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-200 transistorized FM-multiplex stereo tuner, with STereo Beacont, Nuvistor-GOLDEN SyncHrope? front end, 4 IF stages, 3 limiters, 1.8 uv IHF sensitivity; only $249.50*
-

STEREO BEACON
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==s)() transistorized stereo control amplifier, tPATENT PENDING
ower, 35 watts per channel RMS power, transformerless output stage, four output transistors per channel, every Fisher convenience; only $299.50* *CABINET $24.55
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Now Fisher
brings absolute

reliability
to transistorized

components at
a moderate price.

Last year, Fisher introduced a series of solid-state stereo components that
set a genuine precedent in the high fidelity industry. These new designs offered
not only state-of-the-art performance but also an order of reliability that justified
for the first time the extra cost of transistorized equipment.

But that wasn’t even half of the new Fisher solid-state program. Now comes
Phase Two: the new TX-200 control amplifier and the new TFM-200 multiplex
stereo tuner. Exactly the same reliability, almost the same performance, con-
siderably lower price. A few special features have been omitted, but all the
quality has been retained.

If you feel you do not want to pay a premium for the ultimate in transistor-
ized Fisher components, these two new models will give you all the benefits of
Fisher solid-state engineering at a substantial reduction in cost.

Mail this post card for your free copy of The New Fisher Handbook
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OVERSEAS RESIDENTS PLEASE WRITE TO FISHER RADIO INTERNATIONAL, INC., LONG ISLAND CITY, N. Y, 11101.
CANADIAN RESIDENTS WRITE TO TRI.TEL ASSOCIATES, LTD., WILLOWDALE, ONT.
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The new FISHER TFM

The new FISHER TX-2t-
with 90 watts IHF music §
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Nine out of ten musical eople prefer
the sound of Pickering.

Nearly all musical people prefer natural sound. And natural
sound begins with Pickering. Right where the stylus meets the
groove

Any of the new Pickering V-15 stereo cartridges will repro-
duce the groove, the whole groove and nothing but the groove.
That's why a Pickering can’t help sounding natura!l if the record
and the rest of the reproducing equipment are of equally high
quality

To assure compatability with your stereo equipment, there are
four different Pickering V-15 pickups, each desigried for o
specific application. The V-15AC-1 is for conventioral record
changers, where high output and heavier tracking forces are

Yl o,
ol ©
l V-15

required. The V-15AT-1 is for lighter tracking in the newer
automatic turntables. The even more compliant V-15AM-1 is
ideal for professional-type manual turntables. And the
V-15AME-1 with elliptical stylus is the choice of the technical
scphisticate who demands the last word in tracking ability.

No other pickup design is quite like the Pickering V-15. The
cartridge weighs next to nothing (5 grams) in order to take
full advantage of low-mass tone arm systems. Pickering’s ex-
clusive Floating Stylus and patented replaceable V-Guard
stylus assembly protect both the record and the diamond

But the real payoff is in the sound. At least for those who
cen hear the difference.

Pickerin

Prainview, L. I, N. Y. g

For those who can |hear|the difference.
CIRCLE 56 ON READER-SERVICE CARD
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high fidelity

Music and Musicians
43  Subsidies and the British: an editorial
44  The Honorable Tradition of Englishmen H. C. Robbins Landon
51 The City of Five Orchestras Edward Greenfield

22 Notes from Our Correspondents: Moscow, Paris, Vienna, New York

Sound Reproduction
40 High Fidelity Newsfronts: Wilson, Watts, and word-forms
56 The British Audio Establishment: a traveler's report  Norman Eisenberg

63 Equipment Reports
Harvard Electronics Futterman H-3 Amplifier
Harman-Kardon Model SR-900 Tuner Amplifier
Garrard Lab 80 Automatic Turntable
Heathkit Model GD-983 Electronic Organ

Reviews of Recordings

71 Feature Record Reviews

Sir  Winston Churchill (commemorative albums recording his
speeches and memoirs)

Debussy: Pelléas et Mélisande (Erna Spoorenberg, Camille Maurane,
George London, et al.; Ernest Ansermet, cond.)

74 Other Classical Reviews
101 Reissues

107 The Lighter Side

113  The Sonic Showcase

115 The Tape Deck
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AMERICAN'S “PROFESSIONAL LENGTH"

STILL HAS 25% MORE ON THE REEL

AMERIGAN

1

i .

GREENTREE ELECTRONICS

CIRCLLE 39 ON READER-SERVICE CARD

Only American’s Revolutionary New
"Professional Length” Tapes offer
up to 25% more tape and 25%
more playing time on the standard
7" reel. Available in 1500°, 20007,
3000’ and 3600’ reels at little or no
more than you would pay for other

leading brands in standard lengths.

See your dealer or write to:

291 S. LA CIENEGA BOULEVARD
BEVERLY HILLS, CALIFORNIA

www americanradiohistorv.com
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Before you send money to any
record club, join the best one
for 3 months, free!

Now, without paying a cent or obligating yourself in any
way, you can join for three months the one record club that
has every single advantage and none of the disadvantages of
all the others—including those advertised in this and similar
publications. (Your trial membership applies equally to phono-
graph records and 4-track recorded tapes.)

Here is what the Citade! Record Club offers to all its
members:

Discounts! As a member, you are entitled to unusually large
discounts on the records you want—sometimes as high as
55%! You can save as much as $300 a year if you buy many
records and get them all at Citadel discounts.

No obligations! You can buy as few or as many recprds as
you want, when you want them. You are not obligated to buy
any specific number of records—or tapes. The choice is always
yours at top savings. Citadel has no '‘agree to purchase’
requirement of any kind.

All labels! Your choice is unlimited. Virtually any record, al-
bum or tape by any artist on any label is available at a discount
to Citadel members. This includes opera, classical, jazz, pop,
folk, spoken word—anything. You receive Citadel’s periodic
bulletins and catalogs that keep you abreast of the newest
recordings. You never get a ‘‘preselected’ list—Citadel does
not limit your choice.

Promptest service! Orders are usually shipped the same day

as received, rarely later than the next few days. In the event of
a delay, partial shipments are made and your order completed
as soon as the record or tape is available. There is no addi-
tional cost to you for this service.

Specials! In addition to your regular Citadel Club discounts,
you will periodically receive lists of hit albums and tapes in
all categories of music, offered at'super discounts. These are
special purchases your Club can make through its unusual
buying power, and the savings are passed along to all mem-
bers. Again, you are under no obligation to purchase any of
these selections.

Free Schwann catalog! With your membership, Citadel immedi-
ately sends you the standard reference guide to more than
25,000 long-playing records. This comprehensive catalog has
separate sections for classical, popular, ballet, opera, musical
shows, folk music, jazz, etc., and another section for all new
releases.

100% guarantee! Your records and tapes from Citade! are
guaranteed factory-fresh and free of defects of any kind. If a
damaged or defective record or tape does get through our close
inspection, we immediately replace it with a perfect copy.

Try membership in the Citadel Record Club for three
months. Find out why it is the club for the fastidious record
buyer. You have nothing to lose except your possible illusions
about other record clubs.

Citadel Record Club
545 Fifth Avenue, New York, N. Y. 10017

Please enroll me for three months, without charge,
as a member of the Citadel Record Club. | under-
stand that | am entitled to all membership privileges
without any obligation to buy anything, ever.

Name

Address.

City_ State Zip

P

CIZEI |
(T I I T

CITADEL RECORD CLUB
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According to the audio experts, the RT6000 shouldn't exist.
Not at $399.95. Not for the kind of performance it delivers.
Whether compared to vacuum tube or solid state receivers, the FM-Stereo 60-watt RT6000,
is the “‘dream receiver’’ come to life. Solid state power for precisely defined, truly transparent
sound; unlimited control versatility; response above and beyond audibility; extreme FM sen-
sitivity; reliability—on every standard, a consummate professional. And only Bogen—with its
ten-year head-start in solid state technology—could have produced it at such moderate cost.

Even costlier solid state receivers still use tubes (unadvertised, of course)—usually, in the
RF stage. But Bogen has achieved the full potential of solid state. The RT6000 does not have
a single tube to age, cause hum, noise or distortion; nor any output transformers to impair
response. Listen and compare. See if the RT6000 doesn’t produce the tightest, cleanest bass,
highs and transients you have ever heard!

The RT6000 also has the ‘extras’ you want. Private stereo headphone reception, tape
monitoring, professional tuning meter—even automatic FM-stereo switching circuitry!

Want to know more? Visit your dealer and ask for a demonstration. For complete specifi-
cations and the new Bogen catalog, write: Bogen, Dept. A4, Paramus, N. J.

BOGEN LEAR SIEGLER, INC.

COMMUNICATIONS DIVISION PARAMUS, NEW JERSEY

CIRCLE 11 ON READER-SERVICE CARD

www americanradiohistorv com


www.americanradiohistory.com

KENWOOD

NEW KW-55A
Automatic AM/FM Stereo
Multiplex Receiver

[JET'I‘ER.q

Haydn's Hayvdn

Sik:
The article entitled A Question of Func-
tion” by Patrick J. Smith, appearing in
your pages last month, was apparently in-
spired by my review of the recent Bern-
stein recording of Haydn's Symphonies
Nos. 82 and 83 [November 1964], and |
should like to add a few words to the
discussion. In taking issue with me, Mr.
i Smith quotes from an article on my re-
view by Robert C. Marsh in the Chicago
Sun-Times, where Mr. Marsh wrote as
follows: “George Szell and 1 once had
a long talk about the Robbins Landon
corrections in the finale of the Oxford
Symphony. Szell thought that the tradi-
| tional texts may represent Haydn's re-
visions, and that they should not be dis-
carded because they cannot be traced
to early sources. | am inclined to agree.
Mr. Smith then goes on to say: “So now
we have two well-informed people who
dispute Mr. Landon as to which are the
correct notes in a Haydn symphony.
What can decide the issue? The intent of
the composer?«The truth is that we
manifestly do not know Haydn's intent.”
Since neither Mr. Marsh nor Mr.
Smith has taken the trouble to explain
all this business of the Oxford Sym-
phony, 1 will explain. It has to do with
the Finale, at the very beginning of
which the theme is stated, by Haydn,
without the second violin part found in
most modern editions; at the recapitula-
tion the theme is also stated without the
second violins. For score readers, the
places are bars 1-16 and 221-29. Those
readers who may want to hear the dif-
ference can do so by comparing the late
Max Goberman's recording, sans second
violins (Library of Recorded Master-
pieces). with the performance by George

Quality Stereo
That's Not Stereotyped!

Unequalled maximum performance and dollar-for-dollar
value with advanced circuitry and reproduction appre- [
ciated by sound experts.

KENWOOD KW-55A "PLUS FEATURES"
Silent, automatic, electronic switching between FM stereo

and mono e automatic ‘‘stereo indicator’’ light ® nuvistor
cascode front-end with 1.8 microvoits ® 4 |.F. stages, 3
limiters, wideband ratio detector e variable automatic fre-
quency control @ front-panel stereo headset jack @ direct
tape monitor ® powerful 40 watt amplification @ $239.95

KW-220 Integrated Stereo Amplifier KW-550 FM Automatic Stereo Multiplex Tuner

@ thirteen front-panel controls

® two sets of terminals for each MAG
and AUX

@ direct tape monitor

® stereo headset jack

@ total 100 watts music power
(IHFM Standard)

For information about

o automatic refay switching to proper mode
@ exclusive FM stereo indicator

® nuvistor cascode front-end

@ 5 wideband L.F. stages, 4 limiters

@ interstation muting circuit

@ low impedance cathode-follower output

KENWOOD’'S reliable SOLID

STATE and superior VACUUM TUBE components, visit
your nearest Authorized KENWOOD Franchised dealer

or write direct to

KENWOOD ELECTRONICS, INC.

Los Angeles Office: 3700 South Broadway Place, Los Angefes, Calif. 90007, ADams 2-7217
New York Office: 212 Fifth Avenue, New York, N.Y. 10010, Murray Hitl 3-1115

CIRCLE 45 ON READER-SERVICE CARD
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Szell (Epic).

Presumably, Mr. Marsh and Mr. Smith
think that I insert or retract Haydn's
violin parts as the spirit moves me. In
fact, what all scholars try to do is to
return to the original sources. It happens
that for the Oxford Symphony we have
many authentic manuscripts and prints,
inter alia the following:

(1) Haydn's autograph manuscript, in
the Bibliothéque Nationale in Paris, dis-
covered in 1956; dedicated to the Comte
d’Ogny and signed and dated 1789.

(2) A manuscript score by Haydn's
factotum Johann Elssler, in the Buda-

Continued on page 12
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Capture the strength
and delicacy
of every sound

with exclusive new Sony LUBRI-CUSHION recording tape

A revolutionary process from the research laboratories of world-famous Sony has produced a
recording tape with a silicone impregnated lubricant which cannot wear off! Intimate head:
contact, so essential for full-range true fidelity, can now be maintained —and without excessive
recorder head wear.* ® Sony’s new method of tape manufacture includes a special Sony slitting
technique, Sony-permatizing, and an extra-heavy homogenized coating (Sony Oxi-Coat) on
flexi-strength polyester, which assures a balanced full-frequency recording/playback with no
‘drop-outs’ of sound. m Truly, Sony PR-150 enables you to capture the strength and delicacy
of every sound. Visit your dealer today —and hear the difference.
Db e g @ g

“Excessive recorder head wear is caused by inferior tape. Sony PR-150. a professional i =
recording tape, has been developed to eliminate this problem. A special bonus §.°Ei
coupon book. allowing a substantial discount on 12 reels of tape. may be obtained TAPE Sk
by writing Sony/Superscope, Inc., Magnetic Tape Division, Sun Valley, California, F ¥ .
Department 11. MR <

®* Ask for Sony’'s new Tape hoohkler. S O NY SUPERSGOPE The Tapeway to Stareo

CIRCLE 69 ON READER-SERVICE CARD
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This is only a picture of the Model 20.

Andyou can’t hear it this way.

You can’t hear the power. And the fidelity. And the
superb sensitivity. And the clarity.

Nor can you look inside and see all the

industry firsts: how we've made full

use of advanced, all-transistorized circuitry;

how we've eliminated driver and output trans-
formers to give such wide frequency range and
such high peak power capability. Or how

we’'ve attained integrated design—in the precision

www americanradiohistorv.com
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matching of cartridge to amplifier to speakers. It’s a new breed. Make no mistake about that.
These qualities don’t show in pictures. But Five years from now all high performance
actually, there’s never been anything like the stereo systems will be following in the

KLH Model 20 before. Model 20’s footsteps.

You can’t call it a component system. You can’t But don’t look at the picture; don’t listen to

call it a console. It's something new. In a class by what we say. There’s only one way to experience
itself. A high performance, stereophonic music the thrill of your listen_ing life. Go to your dealer.
system that’s compact, tasteful, flexible, designed Ask to see the KLH Mgdel 20. And just listen.

so that every part is in complete balance with It’'s the new sound in stereo. The KLH Model 20—at
every other. : aprice that's half of what you’d expect it to be.

Suggested retail price $399.95.

CIRCLE 64 ON READER-SERVICE CARD
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If Reeves
Soundcraft
doesn’t outrecord
other brands

have your
head examined

It could be the head. Or transport
mechanism. Or pressure pads. Any-
thing but the tape. Reeves Soundcraft
is the perfect recording tape.

Here's proof.

Only Soundcraft prints a Quality
Control number on every reel of tape
(shown above). It's our warranty of
quality. It means that every Soundcraft
tape you buy is free of microscopic ir-
regularities like skew, edge burrs,
feathered edges, shedding, cupping
and curling. Results: no loss of highs
due to poor contact between tape and
recorder head; no adjacent-channel
interference to mar your 4-track mono
or stereo recordings; longer tape and
head life; more time spent enjoying
your recorder (instead of cleaning it)!

So try Reeves Soundcraft. You'll hear
the clean, transparent, full-range
Soundcraft sound with your very first
reel. For detailed brochure on Reeves
Soundcraft Tapes for every applica-
tion, write today.

REEVES
SOUNDCRAFT

DIVISION OF REEVES INOUSTRIES INC
GREAT PASTURE ROAO, DANBURY, CONN®

NEW YORK: 302 E. 44th Street

CHICAGO: 7310 W. North Avenue, Elmwood Pk.
LOS ANGELES: 342 N, LaBrea Avenue

CIRCLE 59 ON READER-SERVICE CARD
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LETTERS

Continued from page 8

pest National Library. This score was
owned by Haydn and he has marked
the number of sheets on the title page
in his own hand.

(3) Manuscript parts that Haydn sent
to the Prince of Oettingen-Wallerstein;
now in the princely archives at Harburg
Castle (Bavaria).

(4) Manuscript parts from the collection
of one of Haydn's friends. Von Kees,
now in the princely Thurn und Taxis
Archives at Regensburg (Bavaria).

(5) Printed parts by Le Duc in Paris,
marked “Du Repertoire | de / La Loge
Olympique,” ¢. 1790/91. Apparently Le
Duc used the autograph as his source.
Apart from Le Duc. there are early
editions of this Symphony by Longman
& Broderip. London (1792), “As per-
formed at Mr. Salomon's concert, Han-
over Square,” by Forster of London. by
André of Offenbach. by Sieber of Paris,
by Imbault of Paris, etc.—all printed in
the 1790s.

Indeed. in no known manuscript
source of the complete symphony is
there a second violin part in bars 1-16
and 221-29 of the Finale. The score
without such a part is what Haydn com-
posed. and this is what he sent abroad,
and this is what he played in England.
So when Mr. Smith says. “The truth is
that we manifestly do not know Haydn's
intent,” he seems hardly to be aware of
the true state of affairs. If Mr. Szell (or
anyone else) chooses not to like, and
not to perform, this particular passage
as Haydn wrote it, that is his privilege.
just as it is my privilege—and obligation
—to print in my Collected Edition of
Haydn's Symphonies that which Haydn
wrote.

H. C. Robbins Landon
Buggiano Castello (Pistoia)
Italy

Mr. Villchur vs, Mr. Stokowski

SIR:

“High Fidelity Newsfronts” of February
1965 quotes Leopold Stokowski as deny-
ing that “concert hall sound™ is a valid
aim of sound reproduction. or that re-
produced sound can be judged reliably
“vis-a-vis live sound.” The following rea-
sons are given: 1) the great volume of
sound demanded by the concert hall
could be painful in a living room: 2)
concert halls vary greatly. and so there
is no single standard of concert hall
sound: 3) no two people respond in the
same way to the same sound.

On the first point. concert level in
reproduction has never meant the volume
of sound that would be produced by a
75-piece orchestra jammed into a living
room. It does mean the duplication of
sound intensitv—power per unit of area
—that existed at the ear of the concert
listener. This is not an unreasonably high
level, even during loud passages; at a
live concert the rustle of programs and
whispered conversations are competitive.
It takes relatively little power to produce

Continued on page 20
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See the new KLH tuner

See the FM Stereo tuner.

See how pretty it is.

It’s very new.

It’s called the Model Eighteen.
And it’s from KLH.

Isn’t that terrific?

See how small it is!

It’s very small.

Only nine inches long.

But oh boy! Does it sound good!
It sounds real good with a KLH Model Eleven.
Or a KLH Model Fifteen.

Or a KLH Model Sixteen.

Or any swell amplifier.

It doesn’t have any tubes.

Just lots of transistors that never wear out.

And it’s got planetary tuning. With a vernier.
That’s the best kind.

And Zowie — a meter and a light.

To tell you when you’re tuned in right.

And it won’t need fixing and aligning all the time)
That’s because it’s so light.

And the parts don’t move around inside.

It doesn’t cost lots of money, either.

Just 129 dollars and 95 cents.*

You can buy a Model Eighteen.

From your friendly KLH dealer.

He'll let you play one.

And you can see how good it sounds.

And how pretty it is.

And how little it costs.

And how did you ever get along withoutit?

But please don’t call it cute.

It's very sensitive. T

AL e

KLH RESEARCH AND DEVELOPMENT CORPORATION

*Suggested retail; slightly higher on the west coast. 30 CROSS STREET, CAMBRIDGE 35, MASSACHUSETTS

CIRCLE 47 ON READER-SERVICE CARD
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LONDON

RECORDS

15 proud to present these
monumental recom’ings

authorized by
Sir Winston Churchill

THE VOICE OF

SIR WINSTON CHURCHILL

From his private recordings—his War Memoirs, speeches, philosophy, wit

“It was a few minutes before the eleventh hour of
the eleventh day of the eleventh month. I stood at
the window of my room looking up Northumberland
Avenue towards Trafalgar Square, waiting for Big
Ben to tell that the war was over.”

So begins one of the most remarkable recordings in all
history, by a man who himself is the embodiment of the
living history of our time. From the final moments of World
War I, through the re-birth of Europe after World War I1;
with warmth, with wit, with incredible prescience, in all the
full glory of Churchillian cadence, one of mankind’s giant
spirits recreates an era.

No other great figure in world history has ever thus
spoken his living thoughts for posterity. Imagine what it
would mean—for us—for our children—if we were priv-
ileged to hear the living voice of Lincoln from the White
House ; Washington from Mount Vernon ; Napoleon from
Elba!

ALSO AVAILABLE

HIGHLIGHTS RECORD

—Including the voice of

John F. Kennedy

conferring honorary US.A.

citizenship upon

Sir Winston Churchill
$4.98

14

one hundred dollars.

Sir Winston himself felt he owed this legacy to the world.
He reveals to you, almost as in casual conversation, the
great moments of our century as he alone was privy to them.

His life, his philosophy, his thoughts, his greatest ora-
tions, among them his historic addresses made in secret ses-
sions in the House of Commons and never before heard
beyond those walls. Eleven fascinating hours of listening on
12 long playing records.

Included is a magnificent 60 page booz of articles and
numerous photographs taken from Churchill’s private
collection.

Tonight . .. tomorrow night . .. for countless nights to
come . . . promise your family the excitement of living with
history. No more inspiring gift could be imagined!

Available at better record stores everywhere . .. or send
vour check in the amount of one hundred dollars to:
London Records Inc., Dept. V, 539 W. 25th Street,

New York, N.Y. 10001.

The twelve record

volume

HicH FIDELITY MAGAZINE
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price
tag

KLH Model Seventeen

went on

The quality went in first. The kind of quality vou
can hear. Quality in the Seventeen’s smooth, flawless
response. Quality that gives the Seventeen the lowest
harmonic distortion in the bass of any speaker in its price
range. KLH quality in a handsome new oiled walnut
enclosure. In the ingenious grillecloth that can be changed
in a snap.

And while the quality was going in, the waste was
coming out. All the waste that inflates the cost of speakers.
The waste of rejects and varying quality in stock compo-
nents from outside suppliers. (KLH builds, tests, and
rigidly controls the quality of every component that affects
the musical performance of a speaker.) The waste of
obsolete design and engineering. Of inefficient and out-
dated manufacturing techniques. Of gingerbread ‘features’

T

last

that add nothing to musical performance.

When we finally had a speaker that was all quality
and no waste, we put the price tag on. And you won't find
a trace of puff in the price.

This is the Model Seventeen. A speaker that brings a
whole new level of sound quality — a new distinction to
speakers costing under $100.

But no description can tell you how the Seventeen
sounds. You've got to hear it. Only then will you be able
to understand what an unusual achievement the Seventeen
is in high performance at low cost. See the Seventeen
at your KLH dealer now. Listen to it. Then look at the
price tag. We think you’ll agree that nothing touches
the Seventeen for honest sound at an honest price.
*Suggested retail for eustern U.S. Slightly higher in the West,

it

KLH RESEARCH AND DEVELOPMENT CORPORATION

30 CRUSS STREET, CAMLURIDGE 39, MASSACHUSETTS

CIRCLE 48 ON READER-SERVICE CARD
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World's Best Solid-State Buy...

All-Transistor Stereo Receiver... $195!

Just add two speakers and enjoy! Compact, yet houses two
20-watt power amplifiers, 2 preamplifiers, and wide-band
AM/FM/FM stereo tuning. Boasts 46-transistor, 17-diode cir-
cuitry for cool, instant, hum-free operation . . . long, unchanging
life . . . and quick, natural power response. Characteristics un-
obtainable in tube types. And there's plenty of power to spare

... 66 watts IHF music, 40 watts continuous sine-wave power
from 15 to 30,000 cps at + 1 db. Also includes automatic switch-
ing to stereo with a lighted stereo indicator, filtered left & right
channel outputs for “beat-free’ recording, three stereo inputs,
AFC that*'snaps-in” stations, lighted AM & FM slide-rule dials,
sleek walnut cabinetry. Kit AR-13A ... 34 1bs.

All-Transistor AM/FM/FM Stereo Tuner... $99.95

Now “‘transistor sound’ at a price you can afford! Only $99.95
including handsome low-silhouette walnut cabinet! And its 23
transistor, 10 diode circuit produces a clean, natural sound
that's free from microphonics and distortion. Add cool, instant
operation, long life and you have the best value in a transistor

MOLK SOURCE

00 0 00

stereo tuner—bar none! Other advanced features include built-
in stereo demodulator, stereo indicator light, filtered stereo
outputs for *“beat-free”” recording, stereo phase control for
maximum station separation & concealed secondary controls.
Kit AJ-33A...17 lbs,

mans TRESLE

40-W att All-Transistor Stereo Amplifier . .. $99.95

Matches the AJ-33A tuner in styling, performance, price! Has
five stereo inputs to handle any program source . . . outputs for
4, 8, & 16 ohm speakers . . . transformerless output circuit to
assure greater stability & efficiency . . . complete controls . . .
and handsome walnut cabinet. Delivers 66 watts IHF music,

40 watts continuous power @ +1 db from 15 to 30,000 cps.
Julian Hirsch in the Nov. '64 issue of Hi-Fi/Stereo Review said:
“This remarkable amplifier can easily hold its own against any
amplifier—tube or transistor—anywhere near its price range.”
See the entire article! Kit AA-22...23 lbs.

CIRCLE 41 ON READER-SERVICE CARD
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Heathkit’ All-Transistor Stereo!

T

EEN}

o
bl A

Deluxe All-Transistor AM/FM

For the audicphile with an “eye™ as appreciative as his “‘ear.”’
this handsome performer more than pleases both. Its sleek wal-
nut cabinet styling enhances any decor . . . lends a touch of
luxury to any stereo system. And performance? Totally solid-
state with 25 transistors & 9 diodes . . . creates a new dimension

LAl

/FM Stereo Tuner...$129.95

in stereo realism. Also includes automatic switching to stereo,
stereo indicator light. stereo phase control, individual AM &
FM tuning meters, an automatic gain control for constant
volume, AFC, 4-stage FM LF. circuit board, & concealed,
front-panel mounted secondary controls. Kit AJ-43C . . . 19 Ibs.

Deluxe 70-Watt All-Transistor Stereo Amplifier... $149.95

Richly matched to the AJ-43C tuner. Its 26 transistor, 10 diode
circuitry produces smooth, uncompromising power from 13 to
25,000 cps +1 db at 35 watts per channel . . . a total of 100 watts
IHF music power! And there are input & output connections
to handle any program source, and 4, 8, & 16 ohm speaker

4

‘.‘
e
=

SPEAKERS

SPEAKER
SYSTEMS

CABINETS

SEE COMPLETE HEATHKIT STEREO LINE IN FREE 1965 CATALOG! °

impedances. You’ll like the clean, neat appearance of the con-
cealed secondary controls, too . . . prevents accidental system
setting changes! All preamplifier circuits are encapsulated in
6 epoxy-covered modules for fast, simple assembly. Deluxe
walnut cabinet styling. Kit AA-21C. .29 Ibs.

TAPE
RECORDERS

CHANGERS &
TURNTABLES

HEATH COMPANY, Dept. 8-4

!

1

Benton Harbor, Michigan 49023 @'—a =) !

I In Canada: Daystrom, Ltd., Cooksville, Ontario ol T AT EIT i

FRE E H D Please send FREE 1965 Heathkit Catalog. :

]

D Enclosed is $ . plus shipping. Please send model(s) |

|

HEATH Iglc';l' 1'
CATAL N l
See these and over 250 easy- {Please Print) :
to-bulid Heathkits...world"s |
largest electronic kit selec- Address d
tion. Save up to 50% over |
factory-built models. Send . 1
for your Free copy now! City State Zip ;
SHIP VIA: O Parcei Post O Express Coilect O 20% included, COD [0 Freight O Best Way t

Prices & bject to change without notice. HFa8t |

1
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Wait till you play your
@e@ 1 /1/0 mm/rign /)
and your
FRESCOBALDI TOCCATAS

with the world’s only true
7R PERN RN IER

onghalr Y ca rtrldge

*ﬁwjﬁ' q@@ﬁﬁ

And if you can’t wait—

I —————————————— ‘
| st nton Magnetics, Inc I
I Plainview, L1 N.Y. |
| Gentlemen: |
| | give up. What is a longhair cartridge?|
| l
| Addre |

City Stat I

Stanton
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The perils of
perfection:

Blame EMI Model DLS-529's astonishing sensitivity. The
fantastic transient-response of this speaker will mercilessly
reveal the flaws in any defective or outmoded equipment
used with it

Or be grateful for the pure perfection of its ability to
reproduce just what program material is fed into it. For this
means music and voice with live “’presence”.

Credit the DLS-529 woofer’s unique aluminum center
cone with its highly compliant Poly-Vinyl Chloride (PVC)
“memory” suspension. The two high-frequency units with
critically curved diaphragms. The exclusive woven metal
grille for clean sound dispersion.

Available for custom installation Baffle No. 1
(DLS-529 speaker without enclosure.)

(Our “dangerous” loudspeaker
will make the rest of

your equipment seem worse.
Or better.

Whichever it deserves.)

Results?

A performance of wide range and smoothness, with
limpid sound that floats on the air and leaves no clue to the
actual size or location of the loudspeaker.

The whole room seems to play.

Another Peril: Some audio dealers who don‘t have EMI
loudspeakers may tell you. other quality speakers have
reached the same perfection in the art..

They haven’t.
And certainly not at the EMI price.
Comparison - listen: The case for the “dangerous*loud-

speaker deserves a hearing.
EMI
SCOPE ELECTRONICS CORPORATION

235 East 42nd Street/New York, N.Y. 10017 @ Distributed in Canada by: Hartone Electronics Industries, Ltd., 298 Bridgeland Ave., Toronto 19, Ont.
CIRCLE 34 ON READER-SERVICE CARD
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the best seat in the house...

... and it’s right in your living room if your FM
is equipped with a

FINCO' AWARD WINNING FM ANTENNA

Broadcasting authorities agree that an outdoor antenna is
absolutely essential for the reception of full quality monaural
and multiplex FM sound.
A FINCO FM antenna will deliver a clean undistorted
signal and bring in more stations, regardless of location.
Guarantee yourself the best seat in the house for tonight’s
FM concert . . . install a fidelity-phased FINCO FM antenna.

ustrated Other models FM Electronic Booster
FM 4 available from Model T-AMB-AC
$24.90 list $3.75t0 $71.30  $34.95 List

Availatle at local dealers . . .
or write for Bulletin #20-213.

THE FINNEY COMPANY
PRODUCERS OF THE WORLD'S FINEST FM AND TV ANTENNAS
Dept. HF, 34 West Interstate, Bedford, Ghio

CIRCLE 38 ON READER-SERVICE CARD
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LETTERS
Continued from page 12

this intensity in a living room, because
of the smaller space.

On the second point, no one ever
claimed that concert hall sound was al-
ways the same. Differences in concert
halls (or in parts of the same hall) no
more interfere with the attempt to re-
create acoustical atmosphere than differ-
ences in violins interfere with the attempt
to re-create the individual timbre of each
instrument.

On the third point. any aberrations in
individual hearing come into play at both
the live and the reproduced performance,
and do not affect the process of com-
paring the two. The fallacy here is
similar to the one that led nineteenth-
century art critics to explain El Greco's
elongated figures in terms of the artist
being astigmatic.

The validity of live vs. recorded com-
parisons has been challenged before, but
1 have not heard anyone suggest a bet-
ter way to establish standards for the
evaluation of reproducing fidelity.

Edgar Villchur
President, Acoustic Research
Cambridge, Mass.

On Our Man Brummell

Sir:
Having read the witty review of “Another
Side of Bob Dylan” in your January
“Folk Music” section, I must say that |
heartily agree with the reviewer's assess-
ment of Mr. Dylan’s talents. I must also
say that your reviewer probably writes
better lyrics than the banal ones pro-
duced by Dylan himself. Maybe your
critic ought to become a folk song writer.
Robert S. Nathan
Clayton, Mo.

Sir:
The reviewer who wrote the verses on
Bob Dylan appearing on page 97 of your
January issue gets my vote of thanks. A
BIG bouquet to the man!
Charles D. Haupt
Wichita, Kan.

SIr:

0. B. Brummell's opinion of ‘‘Another
Side of Bob Dylan” demonstrates a non-
imaginative taste in folk music. Mr.
Brummell is very clever; Bob Dylan is
an artist of sincerity and genius.

Bob Dylan is the first to set sense-
impression poetry to folk music. Other
folk singers. including Joan Baez (who,
according to Mr. Brummell, is the “finest
American folk singer of our day™), are
merely performers; while their voices are
no doubt sweet (and bittersweet at times),
none of them can begin to match Dylan’s
emotional impact. “Another Side of Bob
Dylan™ is a step beyond the ordinary
folk record just as an abstract painting
is a step beyond a naturalistic photo-
graph. Mr. Brummell may prefer the
latter. but he should not dismiss a dif-
fering point of view as “inverted in-
tellectuality.”

Paul Hartsfield
Tucson, Ariz.

HicH FIDELITY MAGAZINE
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Only Scott has the10 vital features
you need in a solid state amplifier

After an exhaustive analysis of solid state design, Scott
engincers have found ten vital design features which deter-
mine the performance of solid state amplifiers. Only the
new Scott 260 80-watt solid state amplifier successfully
incorporates all ten vital features resulting from this re-

[@High Input Imped-
ance permits use with
any tuner or tape re-
corder, whether of tube
or transistor design.
Other amplifiers with
low input impedance
can not be used with
subsidiary tube equip-
ment,

[8) Massive instrument-
type Heat Sinks keep
output transistors run-
ning cool, assuring top
performance and long-
er life under all condi-
tions. Other amplifiers
use the chassis as a
heat sink, making out-
puts far more vulnera-
ble to breakdown.

APRrH. 1965

[2) Direct Coupled Cir-
cuitry using no trans-
formers, assures widest
possible power band-
width and lowest pos-
sible distortion. Other
amplifiers use driver
transformers, producing
distortion and restrict-
ing frequency response.

(@ Rugged Silicon output
transistors assure long
operating life and far su-
perior high frequency
performance. Other am-
plifiers use low-perform-
ance germanium transis-
tors that are far iess
rugged.

[3] Output Coupling Ca-
pacitors prevent direct
current from flowing to
your speakers. Other
amplifiers pass direct
current into the output
signal, resulting in de-
graded performance, or
even destruction of the
voice coils.

(8] Full control comple-
ment includes BOTH
Scratch and Rumble fil-
ters; 3-position pickup
sensitivity switch; remote
speaker provisions AND
outlet for private stereo
headphone listening;
complete facilities for
tape recording and moni-
toring.

{4JFused Output Stage
prevents damage to
valuable loudspeakers.
Special fuses stand
guard should there be a
chance overload. Other
amplifiers do not use
these protective

(8) Zener-Controlled Pow-
er Supply assures top
performance and lowest
distortion in the critical
preamp circuits by sup-
pressing line voltage var-
tations. Other amplitiers
have no such provision.

search. Now, as before, your choice of Scott assures you
of superior performance, long-term value, and unfailing
reliability. For detailed information on this amazing solid
state amplificr, write: H. H. Scott, Inc., Dept. HF, 111
Powdermill Road, Maynard, Mass. Less than $260.

[8]Balanced Tone Con-
trols provide smooth re-
sponse adjustment, and
insure that the amplifier
operates ‘“‘flat” when con-
trols are center-set. Other
amplifiers use controls
which change the entire
frequency response as
well as that portion over
which control is desired.

260/SOLID STATE BY

H. H. SCOTT, INC., 111 POWDERMILL RD., MAYNARD, MASS.
Export: Scott International, Maynard, Mass. Cable HIFI. Prices slightly higher west of Rockies. Prices and specifications subject to change without notice,
CIRCLE 100 ON READER-SERVICE CARD
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[@FM Stereo Tuner
matches the amplifier.
Scott’'s famous solid
state 312 stereo tuner
perfectly matches the
amplifier in looks AND
performance. (Audio
Magazine said of the
312: . .. one of the fin-
est tuners anywhere.”)
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“*Best Sound
Ever Heard®

NEW

EICO)

Solid Staie
FM/MPX Automatic
Siereo

Tuner/ Amplifier

Yes, letters are now coming in from satisfied
EICO customers who just finished buildin

the new 3566 solid state stereo tuner/ampli-
fier and they sa¥ the EICO 3566 is giving them

the best sound

hey ever heard.

We're very pleased at the response the 3566
has received, but we're not at all surprised.
The 3566 was designed to enter the highest
quality class of solid state automatic stereo
tuner/amplifiers — and that it does! While
there may be a quality contest in this top
class, there's certainly no price contest. EICO
has won it — hands down.

KIT: $229.95
walnut cabinet $14.95.

WIRED: $349.95

includes cabinet

NoTES

b

FROM

CoORRESPONDENTS

One of my first
moves, on a visit to
Moscow this winter,
was to look up a Rus-
sian discophile friend

MOSCow

and inquire about the

important recordings
that had been made during recent
months. “Well, let's see. Kiril Kondra-

shin has done a new Shostakovich Fifth.
Yevgeni Moguilevsky—and he’s the nine-
teen-year-old Neuhaus pupil who won
the last Queen Elisabeth Competition in
Brussels—recorded the Third Rachman-
inoff Concerto. There is a complete re-
cording of Shostakovich's Katerina Is-
mailova by the Nemerovich-Danchenko
troupe under Gennadi Provatorov—a
name to note, by the way; he's already

Walter Piston’s Sixth Symphony (Alex-
ander Gauk and the Moscow Radio Or-
chestra) with Hindemith's Symphonic
Metamorphoses (same orchestra under
one S. Khubad). The other is Kiril Kon-
drashin's recording with the Moscow
Philharmonic of Balakirev's First Sym-
phony. There was a third I wanted—a
coupling of two works of Martini—but
when I asked for it the salesgirl removed
its card from the box and told me it was
out of stock. A couple of days later
Kondrashin made me a gift of his fine
stereo recordings of Shostakovich's
Fourth Symphony (a work which he had
resurrected from durance vile and per-
formed for the first time) and the Mahler
Ninth, but you couldn’t find either one
of them in the shops.

Similarly powered competitive brands in this
class start at above $490 including cabinet.

But don't take anyone’s word for it — check
the specifications and listen to the 3566 at
your authorized EICO dealer. We feel confi-
dent that you'll agree—the EICO 3566 is worth

moved on to the staff of the Bolshoi.
And Gennadi Rozhdestvensky has led a
recording of The Gambler by Prokofiev.”

While I'd be glad to own any of the

Artists’ Choices. My over-all impression,
derived from informal talks with a num-
ber of musicians, is that the initiative

a lot more than $229.95 (kit) or $349.95
(wired), maybe even $450.00 to $500.00.

e 112 watts into 4 Ohms, 75 Watlts into 8

Ohms

2 uv IHF sensitivity

38-40 db separation

5-60,000 cps response

Non-falsing stereo indicator light
Automatic stereo switching
Interstation noise muting

0.15% Harmonic, 0.3% IM distortion
43 transistors, 19 diodes, 6 rectifiers

Whether you build the EICO 3566 semi-kit —
with pre-wired pre-aligned front-end, 4-stage
IF strip and time-multiplex circuit; plug-in
transistor sockets, and easy-to-follow step-by-
step instructions — or buy the 3566 factory
wired, you'll be proud of its superb quality and
ease of operation.

If you can’t get to an authorized EICO dealer,
write to EICO direct, and we'll send you a
beautiful full-color brochure that brings out
all the beauty of the 3566 that you and your
family will enjoy for years to come.

i 131-01.39th Avenue, Flushing, N. Y. 11352

AT, Eiectronic instrument Co. Inc.

|

|

Send for 1965 Full-Line Catalog HF-4 Z’}
=

Name £l
Address §|
. : ol
City Zip State gl
-—————--————-—————ﬂ
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above items, I'd really hoped that the
list would offer a surprise or two. As it
was, the report of current Soviet record-
ings seemed pretty much to be the mix-
ture as before.

Soviet Insouciance. Not only has the
element of competition been removed by
the U.S.S.R.’s economic system, but any
other impetus towards initiative or
imaginativeness seems to a great extent
lacking. The big record shop in Gorky
Street, for instance, has not changed ap-
preciably during the seven years I have
known it, aside from the fact that now
you can get stereo records (some stereo
records, that is: although all serious
music, except occasional chamber works,
is now taped in multichannel form, not
all these recordings are thus far actually
issued as stereo discs). The way the shop
is run, by the way, would drive any rea-
sonably businesslike Western merchan-
diser mad. In lieu of a catalogue, the
salesgirl hands you either a handwritten
list or, for stereo, a little cardboard box
with a few handwritten cards in it. This
is the stock you have to choose from,
take it or leave it.

Although T usually tend to lose control
in a record shop when I travel, I bought
a grand total of two albums in Moscow
(both of them stereo). One combines

www americanradiohistorv com

for any really unusual recordings must
stem from the artist involved rather than
from any central artistic authority. You
hardly would expect to find complete
sets of the Debussy Ftudes or of Hinde-
mith’s Ludus tonalis on the Soviet label,
but Anatoli Vidyernyikov (another pupil,
again, of that fabulous Godowsky pupil
Heinrich Neuhaus, who also taught Jakov
Zak. Emil Gilels, and Sviatoslav Richter)
plays them, likes them, and got them re-
corded. Andrei Volkonsky, the brilliant
young Geneva-born, Lipatti- and Bou-
langer-trained harpsichordist (and, one
hears, extremely gifted avant-garde com-
poser), has begun a projected series of
ten records devoted to the pre-Bach rep-
ertoire; Volkonsky being the musician
he is, this should be something to watch
for. Maria Yudina, who has specialized
in the contemporary repertory, expects
to record Hindemith’s Four Tempera-
ments and two Stravinsky works, the Duo
concertant (with  Oistrakh’s  brilliant
pupil Viktor Pikaizen) and the Concerto
for Two Pianos; she also hopes to bring
off a recording of Les Noces.
Stravinsky's visit here radically altered
the previous rejection of almost all of
his music from Le Sacre on. Since then
the Soviet firm has recorded, among

Continued on page 24
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With the new Royal Grenadier You can turn up the sound

You can turn down the sound You can sit to the left of it

You can sit to the right of it You can sit behind it
1. 15" mass loaded ::ooler with floating
e e EEMPIRE
B L L O U CREATORS OF THE WORLD'S MOST PERFECT
;. :und ;ubbed ;a'(in walnut finish. SPEAKER SYSTEMS. FOR A SOUND
o U e teeter. DEMONSTRATION GO "ROUND TO YOUR DEALER
;. Full pv_cse::: mid mue direct radiator. OR WRITE FOR COMPLETE COI.OR BROCHURE.
o, neptagonal ‘;'!i'ff.“.':;";‘, onker EMPIRE SCIENTIFIC CORP
" eramic matnet structore. 845 STEWARTAVENUE,GARDEN CITY,LI,NY
L Fronl'loaded Non:-36?: al:ertur:hthvoat. EXPORT: EMEC,PLAINVIEW.LI,NY
T ormints Cancoat L todersSath CANADA: EMPIRE SCIENTIFIC CORP .TD
12. Dimensions: height 297 — diameter 22", 1476 EGLINGTON WEST,TORONTO
Patents Pending
You can examine it And you can say so much about it
CIRCLE 35 ON READER-SERVICE CARD
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One masterpiece
deserves another

88 Stereo
(ompact

L]

Q.,.Q0

Enjoy pleasure filied hours in full fidelity with an 88
Stereo Compact — the choice of music connoiseurs.

Play standard tapes or buiid a library — easily recorded
from AM and FM radic or LP’s. Concerts, lectures,
family or social events — all come to life — ready at
your fingertips.

Features exclusive “‘Edit-Eze"’ cuing and editing. Superb
30-18,000 cps frequency response for finest mono or
stereo recording with three hyperbolic heads. Monitor-
off-tape, Sound on Sound, Erase-Protek, automatic shut-
off, tapelifters, are but some of the many features to
let you thoroughly enjoy high quality tape recording.

Ask your Viking dealer ta run an 88 Stereo Compact
through its paces. You'll enjoy the practical features
and superb quality of this fine tape recorder — truly
a masterpiece made by SKILLED AMERICAN CRAFTSMEN

4.track model ....$339.95 /i e
2-track model . ... $347.95 ot -
Walnut enclosure  § 18.95 LY IKING o winniarous ine

At 4

G600 Aldrich Ave. So. Minneapolis. Minn. 55420
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NOTES FROM
OUR CORRESPONDENTS

Continued from page 22

other works, the Capriccio, the Svm-
phony in Three Movements, the Piano
Concerto, the Octet, the Septet (!), and
Le Chant du rossignol.

Soviet Intransigence. I could get no con-
firmation of a persistent rumor that
the Ministry of Culture is going to
insist that Soviet artists record only for
the home label, or at least make only
recordings that the home label can issue.
What does seem a coming trend is the
East-West  exchange arrangement, in
which Philips has already participated on
a few occasions: the Richter/Kondrashin
Liszt Concertos. made in London. and the
Rostropovich/Richter Beethoven Sonatas.
made in Vienna and London, are issued
in all the Socialist countries on Moscow's
label. The same is true of Bernard
Haitink’s Concertgebouw recording of the
Mahler First. I inferred that other West-
ern companies had better adjust to this
plan if they want to do any more re-
cording with Soviet artists.

The Soviet firm welcomes the oppor-
tunity to record foreign musicians appear-
ing in the US.S.R. Malcolm Frager, for
example, made three discs: one of
Brahms and Mendelssohn pieces, one of
two Mozart concertos, and (with *Vova”
Ashkenazy) one of the Bartok Concerto
for Two Pianos and Percussion.

Soviet packaging of records still shows
all the taste. flair, and imagination of a
brown-paper sack. To a number of pco-
ple I put the same careful question: “The
Soviet Union has so much talent wonking
in the graphic arts, such as poster design.
Do the recording people have any plans
to enlist this talent to dress up their
packaging?’ The answers [ got were uni-
form: a tight. grim look about the mouth.
and a grumbled sentiment to the effect
that “They'd damned well better.”

PauL Moor

Ungrateful and heret-
ical as the admission
PARIS may seem, the trouble
with a lot of baroque
music on discs is that
you cannot see whait
the composer assumed
you would see while listening. Usually.
he wrote his pieces to be pertormed in a
specific  setting—a  nobhle and ancient
church. a pleasant castle in the country.
a ghittering royal court—which added
visual excitement to his etforts. much as
the stage did to baroque opera. What
we often hear, while staring at the carpet,
is theatrical and ceremonial music minus
the theatre and the ceremony.

Scholarly Gimmickry. Erato. a small
firm which has always liked spatial
effects. is now applying the only known
remedies:  stereo  and  imagination. A
new series of recordings of seventeenth-
and eighteenth-century items is  called

Continued on page 28
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84 watts
26 inputs and outputs

19 controls and switches
$249.50°

plug it in, turn up the volume and listen. It is an even greater
amplifier than you thought.

No amplifier could sound like that without the most careful,
conservative circuit design and the finest output transformers.
In fact, the power amplifier section of the X-202-C is alone
worth the price of the whole unit. The superb stereo control-

it numbers mean anything in comparing stereo control-

preamp comes virtually as a bonus. And what a bonus! You can
control up to seven stereo program sources (or even more in
mono), two independent pairs of stereo speaker systems, plus
center-channel speaker and stereo headphones. That takes
care of the most complex home music system imaginable. And
the control functions cover everything from sharp cutoff on
highs or lows to the most advanced kind of tape monitoring.
Size: 15% " wide by 4'%,” high by 117 " deep. Weight: 30

The Fisher X-202-C

amplifiers, the Fisher X-202-C wins even before you plug it in.
Power, versatility, flexibility, price—the pertinent numbers indi-
cate not only a great amplifier but a great buy as well. Then

For your free copy of this 76-page book,
use post card on magazine's cover flap.

Ibs. Walnut cabinet available at $24.95. Other outstanding Fisher
stereo control-amplifiers include the 66-watt X-101-D at
$199.50° and the 50-watt X-100-C at $169.50." .

AR
e

The Fisher
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OLDEST MAGNEGORD
MODEL PT6

Th ds of Magnecords are
delivered . . . never to be
seen by our service depart.
ment. This is marvelous testl-
mony to Mag d reliability
and long life. But even we
don‘t know just how long a
Magnecord keeps performing.
That's why Magnecord. Amer-
ica’s first magnetic tape re.
corder manufacturer, is offer-
ing a reward for the oldest
operating PT6. We're giving a
new Magnecord just to satisfy

our curiosity! /

MAGNECORD ANNOUNCES NEW 1 YEAR WARRANTY

@ In the belief that users of quality tape equipment buy
performance rather than paper promises, Magnecord has
always issued a 90 day warranty. While others concen-
trated on promises we concentrated on performance.
Magnecord acceptance has proven the wisdom of this
policy. But from now on, each Magnecord gets a one
year warranty. However, you can expect the same re-
liability and lasting quality that has kept Magnecord
first choice of discriminating tape equipment users. B

ﬁ

1. Entries must be submitted to:

WANTED CONTEST
Magnecord Division
Midwestern Instruments
Company
P. O. Box 7509
Tulsa. Oklahoma
All entries must be post-
marked no later than July
15, 1965.
Entries must include serial
number. location and brief
history of operation (present
use. past use, length and
frequency of use, etc.)

“WANTED"
CONTEST RULES

3

4.

. Entrant must own or operate

~

PT6 submitted for prize.
Winning PT6 becomes the
property of Magnecord after
new machine is awarded. If
entrant operates but does
not own machine, arrange-
ments will be made to ob-
tain machine from owner.
Only one eniry per machine
will be valid.

Winner will be decided by
serial number and verified
by Magnecord dealer or
sales representative. J

Get contest rules and enlry blank at your Magnecord dealer or write:

n

agnecord

Sales Div.
« MIDWESTERN INSTRUMENTS

Subsidiary of the TELEX Corporation
P. O. Box 7509 / Tulsa, Oklahoma

6

-

REWARD

Newest Magnecord Model of
your choice! In exchange for
the oldest operating Model
PT6. Magnecord will give the
owner a choice of amy new
model in the magnificent 1000
series. Read contest rules be-
low or get your official entry
blank from your local Magne-
cord dealer.

MODEL 1021

Transistorized
monaural model.
Broadcast connec-

tors, impedances

andlevels.3.75

and 7.5 i.p.s.
$708.00

MODEL 1022
Fully transistor-
ized stereo pro-
duction unit.
Broadcast connec-
tors, impedances
and levels. 3.75
and 7.5 i.p.s.

$788.00

MODEL 1024

Fully transistor-
ized stereo model.
Audiophile con-
nectors, imped-
ances and levels.
3.75 and 7.5 i.p.s.

$648.00

MODEL 1028

Vacuum tube ster-

0
eo master record- é ;-
er. 10%2" reels. @™ =, A

Impedance and ™
connector options.
7.5 and 15 ip.s.

$995.00

H)

_/
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XP-6 . XP-7

There are only a few bookshelf speakers
that don’t sound like bookshelf speakers.
Fisher makes all of them.

Despite their many celebrated virtues, loudspeaker sys-
tems between 12 and 2 cubic feet in volume—today’s standard
bookshelf speakers—all leave something to be desired if you
are looking for completely open, spacious, unconstricted
sound. All except three, that is. The Fisher XP-6, XP-7 and XP-9.

This new family of three-way bookshelf speakers is
based on the design principles of the incomparable Fisher
XP-10, a totally original 5-cubic-foot system that ranks with
the world’s finest. Among these principles is the assignment
of more than three octaves of the audible spectrum to the
midrange channel, with a considerably lower bass-to-mid-
range crossover than is conventional. This wide-band approach
flattens the upper bass and lower midrange response to an
unprecedented degree, completely eliminating one of the
typical colorations of other bookshelf designs. Three highly
specialized 5" drivers carry the midrange in the XP-9, two of
the same drivers in the XP-7, one in the XP-6.

For your free copy of this 76-page book,
use post card on magazine's cover flap._

FISHER RADIO CORFORATION, 21-40 44TH DRIVE, LONG ISLAND CITY, N.Y. 11101, OVERSFAS RESIDENTS FLTASE WRITE TO FItul R AaIO
INTTRNATIONAL, INC., LONG ISLAND €ITY. N. ¥. 11101, CA%ADIAN RESIDENTS WRITE TO TRI-TEL ASSOCIAILS, LTD., WILLOWDALE, ONT.

Another exclusive feature borrowed from the XP-10 is
the Fisher soft-dome tweeter, whose exceptional dispersion
characteristics and uniquely smooth, resonance-free response
result in the most natural-sounding treble range ever achieved.
In the XP-9, this 1%2” soft-dome tweeter has an even more
powerful magnet than in the other two models.

As for the bass, it is carried by a 10” Fisher free-piston
woofer in the XP-6, a 12” woofer of similar design in the XP-7
and a very heavy-duty 12” woofer in the XP-9. In each model,
the efficiency is considerably higher than previous experience
with bookshelf speakers would make you expect. The end
results is state-of-the-art sound in the XP-9 and something
very close to it in the other two units.

You owe it to yourself as a high fidelity enthusiast to
hear these new speakers at your Fisher dealer. Each has an
impedance of 8 ohms and comes in handsome Scandinavian
walnut. Prices: XP-6, $99.50; XP-7, $139.50; XP-9, $199.50°

@fy 17 41 PLIZABLE T4IES

-
.

The Fisher
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Triple
your
tape recording

un...

| U
three tape reels-
N0 P

Just o

one!

"-TARZIAN
e

You’ll have more fun with your tape recorder if you use it more
frequently. Always keep an extra supply of tape on hand, so that
you're always ready to record!

Take this good advice: When you buy tape, buy at least three
reels. And buy brand-name tape, so you can be confident of its
quality, certain it won’t harm your recorder.

Of course, we hope you’ll choose Tarzian Tape. We thoroughly
test other brands along with our own—and the impartial equip-
ment in our labs assures us that you can’t do better.

FREE: Our 32-page booklet tells you how to get more out of your
tape recordings. Write for your copy.

SARKES TARZIAN, Inc.

world's Leading Manufacturers of TV and FM Tuners o Closed Circuit TV Systems
Broadeast Equipment © Air Trimmers  FM Radios e Semiconductor Devices

MAGNETIC TAPE OIVISION * BLOOMINGTON, INOIANA
Export: Ad Auriema, Inc., N.Y. o Canada: E. J. Piggott Enterprises Ltd., Tosonto, Ont.
CIRCLE 62 ON READER-SERVICE CARD
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Continued from page 24

“Castles and Cathedrals,” and associates
each piece of music with a monument
in which it was actually, or might welil
have been, performed. A gimmick, you
may feel, especially since the recording
cannot usually be done on location (it
will be sometimes, I am told). But it’s a
very pleasant and scholarly gimmick.

Six discs have been scheduled for re-
lease in France this spring. At an imagi-
nary Chiteau of Sceaux, near Paris, will
be heard Leclair and Boismortier; at
Westminster Abbey, Handel’'s Corona-
tion Anthems; at the cathedral of Aix-en-
Provence, Campra, Guillaume Poitevin,
and Joseph-Frangois Salomon  (all
Aixois composers); at Vienna's Hofburg,
Muffat, Cesti, Schmelzer, lLeopold I,
and Joseph I. at the Petit Trianon, Fran-
¢ois Joseph Gossec and Johann Scho-
bert; and at Chantilly, Mouret, Vivaldi,
Corrette, Leopold Mozart, and the hunt-
ing scene from Rameau’s Hippolyte ¢t
Aricie. The principal musicians are the
Maxence Larrieu Quartet, the Choir
of King's College at Cambridge, the
Chorale Stéphane Caillat, the Vienna
Baroque Ensemble, the Jean-Frangois
Paillard Chamber Orchestra, Lily Las-
kine, and Anna-Marie Beckensteiner
(who is Mme. Paillard).

Erato recordings appear frequently in
the United States under an Epic or Mu-
sical Heritage label, but there is often
a considerable delay after the French
release.

More Massenet. Mondiophonie, the new
Paris firm created by singers at the
Opéra and Opéra-Comique, has added
to its Werther [announced in this column
last February] a recording of a complete
Manon, with Alain Vanzo, Andréa
Guiot, Gabriel Bacquier, Robert Mas-
sard, and Julien Giovannetti in the lead-
ing roles. On this year's schedule are

Continued on page 32

High Fidelity, April 1965. Vol. 15. No.
4. Published monthly by The Billboard
Publishing Co.. publisher of Billboard.
Vend. Amusement  Business. American
Artist. Modern Photography. and the Car-
negie Hall Program. High Fidelity/Musical
America Edition published monthly except
December. when it is published semi-
monthly. Member Audit Bureau of Cir-
culations.

Editorial correspondence should be ad-
dressed to The Editor. High Fidelity. Great
Barrington. Mass. 01230. Editorial con-
tributions will be welcomed. Payment for
articles accepted will be arranged prior to
publication. Unsolicited manuscripts should
be accompanied by return postage.
Subscriptions should be addressed to High
Fidelity. Great Barrington. Mass. 01230,
Subscription rates: High Fidelity/Musical
America: Anywhere on Earth. | year $9.
National and other editions published
monthly: Anywhere on Earth, 1 year $7.
Change of address notices and undelivered
copies (Form 3579) should be addressed to
High Fidelity. Subscription Fulfillment
Dept.. 2160 Patterson St., Cincinnati. O.
45214,
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Alt°s five-year speaker guaranitee

One of these guarantee cards has been on the back of every AR speaker since 1961, when AR extended
its one-year speaker guarantee retroactively to five years.

INC.
L1 1
This apeaker system carries o five-year guarantee covering cost of replacing

defective matevials, labor, and freight to and from our factory, under the
folloncing provisions

Ihe attached guarantee card shouid be filled out and returned to the factory
within 10 days of date of purchase

in Case of Diflouity  Under no circumstances shoukd you try to open the
cubinet or remove the speakers. I a defect is suspected, the best way to
ascertain whether the speaker system is at fault (and not the amptifier,
pickup cartndge, or some other part of the sound system) is to bring it to
your AR dealer and have him check it in comparison with a stock unit of
the same model. If your speaker appears to be defective on this check,
your dealer will request an “Authorized Return” label from us and retum
the speaker systenn for repair. Make sure a description of the trouble
symptoms is sent (o us.

If you have no local AR dealer, do not retum the speaker system direct
without prior authorization. When you have established as best you can that
your speaker system actually is defective, write to us requesting an
“Authorized Retum”™ label,

At the same time:

I. State the symptoms clearly. This will help us to expedite the repair.

2. Let us know if you have kept all cardboard parts of the ociginal shipping
carton, or need 4 new one. AR speaker systems, which are very heavy for
their size, must be shipped in cartons designed for them; otherwise,
damage to the cabinet in shipment is possible.

' TESTED {“1/7 FINAL lNSPEC%
. /
BY comp 10 buaniioias s sdes @ Fu RO

O § raetews: card AR d you the reprint
HOW TO CET THE MOST FROM YOUR 1OUDSPEAKERS

D 78481 AR 2q oum wawr

Maodel No.

Dealer’s Name
Address

1.-34

We wish we could say that it has never been necessary for us to make good on our guarantee. It has been
necessary. During the five years that AR-2a’s have been sold, 671* of them have either been returned
under guarantee to the AR plant (we reimbursed freight charges, of course) or repaired at one of our
stations in New York, Los Angeles, or San Francisco. This is less than nine-tenths of one per cent of the
78,481 AR-2a’s manufactured to date, an outstanding record.

All AR speakers, including the new low-cost AR-4 (351 to $57), carry this five-year guarantee. AR turntables
are guaranteed for one year under the same conditions.

*In addition, 38 speakers were returned with no defects, and freight charges were not reimbursed; 53 returned speakers
were judged to have been subjected to gross abuse (such as dropping or plugging in to the 110V outlet), and the owners
were charged for both repair and freight.

We expect the return rate of the AR-2ax (new version of the AR-2a with improved mid-range speaker) to be even lower.

ACOUSYTIC RESEARCH, INC., 24 Thorndike St., Cambridge, Mass. 02141
CIRCLE 2 ON READER-SERVICE CARD
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Not shown: CIPHER V. 2-speed manaural lape recorder: $79.50.

CIPHER I: a remarkable high-fidel-
ity tape recorder with automatic
push-button control; tape speeds
7Y1, 3% and 1'/s ips; up to 7"
reels; dynamic microphone; moni-
toring earphone; digital tape index;
pure idler drive (no belts); $139.95.

CIPHER VI: a 4-track stereo re-
corder with detachable speakers
and 2 dynamic microphones; tape
speeds 7'/1 and 3%« ips; 2 VU me-
ters; automatic shutoff; digital tape
index; pause control; plays hori-
zontally or vertically; $239.50.

CIPHER VII: a 4-track stereo re-
corder with detachable speakers
and 2 dynamic microphones; tape
speeds 7'/2, 3%« and /s ips; 2 VU
meters; automatic shutoff; plays
horizontally or vertically; $274.95.
(Also available as the VII-D deck.)

CIPHER 800: a professional 4-track
stereo recorder with 3 hysteresis-
synchronous motors and 3 heads;
plug-in head assembly 2-track also
available); no pressure pads; tape
speeds 7'/2 and 3% ips; solenoid
controlled; 2 VU meters; $499.95.

So SOrrYy.

It 1s not enough
that a tape recorder
is Japanese.

It must be Cipher,too!

After many years of research and development, the Japanese
tape recorder industry has achieved a number of significant advances.
Today, as in cameras, Japan sets a standard of excellence the West
may well envy. Yet, while there are many Japanese tape recorders of good
quality on the market, none measure up to the remarkable Cipher.
The four Cipher models shown here are without question the
most thoroughly engineered Japanese recorders seen so far. At the same
time, they are priced significantly lower than tape recorders of
comparable performance made anywhere else. That's why Cipher
has been rated by experts as today’s leading value. But don’t take anyone’s
word for it. Ask your Cipher dealer for a demonstration.
For further information, write to Inter-Mark Corporation,
29 West 36th Street, New York, N.Y.d10018.
In Canada: Inter-Mark Electronics Ltd.,
298 Bridgeland Avenue, Toronto 12, Ontario. c I PH ER
CIRCLE 43 ON READER-SERVICE CARD
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1 want to stop throwing money away. Send me all the literature on Mcintosh products.

| heck Mcintosh Lab., Inc., 4 Chambers St., Binghamton, N.Y.
please chec

[0 C 22 tube stereo preamp [] MC 225 stereo power amp NAME
[0 C 24 solid state preamp [] MC 240 stereo power amp
(J MR 71 fm stereo tuner [0 MC 275 stereo power amp STREET

[ MR 67 fm stereo tuner [J MA 230 stereo amp/preamp
[ MX 110 stereo tuner/preamp

CITY, STATE

Tired of throwing money
away?
Consider this:

All tuners, amplifiers, preamplifiers sound good when you
first get them. ONLY Mclntosh units continue to sound good
year after year, after year, after year, after year, etc.

Now the best stereo electronics can be yours. Why settle for

second best2 Mclntosh systems start as low as $59.70 down
and less than $19.00 a month.*

Melntosh

*from most dealers 4 Chambers St., Binghamton, N. Y.
CIRCLE 53 ON READER-SERVICE CARD
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In qualunque lingua solo TANDBERG offre
“suono migliore, piu chiaro, piu naturale”

AYYSS AN2TEL pa N s 9023
7SID3 AYIL DY L NYR2 LAy,

En kiu ajn lingvo nur TANDBERG ofertas
"sonon pli bonan, pli klaran, pli naturan’

B sk M R B S H AR
7~ == I8
Ha nio6om a3bike TonbKo TAH[LBEPT MoXeT npepfoXHTb
BAM «NyYWHA, Gonee ACHbIA W ECTECTBEHHbIH 3BYKY.

TRANSLATED FROM ANY LANGUAGE:

““ONLY TANDBERG TAPE RECORDERS OFFER
BETTER, CLEARER, MORE NATURAL SOUND"

. . . the last word in stereo and monaurail
excellence the world over - from $208.60 to $498.00

ONE YEAR GUARANTEE
AT FRANCHISED DEALERS EVERYW HHERE

TANADETG o america. inc.. 0. Box 171, 8 Third Avenve,

CIRCLE 71 ON READER-SERVICE CARD

Pelham, N.Y.

Eager to sell, buy or swap used
high fidelity speakers, amplifi-
ers, cartridges, turntables, tun-
ers, records, etc.? Turn to our
monthly bulletin: The BUY—
SELL —or — SWAP NEWS-
LETTER.

If you want to SELL—classified
listings of used equipment and
records cost only $2 per ad—
limit 30 words including name
and address. No dealer ads
accepted.

How far wrong

can you go

for $2 a year?
5 Ppa

If you want to BUY—lots of
bargains offered in the 50 or
more ads that appear here every
month. Subscription price: only
$2 a year!

If youre audio-minded, how
far ‘wrong can you go for $2?
Fill in and mail the form below
today!

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

Great Barrington, Mass.

[J Start my annual subscripiion to your
BSS Newsletter with the next issue
(Only $2).

Name
Address__
City.

ZipCode .

[] Insert the following 30-word adver-
tisement (including name and address) in
the next issue of the BSS Newsletter.
(Type or print plainly.) ($2)

WwWWWwW.americanradiohistorv.com
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Continued from page 28

Lakmé, Roméo et Juliette, Les Hugue-
nots, and selections from Carmen. To
celebrate all these projects. the singer-
stockholders and CBS—which has just
signed a contract with them for world
distribution rights—staged a fine party
in one of the salons of the Palais Gar-
nier. Champagne, Scotch, and mutual
bravos.

Correction. The local Association of the
Friends of Saint-Sa¢ns has just denied
that Berlioz said that their man “needed
only a little inexperience to be perfect.”
Apparently it was Gounod who said it.

Roy McMuLLEN

Appearing more and
more frequently in the
record lists of late is
the group of Viennese
musicians known as
Concentus  Musicus—
an ensemble dedicated
exclusively to the uauthentic re-creation
of old music. Especially noteworthy as a
large-scale project is their recording for
Telefunken of the complete Brandenburg
Concertos [reviewed in HiGn FipeLiTy
last month] in which they used either old
instruments or instruments modeled on
such. Nikolaus Harnoncourt, cellist and
leading spirit of the group, emphasizes
that the use of old instruments is not
the sole criterion of authenticity, how-
ever. He is of the firm opinion that the
proper sound can be conveyed oaly if the
instruments are equipped with the Kind of
strings prevalent in the eightesnth cen-
tury. In addition to his aversion for steel
strings he has a strong dislike of the
average recording studio acoustics. Thus,
for the Brandenburgs he made a long
search until he found a building in
Vienna that exactly met his requirements:
thanks to its stone floor and marble
walls, a hall in the old Palais Schuaourg
provided the appropriate acoustical am-
bience.

VIENNA

For “Das Alte Werk.” Recently, Tele-
funken again sent to Vienna a team
headed by Wolf Erichson, a & r director
of the company’s division of ancient
music (“Das Alte Werk™), this time to
record two Haydn cello concertos. (The
soloist was the young first cellist of the
Berlin  Phitharmonic, Ottomar Bor-
witzky.) Herr Erichson is both a mu-
sicologist and a musician (as well as a
trained organ builder), which attributes
make him particularly well equipped to
deal with such groups as the Concentus
Musicus. At present he is building up
an ambitious catalogue of old music,
taped not only in Vienna but in Munich.
Amsterdam. and Hamburg. The last-
named city's Monteverdi Choir. together
with the Leonhardt Consort (musicians
devoted especially to seventeenth-century

Continwed on page 36
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This
s a mistake

Not originally!

We were al_ set: the product was
right, the price was right, and the ad
was right. Suddenly, we find ourselves

in a cost squeeze we could never have
anticipated. So now the price is wrong
and the ad is wrong.

We can’t change the ad. It has already ap-
peared. Yet, we must change the price: instead
of $79.50, the Model 40 must sell for $89.50.
We’ve no choice.

But, the least we can do is give people who've seen
he ad a reasonable opportunity tc avail themselves of
tke lower price.

We are, therefore, delaying the increase to May Ist,
gvirg anyone responding to the origiral ad time to take
advan:age of the $79.50 price. Our dealers are cooperating.

What better reason for seeing the Miracord 40 now? $79.50 til
May l1st; after that, $89.50 (less cartridge and base). For further
cetaik. write: Benjamin Electronic Sound Corp., 80 Swalm St.,
Westbury, N.Y Sole U.S. Distributor for Miracord turntables, Elac cartridges,
and other Electrozcustic® audio components.

www americanradiohistorv.com
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What's new? An AMPEX at 2892

(How “bout that!)

Here's our new Model 860...the lowest-priced way we've found to give

you guaranteed AMPEX quality. And, make no mistake: the 860 is
AMPEX born and bred—built in our own plant to the same high
standards as its bigger brothers. As in all AMPEX recorders, the specs

are guaranteed. 3 speed, 4 track stereo-mono record and play; dual-

capstan drive; twin VU meters; solid state throughout with printed

circuits; 2 dynamic mikes included.
Plays through your own favorite
speakers, or our optional extension
speakers. (Model #850 deck only,

also available for less than $270.)

AMPEX

AMPEX CORPORATION, 2201 LANDMEIER ROAD. ELK GROVE VILLAGE, ILLINOIS 60007
CIRCLE 6 ON READER-SERVICE CARD
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1965 -

This is Bill Smith's
New Bozak Speaker.
It Cost $251*

Though young and just getting a
start in the business world, Bill has
an ear for music. He wants the very
best loudspeaker he can afford now,
without losing his investment later.

His wife, Mary, wants furniture of
which she can be proud.

Wisely, they choose the tasteful Ital-
ian Provincial enclosure designed to
house a full Bozak B-305 speaker
system. In it they have mounted a
single two-way Bozak coaxial B-207A
speaker.

1967 -

This is Bill Smith's
New Bozak Speaker.
It Cost $94.50*

Things are going well. Bill and Mary
just moved into a new house. Their
living room is big enough to take
advantage of a broadened sound
source, with its increased realism.

While both secretly believe it to be
difficult to improve the sound from
their Bozak, they add a second
B-207A coaxial speaker.

It's easy — just remove a pre-cut
panel and insert the speaker. Total
cost $94.50.

To their surprise, they find a new
measure of presence, of musical de-
light, in their Bozak.

1969 -

This is Bill Smith's
New Bozak Speaker.
It Cost $82.00*

i '
]

Bill just had another raise. Mary
completely refurnishes their home,
but finds that the quiet dignity of
the Bozak cabinet still adds charm
to her living room.

They take the final step toward their
dream of listening perfection. They
convert their speakers to a three-way
system by adding a Bozak B-209B
mid-range speaker and a three-way
crossover network. Again, they simply
remove a panel and insert the speak-
er. Total cost, $82.00.

Now they have achieved their goal.
They have the complete Bozak B-305
speaker system which they couldn’t

afford when they were first married.
Meanwhile, they've enjoyed years of
musical pleasure.

CAN LOUDSPEAKERS REALLY GROW?

Yes.

Thanks to Bozak’s uncompromising policy of build-
ing all speaker components to the same high elec-
trical and acoustical standards, to the same tonal
values, you can add speaker elements to a Bozak
system without fear of mismatch.

Thus, you can select the Bozak of your dreams

today — even though you can’t afford it — and
build toward it as your needs increase. Meanwhile,
your musical pleasure begins with the first Bozak
component.

Why not gratify your musical taste — beginning
now. Our catalog shows you how. Your dealer will
prove it.

*All prices shown are current prices and are

Export: Elpa Marketing Industries, Inc.

subject to change at any time. Prices

slightly higher in the South and Far West. DARIEN

CONNECTICUT

New Hyde Park New York

CIRCLE 12 ON READER-SERVICE CARD
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Auto/Standard Turntable
only $69.50

/ Says Julian D. Hirsch

in Dec. HiFi/Stereo Review:
eCin my review of the Dual 1009 . ..
its performance was comparable to
the better manual arm and turntable
combinations. The Model 1010 .. . is
designed to deliver essentially the per-
formance of the 1009, but at a con-
siderably lower price.
... can be used with practically any
cartridge on the market.
“With the 1010 on the bench next to
the speaker, I was unable to induce
any acoustic feedback, even at high
volume and with maximum bass boost.
“(speeds) unaffected by line voltage
variations from 95 to 135 volts.

» . . low rumble figure is approxi-
mately the same as | mcasured on
the 1009.

k .. wow (0.06% at 33 rpm) and
fl

utter (0.02¢¢ ) were very good. 99

This astonishing performance in a $69.50
turntable is possible only because it
shares the precision engineering and
many advanced features of the incom-
parable DUAL 1009 itseif . . . including
the renowned Continuous-PoleTM motor.
For example: automatic and manual
single play, Elevator-ActionT™ changer
spindle, feather touch slide switches,
acoustically damped soft spring footings.
For more. see your United Audio dealer.

UNITED AUDIO 'l""i DUAL
12 WEST 18th ST.. NEW YORK, N.Y. 10011

DUAL S THE FINEST THE RECORD PROMVES IT ¢ NCE "30)
tn Canada DUAL OF CANADA 24 tiiford Ave , Toronto 15 Ontario

CIRCLE 27 ON READER-SERVICE CARD
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Continued from page 32

music), is featured in a recent album of
the St. Luke Passion by Heinrich Schiitz.

Another group of musicians now fig-
uring in Telefunken’s plans is the Con-
certo Amsterdam, founded on Herr Erich-
son's initiative specifically as a recording
ensemble. Recruited from among the
first-desk men of leading Dutch orches-
tras, it is led by Frans Briiggen. a thirty-
year-old native of Amsterdam who is
considered one of the world’s best re-
corder players and a foremost expert in
baroque music. The group’s work can
be heard on a recent recording of Tele-
mann's “Tafelmusik.”  KURT BLAUKOPF

When Emil Gilels
came to America
early this winter for
a crowded two-month
concert tour. RCA
Victor took advantage
of his visit to tape
three sonatas—the Shostakovich Second,
Liszt B minor, and Schubert A minor,
Op. 143—which the Russian pianist had
never before recorded. RCA's first prob-

NEW YORK

Gilels: white tie for micropbones.

lem was to find a time when both
Carnegie Huall and Gilels would be
available and, after much schedule
juggling, the first session was slated for
December 22 at twelve midnight. Gilels
appeared punctually. He also appeared
wearing full formal evening dress. To
a rather startled technical crew he ex-
plained that since he was to record on
the stage of Carnegie Hall. white tie and
tails would help give his playing a live-
concert spontaneity.

The session 1 attended (“overheard”
rather, since 1 was eavesdropping from
behind a curtain in a box—Gilels dis-
likes working with outsiders on the

scene) was somewhat less formal, It
was 10:30 a.m. and the pianist was in
his shirtsleeves, hunched over the key-
board. intent upon capturing the hushed
mysteries of the second movement of the
Shostakovich. The hall was dark and
deserted and Gilels presented a lonely
picture, contrasting vividly with the one
I had had of him a week earlier. In-
stead of a capacity audience filling the
hail, T now saw three stolid-looking
microphones. a red recording “eye.”
and a speaker through which Peter
Dellheim. the recording director, could
communicate with the pianist from his
control booth backstage.

Efficiency and Pearly Tone. Before the
actual taping began, Gilels practiced.
trying to set the proper sotto voce mood
of the music. After a few bars. he
fooked up at the speaker and questioned:
“Zu stark?” (too loud?—as Gilels has
fittle English, all exchanges were in
German).

“Start?” a voice replied from the
speaker.

*“No, no, no, no, ZU STARK?”

“Oh—stark. No—nein.”

Gilels nodded, the red eye lit up, and
Carnegie Hall was filled with a beautiful-
ly covered, pearly piano tone. After the
take. he grabbed his coat and dashed
backstage to hear the results, returning
some ten minutes later to repeat the
whole movement. Evidently it had been
“zu stark” after all and a second com-
plete take was in order.

“Was meinen Sie? Ist’s besser?” he
asked the speaker. which replied that this
had, indeed, been even better, Gilels
clutched at his throat, murmuring
“trocken,” and asked if a cup of coffee
would be possible at this juncture. The
speaker agreed and Gilels left the stage
to listen to take two. When he emerged
once more, with the coffee and Peter
Dellheim. the smiles of satisfaction told
of a near perfect taping. A few spots to
be retouched. a short check into the
center mike for a foreign buzzing. and
movement two had been successfully
accomplished. Such a smoothly executed
operation is typical of a Gilels recording
session: an efficient and businesslike
endeavor by a performer who obviously
knows exactly what he wants and has
a very clear conception of how to
achieve it,

The three sonatas will be released this
month. To those who had hoped for
the artist’s blazing account of the Three
Scenes from Pétrouchka 1 must counsel
patience: Gilels is not yet completely
satisfied with his interpretation. P.G.D.
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21 QUESTION

when using the single play spindle...

Can you start automatically — with the press of a

switch — or, if you prefer, cue the record manually at
any position while it's either motionless or rotating?
(Or must you always: 1. press one switch to start the
record rotating, 2. position the tonearm by eye over the
record, 3. press another switch to lower the tonearm?)

Can you interrupt play at any time, with the tonearm
returning to its resting post and the motor shutting off
... again, automatically?
(Or must you instead: 1. press one switch to raise the
tonearm, 2. place the tonearm by hand on its resting post,
and 3. press another switch to turn off the motor?)

Can you change turntable speed at any time during
cycling and play?
(Or must you first shut the entire machine off?)

when using the changer spindle. ..

If there are records on the spindle, can you interrupt
play at any time, return the tonearm to its resting post,
and shut the entire machine off . . . automatically?
(Or must you either wait for the last record to drop . . .
or remove all the records from the spindle?)

Can you start automatically with a record on the plat-
ter, but none on the spindle?
(Or must you first place another record on the spindle?)

Can you change turntable speed and record size
selector at any time during cycling and play?
(Or must you first shut the entire machine off?)

Will 6'2" clearance above the mounting board be
enough to insert and remove the changer spindle?
(Or must you have up to 9"?)

in any mode of play...

Does it offer you all four standard speeds?
(Or must you discard your collector-item 78's, and
do without the special material available on 16's?)

Can you vary each speed over a 6% range, letting
you adjust the pitch of any record?
(Or must you get along without such a unique feature?)

’ Can you use cartridges weighing as little as 2 grams
with no effect on tonearm mass?
(Or must the tonearm head have a minimum of 6 grams?)

’ ’ Does the tonearm itself weigh just 20 grams?
(Or up to almost 50% more?)

’2 Has the tonearm been proven to track flawlessly as
low as V> gram?
(Or is no such claim made?)

’ When applying stylus force, do you enjoy the preci-

sion of continuous dial adjust from 0 grams up, plus
the convenience of a direct reading numerical scale?
(Or just markers and click stop positions?)

to ask about any automatic turntable
that asks you to spend $99.50

’4 Is tonearm bearing friction so minimal (less than
0.1 gram) that anti-skating compensation is effective
at less than 1 gram tracking force?

(Or is it actually high enough to render anti-skating com-
pensation virtually ineffective at such light forces?)

’5 Does the counterweight offer the convenience of
both rapid and fine adjust?
(Or fine adjust only?)

’6 Will the motor maintain speed constancy (within
0.1%) even during prolonged line voltage variations
from 95 to 135 volts?

(Or will the motor speed actually vary if such line voltage
variations last long enough to overcome the flywheel
action of the platter?)

’ Will 12%/:” x 112" do nicely for installation?
(Or must you provide for at least 70% more area?)

’ Can you lift the tonearm from the record during play
and place it on its resting post. . . or restrain it at any
time during cycling without concern for possible mal-
function or actual damage . . . thanks to its foolproof
slipclutch?)
(Or are you better advised not to attempt either, because
of mechanical linkage between tonearm and cycling
mechanism?)

and as for superior performance...

’ Has it been tested and acclaimed by every audio
publication as living up to every last claim?

2 Has it earned such acceptance by experienced
audiophiles that they have actually traded in their
professional-type manual turntables for it?

2 Has quality control been so consistent that it has
achieved the astonishing reliability record of 99%
or more perfect, right out of the carton?

Obviously, if you've been considering anything but the
DUAL 1009 Auto/Professional Turntable, you haven't
been asking the right questions, or getting the complete
answers. Write for our informative literature...or just ask
any audio dealer. (And if you'd like to spend just $69.50
and still get Dual quality, ask him about the new DUAL
1010 Auto/Standard Turntable.)

DUAL/1009

Auto/Professional
Turntable

12 WEST 18th ST., NEW YORK, N.Y. 10011

DUAL'S THE FINEST ... THE RECORD PROVES IT SINCE 1900
In Canada: DUAL OF CANADA, 24 Milford Ave., Toronto 15, Ontario

UNITED AUDlO[l"‘.inUAL

CIRCLE 27 ON READER-SERVICE CARD
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The most
beautiful sound
you’ve ever seen.

Model PR-400 at your
high-fidelity dealer

JENSEN MANUFACTURING DIVISION / THE MUTER COMPANY / 6601 SOUTH LARAMIE AVENUE, CHICAGO. ILLINOIS 60638
Canada: Radio Speakers of Canada, Ltd., Toronto * Argentina: UCOA Radio. S.A.. Buenos Aires * Mexico: Fapartel, S.A.. Naucalpan. Mex
CIRCLE 44 ON READER-SERVICE CARD
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the totally new
sound is why...

arman EEERY

Stratophonic is the
largest-selling
all-transistor stereo
receiver today

Clean, pure, spacious sound . . . a sound never before achieved
in stereo . . . is the reason for the great popularity of the three
Stratophonic FM stereo receivers introduced last Fall. Freed
at last from the heat and distortion of tubes and output
transformers, the majestic Stratophonics offer Sound Unbound
in your choice of IHFM music powers from 36 to 75 watts,
at prices from $279* to $469*. And now, with the addition of the
two new components shown at right, the Stratophonic line in-
cludes five 1009, solid-state instruments for every listening wish.

Harman-Kardon, Inc., Philadelphia, Pa. 19132. A subsidiary
of The Jerrold Corporation.

LEADER IN SOLID-STATE STEREO COMPONENTS
CIRCLE 40 ON READER-SERVICE CARD
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Introducing
2 new
additions
to the
widely
acclaimed
Stratophonic
Series

Model SA-2000 All-Transistor Integrated
Stereo Amplifier. 36 watts IHFM music
power (18 watts per channel). Response flat
(+1 db at 1 watt, normal listening level)
from 8 to 25,000 cps. Direct speaker cou-
pling without output transformers resultsin
speaker damping factor of 25:1. Complete
controls and stereo headphone jack. $159*.

Model ST-2000 All-Solid-State AM/FM
Sterco Tuner. No tubes (not even nuvistor
tubes) to cause heat, drift, or distortion.
This fine tuner handles strong input signals
without overload or crosstalk. Multiplex sep-
aration 25 db. Usable FM sensitivity 2.9 uv
IHFM. AM sensitivity 50 uv/meter. $199*.

*Prices slightly higher in the West. Walnut en-
closures optional.
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London Revisited. As an American
making the grand tour of Europe in the
summer of 1959, 1 had to budget the
time allotted for each place visited, and
the half-week spent in London was like
glancing at the title of a great book with-
out ever reading it. For one interested
in audio and music, this was particularly
frustrating inasmuch as I had known a
little of the country's long-standing in-
terest in these subjects: Sir Isaac New-
ton's studies of the speed of sound
waves; Christopher Wren's inadvertent
creation of a “sound reinforcement sys-
tem” in what has come to be known as
the Whispering Tower at St. Paul's
Cathedral; the invention of the tuning
fork, and the concomitant studies in
relating musical pitch to mechanical
devices, by John Shore, trumpet player
in Queen Anne’s band—to mention only
a few items.

Accordingly, on a recent trip I made
a deliberate effort to take in more of
“audio England.” The results of visits
to manufacturers, and items of direct
concern to equipment enthusiasts, are
detailed elsewhere in this issue. Here-
with, a supplementary report of periph-
eral but no less significant persons and
places that help make apparent to the
visitor the Zeitgeist of British audio.

Earth the Motor ‘neath the Plinth! Most
Americans are at least partly familiar
with British terminolgy for familiar
things: their “wireless” for our “radio”
and their “valve” for our “vacuum tube”
(ask a Londoner where you can get a
tube and he’ll direct you to the nearest
underground railroad station). Users of
such products as the Garrard turntable
(pardon, “motor”) or the SME tone
arm (that is, “pickup arm”) also must
know that “earth” means, of course,
“ground.” Less familiar to Americans is
the use of “plinth” to describe a turn-
table base or mounting board. What we
call a “component” (amplifier or tuner)
is in England a “separate”; their “com-
ponent” is strictly a “part” such as a
resistor or capacitor. A tape cartridge
overseas is a cassette, and the word
cartridge itself designates only a phono
cartridge. The word pickup generally
includes both arm and cartridge. The
tone arm shell is most often referred to
as a head: our antenna is their aerial
and a control knob sometimes is termed
a wick. A screen in Britain refers to
what we call the shield in coaxial cable:
and they prefer “TV tube” to our “TV
screen.” Ordinary insulated wire, such
as lamp cord, is called a lead: our con-
sole set is their radiogram; FM is known
as VHF, and AM as long-wave. A final
word to travelers: if you enter a London
shop to buy a pair of “suspenders” you
will be shown garters: for those things
that hold up vour trousers you must

40
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ask for “braces,” although a “bracer”
ordered in a pub is quite another matter.

For the Record. No audio visit to Lon-
don would be complete without dropping
in at the two major record companies,
Decca and EML

At Decca Records, 1 was greeted by
Arthur C. Haddy and shown round the
studios, where I saw the latest version
of the London Phase-4 console. The
original model—also on hand—is a 20-
channel recording mixer, each channel
furnished with a main signal fader, an
echo effect fader, and several equalizers
that make possible up to three thousand
different recording curves. Other con-
trols allow for panning of the signal in-
dependently of the echo, and for record-
ing in two-track stereo and in mono-
phonic sound simultaneously, or in four-
track stereo (from which function the
console derived its name). Press-to-talk
buttons permit both the a & r man and
the engineer to communicate with the
studio performers, the tape recordist in
a separate booth, or a listening panel in
a playback room on another floor, or
to cut in to monitor the tape itself.

Latest refinements in the Phase-4 con-
sole include transistor plug-in amplifiers
for each channel, “group controls” to
cluster several microphone channels onto
one fader, and push buttons for activat-
ing groups of equalization controls in-
stantaneously. An offshoot of the large
console is a solid-state five-channel
portable version for making special on-
location recordings; a battery-operated
model is now in use in Africa.

Some of the highlights of a Decca
recording session will be shown in a
movie (to be released to American tele-
vision stations) the BBC has made of
the new Decca/London production of
Gaterdiimmerung. The film, first of its
kind, runs for about an hour. Decca.
proud of its recording techniques,
counters recent criticism over “excessive
gimmicking” by asserting that a record-
ing, especially of a huge complex work.
is something of a creative process in
itself rather than a mere facsimile of a
performance.

(o
|

L

Phuase-4 console: the art of mixing.
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The letters “EMI” stand simply for
Electric and Musical Industries (Ltd.),
but the vastness and complexity of this
organization perhaps are best suggested
by the fact that it embraces five record
labels, of which the best known to
American collectors are Capitol and
Angel. Another is Columbia—but not
our Columbia: yet another is Parlaphone.
Finally there is HMV, which relates di-
rectly to the emblem of the dog before
the gramophone (“His Master's Voice™)
proudly displayed in EMI's main lobby—
and in no way related, at least today,
to the same emblem used in America
by RCA Victor (whose British records,
to further stress the point of difference,
are pressed and distributed by Decca).

Despite some hints of a future tape
cassette (cartridge), discs remain EMI's
main concern in the area of program
material. EMI sees the present LP (33VA
rpm and 12 inches in diameter) as fairly
standard; there is no need, said Director
of Research Dr. G. F. Dutton, to change
the speed, up or down, thanks to im-
proved record-making methods and pick-
ups. Dr. Dutton likes the idea of an
elliptical stylus for playback because it
keeps the stylus tip away from the bot-
tom of the groove: but he is not yet
satisfied that a valid enough method ex-
ists for measuring tip radius at the point
of contact to make it possible to say
absolutely that a particular stylus is
indeed elliptical with reference to the
burnishing of the cutter.

In recording, EMI’s approach to
ambiophony remains strictly acoustical;
no electrical effects are introduced into
the master tape, but the environment it-
self may be modified “to suit the music
and the tastes of the performers.” For
auditioning new releases, EMI has set up
an *“average living room based on a
conscientious survey of representative
rooms”; in addition, programs can be
piped into an anechoic chamber (the
first 1 ever stepped into that had chairs
for extended listening sessions) where,
in the absence of room effects, flaws in
a recording are glaringly revealed.

Cecil E. Watts. Anyone who visits the
sprawling residence-workshop of Mr.
Watts should ideally be an animal lover.
The Watts family harbor literally dozens
of animals—outdoors, indoors, and even
in my master's chamber, the door to
which was barred but to which I gained
admission to view—quickly-—a sleek
ocelot. The Watts's interest in animals is
professional as well as hobbyist and Mrs.
Watts proudly showed us a copy of the
magazine Our Cats containing an article
written by her daughter Susan and her-
seif on the Rex cat which they are
breeding and for the promotion of which

Continued on page 120
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2Wharfedale

udpbns and S Splens

MADE IN ENGLAND — a special kind of sound, reflecting the particular genius of Wharfedale’s G. A. Briggs.
It is truly natural, free of spurious resonances or artificial tonal coloration; full range, with impressive bass
but highs never strident; musically satisfying, not exaggerated. The Wharfedale principles are based upon
continuing research, culminating in critical analyses of speaker performance under concert hall conditions.
Here a wealth of experience has been gathered, and the results.applied toward the improvement of musical re-
production in the home. Mr. Briggs’ comments in books and articles are read and enjoyed throughout the world.
His speakers are appreciated most particularly by the fortunate people who have an ear for music or a back-
ground in sound reproduction. To them, Wharfedale speakers represent an achievement of inestimable value.

BRITISH INDUSTRIES CORPORATION, PORT WASHINGTON, N.Y.
An American Marketing Organization
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Subsidies and the British

IN THE COURSE of preparing this special issue on
the London musical scene, we have spent some time
perusing a volume entitled State of Play. This is
the Annual Report of Great Britain's Arts Council
—a governmental body responsible for administering
state subsidies to the arts. Like all official publica-
tions, it must of course be read with a degree of
skepticism, since it naturally reflects the perhaps
not wholly unprejudiced views of the Council
itself. “The fact is,” claims the Council on page 15
of its Report, “that opera in London has never
been so good as it is today.” And perhaps that is
true—though the assertion reminds us a bit too
much of campaign slogans we have known.

Nonetheless, to American music lovers the Report
is a mouth-watering document. Certainly we can
feel nothing but envy when we learn that Covent
Garden presented eight performances of Shos-
takovich's Katerina Ismailova to houses that totaled
51.4 per cent of capacity. This is obviously a dis-
tressingly low attendance figure—but that is just
the point. Because of Covent Garden's subsidies,
and because of its status as a quasi-public institution,
it was able to produce an important contemporary
work and to keep it on the boards despite half-filled
houses. At the Metropolitan, eighty per cent of
capacity is considered disastrous, and usually leads
to a work being withdrawn; fifty-one per cent
would result in the ceremonial decapitation of the
General Manager.

We are familiar with the arguments against gov-
ernmental subsidy of the arts. Let us pass over, for
the moment, the view that art is a frivolity, roughly
equivalent in value to a well-executed fan dance;
anyone who cannot see validity in man’s most
ancient means of objectification and self-under-
standing is simply unreachable. We should like in-
stead to address ourselves to those people of good
will who argue that governmental support means
governmental interference or even ‘“‘control.”

To be sure, a badly conceived, badly administered
program is probably worse than none. Guarantees
against any and all deficits, for instance, can lead
to smugness on the part of the performing organiza-
tions; a needlessly complex design can mean pre-
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posterous red tape and bureaucratic meddling of the
worst sort. There is a certain strength to the argu-
ment, advanced by many artists themselves, that the
last thing art needs is the concern, friendly or not,
of some of our culturally underprivileged politicians.
None of us wants Senator Throttlebottom deciding
how the money shall be spent.

But the facts must be considered: large-scale per-
forming enterprises—opera companies, symphony
orchestras, repertory drama theatres, ballet troupes—
are chronic money losers. To operate these under-
takings costs more than can be expected in return,
and in consequence all such organizations are sub-
sidized. The question is, to what effect? Are the
businessmen who support them more enlightened
custodians of the muses than an intelligently con-
ceived official agency? Would the Metropolitan or
the Philharmonic (or their equivalents throughout
the country) be worse off for being answerable to
an “arts council” (and, indirectly, to the public)
than to a financially and artistically conservative
board of trustees?

The British system of subsidies (there are local
ones, in addition to the national ones administered
by the Arts Council) is not a panacea. Many people
in England feel that the funds available are far
from adequate, and there is a good deal of grousing
about the disbursement of what money there is—as
Edward Greenfield suggests on page 51, the subsidy
can become a means of exerting pressure in an
already competitive field. But England stands as
proof that a democratic government can take an
active fiscal interest in the arts without compromis-
ing them—the island is still there, and there are no
commissars in charge of chamber music, or Ober-
gruppenfiihrers of the Proms. Covent Garden can
perform Katerina Ismailova to half a house, and
the BBC can offer visiting lecturers a private musi-
cal establishment, as H. C. Robbins-Landon reports
—with evident relish—in his article on page 44.

Let us grant that such an arrangement can thrive
only in an atmosphere of tolerance, broadminded-
ness, and mutual respect on the part of artists and
administrators. Is such an atmosphere incompatible
with the American spirit?

www americanradiohistorv com
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IF YOU HAD BEEN outside St. Gabriel’s Church,

Cricklewood. a suburb of London, on the night of

April 13, 1959, you would have seen an interesting

sight. About 10:30 p.m. you would have observed

. musicians starting to enter the church—singly, in

by H C Robbz’ns La,’ndO’n pairs, in threes—and sweating men with Cockney

accents shifting six timpani through the doors. Oddly,

none of them would be carrying the usual violin,

viola, or cello cases—and yet more than seventy

musicians would pour into the church. Just before

11:00 p.m. they would be in place: twenty-six oboes,

fourteen bassoons, four contrabassoons. two serpents,

nine trumpets, nine horns, three timpani players,
and six side-drum players.

That April evening these people were recording
Handel's Fireworks Music under the direction of
Charles Mackerras for Pye—the first recording ever
made of a performance approximating to the com-
poser’s original instrumentation. The next day was
the bicentenary of Handel's death, and Pye arranged
for the first playback of the new tapes at a special
celebration party in Battersea Festival Gardens,
where, appropriately, fireworks were shot off. Some-

) * 't' ! thing like this could happen only in London: not
g LT W SR by only the idea, but the execution of it.

B = The fact is that it would be almost impossible to
find twenty-six good oboe players elsewher=, whether
in Vienna, or Rome, or Paris. London boasts five
full-time symphony orchestras [see “The City of
Five Orchestras,” by Edward Greenfield, page 51j;

two opera orchestras, at Covent Garden and Sad-

b = ler's Wells; and a large number of pickup groups,
some of which (Harry Blech's London Mozart Play-

ers and the Goldsborough Orchestra, for example)

have made an enviable reputation for themselves.

Indeed there is so much music being played in

0 o London that one’s imagination boggles. London is
without any question the most catholic-minded of
all musical centers. In a single week you can hear
a range of repertoire from Machaut's Messe de Nétre
Dame to Stockhausen’s latest electronic music and
from a Handel opera to Jandtek's Cunning Little
Vixen. Guest orchestras, guest conductors, celebrated
singers, the latest Russian ballerina from the Bolshoi
—London gets them all. Naturally other great cities

Several centuries of easy do too (Americans will think particularly of New
. York), but my point is that for both diversity and
tolerance and catholic taste are sheer profusion of music making the British capital
is unmatched.
Historically, there is, of course, a grand tradition.

behind the unrivaled multiplicity

of London’'s present-day Handel's second home became England; and what-
ever the Germans may say, he chose to live the
musical fare. greater part of his life and to die as George Frederick

Handel, not Georg Friedrich Hiindel. Gluck and
Mozart both visited London, and Haydn became
rich and famous there. Weber composed Oberon for
Covent Garden, and Mendelssohn came to write Eng-
lish almost as well as German. Dvofak produced
one of his finest symphonies (the D minor) for the
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Royal Philharmonic Society, and even the provincial Much of London's long musical tradi-

Anton Bruckner visited England and gave some tion 5”"1"1"’-‘, as a ’f‘"&’//’l" presence.
organ recitals Photographed abore is the music room

of the house in Richmond Green that

London is full of mementos of.thcse great com- once belonged to Handel’s impresario:
posers and the houses they occupied. If you go to its present owner, Mr. Edward Croft-
Richmond Green (a charming town nearby, on the Murray, stands by the Broadwnod piano

dating from Haydu's time. Below, the
bouse where, in 1764, the eight-year-
old Mozart wrote his first symphony.

Thames), you will find that it has hardly changed
since Handel’s impresario lived there and decorated
his walls with frescoes of subjects inter alia from
Handel’s operas. (The house is now owned by Ed-
ward Croft-Murray, curator of the British Museum'’s
Department of Prints and Drawings. 1 once had the
privilege of recording a BBC program in Mr. Croft-
Murray’s music room, where we used the beautiful
Broadwood piano from Haydn's period.) The in-
teresting thing about London is that past and present
merge so effortlessly; you never have the impression
of living in a museum, as you sometimes do in
European cities, such as Florence. Georgian houses
off Mayfair are just as comfortable as modern apart-
ment houses—the walls may be old, but the people
inside them and the ideas they have are strictly of
the twenticth century. One is sorry that the Hanover
Square Rooms, where Haydn conducted the first
performances of most of the “Salomon’ Symphonies,
no longer exists; but it is surely more important that
the British Broadcasting Corporation is now program-
ming all Haydn's symphonies—something that (since
Haydn’s lifetime) has happened in no other city.

THE BBC altogether exerts a profound influence
on musical life in England. It has several orchestras
apart from the London-based BBC Symphony; and
the BBC Northern Orchestra or the BBC Midlands
Orchestra can afford to explore the fascinating by-
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ways of music which the larger orchestras can
scarcely touch. There is nothing in the world like
the BBC's justly renowned Third Programme: the
difference, as far as music is concerned, between it
and France Trois and Italy's Terza Programma is
that while the latter rely largely on recordings, the
BBC spends a fortune every year in broadcasting live
concerts. Chamber music, orchestral music, choral
music, lectures (some of them on a giddily high
scholarly level), festivals from Europe, and so forth
all emanate from its transmitters. The Third Pro-
gramme is a law unto itself: it loftily ploughs through
all Bartok's chamber music; it devotes dozens of
programs to the complete quartets of Mozart, to
Rameau operas (on which hundreds and hundreds
of pounds are spent comparing the sources and
writing out the ornaments), to the works of Anton
Webern. Since the team of William Glock and Hans
Keller have taken over BBC music, chamber music
and Schoenberg—to choose just two examples—have
become popular rather than esoteric.

Similarly, BBC Television has opened a new chan-
nel, Channel Two, where one can see such things
as an hour-long documentary program about Paga-
nini, or a long interview with Aaron Copland, riding
through London in an open car and talking about
music, fighting off silly BBC interviewers (imagine
a television outfit on the Continent making fun of
itself!), and conducting the London Symphony Or-
chestra in rehearsal. (When one thinks about it, it is
really grotesque that the major documentary TV film
about one of America's most important composers
should have originated not in New York City, with
its multitudinous channels, but in London.) Recently,
I had the honor of producing for BBC-II an hour’s
documentary program about Haydn, and I found
myself given a live orchestra in the studio, a live
string quartet, and even a live wind sextet (we sent
the latter home when we discovered we wouldn't
have time to use them, but the men were paid just
the same). It was a musician's dream, rather like
being Haydn at Esterhidza; you thought you might
like to include Symphony XYZ, and you just ordered
the parts, and there a conductor was, ready to lead
Symphony XYZ.

Before World War II there was a celebrated con-
cert hall in London called The Queen’s Hall; it was
bombed during the War, and old-time Londoners
drop a tear whenever they mention its warm, vibrant
acoustics. Whatever merits the city’s two major
present-day halls have—and they have many—great
acoustics is not among them. The Royal Albert Hall,
which can house 7,000 at the drop of a Karajan/
Berlin Philharmonic concert, is the place where, they
will tell you, a young composer can be sure of a
second hearing (this refers to the cavernous “slap
echo™ which disfigures some sections of the build-
ing). Yet Albert Hall's “Prom” (for Promenade)
Concerts are another unique London institution. The
main part of the floor, where (theoretically at least)

Aborve, Mr. Alexander Hyatt-King,
Superintendent of the Music Room,
British Museum, bholding the man-
uscript of Handel's Messiah. Be-
low, the smuall sign at left iden-
tifies the old publishing house of
Novello & Co., Wardour Street.
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At top, Wigmore Hall, in London’s West
End, especially favored by young pian-
ists making their debuts; at right, the
mammoth Royal Albert Hall, which
houses the famous “Proms” and can take
an andience of 7,000, and the Central
Hull, Westminster, where for forty years
a special series of children’s concerts bave
been regularly offered. The gentlemarn
shown in bis study (immediately above}
is Mr. Desmond Shawe-Tavylor, the in-
fluential critic of The Sunday Times.
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The scenes of London’s music making, like
those of many cities, can combine splendid
acoustics with ngly architecturc—and vice
versa. At top left is Kingsway Hall, which
Decca/London finds superb for recording
purposes; next to it is the Maida Vale
studio of the BBC Symphony Orchestra; and.
below is the Fairfield Huall, Croydon, as
seen at night. The photograph at left shows
the “Crush Bar” at the Royal Opera House,
Covent Garden—imore space is needed.
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you can “promenade” while listening to the music,
is often mobbed by enthusiastic young people, who
stand through, say, the Britten War Requiem to
cheer their lungs out at the end. And vast though it
is, there is something paradoxically cozy about the
Royal Albert Hall.

Cozy is not exactly the word for the rather frigid
elegance of the Royal Festival Hall. Sir Thomas
Beecham made a number of sarcastic remarks about
its dry acoustics, and indeed it is a curious feeling
to be able to follow a Mozart symphony, if you
want to, by its second oboe part. The clarity is of
course devastating, for the whole piece of music is
revealed not only in toto but also as a skeleton, as
if it had been placed behind an X-ray machine. As
this issue of HiGH FIDELITY goes to press, Festival
Hall, after undergoing a thorough renovation (it
was opened in 1951), is having its gala rededication.
London wits maintain that the best thing about Fes-
tival Hall is the view across the Thames at night
from the balcony. I will not take sides in this old
battle; the view certainly is magnificent, and so is
the amount of good music in the hall itself.

The Festival Hall complex includes a chamber
hall, but somehow it has never succeeded in over-
throwing Wigmore Hall as the scene where young
pianists make their debut recitals. Wigmore Hall,
like most of London's concert buildings, has a curi-
ously personal atmosphere about it. Often it is only
half-filled, with second-string critics dutifully sitting
through their twelfth Waldstein of the season; but
occasionally it is the launching pad for a great and
hitherto unknown talent, and the place suddenly be-
comes electrified.

Wigmore Hall is in London’s West End, near what
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London-born pianist Clifford
Curzon bas toured the world,
but—as it does for many art-
ists—London remains home.

used to be the Fleet Street of the music business—
Wardour Street, where the famous publishing houses
have their establishments: Novello's, founded by
Vincent Novello, who went to Salzburg to see
Constanze Mozart; Augener, which was once the
leading publisher of classical piano music for the
English-speaking world; the British branch of Schott
& Co. (not on the street but close by). Nowadays the
neighborhood is changing fast, the old, rather staid
atmosphere giving way to a more Broadway-like—or
should one say Madison Avenue?—ambience,

Novello's building houses one of the oldest musi-
cal periodicals in the world: The Musical Times.
Some years ago it was in danger of sleeping its way
out of business, but in 1960 Andrew Porter, among
the most respected of London's younger music critics,
took over the editorship and soon made of it one of
the best musical journals published. Just as London
boasts three times as many orchestras as most major
Continental cities, so England boasts the cream of
music periodicals: there are two scholarly quarter-
lies, The Music Review (where critic Hans Keller
made his name) and Music & Letters, in which
you can read about “A Group of Anonymous Eng-
lish Pieces in Trent 87.” There are several magazines
devoted to recordings, the oldest and best-known
of which is The Gramophone; the present circulation
is now at a figure scarcely dreamed of by its dis-
tinguished founder, Sir Compton Mackenzie, some
forty years ago.

I HRIVING AS IT IS, The Gramophone mirrors an
equally thriving record industry, and, as far as clas-
sical music is concerned, no one seriously disputes
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that London is the center of the phonographic world.
It is from here that the great Decca/London opera
recordings are planned and promoted; it was in the
Abbey Road studios that Walter Legge, quondam
a & r chief of the EMI complex, supervised the re-
cordings of Klemperer's nine Beethoven Symphonies
for English Columbia (Angel in the U.S.); it was in
London that Schnabel made the complete Beethoven
Piano Sonatas for HMV (reissued in 1963, on thir-
teen LPs—again on Angel in the U.S.). Here too
the first recording of Bach’'s B minor Mass—with
the hitherto unheard-of gramophonic idea of using
a harpsichord as continuo—was made on thirty-four
78 sides (HMV) and that Britten's War Requiem
was taped (by Decca/London). The list is, indeed,
almost endless.

The fact that London should continue to be the
center of the record, as it were, is a curious but by
no means inexplicable phenomenon. There is no
doubt that the Viennese, for example, are made for
music: most Viennese taxi drivers can give you an
accurate run-down on what is happening at the State
Opera, and vegetable dealers go to hear a Mozart
Mass on Sunday morning. Yet on the whole, Aus-
trians don't buy records. The same applies to Italy
(with great expectations, Ricordi issued a beautiful
set of Paisiello’s Barber of Seville some years ago,
and found that it simply would not sell at home).
People in England buy records; they also collect
records (which is a different kind of occupation).
The only country in Europe of which you can say
the same thing is France. The British record com-
panies established a firm lead in the business sixty
years ago, and through two world wars they have
managed to keep it—mostly because the populations
of their two principal outlets, Great Britain itself
and the U. S. A., are avid record buyers. That pub-
lic, moreover, seems to have far more curiosity about
the sidelines of music than does the public in Ger-
many or Spain or Italy or Austria, and here we re-
turn to a vital point in English musical life.

In England, there is room for every kind of
music from every kind of national or supranational
school (national means of limited exportability—
e.g. Bruckner, or Smetana operas, or the music of
Carl Nielsen; supranational means Mozart, Bach,
Beethoven, et al.). In Vienna they hardly play
Sibelius or Elgar or Rameau or Ravel; they play
Bruckner, Beethoven, Bach, Schubert, Mozart, with
a smattering of other music; and when the Vienna
State Opera had the temerity to put on Purcell’s Dido
and Aeneas, the critics screamed, “back to the
archives; who needs it . . .,” etc., etc, In Denmark
they don’t really play Delius or Aaron Copland, and
in France they hate Bruckner. But in London, you
can hear the lot: French music (they loved Pierre
Monteux), German music, Hungarian music, Rus-
sian music. They adore ballet, and the Royal Festi-
val Ballet is one of the world’s finest: Tchaikovsky’s
Swan Lake and Sleeping Beauty are best sellers in
their complete recorded form and on the stage.
So is Stravinsky, which is wicked modern music in

Prague or Bucharest. London boasts what may be
the best string quartet in the world, the Amadeus
(which is now Deutsche Grammophon's top quar-
tet)—an odd fact if you consider that the string
quartet as a genre was born in Vienna.

This extreme catholicism is one of London’s great
blessings. It is the easy tolerance which to my mind
is the direct resuit of Britain’s having been a free
country for hundreds of years. One must not forget
that no foreign soldier has put foot in England (un-
less he was asked to do so, like the Yanks) since
1066. Elsewhere in Europe, your ancestral house is
likely to have been burned and your land taken
from you every fifty years since time immemorial;
and if you were saved that, your bank account was
reduced to nil by devaluation. The freedom from
foreign invasion, the absence (since Charles | lost
his head) of bloody revolution, the existence of a
relatively secure and stable social order—all this no
doubt has something to do with the fact that Men-
delssohn, Webern, Okeghem, Sessions, and Delibes
are played and enjoyed. 1 remember when 1 was
involved with a BBC production asking a director
about my accent: wouldn't it bother British audiences
in a long, sustained program? He smiled and said,
“Ah, we can afford foreign accents, you know.”

This urbane, civilized atmosphere has always
drawn foreign artists, and many of them, like
Canadian-born Rosalyn Tureck or American-born
Yehudi Menuhin or German-born Otto Klemperer,
have chosen to settle in England for good. The food
may not be as tasty as that in Paris, and the opera
not as good as La Scala, and the income tax and
climate are unspeakable; but man, and certainly
musician, does not live by bread alone, and London,
many people think, is the intellectual center of the
Western world.

A few weeks ago I went out to dinner with a man
who has done as much as anyone in recent years
for musical life in London: Walter Legge. We ate a
staggering meal with bottles of staggering wine at an
Italian restaurant in the West End; and after dinner,
Legge suggested a walk through Mayfair. “I'll show
you the eighteenth-century London no one except
Londoners know,” he added. And we walked, for
two hours in the bright moonlight, through tiny
winding streets and obscure mews. Legge knew al-
most every house, and he would stop and point to a
particularly felicitous fan door, or Georgian shutters,
or an elegant wrought-iron gate,

“They won't last out my lifetime,” said Legge sor-
rowfully. “It’s just not feasible to have a Georgian
house on property this valuable. They'll tear them
all down,” he concluded mournfully.

No doubt Walter Legge is right; they will tear
down those exquisite Georgian houses, where Handel
dined and Haydn played the piano and Weber had
tea. And it will be a great pity. But the genius of
London is not in its Georgian houses, and I am
quite convinced that even after the speculators have
ruined Mayfair, London will still be the great
princess of culture she is today.
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by Edward Greenfield

Five full-time symphony orchestras offer Londoners a lavish supply of

concerts—and provide the rest of us with a profusion of recordings.

You MIGHT sAY that it is all Sir Thomas Beecham's
fault. He it was who was responsible for founding
two of London’s present total of five full-time or-
chestras—the London Philharmonic and the Royal
Philharmonic—and he i* was who in 1945 conducted
the first public concert of the Philharmonia Orches-
tra. If he has a lot to answer for and the rest of the
world ridicules the city’s extravagance—there are
the London Symphony and BBC Symphony as well
—you would be hard put to it to find a single music
lover in London or even in Britain ready to sacrifice
any one of the five.

How could they? Having such a tally of players

means that London boasts a program of concerts
through the year unrivaled anywhere. At the Royal

Festival Hall alone, in a normal year there will be
something over two hundred choral and orchestral
concerts, and some concert societies still prefer to
use the Royal Albert Hall, where in summer (nightly
for nearly two months) you have the most popular
and nowadays the most imaginative series of the
year, the Henry Wood Promenade or Proms. Meet
a friend who has been living in any of the other
great cultural centers of the world—New York,
Vienna, Berlin—and with no chauvinistic desire to
boost Britain he will at least concede London's ad-
vantage on this score.

These orchestras, it must be emphasized, are five
quite separate bodies. There is no overlapping of
personnel of the kind that confuses identity. You
could—though in practice you do not—have five
quite separate concerts on the same night; only when
extras are needed is it usual to see well-known faces
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in rival settings. What is more, each of the five
orchestras has a distinct personality, and before I
go any further it would be well to outline those
personalities and describe how they were built up.

BBC Symphony Orchestra

Formed in 1930 specifically as an orchestra for
radio, the BBC is the securest of London's orchestras
financially, in that the British Broadcasting Corpora-
tion regards it as a necessary service and does not
require it to make a profit on concerts. Unlike the
members of other London orchestras, the players
receive salaries instead of being paid for individual
performances. Sir Adrian Boult, its first conductor,
was the man mainly responsible for buiiding the
orchestra up during its early years until it was
ahead of all British rivals and Toscanini paid it
the high compliment of making records with it—
something he had never done with an orchestra
trained by anyone else.

As well as being secure, the BBC Symphony
has always been large—at least by British standards.
Through the Thirties it numbered well over a hun-
dred (divisible into various semi-orchestras for dif-
ferent kinds of broadcast); and though during the
War things were on a tighter rein, the BBC saw to
it that after 1945 the strength was once again built
up. The standard of the prewar playing was harder
to restore, however—or perhaps it was that new
standards were yearly being set by rivals. Boult had
tailed to bring back the old preéminence by 1950,
when he retired after twenty years as permanent
conductor, and under his successors, Sir Malcolm
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Sargent and Rudolf Schwarz, relative standards
seemed to slip further.

So far, the present permanent conductor, Antal
Dorati, has failed to produce the startling results
that many expected from the master of Minneapolis.
but there is no doubt that the orchestra is on the
upgrade. The BBC's present Director of Music,
William Glock. has considerably reinforced the
orchestra's personnel by ‘‘raiding” other ensembles,
and in some sections there is a lavish wealth of tal-
ent. Other sections remain indifferent in quality,
and it is rare for the BBC Symphony to give a
really dazzling performance, though its consistency
is probably higher than that of its rivals. Under
Glock’s influence and that of his controversial col-
league, Dr. Hans Keller, the amount of modern
music performed by the BBC Symphony is sub-
stantial. As a recording orchestra it has rather faded
out in recent years, but following the Glock/Dorati
face lifting it looks as though we shall soon be hear-
ing more of it on discs.

London Philharmonic

Founded in 1932 by Sir Thomas Beecham. the Lon-
don Philharmonic quickly developed into what in
those days was regarded as a virtuoso orchestra. It
was always at its best when playing for Beecham
(taking a share, incidentally, in Covent Garden opera
seasons) and it was especially successful as a record-
ing orchestra with Beecham, Weingartner, and others.

When war came to Britain in 1939 the LPO was
badly hit financially. In answer to the threat of
disbandment its members formed themselves into a
self-governing organization—to Sir Thomas’ initial
indignation. Throughout the War the LPO did
splendid work giving concerts all over the country,
and to this day it does a higher proportion of tour-
ing than most of its rivals in London.

There was an attempt after Sir Thomas’ return
from America at the end of the War to revive the
old association, but it did not work and for a time
the orchestra functioned without a permanent con-
ductor. Under the threat of falling standards, how-
ever, the men appointed Boult as their leader after
his retirement from the BBC. William Steinberg
followed in 1958, and was succeeded by John Pritch-
ard, the present permanent conductor.

The LPO can be a disappointingly undramatic

orchestra, and since Boult’s departure there have been
comparatively few major recordings. Even before
he left, a number of the LPO’s records were issued
under pseudonyms such as “The Philharmonic
Promenade Orchestra.” Yet on its day the LPO can
still rival anyone, and recently, with the associated
London Philharmonic Choir and Pritchard conduct-
ing, it gave one of the most impressive performances
yet of Britten's War Requiem.

At this point the question of subsidies enters the
argument. While the BBC Symphony of course needs
no subsidy since it is maintained by a public agency,
the LPO (along with the London Symphony and
the New Philharmonia) receives grants from the
government-sponsored Arts Council, as well as from
London’s local governing body, the London County
Council (soon to become the Greater London Coun-
cil). The latter is responsible for running the Royal
Festival Hall. and it adds its grant to that of the Arts
Council for specific Festival Hall concerts.

Recently, for the first time, the three subsidized
orchestras joined forces to plan together the coming
season of orchestral concerts at the Festival Hall.
With the season organized as a whole (the BBC also
sat in on the talks to codrdinate its programming
with the rest), the former inevitable clashes and
awkward juxtapositions of concert dates should be
a thing of the past. This has been coupled with a
new subscription system covering the concerts of
all three orchestras. something previously unheard
of on the London scene. There was oversubscription
in the first few days after the system was announced,
which suggests that this is a reform long overdue.
While all three orchestras involved will profit from
the new arrangements, the LPO, with a less marked
personality and a smaller following than either the
London Symphony or New Philharmonia, will obvi-
ously benefit the most.

London Symphony

Oldest of the existing London orchestras, the Lon-
don Symphony was founded in 1904 after a walkout
by a large number of players from the Queen’s Hall
Orchestra. Its first concert was conducted by Hans
Richter, and for many years it had a special rela-
tionship with Elgar, who made most of his record-
ings with it. In its sixty-year history as a self-govern-
ing organization playing under many conductors,
the LSO has naturally had its ups and downs. At
present, happily, the orchestra is experiencing a dis-
tinct up-cycle—a development owing much to the
present General Manager, Ernest Fleischmann, and
to the appointment, in 196!, of Pierre Monteux as
principal conductor.

The men loved Monteux from the start, and under
his guidance were inspired to some glorious concert
giving. Today the LSO has emerged as one of Lon-
don's two obvious contenders as “top orchestra,”
and there is no doubt in British minds that this is
the country’s nearest approach to an American-style
orchestra, brilliant and well disciplined. Under Mon-
teux and others it became a major recording or-
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chestra, and it now has a contract with Decca Lon-
don such as no other British orchestra can boast. The
brilliance of Decca/London recording somehow
matches the special style of playing of the LSO, and
its rise in reputation owes a lot to the success of its
records. Records too have probably helped to en-
courage the world tours that have been organized in
recent years and which have met with vast success.

New Philharmonia

It is still hard to think of it as the “New™ Phil-
harmonia, for in personnel, at least, this orchestra
is virtually identical with the *old” Philharmonia
officially disbanded last year. Indeed for a time
Philharmonia and New Philharmonia engagements
were overlapping with virtually no distinction drawn
between the two—at least not by the players.

But that is to foretell the end of the story. The
Philharmonia was founded in 1945 by Walter Legge,
the brilliant recording manager of EMI, specifically
for the purpose of making records. Legge was con-
sciously seeking to set standards of orchestral playing
never before dreamed of in Britain, and he himself
personally selected the entire personnel. Between
1945 and last summer the Philharmonia probably
made more records than any other orchestra in the
world during a comparable period, but from the
start it won a very high reputation for its concert
work. Often it presented works that had only just
been recorded and were therefore rehearsed up to a
pitch rare by British standards. This was especially
exciting when opera recordings had taken place and
concest versions with star-studded casts were given
at the Festival Hall,

Again, as with the BBC Symphony before the War,
it was Toscanini who set the seal on the orches-
tra’s reputation, when he came to London for a
Brahms cycle in the newly opened Royal Festival
Hall (to the fury of Beecham, who was angry at a
“foreign conductor” being chosen). Walter Legge
specifically wanted the Philharmonia to avoid the
sort of stereotype that results from working with
a single principal conductor, and with all its re-
cording commitments for EMI it served the widest
possible range of maestros. As Legge put it, he
wanted the orchestra to have style but not “a style.”
Nonetheless, over the years the Philharmonia did
acquire a characteristic style—smooth, warm, and
polished (even if those qualities may seem con-
tradictory)—and it rarely failed to reach its peak
in the special field of the great Viennese classics
from Mozart to Brahms. The young Herbert von
Karajan helped to build this reputation: later
Otto Klemperer established the orchestra as unique
in this area. Indeed, for a long time the Philharmonia
was unrivaled among British orchestras.

Then the bombshell exploded. Just about a year
ago Walter Legge announced that the orchestra
would be disbanded when its current commitments
had been completed. The situation was absurd as
well as terrible. If in a competitive society it is the
weakling who goes to the wall, then this was a cruel
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reversal of the natural order of things. Even if one
accepted the dictum that there are 100 many orches-
tras in London, the idea of eliminating the Philhar-
monia of all orchestras was plain crazy.

Yet the danger was real enough. Walter Legge
was leaving EMI after a lifetime’s work, and it had
become clear that the company’s policy generally was
10 switch the empbhasis of its recording program from
London to other centers of its vast European empire.
In making his announcement of the Philharmonia’s
impending dissolution, Legge had argued that with-
out a substantial body of recording engagements it
would be no longer economically possible for the
orchestra to maintain the standards he himself had
set. Rather than see the Philharmonia become a
shadow of its former self, he said, he would prefer
to dissolve it while its glory was undimmed.

Naturally, the players themselves disagreed strong-
ly. They were determined to continue on their own
and, following the classic pattern of London orches-
tras. formed themselves into a self-governing body.
Under the chairmanship of the principal clarinetist,
Bernard Walton, the new organization had an initial
struggle—organizing concert dates at the last minute
is no easy matter, particularly when the subsidizing
authorities have to have their say. But all has turned
out extremely well, and in the concert hall at least
you would not know the difference: “The Philhar-
monia is dead: long live the New Philharmonia!”
Both Klemperer and Carlo Maria Giulini, the two
international conductors most regularly associated in
recent years with the old Philharmonia, have given
their allegiance to the new body.

While naturally wanting to preserve the link with
Klemperer and the reputation for excellence in the
Viennese classics, the orchestra apparently now in-
tends to branch out in less traditional ways. A recent
Barték and Stravinsky concert with Dorati (which
suggested this conductor is much closer in tempera-
ment to the New Philharmonia than to his own BBC
Symphony) may be a sign of the times. It is also
interesting that Britten has recorded his Sinfonia da
Requiem for Decca/London with the New Philhar-
monia and not the LSO as everyone expected. And
plans for an American tour in 1966 are now well
under way.

Royal Philharmonic
Founded by Beecham just after the War, the Royal
Philharmonic became that conductor's personal in-
strument even more than the prewar LPO had been.
If other conductors also produced magical results
from the orchestra, it was largely because they man-
aged to charm the players just as Beecham did.
Everyone realized that Beecham’s death would be
a terrible blow to the orchestra, and a blow it cer-
tainly was. After Sir Thomas' death the orchestra
was first managed by his widow in the old propri-
etary way, but the arrangement did not work well
and standards of performance were inevitably af-
fected. Rudolf Kempe was chosen as permanent
conductor in succession to Sir Thomas, and though

www americanradiohistorv.com


www.americanradiohistory.com

54

the performers adored him, the London public was
less appreciative and financial resuits did not match
the quality of musicianship. In fact, in the ugly
word “finance” you have the RPO’s difficulties
summed up. When Sir Thomas was alive, it was a
proud boast that the Royal Philharmonic required
no subsidy to keep going, and that its players were
better paid than the rest. That boast has now turned
sour. Although lLady Beecham’'s management has
now been followed by self-government, the RPO
management has so far failed to persuade the sub-
sidizing authorities that it should be treated like the
three orchestras with similar administrative ma-
chinery. While the LPO, LSO, and New Philhar-
monia have been allocated Festival Hall dates and
are receiving subsidies accordingly, the RPO has
been left out in the cold. Except for a hastily ar-
ranged guarantee of £ 10,000 for a series of concerts
outside the center of London, the orchestra remains
without official help.

Inevitably, in these circumstances, the Royal Phil-
harmonic will have to rely more than its rivals on
provincial tours. with a greater concentration on the
“safe” box-office repertory of Beethoven and
Brahms. This could itself lower standards, not only
directly but by making individual players less con-
tented. Already the orchestra has lost too many
first-desk men for comfort. and the whole of what
was once dubbed the “royal family”™ has now de-
parted—the unrivaled woodwind principals whom
Beecham brought together. In the field of recording
contracts too the paimy days of Beecham are little
more than a memory. (The RPO has made excellent
records since Beecham—notably some under Colin
Davis—but increasingly the recording work has fallen
to the LSO and New Philharmonia.) As a further
injury, the RPO’s one standing engagement uncon-
nected with Beecham was lost this year when the
London Philharmonic replaced it for the annual
Glyndebourne opera season.

The latest threat—and one that is not as trivial as
it may seem from across the Atlantic—is the at-
tempt to deny the title “Royal” to the orchestra.
Beecham originally made an agreement with the
Royal Philharmonic Society for the use of the name,
and for years the orchestra performed regularly at
the Royal Philharmonic Society’s concerts. But rela-
tions between society and orchestra finally grew
strained—there had never been any link of manage-
ment—and last year the society (the same body
which paid Beethoven for the Ninth and was cheated
of the first performance, by the way) insisted that
“Royal” should be dropped from the orchestra’s
designation. As this term is the only genuinely iden-
tifying part of the orchestra’s name, its loss would
mean destroying the players’ stock in trade, some-
thing of the highest importance.

The allegiance of the public to the orchestra in this
altercation was cemented when, foolishly, the Home
Office was called in aid. Ponderous phrases about
Royal charters were bandied about, and the press
and public called on the orchestra to defy the Gov-
ernment. In any case legal experts have advised
that no legal injunction could prevent the orchestra
from calling itself “Royal™: while the Royal Phil-
harmonic Society may have acquired the title by
virtue of a special charter, plenty of others—includ-
ing makers of typewriters and bathroom scales—use
it without one.

Coming in succession, these serious blows seemed
more than a coincidence: and though the Home Of-
fice can have no direct official connection with those
responsible for granting subsidies, defiance of one
department of the Establishment could quite conceiv-
ably have affected feelings in another. Certainlv
many concertgoers feel that it would be monstrous
1o allow any official steamroller to destroy what has
been and is still being achieved. Present fears are
not being completely removed by the news that the
Arts Council has decided to set up an inquiry into
the orchestral situation in London. Though its de-
liberations are still in progress, and one cannot safely
comment in advance, there is reason to suspect that
this study could be used to put pressure on one of
the orchestras to disband. At least the inquiry puts
the situation on a rational basis; it will not be hazard
but design that ends the life of one of the Big Five
if that has to be. Some observers are even arguing
that there would be no serious repercussions, and
that 75-man-strong orchestras would then be ex-
panded to 100-strong. One wails to see the com-
ments of the Musicians Union on this theory. The
Union is of course represented in the conversations
as well as the orchestral employers and the subsidiz-
ing authorities. Much will depend on the speed and
efficiency of the investigation, and how widely its
findings are accepted.

THESE ARE London's five full-time orchestras, the
ones people think of when orchestral life is being
talked about. But they are not the only ones. Just
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as permanent a part of the musical scene is the
Covent Garden Orchestra. As some of its recordings
have shown, it can be a very lively and stylish body
indeed. Its main function, of course, is to play for
all the seasons of opera and ballet at Covent Garden,
but during the year it also gives a number of outside
concerts, and it appears with the rest of the Covent
Garden company when concert performances of
opera productions are given at the Proms in sum-
mer. The other l.ondon opera house orchestra. the
Sadler’s Wells Orchestra, is an altogether smaller
body, and because of the very unflattering acoustics
of its theatre it is not widely appreciated at its full
worth. A recent recording of Hansel and Gretel
shows the Sadler’'s Wells off to far better effect than
have its house performances.

Other London orchestras—some of them overlap-
ping in personnel with one another and with the big
symphonic groups—include the Sinfonia of London,
which has always made a specialty of playing for
films; the Pro Arte Orchestra; the London Mozart
Players, long associated with the former violinist,
now conductor, Harry Blech; the English Chamber
Orchestra, with which Britten recently recorded his
Cello Symphony with Rostropovich: and the Philo-
musica of London, one of the most stylish of groups
specializing in eighteenth-century music. But once
you begin to consider chamber orchestras, the field
becomes enormous.

It must be obvious from all this how rich the
musical fare is for l.ondon concertgoers. The ques-
tion is whether London (and Britain) can afford
such luxury. It is also a question—as American visi-
tors often remind us tactfully or untactfully—of what
sort of standards can be maintained with such a
superabundance of music making. Isn’t it inevitable
that with rehearsal time ridiculously less than is
common with American orchestras, the actual ef-
ficiency of the playing suffers? Isn't it inevitable that
with so many different concert-giving bodies at work,
programs will present a disorganized choice? Isn't it
inevitable that with so many concerts provided, au-
diences will dwindle and concert giving become pro-
portionately less feasible economically? Isn't it in-
cvitable that in competing for audiences concert
managers will more and more tend to rely on well-
established box-office draws?

There is some justification for answering yes to
all these questions, but that would be a highly unfair
simplification. It is true that there is rather a high
proportion of Beethoven and Tchaikovsky being
played, but even the Royal Philharmonic is doing
valiant work in programming rare music. It is true
that audiences have dwindled, and last year before
the Festival Hall closed for renovations there was
considerable comment atout this falling-off, But in
fact the drop represented a tiny percentage, and with
luck the new subscription scheme will inject a new
incentive into concertgoing.

One hope for the future may well rest in the fact
that Britain now has a Labour Government. Among
Mr. Harold Wilson's first measures in office was the
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The BBC Orchestra gives concerts as well as broadcasts.

creation of a post specially designed to codrdinate
planning for the arts and leisure, and the appoint-
ment to it of Miss Jennie Lee, widow of Aneurin
Bevan, and by character not one to bolster up the
old Establishment for its own sake. While at the
moment it looks as though the old system of allocat-
ing Treasury grants through the Arts Council will
be retained, at least under a Labour Government it
is almost inconceivable that subsidies will be reduced.
If, as one hopes, there is also an increase in concert-
going, the total of five permanent orchestras will not
be too much.

Like most people here, 1 hope that the London
musical world, players and public, will fight to pre-
serve the present orchestral profusion. Its final justi-
fication is the sparkle it gives to the city's musical
scene. It is true that inadequate rehearsal time some-
times, perhaps often, results in indifferent perform-
ances. But what is much more striking is how often
our concerts seem to catch fire; orchestral music
making is not, after all, merely a matter of me-
chanical precision. I have tried to convey some idea
of the contrast and distinct personalities of the
five orchestras, and these personalities seem only to
be reinforced by the extra challenge of facing dif-
ficult works on minimum rehearsal time. (It is sig-
nificant that the BBC Symphony—in its atmosphere
of security, regular salaries, and pensions—is mani-
festly not the best London orchestra.) It may perhaps
be an illusion after the troughs that the peaks of
achievement seem so big. But I think not. When
really challenged or fired by a conductor they like
and respect, the players of each of the London or-
chestras can produce wonderful results, and even a
music critic is able to feel that orchestral life in
l.ondon is as exciting as it is varied. Our orchestras
may be less predictable than their American counter-
parts. but they tend to strike a more human, more
personal note. Long live l.ondon’s extravagance in
keeping five at work.
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NORTHWARD from London’s Hyde Park runs
Queensway, a busy but tidy thoroughfare of retail
shops, among which, at No. 100, is a unique musical-
audio diggings. Here, after walking up one flight, a
visitor finds himself in a clubby sort of room lined
with audio equipment, shelves of records, and several
speaker systems flanking a fireplace. The place sug-
gested to me less a business establishment than some
private collector's den—an impression reinforced by
its name, “Music in the Home,” and by the avowed
policy of its owner, Thomas Heinitz (“We are a
studio rather than a shop; my clients are music lovers
rather than sound fanatics.”). This being a Saturday
forenoon, Heinitz had set up rows of folding chairs
and was selecting a group of albums for his weekly
“live record review” at which new releases are played
and discussed. These sessions, free of charge, are
naturally intended to stimulate interest in both rec-
ords and equipment, and Heinitz has found that
stereo in particular “evokes an interest never before
evident—in the very sound of the instruments, the
seating of the players, and so on.”

In this carefully de-commercialized environment.
it is plain that “selling” is no more important than
other functions: counseling on music and equipment,
advice on home installation, competent servicing
when needed, and—perhaps above all—the creation
of an atmosphere that does not make a visitor feel
guilty for having neglected to bring his checkbook.
To be sure, Heinitz's operation is a rarity, even in
England. (A ten-minute ride on the Underground
brings one to the frankly commercial atmosphere of

a “dealer’s row™ along Tottenham Court Road to the
vicinity of New Oxford Street. Here sits Imhof’s,
an eight-story audio department store where you can
buy anything from a tape-cleaning kit to a stereo
console.) But Heinitz's “studio” for me somechow
epitomized the literate, urbane, music-oriented and
quality-minded British audio field in general. It is a
field that has an identity, a style—one more clearly
discernible than our own; it is actually an “establish-
ment” in terms of products, personalities, and pre-
vailing attitudes.

This character is particularly striking in that
Britain has no formal organization comparable to
our own Institute of High Fidelity. It is understand-
able, however, in extra-industry terms. For one thing,
history and tradition lend a sense of continuity and
permanence to most activity. This sense, in turn,
makes for a certain calmness, and a pace that may
seem slower than ours but is no less effective in ac-
complishing its own ends. History surrounds you,
of course, in the vaulted environs of Westminster
Abbey, or on the moors near Ilkley. But even audio,
a very young field, also has its history, a conscious-
ness of links with the technical accomplishments of
the past and of its role in current music and cultural
activity. What's more, tradition has a way of assert-
ing itself in the context of today’s affairs. For in-
stance, you have lunch with Donald Chave of Lowth-
er at the Tiger’s Head in Kent, and learn that Francis
Bacon is buried in Chislehurst Parish Church across
the road (a group of researchers, hoping to prove a
connection between Bacon and Shakespeare, recently

HicH FIDELITY MAGAZINE

www americanradiohistorv com


www.americanradiohistory.com

dug up the grave, found nothing but sand, and re-
paired to the Tiger's Head to feed and water their
frustration). Or, you visit the workshop of Cecil E.
Watts—and you find it in the basement of a house
built by Christopher Wren. Someone casually re-
marks that the original Garrard organization was an
offshoot of the crown jewelers. You learn that the
pedal bass of the organ in Westminster Abbey was
heard in open air for the first time when, at the
coronation of Elizabeth 1, Tannoy “wired Trafalgar
Square for sound” with a 1-kilowatt system loaded
down to 30 cycles per second.

In general, the British audio industry, despite nat-
ural competition among members, has a strong sense
of professionalism and an abounding pride in the
“audio fraternity.” It is not unusual for company
officials to praise the work of other key men, even
when the latter are employed by rival firms. It also
was not unusual, during my series of visits, for com-
peting firms to help me get from one to the other.
Thus, Leak drove me to Truvox, Lowther drove me
to Tannoy, Goodmans drove me to Jordan-Watts,
Jordan-Watts drove me to EMI. An interesting vari-
ation on this procedure occurred in Yorkshire, where
Wharfedale and Sugden agreed that the one would
pick me up at Bradford station and the other carry
me from my hotel to the station at departure time.
And just about everyone else either collected me at,
or delivered me to, bus and train stops.

Geography also lends a tone to England’s audio
establishment. Quite small in proportion to the tre-
mendous activity it contains, the country's very
physical limits encourage a unity that transcends
intermittent internal disagreements. This unity, how-
ever, does not decay into insularity; British audio
men, like Britons generally, are eager world travelers,
and most whom I met already have visited our
country as well as Europe and the Orient, or indeed
continue to do so regularly. An influx of foreigners
complements the flow outward, and Britain—as much
as or more than the U.S.A.—is truly a melting pot:
visit any plant from Yorkshire to Sussex and you
probably will meet Indians, Africans, Orientals,
Europeans (even an occasional Yank!) working side
by side with native Britons.

Finally, there is Britain’s changing economy. “No
one here can make a personal fortune any more,” I
was told, “but no one will starve either.” In the
general economic leavening and leveling that have
taken place there is less incentive for small-scale
production of prestige items and a growing impetus
towards quantity production of lower-priced but
nonetheless reliable equipment. At the lowest price
levels, the British call these products their *“cheap
and cheerful” lines. *“Cheap and dirty” items (i.e.,
shoddy goods) are, on the other hand, universally
deplored. While prestige products or “state of the
art” equipment are not very significant as marketing
factors, their superiority is widely acknowledged,
and their development encouraged. The prevailing
product design philosophy, then, is that prototypes of
excellence exist, and the job is to approximate their

APRIL 1965

quality as closely as possible in necessarily lower-
cost models. “We start from the top, and try to de-
sign our way down—and not too far down at that,”
said one company official; “the chaps who start at
the lowest rung of quality simply don’t get very far
over here.” Indeed, British audio manufacturing 1s
basically engineer-oriented, and a manufacturer
would no sooner deliberately downgrade his product
or “let the advertising department write our specifi-
cations” than he would dream of serving tea without
milk or cream.

MY FORTNIGHT of tea and technicana began, logi-
cally enough, in the London area where most of
Britain's high fidelity manufacturers and its two
major record companies—EMI and Decca—are lo-
cated. My itinerary about, and from, London of
necessity omitted several firms; to cover them all
would have required much more than the two weeks
at my disposal. As it was, I traveled about eight
hundred miles to visit a score of places, and perhaps
three times that number of individuals. One of my
first journeys was made on a London bus, a double-
decker which carried me across the Thames to Black-
friars Road, just beyond what was once the legal
boundary of London. I was reminded of the days
when Shakespeare and his company staged their
plays outside the city limits. Today the area is mainly
given to light industry, though the Old Vic stands in
the district as a reminder of its past. I had not been
able to get tickets for Olivier's Othello, but my
playgoing interests were at least in part satisfied
by my meeting with R. W. Merrick, managing
director of the tape recorder firm Ferrograph and
a man whose resemblance to a certain British film
actor is complemented by a flair for vigorous
projection of ideas. “We make our own motors,
tape heads, chassis; we even mold our own knobs,”
he told me; “we produce exactly the kind of
tape machine we believe in.” Merrick has little use,
from a high quality standpoint, for either tape car-
tridges or slow speeds. As for such features as auto-
matic reverse, “it’s another gadget, the more of
which inevitably means greater servicing problems.”
He did point out, however, that Ferrograph machines
can accept an 8Yi-inch-diameter reel which, when
loaded with long-play tape, “should give adequate,
uninterrupted time for most home tape uses.” Video
tape? “I can’t see why a home needs it, but that
could be said about many things.” In any case, Fer-
rograph will not “make a machine that must use the
‘brute force’ approach, such as 120-ips speed or ro-
tating heads,” though if slower speeds become feas-
ible, the company will look into that area. As for
transistors, Mr. Merrick’s remarks were terse: “You
can't get reliable ones in sufficient quantity yet to
justify changing over from valves {vacuum tubes}.”

With this product philosophy, Merrick does not
expect the mass market to queue up at his doorstep.
Nor does he see his typical customer, any more, as
the “old audio nut, the kind who would crawl on all
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Fabricating tone arm counterweights at SME Ltd.

fours at the Audio fairs.” Ferrograph's customers
are what Merrick calls the “mezzo hi-fi fans, who
don't know all the jargon but who do appreciate
what high quality tape can give them.”
Ferrograph's intransigence, while not the sole ra-
tionale guiding all British manufacturers, does figure
in much of what is produced and seems to be echoed
quite strongly by at least two well-known neighbors
to the north and south. A little over an hour’s train
ride gets you to Huntingdon where, past the town
itself, is a modern industrial area composed of sev-
eral low-slung buildings looking like any analogous
area in the U.S.A. One of these is the home of
Acoustical Manufacturing, makers of the Quad elec-
trostatic speaker, the first full-range system of its
class to have been offered commercially. Peter J.
Walker, its designer and head of the company, told
me that the Quad's following is limited, but growing
steadily. The basic design has not changed in recent
years, although “we constantly try to improve things,
particularly in the midrange, which is, to us, the area
most important for a natural projection of sound.”
Walker seemed satisfied with the Quad’s low end:
“We are not concerned about the bass as such.”
Walker similarly is satisfied with the Quad ampli-
fier and is doubtful about its going solid-state. “To
produce an amplifier with transistors that would give
the same performance as our valve models would
require 30% increase in cost,” he explained. In
common with many British manufacturers, Walker
was amused at the high power ratings ascribed to
some American equipment. An amplifier, he pointed
out, may have an actual rms value of 10 watts per
channel when measured at low distortion and with
a normal line voltage input. By such techniques as
allowing more distortion, increasing the line voltage,
taking peak rather than rms values—and finally
doubling everything for stereo—the basic figure of
10 watts can be inflated to 80 or even 100 watts.

“We rate our amplifiers at the lowest distortion pos-
sible and operating under the most unfavorable pow-
er supply conditions. Actually, our I5-watt unit
could easily be labeled a 44-watter (22 watts per
channel) if we relaxed some of our test conditions,”
Walker concluded.

A somewhat longer trip south from London brings
you to Steyning, in Sussex, a carefully preserved
village in which a centuries-old atmosphere has not
been disturbed by the proximity of the sparkling new
SME plant on its outskirts. The company was
founded in 1946 as a precision-engineering firm do-
ing contract work, and its first orders were for Scaled
Model Equipment (from whence the letters SME).
In 1959, Director A. Robertson-Aikman. a long-time
audiophile, felt that he wanted a pickup arm better
than anything commercially available—and pro-
ceeded to build it. Today the company turns out
two hundred arms a week, and Mr. Robertson-Aik-
man personally inspects each one. The basic design
is still the same, but refinements have been added—
a lightweight shell to accommodate ultrahigh-com-
pliance cartridges, a movable end-cap to extend the
balancing range and thus provide the lowest inertia
with any cartridge, an odd-shaped board to fit the
arm more satisfactorily to a Thorens turntable.

An audio perfectionist at home as well as at his
works, Robertson-Aikman has built his own speaker
systems. Each one uses an lonovac tweeter crossed
over at 3,500 cps to an EMI elliptical woofer installed
in a nine-cubic-foot enclosure made of 1%2-inch-
thick reinforced concrete. The enclosures are stuffed
with Fiberglas and covered with oak veneer to make
them acceptable in the living room.

IF SUCH COMPANIES as Ferrograph, Acoustical
Manufacturing, and SME serve a specialized interest
within high fidelity, most British manufacturers, like
our own, operate in a broader spectrum. That is to
say, they offer variations of one generic class of
equipment, or they produce different types of equip-
ment. A few are expanding in both directions. A
prime example of the first type is Garrard, probably
the largest manufacturer of record-playing machinery
in the world. Headquarters and main works are
located in Swindon, Wiltshire, about seventy miles
west of London, a town known primarily as a rail
center and a seat of bicycle manufacture. The Gar-
rard works are so spread out that they must be
covered on wheels. With this industrial complex, plus
other plants elsewhere in England and distribution
from Bangkok to Brooklyn, it can be said that the
sun never sets on Garrard. In the company of Direc-
tor Thomas H. Pritchard, 1 made the grand tour of
the Swindon plants, met engineer E. W. Mortimer.
who in 1932 built its first changer (the RC-1), in-
spected this model still proudly kept on hand, and
generally stretched my legs across the acres of diver-
sified and complex works. Garrard does “everything”
for itself, from making the segments of a motor to
stamping out parts on a 300-ton press. Actually
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Garrard produces a wide variety of record-playing
gear, including the refined and improved automatics
best known to Americans as well as changers and
manual turntables for other markets. In all, some
three thousand people are employed, including sixty
to eighty apprentices who receive paid on-the-job
training as well as free courses at a technical college
and who form a manpower pool for future engi-
neering and supervisory talent.

Some of the speaker manufacturers, such as Good-
mans, also produce a “vertical” line of one basic type
of equipment. Most of the companies known to
Americans for their speakers, however, manufacture
other components, or are about to do so. For in-
stance, Tannoy produces stereo cartridges and a
comprehensive series of public address and studio
gear; Wharfedale soon will launch its own solid-state
amplifiers and tuners; Lowther offers solid-state con-
trol preamps and tube amplifiers. In contrast, at
least one new company, Jordan-Watts, will take a
unique “economy-specialist” path by offering a loud-
speaker cell or module that may be used alone or
may be combined with other modules for wider re-
sponse and greater power-handling ability. (The J-W
units are represented in England by Boosey and
Hawkes, a company long associated with musical
instruments and well known as music publishers;
they may be distributed in the U.S.A. later this year.)
A host of lesser-known (in the U.S.A.) companies—
such as Armstrong, Rogers, Goldring, R & A, Rad-
ford, and Brenell—are quite active in components
(“separates”) for the home market.

The major British record companies have equip-
ment-manufacturing divisions. EMI's amplifiers and
speakers will continue to be produced, together with
a new phono pickup system and a new tape recorder,
in a gigantic works to be started in Wales. EMI,
incidentally, expressed relatively high hopes for a
tape cartridge system operating at 1%-ips speed but
neither “as complex nor as costly as any system we've
had so far.” Decca is bringing out both console sets
and separate components, the former sleekly styled
in teakwood and metal, the latter including a solid-
state control amplifier. A new version of its “sum-
mation” cartridge, to fit any tone arm, is expected,
as well as an improved model of the Kelly ribbon
tweeter, fitted with an acoustical lens. Pye, known
mainly in the past for its television sets and consoles,
has announced a separate solid-state amplifier.

Among the names especially familiar to Americans,
the broadest form of equipment diversification is in
progress at Leak. Now located in a “factory estate”
section of a London suburb, the firm soon will move
to a three-hundred-acre site a hundred miles from
London. The main impetus for Leak's expansion
seems to be transistors. Harold J. Leak prefers them
to tubes because “they offer better value for the same
money.” A solid-state amplifier, he feels, “can be
made to be smaller, lighter in weight, and to cost
about 10 per cent less than a similar tube amplifier.”
Leak does not believe that either type necessarily
sounds better. As to test measurements in general:

APRIL 1965

“Higher numbers in tests, of both tube and transistor
amplifiers, often are not borne out by the results of
listening tests—which only indicates to us that ulti-
mately ‘high fidelity’ is an art form more than it is
anything else.”

In addition to amplifiers and tuners, Leak con-
tinues to produce the Sandwich speaker system (and
the sandwich keeps getting lighter and stiffer), and is
planning to bring out a new turntable, arm, and car-
tridge. The pickup will use the moving-iron tech-
nique, preferred by Leak because this design makes it
easier to “get the high frequency resonance out of
the audible range.”

The Leak organization is thirty years old. “I
started,” says Harold Leak, “with $66 in cash and a
test meter.” Mr. Leak’s attitude towards his work
possibly is well illustrated by his reply to a restaurant
owner who, after we had enjoyed a superb meal,
asked him what he thought of it. Leak answered by
telling a story: when he was a schoolboy, he and his
classmates had to do ‘“sums™ that they considered
very difficult. “Our reward,” Leak told the open-
mouthed proprietor, “was matched to our accom-
plishment. For every mistake we received a rap across
the knuckles. For no errors, we were let off with a
warning.”

Intense interest in solid-state also was evident at
Truvox, a firm which in addition to its speaker sys-
tems and tape recorders is readying a new series of
tuners and amplifiers. Chief Engineer Ron Bishop
likes transistors, but not exactly for the same reasons
as Leak. In addition to such agreed-on advantages as
eliminating the output transformer, lessening the heat
problem, facilitating more compact chassis, Bishop
points to the instantaneous overload recovery char-
acteristics of solid-state amplifiers, a feature that
improves transient response and which many design-
ers feel is the key to that “clean transistor sound.”
Bishop allows that “you can get similar performance
from tutes, but it becomes very costly.” Solid-state
amplifiers, he pointed out, also lend themselves to
higher damping factors for better control of speak-
ers. As to “wideband response,” Bishop favors going
beyond 20 kc because “the more accurately you re-
produce the highest overtones, the more natural the
sound. Limited-band response can become tiring
after a while.”

Truvox's newest tape recorder, probably to be in-
troduced in the U.S.A. later this year, will contain
solid-state circuitry and, among other features, an
adjustable bias control to get best results from all
kinds of tape. At that, Bishop counsels, “it will not
be so accessible as to encourage undue or casual use
by the owner.” Bishop feels that 72 ips is the
“standard high fidelity speed” largely because of its
superior signal-to-noise ratio over 334 ips, but he
concedes that the slower speed may eventually rival
7% ips in s/n ratio and in response.

As IN THE U.S.A,, speaker design in England re-
mains the subject of possibly the liveliest disagree-
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ment and the most experimentation in audio. In
addition to what I encountered at the firms mentioned
above I learned more about current British opinion
during subsequent visits to other manufacturers. For
instance, Goodmans in Middlesex has not given up
paper as a material completely, Company Director
Peter Collings-Wells told me, but “the tendency now
is to use it as a ‘carricr’—to help shape the dia-
phragm which itself may be a laminate of paper and
plastics.” A definite trend, Collings-Wells feels, has
been towards complete speaker systems; most people
no longer buy individual drivers to install in their
own enclosures. In his view, this relates to a general
lessening of do-it-yourself interest and to the im-
provements evident in system design. The new Max-
im (Maximus in the US.A.) was developed to con-
form to this trend, and also to provide very clean
sound within the smallest possible installation space.
As for the general debate on “big versus small”
systems, Collings-Wells is content to let personal taste
settle the matter. “We supply all sizes.”

A similar listen-and-let-listen attitude was evident
at Tannoy, where Michael H. Fountain (son of Guy
R. Fountain, whose initials designate Tannoy’s en-
closures) and T. B. Livingstone agreed that speaker
evaluation is a personal thing and that listening tastes
cannot be prejudged with a slide rule. Tannoy’s de-
sign approach centers around “making the treble and
bass drivers as good as we can, and then offering an
enclosure to suit acoustical taste.” By way of expla-
nation: “When we visited the U.S.A. years ago to
attend your first audio show, we knew nothing of
vour country except that the traffic ran on the wrong
side of the road. Since then, we've learned a good
deal more, including the fact that there are differ-
ences in listening tastes between our two countries.”

These differences (which were mentioned to me
by other British audio experts) are subtle, not always
agreed on in their respective countries, and certainly
subject to change. Nonetheless, they have been dis-
cerned by many in listening tests. Tannoy believes,
for instance, that the prevailing taste in the U.S.A.
has been for “front-row sound, or perhaps right-in-
the-midst-of-the-orchestra sound.” Britishers, in con-
trast, prefer a “farther back” sound, more like listen-
ing “through an open door on the concert hall.” On
the European Continent, “people like their sound
relatively light, but smooth over-all. Your hi-fi chap
on the Continent, incidentally, fiddles a good deal
with his tone controls to get the sound just as he
wants it. Americans—and we Britishers too for that
matter—demand these controls, and then—for some
rcason—never use them.”

A similar emphasis on the role of the enclosure,
though with a somewhat different twist, was ex-
pressed by Donald M. Chave, director of Lowther.
“My aim is to use the magnet and voice-coil assem-
bly to set up a wave-train rather than to try to get
the driver itself to move all the air needed for accu-
rate reproduction.” The latter function, from his
point of view, is the job of the horn enclosure that is
loaded to the driver. At Lowther, little is left to

chance, or to outside sources, and Chave has built
his own machine for making magnets. He agrees
that a valid aim of speaker design is to try to *“reduce
size for the same performance, or to improve per-
formance, in the same size.” Accordingly, Chave
experiments as well as manufactures; his latest effort
—still something of a secret and possibly to be pat-
ented—is towards a ‘“high productivity voice-coil
related to an improved magnet.” Lowther products,
sold in Europe and in Japan, were once sold in the
U.S.A. and may be reintroduced soon.

For whatever significance it may have in the mys-
tique of British audio, the production of cylindrical
speaker systems today seems to be confined to a
small radius in Yorkshire where Sugden and Wharfe-
dale are found within a few miles of each other. But
apart from a common interest in what G. A. Briggs
calls “drain pipes,” a mutual pride in the moors and
other scenic marvels of the country, and a wry hu-
mor over being unique establishments in the heart of
England's textile region, the two companies are fairly
dissimilar. To begin with, Sugden is one of the few
British companies to designate its products by a
trade-name (Connoisseur) rather than by the firm’s
name. And speakers as such have not been this firm's
main or sole product line. A. R. Sugden was, in fact,
one of the first to demonstrate publicly, in 1956, a
stereo disc and pickup, the latter a ceramic type.
Sugden still favors ceramics, although a decade of
research has brought refinements to the original de-
sign. The latest version is made of a “double length”
of material that is cut in half; the sections then are
molded to yield identical elements for each channel.
This new pickup uses a 0.6-mil diamond stylus and
tracks at a 15-degree angle. The stylus is replaceable
by the owner, and a 78-rpm tip is available. Sugden
also showed me a new arm which, though designed
primarily for his own cartridge, can accept other
makes as well.

While going through the Sugden works, I saw the
prototype of an unusually designed turntable—a two-
speed model (33 and 45 rpm) in which each speed
is selected by its own hysteresis-synchronous motor.
The speed control switch activates the appropriate
motor, which turns the inner rim of the platter by
means of a direct-drive wheel; the motor not in
use swings away under the plinth. Connoisseur prod-
ucts, like Lowther’s, may again become available in
the United States after an absence of some years.

Speakers, of course. have always been the main
concern at Wharfedale, whose founder and head,
G. A. Briggs, is internationally known as a writer
and lecturer. Indeed, Mr. Briggs may well have
brought the idea of high fidelity sound to more
people than has any other individual. Today, at
seventy-four. he has, in his own words, “put health
first, work second, and money last.” Long-distance
tours are out, but he still lectures and demonstrates
closer to home. is writing a new book, continues
to correspond with enthusiasts the world over, and is
in fact very much the managing director of Wharfe-
dale Wireless Works. Continued on page 121
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The same great Garrard plant
that builds the LAB 80...

TYPE A70 Ultimate expression of the
Automatic Turntable concept which Gar-
rard launched with the original Type A,
the most successful record playing instru-
ment the high fidelity field has ever
known. Four speeds. Features low mass,
dynamically balanced tone arm with %
gram click settings; adjustable anti-skat-
ing control; pusher platform; heavy, cust
and balanced non-magnetic turntable;
Laboratory Series® motor. $84.50

Exclusive
Garrard
pusher
platform

'AT60 An automatic turntable with in-
termix capability. Meets all the critical
performance standards requived of a Gar-
rard Automatic Turntable, plus compact
versatility. Four speeds. Features tubular
tone arm. dynamically balanced and
counterweight adjusted; built-in stylus
pressure gauge; heavy, oversized, die-
cast, non-magnetic turntable; Labora-
tory Series® motor. $59.50

Heavy
oversized
die-cast
turntable

IMPORTANT READING. GARRARD'S 32 PAGE COMPARATOR GUIDE—JUST PUBLISHED.
FOR A COMPLIMENTARY COPY, WRITE GARRARD, DEPT. GD-15, PORT WASHINGTON, N.Y.

. Canadian inquiries to Chas. W. Pointon, Ltd., 66 Racine Rd., Rexdale, Onfario.
Territories other than U.S.A. and Canada to Garrard Engineering Ltd., Swindon, Wilts., England.

Circle No. 103 on Reader Service Card

LAB 80 $99.50

MODEL 50 An exceptionally compact,
handsomely styled, manual/intermix au-
tomatic turntable at the price of an
ordinary record changer . . . designed to
introduce new standards of performance
and versatility to systems where space
must be considered. Four speeds. Features
cast aluminum counterweighted tone arm;
lightweight cut-away shell; full-sized
turntable; 4 pole Induction Surge motor.

$44.50

Cast aluminum
counterweighted tone arm

All prices less base and cartridge.

®

IWORLD'S FINEST
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HOBSON'S CHOICE?
NEVER AGAIN!

THE CARTRIDGE

|/lf, in 1631, you went to rent a horse from Thomas Hobson at Cambridge, England, you took\l
the horse that stood next to the door. And no other. Period. Hence, Hobson’s Choice
means No Choice.

And, as recently as 1961, if you went to buy a true high fidelity stereo phono cartridge, you
bought the Shure M3D Stereo Dynetic. Just as the critics and musicians did. It was ac-
knowledged as the ONLY choice for the critical listener.

Since then, Shure has developed several models of their Stereo Dynetic cartridges—each
designed for optimum performance in specific kinds of systems, each designed for a specific
kind of porte-monnaie.

L We trust this brief recitation of the significant features covering the various members of the
Shure cartridge family will help guide you to the best choice for you. /'

ITS FUNCTION, ITS FEATURES...

The ultimate! 15° tracking and Bi-Radial Ellip-
tical stylus reduces Tracing (pinch effect), IM
and Harmonic Distortion to unprecedented
lows. Scratch-proof. Extraordinary quality con-
trol throughout. Literally handmade and in-
dividually tested. In a class by itself for repro-
ducing music from mono as well as stereo
discs.

IS YOUR BEST SELECTION

If your tone arm tracks at 12 grams or less
(either with manual or automatic turntable)—
and if you want the very best, regardless of
price, this is without question your cartridge.
It is designed for the purist . . . the perfection-
ist whose entire system must be composed of
the finest equipment in every category. Shure’s
finest cartridge. $62.50.

Designed to give professional performance!
Elliptical diamond stylus and new 15° vertical
tracking angle provide freedom from distor-
tion. Low Mass. Scratch-proof. Similar to V-15,
except that it is made under standard quality
control conditions.

If you seek outstanding performance and your
tonearm will track at forces of 3/a to 1'/2 grams,
the M55€ will satisfy—beautifully. Will actually
improve the sound from your high fidelity
system! (Unless you're using the V-15, Shure’s
finest cartridge.) A special value at $35.50.

A premium quality cartridge at a modest price.
15° tracking angle conforms to the 15° RIAA
and EIA proposed standard cutting angle re-
cently adopted by most recording companies.
INM and Harmonic distortion are remarkably
low . . . cross-talk between channels is ne-
gated in critical low and mid-frequency ranges.

If you track between ¥4 and 1'/2 grams, the
M44-5 with .0005” stylus represents a best-buy
investment. If you track between 12 and 3
grams, the M44-7 is for you . . . particularly if
you have a great number of older records.
Both have “scratch-proof’” retractile stylus.
Lither mode! under $25.00.

M7/N21D

A top-rated cartridge featuring the highly
compliant N21D tubular stylus. Noted for its
sweet, “’singing’’ quality throughout the audi-
ble spectrum and especially its singular re-
creation of clean mid-range sounds (where
most of the music really ““happens’’.) Budget-
priced, too.

A unique Stereo-Dynetic cartridge head shell
assembly for Garrard and Miracord automatic
turntable owners. The cartridge “floats” on
counterbalancing springs . .. makes the stvlus
scratch-proof . . . ends tone arm “bounce.”

M3D

A best-seller with extremely rausical and trans-
parent sound at rock-bottom price. Tracks at
pressures as high as 6 grams, as low as 3 grams.
The original famous Shure Dynetic Cartridge.

For 2 to 2'/2 gram tracking. Especially fine if
your present set-up sounds “muddy.” At less
than $20.00, it is truly an outstanding buy.
(Also, if you own regular M7D, you can up-
grade it for higher compliance and lighter
tracking by installing an N21D stylus.)

If floor vibration is a problem. Saves your
records. Models for Garrard Laboratory Type
“A”, AT-6, AT-60 and Model 50 automatic
turntables and Miracord Model 10 or 10H
turntables. Under $25.00 including head shell,
.0007” diamond stylus.

If cost is the dominant factor. Lowest price of
any Shure Stereo Dynetic cartridge (about
$16.00) . . . with almost universal application.
Can be used with any changer. Very rugged.

Sterce@ LS yuctic

HIGH FIDELITY PHONO CARTRIDGES ... WORLD STANDARD WHEREVER SOUND QUALITY IS PARAMOUNT
Shure Brothers, Inc., 222 Hartrey Ave., Evanston, 1llinois
CIRCLE 65 ON READER-SERVICE CARD
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The consumer's guide
to new and important

high fidelity equipment

THE EQUIPMENT: Futterman H-3, a stereo basic
amplifier. Dimensions: 17 by 10%4 by 7'2 inches. Price,
including cage (removed in our photo), $288. Manu-
facturer: Harvard Electronics Co., 693 Broadway, New
York, N.Y. 10012.

COMMENT: The Futterman H-3 is a high quality basic
amplifier of unusual design: it employs tubes but no
output (or interstage) transformers. Intended for use
with a control preamnp (or, for that matter, any signal
source providing about | to 2 volts signal and equipped
with its own level control, such as a tuner or tape
playback deck), the Futterman has no operating con-
trols. Instead, the chassis contains numerous potenti-
ometer adjustments for “trimming up” the circuit to get
optimum performance. According to the instructions
furnished with the unit, these adjustments are to be
made after every thousand hours of use, or after any
tube is changed. The apron of the chassis contains a
pair of octal sockets (for each channel) through which
the connections are made when performing these ad-
justments. In addition there are speaker terminals for
each channel, phono-jack signal inputs, two fuse-holders,
and one AC convenience outlet. An examination of the
amplifier indicates that it is built of top-grade com-
ponents and with an exceptionally high quality of work-
manship; the underside of the chassis has that “hand-
made-with-loving-care” look.

The Futterman amplifier is rated by its manufac-
turer at 50 watts per channel, when operated from a
120-volt source and feeding a 16-ohm load. Enough
measurements were made at United States Testing Com-
pany, Inc., under these conditions to confirm the power
output rating, but inasmuch as the existing standard

Harvard Electronics
Futterman H-3 Amplifier

for testing amplifiers calls for a 117-volt source, meas-
urements of power and other characteristics were made
from 117 volts, which is used for testing all equipment.

The question of line voltage, incidentally, has been
raised by a few other high fidelity manufacturers who
suggest that the 120-volt figure is closer to what is being
supplied as line voltage in many locales. No change has
been made, however, by the various professional and
trade associations, and so the 117-volt standard prevails.
From the standpoint of most equipment users, the dif-
ference of 3 volts in the AC line is of relatively little
importance; the higher source voltage will produce
somewhat higher amplifier power output, but will not
appreciably change other important operating character-
istics. The difference in line voltage used, of course,
could account for differences in published specifications
and test measurements of the same amplifier.

Another related factor is the load into which the
amplifier works. The Futterman is rated for a 16-ohm
load, into which it will deliver its specified power.
With lower impedance levels, power output is lower, but
over-all performance into an 8-ohm load (the most
widely used speaker impedance) is still excellent. No
measurements were made for a 4-ohm load inasmuch
as the Futterman is not recommended for use with
4-ohm speakers. At loads higher than 16 ohms. the
amplifier furnishes well above its rated power, and
USTC measured better than 74 watts per channel at
0.5% distortion into a 30-ohm load. (Such a load is
represented by a speaker like the KLH-9 full-range
electrostatic, with which the H-3 amplifier has been
teamed for reportedily superb sonic results.)

Distortion, under all test conditions, was very low;
frequency response, very wide and covering well below

Equipment reports are based on laboratory measurements and listening tests. Data for the reports,
on equipment other than loudspeakers, is obtained by the United States Testing Company, Inc., o©
Hoboken, New Jersey, a completely independent organization not affiliated with the United States

REPORT POLICY

APRIL 1965

Government which, since 1880, has been a leader in product evaluation. Speaker reports are based
on controlled listening tests. Occasionally, a supplementary agency mey be invited to contribute
to the testing program. The choice of equipment to be tested rests with the editors of HIGH FIDELITY.
No report, or portion thereof, may be reproduced for any purpose or in any form without written
permission of the publisher. No reference to the United States Testing Company. Inc.. to its
seals or insignia, or to the results of its tests, including material published in HIGH FIDELITY
based on such tests, may be made without written permission of United States Testing Company, Inc.
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Square-wave response to 50 cps, left, and 10 kc.

and above the normal 20- to 20-kc range. The ampli-
fier's damping factor was 180, one of the highest yet
found. Signal-to-noise ratio was very favorable. The
amplifier's response to a 50-cps square wave showed
moderate “tilt” and was generally indicative of firm,
solid low-end response; this test was made with an 8-ohm
load; raising the load to 16 ohms will of course improve
the low-frequency square-wave response considerably.
The 10-kc square-wave was practically perfect, with a
fast “rise time” and no ringing, indicating excellent
transient response.

The Futterman H-3, without a doubt, is one of the
finest basic amplifiers available. At the indicated power
levels for 8-ohm operation, it provides excellent per-
formance. And its capability for enhanced performance
when driving higher impedance speakers makes it an
outstanding piece of equipment, something indeed of a
connoisseur’s item.

Futterman H-3 Amplifier
Lab Test Data

Performance

characteristic Measurement

Tests performed at 120-v AC line;

Power output (at 1 ke)

| ch at clipping 48.5 watts @ 0.13% THD

| ch for 0.5% THD 56 watts
r ch at clipping 50.4 watts @ 0.11% THD
r ch for 0.5% THD 56 watts

Tests performed at 117-v AC_Iir_\e;

Power output (at 1 ke)

| ch at clipping 38.2 watts @ 0.12% THD
I ch for 0.5% THD 48.5 wotts

r ch ot clipping 42.6 watts @ 0.1% THD
r ch for 0.5% THD 50.4 watts

Power output (at 1 k)

| ch at clipping 27.3 watts @ 0.08% THD
| ¢h for 0.5% THD 32.7 watts
r ch at clipping 29.3 watts @ 0.07% THD
r ch for 0.5% THD 35.2 watts

16-ohm load

16-ohm load

Tests performed at 117-v AC line; 8-ohm load

=z
= 4 Both chs simultaneously:
= INTERMODULATION DISTORTION i i ch at clipping 21 wotts @ 0.11% THD
= 1 ! r ch at clipping 21.7 watts @ 0.09% THD
a § N
= (ETE==—=======--c--- = Sl Power bandwidth for
= 8 Ohm Lood 9
= VE DS Tl —e = 60 and 7000 cps, 4.1 rofio constont 0.5% THD__ 715 cps to 19 ke i -
= 2 4 7 10 1520 30 405060 LT der 0.5%. 23 s
27.3 watts output under 0.5%, cps to 13.5 ke;
POWER OUTPUT IN WATIS 0.7% at 22 cps ond at 20 ke
Pawer Bandwidth & 0.5% THD = 13.6 watts output under 0.2%, 20 cps to 6 kc;
+2 3 S 0.55% at 20 ke
= - /(';E“"'T'ed %" s = IM distortion
z 4 belew 20 cps) z 8.ohm lood under 0.3% up to 29 watts outpu?
= PERFORMANCE CHARACTERISTICS 102 16-ohm load under 0.3% up to 46 watts output
= 8 '\_THI] at 27.3 Watts Y 0'5 ~ S
5 __,dﬁ‘ﬁ 2 o Frequency response, 1-wott +0, -0.5 db, 25 cps to 40 kc;
: 10 THD at 13.6 Watts # 0 g level -3 db ot 8 ¢cps ond at 115 ke
E 12 .. G Load Frequency Response at 1 Wott = (with 16-ohm load, -3 db ot 4 cps)
= 14 P —-.._“\ S 5 f— - A
= A i t 180
= \]g _#* A3 Ohm Load = omping foctor
20 Zero DB == 27.3 Watts (8 ohm load) s Sensitivity 1.1 volt
10 100 1K 10K 00K 2 S/N rotio 88 db
FREQUENCY, (PS
Harman-Kardon
Model SR-900
Tuner/Amplifier

THE EQUIPMENT: Harman-Kardon SR-900, a com-
bination FM stereo tuner and stereo preamplifier—
power amplifier on one chassis. Dimensions: 16% by
S by 113 inches. Price: $469 (in metal cover, removed
for photo); optional walnut cabinet, $29.95. Manufac-
turer: Harman-Kardon, Inc.. The Jerrold Building, 15th
and Lehigh, Philadelphia, Pa. 19132.

COMMENT: A completely solid-state receiver, Harman-
Kardon’s new SR-900 is a handsome, high-performing
instrument that offers excellent FM stereo and mono
reception and also serves as an exceptionally good
stereo amplifier.

The front panel is attractively styled in tones of
brown and gold. The upper portion contains a large.

HicH FIDELITY MAGAZINE

www americanradiohistorv com



www.americanradiohistory.com

g " :

= Zero DB — | Wan

= | —

£7° . M MONO FREUENCY RESPONSE

£ 2 50 100 300500 1K 3K SK 10K 20K
FREQUENCY, CPS

5 -

i} PR
= 13 FM STERED FREQUENCY RESPONSE AND SEPARATION
R Zoro OB = 1 Woett
2 2
g 15
& 3

3(5’ Left Channal

40 Right Channel e il

20 50 100 300 500 1K 3K SK 10K 20K
FREQUENCY, CPS

2 0

=z IHF SENSITIVITY CURVE

=z =10

=]

S -20

2 e IHF Sensitivity at P8 mc = 2.3 uv
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+10 Boss hu:T Trabie Boost
g +(s) V
E
= o TONE CONTROL AND FILTER CHARACTERISTICS

Volume Conirel at 9 a'clack
20 50 100 300 500 1K 3K SK 10K 20K
FREQUENCY, (PS

pury

432 Power Bandwidih @ 0.5% THD =
a-0 =
:_ (Estfimoted on scope below 20 cps §
:_Z and above 20 ke) k S
2.4 THD of 9 Watts 0.5 =
3-8 ~ L= 0=
S_lo THD ot 18 Watts # g
o PERFORMANCE CHARACTERISTICS g
=_14 Frequency Response of 1 Watt =
g-lb i =
-18 vdu;m 3
« 20 Zero DB = T8 Wotts §
-

10 100 1K 10K 100K
FREQUENCY, CPS

Lab Test Data

Performance

characteristic Measurement

T;\er- Section

IHF sensitivity 2.3 uv at 98 me; 3.5 uv at

106 mc; 4.2 uv at 90 me
+0, -3 db, 20 cps to 15 ke

Frequency response, mono

THD, mono 0.25% at 400 cps; 0.4% ot 1 ke;
0.54% at 40 cps

IM distortion 0.16%

Capture ratio 3 db

S/N ratio 53 db

Frequency response, stereo
I ch +0.5, =2 db, 20 ¢ps to 15 ke
rch +0, -2 db, 20 cps to 15 ke

THD, stereo (function switch,
mono/ stereologic) | ch

1.3% at 400 cps; 1% at 1 ke;
2.1% at 40 cps

rch 1.4% at 400 cps; 2% at 1 ke;

1.4% at 40 cps

THD, stereo (function switch,
FM stereo) | ch

0.9% at 400 cps; 0.75% at 1 ke;
1.5% at 40 cps

rch 1.1% ot 400 cps; 1.3% at 1 ke;

1.3% at 40 cps

better than 30 db o; mid-frequ;-‘
cies; better than 20 db, 135 cps
to above 10 ke

Channel separation,
either channel

19-ke pilot suppression -38 db
38-ke subcarrier suppression -54 db

Lab Test Data

Performance
characteristic

Measurement

Amplifier Section

Power output {at 1 ke into

8-ohm load)
I ch at clipping 21.7 watts @ 0.12% THD
I ch for 0.5% THD 26.2 watts
r ch at clipping 20.4 watts @ 0.08% THD
r ch for 0.5% THD 25.2 watts
both channels simul-
taneously
I ch at clipping 19.5 watts @ 0.12% THD

r ch at clipping 18 watts @ 0.08% THD

Power bandwidth for

constant 0.5% THD 7 cps to 39 ke

Harmonic distortion
18 watts output

less than 0.2%, 20 cps to B ke;
less than 0.5% @ 20 ke

less than 0.2%, 20 cps to 8 ke;

less than 0.4% @ 20 ke

9 watts output

IM distortion

4-ohm load 1.35% @ 1-watt output; 0.6%
at 30-watt output

8-ohm load 0.75% @ 1l-watt output; 0.51%
at 27-watt output

16-ohm load 0.35% @ 1-watt output; 0.4%

at 15-watt output

Frequency response, 1-watt *1 db, 7 ¢cps to 40 ke; -2 db
level at 70 ke

+0.5 db, 20 ¢ps to 20 ke
+2.5, -3.5 db, 28 cps to 14 ke

RIAA (disc) equalization

NAB (tape) equalization

Damping factor 22

Sensitivity, various inputs phono, low 2.45 mv
phono, high 92 mv
tape head 3.3 mv
aux 300 mv

S/N ratio, various inputs phono, low 55 db
phono, high 37 db
tape head 55 db
aux 79 db
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easy-to-read station dial and logging scale. At its left
is a stereo signal indicator; to the left of this is a station-
tuning meter. The tuning knob is at the right. The lower
portion of the panel is given over to controls. The
power off/on switch is an amber button that glows when
the set is turned on. There is a six-position function
selector, with settings <ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>