wvy
Rt WA
W

iy pRYY :‘bg# ::

i b A B gl o gl
;P " “I" ":m

—_—

(R WAL P

'] . ] Ll oilhs b0

RTE S IRY W A
u-":t -l'.’

v

e

WHO WANTS T0
SEE A TAPE RECORDER
INA lIVIglG ROOM

YOU DO
(if it's Miranda’!)

P IOTOGRAPHED * MEW YOSK SHOWROOM OF DUX INCORPORATED

Two magnificent new stereo tape recorders featuring maijor
electronic advances...plus the beauty of genuine teakwood cabinetry!

MIRANDA Sorrento Sophisticated solid-state circuitry, com- MIRANDA Nocturne Hysteresis synchronous motor assures
prising an impressive array of 21 transistors and 19 diodes. unfailing constancy in tape movement. Smoothly operating
Electronic matrix-type push-button switching positively and  push-button controls make it a pleasure to operate. Each
instantaneously controls every mode of tape transport. Tape- channel is provided with individual volume and tone controls,
handling mechanism includes automatic tape lifters and ten- VU meter, two input jacks, output jacks for external speakers.
sion bars. Other features include: built-in 4" x 6” full range Single switch allows the Nocturne to be used for either stereo
dual speakers. automatic shut-off for motors and amplifiers, or mono playback. Ten clean actual watts of audio power &)
three motors plus servo motor for remote control, illuminated  per channel) plus matched 4" x 6 speakers give rich, full-
VU meters, pause switch, electronic switching delay, 3% and  bodied reproduction. The Nocturne records and plays 4-track
7V4 ips., records and plays 4-track stereo. Priced at $400.00 stereo and mono in 1%, 3% and 7'2 ips. Priced at $250.00

CARNEGIE FREE PUBLIC LIBRARY

SORRENTO REMOTE CONTROL: All tape transport controls plus separate channel volume controls, and 16 ft. cable. Priced at $35.00

At last . . . the first truly practical design in tape recorders. Miranda is housed in genu-
ine teakwood cabinetry that blends with and enhances any decor. No glaring chrome ;
trim . . . no jagged outline disturbs its simple, classic elegance. More than a fine tape ﬂ

recorder, Miranda is also a fine piece of furniture that you can display with pride.
Write for free literature to Oept. HF-1.

BecGISTERTO 8Y ALLIEG IMPEX CORP, EXCLUSIVE U.5, IMPORTER
ALLIED IMPEX CORPORATION. 300 PARK AVENUE SOUTH, NEW YORK 10, NEw YORK + CHMICAGO 43, ILLINOIS + OALLAS 7.TEXAS ¢ LOS ANGELES 16. CALIFORNIA

CIRCLE 4 ON READER-SERVICE CARD
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INTRODUCING the \

new Rek-O-Kut R-34
playback system—
a complete 2-speed
turntable, tonearm,
and base unit, WITH
A 5 YEAR WARRANTY
..unheard of in the
audio industry! When
we say our turntables
are built to take it—
we mean it.

INSTANT SPEED
SELECTOR.

A mere flick of
your finger changes

its speed from 33% to
45 rpm. An exclusive
Rek-O-Kut feature.

SOLID O!LED-WALNUT
BASE. Fine furniture
crafted.

SPECIFICATIONS.
Noise and rumble:
—60 db below
average recorded level
(@ 7 cm/sec.

(@ 1000 ¢ps). Flutter
& wow: .08% RMS.
Dimensions: 15" x
145" x 5%2" (overall
height, including
tonearm).

YOU GOULD SPEND
3100 MORE AND NOT GET
BETTER PERFORMANGE

(or better features, or better quality.)

HYSTERESIS \
SYNCHRONOQUS
MOTOR. Pabst is its
name. Pioneered by
Rek-O-Kut. For
constant speed no
matter what the
variation in line
voltage. It's the first
time this motor (used
in our higher-priced
units) has been used
in a system at this
price.

ONE-PIECE CAST
ALUMINUM TABLE.
Full-size, 12 inch,
professional quality.
Dynamically balanced.
Its weighted rim
provides all the
necessary flywheel
motion for perfect
rotation at constant

speed.

ISOLATION \
SUSPENSION: Totaily
eliminates acoustic
feedback. Makes

vertical rumble a
negative factor. No

need for complicated
spring devices to
shock-mount your
playback system. Ever.

EXCLUSIVE
REKOTHANE BELT.
Polyurethane.
Individually ground to
precision tolerances,
this belt reduces
noise and rumble
minus 6 db lower
than any other belt.
And unless you
actually cut or tear a
Rekothane belt

it should work for the
life of the unit.

$-340 TONEARM. \
A modified version of
the S-320 professional
tonearm. Tracks

at less than one gram!
Resonance factor is
below 12 cycles.
Ruggedly constructed,
its removable cartridge
shell handles any
standard cartridge.
Available separately

"\wt $24.95.

SIGNIFICANT PRICE.
ONLY $89.95!

A most modest price
for such quality.

See your dealer for a
comparison
demonstration. Only
then will you know
why you could spend
$100 more and not
get better performance
(or better features,
or better quality).

REK-0-KUT, the world’s largest manufacturer of turntabies. 38-19 108 Street, Corona 68, New York
Export: Morhan Exporting Corp., 458 B'way, N.Y.C. Canada: Atlas Radio, 50 Wingold Ave., Toronto 19
CIRCLE 33 ON READER-SERVICE CARD
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EXPRESSLY FOR STEREO

@?mﬁéong @%. 1

The music is spacious, transparent, alive with detail in proper perspective — utterly faithful to the tex-
ture and dynamics of the original, as you expect from Bozak speakers. The B-4000, distinctively styled
in mahogany or walnut, is surprisingly small for such big music. A pair are unobtrusive in even a modest
living room. They are also available in kit form. Ask your Franchised Bozak Dealer, or write for catalog.

DARIEN/CONNECTICUT

T T e T s e e P T

CIRCLE 17 ON READER-SERVICE CARD
JANUARY 1964
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CIPHER VII STEREO

In so many ways, the new Cipher VIl stereo tape recorder is heads above
the crowd: records and playsback in 4-track, 3-speed stereo or monaural,
records sound-on-sound, and its two full-range speakers are detachable for
best positioning. Cipher VIl can be played horizontally or vertically, or it
can be installed into your present hi-fi system.

Other professional features of the Cipher VIl include: separate volume and
tone controls for each channel * 2 dynamic microphones ¢ 2 VU meters
» editing facilities e« tape index counter + auto, reel-end
shut-off + 10 watt output ¢ two-tone cabinet with brushed @
aluminum control panel. $274.95

INTER MARK

For brochure and name of nearest Cipher dealer. write to:

INTER-MARK CORP., Dept. HF, 29 West 36th Street, New York 18, N. Y.
CIRCLE 41 ON READER-SERVICE CARD

HOW FAR WRONG CAN YOU GO FOR $1 A YEAR!

Eager to scll. buy or swap used high fidelity speakers,
amplifiers, cartridges, turntables, tuners, records. etc.?
Turn to our monthly bulletin: The BUY-SELL-or-
SWAP NEWSLETTER

If you want to SELL—classified listings of used equip-
ment and records cost only $1 per ad—Ilimit 30 words
including name and address. No dealer ads accepted.

If vou want to BUY—lots of bargains offered in the
50 or more ads that appear here every month. Sub-
scription price: only $1 a year!

If you're audio-minded, how far wrong can you go for
$1? Fill in and mail the form below today!

HIGH FIDELITY, Dept. CE Enclosed is my payment for §

ington, M 5 .
Great Barrington, Mass 1 Insert the following 30-word adver-

[J Start my subscription to your BSS tisement (including name and address) in

Newsletter with the next issue. (Only $1) the next issue of the BSS Newsletter.
(Type or print plainly.) ($1)

Name

Address

City State

24

www americanradiohistorv com

NOTES FROM ABROAD

Continued from page 20

derived from his Romeo and Juliet ballet
music and published in 1938; the other,
a coupling of suites from two Rimsky-
Korsakov  operas—Snowmaiden  and
1sar Saltan.

Prokofiev in the Direct Line. It was
the Prokofiev sessions that particularly
fascinated me. Not only was there the
joy of hearing the Philharmonia players
in music characterized by so much glit-
ter. gold. and purple but there was also
a feeling of main-line transmission be-
hind Kurtz’s conducting. Only nine years
Prokofiev's junior, Kurtz was at St
Petersburg  (Leningrad) Conservatory
for an overlapping year with the com-
poser before the Kaiser's War and vividly
remembers his end-of-term performance
of the Piano Concerto No. 1. It was this
work that won Prokofiev the coveted
Rubinstein first prize and. incidentally,
the confirmed hostility of the Conserva-
tory's all-powerful director, Alexander
Glazunov. To Glazunov, young Proko-
fiev's stylistic levity and harshness—or
what seemed harshness then—were anath-
ema. Kurtz testifies that when. soon
afterwards, Prokofiev gave a further
performance of his concerto, this time
under Tcherepnin, at the Conservatory
graduation exercises, Glazunov got up
and ostentatiously left the hall as soon
as Prokofiav appeared on the platform.
This detail seems new to the record.
I do not. at any rate, see it in Prokofiev's
autobiography or in the standard Soviet
“life.”

As a vyoungster in Tsarist Russia,
Kurtz found Prokofiev's music enigmatic
and disturbing. He did not really begin
to fathom it until the Twenties, when he
had become a free-lance conductor in
Germany. Now, it is in his bloodstream,
a segment of his life and mind. This was
borne in upon me most emphatically
during his section rehearsals and the ulti-
mate shaping and reshaping of the scene
of Tybalt’s death. Upon this movement
Kurtz spent a whole evening. Later, he
talked with me: “The Philharmonia
hadn’t played Rownieo and Juliet before,
so to begin with I gave them a de-
liberately slow tempo and concentrated
on the accents. All this was so they
should get the ‘feel’ of the score. The
last take of the day, when theoretically
the men should have been stale, was the
best. When you've conducted orchestras
a hundred times a year for forty-three
years, you know a trick or two.”

CHARLES REID

HicH FIDELITY MAGAZINE
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TUNER SECTION: In the kit, the two most critical sections
—the front end and the IF strip—are supplied prewired and
pre-aligned; and a high quality circuit board and pre-aligned
coils are provided for the stereo demodulator circuit. The
F strip has 4 amplifier-limiter stages and a wideband ratio
detector for perfect limiting and fiat frequency response.
Sensitive bar-type electron-ray tuning indicator pinpoints
:he center of each broadcast channel for lowest distortion,
and also serves as the stereo program indicator.

Antenna input: 300 ohms balanced O IHFM usable sensitivity:
3 uv (30 db quieting), 1.5 uv for 20 db quieting O Sensitivity
for phase locking (synchronization) in stereo: 3 uv O Fuli
limiting sensitivity: 10 uv O IF bandwidth: 280 kc at 6 db
points O Ratio detector bandwidth: 1 mc peak-to-peak sep-
aration O Audio bandwidth at FM detector: flat to 53 ke O
IHFM signal-to-noise ratio: 55 db O IHFM harmonic distor-
tion: 0.6% O Stereo harmonic distortion: less than 1.5% O
IHFM capture ratio: 3 db O Channel separation: 30 db.

AMPLIFIER SECTION: High quality Baxandall bass and
treble controls do not interact or affect loudness, permit
boost or cut at extremes of range without affecting mid-
range. Balance control is infinitely variable, permitting com-
plete fade of either channel. Blend control is variable from
switch-out, for maximum separation, to full biend. Tape
Monitor switch permits off-the-tape monitoring with the
Eico RP100 Stereo Tape Recorder.

Power: 36 watts IHFM music, 28 watts continuous (total) O
IM distortion (each channel): 2% at 14 watts, 0.7% at 5 watts,
0.2% at 1 watt O Harmonic distortion (each channel): 0.6%
at 10 watts, 40 cps to 10 kc; 0.2% at 1 watt, 30 cps to 2C ke O
IHFM power bandwidth at rated continuous power, 1% har-
monic distortion: 30 cps to 20 kc O Frequency response *1
db, 15 cps to 40 ke O Speaker output: 8, 16 ohms O iqputs:
Magnetic phono or adapted ceramic phono, tuner, tape
auxiliary O Sensitivity: 2.3 mv phono, 250 mv others O Noise:
—65 db at 10 mv, mag phono;—80 db others.

New Eico Classic 2536 Stereo FM Receiver A ¢4

every other stereo receiver seems overpriced

Take a superb stereo tuner, guaranteed stable under all condi-
tions, and sensitive enough to give full stereo separation even
on weak, fringe-area signals ...

Add a virtually distortion-free 36-watt stereo amplifier with re-
markable overload and transient characteristics. ..

Mount them on one chassis—effectively separated for the per-
formance benefits of components plus the convenience of a
single compact unit. ... Price this combination at $209.95 factory-
wired, and at $154.95 in a new kit pack that makes building a
delightful experience—and what do you have? The Classic 2536
Stereo Receiver, star of the new Eico Classic Series, and a com-
ponent that matches or surpasses the performance of compo-
nents selling at substantially higher prices. How? Simple. It's pure
performance. Stripped of everything but the finest basic circuitry.
Examine the specifications yourself. Compare them with those of
more expensive units. Listen to the 2536—then to higher priced
units. Can you see or hear a difference worth paying for?

If you're interested in building a fine stereo receiver, take a long
look at our new kit pack, too. Note the logical, orderly arrange-
ment of parts. How easily it sets up for work. How easily it closes
down between work sessions—with no loose parts to go astray.
Thumb through the 2-color Construction Manual. Ever see such
graphic diagrams? Every step is clear and unmistakable—and no
diagram shows more than 20 steps. Another thing the diagrams
show you: how simple the wiring is. No tricky frills; no clutter;
no confusion, even around switches and controls. Plenty of space
to work in. And Eico has eliminated the most tedious part by pre-
mounting jacks, sockets, terminal boards, and transformers.

Does any other kit give you more building ease, or assurance of
success than the Eico Classic? See it atyour hi-fi dealer. Cptional
Walnut Cabinet WE-73, $19.95, Metal Cover E-12, $7.50.
EIC ELECTRONIC INSTRUMENT CO. INC. ¢

131-01 39th Avenue, Flushing, N. Y. 11352 ‘—7

Export: Roburn Agencies, Inc., 431 Greenwich St.,, N. Y. 13 { AT
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’1.00

Who says Christmas is over? {tisn’t—not when
you can get a superb recorded tape for a frac-
tion of its actual cost just for trying a 7" reel of
Double Recording Audiotape on Tempered
“Mylar.” (A great tape in itself: double length
plus double strength.) ll Just buy a reel of
Double Recording Audiotape (Type 2431T) at
the regular price, and for only $1.00 addi-
tional come away with The Melody Lingers On—a
magnificent 55-minute program of great pop-
ular standards. These unforgettable melodies
are performed in luxurious arrangements from
the Everest stereo library, long noted for the
superb quality of its recordings. lt The $1.00
price tag is even more remarkable when you
consider that the entire program is recorded
on a reel of standard Audiotape which actually

sells for more than twice that price! So even if
you erased the tape (heaven forbid!) you’d still
be ahead of the game. ll Go to any store that
carries Audiotape products and buy a reel of
Double Recording Audiotape, Type 2431T.
Then add one dollar for The Melody Lingers On,
a great tape that you and the women in your
life will treasure. Available only in 4-track stereo.

AUDIO DEVICES, INC.
444 MADISON AVENUE

NEW YORK 22, NEW YORK

CIRCLE 9 ON READER-SERVICE CARD
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THE UNIVERSITY TRI-PLANAR SPEAKER SYSTEM. Here is the first speaker
in which thinness is purely a functional matter. The unusually thin shape is actually
dictated by its basic engineering design principle. In fact, you have to listen... and
listen again . . . before you realize that the Tri-Planar’s sound comes from a speaker
system of such remarkably thin dimensions. The bass range is full and clean. The
mid-range and highs are smooth and brilliant. And its balance over the entire range
(45 to 18,000 cps) can only be achieved by considerably larger bookshelf systems.
The woofer area, consisting of two panel radiators, with custom-matched voice coils,
is larger than most speaker systems—264 square inches. And, there are many other
features which depart from outworn traditional speaker designs. .. including the
exclusive “push-pull’” woofer configuration, the open back doublet system, and
others. In oiled walnut, with cane grille, 15” x 23” x 13/4” thin. $79.50. For more about
the Tri-Planar and other University Loudspeakers, write Desk P-1.

JANUARY 1964

SAUNIVERSITY LOUDSPEAKERS

Division ot Ling-Temco-Vought, Oklahoma City, Oklahoma
CIRCLE 66 ON READER-SERVICE CARD
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SYL-J-ETTE — Tre ultra-thin
3-way system designed to
look like a magnificent paint.
ing. Choice of Neo-Classic
art, Decorator Cane or Petit
Point floral grille. 40 to 20,000
cps. Oiled walnut. $99.95. With
Petit Point grille—$109.90.

o

L

n

MINI—Big sound in a smaller
speaker system measuring
18" x 13*4” x 2 ! Utilizes many
of the design principles found
inthe Tri-Planar. 50-17,000
cps. Oiled walnut. $44.95.

27
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NEW Wiregard

STEREOTRON
FM ANTENNA

with Twin Muvister Amplifier

The reception ability of even the most expensive
FM or FM stereo outfit is restricted by the
performance of the antenna to which it is con-
nected. If you want to see what your equipment
can really do, you need a new Winegard
Stereotron.

The Stereotron antenna and twin nuvistor
amplifier is the only antenna amplifier combi-
nation that can be used anywhere—responds
to 1 microvolt of signal, yet takes up to 200,000
microvolts of signal without overloading. An-
tenna is GOLD ANODIZED, amplifier com-
pletely weather-sealed. Exceptionally high front-
to-back ratio to prevent multi-path distortion.
Antenna and amplifier are available separately.

We firmly believe that the Stereotron FM
antenna is in a league by itself and therefore we
make the following written guarantee:

1. We guarantee the Winegard Stereotron to be
the most effective, sensitive, finest con-
structed antenna available.

2. We guarantee the Stereotron with Stereotron
amplifier will pull in 85%, of all FM stations
in a 200 mile radius over average terrain.

3. We guarantee you will be 1009, satisfied
with a Stereotron or your money back.

STEREOTRON ANTENNA Model SF-8—$23.65

STEREOTRON NUVISTOR AMPLIFIER Model AP-

320 input 300 ohms, output 300 ohms—can be

used with any FM antenna—$39.95

Amplifier Model AP-375 for use with coax

cable. Input 300 ohms, output 75 ohms— $44.95
Write for technical spec’s, gain charts, polar

patterns, VSWR, etc., plus Free FM Station

Log and Map.

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

o Wi rd
o wWinega.
() ANTENNA SYSTEMS
3014A Kirkwood Blvd. P Burlington, lowa
CIRCLE 71 ON READER-SERVICE CARD
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Leonard Burkut

Roger Huall

A Change of Chairs

At Columbia and RCA Victor there are new skippers

in charge of classical repertoire.

W]]THIN RECENT MONTHS, the two larg-
est record companies in America have
taken under their respective roofs new
managers of classical artists and reper-
toire. This fact in itself may appear no
more than mildly coincidental, but on
closer look the situation reveals an cqua-
tion of almost algebraic neatness: Colum-
bia has summoned to its service the for-
mer Music Administrator of the Boston
Symphony Orchestra (an RCA Victor
client), while RCA Victor has called in
the former Manager of the Philadelphia
Orchestra (a Columbia client). It’s
enough to make one begin pondering
upon Destiny.

The two gentlemen in question are
Leonard Burkat, whose new post brings
him south from Boston to New York,
and Roger Hall, whose duties bring him
north from Philadelphia. Since record
buyers will become the beneficiaries of
the talents of Messrs. Burkat and Hall
(it is, of course, the fundamental job of
an a & r director to decide who records
what). the time seems ripe for introduc-
tions all around.

C()l_UMmA‘s Leonard Burkat is a stocky
man (he complains that his photographs
make him look like a boxer) who has
been a Bostonian all his life. He went to
Harvard (where he studied orchestration
with Walter Piston) and afterwards joined
the music staff of the Boston Public Li-
brary. (It was at some time during this
period that Mr. Burkat traded his saxo-
phone for a cello, upon which he took
three lessons. He has since passed the
instrument on to one of his daughters.)
When Tanglewood opened for its first
postwar summer in 1946, he organized
the school library—and thus began an
association with the Boston Symphony
which was to last for seventeen years. On

www americanradiohistorv. com

completing the Tanglewood assignment
he was invited to take the next logical
step—that of becoming librarian for the
Symphony itself. Eventually he was ap-
pointed Music Administrator, “a musical
arm of the management.” as he explains
it, and in this position he collaborated
with Charles Munch and Arthur Fiedler
in planning repertoire for concerts and
recordings by the BSO and the-Boston
Pops. “Altogether.” he told me, “I had
a share in planning about 250 musical
events a year. In a sense, my work at
Columbia is quite similar—a record is,
after all. a musical event. Only here there
will be fewer of them—about eighty or
ninety a year.”

As the guardian, so to speak, of three
major orchestras—the New York Phil-
barmonic, the Philadelphia, and Epic's
Cleveland—MTr. Burkat seemed a logical
person to ask about the problem of rep-
ertoire duplication. “It doesn’t bother me
at all,” he said. “There is no rivalry
among these orchestras—they are all fine
ensembles with large followings. If rec-
ord audiences want a Beethoven Fifth
from each of them, there is no reason
why they shouldn’t have it. And though
there may be thirty Fifths in the cata-
logue, there aren’t thirty good ones.”

Of things to come, Mr. Burkat gave
some enticing glimpses: a Boris Godunov
with George lLondon recorded in the
Bolshoi Theatre, a Berlioz Requiem by
the Philadelphia, a remake of the Barték
Quartets by the Juilliard, and a continua-
tion of the Stravinsky-by-Stravinsky se-
ries, with Orpheus, Agon, and Jeu de
cartes soon to come. “Another project
dear to my heart,” he went on, “is to
arrange for Stravinsky to conduct Tchai-
kovsky’s Second Symphony. Stravinsky
is strongly attracted to the music of his

Continued on page 30
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R ..by combining this unit, Citation A,
with a solid state basic amplifier of comparable quality,
a sound path could be set up that approaches the classic

goal of amplifier design—a straight wire with gain.”

—HIGH FIDELITY MAGAZINE

THE NEW CITATION B

PROFESSIONAL 80 WATT SOLID STATE STEREO BASIC AMPLIFIER
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Computer-grade silicon out.
put transistors: heavy-duty,
solid state devices, virtually
impervious to abuse. Will
take 100% more power than
their use in Citation B will
ever demand.

Driver stage: Wideband silicon driver tran-
sistors are mounted on ruggec, military-
type epoxy glass board. Board pivots for
easy accessibility or removal.

Handsome front panel: facilitates custom instailation. Features include
current-adjustment meter, on/off switch with pilot light and low-cut fil-
ter. Removable bottom panel conceals idling adjustment controls.

|
|
| The ‘‘classic goal of amplifier de-
sign’ is now reality. The big '""B"' is
| here.The Citation B. A power-packed
“‘brute’’ loaded with 80 watts of flaw-
| less performance — a true product of
the computer age. ®* The ‘‘B'’ has the
| widest frequency response of any
basic amplifier—1 to 100,000 cps.
| * The “B’" has the best square wave
| response — less than one microsec-
ond rise time. ® The “B'’ has the high-
I est damping factor—50to 1 at 10 cps.
{No other power amplifier is even
| close.) * The big “'B’' is the only pow-
er amplifier completely free of hang-
l over or clipping at full power output.
—_— The Citation B reflects Harman-
Kardon's solid state leadership in
every way—performance, design and
construction. ‘A straight wire with
gain’' when matched with Citation A,
the big "B’ will also enhance the
performance of any other high qual-
ity stereo preamplifier. For more in-
formation — write Citation Division,
Harman-Kardon, Inc., Plainview, N.Y.,
Dept. HF-1.

harman LR

A subsidiary of THE JERROLD CORPORATION

Electrolytic capacitors: en-
gineered to computer-grade
specifications for unlimited
shelf life and consistent,
long-term performance.

*Heat sink'": heavy-duty
finned aluminum device
which rapidly draws heat
away from output transistors
—insuring long life, fail-safe
performance.

Yop view of chassis: computer construction throughout. Five sub-assemblies
assure easy accessibility and minimum operating temperature through effi-
cient heat dissipation; laced military wiring harness couples each stage.

et Sy Sue R B G e — — —
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The Uher 8000

By Martel

Did Not Feature:

AKUSTOMAT: You simply speak and the machine records. . . you stop speaking —
machine stops. Audio Magazine reported ... we know of no other machine which

has this feature.

FULLY TRANSISTORIZED: Professional » 4 Speeds » 3 Heads « 2 VU Meters

DIA-PILOT: Built-in impulse transmitter for fully automatic control of slide projectors

and animated displays.
ECHO EFFECTS

AUTOMATIC : End of reel shut-off disengages pressure roller.

MULTI-PLAY: Allows transfer of recording to a parallel track while simultaneously
superimposing a new recording to the original track by the turn of a knob.

CONSOLE SOUND: Featuring two built in speakers for perfect separation.
4 TRACK STEREO — 4 TRACK MONO: With built in mixer control for both

channels.

Avudio Magazine Report: . .. Practically any use that can be imagined is pos-

sible with the Uher 8000.”

Then It Would Be Just Like Any Other Tape Recorder.

By the way... it took Audio Magazine 1457 words to describe all the features on
the Uher 8000 — for complete review write

MARTEL

Hollywood

645 N. Martel A
ELECTRONICS Phone 213)838.2303 Phone (212) 684.0943

New York City Chicago
1199 Broadway 1141 Merchandise Mart Plaza
Phone (312) 644-0430
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See What Robert C.

TAPES IN REVIEW:

Marsh Writes About

1963
Edition

by R. D. Darrell

. useful as a reference book and
valuable as guide. Rob Darrell is one who
can size up both the musical and technical
merits of a recordnm. and lec cach its
proper incentive in a concise review. In both
instances  his  judgements  are  consistently
trustworthy. 1 respect his opinions and found
his book a useful overview of the consider-
able musical resources which tape offers
the collector today.”

So writes Mr. Marsh in the Chicago Sun-
day Times. High praise. indeed.

TAPES IN REVIEW brings you in one
convenient  book about 500 pre-recorded
tape reviews which appeared in HIGH
FIDELITY during 1962 and 1961. All were
written by R. . Darrell, contributing editor

of HIGH FIDELITY. pioncer in the art of
discography, author of The High Road to
Musical Enjoyment and Good Listening and
many, many articles.

If you buy pre-recorded tapes. this book
will help you build a fine libr:
music you enjoy. Mr. Darrelt’
range from Beethoven o romantic
songs. There's @ handy index. too.

interests
Itatian

If you ure not yet one of the HIGH
FIDELITY readers who buys pre-recorded
tapes. you will find TAPES IN REVIEW
heipful as & guide to dises because perform-
ances on tapes are available, also. on discs,
And the book will enlighten and entertain
every musically minded reader. It measures
627 x 9347 Flexible cover.

Payment with order but satisfuction guaraniced or

your money back. Use the handy order form below.

Wyeth Press, a Division of High Fidelity, Publishing House, Great Barrington, Mass., 01230 1-64
Send me a copy of TAPES IN REVIEW: 1963 Edition for the $2.50 | enclose.

Send to

Name

Address

A CilANGE OF CHAIRS

Continued from page 28

youth, and he heard Tchaikovsky conduct
the Second when he was a boy. 7/ first
heard Stravinsky conduct it in the late
Thirties.” Topping off the season’s game
of musical chairs is a Columbia record-
ing—just out—of Charles Munch con-
ducting the Philadelphia Orchestra. Mr.
Burkat swears, “I had nothing to do
with it.”

-'1\ MILE OR sO downtown from Colum-
bia’s offices stands the yellow brick
headquarters of RCA Victor. and here
we found Roger Hall, tall. bespectacled.
and genial. The Red Seal a & r manager
acknowledged a strong bent for the piano
(which he had studied at the Manhattan
School of Music). but confessed that as
a student he had been “interested in too
many things™ to devote himself to the
instrument as a career. He majored in
journalism at the University of North
Carolina (Class of *46) and soon after-
wards went to work for Columbia Artists
Management in New York. Two years
later he embarked upon a career of
orchesira management which was to lead
(by way of the Fort Wayne Philharmonic
and the Erie Philharmonic) to the posi-
tion of assistant manager of the Chicago
Symphony in 1953—the year the late
Fritz Reiner became music director. In
1956 he began a stint in the record busi-
ness. heading sales for Angel and Capi-
tol, and then returned to orchestral af-

fairs as Manager of the Philadelphia.
Sitting in his still unfinished office.
Roger Hall gave every appearance of
being pleased to be where he was. “I'm
old enough to have grown up with Victor
records. and to me there is something
intangible but very real about the RCA
Victor legend. And I'm in love with the
idea of the company's involvement with
opera recordings.” Mr. Hall sces his
major task as that of planning “exciting
repertoire and exciting collaborations.™
and though he was reluctant to make
predictions so early in his tenure, it was
not difficult to guess that plans to ful-
fill his expectations were already afoot.
SHIRLEY FLEMING

High Fidelity. Junuary 1964, Vol. 14, No.
1. Published monthly by The Billboard
Publishing Co., publisher of Billboard,
Vend. Amusement Business, American Art-
ist, Modern Photography. and the Carnegic
Hall Program. Telephone: Great Barrington
1300, Member Audit Bureau of Circulations.

Editorial Correspondence should be ad-
dressed to The Editor, High Fidelity, Great
Barrington, Mass., 01230, Editorial contribu-
tions will be welcomed. Payment for articles
accepted will be arranged prior to publica-
tion. Unsolicited maunuscripts  should be
accompanied by return  postage.

Subscriptions:  Subscriptions should be ad-
dressed to High Fidelity, Great Barrington,
Muass.. 01230, Subscription rates: Anywhere
on Farth. | year. $7: 2 years. $13; 3 years.
$17. Single copies, 60 cents.

Change of address notices and undelivered
copies (Form 3579) should be addressed to
High Fidelity. Subscription Fulfillment Dept.,
2160 Patterson  Street,  Cincinnati, Ohio,
45214,
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Whether you use your Miracord. ..

or an automatic changer...

you have the same quality features working for you hysteresis-  Quiet, smooth and gentle, the Miracord brings out the best in
synchronous motor with self-regulated speed accuracy, or high-  your records, and preserves their quality for long-lasting en-

torque, 4-pole mdpchon mofor, as you prefer, mass-balanced  joyment. See o.nd h.eor'the Mira- : BENJAM IN
tone arm that provides tracking force without springs, and one-  cord at your high fidelity dealer. !
piece, dynamically balanced, die-cast turntable. For complete details, write: 1 MIRACORD

bENJm!N ELECTRONIC SOUND CORP., 80 SWALM ST, WESTBURY, N.Y. SOLE U.S. DISTRIBUTOR FOR MIRACORD TURNTABLES, E.AC CARTRIDGES AND OTHER ELECTROACUSTIC® RECORD PLAY:NG COMPONENTS.
CIRCLE 15 ON READER-SERVICE CARD
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High Fidelity, Publishing House,

Great Barrington, Massachusetts, 01230
Send me STEREO: 1964 Edition for the
dollar enclosed.

Name

Address

City State

Zip Code___ ST 164

STEREO: 1964 Edition—which, like its four
predecessors, is published by HIGH FIDELITY
Magazine—sparks ideas that help you achieve the
best stereo reproducing system at the price you decide
to pay.

Or it helps you get the most out of your present
stereo system, if you are that far along.

There’s much more, of course, but this gives you
an idea of the scope of this annual of about the size
of this issue of HIGH FIDELITY.

AND IT’S YOURS FOR ONLY §1.

If you're particularly interested in high fidelity
reproduction of music, can you afford to be without
STEREO: 1964 Ldition?

Want a copy conveniently delivered to your
home? Just fill in and mail the order form with your
dollar. Do it now—while you’re thinking about it!

Hicti FIDELITY MAGAZINE
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Who can build all this into a 6% deep cabinet?

5” midrange driver
with Butyl-coated
surround and
sealed metal back
12”7 woofer

with 6-1b.

magnet structure,
2” voice coil,
half-roll

cotton surround,
and 25 cps
free-air resonance

3” cone-type tweeter

with 2-1b. magnet structure,
hemispherical dome bonded
directly to 1” voice coil,
and sealed metal back

3-way inductive-capacitive

dividing network with 1200 cps

and 2800 cps crossovers, and
comtinuously variable tweeter control

High-absorbency AcoustiGlas padding

You!

(with the Fisher KS-2 StrataKit)

You install the three drivers. wire them to the dividing

—
FREE! $1.00 VALUE! The Kit

network. put in the padding. complete the assembly of | Builder's Manual. an_illustrated _ The
eReab I, and ,I . bh P f the y l guide to high fidelity kit construc- Kit Builders
the cabinet-—and vou are the owner of the most ad- tion. complete with detailed speci- Manual

vanced slim-line speaker system available today, only
6Y2 " deep by 257 high by 207 wide. Despite its mod-
erate dimensions. the Fisher KS-2 StrataKit has virtu-

fications of all Fisher StrataKits.

Fisher Radio Corporation
P.O. Box 6-C
Long Island City 1, New York

ally uniform response from 15 to 20.000 cps and rivals Please send me the free Kit Builder’s Manual.
the most advanced professional foudspeakers in clarity,
transient response and over-all “higness’ of sound. And
—it is priced at only $89.50.% The Fisher KS-1
StrataKit. a slightly smaller and even slimmer (5347 City State
deep) 3-way speaker system, costs only $59.50.%%

Name

Address_

*In sanded but unfinished birch. Also available in unfinished walnut, $34.50. Factory assembled, in finished birch, $114.50; in oifed walnut, $119.50.
*sin sanded but unfinished birch. Also available in unfinished walnut, $64.50. Factory assembled, in fimished birch, $84.50: in oiled walnut, $89.50. All prices slightly
higher in the Far West. Overseas residents wnite to Fisher Radio International, Inc, Long Island City 1, New York. Canadian residents write to Tri-Tel Associates, Ltd., Willowcale, Ont.
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There is no such thing as a typical Marantz owner—unless one can say
they are firmly devoted. Some may have determined at the outset that
they would have only Marantz. For still others it may have been a matter of

budgeting, with planned growth to a full Marantz system.

We have, however, been receiving an ever increasing number of leiters from recent
Marantz "converts”, indicating surprise at the extent of the improvement obtained.
They are now convinced of the difference, and are Marantz owners forever.

Whether one is buying soap or automobiles, it is difficult to evaluate conflicting

claims and counterclaims of superiority. Yet, when it comes to stereo amplifiers and preamplifiers,
almost anyone will acknowledge that Marantz is outstanding from any point—

whether performance, precision, quality of construction, reliability, or sound quality.

Hear for yourself what the finest music reproduction sounds like—and

you too will be a confirmed Marantz owner—foreverl!

Quality does not come easy. It takes hard work, know-
how, craftsmanship and time. The introduction of the
classic Model 7 Stereo console, if you remember,
took time. Now, our Model 10 Stereo FM tuner again
requires time. Those of you who have already received
your Model 10 tuner can see that they are individually
custom crafted with traditional Marantz quality. So, you who have
ordered and are waiting delivery . . . please be patient. | assure you

it is well worth waiting for. ®
Wresidem m

Superb American Craftsmanship maranlz

25-14 BROADWAY, LONG ISLAND CITY 6, NEW YORK

5.4

Model 7 Stereo Console * IM distorlion @ 10V eq.

Model 88 Stereo Amplifier * 35 watls per channel
pk. RMS, within 0.15%, 0.1% typical ® Hum and noise,

Model 9 Amplifier—70 wal! basic amplifier = Re-
{70 watts peak) * Hormonic distortion, less than 0.1%

sponse at 70W, =+ 0.1 db, 20 cps to 20 kc * Hormonic

80 db below 10 mv phono input * Sensitivity, 400 micro-
volts {0.4 millivolts) for T volt outpul * Equalizer and
tone curves matched to better than 0.5 db ¢ Beautiful
precisian construction ¢ Price $264 (Cabine! extra)

in most ol range, less than 0.5% at 20 cps and 20 ke
* Hum and noise, better than 90 db below 35 walts *
Exceptional stability assures superb clarity with all
types of loudspeakers ¢ Price $264.

distortion, less than 0.1% in mos! of range, 0.3% ot
20 cps and 20 kc. * Hum & noise, better than —90 db
¢ Completely stable lor smooth response ¢ Buill-in
metered tesis and odjustments ¢ Price $384 each.
{higher in West}
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Distilled but Not Stilled. The conclave
of engineers and acousticians that follows
each year in the wake of the New York
High Fidelity Music Show offers little
in the way of visible or sonic display,
but provides plenty of audiophilic suste-
nance nonetheless. At a five-day series
of meetings arranged by the Audio En-
gineering Society, the technicana under-
lying the products viewed a month earlier
—1t0 say nothing of new products and
techniques not yet made public—was
distilled and debated by the experts in
sound recording and reproduction.

The air of sobriety characteristic of
these sessions was enlivened at least twice
during our visits. Dr. Harry F. Olson,
of RCA Laboratories, was challenged
by Dr. Benjamin B. Bauer, of CBS
Laboratories, on—as you might guess—
the Dynagroove record. After Dr. Olson
had delivered a paper explaining the
Dynagroove process, Dr. Bauer pointed
out that the explication had omitted
mention of studio monitors. He wanted
to know whether RCA had done away
with human monitors in favor of pure
instrumentation. If so, concluded Dr.
Bauer, “you simply can’t make records
that way.” When the laughter had sub-
sided, Dr. Olson explained that, of
course, flesh-and-blood monitors were
still employed and that he had assumed
this would be understood as a matter of
course. We then asked Dr. Olson, re-
ferring to a statement he had made
earlier, whether the Dynagroove process
was designed to make records sound good
on an “average” level of playback equip-
ment rather than on the best available
playback equipment. Dr. Olson explained
that they had “proved” Dynagroove
discs on all manner of equipment and
had found that the recordings sounded
fine on low-cost playback systems as
well as on high-quality systems.

Upon further questioning, Dr. Olson
conceded that the “dynamic spectrum
equalizer” (which automatically varies
the depth of the cutting stylus in the
interests of lessening playback distortion)
is Dynagroove’s only significant de-
parture from the conventional recording
process; that, in general, the term “Dyna-
groove” summed up a cumulative series
of improvements made over the years
in the recording, cutting, and processing
of discs. This was the convention’s most
controversial session, and discussion of
the issues between little knots of partisans
continued long after the meeting. One
engineer struck a mollifying note by
pointing out that “things can't be too
bad between the two major record com-
panies, since Jack Woodward of RCA
did use a CBS test record to illustrate
his talk on tracing distortion.”

More sparks flew at a symposium and
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HIGH FIDELITY S
v worwan cisenscnc NEWSFRONT

panel discussion on *“Stereo and High
Fidelity.” Anton J. Schmitt. of Harvey
Radio, a New York dealer. flatly told
the assemblage that he knows of some
amateur audiophiles who build better
equipment than some professionals—and
was applauded for his barbs. Benjamin
Bauer introduced a new test record de-
signed to help a stereo listener adjust
his system for variations not only in
listening tastes and room acoustics but
in normal manufacturing tolerances,
thereby injecting a subjective note of
“personal high fidelity” in an otherwise
slide-rule and formula-minded orienta-
tion. A brief history of sound repro-
duction—from Berliner’s first disc to
today’s stereo record—was given by
Irving Joel. of Capitol Records. While
not controversial, this talk. supplemented
with examples of recordings made down
through the decades, did point up that
claims of lifelike performance were
made and widely accepted at any given
moment in the history of the art—despite
the fact that noticeable improvements
invariably followed shortly after.

Arnold L. Seligson, of Consumers
Union. discussed the need for improved
standards and for measurement methods
to relate numbers to the subjective lis-
tening experience. He also hinted that
audio engineers can learn a few tech-
niques from the data-processing field
to further the perfection of solid-state
equipment and the continued reduction
of distortion. Werner Freitag, of the
Communications Arts Group at New
York University, suggested that there is
a need to define high fidelity, but that
trade groups—such as the Electronic
Industries Association and even the In-
stitute of High Fidelity—"have vested
interests” and therefore cannot be relied
on to arrive at a completely satisfactory
definition. He suggested that the Audio
Engineering Society itself define, and
set standards for, high fidelity sound.

C. G. McProud, publisher of Audio,
set off some buzzing in the audience
when he allowed that “the new is not
necessarily better just because it is new.
We can only judge innovation—in a
product or a technique—on the basis of
what now is accepted as good.” James
A. Stark, of General Electric, offered
a new concept of “packaged audio.”
Cabinetry, pointed out Mr. Stark, “can
move more equipment into rooms other
than the ‘listening room’ or that room
in the home originally taken to be the
valid setting for music playback.” To
illustrate his point, he mentioned the
ordinary radio receiver and television
set, both of which have stepped beyond
their original “front parlor” environment
into other parts of the home.

Perhaps the most challenging state-
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ments were made by venerable Percy
Wilson. the British engineer-editor of
whom we wrote here last month. Mr.
Wilson contended that the trouble with
many engineers was that “they were
afraid that music would get in the way
of their hi-fi.” American technicians,
he continued, were not sufficiently
alerted to certain developments in audio
because they either didn't read, or didn't
care, about what was being done in
Britain and in Europe. Specific issues
he had in mind included the vertical-
tracking-angle question and a definitive
solution to the problem of dirt on rec-
ords, both of which. he claimed, have
been under more intensive study in
Britain than in the U.S.A.

The assemblage either was mild-
tempered or highly susceptible to these
remarks for, although questions were
asked, no one really disagreed with any
of the speakers. On the way out, we
overheard this exchange between two
engineers:

“We've been told off, I guess.”

“But we haven’t been told how.”

“That’s up to us, isn’t it?”

Real Cool Stereo. It has long been known
that the heat generated by tubes and
transformers is a potential cause of mal-
functioning or breakdown of audio gear.
A husky amplifier, for instance, can run
hot enough to fry eggs—and cook a few
resistors at the same time. And the
torrid zone set up by an amplifier can
upset delicate adjustments in a nearby
FM tuner. Although most of the heat in
a music system is produced by power
amplifiers, or the output stages of com-
bination amplifiers, some also can be
produced by preamplifiers or indeed by
any electronic chassis. Careful design
and construction of equipment help to
reduce heat, but adequate ventilation
during use remains a prime requirement.
Even solid-state equipment, which itself
produces little or no heat, can be af-
fected by poor ventilation and ideally
should be given some ‘breathing space.”

A step toward providing relief has been
taken by Rotron, a new name in audio
but an old hand at supplying fans to in-
dustry. Rotron’s aid for torrid stereo sys-
tems is a compact fan, encased in a black
plastic frame that measures 411/16
inches square and 1 1/2 inches deep, is
priced at $14.95, and is supplied with
mounting accessories and very clear in-
struction for installing it in different
ways. The Rotron fan is rated to move
60 cubic feet of air per minute—and
while we did not measure it, we were
impressed with its ability to cool quiet-
ly and efficiently, a part of our own
cabinet that had come to be known as
the “hot box.” Kudos to Rotron.
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The TFM-116A—FM/AM/MARINE
PORTABLE with “SNAP TUNING”

No more hunting for your program with the sleek new SONY TFM-116A. Its new system of “Snap
Tuning” means the FM signal pops right into perfect tune without fuss and bother. And it stays, with-
out fade or drift, thanks to Automatic Frequency Control.

The 11-transistor portable has other features you’ll appre-
ciate, too: Pushbutton bznd selection for FM, AM and Marine - '
frequencies, tuning meter and continuous tone control. In . | ‘ ®

bone white and silver, with batteries and earphone. $99.95.
r Carrying case extra.

s o prerpes i
(YRpecetoernrspronssssasirivniienn
Y. i

RESEARCH MAKES THE DIFFERENCE

SONY Micro-TV — The remarkable truly portable all-transistor TV that goes
with you practically everywhere. Only 8 1bs., it operates on rechargeable bat-
tery, auto/boat power and AC. With 25 transistors, it accepts transistorized
UHF adaptor for channels 14-83. Only $189.95. Case, UHF adaptor, battery
pack, other accessories extra,

SONY CORPORATION OF AMERICA « 580 FIFTH AVE., N.Y. 36, N.Y. » REGIONAL OFFICES: LOS ANGELES - CHICAGO
CIRCLE 58 ON READER-SERVICE CARD
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What went on in room 433 at the New“York Hi-Fi Show?

The first solid state receiver...Bogen’s RT1000
a superb instrument
accorded the most enthusiastic response

The response was twofold. People responded to the
Bogen technology which produced the FM-Stereo and
FM/AM RT1000. And they responded to the understated
elegance of design, to the hushed gold front panel. The
RT1000 responded with pure performance. In high fidel-
ity, transistors have just one reason for being . . . to
make a component perform better. We knew the RT1000
was a milestone. Now all who saw and heard it in room
433 know it, too.

Here are but a few reasons why: 100 watts of excep-
tionally clean power (50 per channel). Distortion is prac-
tically extinct since transistors replace a major source,
output transformers. The RT1000 is actually hum-free.

uuuuu

Cool. That’s a good word for the RT1000. Transistors
reduce heat markedly. That does away with enclosure
vents ordinarily needed to cool the chassis.

Let’s talk tuner, FM-Stereo and FM/AM that is. Sepa-
ration, selectivity and sensitivity approach professional
perfection. Flywheel tuning that sweeps the dial as effort-
lessly as moving your fingers. An FM-Stereo switch posi-
tion automatically lights the Stereo Minder Indicator
when mono transmission changes to stereo.

Summing up the responses, ‘“there has never been
a sound quite like it . .. clean, cool, pure perform-
ance.” Check your own responses. Let us send you free,
detailed literature on the RT1000 all-transistor receiver.
Just mail the coupon below.

{ LEAR SIEGLER, INC. @ BOGEN COMMUNICATIONS DIVISION E
s D PARAMUS. NEW JERSEY

Please send me literature on the RT1000 and
a catalog of all the 1964 Bogen Components.

CIRCLE 16 ON READER-SERVICE CARD
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“my daddy
bought us a new car...

he says it’s worth
$7000”

What makes a Garrard worth a million? Pleasure. The
pleasure of an incomparable experience in sound. Why?
Because the Garrard Automatic Turntable integrates a
dynamically balanced tone arm, counter-weight adjusted
...a full size turntable, cast, heavy and balanced...correct
torque stemming from the Garrard Laboratory Series®
motor. The Garrard arm takes your choice of cartridge...
even the ultra-sensitive, high-compliance types labeled
“professional”. This arm brings out the best
in any cartridge...tracking and tripping
at the lowest pressure specified by the :
cartridge manufacturer. The unit is quiet,

speed even...sound pure, undefiled by rum-

ble or resonance. Your Garrard plays records

“my daddy bought us
a Garrard Automatic
Turntable...he says
it’s worth a million!”

&

one at a time or automatically, as you wish. In either case,
it shuts off by itself after the last play. And, should your
Garrard ever need maintenance, you will find that it is
supported by the industry’s best stocked, best trained, au-
thorized service network. There is a Garrard for every
high fidelity system. Type A, $79.50; AT6, $54.50;

Autoslim, $39.50. For literature, write Depart-
1 ment GA-24 , Garrard, Port Washington, N.Y.

WORLD'S FINEST

Ry
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Reissues: Introducing a New Department

WE LIVE in an age of waste: an age which nour-
ishes itself from the throw-away container and
demolishes celebrated architecture for the sake of
“progress,” an age in which we are exhorted not to
repair but to replace, not to conserve but to consume.
The effects of this profligate Zeitgeist are everywhere
and not least in the field of recordings. Schwann’s
black diamonds, those monthly marks of doom for
discontinued discs, have become the symbol of an
industry obsessed with obsolescence.

Too often that obsolescence has been purely
fictitious. It is perhaps a cliché of record criticism
to bewail the disappearance of an exemplary re-
corded performance and to fault its replacement by
newer versions inferior in every respect save, pos-
sibly, that of engineering technique. But the cliché
is founded on just cause, and wec are not at all
apologetic for having uttered it often in these pages.

Of late, however, the regrets and remonstrances
have had to be repeated less often. Yesterday’s
recordings are no longer being discarded with the
reckless abandon of yore. And many of those that
were foolishly and prematurely supplanted are now
being restored to circulation as reissues—usually in
remastered and repackaged form, and sometimes at
considerably reduced price.

The past several months have seen a near-deluge
of reissues. RCA Victor has launched its welcome
Victrola series, restoring to life a number of memo-
rable productions from the recent past in particularly
attractive new jackets. The burgeoning Victrola list
already includes such prized fare as the Szeryng/
Monteux Brahms Violin Concerto and the Gilels/
Reiner Tchaikovsky Piano Concerto. From Capitol
we have the new Paperback Classics line, which
purveys the work of Erich Leinsdorf, William Stein-
berg, Leopold Stokowski, and other celebrated musi-
cians who have figured at one time or another on
this company’s roster. London Records has brought
many of its finest productions of the 1950s back to
attention on the low-priced Richmond label, among

« high fidelity s«
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them some lavishly lauded opera recordings—the
D'Oyly Carte’s Gilbert and Sullivan, the Krauss-
directed Fledermaus, the early Tebaldi sets of Verdi
and Puccini. Angel is pressing ahead with its rehabil-
itation of the “Great Recordings of the Century” (this
season has seen the long overdue return of Schnabel’s
Beethoven to the catalogue), and Westminster has
embarked on its ambitious Collectors series, a major
restitution of deleted discs by the Messrs. Scherchen,
Janigro, Badura-Skoda, Cuenod, et al. Other note-
worthy resuscitations have appeared on the Columbia,
Lyrichord, Vanguard, and Vox labels.

Undoubtedly the single largest salvo of reissues
has been fired by Capitol Records International,
which is now distributing on this side of the Atlantic
literally hundreds of Odeon and Pathé discs imported
from the factories of EMI affiliates in France, Ger-
many, Great Britain, and Italy. While many of these
recordings are new to this country, a large percentage
of them have appecared here before, either as 78s or
LPs, on the RCA Victor, Columbia, or Angel labels.
The prewar Glyndebourne sets of Don Giovanni and
Cost fan tutte are now happily back in circulation
thanks to these Odeon/Pathé imports. So are the
Toscanini-BBC recordings of Beethoven . . . the
Chopin series of Alfred Cortot . . . the Menuhin-
Furtwiingler versions (they made two) of the
Beethoven Violin Concerto . . . and much, much
more.

To give proper attention to these very welcome
restorations, HiGH FIDELITY introduces this month
in its review section a new department entitled
“Reissues.” Though—even with our full roster of
reviewers contributing to these pages—it will not be
possible to report on every item in the present
inundation, we do intend to take note of all important
revivals. The new department will continue as long
as record companies continue to reissue notable
material. Hopefuily, both the phenomenon and our
coverage of it should go on indefinitely. There is a
lot of wonderful stuff to be mined.

www americanradiohistorv com
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Bruno Walter’s last years in

the recording studios, as a close working

associate remembers them.

“An Educatin and a Joy”

By John T. McClure

MY FIRST MEETING with Bruno Walter took place
in the summer of 1957 amid the eerie moonscapes of
Palm Springs where he had gone to recuperate from a
heart attack. My mission was to find out how he
was progressing and to discover under what circum-
stances he would be willing to resume recording,
now that stereo was proving to be more than mere
pitchman’s hyperbole. The unlikely address he had
given me over the phone, a motel owned by Horace
Heidt (and his Musical Knights), added to a feeling
of unreality that came from searching through this
rich artificial oasis in the California desert for one
of the last surviving representatives of high German
culture. How had the land of Louella Parsons, For-
est Lawn, and Mamie Van Doren attracted Dr.
Walter? And not only Walter, but Thomas Mann,
Igor Stravinsky, Aldous Huxley, and Arnold Schoen-
berg as well?

I found Dr. Walter seated near a tropical baroque
rock garden, taking the sun in the manner of an
older European generation: with topcoat, scarf, and
cloth cap against the muscular desert heat. His greet-
ing was subdued and rather shy, perhaps that of an
alien to a native. The small stature he shared with
many conductors was a surprise; his courtly and
gentle manner was not. He asked about my drive
from Los Angeles in a way that betokened real in-
terest and invited me to a lunch and a talk. As we
walked, I observed the tanned, unwrinkled planes of
his face, his wide-ranging alertness, and the steady,
deeply resonant voice which betrayed only sixty
of its owner’s eighty-one years. His dress was con-
servative, even drab, but his regular careful steps
were made in cloth shoes with thick crepe soles—
the only sartorial compromise with the West.

Over a salady lunch he recounted the qualities
of California that had most captured his affection.
The penetrating desert heat, at first like a physical
blow, had so speeded his recovery that his doctor

JANUARY 1964

was permitting him to resume work during the com-
ing winter. He was presently making plans to re-
schedule several concerts canceled during his illness.
I asked him if he were disposed to begin a large
recording project using a new process called stereo.
I explained that it was an advance in the recording
art, but also an eventual threat to already existing
records. He was unimpressed. Threats were for the
young, he smiled. But certainly he would welcome
another chance to redeem the interpretative sins
of his past.

There were, however, some serious conditions
attached. First: save for the rescheduled concerts,
he considered himself retired from public life, and
therefore all recordings would have to be made with-
out benefit of performance. Second: his age and the
misbehavior of his heart had earned him, he felt,
the right to live the rest of his days in the California
climate that he loved; we would have to come to
him. Third: so that he could work for longer pe-
riods, he would record only every other day. Fourth:
since there was the possibility (smile) that these
might be his last musical statements, he would like
a perfectly free hand with both orchestra and reper-
toire. All conditions I agreed to as uttered, caution-
ing him only that everything depended on finding a
suitable recording hall in the Los Angeles area. If the
search were successful, we could begin that winter.
He thanked me for coming, made me a list of places
to see before starting back, and wished me luck.

DURING THE WEEK FOLLOWING, I examined, note-
book in hand, twenty-five buildings which our
West Coast staff had selected as possible locales for
our project. There were concert and convention halls,
Masonic Temples, gymnasiums, vacant theatres, ho-
tel ballrooms—and, for one reason or another, each
had to be reluctantly disqualified. A good recording
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hall is an Act of God, designed, as a rule, for any-
thing but music: a finicky blend of accessibility, re-
moteness from traffic noise, clarity within reverbera-
tion, availability, and, if possible, atmosphere. Like
a bad Hollywood script, the last hall on the list, a
large concrete structure built in the 1920s as a meet-
ing place for the American Legion, turned out to be
ideal on every point. It “spoke” immediately with
the music, surrounding each sound instantaneously
with a natural aural bloom. The reverberation-decay
was smooth and bright with no audible slap-back,
and the sound of the diesel trucks laboring up the
Cahuenga Pass to the San Fernando Valley never
penetrated to its rather monastic interior.

Engincers were notified, a control room was
built, and the job of distilling an orchestra out of
the ample pool of fine musicians in the area began.
For this job we picked Philip Kahgan, retired first
violist of the Los Angeles Philharmonic, who knew
Walter and had performed many times under him.
Kahgan’s work was so well done that the Maestro
replaced only a few men during the next four years.
Our goal was not to imitate any existing orchestra,
but to select the best orchestral instrumentalists from
the Philharmonic and the film studios, relying on
Dr. Walter to create the necessary personality for
the group. Subsequently, he was grateful for this
“neutrality” since he could fashion with equal ease
an appropriate style for Mozart or for Mahler. “It’s
better this way,” he said. “They have not so many
bad habits to overcome.”

That busy summer and fall set a pattern for
succeeding years. By letter and several more meect-
ings we established the repertoire (in this case
Beethoven Symphonies) for the winter following.
Walter’s extensive preparation involved hearing and
criticizing his previous recordings, marking the scores
page by page with his dynamics and bowings, cor-
recting from his mind’s ear the contours and balances
of how many performances. These markings were
then transferred into the orchestral parts by a copy-
ist, saving us untold time and trouble at the sessions.
Back in New York I underwent a similar though
less intense process of familiarization, dividing each
symphony into fragments of fifteen or twenty min-
utes, the most we planned to attempt in one day.

We all came nervously to the first session in
January—Kahgan fussing over the orchestra: the
musicians wondering how they would sound to the
Maestro after Vienna, London, and New York; my-
self with fingers crossed for the hall; and Dr. Walter
probably uncertain about the repairs so recently
nurtured in the sun at Palm Springs. We talked
beforehand in the control room, and I introduced
him to the engineers. He looked smaller and older
now in his old black rehearsal jacket, and I felt
misgivings; but as we entered the hall to a standing
ovation, his step became sure, the years dropped
away like husks, and he almost sprang onto the
podium. ‘“So, gentlemen, thank you. It seems we
will be seeing a lot of each other this winter and I
hope we become a good working family. Today we

begin with . . . .” All under control. Three hours
later we were veterans with all our fears unrealized.
Dr. Walter was enthusiastic about the hall and the
orchestra. A few seating changes and we were on
the way.

To ONE ACCUSTOMED to the pressure of recording
established orchestras in already rehearsed repertoire,
where the session moves with urgent speed, the calm
and measured cadence of these Hollywood record-
ings was a dream come true. Here each work was
rehearsed at the session itself until the Maestro felt
it was quite ready to be taped. During these re-
hearsals we had ample time to set and adjust our
microphones for the ultimate balance. Then a take
was made and played back. Some further adjustment
and rehearsal, perhaps, then we would record
again, and again listen. Lots of time. Time even for
the Maestro to enjoy an apple and a cup of coffee.
We would remake a piece until we were both quite
satisfied, and we often achieved our goal of a com-
plete take with no splicing needed. In keeping with
this goal, we were able ninety per cent of the time
to leave our microphone levels untouched during
the take in order that Dr. Walter’s skill in molding
dynamic outlines need not battle with less skillful,
if well-intentioned, influences. Our sessions, averaging
three hours each with several breaks to hear play-
backs, allowed him to complete even the most tur-
bulent movements of Mahler without suffering ex-
cessive fatigue.

During a session in 1959 (his eighty-second
year) I met him at the control room door after two
consecutive, stormy takes of the Flying Dutchman
Overture. He was sweating and breathing heavily
from the exertion, and I said with unfeigned con-
cern that a rest was long overdue. He agreed: “Yes,
the men are a little tired. No wonder.” There was no
trace of irony in his statement, nor did he seem
aware that what he had just done would have
prostrated many men of fifty.

Bruno Walter's rehearsals were an education
and a joy. In the four years of our association I
seldom heard his voice raised in impatience, and
never in anger. The men came to the sessions as if
to a master class. After tapping their music stands
in tribute at the conductor’s entrance, their tangibly
receptive silence would be broken only by his ex-
hortations or by music. Tension was minimal; con-
centration was absolute. Walter was an eminently
articulate man, and his guidance—now spoken, now
sung in that firm sixty-year-old voice—was colorful,
warm, hortatory, and unfailingly pertinent. “Come,
my friends,” he would say, “once more: trumpets a
little less, violins more singing, you know? It's much
better but I do it again.”

Although his patience was rarely tried by this
responsive orchestra, he knew, from sixty-three
years of conducting experience, just how each meas-
ure should sound, and there was no getting around
him. I remember recording on four separate oc-
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casions the first forty bars of the Academic Festival
Overture because the accents weren’t just the way
he wanted them. Humor was always present at the
sessions too, though never in the Beechamesque form
of stories or jokes. During almost every recording
something would happen to touch his funny bone,
and a quiet remark would send the orchestra into
ripples of laughter—Ileaving the control-room con-
tingent feeling much deprived.

Week after week the members of our orchestra
gave up more lucrative engagements to play with
us for straight union scale. Even the more calloused
and blasé among them wecre touched with awe,
crowding into our control room to hear the play-
backs and to observe the Maestro's every recaction.
The problem of finding enough space for the eager
auditors was just as acute the last year as the
first. They realized that once this spring ceased its
flow, a whole world of tradition would vanish
with it.

As with many great musicians, Bruno Walter’s
nervous system was virtually helipless against musical
magnetic fields. It was impossible for him to listen
to a playback with quiet hands and feet. Heavily
charged music would bring great slashing breaths
and gestures from him at crucial downbeats. More
than once I prudently relieved him of his glass of
orange juicc when I heard a climax approaching.
“Isn’t that enorm? lsn’t that really someTHING?” he
would say after it had passed.

IN THE YEARS we worked together we became as
close as the fifty-four-year gap in our ages per-
mitted. I would pick him up in my car each working
morning, and no matter how early I came he would
be out before me pacing slowly on his lawn. He was
proud of having never been late to a concert in more
than sixty years and insisted on becing at the hall
a full half hour before the session began. Our talk
en route would circle around the day’s objective:
what to start with; where to break; how to bring
out a problem passage; special instructions for the
horns, etc. The trip home, however, was a reliving
of the music just completed. Mozart allegrettos
would provoke animation and sung snatches of
themes from everywhere. Beethoven or Wagner
might bring us carcening dangerously near to meta-
physics, while a great Bruckner adagio produced
total silence punctuated by an occasional apostrophic
sigh from the Maestro.

The Tudor-style house he shared with his
daughter Lotte and her husband on a quiet palm-
lined street in Beverly Hills was attractively fur-
nished in no definite style. The living room was
dominated by a grand piano and the Rodin bronze
bust of Mahler which Lotte had somehow smuggled
out of Vienna under her coat in the tense flight
from the Nazis.

Meals had the European minimum of formality
and conversation was easy and animated, especially
when Lotte and I argued about politics—to the
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great amusement of her father. At times the Mae-
stro would reminisce about the past: his German
premiere of the Shostakovich First Symphony, or
the painful flight from Hitler, or meetings with
Mahler and his family, or conducting Stravinsky
with the composer as soloist. But Walter was not
overly fascinated by the past. He lived in the
present and was working hard. Lotte would chide
me because her father would be up studying scores
when she went to bed at night or when she got up
in the morning.

Walter's speech was animated and “sung,” with
the vocal notes rising and falling. Even his mis-
pronunciations (disease he pronounced diss-ease, in
line with its archaic meaning) werc based on an
extensive knowledge of English word roots. He liked
to use American slang and seldom had to resort
to German for linguistic precision. In our endless
discussions of music and musicians he did not
make derogatory remarks about colleagues; only
about a certain few he was silent. Toscanini, in the
world’s eye his greatest rival, was a household
deity, and I once crcated a brief frost by making
a ncgative remark about him. In the music world
of ego rampunt, this is indeed “someTHING.”

Like his mentor Gustav Mahler, Walter enjoyed
and sought contact with nature. His appreciation of
California (the topography if not the Geist) was
based on real knowiedge from frequent explorations

-up and down the coast. He gave us countless sight-

secing suggestions based on his discoveries, and his
enthusiasms covered a broad spectrum. Point Lobos
and Big Sur were his special loves. With his old
friend soprano Declia Reinhardt, he would stroll each
afternoon along the Pacific palisades in Santa
Monica, watching the seagulls ride the local up-
drafts and enjoying the sunset over the ocean.

If Bruno Walter's life had a rationale more
formal than the discipline brought by music, it was
his deep and deeply felt humanism. Goethe had a
high place in his Continued on page 105

The Maestro with author: at almost every session
“something would bappen to touch bis funny bone.”
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A Discography

The Heritage of Bruno Walter

By Robert C. Marsh

FROM HIS EARLIEST acoustical discs to the final
multichannel recordings taped sixty years later,
Bruno Walter’s discography spans the greater part
of twentieth-century phonographic history.

In chronology his recording activity may be
divided into European and American periods, with
the fatal year 1939 as the pivotal point. Two thirds
of the time span falls before the outbreak of World
War 1II, but the majority of records came later.
The European series, which began during Walter’s
early years as an opera conductor in Berlin, contin-
ued in cosmopolitan fashion and presented him with
the leading orchestras of Vienna and Paris as well
as with a group of London ensembles. His work
in the United States was at first mainly with the
New York Philharmonic. Later, both in New York
and Los Angeles, he worked with hand-picked groups
engaged especially for his needs and given the nom
du disque of the Columbia Symphony.

Bruno Walter left us one of the great legacies
from the golden age of orchestral conducting. In
one way it is even more impressive than that of
Toscanini, since Walter remained active into years
in which his music could be captured with the full
possibilities of well-developed stereophonic tech-
niques. Walter made a lot of records. Something
over 150 different works of music went on discs
under his baton, many of them in multiple versions.
Yet Walter’s records tend to be tightly focused in
his areas of musical sympathy and strength. In all
those recordings he drew upon the works of only
twenty-two composers, and even that figure is mis-
leading since roughly a third of the group are rep-
resented by only one or two titles.

The Walter legacy is one of Beethoven and
Brahms, Mahler, Schubert, and, most of all, Mozart,
whose cause is supported by more than thirty works
in Walter-led recordings. It must not be thought,
however, that he slighted certain composers because
their music lay outside his talents. Walter was a
wonderfully sympathetic interpreter of Tchaikovsky,
for instance, as I discovered at one of the rare
American concerts when the Russian master was rep-
resented on a Walter program. There is documenta-
tion for this in an ancient acoustical version of the
Pathétique Symphony made in Berlin, but there is
no Tchaikovsky in the later Walter discography,
just as there is far less Schumann than one would
expect from the conductor’s deep sympathies for that
composer. (More Schumann would have been forth-

coming, in fact, had Walter lived to complete his
projected sessions for 1962.)

The present listing is selective and evaluative.
No acoustical recordings are included, nor marginal
items from the prewar period. Rather than offer
completeness for completeness’ sake, I have tried to
concentrate on the Walter recordings as social
and cultural documents, surveying them from the
standpoint of present interest and future utility.
All discs of the long-play era are cited under their
current number or that carried when they last ap-
peared in print. (Out-of-print records are identified
by the customary OP designation after the number.)

The American Columbia company, for whom
Walter made virtually all his recordings in the final
twenty-one years of his life, has seen the wisdom of
keeping certain of his earlier performances avail-
able even when there are later versions. For historic
purposes a Bruno Walter Society edition may be in
order some day to revive various notable perform-
ances presently deleted from the catalogue. Unless
otherwise indicated, all numbers can be taken
to refer to recordings released on the American Co-
lumbia label.

The majority of Walter's earlier discs were
made for His Master’s Voice or European Columbia.
A few of them have appeared here or abroad in the
Angel “Great Recordings of the Century” series, but
much valuable material awaits restoration and re-
issue in this fashion. Anything of this quality is in-
cluded here.

Walter retained a certain nostalgic affection for
some of his earlier recordings, which we discussed
on various occasions, but largely he felt that his
stereo productions were the true likeness of his
musicianship and the primary documentation of his
reputation for future generations, should they be
interested. (Walter was never so ill-mannered as to
suggest that he felt he was conducting for the ages.)

As the comment that follows will make clear, I
do not always agree that Walter’s final recording
of a work was his most successful, but on the other
hand I wish in this critique to reflect his opinions
to the extent that I can presume to know them.

My selection of material for discussion was made
from a complete listing of the Walter records com-
piled by Mr. Leo Goldstein of Chicago, and it is
from his splendid private archive of historic record-
ings that I renewed my familiarity with most of the
older items here discussed.
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BARBER

Symphony No. I, Op. 9
New York Philharmonic (1945). X 252
(78 rpm, OP).

Americans do not normally think of
Walter as a champion of contemporary
music, although his European years gave
considerable evidence of his interests in
this direction. In addition to his role as
Mabhler’s leading advocate, Walter was
the first conductor outside the Soviet
Union to play the Symphony No. 1 of
Shostakovich, for example. It was quite
in keeping with his past, therefore, that
he should want to play and record a
twentieth-century symphony by an Amer-
ican composer whom he admired. By
showing us this facet of Walter, the al-
bum is unique in the conductor’s discog-
raphy, but its main attraction is a very
strong and perceptive realization of one
of the most important American works
in symphonic form. The recorded sound
is excellent for its vintage, and it takes
only a rehearing of the records to make
a positive case for their revival on micro-
groove.

BEETHOVEN

Concerto for Piano and Orchestra, No. 5,
in E flat, Op. 73 (“Emperor”)

1) Walter Gieseking, piano; Vienna Phil-

harmonic Orchestra (1934). M 243 (78

rpm, OP).

2) Rudolf Serkin, piano; New York Phil-

harmonic (1941). ML 4004 (OP).

These two sets could be taken as par-
adigms for two familiar readings of this
score, the one spacious, relaxed, lyric,
and introspective, the other intense, al-
most Lisztian in its exhilaration, and al-
ways firmly propulsive in quality. In the
former version the expressive force of the
phrase, the refinement of nuance and
color, dominate the pianist’s attention,
while the latter proceeds by sheer force
of virtuosity, the sheer impact of the
communicative statement. Gieseking and
Serkin are caught in their artistic es-
sence, and in both instances Walter sur-
rounds them with an ideal orchestral
framework. Gieseking offers the better
account of the slow movement and the
more artful passage of the bridge into
the finale. The Serkin has the more vital
recorded sound. Both editions are un-
questionably landmarks in the history of
the phonograph.

Concerto for Violin and Orchestra, in D,
Op. 61

1) Joseph Szigeti, violin; British Sym-

phony Orchestra (1932). M 177 (78

rpm, OP).

2) Joseph Szigeti, violin; New York Phil-

harmonic (1947). ML 4012 (78 rpm,

OP).

3) Zino Francescatti, violin; Columbia

Symphony (1961). ML 5663 or MS

6263 (stereo).

My favorite is the first, but all three of
these performances achieve greatness,
and the stereo edition is so complete a
success that it is the natural choice for
the majority of Walter’s public. The 1932
version has a sense of classic detachment,
a serenity beyond all earthly cares, that
is not duplicated in Szigeti’s later version.
(I actually find more of this feeling in
the Francescatti, though his performance
grows out of his own unique qualities as
a re-creative artist.) Walter again pro-
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vides a sense of ideal collaboration be-
tween peers. Engineering improves with
each successive attempt, but even the
first is quite good enough to please those
whose primary interest is Beethoven.

Triple Concerto for Violin, Cello, Piano,
and Orchestra, in C, Op. 56

John Corigliano, violin; Leonard Rose,

cello; Walter Hendl, piano; New York

Philharmonic (1949). ML 5368.

Walter is the dominant force here, with
soloists drawn from the first chairs of
the orchestra and the assistant conductor
at the piano. This is the most difficult
of all the Beethoven concertos inter-
pretatively, because its strength lies in
the ability to establish and develop a firm
lyric line. Walter keeps everything thor-
oughly under control, and the blending
of the solo voices in the slow movement
is especially lovely. This is an important
record, for it establishes a performance
standard in a work where many musicians
fail to find success.

Coriolan Overture, Op. 62
Columbia Symphony (1961). ML 5887
or MS 6487 (stereo).

Walter recorded this work previously in
Berlin and London, but his final version
is one of the greatest ever given us. We
need look no further to learn what he
saw in this music, for the vision is
complete.

Egmont Overture, Op. 84
New York Philharmonic (1954). ML
5232.

The drive and sweep of this performance
make it one of the finest recorded
achievements of the score and a land-
mark in Walter's Beethoven recordings.

Fidelio Overture, Op. 72
BBC Symphony (1934). RCA Victor
11809 (78 rpm, OP).

Faded sonics make this disc of limited
interest, but it is a performance too fine
to forget.

Prometheus Overture, Op. 43
Symphony orchestra (London pickup or-
chestra) (1930). 68091 (78 rpm, OP).

Another lovely performance retained in
rather ancient, but still pleasing, sound.

Leonore Overture No. 2, Op. 72a
Columbia Symphony (1961). ML 5887
or MS 6487 (stereo).

For comment on this recording, see “Rec-
ords in Review,” page 70.

Leonore Overture No. 3, Op. 72a
1) Vienna Philharmonic  Orchestra
8936). RCA Victor M 359 (78 rpm,

P).
2) New York Philharmonic (1954). ML
5232.

The Vienna performance was a good one,
but the Philharmonic is even finer and
vastly superior in sound. Of the record-
ings which grow from German perform-
ance traditions, this is one of the very
best we have ever had.

Symphony No. I, in C, Op. 21
1) New York Philharmonic (1947). ML
4790 (OP).
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2) Columbia Symphony (1958). ML
5398 or MS 6078 (stereo).

The 1947 performance is quite tightly
structured, rhythmically strong, well
paced, and, for its day, well recorded. I
prefer it to the second, where the flexi-
bility of pulse found in the Philharmonic
version has been greatly expanded and
the entire spirit of the work transformed
by a romantic bloom. The touch of the
poet is lovingly achieved, but I am more
in sympathy with Walter’s earlier con-
cept. The differences in recorded sound
are not so great as to overthrow the
aesthetic balance in this case.

Symphony No. 2, in D, Op. 36

1) New York Philharmonic (1952). ML
4596 (OP).

2) Columbia Symphony (1958). ML
5398 or MS 6078 (stereo).

I have the impression that the Philhar-
monic was rushed to meet the Procrus-
tean demands of a single long-play sur-
face. In any case, the later version is
more expansive as well as considerably
better recorded, and the slow movement
—the high point of this score for me—
is far more splendidly realized.

Symphony No. 3, in E flat, Op. 55
(“Eroica”)

1) New York Philharmonic (1941).

M 449 (78 rpm, OP).

2) New York Philharmonic (1949). ML

4228 (OP).

3) Columbia Symphony (1958). ML

5320 or MS 6036 (stereo).

The Eroica was the best known of Wal-
ter’s early efforts at recording in the
United States. (Remember the red album
cover with the Napoleon hat?) That in-
itial performance was slightly slower
than the two which followed, but all
three were formed along the same inter-
pretative lines. The stereo version is the
obvious choice for the documentation of
Walter’s very extraordinary achievements
with this music.

Symphony No. 4, in B flat, Op. 60

1) New York Philharmonic (1952). ML
4596 (OP).

2) Columbia Symphony (1958). ML
5365 or MS 6055 (stereo).

The later edition offers much the more
effective performance and ranks among
Walter's finest recordings. The older ver-
sion, in contrast, is rather muddy in
sound and without the firm control of
line distinguishing its successor.

Symphony No. 5, in C minor, Op. 67
1) New York Philharmonic (1942). ML
4009 (OP).

2) New York Philharmonic (1950). CL
918.

3) Columbia Symphony (1958). ML
5365 or MS 6055 (stereo).

All three versions are substantially the
same in approach. The first is a product
of the war years, when this was the V-
for-Victory symphony. The recording
was moving then but shows its age badly.
My own preference is for the second ver-
sion, which has a solidity of registration
which is lost in the long reverberation
time of the stereo set. The third edition
has the outstanding recording of the third
movement, which is the portion of the
score I admire the most. Walter, in his
later years, was strongly opposed to re-
peats, and his disregard for double bars
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was less defensible in this symphony than
elsewhere.

Symphony No. 6, in F, Op. 68 (“Pus-
toral”)

1) Vienna Philharmonic  Orchestra

(1936). Odeon QRX 9016 (ltalian EMI

import ).

2) Philadelphia Orchestra (1946). ML

4010 (OP).

3) Columbia Symphony (1958). ML

5284 or MS 6012 (stereo).

Here a miracle has happened twice. The
Vienna edition was one of the greatest
things in the prewar Beethoven catalogue.
a performance with the atmosphere of
the Wienerwald and the sense of un-
broken song which the composer must
have intended. When the Philadelphia
set arrived it was welcome. but it never
quite claimed the heart the way the ear-
lier one did. Vienna was rediscovered in
California. Walter was relaxed and
happy, lifting the music into lyric radi-
ance, and the fine stereo recording cap-
tured it all with remarkable beauty and
presence.

Symphony No. 7, in A, Op. 92

1) New York Philharmonic (1951). ML
4414 (OP).

2) Columbia Symphony (1958). ML
5404 or MS 6082 (stereo).

This is the most overplayed symphony in
the repertory, but the second Walter re-
cordipg belongs in the select group of
performances in which temptations to
extravagance have been resisted for the
sake of greater musical principles. The
fault of the older version was excessive
reserve—metrical regularity carried to
the point where the music became stiff
in its movement and expression had to
be imposed by heavy rhetorical devices.
There is a light, bright quality in the new
set, flexibility in pulse, and—especially
in the finale—a sense of motion that
sweeps the listener along.

Symphony No. 8, in F, Op. 93

1) New York Philharmonic (1942). ML
2001 (OP).

2) Columbia Symphony (1958). M2L
264 or M2S 608 (stereo).

The original Walter edition was not well
recorded, and the second easily takes the
dominant role. This is another case
where the conductor’s aversion to repeats
seems to lessen the force of an otherwise
distinguished performance, but even so
the recording has a lilt and lively Vien-
nese quality rarely found.

Symphony No. 9, in D minor, Op. 125
(“Chorul”)

1) Irma Gonzalez, soprano; Elena Niko-

laidi. mezzo: Raoul Jobin. tenor; Mack

Harrell, baritone; Westminster Choir;
New York Philharmonic (1949). SL
156 (OP).

2) Frances Yeend, soprano; Martha Lip-
ton, mezzo; David Lloyd, tenor; Mack
Harrell, baritone; Westminster Choir;
New York Philharmonic (1953). ML
5200.

3) Emilia Cundari, soprano; Nell Ran-
kin, mezzo; Albert Da Costa, tenor;
William Wildermann, baritone; West-
minster Choir; Columbia Symphony
(1958). M2L 264 or M2S 608 (stereo).

It should be noted that this is really only
two and a half recordings, since all that
is new in the second version is the final
movement. Taking the whole of the
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material, one can secure a very clear
idea of Walter's achievement with this
score. | would select for this purpose the
1949 version of the first movement,
which is much more intensely controlled
than the later version and so builds to
dramatic effects not duplicated in the
broader and miore relaxed statements of
the stereo set. The 1949 scherzo is
quite fast. almost demonic in character,
in contrast to the slower and more
orthodox pacing of the new version. This
is obviously a matter of taste. but if you
play the earlier performance first, the
latter comes as something of a letdown.
There is no doubt, however, that the
slow movement is best in the stereo ver-
sion and that two-channel engineering is
essential for the full effect of the last
movement. The soloists are of about
equal caliber in all the sets (good, but
not good enough). Pressed for a choice,
I would take the 1953 version of the
finale on musical grounds, but the later
one is of a very high standard.

BERLIOZ

Svmphonie fantastique, Op. 14
Orchestre de la Société des Concerts du
Conservatoire de Paris (1939). RCA
Camden CAL 281 (OP).

Walter became a Berlioz enthusiast while
a conservatory student in Berlin, and his
townsmen heard this symphony from him
when he gave his first concert there in
the 1900-01 season. If we exclude his
first recording (an acoustic version of
the Carmen preludes), Berlioz is the
only French composer to figure in the
Walter discography: and if we pass by
acoustic versions of three short concert
pieces. the symphony is the only real
documentation of Walter's approach to
his music. The recording is a good deal
short of high fidelity, but it reveals that
Walter's performance is one of great
refinement. In his final year we talked
of this set. and he confessed a great
fondness for it. Most conductors of to-
day, he felt, were overly tempted by the
possibilities of the work as a showpiece,
and their results became somewhat crude.
Walter’s moral example rates reissue in
Angel's “Great Recordings” series.

BRAHMS

Academic Festival Overture, Op. 80

1) Vienna  Philharmonic  Orchestra
(1937). RCA Camden CAL 242 (OP).
2) New York Philharmonic (1951). ML
5126.

3) Columbia Symphony (1960). ML
5761 or MS 6361 (stereo).

Columbia has issued a number of these
Brahms performances in alternate cou-
plings and, in this case particularly, there
are minor variations among editions. The
performance to have is the last one, for
only here does Walter relax and let the
gemiitlich quality of the music dominate.
(The others, in contrast, are hurried, and
in the first the conductor seems to be
racing the time limitations imposed by
two 78-rpm surfaces.)

Rhapsodie, Op. 53 (“Alto Rhapsody”)
Mildred Miller, mezzo; Occidental Col-
lege Choir, Howard Swan, dir.; Columbia
Symphony (1961). ML 5888 or MS
6488 (stereo),

For comment on this recording, see “Rec-
ords in Review,” page 72
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In Maunich, 1913: full court uniform
for an officer of the Royal household.

Concerto for Violin, Cello, and Orches-
tra, in A minor, Op. 102

1) Tsaac Stern, violin: Leonard Rose,
cello; New York Philharmonic (1954).
ML 5076.

2) Zino Francescatti, violin; Pierre Four-
nier, cello; Columbia Symphony (1959).
ML 5493 or MS 6158 (stereo).

Quite apart from the advantages stereo
provides in a work with two solo instru-
mentalists, 1 find the second performance
immeasurably superior to the first. Both
Francescatti and Fournier are of a mind
that the work must be kept tightly fo-
cused with a firm propulsive thrust and
no rhapsodizing. T am in sympathy with
the aims of the stereo soloists, and they
are achieved through playing of excep-
tional elegance. Walter, in both instances,
is a vigorous ally.

Hungarian Dances: No. 1, in G minor:
No. 3, in F; No. 10, in F; No. 17, in
F sharp minor

New York Philharmonic (1951). ML

5126.

Hearing these familiar works in perform-
ances of this distinction serves as a re-
minder of what we miss by not having
all of them, plus the Slavonic Dances of
Dvofédk, in Walter recordings. (Of the
Dvotdk we have only a 78-rpm disc of
the Op. 46, No. 1, long out of print.)

Schicksalslied, Op. 54 (“Song of Destiny”)
1) Westminster Choir; New York Phil-
harmonic (1941). SL 156 (OP).
2) Occidental College Choir, Howard
Swan, dir.; Columbia Symphony (1961).
ML 5888 or MS 6488 (stereo).

The advantages of stereo in recording a
work for chotus and orchestra make the
choice between these editions obvious in
favor of the new set.

Symphony No. 1, in C minor, Op. 68

1) Vienna Philharmonic  Orchestra
(1937). RCA Victor M 470 (78 rpm,
OP).

2) New York Philharmonic (1953). ML
5124.

3) Columbia Symphony (1959). ML
5789 or MS 6389 (stereo).

The Vienna recordings are unable to re-
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produce the effect of Brahms’s rturti
passages, and for present-day listening |
am inclined to dismiss them. Unfortu-
nately, neither of the later sets. as a
whole, can be taken to represent Wal-
ter’s skill in this music. Both suffer from
overdistant microphone placement in the
scherzo. The advantages of stereo are
most apparent in the slow movement,
which is far more beautiful in the two-
channel version than ever before, but
stereo cannot wholly compensate for the
superior drive and majesty of the two
outer movements in the New York re-
cording.

Symphony No. 2, in D, Op. 73

1) New York Philharmonic (1953). ML
5125.

2) Columbia Symphony (1960). ML
5573 or MS 6173 (stereo).

Here there is slight basis for argument.
The New York version is not especially
well recorded (there is far too much
reverberation), and the performance is
overly tense. The second time around,
Walter relaxed and sang with a ravishing
Viennese quality that makes this edition
one of the greatest on records. Happily,
the especially good recorded sound caps
the triumph.

Symphony No. 3, in F, Op. 90

1) Vienna Philharmonic  Orchestra
(1936). RCA Victor M 341 (78 rpm,
or).

2) New York Philharmonic (1953). ML
5126.

3) Columbia Symphony (1960). ML
5574 or MS 6174 (stereo).

I once talked with Walter about his
omission of the repeat in the first move-
ment. He listened patiently to my argu-
ment about structure and form and the
greater effect of the double exposition,
making no protest as to its validity.
“But,” he explained with a helpless ges-
ture, “I cannot bring myself to go back.
When the movement has advanced so
far, I feel compelled to go on rather
than return to what I have just said.”
This probably explains his general aver-
sion to the double bar, and though I
respect his feelings, this is another case
in which I think the performance would
be stronger with the repeat included. The
New York Philharmonic version has
more vigor and drama than the other two,
and I prefer it on those grounds. On the
other hand, the broader, more relaxed
performance of the stereo set is probably
more characteristic of Walter’s approach
to this music, and it contains some beau-
tiful playing, well reproduced in the two-
channel format.

Symphony No. 4, in E minor, Op. 98
1) BBC Symphony (1934). RCA Cam-
den CAL 246 (OP).

2) New York Philharmonic (1951). ML
5127.

3) Columbia Symphony (1959). ML
5439 or MS 6113 (stereo).

The BBC Symphony recording sounds
as if it had been personally made by
Thomas Edison. Only a dim echo of
what was obviously a very fine perform-
ance comes through, but there is enough
of the final movement to be heard to
make clear the degree to which Walter
later changed his interpretation of these
pages. I am more in accord with his
earlier views. Perhaps Angel's “Great
Recordings of the Century” technicians
could manage a finer transfer of this
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material than Camden secured. The Phil-
harmonic set is lyric drama throughout.
while the final one stresses the autumnal
cast of the music. Both performances are
consistent in the development of their
individual approach and effective on that
account. If I had to pick one of the
three, it would be the Philharmonic set.

Tragic Overture, Op. 81

1) New York Philharmonic (1953). ML
5232.

2) Columbia Symphony (1960). ML
5573 or MS 6173 (stereo).

These are two quite different perform-
ances. The Philharmonic version is a
heroic drama that marches resolutely to
its denouement. The later edition is
more introspective in mood and flexible
in tempo, a drama of thought rather than
action. and to my mind a less forceful
work than that demonstrated before.

Variations on a Theme of Haydn, Op.
S6a

1) New York Philharmonic (1953). ML
5076.

2) Columbia Symphony (1960). ML
5574 or MS 6174 (stereo).

Walter’s first version is a good one, but
hardly different from that of many an-
other gifted conductor. The second is a
far more distinctive performance. with
delicate and unusual colorings, delightful
and sometimes unexpected turns of
phrase, and the unmistakable signs of a
distinguished musician at work and play.

BRUCKNER

Symphony No. 4, in E flat (“Romantic”)
Columbia Symphony (1960). M2L 273
or M2S 622 (stereo).

Few performances of this music make
sense of the descriptive title. Walter’s
does. As you get to know the score, you
may prefer a more rugged account of it
than this; but for those not yet con-
vinced of Bruckner’s stature, the Walter
approach is probably the more persuasive.
The recorded sound is spectacular.

Symphony No. 7, in E
Columbia Symphony (1961). M2L 290
or M2S 690 (stereo).

For comment on this recording, see “Rec-
ords in Review,” page 72

Symphony No. 9, in D minor
Columbia Symphony (1959). ML 5571
or MS 6171 (stereo).

I do not think that Walter’s success here
is as great as that in the Fourth, but this
is an important recording nonetheless
and contains a great deal of very beauti-
ful and expressive playing.

Te Deum

Frances Yeend, soprano; Martha Lipton,
mezzo;, David Lloyd, tenor; Mack Har-
rell, baritone; Westminster Choir: New
York Philharmonic (1953). ML 4980.

“Te deum laudamus, the same what the
birds sing every morning . . .” was Wal-
ter’s description of this music in his re-
corded interview with Arnold Michaelis.
This is the weakest of the Bruckner re-
cordings, chiefly because it is the weakest
of the scores, but also because of the
obvious inadequacies of monophony in
music of this complexity.
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CORELLI

Concerto grosso No. 8, in G minor
Op. 6 (“Christmas”)

London Symphony Orchestra (1938).

RCA Victor M 600 (78 rpm, OP).

Music of the baroque is poorly repre-
sented in the Walter discography, the to-
tal absence of Bach being the most
obvious omission. This Corelli set and a
Handel concerto grosso (Op. 6, No. 12,
made the following year in Paris) serve
to remind us that Walter played music
of this period with distinction and made
use of a harpsichord continuo long be-
fore it became a matter of fashion to do
so. A microgroove reissue of this lovely
concerto from Angel would be welcome
to many listeners.

DVORAK

Symphony No. 4, in G, Op. 88

1) New Yecrk Philharmonic (1947). ML
4119.

2) Columbia Symphony (1961). ML
5761 or MS 6361 (stereo).

No other conductor has ever given me
the sense of complete fulfillment which
I have found in Walter’s reading of this
score. The differences between the two
performances are slight, and the lyric
glory of the earlier version is all the
more apparent in the second set, where
stereo adds a further dimension. Most
listeners will choose the new edition for
that reason, and justly, but the New York
performance is a little more tightly fo-
cused and thus gains effect in certain
passages. Both editions are, however,
distinguished additions to the Dvorak
repertoire on discs.

Symphony No. 5, in E minor, Op. 95
(“From the New World”)
Columbia Symphony (1959).

or MS 6066 (stereo).

ML 5384

This recording and Toscanini’s are the
two most satisfactory I know of this
greatly overplayed work. Walter’s has a
freshness that testifies to his intention of
playing everything as if for the first
time. There is a sense of Bohemian song
and Bohemian humor here that are quite
lacking in the Toscanini, and I surmise
that the Walter performance is probably
closer to what the composer had in mind.
This is one of the Columbia Symphony
sets in which it is wise to use an un-

On stage at the Musikvereinsaal
with the Vienna Philbarmonic.
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orthodox equalization curve and bring
up the lower frequencies.

HAYDN

Sympliony No. 86, in D
London Symphony Orchestra (1938).
RCA Victor M 578 (78 rpm, OP).

Symphony No. 88, in G
Columbia Symphony (1961). ML 5886
or MS 6486 (stereo).

Symphony No. 92, in G ("'Oxford”)
Orchestre de la Société des Concerts du
Conservatoire de Paris (1939). RCA
Camden CAL 257 (OP).

Symphony No. 96, in D (“Miracle”)

1) Vienna Philharmonic  Orchestra
(1937). RCA Victor LCT 6015 (OP).
2) New York Philharmonic (1954). ML
5059.

Symphony No. 100, in G (“Military”)
1) Vienna Philharmonic  Orchestra
(1937). RCA Camden CAL 257 (OP).
2) Columbia Symphony (1961). ML
5886 or MS 6486 (stereo).

Symphony No. 102, in B flat
New York Philharmonic (1953). ML
5059.

Discussion of Nos. 88 and 100 appears
in the record review section elsewhere
in this issue. Suffice it to say that the
old Military betrays great age and hence
is no rival for the new. Sensitivity and
elegance are the primary features of
Walter’s Haydn, and these qualities are
so conspicuously dominant throughout
these performances that individual evalu-
ations are not necessary. In Vienna,
Walter's desires and the traditions of
the orchestra could produce felicities in
the old version of No. 96 that are not
entirely duplicated in the New York per-
formance, although it remains a good
one. But it was in New York that Walter
gave us one of his supreme achievements
in the United States, No. 102, in a state-
ment that is no mere show of ensemble
finesse but gets to the heart of the hu-
mor and nobility marking one of Hay-
dn’s greatest scores. The two supreme
triumphs of the European series are Nos.
6 and 92. Neither has ever been re-
corded with greater comprehension.

MAHLER

Kindertotenlieder ) )
Kathleen Ferrier, contralto; Vienna Phil-
harmonic Orchestra (1949). ML 4980.

This, more than Das Lied von der Erde,
appears to me as the supreme collabora-
tion between these two artists. It is, in-
deed. one of the greatest vocal records
ever made. and a cornerstone of even a
modest collection of music from the pres-
ent century.

Lieder und Gesinge aus der Jugendzeit:
Ablisung i Sonmuner;  Erinnerung:
Friihlingsmorgen; Hans und Grete; Ich
ging mit Lust durch einen griinen
Wald: Nicht Wiedersehen: Scheiden
und Meiden: Starke Einbildungskraft

Desi Halban, soprano; Bruno Walter, pi-

ano (1947). SL 171.

None of these ranks among the most im-
portant Mahler songs, but several of
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them are pleasant examples of his lighter,
more romantic vein and of his taste for
humor. They illuminate a side of the
composer often overlooked, and the per-
formances give us a last glimpse of Wal-
ter at the keyboard—this time as the
mentor of a young soprano whose goal
is to realize his interpretative desires.

Lieder eines fahrenden Gesellen

Mildred Miller, mezzo; Columbia Sym-
phony (1960). ML 5888 or MS 6488
(stereo).

The vocal demands of these songs are
quite extraordinary, and Miss Miller
meets them with a thoroughly sensitive
and musical performance. Walter’s ac-
companiment is the best statement of
the instrumental portion of the work to
be heard on records.

Lieder von Riickert: Ich atimet cinen
linden Duft; Ich bin der Welt abhan-
den gekommen; Um Mitternacht

Kathleen Ferrier, contralto; Vienna Phil-

harmonic Orchestra (1952). London

4212.

Ich bin der Welt abhanden gekommen
Kerstin Thorborg, contralto; Vienna Phil-
harmonic Orchestra (1936). 4201 (78
rpm, OP).

These are all historic recordings, ranking
among the best ever given us by three
great artists. The impact of Ferrier’s
singing in Um Mitternacht is especially
intense, but it is only one of several
triumphant achievements here, with the
Thorborg ten-inch 78 rpm not to be
slighted among them. It certainly de-
serves reissue along with the 1936 Lied
von der Erde.

Das Lied von der Erde

1) Kerstin Thorborg, contralto; Charles
Kullman, tenor; Vienna Philharmonic
Orchestra (1936). M 300 (78 rpm, OP).
2) Kathleen Ferrier, contralto; Julius
Patzak, tenor; Vienna Philharmonic
Orchestra (1952). London 4212.

3) Mildred Miller, mezzo; Ernst Hifliger,
tenor; New York Philharmonic (1960).
ML 5826 or MS 6426 (stereo).

All three performances are remarkable
musically, while engineering techniques
advance to the vivid stereo effects of
the final version. The original recording
—made at an actual performance—does
no more than suggest the instrumental
lines, but the singers are incomparable.
Their contribution is more than accept-
ably reproduced. and it attains such a
level as to make up for shortcomings
elsewhere. A historic performance de-
serving of reissue. Ferrier is the princi-
pal asset of the second version, and hers
1s a noble performance. Still, I think that
there is a tendency to allow extramusi-
cal considerations to make one senti-
mental about it, particularly to the dis-
advantage of Miss Miller, whose ap-
proach—Iless declamatory than Ferrier’s
—is also very moving. If I were to have
only one edition of this music, I would
choose the newer Columbia.

Symphony No. 1, in D (“Titan”)

1) New York Phitharmonic (1954). ML
4958.

2) Columbia Symphony (1961). ML
5794 or MS 6394 (stereo).

We have Walter recordings of five Mah-
ler symphonies, and all are precious
documents of the composer and his

closest disciple. It must be appreciated
that Walter recorded only those Mahler
scores which he played in concert, the
ones which he regarded as the most fully
realized of his great friend's artistic ef-
forts. Thus he never performed the
Tenth, because it was unfinished, and
he apparently set aside the Third as an
inconclusive effort towards the goal
achieved in the Fourth. Similarly, he
felt the Sixth, Seventh, and Eighth to
be less than complete realizations of
Mahler's genius, steppingstones leading
up to his final testament: the Ninth.
The First is a very Austrian symphony,
and this is the quality uppermost in both
of Walter’s recordings. The earlier of
the two no longer merits much attention,
since the stereo is better in every way. 1
doubt if we shall ever hear a more com-
pletely sympathetic (or authoritative) re-
creation of this music.

Symphony No. 2, in C minor (“Resur-
rection”)

Emilia Cundari, soprano; Maureen For-

rester, contralto; Westminster Choir;

New York Philharmonic (1957). M2L

256 or M2S 601 (stereo).

Even with stereo the full sonic scope
of this score is attenuated, but the per-
formance remains a landmark. This is
the symphony in which the influence of
Bruckner is most apparent, and I feel
that Walter brings this out much more
clearly than other conductors. Early
Mabhler and late Mahler are not the same.
This is how early Mahler ought to go
if the genius is to show.

Symphony No. 4, in G
Desi Halban. soprano; New York Phil-
harmonic (1945). ML 4031.

This was, amazingly enough, the first
recording of a symphony that is now a
standard item in concerts and on record-
ing schedules. For many music lovers
it provided the first opportunity to be-
come familiar with one of Mahler’s
finest achievements. Indeed, much of the
present popularity of the work must be
attributed to this set. The long-play trans-
fer is a very fine one, and there is plenty
to hear and cherish. If I could have only
one Mahler Fourth on the shelf, this
would still be it.

Symphony No. 5, in C sharp minor
New York Philharmonic (1947). SL
171.

The last time I talked with Walter, he
was looking forward to making a stereo
version of this symphony and showed
me the final, revised score—with red-
inked amendments in Mahler’s own hand
—which was to be the basis of the or-
chestral material. We were denied that
recording, but in its current pressings
the older version is quite good enough
to prove that this is the most unjustly
neglected of all the Mahler symphonies.
The Adagietto gets extracted for concert
purposes, but the entire score is worth
knowing.

Symphony No. 9, in D minor

1) Vienna Philharmonic  Orchestra
(1938). RCA Victor LCT 6015 (OP).
2) Columbia Symphony (1961). M2L
276 or M2S 676 (stereo).

The Vienna set was made just a few

Continued on page 102
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BY JOSEPH MARSHALL
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A short primer on record wear and its prevention.

THANKS To the gencral excellence of today’s rec-
ords and playback equipment, the longevity of discs
has been considerably increased: properly handled
and stored, and played with correctly installed and
adjusted equipment, they can continue to offer clean
and faithful reproduction for many years. But to
forestall the premature demisc of disc recordings
takes some understanding and cffort.

Record wear, it is generally conceded, stems from
two main causes: the very playing of the record, and
the way in which it is handled and stored. The
former involves a complexity of factors which spe-
cialists in the field arc only beginning to understand
and over which the user has limited control. The
latter cause of attrition is more fully documented—
chiefly in terms of the damage resulting from dirt
and improper storage—and is much more susceptible
to control by the user.

To examine the “playback problem™ first: while
most experts allow that there is a relationship be-
tween record wear and such factors as stylus size,
vertical tracking force, cartridge compliance, and
tone arm design, there is little agreement as to just
what the relationship is in specific terms. Research
continues, but so far no singlc claim or formula for
reducing disc wear under a variety of playback con-
ditions has been substantiated. But until further evi-
dence is forthcoming, certain important general
points can be made.

Inevitably, a record is subject to some wear when
it is played. The stylus perforce sets up friction be-
tween itself and the walls of the record groove, and
at the same time it exerts weight and pressure against
those walls. The friction can become a source of
long-term “smoothing,” wearing away both the
modulations in the groove and the stylus itself (not
unlike the action of sandpaper on wood). The weight
and pressure comprise a dynamic thrust that can
gouge or deform part of the groove wall (as a chisel
exercised on wood). These deformations, in turn, sct
up a vicious cycle: once a stylus tip develops a flat.
it begins to grind and cut even more severely, thus
producing additional and more intense groove de-
formations that will in turn rub more harshly on the
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stylus. Similarly, a really bad gouge in a portion of
the groove wall presents an obstacle to the stylus,
which then reacts by flexing out of its correct align-
ment with respect to the cartridge body or by devel-
oping another flat. or both—and record wear and
audible distortion are increased.

According to recent research done at the Royal
Technical College in Salford, England, the principal
effect of groove deformation is to indent into the
groove a new set of wiggles representing harmonic
distortion of the recorded waveform. This distortion
can be expected to be as high as five per cent with
the best of current pickups, and can excced fifty
per cent with poor pickups, or with improper adjust-
ment of any pickup. One consoling feature is that
practically all of the damage is done in the very first
playing of such a record; subsequent playings do
little additional harm and may even smooth out
some of the initial damage.

At the 5- to 8-gram pressures required with most
monophonic pickups a few vears ago, a sapphire
stvlus would develop damaging flats in as few as
fifty playings. and a diamond in several hundred.
The only solution was to change the stylus, but even
this did not eliminate all wear, for at these pressures
the new. smooth stylus too would eventually wear the
groove down.

Reducing the pressure of the pickup would seem,
then, to be the logical way to reduce wear caused
by rubbing. At pressures of 2 grams or less, rubbing
wear on both the stylus and the groove becomes so
nominal that, barring other causes of wear, both styli
and records should have a virtually unlimited life.
This will be true, however, only if the pickup is
tracking properly at these low pressures. While re-
ducing the pressure of a pickup that is itself designed
for a higher pressure—f{or instance. using a tracking
force of 2 grams for a pickup designed to track at
5 grams—may well lessen wear due to rubbing, it
may cause far greater damage to the record by in-
creasing the deformation of the groove through its
dynamic thrust. Furthermore. some pickups simply
won't track at very low pressures and will skip across
the groove walls. For these reasons, operation at low
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Among inexpensive cleaning items are applicator-and-detergent kits, “jockey cloth,”
dry brushes for clipping to a tone arm, and brushes for cleaning only the stylus.

pressures requires pickups and arms specifically de-
signed for low pressures. Most of today’s high com-
pliance pickups and carefully balanced tone arms—
available as separate components for use with man-
ual turntables and in such improved automatic play-
ers as the Dual 1009, the Garrard Type A, and the

liracord—do permit tracking at pressures of 2
grams or less, and to minimize record wear due to
friction the serious collector may wish to replace
older equipment with more advanced types.

YET THE PROBLEM of damage through stylus thrust
remains, and, ironically, it may be intensified if the
equipment is not adjusted properly. Just as any sharp
pointed instrument will indent a surface as it is
pulled along under pressure, a stylus tends to act in
a similar manner on a record groove as it traces.
And in a modulated groove—where the stvlus is
vibrating from side to side at rates up to 15.000 times
a second—the pickup can become a sort of jack-
hammer capable of doing considerable damage to
the sides of the groove with its blows.

Because the behavior of a stylus moving in a
modulated groove involves many factors, it has been
difficult to obtain conclusive data on groove defor-
mation through stylus thrust. The British researchers
have been using an ingenious process of obtaining
carbon film replicas of the groove and then examin-
ing these under electron microscopes at magnifica-
tions ranging from 5,000 to 50,000 diameters. An
carly indication from these studies is that the defor-
mation—if the groove is not modulated—is propor-
tional both to pressure and to stylus diameter. The
smaller the stylus and the higher the pressure, the
greater the deformation. Or to put it another way,
reducing stylus pressure reduces deformation but

reducing stvlus size increases deformation. Thus, if
stylus size is reduced, stylus pressure must be reduced
correspondingly. This is essential to the playing of
stereo discs, which require a stylus no bigger than
0.7 mil. With a stylus of 0.7 mil, deformation be-
comes insignificant with pressures below 2 grams.
With a 0.5-mil stylus, pressure should be reduced to
1.5 grams; and the use of a 0.3-mil stylus calls for
pressure of | gram or less.

These figures. of course, apply to static deforma-
tion—that is, with reference to an unmodulated
groove. With a modulated groove, things are less
clear. It has been found that there is a limit to the
reduction of stylus force. At too low a pressure the
stylus no longer can maintain firm contact with the
groove, especially during high level peaks. The re-
sult is an increase in audible distortion and probably
in the damage done by the dynamic deformation—
that “jackhammer” action of the vibrating stylus.
Other, more complicated, factors are involved here
too. One of the most important is the mass of the
stvlus tip. Just as a heavier hammer will drive a
nail farther in a given number of blows of the same
length, so a stylus with high tip-mass will do more
damage than one with low tip-mass. Thus, it would
seem that the smaller stylus which permits lower tip-
mass would have a clear advantage.

On the other hand, the smaller stylus does not
fit the groove as snugly; as a result, the play between
stylus and groove walls in effect increases the length
of the stroke at which the hammering action takes
place. What's more, the smaller tip size gives the
stylus a sharper point. which may increase the dam-
age it can do. Finally, it must operate at lower pres-
sure to keep down the static deformation but—Dbe-
cause of this low pressure—a high velocity modula-
tion tends to throw it out of the groove. Hence the
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larger stylus has an advantage in these respects. The
elliptical stylus (0.7 mil by 0.3 mil) recently intro-
duced by Ortofon is designed to serve as an “ideal
compromise.” Its width is intended to permit it to
maintain firm contact with more of the groove; its
narrow depth is designed to follow very small high
frequency indentations as faithfully as does the small
round stylus.

In truth, there is so far no clear-cut solution to
the problem posed by “larger” versus “smaller’ stylus
tips. Most recent products represent an optimum de-
sign in one direction or the other, with the determin-
ing factor being the actual performance of the pick-
up, or pickup-arm combination, as evaluated by
measurements and listening tests. The present range,
among pickups acceptable for stereophonic high
fidelity reproduction, runs from perhaps just over 2
grams to below | gram, with stylus sizes running cor-
respondingly from the early 0.7 mil to recent models
of 0.5 mil and smaller.

Whatever the pickup and the size of the stylus,
the owner should remember that the lowest stylus
pressure permitting undistorted playback of the high-
est amplitude on the record will probably result in
the least deformation of the groove. On some rec-
ords, with some pickups. pressures as low as ¥4 gram
may be sufficient; on other records. pressures as
high as 2 grams may be needed with the very same
pickup. Of course. few listeners will want to change
stylus pressure for every recording, and for that
matter few tone arms permit this adjustment to be
made so easily that it can be repeated at frequent
intervals. Most people will simply set a pressure
suitable for use with most of their recordings.

My own procedure is to adjust a new pickup for
the point at which the “buzz” on the loudest groove
of a test record (any of several are suitable: see
Hicn FipELiTy, December 1963, page 48) just dis-
appears. 1 find that even with pickups of the very
highest compliance and lowest tip-mass this results
in a pressure between 1 and 1.5 grams—which 1
have found will provide good tracing on at least

ninety per cent of all monophonic and stereo records.
Pickups not of the highest compliance or lowest tip-
mass probably will require something closer to 2
grams—which still is on the safe side to avoid undue
record wear. With these pressures, my own records,
played hundreds of times over a period of years,
still seem to deliver clean sound.

AT ALL EVENTS, the most serious threat to record
life is dust, dirt, and grime. A stylus tracking at
forces as low as 1 or 2 grams may itself be incapable
of eroding a record significantly; but once it starts
to push or drag an accumulation of dirt through the
groove, it becomes—Iike the block of wood to which
sandpaper is attached—an innocent instrument of
erosion. Additionally, pickups operating at pressures
in the l-gram region—particularly those with small
diameter styli—are extremely sensitive to foreign
matter in the groove. Since they can respond to mo-
tions of only a few millionths of an inch, they will
produce a loud “pop” on encountering a minute
speck of dust. And. as the dust accumulates around
the stylus, it lifts it out of contact with the groove.
Consequently, keeping the disc and stylus clean of
dust and grime has become even more important to-
day than ever.

The oldest and simplest way to clean, or rather
preen. a new record (or any record before playing
it) is to wipe its surface with a moistened very soft
cloth, piece of chamois or velvet pile, or very soft
brush. In addition to these common household ob-
jects. there are also a number of inexpensive items
commercially available.

One of these is the “jockey cloth”—a pad of
chamoislike cloth impregnated with silicone dressing.
Such cloths are easy to use and do an excellent job
of picking up lint and dust and of destaticizing the
record to render it less apt to attract dust. They do.
however, have certain disadvantages. In the first
place, not only do they pick up dust and grime but
they also hold it firmly. Thus, once the cloth has

Newest devices include dust bugs in manunal and changer versions, shown with Parastat
above and Preener below. Upper right, Grado's Dustat; lower right, ADC Hush Brush.
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accumulated dust, it may itself become a new source
of record damage and must be replaced fairly often.
Secondly, silicone is a type of grease. Some of it is
transferred from the cloth to the groove, where it
may push dust deeper into the groove and clog the
finer wiggles. When this mixture of dust and grease
is plowed up by the stylus, it acts as a sort of grind-
ing compound. In general, the simple cloths are sat-
isfactory for use on records played with the larger-
size styli at pressures above 3 grams—which is to
say, for service in monophonic systems—but they
are less desirable for the lower pressures and smaller
styli used in stereo.

More effective is a piece of velvet or mohair
pile, or a brush whose bristles penetrate the grooves.
One of the oldest of such record cleaners is the
Lektrostat combination of a pad of sheared acetate
velvet and an aqueous detergent solution. The pad is
moistened with a few drops of the solution and the
record is wiped, in a circular fashion, a few times.
A stylus brush is included; similar kits are offered by
several companies, including Audiotex, Beyland, Duo-
tone, Lafayette, and Robins.

Cecil Watts—British engineer and writer—has
been particularly concerned with record cleaning and
has introduced several devices marketed here by Elpa.
His most recent is the “Parastat”™—a roller of very
soft velvet pile which is kept slightly impregnated
with a diluted detergent solution through an inner
wick. The roller is pressed gently to the surface of
the record as it revolves on the turntable for a revo-
lution or two, picking up dust and at the same time
applying a very thin film of the liquid.

The ADC Hush Brush is a somewhat more com-
plicated device, employing a brush of sharply
pointed nylon bristles and a velvet roller which is
moistened by a liquid contained in the handle. As
it is held on the record for a revolution or two, the
brush sweeps the dust out of the groove and the
roller picks it up and at the same time applies a
film of the liquid. A two-sided brush that cleans
both sides of a record at once and leaves a thin anti-
static coating on them has been introduced by Corey
of California.

Devices of this kind cover the entire radius of
the record at once. Doing much the same job over
a smaller part of the record (and thus necessitating
its being used continuously during play) is Cecil
Watts's famous Dust Bug. This is a velvet roller at-
tached to a stand which is in turn fastened to the
turntable base. The roller sweeps the grooves as it
moves inward ahead of the stylus. It is also mois-
tened occasionally with an antistatic and cleaning
solution. Variants of the Dust Bug have now been
put on the market by other manufacturers.

An alternate to the moistened brush is a dry
brush which preens rather than cleans, and is effec-
tive for new records. A wide, soft, artist’s brush
can be used for this purpose. and there are also avail-
able several wide brushes fixed on stands to be at-
tached to the turntable base; these sweep the record
continuously as it revolves. One such is the brush

manufactured by Precision Manufacturing Company
of Aurora, Indiana. Another is the Grado Dustat,
similar in principle but using a fold of very soft
velvet instead of a brush. Either the Elpa Parastat,
or its simpler variant, the Preener, also may be used
dry for this purpose.

The above devices—wet or dry—cannot very
conveniently be used with changers because no one
has yet devised one that will move aside during the
change cycle. There is, however, a changer version
of the Dust Bug as well as several dry brushes which
can be clipped to the tone arm of a changer to sweep
the groove during play, such as those offered by
Audiotex, Duotone, Robins, and White Lion. These
are quite satisfactory at tracking pressures between
3 and 5 grams. but not suitable for use in the most
recent independent tone arms or at pressures below
3 grams with any tone arm. It is extremely difficult
to adjust the pressure to allow for the stiffness of
the brush—and even then the pressure tends to vary.
Certainly, none of these brushes should be attached
to any arm operating at 2 grams or less, unless one
has the means and the considerable skill required to
adjust the pressure so that the stylus itself is under
proper pressure. This procedure usually requires a
special type of pressure gauge, since the inexpensive
balance-type suitable for most purposes does not do
the job adequately.

Despite all measures to keep the record clean, the
stylus itself will accumulate dust and grime and thus
require periodic cleaning. The simplest and best
procedure is to brush the tip of the stylus with a very
soft brush every time a record has been played.
An artist’s small camel’s-hair brush will do; but there
are special brushes for this purpose, the most elegant
of which is the fountain pen type such as the Duo-
tone. The “lipstick” type of brush for cleaning
camera lenses, obtainable at any camera store, is also
very convenient and safe.

The stylus used in a record changer—which may
run for hours without interruption—may accumulate
dust and require cleaning while playing. A good
substitute for hand brushing is a little brush that is
fastened to the changer base in such a way that the
arm, as it returns to its rest, pushes the stylus through
the bristles. Suitable models are made by Audiotex,
Duotone, Prosound, and Robins.

Several types of solvents and fluids are used for
application to rollers, pads, or cloths to provide
cleansing action and to neutralize the electrostatic
charge which tends to build up on records. These
can be divided into alcohols, glycols, detergents, and
silicones. Alcohol in dilution with water of about the
same proportion as in the standard drugstore “rub-
bing alcohol” appears to have no adverse chemical
effect, is a good solvent, and leaves no residue.