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t Fisher engineers have done
1 more than just install a top-
ty all-solid-state FM-stereo
-and phono playback system
indsome walnut cabinets.
have designed a system that
qusually simple to operate.
ntrols are on the front of the
ifier-changer cabinet, so that
are accessible at all times,
when the dust cover is on.
gold-plated front panel is
, making all controls easy to
and to use. The loudspeakers
onnected to the amplifier on
ottom of the cabinet, holding
onnecting wires inconspicu-

close to the shelf. Fisher has

»hf B o

g ]

done everything to combine in
the 95 the performance of quality
components with the ‘conveni-
ence of a decorator-planned cus-
tom installation.

But we’ve saved the best for
last: The price of the Fisher 95
with 8” woofers is only $369.50!
With the optional, larger speaker
systems, the price is $399.50.

For music lovers who do not
require an FM tuner, the Fisher
85 contains the same audio elec-
tronics as the 95 and is even more
compact. Price of the Fisher 85
with 8” woofers is $269.50. With
the optional, larger speaker sys-
tems, the price is $299.50.

™~ e
|
I

Specifications, Models 85 and 95

Tuner (Model 95 only)

o Large illuminated slide-rule-type dial « 4-gang
front end » Sensitivity 2.2 uv (IHF) « 4 IF stages
plus separate limiter « STEREO BEACON® o Auto-
matic mono-stereo switching « Built-in FM antenna
Amplifier

o Conservatively designed output stage « No output
or driver transformers o All-silicon low-level stages
o Complete audio control center

Record Player

« Garrard automatic turntable « Pickering magnetic
stereo cartridge « Optional Plexiglas dust cover
permits stacking of 10 records

Loudspeakers

o Compact two-way system with 8" woofer (stand-
ard) « Bookshelf system with 10” woofer (optional)
o Both speaker systems have extended-range 2Y2”
tweeters. ®PAT. PENDING

CIRCLE 29 ON READER-SERVICE CARD
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Now Fisher has made the proc-
ess of selecting, matching and in-
stalling a component system as
easy as placing the Fisher 95 on
a bookshelf. No longer is it nec-
essary for a music lover to worry
about anything but the music.
The world-famous Fisher engi-
neering staff has done it all for
you.

They have chosen the Fisher
FISHER RADIO CORPORATION tuner and amplifier which are best
11-35 45th Road for each other, and then carefully
Long Island City, N.Y. 11101 selected a pair of Fisher speakers

plus a record changer and a car-
tridge to match. The only finger
lifting you’ll have to do is when
you turn the 95 on.

Mail this post card for your free copy of The Fisher Handbook 1966.

ged

copy of the new 1966 edition of The Fisher

Handbook. This revised and enlar,
guide is a magnificent 80-page book. Detailed

mmformation on all Fisher components is in«

FREE! $2.00 VALUE! Send for your free
cluded.

|
|
I
I
I
I
I
I
I
I
I
I
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"How to

‘match and install six
top-quallty stereo
components without

lifting afinger:
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Nine out of ten musicians
prefer the natural sound of
Pickering.

Microgroove discs are recorded
by magnetic processes. Naturally
they sound better when reproduced
with a Pickering Micro-MagneticT™; there’s
a natural compatibility. From the tiniest peep of a
piccolo to the mightiest roar of an organ, Pickering produces
sound as natural as the original performance. That's why musicians
prefer Pickering. And so does everyone else who can hear the difference.

Pickering makes it easy to get natural sound in any stereo installation. There
are four Pickering Micro-Magnetic pickups, each designed for a specific application.
The V-15AC-2 is for conventional record changers, where high output and heavier tracking forces
are required. The V-15AT-2 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 sophisticate who demands the last word in tracking ability.

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

But the ultimate test of a cartridge is the human ear. Find out for yourself. Listen carefully to Plckerlnu

a Pickering. You'll hear the difference. For those who can the difference.
Pickering & Co.
Plainview, L.1, N.Y.

CIRCLE 60 ON READER-SERVICE CARD
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KENWOOD

TK-60 « AM/FM « 60 WATT
SOLID STATE STEREO
SILICON POWER - $239.95

P <ENWOOD

|9 9§ 98 5 9BUNEDR _ o

MODEL TK-60 - AM/FM AUTOMATIC MULTIPLEX RECEIVER

featuring:

4 gang tuning condenser front-end for high sensitivity,
image rejection and cross modulation ratio.

5 I.F. stages with exclusive automatic Gain Control
Amplifier and wide band ratio detector for excellent
selectivity and noise suppression.

Transformerless silicon power transistor amplifier with
heavy heat sink for high Damping Factor and superior
wide power bandwidth.

Exclusive blow-out proof automatic circuit breaker
protects power transistor.

Tuner Section: Four diodes special circuitry time division multiplex decoder
for 38 db channel separation and 50 db subcarrier
suppression.

Automatic FM Stereo mono niode silent switching circuit
with stereo light indicator.

Illuminated pinpoint AM/FM tuning meter .

Amplifier Section: 60 watt IHF standard total dynamic power.

Very low IM distortion (no camel-back hump) — exceptional
clear low level to high level listening.

Wide 20 to 30,000 Hz power band width.

Six position program source selector permits AM. FM-Mono,
FM-Auto, PHONO, TAPE HD, AUX.

Five position mode switch for LEFT, RIGHT, STEREOQ,
STEREO REVERSE, MONO.

A rocker switch VOLUME CONTROL for loudness contour.

Bass and treble controls may be used to regulate each
channel simultaneously.

Front panel stereo phone jack.
Center channel output for monaural amplifier and speaker.

Direct tape monitor switch for tape monitoring without
changing cable connection.

... the Price of $239.95 includes the handsome cabinet.

sound Visit your nearest KENWOOD franchised dealer,
approach  or write us for free, descriptive literature.

to quality
Y KENWOOD

3700 So. Broadway Pl., Los Angeles, Calif. 30007, AD 2-7217 + 212 Fifth Avenue, New York, N.Y. 10010, MU 3-1115
CIRCLE 46 ON READER-SERVICE CARD
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COLUMBIA
STEREO TAPE CLUB

now offers you

FREE .
join now
REVOLUTIONARY
SELF-THREADING
TAKE-UP REEL

Just drop the end
of the tape over
this reel, start
your recorder, and
watch it thread it-
self! Unique
Scotch® process
automatically
threads up tape of
any thickness, re-
leases freely on
rewind.

MORE GENIUS OF
JANKOWSKI

Canadian Sunset + Helde
Sunrise Serenade

HAPPINESS IS
RAY CONNIFF
tus SINGERS -
and ORCHESTRA
Blue Moon
All by M_ysel( <
10 MORE -
2398. Also Melodie
D'Amour, tamaica
farewell, etc.

9 MORE

c

2350. Also: Charming
Vienna, A Walk In
Bavaria, etc.

9

FOR
ONLY

028,

ANY 4

STEREO TAPES

if you join the Club now and agree to purchase
as few as 5 selections in the next 12 months,

from the more than 200 to be offered

ORIGINAL SOUNDTRACK

SCPTEMBER | Barbra Streisand ANDY WILLIAMS' Y TCHAIKOVSKY DEAN MARTIN | | S0 o o arait
OF MYAVEAR Color Me Barbra NEWEST HITS MENDELSSOHN HOUSTON Tom Jones sings
FRANK . [k} Violin Concertos plus -1 Will « Down Home ",, titte song
SINATRA 3 Remember FRANCESCATTY =y
| You
e New York
A Fool Phitharmonic
Neverlearns Cleveland
10 WORE [Ccy corummia) Orchestra
2346. Also: Once 2407. where Am | 2399. Plus: On The  2330. ‘*Performance 2257, Also: Detour, 2322. ** . more tire
Upon a Time, Don't Going, C'est Se Bon, Street Where You of beauty & warmth." qu First Thing than Goldfinger.'"
Wait Too Long, etc. Yesterdays, elc, Live, Emily, etc. —Am. Record Guide Ev'ry Morning, efc. High fidelity
Trumpets’ Greatest Mits THIS TIME BY BASIE BELOVED CHORUSES. Yol 2
BROADWAY The Wonderful World JOHNNY MATHIS
BOUQUE [} BOBBY HACKETT Hits of the 50°s and 60's! Motmon Tabernacle Choir
Antonio Carlos Jobim And the Fiy Me To SWEERART Philadsiphia Orchestia
Angels Sing The Moon TREE
y E Pl Music of Bach,
. — '.S:{,',; S * Danny Boy | | ] Beethoven. Schubert.|
- . o Autumn Grieg, others
The Magnificent Walk, Leaves >
Strings of Percy Faith Don’t Run Facny | g wome !
2161.long Ago,Make 2178, Bomh She's 2327. Also: Ciribir- 2112, Also: Dne Mint 2291, Also: This Is 2264. "'Heartily rec-

Someone Happy, Who
Can | Turn To, etc.

ROGER MILLER'S
GOLDEN HITS
England
Swings
Ken:
the Road
Dang Me
9 MORE

GROFPE:
GRAND
CANYON
SUITE
Bernstein
N.Y.

Philharmonic

2276. Also: Kansas
City Star, In The
Summertime, etc.

ROGER WILLIAMS
plays THE HITS

Dear Heart « Mr, Lonely

1645. Detightful per-
formance of Grofe's
soaring tone poem

PHILIPPE ENTREMONT

THE 4 SEASONS
Gold Vault of Hits

Dawn (Go Away)
Let's Hang On
fRag Dot

9 MORE

2403. Also: Big Man
in Town, Toy Soldier,

etc.

[coLimuia]
WANDERING MINSTRELS
New Christy Minstreis

Ronnie,

THE

Peopie ® mers The Girl
from
Nos. 24 4 Ipanema
[coLumsia)
EUGENE ORMANDY Wimoweh
PHILADELPHIA ORCH, 10 MORE
2077. Also: willow 2217. Glittering per- 2222. Also: Tie Me

WeepForMe,Frenesi,  formances of these

TryToRemember,etc.

two charming works

Kangaroo Down,
Sport; etc.

A Carijoca, Dmdl,
Surfboard, 8 more

SERKIN - BEETHOVEN

[coLune=:-]
Thiee Favorite Sonatas
MOGNLIGHT « PATHETIQUE
APPASSIONATA

1263. *'Magnificent
performances!"” —

High Fidelity

THE MOVIE SONG ALBUM

TONY BENNETT

[CorMma

Song from
“The Oscar”

Emily
10 MONE

2404. also: Never

bin, Sugar Blues, 0

Mein Papa, etc.

“ROBERT GOULET
ON BROADWAY

Julep, Nice "N’ Easy,
Maoon River, etc.

Love, Symphony, I'll
Close My Eyes, etc.

ommended.'”" — Amer-
ican Record Guide

LEDNARD BERNSTEIN
NEW YORK PHILHARMONIC

2268. Also: Who Can
1 Turn To; Long Ago;
Sunrise, Sunset; etc.

2267.'Stunning,with
slaggermg articula-

FERRANTE & TEICHER
ONLY THE BEST

Downtown - Chim Chim
Cher-ee - 10 more

Half A

2236. Also:
Sixpence, Fiddier On

TCHAIKOVSKY:
THE NUTCRACKER
- SWAN LANE (Suites)
ORMANDY
PHILADELPHIA omzsm

COLUMHIA

2405. "*Exciting, sen-
suous romanticism."

SPECTACULARSI
by Tchaikovshy,

Otfenbach. others

EUQENE DAMANDY
PHILADELPMIA ORCHESTRA

Joo Late, The Pawn.
broker, Smile, etc.

2244. Thirteen daz-
zling showpieces —
played with fire

2409. Also: The wild
Mountain Thyme,
PauvreRuteboef,etc.

2225. Also:
Jane; The Rising of
The Moon; etc.

Jane,

HERE'S A FABULOUS OFFER from the
world-famous Columbia Stereo Tape
Club...an exceptional offer that allows
you to build an outstanding collection of
superb stereo tapes at great savings!

Yes, by joining now you may have
ANY FOUR of the magnificently recorded
4-track stereo tapes described here —
sold regularly by the Club for up to $31.80
— for only $5.98!

TO RECEIVE YOUR 4 PRE-RECORDED
STEREO TAPES FOR ONLY $5.98 —simply
till in and mail the coupon at the. right.
Be sure to indicate the type of music
in which you are mainly interested:
Classical or Popular.

HOW THE CLUB OPERATES: Each month
the Club's staff of music experts chooses
a wide variety of outstanding selections.
These selections are described in the
entertaining and informative Club maga-
zine which you receive free each month.

You may accept the monthly selec-
tion for the field of music in which you
are primarily interested...or take any

of the wide variety of other tapes of-
fered by the Club . . . or take NO tape
in any particular month.

Your only membership obligation is to
purchase 5 tapes from the more than
200 to be offered in the coming 12
months. Thereafter, you have no further
obligation to buy any additional tapes

.and you may discontinue your mem-

bership at any time.
FREE TAPES GIVEN REGULARLY. If you
wish to continue as a member after pur-
chasing five tapes you will receive —
FREE — a 4-track stereo tape of your
choice for every two additional tapes
you buy from the Club.

The tapes you want are mailed and
billed to you at the regular Ciub price
of $7.95 (occasional Original Cast re-
cordings somewhat higher), plus a small
mailing and handling charge.

SEND NO MONEY — Just mail the coupon
today to receive your four pre-recorded
4-track stereo tapes for only $5.98!

Note: All tapes offered by the Club ust
be pluyed back on i-track stereo edquibment.

COLUMBIA STEREO TAPE CLUB - Terre Haute, Indiana

CIRCLE 12 ON READER-SERVICE CARD
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COLUMBIA STEREO TAPE CLUB, Dept. 405-2
Terre Haute, Indiana 47808

I accept your special offer and have written in the
boxes at the right the numbers of the 4 tabes I
would like to receive for $5.98, rlus a small mailineg
and handling charge. I will a 0 receive my self-
threading take-up reel — FR|

My main musical interest is (check one}):
[J CLASSICAL [J POPULAR

I understand that I may select tapes from any field
of music. I agree to purchase five selections from
the more than 200 to be offered in the coming 12
months, at the regular Club price plus a small mail-
ing and handling charge. Thereafter. if I decide to
continue my membership. I am to receive a 4-track,
pre-recorded tape of my choice FREE for every two
additional selections I accept.

Print

Flrs( Name Initial

Addrossids o oo o ponbed bbb tbopad VLol A ST o x4 A e

STATCL prgiars ST oty 4 e P C i B T Py T T oy R

This ofler is available only within
the continental limits of the U.S.
L e

T-4t/F66
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Las( Name

tion.'~High Fidelity The Roof, etc. —N. Y. Times
rinontis ot | | semamenmnn | |# vvan
VANGUARD plus « Earty M.olr’n:n'w:aein"" _— 'I’svéE‘ A
Satistied $ Leons diBe nsiein,
Mind N. Y. PHILHARMONIC
CoI;;u ¢ % (bvl#luna
» MoRe ¥ o

2213. Baroque mas-
terpiece—in a mas-
terful performance

NO MONEY — JUST MAIL COUPON!

SEND ME l
THESE FOUR
TAPES

{fill in numbers
below)
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THE ROBERTS
1725-8L COMPATIBLE

TAPE RECORDER
DOES IT ALL!

record and playback — the new ‘‘Stereo 8”
cartridge as well as regular reel tape

Now from Roberts Electronics, a leading manufacturer of pro-
fessional and home tape recorders, comes the ultimate in a tape
recorder that does it all — the 1725-8L Compatible!

The 1725-8L is a stereo recorder for both 8-track cartridges and
standard Va-track reel-to-reel tape. This unique combination unit
features: record on ‘‘Stereo 8" cartridges - “Stereo 8" manual
or remote track selection for changing programs instantly
- 4-track stereo and monaural record and playback on regular
reei tape - 4-speed operation * 2 speakers *+ 2 VU meters - 18000
cycle wide range audio - FM multiplex ready * stereo headphone
jack - automatic shut-off « plus many other professional features.

- retaiL price $389.95
:' ROB E RTS 5922 Bowcroft St., Los Angeles, California 90016

a division of Rheem Manufacturing with over 75 plants around the world

CIRCLE 66 ON READER-SERVICE CARD
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LETrERS

A Tasteful Speaker

Sir:

Norman  Eisenberg  [‘Loudspeakers,”
June 1966] refers to the different seating
habits of concertgoers to illustrate how
taste can be conditioned to reject a “flat”
speaker; one person is used to more
treble and another to more bass. “In-
deed,” Mr. Eisenberg writes, “it is mainly
because of such variations in taste that
most speaker manufacturers offer a wide
variety of models. . . .

| I can’t speak for other speaker manufac-
turers, but I can speak for AR: the only
purposeful variations in the different AR

| models are those dictated by cost. In

| each speaker price range we design for
| the same taste, which really amounts to
a distaste for coloration.

[ The school of loudspeaker evaluation
that considers personal taste as primary
derives, | suspect. from an attempt to
explain away speaker coloration and bad

| ratings. The “taste” principle, if valid,
would apply equally to amplifiers. Yet
no one would think of shopping for an
amplifier with nonadjustable, perma-
nently skewed response to satisfy his
particular tonal preferences.

In comparing high fidelity components.
taste should be involved only when one
must choose between defects.

Edgar Villchur
Acoustic Research, Inc.
Cambridge, Mass.

Mr. Eisenberg replies: “Mr. Villchur is
right when he savs that he ‘can’t speak
for other speaker manufacturers ...
Which is precisely why we need general
articles that attempt to explain things on
an inclusive, rather than exclusive, basis.
It is the job of a responsible reporter to
be cognizant of design differences and
to describe them without “penalizing’ the
designer for having different personal
tastes from the writer's, or for trving to
appeal to more than one group of tastes.”

Prokofiev in Stereo

Sir:

1 have just read with great interest Giu-
seppe Pugliese’s article in the June HiGu
FiEL11y [*The Unknown World of Pro-
kofiev's Operas”]. In addition to the
recordings he mentioned in his dis-
cography, there are also complete per-
formances of The Gambler and Betrothal
in a Monastery, both of which have
been issued in Russia and in stereo

Continued on page 8

HigH FIDELITY MAGAZINE
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STOP THROWING
AWAY MONEY WHEN
YOU BUY RECORDS.

There are two ways vou can throw away money
on records. The more popular way is to buy records
at full price. That’s fine if you enjoy paying several
dollars more per record. But the money you've thrown
away could have gone towards better things. Like
more records.

Then why pay full price? Necessity. Many
towns don’t have discount stores. And most discount
stores don’t have every recording in stock. That’s
where record clubs come in.

Some Record Clubs Can Make You
Throw Your Money Away.

Record clubs can be one of the least expensive
ways of buying records. They can be a means of get-
ting the record you want by the artist you want. But
they can also be the second way you throw away
money.

Why ? Because of the very nature of some rec-
ord clubs, These clubs give you an obligatory number
of records to buy during a period of time. With each
unwanted record you're forced to buy, you're forced
to throw away money.

Some record clubs give vou discounts only on a
chosen category of records. Or discounts only on
their own label. A record club that saves you money
only sometimes wastes your money the other times.

Citadel Saves You Money.

Then there’s Citadel. Citadel is a straightfor-
ward record club, There are no obligatory records to
buy. No records sent to you that you didn’t ask for.
No cards to return or else vou get the record. You buy
the records you want. Only the records you want. And
as few or as many as vou want. In fact, once you join
the club, you don’t have to buy any records at all.

And vour choice in records is limitless. You can
choose any record vou want. By any artist. On any
label. Citadel club members have well-rounded musi-
cal tastes. So there are no record categories. And even
if a record is obscure, we'll find it for you. At no
extra charge. If you collect 4-track stereo tapes we've
got every tape in print, including auto tapes.

We'll also give vou the best discounts around,
Always a minimum of 35%. That goes for always.
There are never any sudden rises in cost. Never any
list price purchases. In fact, we'll regularly give you
discounts on the discounts. When we ourselves get
records at lower prices, we pass the savings on to you.
That can save you more than half the listed price.

Citadel Has Jet-Speed Service.
Citadel has faster service than any other rec-

ord club, Once we've received your order, we send
vou vour records immediately. Often on the same
day as received. If you've ordered a record that’s
hard to find, we'll send it as soon as we find it. Your
other orders will go on ahead. Since there are no
records you must buy, obviously you’'re eager to hear
those vou’ve chosen. And you get to hear them almost
immediately.

Once your records come, they'll be factory fresh
and free from defects or damage of any sort. That
we guarantee. But if by any chance a defective rec-
ord does get through our inspection, we'll immedi-
ately replace it free of charge.

Citadel Offers Life Membership.

That’s what we mean by being straightforward,.
There’s no small print in our small print. No red tape.
We like giving vou the best deal possible in the nicest
possible way. And the very best deal we can make is
to give vou all the benefits of our record club for life.
Records, discounts, super-speedy service for the rest
of vour life... all for $5.00. Same goes for tapes.

And the very minute you become a life member
in the Citadel Record Club, we'll send you a free
Schwann Record Catalog, listing over 30,000 record-
ings by artist, label and title. If you collect tapes,
we'll send vou a free Harrison catalog listing all
available tapes.

Send us your $5.00 now. It’s the only fee you'll
ever have to pay. You'll never have to buy a single rec-
ord from us. But you'll know that Citadel’s “there.”
Just in case you don’t feel like throwing away any
more money on records.
JEENEEEE S SN EEEEEEEEE)

CITADEIL RECORD CLUB, 545 Fifth
Ave., New York, N.Y. 10017

Please enroll me as a lifetime member of the
Citadel Record Club. I understand that I am entitled
to all membership privileges without any obligation
to buy anything, ever. If, after 30 days, I am not fully
satisfied, I understand that my $5.00 will be imme-
diately refunded.

J I am enclosing $5.00 for Record Division member-
ship. Send Schwann Catalog.

O I am enclosing $5.00 for Record and Tape Division
membership. Send Schwann and Harrison Catalogs.

NAME _ =

ADDRESS _ S

CITY STATE Z1P

H-86A
IiEEEEEEESEEEEENENENEEEN
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NEVER MONITOR TAPES
WITHOUT KOSS STEREOPHONES!

Why? Koss Stereophones tell you what the recording head
is putting on your tape. Insures proper volume level, tells you if
outside noise is going on the tape, helps you adjust for smooth
bass and treble response.

NEVER PLAY BACK TAPES
WITHOUT KOSS STEREOPHONES!

Why‘.’ Koss Stereophones reproduce all the critical sounds
on your tapes. Sensitive frequency response gives you realistic
“sound picture” of what is on your tapes — either monaural or
stereo — without disturbing others.

NEVER EDIT TAPES
WITHOUT KOSS STEREOPHONES!

Why'.’ Koss Stereophones give you personalized listening.
You avoid annoying others with the constant replay of material
being edited. You aren’t annoyed by others either. You actually
edit faster because you avoid outside distractions.

SP-3X STEREOPHONES

Wide range 10.15,000c.p.s.response
obtainable only through earphone lis-
tening. Sensitive 3%,;"” sound repro-
ducers mounted in each earpiece.
Softsponge foam carand head cush-
ions. Impedance 4-16 ohms. $24.95.

)
B 1

PRO4 STEREOPHONES

Fluid-filled earpads for tight, com-
fortable seal. A durable phone
designed for professionals. 30-
20,000 c.p.s. response. $45.00.

Koss electronics inc.

2227 N. 31ST STREET * MILWAUKEE, WISCONSIN 53208 U.S.A.
Koss Impetus International ¢ 2 Via Berna * Lugano, Switzerland
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LETTERS
Continued from page 8

1967. The contents of the five-disc album
are still under wraps, but RCA assures
us that it will contain broadcast muauterial
never before available on discs.

Willie's Teachers

Sir:
In a letter recently published in these
columns concerning the late William
Kapell [May 1966], William Sidel makes
the astonishing statement, “It is also
time to correct the widely held fallacy
that Olga Samaroff was his teacher.”
Mr. Sidel is totally inaccurate. I had the
privilege of studying with Mme. Samar-
off and at the same time that Willie did.
By any standards she was one of the
great teachers of her day, and if Mr.
Sidel's purpose is somehow 1o suggest
that Willie learned nothing from her in
all those vears, then his letter is unchari-
table as well as inaccurate. She helped
give him a measure of self-discipline.
which was terribly lacking. both person-
ally and musically. when he first came
to her.

As we who were in her class will
attest. Mme. Samaroff was far more than
teacher to all of us. including Willie.
She gave unstintingly of her affection
and humanity as well as of her musical
and pianistic wisdom and gave in double
measure. No one could have asked for
more, nor received more than we did.

Francis Madeira

Musical Director,

Rhode Island Philharmonic Orchestra

Providence, R. 1.

Myr. Madeira is quite correct. According
to Juilliard’'s records, William Kapell
studied with Dorothea LaFollette from
1933 to 1938 and spent five vears as a
pupil of Olga Samaroff at the Phila-
delphia Conservatory (1938-1940) and
at the Juilliard Graduate School (1940-
1943).

Hizh Fidelity, August 1966. Vol. 16. No.
8. Published monthly by The Billboard
Publishing Co.. publisher of Billboard,
Vend. Amusement Business.  American
Artist. and Modern Photography. High Fi-
delity/Musicai America Edition published
monthly except December. when it is pub-
lished semi-monthly. Member Audit Bureau
of Circulations.

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 accompianied by return postage.

Subscriptions should be addressed to High
Fidelity. Great Barrington. Mass. 01230,
Subscription rates: High Fidelity/Musical
America: Anywhere on Earth, 1 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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AR-2¥ (new model of
the AR-2)—$89 to $102

R it
AR-2a* (AR-2* plus super-
tweeter)—$109 to $128

AR-4X—$51 to $57 AR-3-$203 to $225
depending on finish

[Speakers are shown with grille cloths removed.]

why A% ‘guarantees its speakers for 5 years

(covering all repair costs, including freight):

1. If's fair.
2. It’s good business.

3. It Leeps our quality control depariment on its (oes.

A+ Because of #3, it doesn’t cost us very much.*

AR turntables are guaranteed for one year, with freight and repair costs covered.

The superior performance of AR speakers and turntables, attested to almost universally in equipment reviews,** is not likely to
change after years of use. If the unlikely does occur, we take care of it.

Literature on AR products will be sent on request.

“The return rate of some models over the entire 5-year life of the guarantee is less thon 1%.

**Lists of the top equipment choices of four magazines are ovailable on request. All four chose the AR turntable, ond three of the four
chose AR-3 speakers.

ACOUSTIC RESEARCH, INC., 24 Thorndike Street, Cambridge. Massachusetts 021 11
CIRCLE 2 ON READER-SERVICE CARD
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FROM OUR CORRESPONDENTS

classical

recording
McClure, has
been in Los Angeles once again

Columbia’s
director, John
LOS ANGELES
burning candles at the twin
shrines of Igor Stravinsky and
Charles Ives. Recording sessions
of music by both composers took place under his
supervision during early May in the cathedral-like
auditorium of the Highland Avenue American
Legion Hall (the setting for all Bruno Walter's Los
Angeles recording dates). For the Stravinsky end of
things, Robert Craft had, as usual, fully prepared
the Columbia Symphony (made up of studio players
and Los Angeles Philharmonic musicians) before
the composer himself took over for the final pre-
taping rehearsals and subsequent takes. On the
agenda were the first Stravinsky-led recording of his
early (1908) Symphony in E flat and a stereo remake
of Perséphone. In the latter Vera Zorina was once
again narrator, the tenor was Michel Molese. and the
chorus that of New York State's Ithaca College,
prepared by Gregg Smith.

Shining light of both the Stravinsky and the
Ives sessions was the Texas Boys Choir. imported
at the suggestion of Mr. Smith. Innocently, angeli-
cally, these young choristers floated their way
through Stravinskyan angularities and hair-curling
Ivesian dissonant combinations which, had they been
older, they would have known it was “impossible”

More Stravinsky
by Stravinsky

—And Ivesian
Explorations

for them to sing. All was sung from memory, all
without a moment's insecurity. When 1 asked their
director, George Bragg., what percentage of candi-
dates he accepts to gather together such a remark-
able group, he astounded me by answering that he
takes the majority of those who apply. Surely, this
man has evolved some magical music-making ways
with children.

Stravinskyan Savor. Stravinsky no longer springs,
catlike, onto the podium; he shuffles now, cane in
hand. But once on the conductor's platform, he is
the same old wrist-twisting wonder he always has
been. Conducting the E flat Symphony with a benign
smile on his face throughout the entire pair of ses-
sions devoted to it, he seemed to approve of the
young fellow who wrote it. The work, with its Tchai-
kovsky (Fifth Symphony) and even Wagner (Fire
Music) reflections and its occasional Firebird-like
foreshadowings. seemed in his hands a far better
put together piece than the old SPA Adler-led re-
cording might have led one to believe. Since the
Stravinsky of these days is of highly changeable
mood, however, it was not surprising that the
honeymoon atmosphere of the E flat Symphony
sessions did not carry over to Perséphone. That
serene mélodrame was interrupted from time to time
as the composer/conductor raged, once banging his
entire arm from Continued on page 15

HigH FIDELITY MAGAZINE

www americanradiohistorv com


www.americanradiohistory.com

So nice to come home with...so nice o come home to!

Lear Jet Stereo 8

the first and finest 8-track tape cartridges and players
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Drive to the sounds of Carnegie Hall.. . thrill to the brilliant stereo
music from the world's finest tape cartridge system...Lear Jet
Stereo 8...the quality standard of the industry. Even a traffic jam
becomes bearable! The Stereo 8 provides over an hour’s entertain-
ment of your choice from the libraries of over 40 leading record com-
panies. Integral AM or FM radio optional for both car and home units.

FOR THE HMOME

At home. .. use the same cartridges to enjoy full dimensional stereo-
phonic reproduction through your present home stereo system by
plugging-in this handsomely crafted Lear Jet Home Tape Deck. Dis-
cover for yourself the conveniences and musical perfection of Lear Jet
tapes, decks and radios.. .. the modern way to enjoy recorded enter-
tainment. See your dealer and listen to the finest .. . Lear Jet Stereo 8.

X LEAR JET 3 . .

CIRCL: 50 ON READER-SERVICE CARD

AUGLST 1966

LEAR JET INDUSTRIES / Stereo Systems - Avionic Instrumentation - Executive and Airline Jet Aircraft .
Stereo Division « 13131 Lyndon Ave., Detroit, Michigan QM'M 0 _8)
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Good records start with Stanton.

A professional needs to know
for sure. When he listens to a test
pressing, he needs a cartridge that
will reproduce exactly what has
been cut into the grooves. No
more, no less. Otherwise he would
never be able to control the final
product. The record you buy in
the store.

That's why the professionals
keep using Stanton. It teils them
the whole truth, and nothing but.

In the photograph above, studio
engincers are shown listening to

a test pressing. This is a critical
stage in record making. The
stereo playback system they are
listening through is fronted
by a Stanton 581 EL Calibration
Standard. (The turntable also
happens to be a Stanton. Other
fine turntables will work, too.}
They’re getting the whole mes-
sage. You'l! get it, too, in an up-
coming release.

Each Stanton Micro FLUX-
VALVE® Calibration Srandard
is custom made. That means that

CIRCLE 76 ON REACER-SERVICE CARD
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} BY Fe.v” EDSON

each will perform exactly as the
original laboratory prototype. We
laboriously adjust them until they
do. It also means that you will
get the samc accuracy that the
professionals get. Guaranteed.

Stanton Calibrarion Standards
are hard to make. And the price
reflects it. $49.50. But
that really isn’t much
to pay for uncompro-
. mising accuracy.

ey Stanton Magnetics, Inc.

STANTON Plainview, L. 1., N. Y.

Hicn FIDEi1ITY MAGAZINE
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The Tandberg Fuldra Girl PreSents:

NOTES FROM
OUR CORRESPONDENTS

Continued from page 12

elbow to wrist on his music stand
again and again, over some detail not
to his liking.

Altercations, however, apparently never
take place between Stravinsky and Mc- V
Clure, each of whom seems content to
bow to the other's will regarding im- T
provements as the recording progresses. ~
McClure is no longer left in as much .
isolation in the control room as was
once the case in this Los Angeles
hall; he sees all that is taking place on
the podium via a small TV screen set
in front of him. (How pleasant it would
be for future generations if he and
Columbia could somehow hook that up
to a video tape recorder!)

Mr. McClure's Manifesto. It may not
yet be generally known that McClure.
devoted to recording every note of
Stravinsky by Stravinsky. has also de-
clared his intention of documenting on
discs every note of Charles Ives that
can be put into performable shape. (A
look at Columbia’s growing list of lves
offerings will bear this out.) The prob-
lem is twofold. as McClure describes
it. First, much lves still remains in manu-
script, much of it not only near-
indecipherable but some of it necding a
bit of *composition™ on the cditor’s part
as well. Second, even after a perform-
ing score has been prepared, it is not
always easy to find professional groups
willing to take on the challenge. It will
be vears, if ever, before Columbia can
make such a recording project pay for
itself, and though the company covers
the cxpenses of the recording sessions,
it is not in a position, without founda-
tion aid or such, to bear the cost of
the necessary preliminary rehearsals for
the larger lves works. Despite McClure's
efforts, many of lves works have so far
had to go a-begging. One major large-
orchestra work still untouched is the
Orchestral Set No. 2 (1915). Any takers?

Ivesiana. Gregg Smith has been selected A COMPLETE 20 WATT HI FI
by McClure to edit, prepare for per- %
formance, and record the Ives choral STEREO SOUND SYSTEM A\

literature. and it is considerable; far

more exists than appears in most lists FEATURING THE COMPACT MODEL 12 TAPE RECORDER
of Ives compositions. Working with the The magrificent i
2 : - & sounds of life are created n

cooperation of John Kirkpatrick at Yale, . = . R

Sniith, Kas dieg out some remarkable this precision solid state portable instrument.

works, which he and McClure were busy : -

recording in between Stravinsky sessions. Complete with carrying case —$498.00.

Chief discovery is a setting by Ives of And if you purzhase one before 9/30/66 —

the 90th Psalm, for chorus, organ, and two dynamic, low irpelance mi

bells. The work, about ten minutes long, yf ! P mlcmphones ke, JJ >

is couched in part in the polytonal idiom yours, . ree. Th= Model 12 has two U.S.-typa ’

of the Harvest Home Chorales and the prone jack low impedance microphone inputs. {

67th Psalm, both of which are also _

recordsd by Smith and his group. Other Ask your Tandberg cea er to show you

sleepers include a 100th Psalm and th2 many 2xclusive features of

Psalm 150. In addition, material known th= Model 12 tod

previously only in voice-piano versions =hode Y. 4

was recorded in keeping with what Ives *Opsional equipment—two Modzl 113 MINI-SPEAKERS at $49.50 each. :

originally had in mind. Thus, among A

Ives's sixty-second wonders, the song ‘
’

p—
. o
Continued o 18 ‘l" r
ntinued on page l‘ln e 4 OF AMERICA, INC. \

P.C. BOX 17., 8 TH RD AMENUE
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“"Extra Engineering’’ makes Panasonic America’s
fastest growing tape recorder line.

Only Panasonic "extra engineering’’ gives you features missing in other comparably
priced tape recorders * Up to twice the battery life - Hi-Top batteries incl. - Safety lock
record feature on all sets - Voice-activated Audio-Matic Mike (Optional) - Capstan
drive - Solid State - All Portables come with Remote Dynamic Mikes, batteries, and
earphone - All Stereo Sets come with two Dynamic Pencil Mikes with stands -

All Panasonics come ready to use . .. complete with take-up reel

and tape, connecting cords, mikes.

RQ3100

Just Released! Cartridge tape
recorder with first transistorized
motor...eliminates motor noise!

Absolute noise-free enjoyment, No tape
handling. Provides 1 hour play/record time
at a touch of your finger. Ideal sound sys-
tem for home or auto. Visual tape indicator.
100 to 7000 CPS provides high frequency
response. VU meter and battery level indi-
cator. Single knob control. Records on two
tracks at 1% ips. Complete with leather
carrying case, Dynamic Remote Mike and
earphone. $79.95

»

RQ 113

Exclusive: Now a $39.95 unit
you can’t overload.

Automatic Recording Level Control. You ean’t make
a mistake. Two speeds. 3% ” PM Dynamic Speaker.
3% " take-up reel and tape. Fast forward. $39.95

Big sound 2-watt Hi-Fi o
ideal for home use.

Features EASY-MATIC SWITCH for foolproof
recording. Cue Control. Digital tape counter. Con-
tinuous tone control. Hi-sensitivity Pencil Mike with
stand. Sound monitoring. Doubles as PA Sy:tem.

79.95

Exclusive 3-position control switch
assures foolproof recordings...
can’t overload!

3-position switch makes this the most ver-
satile unit at the price. Position 1 acti-
vates the EASY-MATIC. Record without
adjustment. Position 2 activates the VU
meter and battery level indicator. Ideal
for the sound perfectionist. Position 3 mon-
itors sound while recording. Dynamic
Speaker. 5” reels. Digital Tape Counter.
Special “Sure-Power” Exclusive: If power
fails while set is operating, batteries take
over. $79.95

Solid State. AC Bias. Push button.
2-speed Capstan Drive ... only $49.95

VU meter-battery level indicator. Fast forward,. Two
speeds. Powerful 314” PM Dynamic Speaker. AC
adaptable. Easy operation. 31,” reels.

Hi-Fi push-button
7'’ tape recorder with golden
recording head provides unmatched sound quality.

Features EASY-MATIC SWITCH. 6” x 4* PM Dy-
namic Speaker. Cue Control. Push-button vperation.
Sound monitoring. Continuous tone control. Dynamic
Pencil Mike with stand. Digital tape counter. VU
meter for the sound perfectionist. 7” reels. Doubles
as PA System.

Sophisticated 3V4"’ reel
built-in AC portable...only $59.95

For businessmen, students, all-purpose
use. Rugged and trouble-free. Needs no
adapter. Just plug it in...or play on bat-
teries. Remote Dynamic Mike with switch.
Two speeds. VU meter-battery level indi-
cator. Carrying case. Single lever opera-
tion. Complete with 3% " take-up reel and
tape, batteries, Dynamic Earphone, cords.
Accommodates Panasonic business use
accessories. $59.95

Advanced Hi-Fi solid-state circuitry . . .
features high-output and wide frequency range.

Quick reset digital tape counter. One knob control.
Wide-Range 3!.” PM Dynamic Speaker. Continuous
tone control. Sound monitoring. VU meter-battery

level indicator. 53” reels. $99.95

Big 6-watt output provides
ultimate in monaural recording

Dual Speaker System. 6”x 3% ” PM Dynamic Speakers.
3-speed Capstan Drive. 60 to 16,000 CPS. Vertical and
Horizontal operation. EASY-MATIC SWITCH.
Sound monitoring. 3 recording modes. Push-button
reset digital tape counter. 77 recls. Pencil Dynamic
Mike with stand. All necessary input and output con-
nector cords. $129.95

vvwvv.arﬁricanradiohistorv.com
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Panasonic Stereo...with built-in extras
found in no other comparably priced sets.

4-track stereo recorder with
integrated detachable speakers
..« all in solid walnut cabinets.

Sets a new standard in engineering and styling.
Integrated matched four-speaker system with
separate tweeter and woofer for each wing. Elec-
trically hinged speakers play in open or closed
position. Independent continuous tone and vol-
ume control. Automatic shut-off. Just set it and
forget it. 2 large deluxe VU meters. Two Pencil
Dynamic Mikes with stands. Internal sound on
sound. No patchcords needed. Pan -A-Trak sound
2ith sound. Cue control. Frequency response 60
to 18,000 CPS at 7% ips. Headphone jack. Com-
plete with 7” take-up reel and tape, two reel hold-
ers,all necessary input and output cords. $279.95

Automatic tape reverse!

Powerful 20-watt stereo with
continuous aqutomatic reverse
records and plays in both directions.

No more tedious rewinding. Two large VU meters, matched
four-speaker system with separate tone and volume con-
trols. Two Pencil Dynamic Mikes with stands. Three speeds.
4-place, push-button reset digital tape counter. Cue Control,
Sound with sound. Concealed mike jacks. 30 to 18.000 CPS.

$349.95

RS 1000

Professional studio-type stereo-tape deck,
3 motors, continuous gutomatic reverse.

Designed for those who demand the finest quality reprodue-
tion. Sophisticated electronics and advanced circuitry
achieve professional performance. New advanced design,
solid-state circuitry and 4 laminated heads. Distortion-free
MFB Amplifier speakers (Optional). Echo recording. Intern-
al sound on sound. 4-place digital tape counter. 2 profes-
sional VU meters Feather-touch controls. Individual tone
and volume control. Sound with sound. $699.95

RS 755

Unusual value! Solid-state
4-track Hi-Fi stereo.

Brilliant stereophonie recording and playback at minimum
cost. Vertical or horizontal operation. Two Pencil Dynamic
Mikes with stands. Separate continuous volume and tone
control for each channel. Two large VU meters. Two built-
in 47 x 6” PM speakers. Automatic shut-off. Reel holders.
Sound on sound. Sound with sound. 7" take-up reel and tape.
Cue Control. (Optional ext. spkrs RP 8038 $57.95) $199.95

Panasonic Creed

4,500 Products
72 Factories
40 Departments
40,000 Employees
2,500 Scientists
& Engineers
14,048 Patents
& Designs

We devote our sincere efforts to
create, with our hands and
minds, quality products with

engineering extras for more en-

joyment of life for everyone.

Panasonic by Matsushita Electric.
CIRCLE 87 ON READER-SERVICE CARD
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Good starting point for any
performance worth recording . ..

Sonotone full fidelity
microphones

Wondering why your ““live”” home recorded tapes sound dead,
lack professional quality? Stop wondering.

That accommodation mike given with your tape recorder just isn’t
in the same league with your recorder’s pick-up capabilities.

Want results you’ll be proud of? Plug a full fidelity Sonotone
microphone into your tape recorder. The improvement will delight
you! Because Sonotone microphones capture all the richness

and vibrancy of live sound to take full advantage of your

tape recorder’s output capabilities.

For fine dynamic, as well as ccramic
microphones . . . ask for a
Sonotone microphone at your
hi-fi dealer. Or write to

SONOTONE
audio products /7

SONOTONE CORPORATION, ELMSFORD, N.Y. 10523
ELECTRONIC APPLICATIONS DIVISION

EXPORT: SINGER PRODS. CO., INC, N. Y. C,,
CABLE: EXREGNIS; N. Y,

CIRCLE 71 ON READER-SERVICE CARD
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NOTES FROM
OUR CORRESPONDENTS

Continued from page 15

Vita becomes a work for boys' choir and
organ, and another Ivesian flicker, The
New River, appears with a brain-twisting
orchestral accompaniment. longer songs,
such as General William Booth Enters
Into Heaven and The Circus Parade,
appear for the first time in choral-
orchestral dress. Some carly and more
conventional works than the above—
the part-song For You and Me and an
Easter Cantata (though this too has some
surprising moments)—have also been
recorded i1n order to give listeners an
idea of just where Ives came from musi-
cally and just how much of a maverick
he was.

This first record should be out by the
end of the year. During the coming sum-
mer Smith will go back to Yale to look
for more Ives (he already has five more
Psalms up his sleeve). The real sadness
comes when we think of all those other
choral works which neither Smith nor
anvone else can cver record, the oncs
Ives evidently left behind him when he
resigned his post as organist of New
York's Central Presbyterian Church (in
1902). The church and environs have
been carefully gone over by the dedi-
cated, but no luck. It is probable that
Ives's successor consigned the music to
the cternal dustbin. WitLiam MaLrocu

Pianist Arrau
Ends a Marathon

AMSTERDAM

A voice comes over the loudspeaker:
*Shall we go on to take seven?”’ Answer
from Philips’ Jaap van Ginneken: *1
think the best thing would be to have
coffee.”” The scenc is the improvised
control room behind the Kieine zaal in
the Amsterdam Concertgebouw; the
voice from the loudspeaker is that of
pianist Claudio Arrau.

On this very springlike morning in
late April, Arrau is busy rounding off
his cycle of Beethoven piano sonatas—
only the first movement of the Op. 90
remains to be finished—but the artist
himself is not feeling springhke (“per-
haps because of the oysters | ate yes-
terday”). He complains that his playing
is not spontancous enough. A second
take of the whole movement is made,
certain  passages are repeated, the re-
sults are better—but still no one, in-
cluding particularly Mr. Arrau, is com-
pletely satisfied. Then Mr. van Gin-
neken calls for the coffee break. Every-
one agrees this is a splendid idea, and
afterwards all goes swimmingly.

About half of Arrau’s sonata cycle,
which will run to thirteen records, has
already been released here; the rest will
be issued in the course of the year, with
a coupling of Opp. 101 and 109 first on

Continued on page 20
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Prepare for

another surpr

What was the last product that astonished you? The
Polaroid Land camera? Color television? James Bond's
Aston-Martin?

Perhaps it was the KLH™ Model Eight—the miniature
FM radio that filled a room with music rather than with
equipment.

When we introduced the Model Eighe in 1960, it
astonished all sorts of people. And lots of people bought
it, including many who already owned ambitious sound
systems.

The astonishment hasn’t worn off yet. We sull get
thank-you notes for Model Eights in use since 1960.
And used Eights often command almost-new prices.

The new KLH Model Twenty-one is that same sur-
prise all over again. It is the solid-state successor to the
Eight. It sounds the same, exactly the same. It is a 5it
smaller and a shade more sensitive to the weakest FM
stations on the dial. It costs half as much as the Eight,
exactly half.

ISe.

We call the Model Twenty-one an FM Receiving
System. Besides being a self-contained FM radio with
its own speaker, it has outputs for external speakers
(including a special matching KLH accessory speaker),
for making tape recordings, or connecting as a tuner to
a separate sound system. You can shut off its internal
speaker when you want the tuning dial at hand and the
sound from across the room. Or you can play an exten-
sion spcaker simultaneously in another room.

It won't do everything. You can’t make it stereo or
plug a record player into it. (Sce one of our complete
high-performance music systems for that.) Ir will just
give you pleasure out of all proportion to its size and
cost.

If you didn’t believe you could ever again be aston-
ished by a high fidelity produet, make sure you hear the
Model Twenty-one.

For more¢ information, write: KLH, 30 Cross Street,
Cambridge, Mass. 02139, Dept. 900.

Suggested Price: $79.99;
Optional accessory speaker: $24.99.

The new KLH Model Twenty-one FM Receiving System.
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NOTES FROM
OUR CORRESPONDENTS

Continued from page 18

the slate. This major task completed,
Arrau plans no more Beethoven for the
time being. although he would “someday
like to do the six unedited Bonner youth
sonatas and a beautiful sketch for the
Appassionata.” No variation works, how-
ever: “Aside from the Diabelli set, they’re
overrated.”

A Change of Pace. “We want something
different now,” says a & r man Alex
Saron, apparently speaking for Philips
and the artist too, “and we're much
looking forward to our recital devoted to
Liszt.” Arrau broke in: “Liszt did write
lots of second- and third-rate music, but,
you know, when he was good, he was
very, very good! I should like to do the
Années de pélerinage and the Aida fan-
tasy. Liszt actually recomposed the opera
and bettered Verdi, yet hardly anybody
plays this fine piece.” As talk continued,
I heard of plans for another new album,
to comprise an uncut version of Chopin’s
Second Concerto and Tchaikovsky's won-
derful Fantasy for Piano and Orchestra.

Arran and Philips Van Ginncken

The pianist would also like to record
the original version of Tchaikovsky's
First Piano Concerto and to do a remake
of Brahms's two concertos, . . . perhaps
in the not too far distant future.”

Later in the day Arrau joined me for
a celebratory glass of oude jenever, and
the conversation ranged widely. He had
just come from a nearby bookshop, and
I gathered that he is an avid collector of
art books and special editions.

Forthcoming from Philips. Other projects
on Philips’ agenda: a recording of Mo-
zart’s Piano Concerto K. 488 with Annie
Fischer and the Concertgebouw Orches-
tra; Mahler’s Third Symphony under
Bernard Haitink, with Maureen For-
rester as soloist: the completion of the
Tchaikovsky series by the London Sym-
phony under Igor Markevitch; Mozart’s
Violin Concertos K. 219 and K. 271a
by Henryk Szeryng with the New Phil-
harmonia Orchestra conducted by Alex-
ander Gibson; the Bach St. John Pas-
sion under Eugen Jochum (a companion
to that conductor’s St. Matthew); and
Bach's Easter Oratorio and Pergolesi’s
Stabat Mater led by Lorin Maazel.

JAN DE KRUIJFF
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Does that shiny new tape

recorder you got for a gift have
you buffaloed? Do you panic at the
terms like acetate tapes, Mylar
tapes, tempered Mylar tapes,
standard-play tapes, fonger-
recording tapes, double-length
tapes, triple-time tapes, low-print
tapes, low-noise tapes, and inches-
per-second? Here's how to stop
trembling and start taping. A
complete course in four easy, step-
by-step lessons...plus a clearly
marked paragraph of advertising
from the makers of Audiotape.

Lesson 1.
The Basic Question—
Acetate or Mylar Base?

When you record something, you
are magnetizing microscopic
particles of iron oxide. If you don't
know what iron oxide is, don't
worry. Just bear in mind that the
particles have to be attached to
something or they will blow away,
so they are coated onto plastic
tape. This base tape can be either
acetate or Mylar. Choice of base
does not affect fidelity of sound,
so why a choice? To save you
money and trouble.

Acetate gives you economy. It's
not as rugged as Mylar; but
professional recording studios
prefer it and use it aimost
exclusively. You may prefer it too.
Mylar* gives you mileage. it
survives for years even in deserts

*DuPont’s registered trade mark for its polyester film.

and jungles (if you're taping
tribal chants, you'll want Mylar).
Mylar tapes also can be made
exceedingly thin, which means a
reel can hold more feet for a
longer, uninterrupted program.

“Tempering'’ overcomes Mylar's
tendency to stretch under stress,
and is used for the thinnest, most-
expensive tapes (the next lesson
takes you painlessly through thick
and thin).

Lesson 2.
Standard-Play,Longer-
Recording, Double-
Length, Triple-Time.

For “Play-Recording-Length-Time"
read "“Thickness." Picture a tape-
reel 7 inches in diameter. It will
hold 1200 feet of standard-
recording tape (acetate or Mylar)
... 1800 feet of longer-recording
tape (considerably thinner acetate
or Mylar}...2400 feet of double-
recording tape (still thinner Mylar,
tempered or standard). Easy, isn't
it? Now you move on to:

Lesson 3.
Which Speed to Record At.

RECORDING TIME PER TRACK:
ONE DIRECTION (IN MINUTES)

TAPE 1200 180 2400 3600

SPEED _ FT. FT. FT. FT.
1% 128 192 256 384
3% 64 96 128 192
7% 32 48 64 96
15 16 24 32 48
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The average embarrassed non-technical
music-loving laymans clip-and-save

INSTANT GUIDE TO RECORDING TAPE

Your tape recorder probably allows

you to record at several different
speeds (you, by the way, are a
recordist; only your machine is
arecorder). What's the reason for
this smorgasbord of speeds? The
faster the speed, the higher the
fidelity; the slower the speed, the
more playing time per foot and
per dollar.

B 15ips (inches-per-second).

Commercial recording companies
use this speed when they tape your
favorite performer for later transfer

to records. Forget it.

B 7% ips is what you need for
really good hi-fi music at home,
and for the clearest reproduction

of speech (foreign-language home-

work, sound-tracks for home

movies, cocktail-party capers). An

1800-foot reel will play for 45

minutes—the length of a long-play

record.

B 33 ips is fine for background
music and for most speech
applications—dictating to your
secretary and recording baby’s
first words. An 1800-foot reel will
play for an hour and a half.

B 178 ips is a businesslike speed
without hi-fi frills. Good for taping
conferences at the office because
it puts a lot of words on a single
reel. An 1800-foot reel will play
for three hours.

B 15/16ips is not recommended

AUGUST 1966

for anything but continuous
monitoring. An 1800-foot reel will
play for 6 full hours. Unless you
do wire-tapping you are probably
not in the market for 15/16 ips
and you're ready to try this:

Tricky Test Question.

Q. How do you get longer playing
time per reel of tape?

A. Youcan doitin either of two
ways. (1) At slow speed. The tape
plays longer but sound fidelity is
reduced. (2) On thin tape. You get
more footage per reel but it costs
proportionately more. (To put it
another way, the same recording
job can cost you a dime or a dollar,
depending on the method you
select. If you're clear in that, you've
earned your diploma.)

Lesson 4.
Post-Graduate Course.

Experienced tape recordists, with
ears and equipment that are ultra-
sensitive, can sometimes hear
“echoes’ caused by “print-through.”
Think of it as a leakage of sound
from layer to layer when very thin
tape is wound on the reel. When
you achieve that kind of expertise,
you'll want special “low-print”
coatings...as well as “low-noise"
coatings which eliminate the barely

perceptible tape-hiss that only the
most expensive amplifiers can
pick up anyway.

Advertising Paragraph.

Now that you feel like an expert,
you'll want the brand of tape that's
used by experts because it's made
by experts. Its name is Audiotape.
It's made by the people who supply
tape for recording studios, corpo-
rate computers, Cape Kennedy
countdowns and automobile stereo
cartridges. It's made in the full
range of acetateMylartempered
Mylarstandardplaylongerrecording
doublelengthtripletimelowprint
lownoise. It's made better. Ask
anybody who knows. They'll tell
you to ask for Audiotape.

How To Make Good Tape Recordings.

150 pages packed with
easy-to-understand tips.
Regularly $1.50. Yours
for 25¢ or the end tab
from reel of Audiotape
(7-inch size).

Audio Devices, Inc.,

Dept. SS, 235 E. 42nd St.,
New York, N.Y. 10017,

— —— —— ——— — — — — — — ——
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Two of the
world’s greatest
conductors have
chosen to record

in the exciting
medium of

phase stereo
CONCERT SERIES

STOKOWSKI

phase4slev

LLONCERT SERTES

Jebaikovsky
Swan Lake

and
Neeping Bmufv
selectiony
Leopold Srokowski
New Thilkarmonia Orchesira

Stereo SPC 21008

Also available: SCHEHERAZADE and
PICTURES AT AN EXHIBITION

OFFENBACH

T
PARIBIENNF Aﬁ

CHARLES MUNCH |

New Phliharmonia Orchestrn

Stereo SPC 21011

phose stereo

No. 1 in sales

because it's

No. 1 in sound

LONDOX*

22

oy

“One Stormy Night.” Mvstic Moods Or-
chestra and Chorus: Sound Effects.
Philips PHS 600205, $498 (SD).
Tape: PTK 600205, 3%-ips, 33 min.,
$5.95.

Frank Chackfield's original Ebb Tide

of many years ago surely wasn't the

first attempt to enhance a recorded mu-
sical performance with appropriate
sound effects from nature, but its evoca-
tion of mewing gulls and rolling surf
probably remains the best-known ex-
ample of what might be called the bi-
sonic genre. The present release may
well prove equally memorable. Certain-
ly it’s notable both for sustaining its
atmospheric rain-and-thunder background
throughout an entire program and for the
breath-taking realism of the effects them-
selves—the rain varies from gentle pat-
ter to torrential downpours, the thunder
from distant rumbles to explosive cracks
heard almost simultaneously with a near-
by lightning bolt. Although the anony-
mously led Mystic Moods Orchestra
plays routinely for the most part and I
could dispense with the usually word-
less vocal-ensemble embellishments. the
tonal colorings are attractive, there are
several warmly expressive cello solos,
and there is welcome animation in some
of the performances (a Spanish-flavored

Aja Toro, Autumn Leaves, and One

Stormy Night, for example) as well as

the expected suavity in others (Alinstrel

Box. Savonara. etc.).

Inasmuch as the fine storm effects
have been supplied by Brad Miller of
the Mobite Fidelity company. it's ap-
propriate that in Local Freight, the most
evocative sclection of all, the orchestra
gives way to Miller’s incomparable sonic
documentation of a train chuffing out of
the distance and then off again, whistling
in eeric antiphony to the voice of the
storm. Needless to say, the recording
of all these cffects is characteristic of
Miller's exacting technical standards, but
it can be heard at its best only by turn-
ing up the volume of the disc edition
in particular. (While the slow-speed tap-
ing is surprisingly good. it can’t match
the disc’s full frequency and dynamic
ranges.) Even in low-level listening,
however, the program is mesmeric.

“Greatest Band in the Land.” Goldman
Band, Richard Franko Goldman, cond.
Capitol SP 8631, $4.79 (SD).

This column usually ignores reissues,

for the reason that the most striking

sonic-display recordings tend to be of

www americanradiohistorv com

But this

the very latest vintages. isn’t
always true: in the present case the
some four-year-old technology can com-
pete directly with the best examples of
current audio engineering. Entitled “"Cav-
alcade of the American Band™ when it
originally appeared (in 1962. celebrat-
ing the Goldman ensemble’s Fiftieth An-
niversary the previous vear), this pro-
gram received unanimous critical praise
but less public favor (apparently many
people wrongly assumed that it was of
more historical/educational than gen-
eral interest). Capitol has now re-
released it under a more provocative title
and in recut mastering that does even
better justice to the merits of the original
recording. The dynamic range seems to
have been markedly extended, particu-
larly—thanks to quieter disc surfaces—at
the low-level end.

I won't repeat my detailed earlier dis-
cussion in these pages (July 1962) of
the music itself except to emphasize that
the vital historical importance of this
broad slice of musical Americana (c.
1778-1787) is well matched by the lively
immediate appeal of many of the pieces:
perhaps most notably Hewitt's panoramic
Barttle of Trenron, Reinagle’'s cloquent
Federal March, Holloway's bravura
Wood Up Quickstep (with its fabulously
florid cornetting by Mel Broiles and
James Burke), and what must surely be
the most galvanic performance ever heard
of Meacham's familiar American Patrol.
In any case. the superbly natural, lucid,
and reverberant sonics here (originating
in the Manhattan Center ballroom) are
enough to make the disc essential to
every audiophtle library that doesn’t al-
ready include the original edition. Since
the parting of the ways between Fred
erick Fennell and the Eastman-Rochester
Wwind Ensemble, Goldman's is indeed
unchallenged as literally “the greatest
band in the land.” That being so, why
isn't it being heard often in an entirely
new serics of recordings?

2 trumpet. and
RS 893,

“Fever!? Doc Severinsen.
His Orchestra. Command
$5.79 (SD).

As u long-time Severinsen fan, I'm de-

lighted to find that his latest program

not only is free from the dubbing tricks
and rock-stylings that I disliked in his
penultimate dise, "High—Wide and Won-
derful” (which 1 reviewed in its tape
edition last February), but that it in-

Continued on page 24
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The new Sony Videocorder® is a com-
plete Home TV Studio” a video tape
recorder, built-in monitor, and optional
camera outfit. Takes TV pictures and
sound right off the air, and puts them on
tape. And with the TV camera attached,
and microphone plugged in, you can do
the same with live action. When you're
done—presto, switcho, rewind, playback!
And there, on the TV monitor screen, is
the same picture with the same sound,
as easy as operating an ordinary tape
recorder.

First Unit ever designed for the home.
There's nothing really new about taping
sight and sound. TV stations have been
doing it for years. But the equipment
costs tens of thousands of dollars. That's
a long way from home.

But, when you can bring the complete
system~—recorder and monitor—down to
under $1000, plus an optional $350 for
the camera outfit, you're home. And
that's exactly what Sony did. They
achieved the most exciting home enter-
tainment concept since television.

New recording/playback technique.
Known as a pioneer in transistor devel-
opments, Sony is also one of the fore-
most producers of tape heads and tape
transport mechanisms and the tape itself.
Sony also manufactures TV picture tubes
and vidicon tubes. Sony drew from this
veritable storchouse of specialized ex-
perience to create this all-new, all-Sony
TV tape system for the home. It was out
of this same resourceful know-how that
the ingenious idea of alternate-field re-
cording and repeat-field playback was
conceived. Combining it with helical

AUGUST 1966

THE VIDEOCORDER IS NOT TO BE USED TO RECORD COPYRIGATED ¢03 '5S. € SOY AND VIDEOCORDER ARE

REGISTERED YTRADEMARKS OF THE SOKY CORPORATICN. ¢1SIF OJR 3+ CWROOM SBE FIFTH AVE.,

NEW YORK

Imagine.

Instant Movies in Sound
(produce your own

or tape them off the air)

tracking, it made possible the develop-
ment of a unit that would use standard
Va-inch video tape at conventional 712
ips speed, yet capable of storing more
than 60 minutes of program mate-
rial on a 7-inch reel. The dream of
a home TV tape recorder became
a reality.

Unlimired applications. The Video-
corder adds a thrilling new dimension
to home entertainment. Want to relive
some telecast event? Watch a space
launch again? A ball game? Some se-
lected program? Tape it with your
Sony Home Videocorder. You can
even use a timer attachment to record
a program while you're out. For, once
it’s on tape, you can watch it at any
time. And you can erasc the recorded
material, and reuse the tape over and
over again. What’s more, any tape re-
corded on one Sony Videocorder can be
played back on any other Sony Video-
corder.

Moreover, you’re not limited to watch-
ing playback on the built-in Sony 9-inch
screen monitor. You can connect the
Videocorder to any monitor, regardless
of size. A competent TV technician can
even adapt your Videocorder to work
with your TV set.

And with the optional camera outfit,
you can record picture and sound of live
events—tamily functions, social shindigs.
community activities—you name it. You
can also apply it to your business or
profession or your hobby interests.

Now available. Prices start under $1000.
The basic Sony Home Videocorder
(TCV-2010) is priced at $995 complete
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screen mont-
tor/receiver. A
deluxe version
(TCV-2020) in oiled
walaut cabinet, and
equipped with built-in timer
for taping programs in your ab-
sence, is priced at $1150. Optional
camera outfit, including tripod, micro-
phore and cable, is $350. A full hour's
tape costs $39.95.

Visit your Sony dealer today for an un-
forgettable demonstration. For free booklet
describing the many uses for your Video-
corder write: Sony Corp. of America, 580
Fifth Ave., N. Y., N.Y. 10036. ®

SONY* VIDEOCORDER |

]
(93]


www.americanradiohistory.com

Popular Science Magazine

June 1966 Review of New
ACOUSTECH ADD-A-KIT

PERSONAL-USE REPORT:
Kit Makes
Super Hi-Fi
Solid-State
Amplifier

By RONALD M. BENREY

The Acoustech X1 is a kit-built all-
transistor amplifier that will outper-
form most factoryv-assembled rigs vou
can buy today. Its frequency response
extends well past the upper and lower
measuring limits of my test instru
ments. Distortion, even at the maxi-
mutn power output of 35 watts per
channel, is virtuallv inandible.

1 listened to the amplifier drive
both low-efficiency AR-3 acoustic-sus-
pension speiakers and high-efficiency
Jensen 600-XL.s. The sound from
both types of speakers was remark-
ably clear and brilliant, an indication
of excellent transient response.

The basic power-amplifier kit costs
$130; the add-on preamp module $90.
They are made by Acoustech, Inc.
139 Main St., Cambridge, Mass.

Components and hardware are packaged In numbered
plastic bags (like one shown above) that are stapled to
a fuzzy-surfaced, solder-resistant cloth. You open one bag
at a time to carry out a group of instructions.

Step 1. Kit is designed so you can stop after
wiring the easy-to-assemble power-amplifier
stages, if you already own a hi-fi preamplifier.
Construction time: about five hours.

%) ACOUSTECH JEe';

IMPETUS: 2 VIA BERNA -

The cloth makes an excelient work surface since small
bits of hardware and tiny electronic parts won't roll or
siide off it. Tricky-to-wire parts of the circuitry come pre-
assembled on plug-in printed-circuit boards.

Step 2. You can add on the preamplifier and control
circuitry when you build the power amplifier, or do it at
a later date. The conversion takes about 12 hours, most
of it spent in wiring the complex selector switches.

ACUUSTECH INC. div. KOSS/Rek-0-Kut,

Dept 139 Main Street. Cambndge

LUGANO. SWITZERLAND
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Continued from puge 22

cludes some of the most engagingly re-
laxed and jaunty playing he has ever
given us on records. In top form too are
his all-star sidemen, with Tony Mottola
heard on banjo and 12-string guitar as
well as regular guitar and with a trom-
bone quartet including the redoubtable
Paul Faulise on bass trombone. Also
notable are both the choice of selections
and the deftness of their scorings by
Dick Hyman, who doubles here as pi-
anist and organist. The exuberant Corton
Fields and Walk Right In, Hyman’s own
devil-may-care Raggedy Jim, and Doc's
own amusingly pseudo-exotic Cleopatra's
Asp are outstanding: but there’s a dis-
arming blend of old-fashioned ragging
and mod rocking in the Tennessee Waltz,
and the title piece, Fever! is sonically
remarkable for its plunger-mute solos in
particular., The engineering is typical of
Command's unfailing ultra clarity and
of an ultrabrilliance that is still just a
bit too acoustically dry for my taste;
the format is typical of Command’s fa-
miliar double-folders with detailed per-
formance liner annotations.

“Baritone,” Vol. 2. Lconard Falcone,
baritone; Joseph Evans, piano. Golden
Crest RE 7016, $4.98 (LP).

Q. When is a baritone not a baritone

(or a barytone)? A. When it’s neither

a male vocalist nor a special kind of

viola da gamba equipped with sympa-

thetic  strings  (the barytone) but s,

rather, a keyed brass band instrument.

A member of the bugle (cornet, fliigel-

horn, or saxhorn) family, it looks some-

thing like—but not as large as—a bass
tuba, is usually pitched in C or B flat,
has a range of some two and a half
octaves (roughly that of the euphonium,
which differs, however, in having a larger
bore and hence cven mellower timbres).

The baritone horn’s normal place is in
large military and wind band ensembles
rather than on the recital stage, where its
repertory is perforce largely confined to
transcriptions (usually of cello pieces,

like the Saint-Saéns Cygne and W. H.

Squire Tarantella played here) and teach-

ing display pieces (like the present fine

Premier Solo de Concert by F. Combelle

and the more lightweight Picchi-Mantia

Fantasia Original). But Mr. Falcone,

a veteran bandmaster and teacher (at

Michigan State University), plays these

works with complete assurance, often

genuine bravura, and consistently warm

—if sometimes almost too suave—tonal

colorings. His program also includes a

salonish Concerto by G. Magnan, his own

transcription of the Granados Plavera,
and Arthur Pryor’s showpicce variations
on The Blue Bells of Scotland, probably
originally written for trombone. His
nobly eloquent horn and its farther-back
piano accompaniment are both cleanly
and robustly recorded (apparently in
monophony only), and the jacket inciudes
an excellent photograph of the soloist
and his instrument, though pertinent data
on the latter is inexcusably missing.

R. D. DARRELL
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Anyone who
walks into a store

and asks for a reel
of tape deserves
what he gets.

Chances are he'll walk out with a |
square peg for a round hole. Buying tapes
is a lot like buying film. Lots of brands,
types, sizes. Confusing? Not if you read
further.

For one thing, don't buy a “white box"
off-brand to save pennies. If it's worth
recording, it's worth recording on a
proven brand, like Reeves Soundcraft...
supplied on all reel sizes from the 23-
inch size for miniature portables, on up
to the 1l4-inch reel. Professionals and
home recordists prefer Reeves Sound-
craft Tapes for their reliability and per-
formance qualities.

But—in asking for tape, you should
say more than just the words “Reeves
Soundcraft.” You should ask for the
Reeves Soundcraft Tape best suited to
your recording needs.

An economical all-
purpose tape like
Reeves Soundcraft
STANDARD, can prob-
ably answer most of
your requirements. It
gives you professional mastering quality i

e

ENDCRAFT
NOCHAFT
NOTRAFT

with low print characteristics for any
material that requires only normal play-
ing time, (1200 ft. on a 7-inch reel).

If, however, you are a school con-
cerned with rough handling or an archive
recording for posterity, you should be
using Reeves Soundcraft LIFETIME...
the only tape with a === SOUNDCRAFT

life-time guarantee ! EEEEEE}“T
It ed DuPont g
Saoe oen ssmrees (] CRAF T

Mylar base makes the
big difference. Virtu-
ally unbreakable.

JMOCRRET
R
e SOUNBLRAFT
Never flakes or dries, regardless of
temperature or humidity extremes. Both !
Standard and Lifetime offer normal play- |
ing time—1200 ft. on a 7-inch reel.

On the other hand, if you want to re-
cord long symphonies on a reel, Reeves
Soundcraft PLUS 50 should then be your
choice. It provides ’ AT
1800 ft. on a 7-inch
reel to give you 50%
more playing time!
For example, over 6
hours of recording at
33 ips. Excellent dynamic range and |
rugged 1 mil Mylar base make Plus 50
the preferred extended-play tape.

| at half the speed to

We have another tape that offers even
more playing time. Reeves Soundcraft
TRIPLE PLAY. This is the highest quality
tape ever produced |y
on a thin Polyester
base. You get 3600 ft.
on a 7-inch reel, or
three times the play
of Standard tape.
Triple Play has remarkable wide range
response and greater output than any
other triple play tape.

Now for the ultimate in tape technol-
ogy. Reeves Soundcraft GOLDEN TONE.
High frequency output is 25% greater
than the next best
brand. This tape is so
perfect you can run it

double your playing
time, and still enjoy
full fidelity recording. 1200, 1800 and
2400 ft. lengths on 7-inch reels.

Visit your dealer for tape, and ask for
Reeves Soundcraft—either Standard,
Plus 50, Lifetime, Triple Play or Golden

' Tone—whichever one best suits your re- |

|

cording needs.
Write for Bulletin RS-64-12A.

REEVES SOUNDCRAFT

OIVISION OF REEVES

INOUSTRIES

INC

Main Office: Danbury, Connecticut « New York e Chicago « Los Angeles  Export: CBS Records Intl., 51 W. 52 St., N.Y.C. « Available in Canada
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are coming
in big for
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“Chicago/The Blues/Today. Vol. 1, 2,
3." Vanguard 9216/18, $4.79 each

(Three LP); 79216/18, $5.79 each
(Three SD).
Junior Wells’s Chicago Blues Band:

“Hoodoo Man Blues.” Delmark 612,

$4.79 (LP); 9612, $4.79 (SD).
Anyone who fears that the great tradi-
tion of the pre-World War Il country
blues singers—represented by Robert
Johnson, Big Bill Broonzy, and Sleepy
John Estes—has been swallowed up and
obliterated by the postwar marriage of
rock ‘n’ roll with the blues can find re-
assurance in these four discs. The Van-
guard series, produced by Samuel Char-
ters, covers a variety of blues men, now
playing in Chicago. who stem from those
prewar country roots and who have
retained that style in an urban setting.
In fact, the city-country combination
often makes for a more exciting, more
vital form of blues singing than their
predecessors had.

Harmonica player and singer Junior
Wells is heard in both the Charters set
and the Delmark disc (produced by Bob
Koester), which he has to himself. He is
an overwhelming performer who sings at
times with the totally involved passion of
one possessed and yet he is also able to
create marvelously persuasive moods of
gentleness and coaxing. An integral part
of Wells's performance is the all but in-
credible guitar accompaniment he re-
ceives from Buddy Guy (on the Del-
mark disc he is listed as Friendly Chap)
—a wild, often witty, and always ex-
hilarating flow of fills, comments, ac-
cents, and solos that is simply dazzling.
There is more instrumental fire in the
strong piano playing of Otis Spann
(Muddy Waters' pianist in the old days),
who roars through some boogie-based
solos. accompanies his own hoarse and
husky singing, and serves as the forceful
accompanist for Jimmy Cotton. Cotton
was another member of the Waters
troupe and his singing shows occasional
touches of Big Bill’s phrasing. In addition
to these attractions. there is Otis Rush,
whose blues band is given considerably
more harmonic range than most such
groups by the inclusion of a saxophone.

These are all representatives of a rela-

www americanradiohistorv com

tively young school of blues men in Chi-
cago. An older group of musicians is
also heard on these discs—Homesick
James. Johnny Young., Johnny Shines,
and Big Walter Horton. Their work is
equally effective, but because it is closer
to the country roots from which this
whole strain of blues singing has grown,
it is simpler, more direct, and less ad-
venturous than that of the more volatile
younger men. Together, the Vanguard
discs and the Delmark set provide an
illuminating and exciting view of a very
vital area of contemporary blues.

Nat Cole. “At JATP.” VSP
(LP): S 14, $2.49 (SD).
Nat Cole's abilities as a jazz pianist were
spoken of with nostalgia during the last
twenty years of his life—not because
Cole had lost his talents for jazz but
because he rarely displayed them once
he had achieved his great commercial
success as a popular singer. In 1944,
when Norman Granz started his Jazz
at the Philharmonic concerts, Cole was
still known as a pianist and novelty
singer (Straighten Up and Flv Right
was his type of song in those days). He
was the pianist at the JATP concert
from which this recording was taken
(in July 1944, according to Jack Maher's
liner annotation; in 1946, according to
the discographies). Whatever the date,
Cole was in fine fettle, playing a cleanly
fingered, driving solo on a fast Blues,

14, $2.49

swinging against his own breaks on
Bugle Cull Rag, taking Tea for Two
like a Tatum with a solid bounce, and

getting involved in a spirited chase with
guitarist Les Paul. In the surrounding
troupe there are two surprises—trumpet-
er Shorty Sherock. playing the crackling
Roy Eldridge style so perfectly that it
might be Eldridge himsclf and the ali-
but-forgotten Jack McVea, showing him-
self as a very consistent and effective
tenor saxophonist working under the
influence, but not the domination, of
l.ester Young. There are some stirrings
and squealings by [llinois Jacquet and
a pair of inexphicably drab solos by J. J.
Johnson on trombone but, by and large,

Continued on page 28
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Travelin’ Music!

New RCA Stereo 8 Cartridge Tapes: great entertainment

for America on the move!

1t's the happiest sound on wheels —new RCA
Stereo 8 Cartridge Tapes, an exciting new d~
mension in driving fun.

RCA Stereo 8 Cartridge Tapes give up to 8)
minutes of music per cartridge —and player
units are now available for boats, planes and
home use. Completely automatic. Just slip
cartridge into player and enjoy uninterrupted
music of your own choosing, in full-fidelity

NEW RCA STEREO 8 CARTRIDGE TAPES

AUGUST 1966

stereo sound. Over 280 tapes row available —
and the catalog is growing daily. Get a free
“Cartridge Caddy,” a handy carying case that
holds up to 10 cartridges, when you buy 6 or
more tapes manufactured by RCA from your
participating dealer.

Hear it! New 8-track stereo cartridge tape,
developed and introduced by RCA Victor.

Ask your dealer for a free catalog or write
RCA Stereo 8, Mail Order Service, Dept. H86,
6550 E. 30th St., Indianapolis, Ind.,, 46219.

NOMTSERSAS CABALLE | |
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Genuine United Audio
bases are fine cabinetry.

The perfect match for
your turntable.

We're just as exacting about the materials
and craftsmanship that go into our bases
as we are about the precision manufac-
ture of Dual turntables. That’s why we use
only the choicest genuine walnut veneers
on solid warp-resistant lumber core , . .
and treat them with such fine furniture
details as fully mitered corners, veneered
edges and hand finishing. That’s why
you'll find any of the three models hand-
some additions to your decor, especially
for open shelf or cabinet-top installations.
Look for the United Audio nameplate
at your franchised United Audio dealer.

Mode! DCB-3 Deluxe combination base and matching
walnut-paneited cover. Fully

= enclosed, all exposed edges
veneered . . . an authen-
tic cabinet. Smoke-
tinted plexiglass with
polished edges is ¥4~
thick. 16%2"w x 15"d
x 7%"h. Cover can be
tilted open or removed
for changer operation.
Patented. $34.95

Model WB-33 Wwith sleek, tapered sides, all mitered
edges. 15%"w x 137%8"d x
314"h. $11.95. Model DC-3
Matching tapered dust
cover, of smoke-tinted
plexiglass. Design-
coordinated to WB-93.
Allows changer operation.
$8.95

Model WB-49 Compact base with wainut sides, mitered
edges, recessed mounting board in
matte black. 14%2"w x 12%2"d x
3% "h. $8.95. Model DC-1T
s (not illustrated).
7 Matching smoke-tinted
dust cover, aliows
changer operation.
5 95

auo

535 MADISON AVE., NEW YORK, N. Y. 10022
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JAZZ

Continued from page 26

these are loose, freebooting perform-
ances, full of challenge and spirit.

John Handy: “Recorded Live at the
Monterey Jazz Festival.” Columbia
CL 2462, $3.79 (LP); CS 9262, $4.79
(SD).

Along with John Coltrane’s Ascension

(Impulse 95), this disc by John Handy

strikes me as one of the most significant

of recent jazz recordings. Coltrane’s disc
revealed the potential of a moderately
large ensemble of avant-gardists playing
under conditions which allowed indi-
vidual freedom but still gave ensemble
support and remained within a loosely
organized framework. Handy, an alto
saxophonist who has been a maverick
even among the avant-gardists, leads a
small (five-piece) group that is melodic,
rhythmic, and constantly exciting even
though the performances on this disc
run ninetcen and twenty-six minutes (one
piece to a side). Handy uses a fuil,
warm tone on alto, ranging from a
practically legitimate quality to a high,
keening cry that invokes an Eastern
feeling (he also uses this technique for
some drone background effects). With
him he has a remarkable young violinist,

Mike White, who plays an electrified

instrument with delicacy and taste but

with great emotional force. His alterna-
tion of fast, staccato phrases with richly

romantic passages has suggestions of a

gypsy quality which calls to mind gui-

tarist Django Reinhardt. The third solo
voice in the group, although only an
occasional one, is Jerry Hahn, a gui-
tarist who is as effective with his dash-
ing and digging attack on Spanish Lady
as he is with a blues style on If Only We

Knew. Most of the time, however, Hahn

functions as part of a brilliantly potent

rhythm section which also includes Don

Thompson on bass and Terry Clarke, a

brilliant drummer. Handy’s two compo-

sitions are full of subtle colors, shifts in
tempo and dynamics, and ensembles and
solos that develop on an emotional level
rather than a mechanical one. Both
pieces have a blend of excitement and
serenity that is unusually attractive.

Whatever one may feel about the jazz

avant-gardists, no one can deny the

lyrical beauty of these highly emotional
performances.

Modern Jazz Quartet and the All-Star
Big Band: “Jazz Dialogue.” Atlantic
1449, $4.79 (LP); S 1449, $5.79 (SD).

For anyone who has followed the Mod-

ern Jazz Quartet for the past fourteen

years, this disc can be a revelation. What
one discovers is a pianist named John

Lewis. Lewis, as musical director and

pianist of the MJQ, has been subjected

to frequent criticisms over the years for
moving the quartet in what some con-
sidered non-jazz directions and for al-
legedly smothering the jazz talents of
vibraphonist Milt Jackson. Jackson,
through all this, has remained remarkably
unsmothered, while Lewis, no matter

wwWw americanradiohistorv com

how genteel the course on which he
seemed to be leading the quartet, de-
veloped a piano attack that managed to
be neat and concise, but strongly swing-
ing. For this disc, Lewis has written ar-
rangements of some of the familiar items
in the quartet’s repertory (his own
Django, One Never Knows, Animal
Dance, The Golden Striker, and Home,
Jackson's Ralph's New Blues, and Mil-
jenko Prohaska’s Intima) for an en-
semble that combines a thirteen-piece
band (trumpets, trombones, saxophones,
and guitar) with the MJQ. The arrange-
ments themselves cast a new and occa-
sionally rejuvenating light on the com-
positions but what emerges most strik-
ingly is a totally new view of Lewis as a
pianist. In place of the polite, relatively
self-effacing (although completely as-
sured) attack we have become accus-
tomed to, Lewis opens up as a strong,
forthright soloist. He digs in with broad
emotion, even reaching such a state of
exultation on Intima that he throws in
some glittering trills straight out of Earl
Hines. These are good big-band arrange-
ments, well played, but time and time
again Lewis’ playing dominates the en-
tire ensemble. Jackson has his moments
too, and so does Percy Heath, the quar-
tet’s bassist. This is the most invigorat-
ing work by Lewis and the quartet since
their splendid two-disc European Concert
set (Atlantic 1385/86).

Jack Teagarden, RCA Victor LPV 528,
$4.79 (LP).
Thirty years of Teagarden are summed
up on this disc—from 1928, shortly
after his arrival in New York, to 1957,
when he was leading the small group
that occupied most of his time during
his last years. He is heard in a variety
of settings—with the commercial big
bands of Roger Wolfe Kahn, Ben Pol-
lack, and Paul Whiteman; with deliber-
ately chosen all-star groups (the Metro-
nome All Stars, Louis Armstrong's 1947
combo); with casually assembled groups
(Eddie Condon’s Hot Shots, Fats Waller
and His Buddies, Teagarden’s Big Eight,
a Bud Freeman group); and as a visitor
with the Mound City Biue Blowers. Pro-
ducer Mike Lipskin has chosen well in
finding discs by all these groups in which
Teagarden plays a dominant role both
as trombonist and vocalist. As a result,
the inadequacies of some of his sur-
roundings are of relatively little conse-
quence, although it is interesting to note
that Teagarden could rise out of a dreary
Whiteman arrangement of Nobody's
Sweetheart and take over so completely
with his singing and playing that one
soon forgets the band’s inadequacies.
With Kahn he has the help of Joe Venuti
and Eddie Lang, with Poliack there is
Benny Goodman. Teagarden was extraor-
dinarily consistent—as richly imagina-
tive and glowing in both his vocal and
instrumental conceptions in 1929 with
Eddie Condon’s Hot Shots as he was in
a superb St. James Infirmary in 1947
(with Armstrong) or on I Cover the
Waterfront with Bud Freeman in 1957.
The disc serves as an excellent portrait
in depth of one of the great jazz origi-
nals. JouN S. WILSON

HicH FIDELITY MAGAZINE



www.americanradiohistory.com

Bravos for the Dual 1019 from these lead-

ing audio publications are, understandably,

music to our ears. Come sight-read with us!

Hi/Fi Stereo Review (Appassionato): "'l found the

Dual 1019 to be exactly as represented—without a doubt

one of the finest record-playing mechanisms | have used.
High Fidelity (Con Forza): “Offers a level of superior un-
compromised performance that — regardless of type, manual
or automatic — marks it as a splendid piece of equipment.”
Radio-Electronics (Amabile): "Rumble . . . as good a
figure as | have seen for any turntable — and better than |
have seen for any automatic . .. Flutter . .. the equal of virtu-
ally anything on the market . . . Pitch purists will never have
a quarrel with Dual... A gentler entrance into a record groove
cannot be imagined.”

Electronics World (Animato): “The anti-skating force
adjustment, when set according to the instructions, was quite

Concerto for|

(Fortissimo)

_— [

accurate and -esulted in substantial reduc-

tion in measured distortion of the outer

groove wall chaqnel at very high velocities.”

Audio (Con brio): "Removes any vestige of

doibt that may have lingered . . . no gulf at all
exists between manual and automatic.”

American Record Guide (Con Anima): “The Dual

1009 is superb, but the 1019 beats it on every measurement
... If it is presently the highest-priced automatic at $129.50,
no matter. Quality always costs — and this Dual is worth every
last penny!”
Fugue for our own horn (Serioso): Complete reprints of these
impressive test reports are yours for the asking. But why
wait? Ask ycur franchised United Audio Dealer to audition
the Dual 1019 for you in his showroom. Like l"lit(‘(l

so many owners, you'll enjoy unlimited alldlo

encores in your own home.
528 MADISON AVE. NEW YORK.N.Y. 10022
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Sight and sound

with Sony’s Videocorder

Qur second session with a home video tape
recorder has us more than ever convinced that
with a little extra practice in the techniques
of panning, dubbing, lighting, and the like we
could turn out our own sight-and-sound pro-
ductions almost on an artistic par with much
of what we see on commercial television. This
opinion is based as much on the quality of
current television as on the facility of a device
such as the Sony Videocorder which—like the
Ampex HVR we home tested a few months ago
(see "Newsfronts,” March 1966)—seems to
trigger and release the talents of producer,
cameraman, singer, and just plain ham that
repose untapped in many of us.

Bring a video tape machine, with camera
and mike, into a room usually reserved for
staff conferences and luncheons, and what do
you get? Secretaries do the Charleston, others
model new wraps, a technical assistant be-
comes a convincing couturier. Another group
stages a tense card game with high stakes,
and a staff writer falls victim to the card
sharpery of an editor. In less than half-an-hour
Las Vegas has invaded the trim and prim
Berkshires.

The Sony in question—Mode! TCV-2010—
is the first video recorder to have reached the
consumer market in appreciable quantities. It
is admittedly rather costly for a home enter-
tainment device ($995, less accessories) but

quite easy to use, and capable of producing
what we consider to be very acceptable pictures
and the kind of sound you'd hear on a good
table-model FM radio.

The basic unit is a tape deck with only a
few more controls than are found on an average
home audio machine. It fits, together with a
9-inch TV receiver, into a case measuring 271,
by 17, by 11 inches and weighs 66 pounds.
The TV set can be used as a regular all-channel
receiver as well as a monitor for the video
deck. The camera costs an additional $350
and is supplied with a tripod, microphone, and
cables. For recording TV programs off the air,
the camera of course is not needed.

The tape used in the TCV-2010 is Y;-inch
wide and is manufactured by Sony for video
work. About 15 minutes worth is supplied on
a reel with the machine; additional reels cost
about $22 for a half-hour, $40 for a full hour's
work. The video heads are on a rotating drum
that provides a very fast scanning speed for
the tape, which itself is reeled off at 714 ips.
Picture quality from live tapes was nearly
as good as what you'd get from one of
today's good TV receivers and the image was
serviceably clear. Shows taped off channels 6
and 3 in our area could be played back with
only the least amount of loss of resolution.
And certainly there was no mistaking who it
was doing the Charleston in our office “set.”

With vidicon camera aimed at herself, operator of Sony video tape
recorder adjusts controls for best picture being monitored on the
nine-inch television receiver. The TV set also is used for normal
viewing, and its programs may be tape recorded on the deck at
right. A microphone, supplied with the camera kit, also permits
live sound to be taped, automatically synchronized with pictures.

30
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CARRY-CORDER SHOWN IN HOME
AND STEREO VERSIONS; MERCURY
RELEASES FIFTY CARTRIDGES

Norelco’s tiny reel-to-reel tape cartridge, or
“cassette,” first became known in this country
in conjunction with that company’s Carry-
Corder, a small battery-operated tape recorder.
Loaded with tape one-eighth of an inch wide,
traveling at 17 ips, and using two tracks,
each cassette can hold up to an hour's worth
of program. Norelco has also been working on
a home version of the player, suitable for use
with house current and using a somewhat larger
speaker than the Carry-Corder's minuscule one.
The “350," as the $130 home model has been
designated, was demonstrated at last month’s
Music Show in Chicago and it should be ready
for the market in September. In the ac-
companying photograph the cassette has been
partially inserted into its slot on the left, while
a “sound deflector” has been raised behind the
speaker grille on the right.

Also shown at the July show was a stereo
version of the unit, somewhat smaller because
it has no built-in speaker, the two for stereo
are separate from the deck. This system should
be in stores by the end of the year.

Meanwhile, Mercury Records has begun to
release four-track stereophonic tapes (two
stereo tracks in each direction) in these cas-
settes. Of the approximately fifty cartridges
just released, six are classical: the 1812
Overture (what'd you expect?), two other Dorati
bonbons, Paray’'s New World, Monteux's Swan
Lake, and “‘Bach's Greatest Hits” (yes, it is).
Among the pops and jazz are Teresa Brewer,
Johnny Mathis, Cannonball & Coltrane, Gerry
Mulligan, Roger Miller, Oscar Peterson, Xavier
Cugat, etc., etc., etc. The tapes, by the way,
can be played on monophonic machines.

How do they sound? At press time we had
been able to hear only one Mercury prerecorded
tape, and from Europe at that. It was a mono-
phonic cartridge of Oscar Peterson. We played
it on a Carry-Corder hooked up to a high
fidelity system. It won't make you throw away
your 7-inch reels, but for a small under-$100
player it wasn't half bad. Hiss was audible
along with at least some of the highs and
lows. The sound was steady and Peterson's
performance, of course, was topnotch.

VOX POP VEXES POPS

Now that most of the country's AM/FM
duplicators are going to have to split their
programming (see “News & Views” last month),
FM program directors might do well to turn
an antenna towards Baltimore. When WBAL-FM
first went on the air on Aprit 11, 1960, it was
featured as that city’s Fine Arts Station. The
music was adult, including live performances of
the Baltimore Symphony and tapes of European
concerts. The talk was serious, consisting of

(Continued on page 33)
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Space-age technology
brings another revolution
to high fidelity!

'*. 4
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Scott FET design
improves AM as dramatically
as it does FM
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New Scott 382 Receiver lets you hear more stations, more clearly!
65-watts/Space-age FET circuits in both AM and FM/Only *339%

Scott engineers are constantly on the
search for new developments to con-
tinually improve a near-perfect product.
They found such a development in the
Field Effect Transistor (FET) .. . and
revolutionized previous standards of FM
performance by designing new FET cir-
cuits for FM front ends.*

After experiencing the miraculous im-
provements FET’s brought to FM, Scott
engineers applied amazing new FET cir-
cuitry to Wide-Range AM. The result —
the new 382 — incorporating, for the
first time anywhere, a Field Effect Tran-
sistor AM circuit along with Scott’s
astonishing FET FM front end. Intro-
duction of this new model marks the
first real improvement in AM circuitry
design in more than a decade.

AM Comes of Age

Recent improvements in AM broad-
casting equipment, plus the Federal
Communication Commission’s decision
10 split AM and FM programming, have
given audiophiles renewed interest in
superior AM reception. Introduction of
the new 382 now brings Scott FET sound
to the exciting news, sports, current
events and music broadcasts available
only on the AM band.

Scott AM Has Advanced FET Circuits

Advanced Scott 382 circuitry incor-
porates Automatic Variable Bandwidth,

*Patents Pending

E
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Scott

a unique feature which automatically
adjusts tuner bandwidth to the quality
of the incoming signal. The bandwidth
automatically narrows for best recep-
tion of weak, distant stations, blocking
out noise and interference. When tuned
to stronger stations, the bandwidth auto-
matically broadens, providing full fre-
quency wide-range reception. In addi-
tion, the new Scctt Automatic Gain
Control circuit, which increases tuner
sensitivity when incoming signal de-
creases, also increases resistance to cross
modulation as the signal gets stronger.

Field Effect Transistor FM Lets
You Hear More Stations, More Clearly

The 382 utilizes revolutionary new
Ficld Effect Transistor circuitry for
maximum FM sensitivity with virtually
no cross modulation, no drift, no more
problems caused by changing tube char-
acteristics. Scott led the industry in be-
ing first to use this important advance in
solid-state design.

Direct-Coupled Silicon Output
Amplifier Section

Output and driver transformers, major
causes of diminished power and distor-
tion, are climinated from Scott’s radical-
ly new direct-coupled solid-state ampli-
fier design . . . zllowing more power
over a wider frequency range, with vir-

Scott . . . where inrovation is a tradition
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tually no distortion. Scott silicon tran-
sistors handle more power over a wider
frequency range giving much greater
power bandwidth.

Silicon IF Circuitry

Scott’s all silicon IF strip provides
three stages of true IF amplification for
strong as well as weak signals plus three
additional stages of IF limiting action,
giving optimum selectivity and stereo
separation. Exclusive Scott “Flat Line
Limiting” circuits assure quiet, noise-
free reception, impervious to pulses
caused by such outside electrical dis-
turbances as automobile ignitions and
apartment house elevators.

The 382 includes these popular features
found in the most expensive Scott com-
ponents: Tape Monifor switching; Speaker
switching with provision for remote speaker
seleciion; switched front panel stereo head-
phone output; front panel stereo balance
switch; separate-channel clutched bass,
treble, and volume controls; fully automatic
stereo switching with indicaror; and pre-
cision tuning meter.

382 Specifications: Usable sensitivity, 2.5
uv; Harmonic distortion, 08%; Drift,
0.02%; Frequency response, 18-25,000 cps
+1 db; Music Power rating per channel,
32152 watts; Cross Modulation Rejection,
85 db; Stereo separation, 35 db; Capture
ratio, 6.0 db; Selectivity, 40 db. Price,
$339.95.

H. H. Scott, Inc., 111 Powdermill Road, Maynard, Mass. Dept. 226-08. Export: Scott International, Maynard, Mass.
Prices and specifications subject to change without notice. Prices slightly higher west of Rockies.

For complete spec sheet and fully illustrated 1966 Guide to Custom Stereo, circle Reader Service #100
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NEWS & VIEWS
Continued from page 30

lectures, plays, and the like. But while com-
munity response was initially good, it soon
began to diminish. Sponsors emigrated until
by 1965 WBAL-FM was in financial straits.

A year ago this month the station's manage-
ment took drastic action to recoup their busi-
ness: they changed WBAL-FM's programming to
“background music.” And then the Baltimore
countryside woke up.

Letters expressing shock and condemnation
flowed into the office from irate Marylanders.
One Paul Revere amassed 12,000 names asking
the station to return to its original format.
Baltimore's newspapers printed letters to the
editor from citizens concerned with the loss to
their community of a major cultural asset.

Realizing that the audience for good radio
had been there all the time but was simply
playing it cool until the situation got hot,
WBAL-FM’s management began to hold con-
ferences with appropriate local businesses, in-
cluding audio salons and record shops. A citi-
zens committee was organized—representatives
of the Baltimore Symphony, the Peabody Con-
servatory, other music schools, and music
educators—to act as programming consultants.
The station’s vice president, Alfred Burk, or-
ganized a campaign for “patron sponsors,”
limiting the number to one for each industry.
On the last day of this past January the old
WBAL-FM was reborn. Daytime broadcasting
now still emphasizes light music, but night-
time and weekend listeners can pick up some
fine music broadcasts that even the original
station did not program: the Chicago and
Boston Symphonies (including the Boston
“Pops’’), the Philadelphia and Cleveland Or-
chestras, the New York Philharmonic, and the
Met. On April 18 WBAL-FM went stereo and
is now transmitting 959% of its programming
stereophonically.

The letters are still coming in to the station,
They are just nicer ones now.

FREE AUDIO CLINICS

Does an innovation put into practice by two
audio manufacturers constitute a  “trend"?
Could be, in a field as close-knit as high fi-
delity. Anyway, both Tandberg and Acoustech
have been running free ‘clinics” at various
dealer shops in a few metropolitan areas. The
interesting thing about both clinics is that
you don't have to own a tape recorder or an
amplifier made by Tandberg or Acoustech; the
technical sessions are open for a check-up of
any brand of equipment.

At the Tandberg clinics, a tape recorder is
checked for record/playback frequency re-
sponse, wow, flutter, and harmonic distortion.
After testing, the owner is given a graph de-
tailing his recorder’s performance. Acoustech’s
engineers, at their clinics, check an amplifier's
IM distortion and square-wave response; again
the owner leaves with “pictures” of his unit’s
performance. |Interestingly enough, Acoustech
puts little stock in harmonic distortion and
won't bother measuring it. For a detailed dis-
cussion of why, you can send to Acoustech for
a free brochure.

AUGUST 1966

IT’'S NO USE!

1 JJST CAN'T WEITE
A 3200 FOOT SYMPHQNY

5
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That's all right, Ludvig, neither cowdd Tchaikovsky, or
Brahms, or Mozart or Lerner and Loewe or any other com-
poser for that matter. You simply can’t write music to fit a
reel of recording tape. If's up to the reccrder owner to buy a
tape that will fit the music. Only American offers a selection
of 45 different recording tapes available in lengths of 150,
250, 300, 350, 450, 500, 600, 900, 1200, 1500, 1800, 2000,
2400, 3000, 3600, and 7200 feet. Be up to date. Insist on
Am(cirican, the tape designed to fulfill your every recording
need.

RECORDING TAPE

GREENTREE ELECTRONICS
2135 Canyon Drive, Costa Mesa, Calif.

CIRCLE 39 ON READER-SERVICE CARD
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Concertone's NEW 727
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Four-Track Stereo
Four Speeds, AC/DC
For Beach, Car, and Home

Introducing another Great Performer from Concertone—a really swinging
portable AC/DC stereo tape recorder...it really swings, 'cause it's cordless!

The powerful new Model 727 functions to professional-quality standards, yet
it's compact and rugged enough to be carried almost anywhere —to the beach,
to parties, picnics, jam sessions, class lectures, sales meetings...

The 727 operates on cither conventional AC or cordless battery power.
Weighs only 16 lbs. ... it's four-track, four-speed, threc separate heads, remote
control, twin VU meters, and full stereo built-in high fidelity speakers.

Send for facts today on Concertone'’s complete swinging line of Great Performers:
the new Model 727 “Cordless.” the Model 800 series, with “3 Plus 3” Reverse-o-matic

the new Audio Composium Home Entertainment Centers, and audio components.
Write to: Concertone, Dept. HF-866, 9700 Factorial Way, So. EI Monte, Calif. 91734,

CONCERTONE

A DIVISION OF ASTRO-SCIENCE CORPORATION

CIRCLE 20 ON READER-SERVICE CARD
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Equipment

IiN THE NEWS

Acoustech's first tuner, the Model VI,
has been announced after more than two
years of rescarch and development. No
photo was available at press time, but
price was said to be “just under $300.”
Advance specifications claim a minimum
[HF sensitivity of 2 microvolts in stereo,
plus a DX position that switches the set
to mono with sensitivity under 1 micro-
volt for long distance reception. The
tuner is ail solid-state and features a
tuning dial that “disappears” when it is
turned off. The Acoustech VIII can drive
any amplifier; it also has an output jack
for driving low-impedance headphones
although its electrical characteristics, says
the firm, have been designed to get best
performance with the Koss Pro-4 head-
set which itself runs somewhat higher
thun the usual 8- to 16-ohm impedance.

CIRCLE 155 ON READER-SERVICE CARD

Twenty-two loudspeakers and a 50-watt
solid-state  amplifier are housed in the
Bose 2201 acoustical transducer system,
pictured here. Shaped like a spherical
wedge and measuring 25 by 23%2 inches,
it may be positioned in a corner, along
the baseboard, or mounted in ceiling
corners. From any position, according to
the manufacturer, it radiates sound in
such a way as to get walls and floor to
acl as mirrors, creating “the image of
a room eight times as large with a full
sphere in its center.” The 2201 is the
design of Dr. Amar G. Bose, associate
professor of electricul  engineering  at
Massachusetts  Institute  of  Technology
(sce “The Prospects In Audio,” HIGH
FioeLity, April 1966, page 67), who has
been investigating sound reproduction for
ten years. The new amplifier-speaker
system  will be manufactured by the
Bose Corporation of Natick. Mass.

CIRCLE 156 ON READER-SERVICE CARD

Grado’s newest  cartridge, the Model
BTR. employs elements similar 1o those
in this company's BE and BR (solid-
state or ceramic slivers that are stressed
by the stvlus movement) but will sell
for only $9.95. According to Grado, the
BTR will have “adjustable compliance™—
a simpie movement by the owner of the
stvius assembly  will ¢hange the car-

Countinued on page 36
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UNIVERSITY’'S NEW
SUPER CARDIOID
DYNAMIC MICROPHONE

From a soft, sweet ballad to the dynamic, vibrant dis-
cotheque . . . you get ACTION with the new University
5000! No feedback problems — no sound of rustling
clothes — any way you use it, the 5000 delivers only the
music not the noise! The super cardioid wide-angle pat-
tern of the 5000 is designed for ACTION — ideal for
the modern day performer, small combo, singing group
and all “sound-on-the-go” applications. Try this action
microphone at your University Franchised Dealer today.
Toss it around — talk to it — sing to it — you’ll know
it’s your kind of mike!

MODEL 5020

Complet2 with
MODEL 5000 SA-10 Stand MODEL 5050
With wired-in Adaptor, 15 foot Switch and
15 foot cable cable. Swivel
and SA-10 Stand Adaptor,
Stand Adaptor. 15 foot cable.

SPECIFICATIONS: Frequency Response: 25 to 20,000 Hz ®
Impedance: Variable, 200 and 20,000 ohms (wired at the plug.)
® Sensitivity Rating: -147 db (ElA) w Output Level -200 ohms:
-54 db/ 1 mw/ 10 microbar. 2C,000 ohms: 13 mv/ 10 microbar =
Dimensions: 2 3/16"” max. dia., 95" max. length (Model 5050)
® Shipping Weight: 212 Ibs. ® Finish: Satin Chrome.

LISTEN—UNIVERSITY SOUNDS BETTER

UNIVERSITY SOUND

A OIVISION OF LTV LING ALTEC. INC.
9500 W. Reno Oklahoma City, Oklahoma 73101

CIRCLE 82 ON READER-SERVICE CARD
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This is the new JBL T-circuit |
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It enables JBL amplifiers to pro-
duce sound with a lower level of
distortion than has ever before
been possible in high fidelity
components.

These specifications speak for themselves:

CIRCUIT: The JBL T-Circuit (patent pending) is an analog computer-type operational DC
amplifier, the most nearly perfect amplifying circuit ever developed. Transistors are not
allowed to deviate from a single mode of operation at any time, regardiess of the power
level or complexity of the signal. Transfer characteristics are inherently linear at any level
below clipping. All stages are direct-coupled, including the output stage so that accurate
control of the loudspeaker is maintained all the way down to DC. The JBL T-Circuit is stable
even under overload conditions. When driven into the clipping region, the output of the
T-Circuit is free from ringing or spurious subsonic signals. Such subsonic disturbances are
produced by even the highest quality vacuum tube amplifiers using output transformers.
In the JBL T-Circuit there are no audio transformers of any kind. No coupling capacitors,
no reactive components to affect the response or the stability of the circuit in any way. ®
POWER OUTPUT: 80 watts continuous RMS power, 40 watts per channel, at any frequency
from 10 cps to 30,000 cps. s FREQUENCY RESPONSE: +.25 db from 20 to 20,000 cps. =
HARMONIC DISTORTION: Less than 0.15% from 20 to 20,000 cps at 80 watts or any level ‘
less than 80 watts. s INTERMODULATION DISTORTION: Less than 0.15% at 80 watts or any
level less than 80 watts. @ HUM AND NOISE: 90 db below rated output. @ TRANSIENT
RESPONSE: Rise time is 2.0 microseconds from 10% to 90% of square wave signal at
160 watts peak power or any lower power level. Response to such square wave signals is
free from detectable overshoot or ringing, as observed on an oscilloscope. 8 OVYERLOAD
RECOVERY: Less than 1/10 of one cycle to recover from 100% single cycle overload at any
frequency from 20 to 20,000 cps. ® STABILITY: Completely stable when connected to any
loudspeaker system or even to a capacitive load. Specified distortion and stability without
oscillation are maintained through extreme variations in output [oad, whether resistive
capacitive or inductive. Moreover, AC line surges do not affect the stability of the T-Circuit.
Many other amplifier circuits, especially those using output transformers, generate power-
ful subsonic oscilfations at the loudspeaker terminals when triggered by momentary over-
loads or AC line transients. 8 SHORT CIRCUIT PROTECTION: Absolute, cannot be damaged
by accidental or intentional short or open circuit at the output terminals, or by any degree
of impedance mismatch. m TRANSISTORS: Silicon transistors used throughout.

]

All feature the new JBL T-circuit as introduced by inventor Bart Locanthi
at the 1966 West Coast Convention of the Audio Engineering Society.
u 0 e

']
+- 000 © LA 4 l
SA600 SE408S SE400S @

James B. Lansing Sound, Inc., 3249 Casitas Ave., Los Angeles, Calif. 90039
CIRCLE 49 ON READER-SERVICE CARD
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Continued from page 34

tridge’s characteristics to suit it for use
in run-of-the-mill changers or in the
mmproved arms found on the better auto-
matics and manuals. Response is speci-
fried 10 15 kHz.

CIRCLE 157 ON READER-SERVICE CARD

0

Sony's modular sterco system comprises
a Garrard AT-60 changer fitted with a
moving-coil pickup and housed with a
solid-state control amplifier (rated at
30-watts music power, both channels) in
a walnut box with aluminum trim. Two
speaker systems in matching enclosures
complete the system. Priced at $275. the
set has inputs for other program sources.
including tape and tuner.

CIRCLE 159 ON READER-SERVICE CARD

Tom Thumb, a name popularized in the
1920s by Automatic Radio for its pio-
neering line of miniaturized radios. has
been revived by the Melrose, Mass.
manufacturers to kick off a new series
of entertainment products for mobile
and home use. Included are an auto/tape
sterco player. portable AM and FM re-
ceivers, car radios, a TV set that plays
in a car, boat, on the beach, or at home.
and even a car reverberation system. All
Tom Thumb products are solid-state and
quite compact.

CIRCLE 158 ON READER-SERVICE CARD

How small can a fan get and still de-
liver cool air? According to Rotron, its
new Sprite—only 3Va-inches square—
delivers 35 cubic feet of air per minute
and “may out-perform larger conven-
tional fans. . . .” Like previous (and
larger) Rotron fans, the Sprite has the
double-flange construction that makes
for universal mounting. As an aid to
engineers or system installers, Rotron

Continued on page 38
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COMPACT

UNIVERSITY’'S NEW UR-4

This is it! The actipn speaker! University’s new UR-4
2 speaker system! Full of go! Full of action! Full of big
lively sound! It doesn’t miss a thing! Delicate highs —
rich, full bass, the action speaker handles them all with-
out distortion! This mighty midget (only one cubic
foot) goes anywhere! In a book case! A headboard! On
the wall! On the floor! And you get all that lively
University Sound for less than $60.00! Man, you gotta
hear this one to believe it! Go to the shop where the
action is — your University dealer and listen to the
action spealker.

p

f

i td

£ 2
1

D2 3 & BB S R——
ML)

$

UMt rognesy

2-SPEAKER SYSTEM

SPECIFICATIONS Frequency Response: 30 Hz to beyond
audibllity s Power Handling Capacity: 30 watts IPM usic
Power @ Impedance: 8 ohms. 8 Crossover Network: High pass
coupling network, 6 db/octave electrical design @ Crossover
Frequency: 2000 Hz ® Speaker Complement: 1—8" ultra-linear
response, high-compliance woofer, edge resonance damped
1—2v2" direct radiator rigid-diaphragm, closed back, cone
tweeter ® Enclosure Design: University’'s exclusive RRL* de-
sigh for extended low frequency response ® Finish: Oiled
walnut on ail four sides @ Dimensions: 19" x 10%2” x 9"
(H x W x D) ® Shipping Weight: 14 ibs. ®

®Radiation Resistance Loading

LISTEN—UNIVERSITY SOUNDS BETTER

UNIVERSITY SOUND

A DIVISION OF LTV LING ALTEC, INC

9500 W. Renc

CIRCLE 82 ON READER-SERVICE CARD
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FROM

VELVET
BASS o

Clark headsets offer the serious
audiophile listening pleasures
previously unobtainable. The
Clark/100 for example repro-
duces the peak pressure wave
of a bass drum with distortion
of less than 2/10ths of 1%
and has a frequency response
of 10 to 20,000 cycles. Clark/
100 and Clark 200 have been
proven the best-by-test. Judge
for yourself. See your favorite
dealer for a personal demon-

stration.

[David] Glark

COMPANY ' NCORPORATED

WORCESTER, MASSACHUSETTS
. % ‘ 01604

38

i

L .
CIRCLE 15 ON READER-SERVICE CARD

The Remarkable

REVOX

The tape recorder acclaimed
throughout the world. Is there
another tape recorder any-
where that matches it? De-
cide for yourself:

The remarkable ReVox boasts features found only in the most expen-
sive, professional tape recorders. Each of the two reels, for example,
has its own Pabst motor. Direct coupling eliminates wow and flutter;
no belts to break or slip. Tension adjustment control allows use of any
reel up to 10% inches (the only recorder in its price class that takes
a 10%-inch reel.) All operating modes switched electrically.

OUTSTANDING FEATURES

* Records up fo 4800 feet of LP tape ® Complete 4-track stereo recorder ® 102"
reels * For horizontal or vertical mounting * Cathode follower outputs ® Oversize
solenoid brakes assure quick, positive breaking even with extremely fost rewinding
speeds * Automatic stop at end of tape ® Two VU meters

The only one of its kind with these features at $500.

JUST OFF PRESS! New book tells you how to get the most out
of your tape recorder. YOUR TAPE RECORDER by Tall and Clifford only $1

Available from your hi-fi dealer or order book directly.

ELPA MARKETING INDUSTRIES, INC. » Dept. 112HF8 < New Hyde Park, N.Y.

Available in Canoda

CIRCLE 33 ON READER-SERVICE CARD
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Continued from page 36

will send a cardboard mock-up of the
fan's exact dimensions.

CIRCLE 160 ON READER-SERVICE CARD

More gear than you c¢an shake a suitcase
at is crammed into this portable enter-
tainment rig brought out by Dominion
Electrochrome Industries. L.td. of Kitch-
ener.  Ontario.  Canada. Dubbed the
“Port-A-Go,” this unique unit contains
a 9-inch TV-set, record changer with
stereo pickup. and a stereo FM/AM
receiver. Two speakers snuggle in the
base under the equipment. The whole
thing is solid-state and battery-operated.
Included are jacks for additional speak-
ers, headphones. external antenna, and
an FM sterco indicator. The Port-A-Go
weighs 11 pounds and costs $350.

CIRCLE 161 ON READER-SERVICE CARD
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The handsomest bulk tape eraser we've
ever seen is the Weircliffe Model 8
offered by Ferranti Electric of Plain-
view, N. Y. It handles reels up to 14'%
inches in diameter and tapes up to 2-
inches wide, and ts said to be capable of
crasing saturated tapes at the rate of
100 to 250 reels per hour. Other erasers,
with varying capabilities, also are avail-
able.

CIRCLE 162 ON READER-SERVICE CARD

Improving FM and TV reception in
urban areas 1s the aim of a new compact
JFD antenna using the log periodic de-
sign principle which hitherto has been
used only in larger arrays. The LPV-
VUS, as it's called, is said to be suitable
for FM. FM stcreo, as well as for UHF
and VHF television in color or mono-
chrome. It is 45 inches long and comes

Continued on page 40
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by 6" deep

Put a Fisher engineer and a tough problem
together and the result is almost inevitable.

The shrimp is the most recent proof of this.

Little speakers are not new. A good little
speaker is. Popular opinion to the contrary, it
is far more difhcult to make a good speaker in a
small package than in a large one.

Consider the problems. First, just manag-
ing to fit all the speakers and coils and sound
absorbent material in a little box is an enormous
problem. Especially if you want to be able to
reproduce bass. The smaller the bass speaker, the
smaller the amount of bass produced. Also, the
Smaller the box, the smaller the bass potential.

There are exceptions to the above ‘rules’,

but they are exceedingly difficult to achieve. And
Very very expensive.

That’s why the shrimp is so remarkable.

In an incredibly tiny box, Fisher engineers
have incorporated a 6-in. bass speaker with a
2-Ib. magnet structure and a free-air resonance
of 35 cps, a 2Y2-inch treble speaker with a
unique plasticized surround and an R-C cross-
over network.

The Fisher XP-33 is small in price as well
as size. Only $49.50. Great values like this are
to be expected from Fisher. For music lovers
with more room, larger Fisher speaker systems
are available for even -
finer performance. The FISheI‘

For more information, use card on magazine's front

CIRCLE 29 ON READER-SERVICE CARD
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sver flap.

Fisher Radio Cprporatior, Inc. .1-35 45th Road. Long Is and 2ity N.Y.11101. Overseas and Canadian residents please write to Fisher Radio Interna ional, Inc.. Long Isiand City, N.Y.11101.
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“...Crisp and Clean

solid, well balanced bass.

s shape would f& mio the
decor in many instances far
betezr than the conventional
rectangular enclosices” said
C. . McProwd. Editor

of Audio A

“Optimum Sterco
Performance. ..
excellent dispsing
It has a ‘big sund’
ar any vwhar ¢ level”,
Gladden Hoek
of Elcetron

World.

1_9_ e

..Superior Traasient
Response .. extreme
clarity, will not break
xp unde. any normal
o7 even super normal
pushing”,stated Larry
Zide of 'Amevican

Reo'd Cuide.

«...Completely Free
from Harskness
or Stridency ..
a very smouth
&asy-to-lister-io
speaker” revorted

pan Hirsch

\

The Empire Grenadicrs represerw the most talked about speaker systems in the world reday. And
whe not. In sight and sound they have caprured the 1magimatioas of the audlophile, frtesior deco-

rator and music en

voursell. 2 ISMPIRE canee:cousiecons. s

stast alike. Send for your frec crity

review pamphlet today and convince

N Crte

CIRCLE 34 ON READER-SERVICE CARD

Harman-Kardon

WIDEBAND
REALISM

Enjoy extra lifelike sound

on FM stereo

At $309* no other all-transistor re-
ceiver equals the AM/FM SR-4008B. It
faithfully reproduces frequencies you
can't hear, to give you better definition
of the sound you can hear. With 60
watts IHF, it delivers a flat ful/l-power
frequency response of 8 to 40,000 Hz
+1 db. The 2-system speaker selector
lets you erjoy its extra realism in two
rooms—separately or simultaneously!

and AM radio

Lister to the SR-400B against other
receivers. You can hear the difference!
And it sounds even belter on Harman-
Kardon's new speakers.

*Slightly higher In the West. Walnul enclosure optional.

A subsidiary of The Jerroid Corporation
401 Walnut St., Pnila., Pa. 19105

CIRCLE 40 ON READER-SERVICE CARD
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with an indoor VHF/UHF splitter. List
price i1s $17.50.

CIRCLE 163 ON READER-SERVICE CARD

Four-channel mixing, from low impe-
dance microphones, is possible with a
new compact mixer from American
Geloso. Each channel has its own level
control and built-in preamp. The unit
operates on cither batieries (six 1.5-volt
penlight cells) or on 110 to 240 volts
AC. Weight is only 5%2 pounds.

CIRCLE 141 ON READER-SERVICE CARD

A self-threading 3-inch tape reel has
been announced by Telephone Dynamics
of Baldwin, N. Y. While it will fit all
standard size recorders it seems especially
apt for portables which use small reels
and which often require that the recordist
get going with the least amount of
fumbling. The reel has a footage index
scale and a write-on surface for identi-
fying recordings.

CIRCLE 142 ON READER-SERVICE CARD

New audio accessories by Switchceraft in-
clude a Kkinkless cord for use with head-
sets, a Tiny-Tee adapter that plugs into
a headphone output and permits two
separate hcadscts to be used at once; a
series of molded cable and adapter as-
semblies for hooking up from just about
any type of plug or jack to any other
(including the outputs found on some
imported tape machines); and a minia-
ture “Mix-Amp”—a hand-size transistor-
ized two-channel mixer available with
different plugs to accommodate various
recorder inputs.

CIRCLE 140 ON READER-SERVICE CARD

Lasses (and lads) who wear glasses may
find Clevite's new headphones—which
weigh only 15 ounces and have soft, re-
placeable ear cushions that conform to
the wearer’s facial contours—just the
thing for private sterco listening. Each
phone employs a 2%-inch speaker and
has an impedance match of 4, 8, or 16
ohms. Price of $24.95 includes a 10-foot
length cord and plug.

CIRCLE 143 ON READER-SERVICE CARD
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If you buy “Bargain” tape...

you should have your HEAD examined!

After that, see the man who sells Sony tape!

If you've been using any of the so-called *“‘bargain” tapes
for a while. chances are you should have a repairman
examine your recorder’s heads. Because the odds are good
the heads are excessively worn. If they are, you can
thank the “bargain” tape’s thin-coat lubricants which
rub-off and cause friction, and weak ‘“bargain” oxide
coatings which shred and gum-up the heads. Naturally,
vour recorder stops sounding as good as it used to []
Want to restore a factory-fresh “‘voice” to your recorder?
See the man who sells Sony Professional Recording Tape.
He has a high regard for tape recorders (after all, he
also sells Sony, the world’s best-selling tape recorders).

And Sony Tape was developed to make a Sony —or any
other recorder—perform at its best. Sony Tape is per-
manently lubricated by the exclusive Lubri-Cushion
process. Sony’s extra-heavy Oxi-Coating won'’t shred or
sliver and is applied so evenly Sony Tape never has high-
or low-spots. What’s all this mean to you? Sony Tape
captures and reproduces the strength and delicacy of
every sound —over and over and over again. [ ] And Sony
Tape has something else no other tape has at any price !
Each box contains a pair of “easy-threader’ tabs to make
any tape reel instantly self-threading. It’s the best thing
to happen to recording tape since...well, since SONY.

AMERICA'S FIRST CHOICE IN TAPE RECORDERS

SONY [ITHATTY - roeor o sere
®

8150 VINELAND AVENUE °

SUN VALLEY, CALIFORNIA « 91353

CIRCLE 74 ON READER-SERVICE CARD
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€& . -the cueing control
’ built into the
 Garrard LAB 80
gently and precisely
raises and lowers
the tone arm...
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Once upon a time a small band of serious music listeners and
audio hobbyists carried the torch for a magic new medium called
tape. Today, while still retaining an aura of magic, tape and
tape recorders have become a domestic commonplace.

Nevertheless, despite its mass market connotations, there is
nothing cut-and-dried about the developing tape technology. As
I. L. Grozny's comprehensive guide (page 49) demonstrates,
tape recorders today include a wide range of general types and
of models within types, covering a broad price spectrum and
differing markedly in the functions they perform and the specific
features they offer. We commend this survey to anyone faced
with the tantalizing “‘problem’ of choosing a new tape recorder.

With the manifold potentialities of the machine and the
medium now at his disposal, the amateur tape recordist has
become an extremely active fellow, recording from broadcasts,
dubbing from discs and other tapes, and increasingly engaged
in capturing the immediacy of live events. (The extent to whicn
the last-named has become a widespread enthusiasm can be
gauged by the phenomenon of ““The Tape Underground,” about
which Conrad L. Osborne provides some fascinating revelations
on page 44.) And at the same time that tape recording is on
the increase, the tape recorder has grown into an increasingly
satisfactory instrument for the playback of recorded music. In
the past few years the catalogue of prerecorded tapes has
burgeoned to such an extent, both in number of releases and
breadth of repertoire, that anyone can compile from it a basic
music library—Robert C. Marsh’s suggestions appear on page 59.
Finally, as reported by Audio Editor Norman Eisenberg on page
53, recent developments in the latest field of all—that of home
video tape—open up new horizons both for the active hobbyist
and the spectator/listener.

Clearly, tape has come to stay. If you haven't already shared
the excitements of tape discovery and known the rewards of
tape adventuring, now is the time.

www americanradiohistorv com
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Ed Meyers

BY CONRAD L. OSBORNE

UNDERGROUND
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AMONG THE MORE INTERESTING vocal releases of
the past year, we must count the new L'Elisir
d’amore, with Rina and Beniamino Gigli, Giuseppe
Taddei, and Italo Tajo; Rossini's L'Assedio di
Corinto, with Renata Tebaldi; Donizetti's Lucrezia
Borgia, with Montserrat Caballé, Alain Vanzo, and
Kostas Paskalis; and Boito's Mefistofele, with Te-
baldi, Bergonzi, and Ghiaurov. They join such long-
standing classics as the Ponselle recordings of
Traviata and Carmen, the Pinza/Walter Don Gio-
vanni, the Flagstad/Walter Fidelio, the Flagstad
Melchior/Bodanzky Tristan, and such rarities as
Verdi’s Giovanna d'Arco (Tebaldi, Bergonzi,
Panerai) or Massenet’'s Don Quichotte (Christoff
Berganza) among the most prized items on the
shelves of any serious collector. At least they do if
he has kept up with the musical world’s answer to
the Casa Nostra: the tape/disc underground.

Those of you who have never found out which
corner you stand on to make a connection are agog.
Those who have are growing a mite edgy. I know,
because I have been in both positions myself. I
made my own first connection ten years ago when
a good friend took me as a guest to a meeting of
a New York collectors’ society. I paid a small
annual dues fee, in exchange for which I obtained
admission to the society’s meetings, at which pro-
grams of rare vocal 78s were played and lists of
discs offered for sale or trade were circulated. I
also now had the privilege of purchasing the private-
ly pressed recordings released through the society
solely to its own members and on a nonprofit basis.
This was the real inducement so far as I was
concerned, for as an aspiring young baritone I was
feverishly after a copy of the complete Simon
Boccanegra, in which Lawrence Tibbett sang the
Doge, Leonard Warren the secondary baritone part
of Paolo, Rethberg the Amelia, Martinelli the Gab-
riele, and Pinza the Fiesco. I neither asked nor
cared where the records came from; I knew only
that there they were, piled up in stacks for sale at
each meeting.

This particular series of records is still being
issued. The private acetate recordings of old
Metropolitan broadcasts which once furnished the
basis for most of them have long since been ex-
hausted, and most of them now are based on
European broadcast tapes. Nowadays, it is by no
means the only private-edition series to circulate,
and broadcasts are by no means the only source of
these recordings. Thereby hangs our tale.

Ever since the introduction of magnetic record-
ing, it has been obvious that anyone with a radio,
a recorder, and a patch cord can transcribe any-
thing committed to the airwaves. And it is also pretty
clear that with A sitting in New York taping (let
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us say) a Milanov/Tucker/Warren/Siepi Forza and
with B sitting in Hamburg taping a Bayreuth Tristan,
the idea of swapping copies is going to rear its head
when A and B are introduced at the Holland
Festival. Thousands of music lovers now tape occa-
sional Met or symphony orchestra broadcasts, but
today a “serious” tape collector is someone who
has contacts in places like Zagreb, Florence, Berlin,
and even Moscow, as well as all over the U. S. He
owns two four-track tape machines (the second
not only for reserve in case of breakdown but,
more importantly, for duplicating tapes he borrows
from connections) and two FM receivers, in case
he wishes to tape two broadcasts simultaneously.
He has to concentrate on an arca of specialization,
for if he did not, he would have to own several
more tuners and tape machines, hire several assist-
ants to record and catalogue everything, and rent
out the Customs House at Bowling Green to house
it all. Such a collector’s apartment will frequently
appear to be unfurnished, which is not actually
the case; it’s just that objects like sofas, refrigerators,
or bathtubs are not easy to locate beneath and amid
the welter of tapes, discs, shelves, and equipment
which constitute the artifacts of his existence.

One Manhattan collector I know specializes in
opera, particularly modern opera. He has, for
example, recordings of all the operas of Hans
Werner Henze that have been produced, some in two
or more versions; of Shostakovich's Katerina Ismai-
lova as performed at Covent Garden; of Hans
Pfitzner’s Palestrina, four separate performances,
each with a different cast; etc. ad inf. (That he has
most of the old Met or RAI broadcasts in circulation
for a number of years now goes without saying.)
I ran into him in the Broadway lobby of the Metro-
politan just after one of the most important evenings
of the season just passed. Without a word about the
performance, he greeted me with, “I made a great
tape contact tonight.”

While broadcast tapes have been coin of the
realm in some circles for years now, and while
several private-edition disc series have established
themselves during the past decade, the most colorful
branch of this enterprise has sprouted only in the
last few years. This is the Blockade Runner, or
On-The-Front-Lines school of recording, which by-
passes the broadcasting line and invades the audi-
torium itself. Its joys and risks are open to anyone
who owns some rather expensive recording equip-
ment, and who is willing to run the risk of smuggling
it to his seat location and then down the hall to the
rest room at intermission to change the reels. This
is not in itself a significant legal risk (at least at
the moment; we will thrash about in that tangled
thicket presently) but simply the practical one of

www americanradiohistorv com
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TAPE
UNDERGROUND

being discovered and ejected from the hall. And
success is not as difficult as it sounds.

There are many varieties of tape machine
smaller than a breadbox that will pick up some sort
of listenable performance in a concert hall. Some,
with fountain-pen-style mikes, are hardly larger
than a pack of cigarettes; most of these, however,
are not really satisfactory for the recording of music,
being intended largely for the purpose of sneaking
up on other peoples’ conversations. Most of the
machines used for concert hall undercover work
are of a size that will comfortably fit in an attaché
case or other similar carrying case. There are a
number of them. The Uher 4000 is considered a
sensible choice by many enterprisers in the field,
but there is pretty gencral agreement that for those
who are determined to get a high-quality recording
the best such machine (in spite of its relatively
large bulk) is the Nagra. Don't rush to the nearest
shopping center—the Nagra is handmade by a
former Swiss watchmaker, and is constructed with the
same care, and at roughly the same speed, as
precision-movement timepieces. Its price is approxi-
mately $1,186, and at the moment there is a sub-
stantial back-up on orders.

The Nagra is a remarkable instrument. Accord-
ing to one experienced audio engineer who has
worked with it extensively, the Nagra's performance
is indistinguishable from that of the most highly
respected professional-type tape recorders, “except
that the Nagra’'s signal-to-noise ratio is perhaps a
bit better.” It records at 15 ips, 7Y2 (with two
equalizations), and 3%, and takes a five-inch reel
with the lid closed or a seven-inch reel with the lid
open. The latter arrangement is of course impractical
for Blockade-Running purposes, but by using
triple-play tape at 7%2 one can get forty-five minutes
on a five-inch reel—enough for most selections. The
Nagra's transport mechanism, furthermore, is alleged
to be absolutely steady. It is even claimed that the
Nagra can be dropped from waist height during
playback with nary a blip or flutter to show for it
in the sound, though “I wouldn’t want to try it,”
our engineer says. “One trouble is that if anything
does go wrong with a Nagra, repair is a terrible
problem. But,” he hastens to add, “nothing ever
does go wrong.”

Selection of a microphone can also be crucial—
1o say nothing of a good scat location in the hall—
but if one has the money and the patience, a very
high-quality and quite unobtrusive system can be
assembled, and there is nothing much anyone can do
about it, short of searching all ladies’ handbags
or putting everyone through a de-Gaussing current
as they came in the door (which would not be dif-
ficult to do; but of course in a few months someone

would come up with a mu-metal-shielded box
impervious to the current, and we'd be back where
we started).

NATURALLY, concert halls and opera houses have
rules against this sort of thing, but under the present
state of the law recourses available to management
are severely limited and frequently of no practical
value. (The situation in connection with stage plays
is different, since there an author's copyright is
usually involved.) In the case of most operatic or
symphonic works, the author’s copyright is no
longer in force, and the author’s material is in the
public domain. But what about a recording of a
particular version of public domain material? As
most followers of the subject know, a copyright
registration cannot be obtained for a recording,
and the law is very vague as to whether common
law protection could be obtained with respect to
the characteristics of a particular performance of
an operatic or symphonic work. Except in Los
Angeles, where a municipal statute specifically pro-
hibits dubbing, there is no explicit statutory sanction
in the United States against the making of an un-
authorized recording of a work in the public domain,
nor against the private use of such a recording, nor
against its transferral to discs.

The only court decision really to come close to
this area is the Metropolitan Opera vs. Wagner-
Nichols, tried before Justice Greenberg of the
Supreme Court of New York State in 1950. In this
case, Met broadcasts were being taped, pressed onto
discs. and released for public sale at a profit. Suit
was brought jointly by the Met, by the American
Broadcasting System, and by Columbia Records,
which at that time had a recording agreement with
the Met. Justice Greenberg found for the plaintiffs,
noting that “we have here a business venture
purposed to gather in the harvest the seeds of which
were planted and nurtured by others at great expense
and with consummate skill.”

But the case of the Metropolitan Opera vs.
Wagner-Nichols is atypical in many important ways.
Here records were being advertised and sold openly
on the commercial market, the Met's name and
artistic reputation being used as a sales inducement;
the Met had an exclusive recording arrangement
with Columbia (no longer in effect) which was
obviously violated by distribution of broadcast re-
cordings; and the recordings were poor enough
technically so that the Met could justifiably claim
that they did not fairly represent the artistic and
technical standards of the company. The Met case
does not, of course, tell us how a court would rule
where, as is often the case, private parties are
making restricted quantities of high quality record-
ings for noncommercial purposes and the program
is not to be recorded for marketing by the artists or
managements involved.

In such cases action is seldom taken either by the
recording company or by the artist. “Artists some-
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times ask us to do something,” says one a & r man,
“but | don’t think we could, and legal fees are 100
high.” A performer might make a legal move simply
on principle. since his services are in some instances
being misappropriated and he is receiving no royalty
from sale of the records, but most artists reason
that so long as the distribution is so limited, there is
little or no commercial damage inflicted; they are
happy that people are interested enough in their
work to go to all the trouble; and they enjoy having
the recordings themselves. Very often the artist’s
permission is obtained prior to release of the record-
ing—indeed. some of the source material has come
from the artists themselves, especially in the cases
of old pre-tape broadcast recordings—and the
underground a & r men generally try to steer clear
of artists known to be difficult about such things.
Sometimes recordings are even done at the artist’s
behest: dressing rooms at the Met are often filled
with the sound of that evening’s performance. In
any case, the legal structure in the area is so shaky
that the outcome of a court test could well be un-
favorable for the plaintiff and put an underpinning
of precedent under such endeavors.

As ONE WOULD EXPECT, the sound of these
recordings varies wildly, particularly when it comes
to older material (the sound of current in-the-house
recordings is usually startlingly good, and of course
there is no problem nowadays in securing off-the-
air dubbings of excellent quality). If one were to
subscribe to an entire serics of private opera re-
leases (opera gets the almost exclusive attention of
the underground disc operators, though of course
floods of material of all descriptions inundate the
private tape-swapping networks), one would come
across many presentations that are quite indifferent,
or worse. with respect to both sound and perform-
ance, the sole item of interest being the work itself,
and one would encounter many others whose only
recommendation is the performance. But every so
often one will happen onto something so remarkable
in all respects (quite apart from its sheer historical
value) that the whole underground superstructure
will suddenlv justify itself.

Consider the 1940 Toscanini Missa Solemnis—
here is sound comparable to that of a good radio
broadcast of the period, or even a tolerable con-
temporary one; there is little background noise,
all the voices are clear, balance between chorus and
orchestra is quite good, and the over-all sound full
and clean. The soloists are Milanov, Castagna,
Bjoerling. and Kipnis, and they are all in good form.
The 1938 Covent Garden Act Il of Gérrerdinimer-
ung (from Gunther's entrance) is another prize.
The orchestra naturally sounds somewhat thin, but
there is no doubting the authority of the leadership
(Furtwiingler's). Frida Leider does things with some
of these lines which—with all respect to the great
Briinnhildes who followed—haven’t been done since,
and Melchior's incomparable sound rings out mag-
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nificently. Here is the superb, soft-grained baritone
of Herbert Janssen (in one of his finest roles), and
the black voice of Wilhelm Schirp, the Hagen, cut-
ting through everything like a buzz-saw. You'd be
amazed at how listenable a 1935 Berlin Ariadne
cun be, and you’d be amazed at the performance too,
with Ursuleac, Berger, and Roswinge, under Clemens
Krauss. And while the sound of my first prize, the
Boccanegra, or of the Rethberg/Thorborg, Melchior
Huehn,/List Lohengrin (Warren again, as the Herald)
is less favorable, the performances make most
others I have heard sound a trifle sickly.

To any real opera buff, the availability of such
material is justification enough for the whole busi-
ness. The pirates themselves stoutly defend the
legality and morality of their activities. “The com-
mercial companies,” says one, “are interested in
selling records, not in serving art or the public.
Some of our greatest artists—artists whose name
alone will sell a record—have recorded only a frac-
tion of their repertory. Commercially. It's nothing
new—look at the Wagner that could have been re-
corded in the "30s, and what do we have?—snippets
of Melchior and Leider and Flagstad, not a single
one of Melchior's complete roles! Look at the ma-
terial that’s available right now, all over the world,
of tremendous historical and artistic importance,
none of which will ever be made available, even to
libraries or archives, unless someone goes and does
it. There’s a three-year rescarch grant for you—give
some qualified person some money just to go find
out what's available, what exists, how it can be
gathered together.

“Then there’s the matter of recording processes
themselves. Of course some commercial recordings
are excellent, but half the time vou wonder—what
does she really sound like? How can vou tell through
some gummed-up sterco recording assembled out of
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a hundred little spliced-together takes? Look at the
number of microphones used for some of these rec-
ords. Any idiot can string around twenty-eight mikes
(and the more mikes, the more engineers, naturally),
or one for every instrument, and get a strong signal,
but when you mix it down things are going to be
distorted and out of phase. It requires some real
expertise, some real care, to place a single mike in
exactly the right place. That's one service we per-
form—this is what music really sounded like, the
way these people really sang.”

Another concerned individual, a ‘‘serious” col-
lector (“There are certainly not more than a few
hundred of us in the country”) who knows the
recording business from several angles, is much
exercised by the problem of preservation: “Look,
in the record industry nowadays there is a built-
in planned obsolescence factor. This has become a
mass-market business, based on rapid turnover. In
the old days, Weingartner could record a Beethoven
Ninth and it would stand unchallenged for years.
Today it would be withdrawn in a few years to
make way for the next. So you have a recording
in the catalogue for a brief time, then withdrawal,
then maybe a revival on a low-priced label for a year
or so, and then it’s gone for good. Toscanini’s going
fast, so is Beecham—every month, new cut-outs.
Soon there will be next to nothing in the catalogue
to show that these men existed—and no way short
of library research for a collector to hear how they
conducted. To say nothing of the material that never
reaches a catalogue in the first place.”

To BE SURE. In the vaults of radio stations.
recording companies, and, for all anyone knows, in
abandoned mine shafts in the Black Forest there are
things that sound like lunatic fantasy to the collector.
Fifteen operas conducted by Furtwiingler, and re-
corded by Telefunken during the war (one version
has it in experimental stereo), are, claims Rumor,
now in the hands of government officials somewhere
over the Iron Curtain. and may be released com-
mercially. More than rumor substantiates the ex-
istence of the complete Covent Garden Beecham-
led Ring. reportedly recorded on a nitrate-base film
of not very durable composition and high flamma-
bility; indeed, a tape copy exists in the Northeastern
United States. The storv of the RAI Ring is well
known to HigH FIDELITY readers (see “Who's Afraid
of the Furiwiingler Ring,” October 1965). Once in
a great while, a commercial company will take a
flyver on some of this material. as RCA Victor has
with the Toscanini Traubel/Melchior Walkiire and
Gorterdidmmerung NBC broadcast excerpts, or DGG
with its Ariadne from Vienna, 1944, but by and
large it will remain right where it is except for
whichever portions of it some energetic risk-runner
lays his hands on.

It may be that a few good court tests are exactly
what is needed to clear the air. On the one hand.
the right of a performer to control distribution of

his efforts and the commercial gain derived there-
from (as well as his reputation) must be given clear
protection, and the legitimate commercial interests
of record companies must be made proof against
outright piracy and unfair competition. On the other
hand (as this magazine argued editorially in June
1965), there must be no question of the legitimacy
of collecting, cataloguing, and making accessible to
qualified researchers the vast amount of important
material that has not been made commercially avail-
able. Whether or not the commercial circulation
of a recording without copyright notice is eventually
considered to place the material in the public do-
main, there is certainly a sense in which Furt-
wiingler's Wagner or Walter's Mahler or Beecham's
Delius belongs to the world at large. Such material
should not be withheld for commercial or personal
reasons, at least where legitimate educational or
historical organizations, such as the newly formed
Association of Recorded Sound Collections, are con-
cerned. It would be pleasant if the collection and
restoration of these things were assured of being
in the best technical hands. Probably there should
be specific legislation governing performance rights
generally and providing for statutory copyrighting
of recordings. Such legislation could do a great deal
to clear the air, particularly if it made it clear that
anyone can make, for noncommercial purposes, a
limited number of recordings of performances if
similar records are not to be made available by the
artists or managements involved.

A statute forbidding dubbing as such will, of
course, have precisely the same effect as similar
laws governing narcotics or prostitution—it will
make sure that the whole racket is in the hands of
rather unscrupulous people, that the market price
will go up, that someone undeserving will make a
lot of money, and that some innocent and perfectly
well-intentioned people will be sucked up the legal
flue. Such a statute exists in England, but short of
Orwellian measures it is obviously unenforceable,
and offers protection against the wrong act: what
ought to be stopped is not dubbing, but the con-
scienceless exploitation of it for personal profit or
to the detriment of another party’s commercial in-
terests or good name. There are parallels in the field
of the printed word (xerography) and now even of
television (home video tape machines), and we're
going to need three cops for every citizen to en-
force that sort of law.

In anyv case, we may be sure that whatever act
is made illegal will continue—where there’'s a will,
and so forth. A few years ago, when Carnegie Hall
had its head on the demolition block, the time came
to remove the microphones that were hanging in the
hall. The hall's engineers took theirs down, and the
broadcasting people took theirs down, and then
there was one left over. It had been part of the
scene for three years, all parties concerned assuming
it belonged to someone else. It picked up a lot of
concerts, and right now, somewhere, someone is
listening to one of them.
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by L. L. GROZNY

TAPE RECORDERS TODAY

- i
A Guide to Features and Performance

NF.VER BEFORE has the tape recorder enjoyed the
popularity it boasts today: tape recorders may be
found under automobile dashboards, hidden in at-
taché cases, even tucked into overcoat (mostly the
007-trenchcoat type) pockets. They are appearing
often as part of radio-phono consoles; and most
recently they've been coming out with television
sets attached. The question for the prospective buyer
contemplating this teeming world of new equip-
ment is which tape recorder (or recorders) to choose?

In great measure, the answer depends on how
the machine will be used. This is not as simple
a matter as it was a few years ago. Today, you
can buy a tape recorder not just to record sound
but to record sound in a number of ways, and with
many ancillary activities—such as synchronizing
the sound with a showing of slides, or using re-
corded sound to dub with new sound for multiple-
track recording. Some tape recorders don’t even
have to be used for recording sound: they double
as general-purpose amplifier-and-speaker systems.
Some tape machines record pictures as well as
sound, and some ‘“recorders” (more correctly, tape
players or tape phonos) don’t record at ali, but
rather play a previously recorded tape. Within
the realm of sound recording itself, there are
machines designed for conventional open reels,
others that handle tape cartridges or cassettes—
themselves varying in type, size, speed, capability,
and compatibility with one another.

The professional recordist's choice remains, of
course, the open-reel machine—probably as much
because it permits easy editing and splicing as

because it offers superior and reliable performance.
The former consideration depends on the obvious
physical accessibility of tape wound on a reel as
contrasted with tape concealed within a plastic
packet. The latter consideration stems from the
fact that the open-reel tape deck was the basic
form in which tape recording was born and has
evolved over the past twenty-odd years; logically,
one would therefore expect all the advances and im-
provements in tape technology to be endowed first,
and most emphatically, on this form of the medium.

The great majority of home-type machines are,
literally, scaled-down versions of their costlier and
larger professional counterparts. This is to say,
they are open-reel machines consisting of a two-
or three-speed transport and head assembly, and
the necessary electronic section for recording and
playback. The playback function may extend all
the way through power amplifiers and speakers;
often it ends with a preamp or “line” output, from
which point the owner must connect into his own
stereo playback system—a hookup that invariably
yields the best sonic results with any tape machine.

If you are interested in tape primarily as a
convenient program source, you have several choices
available. Designed mainly for this purpose are the
cartridge systems: the RCA cartridge, which pio-
neered 4-track recording and offered the first com-
mercial tape recording at 3% ips; the 3M-Revere-
Wollensak system, whose cartridges can be stacked
for automatic changing, just like phonograph rec-
ords: the miniature Philips cartridge, used in
portables made by Norelco, Wollensak, and Mercury,
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and the recent endless-loop cartridge systems, de-
signed primarily for use in automobiles, but with
home players and a few home recorders becoming
available (see HiGH FIDELITY, May 1966).

Whatever comes of these developments, at the
present time the most extensive tape-recorded rep-
ertoire still remains in open-reel, 4-track form. The
standard speed is 7'2 ips, although more releases
—including serious repertoire—are coming through
at 3% -ips speed. Logically enough, the largest selec-
tion of playback machinery is available for the
open reel at these two speeds. If vou already own
an audio system in which the amplifier or recciver
has a “tape head” input, you can buy a simple tape
transport. with no auxiliary electronics—the least
expensive type of tape machine. Some transports
have provisions for the later addition of record and
playback clectronics: if you have such conversion in
mind, be sure to buy a transport with erase and
record heads rather than one with a single, playback-
only head.

[ —————————
FOR YOUR OWN RECORDING

A Galaxy of Features

THE TAPE-RECORDED repertoire is nowhere near as
extensive as that available on phonograph records,
and many enthusiasts augment their library with
material recorded off-the-(FM)-air or from bor-
rowed records. For this you will need to add a
special recording amplifiecr to your transport, or
buy a deck in the first place—that is, a transport
complete with record electronics and playback pre-
amplifiers. Decks are usually a bit less expensive
than equivalent transports with separate add-on elec-
tronics (though they must be paid for in one lump,
rather than in two) and offer such additional con-
veniences as a record safety interlock, equalization
that adjusts automatically as the tape speed is
changed. and greater compactness.

If you have no audio system, or if you intend
to use your tape machine away from your system,
youll want a complete recorder—a tape deck,
amplifier, and speaker or speakers, usually in a
“portable” case (i.e.. with a handle on it). The
amplifiers and speakers offered in such machines.
while generally better than similar equipment of a
few years ago, are still no match for those in
more elaborate audio systems; for this reason every
recorder worth its salt has preamp outputs to feed
such systems, in effect reconverting them (at least
for playback) into decks.

A few tape recorders are available with inputs
equalized for magnetic phono cartridges. With this
facility, a recorder can be used as the nucleus of an
audio system to which a turntable or changer can
be added at any time. A tuner, of course, can be

connected to any tape deck or recorder, since all
have “high-level,” unequalized inputs for connection
to tuner or preamplifier outputs.

Some recorders have separate gain controls for
the microphone and high-level (or “line™) inputs;
with this feature, you can mix live and prerecorded
material (for dramatic readings with sound-effects),
slide-show narrations with musical backgrounds, and
the like. Using the independent gain controls, you
can bring the music up when the narration pauses,
dropping it again to background level when the
voice continues, just as it's done in professional
recording work,

Live-recording enthusiasts will appreciate record-
ers with low-impedance microphone inputs, for vir-
tually all high-quality microphones are available
in low-impedance versions (some in low-impedance
versions only), and low-impedance microphone lines
(30 to 250 ohms) can be extended hundreds of
feet from the recorder without the hum pickup or
treble losses that affect all high-impedance micro-
phones used with long leads. The flexibility and con-
venience of low-impedance operation can, however,
be added to virtually any recorder by connecting an
accessory transformer between the microphone
cable and the recorder input; such transformers are
available from many companies. Some of the new
transistor recorders use microphones of the hitherto-
uncommon medium impedance of 1,500-2,000 ohms,
but, as yet, few good accessory microphones are
available for them.

If fairly long running times will be required for
your particular recording chores, or when the
timing of a work to be recorded is uncertain, you
may want to use thinner tapes, or a machine that
offers slow speeds (3% and 1% ips), or both.
Recently, some manufacturers have been offering
tape recorders for home use that accept reels larger
than the conventional 7-inch diameter. For example,
8% -inch-diameter reels hold 1%2 times the normal
capacity of the 7-inch reel; and 10% -inch reels, twice
the capacity of the 7-incher.

In any case, the thinner tapes—which come
in all reel sizes—made today are generally more
stretch-resistant than they once were, and the dan-
gers of twisting (as well as of print-through, from
one layer to the next) have been significantly re-
duced. While, on any tape recorder. the slower
speeds yield relatively more limited frequency range
and signal-to-noise ratio, on most quality machines
even these characteristics show up as better than
formerly—and they are, in any event. of relatively
minor importance when the material to be recorded,
such as speech, itsell has limited dynamics and
frequency range.

Recordists who anticipate a fair amount of tape
editing (mostly of concern to those who do live
recording) should consider a machine that has pro-
visions for making this chore ecasier and more
accurate. Ideally, there should be some facility
for stopping the motor, but with the tape in contact
with the heads so that the reels can be rocked
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back and forth until a specific passage of sound
is located, In some machines, this occurs when
the “instant stop” lever is locked in position; other
decks have a cue or edit switch for this purpose.
Once a sound is located, its place on the tape
may be marked with crayon or grease pencil.

Some enthusiasts who make many original tapes
shun 4-track stereo in favor of the older 2-track.
Original tapes, especially of live material, usually
require editing—and cutting an unwanted section
from the left-to-right portion of a tape may result
in the loss of some desired material from the right-
to-left tracks. Two-track recording also generally
offers a lower noise level, which can prove helpful
if the original tape is to be duplicated, inasmuch as
with each dubbing or “tape generation” the noise
level rises somewhat.

The slower speeds, incidentally, are harder to edit
—the more material packed onto a tape, the more
difficult it is to locate a specific passage, and the
more serious the consequences of missing it. For
instance, if you miss the spot you're after by one
inch of tape, you'll be about 1/8 second away at
7-1/2, but more than a second away from it at
15/16. A four-digit counter will make pinpointing
easier than the older, commoner three-digit variety.
Four-digit counters, incidentally, are also very useful
adjuncts to tape recorders taking the 10-1/2-inch-
diameter reels.

Tape recordists are split in their opinion of the
various record level indicators found on home tape
machines. In my view, most amateur work is best
done with the help of a magic eye indicator which
responds most quickly to sudden transients, then
holds its indication long enough to make it notice-
able. Not as useful is the single neon light: it
does indicate overload distortion, but it does not
alert the recordist to too low, and noisy, a re-
cording level. The double-neon indicator is only
slightly better than the single neon.

Meters, largely due to transistor circuits, are the
coming thing, but their virtues and vices are not
usually understood. Professionals regularly use a
VU meter whose frequency characteristics, response
time, and fall time are standardized. This meter
does not respond well to quick transients, but the
lag in the meter's reflexes is standard, and experi-
enced recordists automatically take this into account
—when they hear signal peaks that they can't see,
they adjust gain accordingly. What the meter does
give them is a numerical indication of sound level
that is very important when dubbing, broadcasting.
or otherwise transferring signals around a complex
audio chain. The British studios, incidentally, use a
“Peak Programme Meter” (also standardized), which
reads peak levels rather than the average levels
given by the standard VU meter.

The characteristics of the meters and meter cir-
cuits in most home recorders differ widely from
those of the standard VU and often differ from one
another. Of course, this makes no difference un-
less you commonly make critical recordings with two
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or more different machines, and the characteristics
of some meters are, it appears, rather close to those
of the magic eye. But the letters “VU” on a home
recorder’s meter have little, if any, significance,
though the numbers do help in matching levels when
making several “takes” of the same recoridng. On
the whole, while the provision of a meter may be
no drawback, it is not much of an asset either. For
most home-type recording, then, the magic eye in-
dicator is my recommendation.

T ————
MOTORS AND HEADS

How Many of Each

THEY SAY THAT good things come in threes,
and this is true of motors and tape heads. Most
professional machines have three of each. In motors,
there is one to drive the capstan, and one for
each of the reels. The resulting machine is heavier
and more expensive than a machine with one or
two motors, but its mechanism, despite the three
motors, actually is simpler and less likely to give
trouble. Three-motor machines also generally can
rewind tape much faster than single- or double-motor
models. Tape speed variations are also likely to be
less than in a machine in which the same motor
drives both capstan and reels. The two-motor ma-
chine is a compromise, less expensive than the three-
motor variety and less troublesome than the single-
motor machine.

As for heads, the best machines use separate
heads for erase, record, and playback, allowing each
head to be optimally designed for its function. The
playback head, for example, should have a narrower
gap than the record head for best high frequency
response, while the record head should also cover a
slightly wider area than the playback head so that
the latter will not pick up noise from the unrecorded
portions of the tape.

Response aside, most three-head machines offer
another feature: instant direct monitoring. Since the
tape passes over the playback heads a fraction of a
second after the record head puts a signal on it,
it is possible to check the quality of the recorded
signal as you are taping by listening to the output
from the playback head. Any trouble will show up
quickly, before the whole recording has been ruined.
With a recorder that uses a combined record/
playback head, you can monitor only the program
source while recording. You must wait until you
have finished recording and have put the machine in
playback mode before you can hear the taped results.

With three heads, you can also have built-in
echo, by feeding the playback signal (delayed by
the time it took the tape to travel from the record
to the playback head) back to the recorder input,
and mixing it with the incoming signal you're re-
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cording. Some machines have an echo button that
gives you this effect, while on others an echo loop
can be set up with external patch cords.

A few recorders have more than three heads.
Sometimes the extra heads add half-track playback
to a quarter-track machine (or vice versa), but
more often they're part of a machine with automatic
reverse, one which plays its way through a four-
track stereo tape in one direction, then reverses
itself and plays the other two tracks in the opposite
direction. Some machines will only play back in
both directions; others will record both ways as
well, a handy feature when you're taping lengthy
performances, since reversing is quicker than flipping
the tape over and will happen automatically if you're
out of the room when the first side ends.

Another automatic feature, found on nearly all
recorders, is an automatic stop which turns off
the motors (and sometimes the electronics too)
when the tape runs out or breaks. In some machines,
however, the switch works only in record and play-
back modes, not in fast-forward or rewind. Some
of the European machines also stop when a piece
of foil-clad tape goes through the switch. With
such a stop switch, you can keep the tape from
running out of the feed reel by applying the switch-
ing foil a foot or two from the end or by putting
a tiny strip of switching foil just before your favorite
selection on a long tape, so that the machine will
stop automatically when that point is reached, and
without creating the need to rethread a reel.

o ]
EXTRA FEATURES

And Basic Specifications

MOST OF THESE fcatures are missing from one
type of tape recorder that is nevertheless becoming
more and more popular: the battery-operated port-
able. If you frequently record out of doors, in
moving vehicles, or even as you pace around the
house, you’ll probably want one, regardless of
what other tape equipment you own. The cheap
machines, which do not use the standard capstan-
and-pinch roller tape drive, are mere toys, but
there are a host of portables that offer fair to superb
quality, usually in proportion to their price (sec
HigH FipeLITY, July 1966).

Some recorders are voice-operated, starting when
you speak, and stopping when your voice stops;
others can be adapted for this by an accessory.
These are handy for dictating, taking inventory, or
general note-taking, but the feature is of no use
for music or other applications when it is desirable
to preserve the timing as well as the content of the
original program. Another automatic feature is auto-
matic volume control, which acts like a camera's
electric-eye exposure control system, ensuring against
too low or too high a recording level. Useful when

recording speech, where intelii.. 40 is the prime
goal, these circuits distort the dynamic range of
music and—TIike electric eyes—they can be fooled
into bringing background noise up to the level of the
material you're recording, or causing other problems.

In making a final choice, specifications are even
more important than features—they help indicate
a recorder’s quality. Although most tape speci-
tications—frequency response, signal/noise ratio,
distortion, and so on—are familiar from other areas
of audio, they take on a unique significance in tape
recording because of their interrelationship. And
some specifications, such as bias frequency, apply
only to tape.

Bias is an ultrasonic signal applied to the record
head to overcome distortion in the tape and to im-
prove recording sensitivity. As a rule, it should be
five times that of the highest overtone to be
recorded (100 kHz for a machine which is to record
up to 20 kHz) for best results. Unless the bias fre-
guency is at least 70 kHz, there is a strong risk
of “squealing” when stereo FM broadcasts are being
recorded, due to the 38-kHz stereo subcarrier’s
beating against the bias frequency.

The amount of bias (in volts) is as important
as its frequency. If too little bias is used, signal-
to-noise ratio decreases and distortion rises, although
the frequency response is extended. Since more
equipment is purchased on the basis of frequency
response than because of any other single specifica-
tion, some manufacturers deliberately under-bias
slightly in order to achieve better high frequency
response (and more sales) even though the over-all
sound will suffer. The realistic way, then, to assess a
recorder’s frequency response is to do so in terms
of a given recording level at a certain distortion
level, and—of course—with an over-all variation of
plus and minus so many decibels. (Some manufac-
turers do describe their machines this way; this is
standard test procedure and is used in HiGH FIpEL-
1TY's test reports on tape recorders.)

Signal-to-noise ratio is usually measured in terms
of the ratio in decibels between the softest signal
that can be discerned above the background noise
level and the loudest signal that will produce no
more than a specified maximum harmonic distortion
level (usually 1%, 3%, or 5% ). The higher the
distortion level at which the measurement is taken,
the better the signal-to-noise ratio will look. If the
ratio is given as “so many dB below zero level,”
its meaning may depend on the distortion that “zero-
level” recording will produce. To be completely
meaningful, the noise level should be stated as “dB
below zero level” and the zero level should be
defined as the recording level which produces a given
percentage of distortion (1% and 3% are usual).

Beyond these basics, a scanning of the descriptive
literature on a tape recorder can indicate for the
prospective buyer many special features. These are
impossible to cover in a survey of this type, although
once you decide on a given price and quality level,
they can help define the recorder of your choice.
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THE PROMISE AND THE PROBLEMS

by Norman Eisenberg

VIDEO TAPE as a new source of home entertain-
ment is becoming more and more of a reality almost
each week now—not surprisingly in view of its
manifold potential uses and the expected availability
of a growing number of video machines. To begin
with, a video recorder can capture favorite TV shows
for viewing whenever you choose, and as often as
you like, through your own television set. With the
aid of accessory timers and automatic controls, you
can even set up the system to record programs with-
out your being present at the time of broadcast.
Next, with a new kind of electronic camera jacked
into the recorder you can make your own ‘“instant
home movies” which can be viewed on direct play-
back without the need for processing and develop-
ing; if a microphone also was used during the film-
ing, the sight-and-sound will have been synchronized.

Without involving the recording function, the use
of a camera suggests other applications: install one
camera, for instance, in the nursery and feed it via a
cable and switch box into your video-tape-TV sys-
tem, and you have an electronic baby sitter that
permits you to observe what’s going on in the chil-
dren’s quarters while you are relaxing within view of
your audio-video system. Finally, video tape very
likely will give rise to a new kind of commercially
recorded program form: sight-and-sound releases of
musical shows, operas, or indeed of any material
that listener-viewers will buy—or more probably at
first, rent, in view of their anticipated high cost.

It is generally agreed that when these potentials
materialize, video tape will have come of age. It
also seems obvious, however, that this event will not
just suddenly occur one bright morning but, rather,
will steal up on us slowly. The next two years or so
should see refinements in existing video tape equip-
ment, more models to choose from and at steadily
decreasing cost, and doubtless too some signs of
standardization in such important areas as tape speed
and tape width.

AvugusT 1966

Against the backdrop of ferment in video tape,
we have been hearing reports of “video discs™—
a subject which seems at this stage less susceptible to
understanding in terms of concrete developments.
In any case, it appears there are discs, and discs.
A year ago, Westinghouse demonstrated its Phonovid
system, basically a conventional 33-rpm record play-
er that tracked a specially cut disc to produce sound
through an audio channel and up to 400 still shots
via a “'scan converter” through a television monitor.
This system, initially announced at a price of
$10,000, is still undergoing development at West-
inghouse. More recently, Sony showed a magnetic
disc that stored both video and audio information;
this disc was not tracked by a pickup in a tone arm
but was scanned by magnetic heads, not unlike those
used on tape machines. The Sony technique, of
course, permits direct recording onto the magnetic
disc; to record with the Westinghouse system re-
quires additional equipment, including a record
cutter. The Sony system has been suggested as the
basis for a new form of sight-and-sound jukebox,
known as Videomat, but the company declines to
state when, or if, home versions of this system will
be offered; for the present at least, Sony clearly is
emphasizing tape as the home video medium.

Almost simultaneously with the Sony video disc
came word of a similar item allegedly under de-
velopmental wraps at CBS Laboratories. In checking
out this report—which appeared initially in the New
York Times as a story date-lined Milan—I learned
precious little. CBS will admit only to being in-
terested in all forms of communication and of in-
formation storage, including audio and video and in
both disc and tape form. But CBS steadfastly denies
working on a video disc as such.

My own guess, and this has been seconded by
several engineers with whom I have spoken, is that
the three-eighth-inch-thick ‘“metal disc” noted in
the press actually may have been a round can

www americanradiohistorv com

53


www.americanradiohistory.com

54

housing a reel of quarter-inch- (or even one-eighth-
inch-) wide tape, and mistaken by the reporter for
a disc. This seems a plausible explanation, especially
since the original story made no mention of the
tone-arm and pickup presumably required for play-
ing a “disc” but referred only to an unspecified
“box” into which the “metal disc” was “dropped.”
And certainly, a cartridge or cassette seems like a
suitable form for programmed video tape—par-
ticularly for home use. If the CBS "disc” is not a
metal cartridge, then it—Ilike the Sony—may be a
magnetically coated wafer in disc form, rather than
a disc in the conventional sense of a record with
signals engraved on it by a cutter and traced for
piayback by a stylus.

So what is a “video disc”? It may be an en-
graved disc; it may be a magnetic track spiraled
out on a disc; it may be tape housed in a round
cartridge. Stay tuned to this station.

More tangible (though not necessarily more vi-
able in the long run) is video tape, and specifically in
open-reel form for use on decks that superficially
resemble ordinary audio tape decks. A key problem
here has been to develop tape speeds, or more cor-
rectly, tape scanning speeds (the actual rate in inches
per second at which the tape moves past the head)
that will permit acceptable video information trans-
lation and still offer a reasonable measure of economy
and playing time per reel. For an idea of what is
involved, consider that in audio work a tape speed
ot 72 inches-per-second is required for a low-dis-
tortion frequency bandwidth of up to 20,000 Hz,
while in video work bandwidths on the order of 2
million Hz (higher for really clear pictures; higher
yet for color pictures) are required. At the speeds
needed for such frequencies, ordinary tape racing
past a tixed head will not last very long; its total
playing time will be limited; head wear will be ac-
celerated; the physical strain on the tape transport
will be tremendous.

Despite these problems, there have been some at-
tempts to produce a video recorder using fixed
heads (or “longitudinal scanning™ of the tape). None
of these has yet materialized as a consumer product,
although two prototypes (by Fairchild and by Par)
which we saw in action did hold great promise. The
Fairchild ran at 120 ips using a 10-inch reel of
Y4 inch-widc instrumentation tape. The Par unit ran
at 60 and at 30 inches-per-second using a 7-inch
reel of long-play polyester audio tape. Reportedly,
a similar type of video deck is under development
at the Illinois Institute of Technology; another unit
in this general class may be forthcoming from a
firm named Defense Electronics, Rockville, Md.

Interestingly enough, the units that already have
reached the market attempt to solve the tape speed
problem by running the tape at relatively slow
speeds but past heads which themselves are mounted
on a rotating drum. This double motion provides
the scanning speed needed for acceptable pictures
while affording reasonable lengths of playving time.
It does, however, require the use of video tape, it-

self wider and costlier than audio tape. And, while
at least nine such models have been announced,
there is little agreement or standardization among
them as to the exact tape speed. Thus, the Ampex
units run at 9.6 ips; the Concord operates at 12 ips;
video machines by Sony, Wollensak, and Pace run
at 7.5 ips. A model by Dage-Bell is specified at 5.91
ips; the Norelco moves its reels at 9 ips; the Lowe-
Opta runs at 6 ips. Plainly there is no compatibility
here in the sense that tapes made on one model of
recorder can be played on any other; in fact, even
among the three current models that operate at
7.5 ips, it is highly unlikely that tapes can be inter-
changed, so complex is the video recording process.

Despite this nonstandardization, several compa-
nies have been torging ahead, each offering what
it apparently regards as the solution and presumably
confident that irs particular system will prevail, or
at least survive in a very diverse (and unprecedented)
pattern of technological coexistence. The most pro-
lific firm has been Sony, obviously getting to the
consumer market ahead of others and with the
greatest number of units. Ampex, which introduced
video tape in 1956 for use in television broadcasting,
has been for the past two years offering a “semi-
professional™ video recorder for use in schools and
industry, and now advises that it is getting into full
swing on its lower-priced home models. The forth-
coming Concord machine is expected to appeal first
lo professional and business users, later to the home
market. A frank bid for the latter is represented by
a $400 model expected soon from Pace Electrical
Instruments (formerly Paco), while Wollensak has
cntered the higher-priced arena with .a video deck
tentatively listing at just under $1,500. The Norelco
and the Lowe-Opta, each at about $4,000, remain,
by common agreement, chiefly of professional in-
terest. The Par unit is expected to come out at well
below $1,000, but just when cannot be learned;
latest word is that the deck has graduated from the
breadboard stage and is now being readied in terms
of format and final styling.

So far we have been talking about video in terms
of monochrome (black and white pictures). But
mindful of the rising interest in color television
viewing, and the solution of many color video prob-
lems by the TV set manufacturers, the makers of
video tape equipment already are speculating that
color video tape is an inevitable development, if at
some time in the future. At that, Sony recently
demonstrated a color video tape recorder and claims
that it will put such a unit, costing less than $2,000,
on the market next year. Matsushita (which makes
the Concord machine) is expected to have intro-
duced, or at least demonstrated, a color video re-
corder under the brand name of Panasonic by the
time this article is published. And beyond color
pictures, almost everyone agrees that the audio por-
tion of video tape can, and eventually will, be in
stereo. With such promise of sight-and-sound facili-
ties, and at expectedly lowering cost, we may all
become amateur movie producers yet.
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The Subtle Sensua I8t
Sex made the Offenbachian world go rounci—a joyous, mischievous
view of sex which has lost none of its sparkle.

By Julius Novick

JOHANN Strauss and Franz Lehir have been
extensively recorded and frequently revived; Gilbert
and Sullivan are always with us. But Jacques Offen-
bach—who profoundly influenced all of them, who
was praised by Rossini, Saint-Saéns, Nietzsche, and
Bernard Shaw, who for sheer animal spirits is un-
surpassed by any composer who ever lived—this
first and, perhaps, still foremost of operetta com-
posers is widely known in this country for only two
works: the Gaieté parisienne suite (which was com-
piled from his works by other hands long after his
death), and his spooky, uncharacteristically serious
grand opera, The Tales of Hoffmann.

We hear all too little of the lighter works on which
Offenbach’s fame was based while he lived, and on
which his international reputation rests now. Yet
while there are relatively few recordings, some of
these are creditable ones. Several discs of Offenbach
excerpts are available as imports on the Pathé and
Odeon labels. Orphée aux Enfers (Orpheus in Hades)
and La belle Héléne, the two Olympian travesties,
are available each in a two-volume set put out by
Renaissance: these are sparkling performances in
French, which include enough of the dialogue
to keep the continuity going. La Grande Duchesse
de Gérolstein—a musical satire on militarism which
led Bismarck to say, “But that’s it exactly!”—
is extant as a two-record Urania release: also spar-
kling, also in French, also including dialogue.

AUGUST 1966

(Warning: my personal standards for fidelity of
sound are far from rigorous, but even I find the
Renaissance and Urania recordings distinctly second-
rate in this respect.) There is a complete recording
of La Périchole available as a Pathé import from
France, and a deleted RCA album of excerpts from
the Metropolitan Opera production in English is
occasionally to be found. The latter offers pleasant
singing from Patrice Munsel and Theodore Upp-
man, a charmingly hammy bit by everybody's
favorite comprimario tenor, the late Alessio de
Paolis, and a slight overplus of Cyril Ritchard's
camping. And there is a splendid recording, on
Angel, of excerpts from the Sadler's Wells pro-
duction of Orpheus in Hades.

This year marks the hundredth anniversary of
La Vie parisienne, Offenbach’s joyous celebration
of the pleasures of Paris (the influence of which,
incidentally, can be seen all over The Merry Widow).
Perhaps the occasion will serve as the pretext for
a long-overdue Offenbach Revival. But it ought to
be admitted, before stating the case for the Parisian
master, that he had a worse than dubious reputation
among certain of his contemporaries. The American
critic William Winter (the Brooks Atkinson of his
day) specifically exempted “wanton French opera”
from his defense of the moral cleanliness of the
stage. “Nobody,” said Winter, “questions the vicious-
nesss of such pieces as La Grande Duchesse and La

www americanradiohistorv com

55


www.americanradiohistory.com

56

Culver
Hortense Schneider: a taste for diamonds.

belle Hélene.” (The openhearted Offenbach, in his
book about his American travels, had described
Winter as “an excellent literary man and most agree-
able socially.”) Richard Wagner, never a man (o
descend to moderation in his dislikes, declared that
"Offenbach’s music is like a dungheap in which all
the swine of Europe wallow.” (Wagner seems, how-
ever, t0 have changed his mind later) Some
authorities have even maintained that Offenbach, by
his “demoralization of the people,” was one of the
causes of French defeat in the Franco-Prussian War.

At least onc reason for his bad repute, however,
nced cause us in the twentieth century, and record
listeners in particular, no direct concern: 1 refer to
the genuine lasciviousness that pervaded the theatres
in which the Offenbachiades had their premieres.
In such a theatre, according to Offenbach’s biogra-
pher Siegfried Kracauer, * everybody knew
everybody else, and, as a consequence of the inti-
mate relations between the gentlemen and the
actresses. stage and audience constituted an indi-
visible whole. . . . To most of the actresses the stage
was merely a means towards another end.” The first
chapter of Emile Zola’s Nana describes an Offen-
bach first night, with its atmosphere of coquetry,
cuckoldry, and sheer, open provocation and lust.
Zola’s theatre manager is only being realistic when
he goes around insisting that his establishment be
referred 10 not as a theatre but as a brothel.

The glamorous Hortense Schneider, who created
for Offenbach the roles of Helen of Troy, La Grande
Duchesse, and La Périchole, was one of the most
famous courtesans in Furope. Among those who
competed for her favors were the Prince of Wales;
Tsar Alexander of Russia; the latter’s son, the Tsar-
evitch Vladimir; Ismail Pasha, the Viceroy of Egypt;

Emperor Theodore of Abyssinia; and the Kings of
Portugal, Bavaria, and Sweden. (As a result, the
lady was nastily nicknamed, atter the alley outside
her dressing room, “Le¢ Passage des Princes.”) Kra-
cauer says of La Schneider, in delicate terms that
Offenbach would have enjoyed: It was not that she
was fickle; but she was the victim of a strong temper-
ament; and besides she liked the glitter of diamonds.”

Bernard Shaw, who was a boy in Dublin during
Offenbach’s years of glory, later remembered how
“in the days when La Grande Duchesse was shud-
dered at as something frightfully wicked, when im-
proper stories about Schneider formed the staple of
polite conversation, and young persons were with-
held from the interpolated cancan in the second act
as from a spectacle that must deprave them forever,
the meany-headed received a rapturous impression
of opéra bouffe as a delightful and complete initia-
tion into life. .7 Those days are gone forever,
and it is just as well. What is left to us is a sort of
aesthetic equivalent to Heroism Without Risk. We
can still have the gaiety, the delight, even the in-
toxication, of the Offenbachiades—without the
prostitution and debauchery, the threat to honor,
money, and health, that really do scem 1o have gone
with them. The debauchery was in the theatre, and
in the society of the time, and has vanished; the
delight is in the words and above all in the music,
and is immortai.

YET, EVEN S0, genuine puritans (if there are any
ieft) still have a good case against Offenbach. In
his private life, we are told, he was a conscientious,
hard-working family man, devoted (in spite of occa-
sional affairs with his actresses) to his wife Herminie,
their son, and their four daughters. One of his col-
laborators has left us a touching picture of the com-
poser at work on La belle Hélene: “His children
would be noisily playing, laughing, and singing all
round him but his right hand would go on
writing, writing all the time.” And yet the devil was
in his music, as GBS testifies: “Perhaps an item
more or less in the account can make no very great
difference to me personally; but 1 warn others
solemnly that Offenbach’'s music is wicked. It is
abandoned stuff: every accent in it is a snap of the
fingers in the face of moral responsibility: every
ripple and sparkle on its surface twits me for my
teetotalism, and mocks at the early rising of which
1 fully intend to make a habit someday.’

Although such a work as, for instance, The Merrv
Widow has its elements of the risqué, Offenbach’s
opéras bouffes, without ever descending to mere
crudity, make it look like a nursery entertainment.
Whereas the slow melodies in Viennese operettas
tend to be imnocently schmalizy (and those in their
American successors, from Victor Herbert to Rich-
ard Rodgers, tend to be strenuously sentimental),
Offenbach’s slow tunes are more often remarkable
for sheer sensuality: listening to some of them is
like being lapped luxuriously in purple velvet.
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Of course Offenbach could write a sweet and
touching tune when he had to. The “Letter Song”
in La Périchole is famous—Périchole being distin-
guished by its sentiment from the more characteristic
Offenbachiades that preceded it. There is even a
famous sentimental number in that riot of irrever-
ence Orphée aux Enfers: the exquisite serenade in
which the poor drunken menial John Styx says that
although in Hades he is no longer a king as he had
been on earth, he loves Eurydice dearly just the
same. Naturally, Eurydice won’t look at him; she
is far more responsive a moment later when Jupiter
approaches her disguised as a fly, and buzzes into
her ear a captivating tune, at once sensual and sly.
Like others among Offenbach’s heroines, Eurydice
doesn’t want to be loved dearly; she wants to be
shown a good time.

Offenbach’s music sings above all else the Gospel
of Pleasure, pleasure as the end and aim of life.
“Il faut bien que l'on s'amuse,/Qu’on se donne du
bon temps,” sings the chorus in La belle Hélcne.
(We must enjoy ourselves, we must give ourselves
a good time.) In La Vie parisienne they sing: “Des
amants, des maitresses/Qui s'aiment en riant! . . ./
Oui, voila la vie parisienne/Du plaisir @ perdre
Fhaleine.” (Lovers and mistresses who laugh as they
love! . . . Yes, this is Parisian life: pleasure to the
point of breathlessness.) 1 apologize for my transla-
tions; the originals are considerably more ele-
gant than I have been able to render them.

The keenest and strongest, the most direct and
most obvious expressions of the Gospel of Pleasure
in all of Offenbach’s music, are found in certain
fast, loud, pulsing, driving, exultant tunes, notably
the oncs he wrote to accompany the dancing of
the cancan. It is impossible to talk about Offenbach
for long without touching on the cancan—which
in a way is unfortunate, because it often gives rise to
the erroneous impression that his interests were ex-
clusively confined to the racy manipulation of lacy
underwear. In fact, one great service that an Offen-
bach revival might perform would be to show that
Offenbach is unique in his field for subtlety as well
as gaiety, for delicacy as well as bzazz.

And yet we should not dismiss the cancan lightly.
Hearing the famous one, the “Galop infernal” from
Orphée aux Enfers, over and over again (it was
used not so long ago in a radio commercial for Ford
cars), we take it for granted. Because, out of con-
text, it is so ubiquitous, we forget that it can still
be intoxicating. Offenbach’s cancan music is, after
all, the very best making-whoopee music that has
ever been written. It represents what GBS called the
composer’s “inimitable effervescence” in its wildest,
most abandoned form. It makes a good case—not
to the mind, but to the nerves and the pulse—for
the orgy as a way of life. The cancan was the rock
'n’ roll of its time—it was its Big Beat that made it
so potent—but the cancan is for grownups; and some
of the ones that Offenbach wrote have lasted for a
hundred years and are still alive and kicking.

Like rock 'n’ roll, the cancan began as a working-
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class folk dance of *“obscure and dubious origin”
(again to quote Kracauer). It had a bad reputation:
long before Offenbach took it up, Heinrich Heine
had written, *, . . these indescribable dances . . .
are satires not only of sex and society, but of every-
thing that is good and beautiful, of all enthusiasms,
patriotism, loyalty, faith, family feeling, heroism,
and religion.” One of Offenbach’s own contempo-
raries wrote that the rhythms of the cancan seemed
to be intended, “by the physical and moral upheaval
which they arouse, to throw the whole fabric of
society into confusion.” Even rock ’'n’ roll has not
come in for quite such vigorous abuse. (It might be
questioned whether it be advisable to subject the
moral fabric of our own society to such a strain, but
I maintain that America is strong enough to take it.)

A few Offenbachian characters are not caught up
in the spirit of the cancan: a few do give thought
to matters other than the delights of the moment.
Some are driven by a hypocritical craving for the
appearance of respectability. There is a formidable
female in Orphée named Public Opinion, whose
efforts to reconcile Orpheus and Eurydice (furthered
very reluctantly by Jupiter, who wants Eurydice for
himself) make her a tremendous nuisance to every-
body. A few, especially the military and govern-
mental types in La Grande Duchesse, display a lust
for power. A few just have old-fashioned sticky
fingers: the priest in La belle Héléne (a pagan priest,
of course—not a word against the Church) is greatly
annoyed that the sacrifices have fallen oft from good
solid meat to mere bouquets of flowers, with the
result that he, even he, has actually had to pay a
butcher’s bill.

But the prevailing motivation is pleasure, and
pleasure of one kind in particular. It is sex that
makes the Offenbachian world go round, and no-
body, except deceived husbands and other nonen-
tities, would dream of objecting to any amount of
trickery and deceit carried out in the interest of
giving that world an extra spin. (Even the greedy
priest decides to make the best of things, and sends
one bouquet from his harvest of sacrificial flowers
to a little lady flute player in whom he is interested.)
It Offenbach did not see life whole, he saw it steadily,
with the unwavering eye of genial cynicism.

IT MAY SEEM naive to call a man’s music cynical
or wicked or witty: cynicism, wit, and wickedness
can only be attributes of things that make con-
ceptually meaningful statements, and we are often
told that music has no meaning outside itself. Music
is, after all, an arrangement of sounds; it affects
the feelings through the ears, but contains no sym-
bols that the mind can interpret as standing for
ideas or things. Music may have emotional content,
but it cannot by its nature have narrative or con-
ceptual content. That is why so many carnest anno-
tators, in trying to make “programs” for symphonies
or concertos, have only made fools of themselves.
But a song is not just music: it is music in a
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context of words. In musical theatre, a song is music
in a whole intricate dramatic and theatrical context.
This context provides a set of narrative and con-
ceptual referents for the varying shades of emotion
developed in the music. Often, the words will be
merely the pretext for a burst of feeling in the music,
or the music will be merely a neutral sort of fringe
benefit for an attempt at wit in the words. ldeally,
however, the music and the words will intermingle
to create a kind of magnetic field in which every
moment of either fairly vibrates with meaning, as
neither music nor words would do were they sepa-
rate. (It's rather like sex: each participant energizes
the other by the fluctuating intricacy with which
they fit together. If you see what 1 mean.) The
mischievous delicacy with which Offenbach’s music
can relate, moment by moment, to the words, the
characters, the dramatic situation—and thus extend,
diversify, and deepen meaning—this mischievous
delicacy is what we (or I, anyway) call his wit. This
is his subtlety, which is too often overshadowed by
the abandoned gaiety of the cancan; in this quality
he surpasses all other composers of operetta. It is for
this, it anything, that he deserves the comparison
(made by such disparate commentators as Rossini
and Wagner) to Mozart.

Fortunately, Offenbach’s best librettists were
worthy of him. Henri Meilhac and Ludovic Halévy,
who provided the texts for most of the famous
Offenbachiades, were not mere nameless hacks
like the nonentities who cobbled up the librettos for
the Viennese school; their work was witty and well
constructed, and W. S. Gilbert himself was not
ashamed of picking up hints from them. Meilhac
and Halévy could match Offenbach in dexterity, and
in their view of humanity the three of them were as
one: they were true and intimate hand-in-glove
collaborators.

Take, for example, the song they wrote for Helen
of Troy (in La belle Héléne), in which she com-
plains that it isn't her fault that she keeps getting
mixed up in amorous adventures and invokes the
casc of her mother leda, who was courted by
Jupiter in the shape of a swan (that is, Jupiter was
in the shape of a swan):

Nous naissons toutes soucieuses

De garder I'honneur de l'époux

Mais des circonstances fdcheuses
Nous font mal tourner malgré nous.
Témoin l'exemple de ma mére:
Quand elle vit le cygne altier

Qui (vous le savez) est mon pére
Pouvait-elle se méfier?

Dis-moi, Vénus, quel plaisir trouves-tu
A faire ainsi cascader la vertu?

(We are born very careful about preserving
our husbands’ honor, but disagreeable circumstances
make us go wrong in spite of ourselves. Witness the
example of my mother: when she saw the haughty
swan who—you know it—is my father, could she

suspect? Tell me, Venus, what pleasure do you find
in making my virtue fall away?)

These are clever verses (though their cleverness
may not be apparent in my prose translation); the
music gives them shimmering facets of irony. Sen-
sitively sung to Offenbach’s insinuating tune—and
further enriched by the personality of the performer,
who should of course be a young woman skilled in
the art of musical flirtation—the song becomes the
very essence of that indescribable combination of
hypocrisy and impudence with which an ideally
immoral, a sublimely frivolous woman would defend
her behavior. The song is a masterpiece of deli-
cate high comedy. (It comes across brilliantly in the
Renaissance recording, by the way.) In the (first
production of La belle Héléne, this number—and
all the sexual innuendoes in the piece—were given
a further dimension of irony by the fact that the
original Helen was none other than Hortense
Schneider herself, whose virtue, as everybody knew,
had fallen away some time ago.

In brief, the words and music complete one anoth-
er, and are separable only at peril (although the
cancan tunes will survive anything). This makes the
matter of translation a crucial one. Fortunately,
Maurice Valency's English version on the Met's
Périchole recording and Geoffrey Dunn's on the
Sadler’s Wells Orpheus are both of them deft and
faithful. The diction—another crucial matter—is
generally excellent on the English and French re-
cordings alike. (The French singers, as might be
expected, are particularly skilled at caressing an in-
nuendo without pushing it too far.)

Both words and music, moreover, are intimately
related to their own time and place. Although Offen-
bach was by origin a German Jew, a cantor’s son
from Cologne, he became, like his librettists, a per-
fect Parisian of the Second Empire. The flavor of
their masterpieces is the flavor of Paris a hundred
years ago, when the Duc de Morny, half-brother to
the Emperor and a leading figure in the government,
was glad to help out by contributing some witty
lines to the libretto of La belle Héléne;, and when
the Emperor Napoleon I himself, and all his court,
often seemed to be characters in a great Offen-
bachiade of their own.

That explains, I think, why so many recent at-
tempts to create new American stage works using mu-
sic wrenched from Offenbach have been, and have
deserved to be, failures. The right way to go about
producing an Offenbachiade in English in the
twentieth century has been concisely outlined by the
English dramatic critic James Agate: * . to fur-
bish up the old sparkle and avoid substituting a new
one, to stick to the operette and to keep the thing
French.” Though it is not impossible to do all this
(Sadler’s Wells has done it, and that company’s
accomplishment is handsomely reflected in its
Orpheus in Hades recording), it is a perilously diffi-
cult feat. By means of phonographic stimulation,
however, we are all enabled to produce ideal Offen-
bachiades in the theatre of the mind's eye.
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BY ROBERT C. MARSH

A Basic

Tape Library
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l{r:com)lzn TAPES Ntave been on the mar-
ket for about fifteen years, but anvone in-
terested in a basic library of serious
music could only regard them us a sup-
plement to discs. The amount of music
on tape simply was no rival to the vast
resources of an expanding catalogue of
long-plaving records. Yet every new
scason has served to reduce the discrep-
ancy berween the disc and tape reper-
tories, and today we find ample justifica-
tion in the current tape listings for
planning « basic music library in reel
format. Those of us who formed the
original hard core of tape enthusiasts
can suggest many reasons why this op-
tion should be considered seriously. Tape
has many advantages: among them are
durability, wide stereo separation, case
of storage, und now expanded capabilities
in the field of wltralongplav due to the
increasing number of releases at 3% ips.

The list that follows is not intended
to suggest the basis for a music apprecia-
tion course or a historic survey of the
art; it is simplv one man's compilation
of music he enjovs having at hand. Quite
a bit of the material has an extra di-
mension of documentary interest in ad-
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dition to its musical appeal, and, re-
garded as a whole, the collection repre-
sents most of the major composers and
musical stvles, though this is fortuitous
rather than intentional on my part. There
are fiftv reels cited. Unless otherwise
noted, they are «ll 7V2 ips four-track
stereo  tapes.  Since my observations
aboutr these  recordings are  generally
quite consistent with reviews published
earlier in this magazine, | have tried to
keep my remarks brief. Where no com-
ment is made on the technical quality of
a tape, it can be assumed that it is
thoroughly acceptable.

BACH: Brandenburg Concertos, S. 1046-
51, Suites for Orchestra: No. 2, in B
minor. S. 1067; No. 3. in D, §S. 1068.
Soloists; Berlin Philharmonic Orches-
tra, Herbert von Karajan, cond.
Deutsche Grammophon DGT 8978.

This is the obvious starting place for

any Bach collection. All six works are

masterpieces of a fundamental order,
and the Karajan realizations are lively
and imaginative while still well rooted
in a strong German tradition of scholar-
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ship and performance. While Klemperer's
edition at 333 ips (Angel Y2S 3627) is
commendable musically and carries a
bargain price, it takes only second place.

BACH: Mass in B minor, S. 232. Solo-
ists; Munich Bach Choir and Orchestra,
Karl Richter, cond. Archive R 3177.

Throughout the eighteenth century. set-
tings of the Mass provided for the large-
scale development of musical ideas in
ways that a later day might associate
primarily with the symphony. Richter's
performance brings out the full grandeur
of this extraordinary score so it belongs
to every man and every faith.

BARTOK: Concerto for Orchestra. Bos-
ton Symphony Orchestra, Erich Leins-
dorf, cond. RCA Victor FTC 2130,

The Bostonians gave the world premiere

of this music, on December 1, 1944, and

the orchestra plays it today with a sense
of pride and affection—deservedly, for
the score is surely one of the classics of
twentieth-century music. An experienced
theatre conductor such as lLeinsdorf is
just the sort of man to bring out the
drama of the work and carry a sweeping
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lyric line to bold, climactic statements.

BEETHOVEN: Concerto for Violin and
Orchestra, in D, Op. 61. Zino Fran-
cescatti, violin: Columbia Symphony
Orchestra, Bruno Walter, cond. Co-
lumbia MQ 409.

This classic concerto combines supreme

challenge with an invitation to supreme

achievement. The performance here is
one of those historic collaborations in
which two great artists spur one another
to even higher levels of accomplishment
than either might have achieved alone.

BEETHOVEN: Concertos for Piano: No.
1,in C; No. 2, in B flat; No. 3, in C
minor; No. 4, in G; No. 5, in E flat
(“Emperor”). Leon Fleisher, piano;
Cleveland Orchestra, George Szell,
cond. Epic E4C 847, 334 ips.

Why settle for a couple of these works

when you can get them all on one reel

in a classic collaboration? Of all the

Schnabel pupils, Fleisher seems to have

done the most thorough job of combining

a great master’s teaching with his own

strong personality and high degree of

musical intelligence. As an accompanist
for Beethoven, Szell and the Cleveland-
ers could hardly be bettered. My copy

of this tape tended to be hissy; get a

quiet one.

BEETHOVEN: Quartets for Strings, Op.
18 (complete); No. 16, in F, Op. 135
Grosse Fuge, in B flat, Op. 133.
Amadeus Quartet. Deutsche Gram-
mophon DGR 8531.

The Beethoven quartets are probably the

greatest single body of music ever com-

posed by anyone—hence the ultimate
minimum for a desert island, space cap-
sule, or what you will. I regret that the
fine Budapest editions have never ap-
peared on tape. The Amadeus is a more
uneven group, but this collection finds
the ensemble in its best form most of
the time, and the intermixing of late and
early works provides desirable contrast.

BEETHOVEN: Symphonies: No. 4, in B
flat, Op. 60; No. 7, in A, Op. 92.
Pittsburgh Symphony Orchestra, Wil-
liam Steinberg, cond. Command GRT
22014.

If you feel that all the Beethoven Nine
are essential, there are excellent buys
in the Szell and Klemperer editions that
compress them in a compact 334-ips
format. My vote goes to the Command
version—for this taping’s exceptional
sound, for the authority of Steinberg's
performances, and for the welcome com-
bination of one of the most played and
one of the least played of the series.

BERG: Wozzeck. Evelyn Lear, Dietrich
Fischer-Dieskau; Chorus and Orchestra
of the Deutsche Oper (Berlin), Karl
Bohm, cond. Deutsche Grammophon
DGP 8991.

Wozzeck in a basic library! Yes. It is

one of the supreme achievements of the

operatic stage and a milestone in the
artistic history of this century. This is

an extraordinarily fine performance, a

true confrontation with the stature of

Berg’s achievement. You cannot live on

60

Puccini-pablum forever. This invites you
to look to another face of the real world.

BERLIOZ: Roméo et Juliette, Op. 17.
Soloists; New England Conservatory
Chorus; Boston Symphony Orchestra,
Charles Munch, cond. RCA Victor
FTC 7003,

Berlioz's own emotional life was so

deeply intertwined with the story of the

star-cross’d lovers (his first wife and
first great love was an actress closely
associated with the play) that he gave
this score the lyric essence of his dis-
tinctive musical thought. None of his
other music seems to wear quite so well.

The Munch performance is characteristic

of a notable conductor, and the most

generally satisfying available in stereo.

BIZET: Carmen. Victoria de los An-
geles, Nicolai Gedda, et al.; Chorus
and Orchestra of Radio Diffusion
Frangaise, Sir Thomas Beecham, cond.
Angel ZC 3613.

This has been called the perfect opera.
It is produced so often, and frequently
so badly, that we may forget the justice
of that claim. A recording such as this
sets things right. Sir Thomas was never
more in his element; the dynamics, the
phrasing, the verve, the joyous enthusi-
asm he brings are irresistible.

BRAHMS: Concerto for Piano and Or-
chestra, No. 2, in B flat, Op. 83. Svia-
toslav Richter, piano: Chicago Sym-

phony Orchestra, Erich Leinsdorf,

cond. RCA Victor FTC 2055.
When pianists tell symphony manage-
ments what concerto they prefer to play,
the Second Brahms is currently the most
frequent choice. (Tchaikovsky and Rach-
maninoff aren’t what they used to be.)
The Richter performance is not a stand-
ard reading, but many of its less ortho-
dox elements not only demonstrate this
artist's massive technical resources but
often bring a new illumination to the
most familiar musical pages. His virtu-
osity here is overwhelming, and is
matched by extremely sympathetic sup-
port from the conductor and orchestra.

BRAHNMIS: Concerto for Violin and Or-
chestra, in D, Op. 77. Christian Ferras,
violin; Berlin Philharmonic Orchestra,
Herbert von Karajan, cond. Deutsche
Grammophon C 8930.

The Brahms Violin Concerto is classic

in spirit and romantic in substance, and

it is an unusual performance that gives
due weight to this duality. Ferras and

Karajan have the right mixture.

BRAHMS: Symphonies: No. 3, in F, Op.
90; No. 4, in E minor, Op. 98. Or-
chestre de la Suisse Romande, Ernest
Ansermet, cond. London LCK 80136.

Brahms is now the great middlebrow
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ideal as a symphonist, which means
(among other things) that he is played
too much. Ansermet obviously feels that
understatement is desirable in music of
this familiarity, and his performances
have a welcome freshness and vitality
as well as the kind of insight that gives
us a beautiful double exposition in No.
3. This extended play reel thus becomes
a genuine bargain.

BRUCKNER: Symphonies: No. 4, in E
flat ("Romantic”): No. 6, in A. Phil-
harmonia Orchestra, Otto Klemperer,
cond. Angel Y2S 36294, 33 ips.

With such recent landmarks as the New
York Philharmonic Bruckner cycle, this
composer seems finally to be coming
into his own with American audiences.
Klemperer is a master of the Bruckner
style and here provides one of the most
popular works (No. 4) coupled with one
of the most interesting of the less fa-
miliar scores. Slow speed makes the set
an excellent buy.

CHOPIN: Concerto for Piano and Or-
chestra, No. 1. in E minor, Op. 11l.
Artur Rubinstein, piano: New Sym-
phony Orchestra of London. Stanislaw
Skrowaczewski, cond. RCA Victor
FTC 2088.

Every basic library ought to have a major

romantic concerto for piano. Rubinstein's

version of the Chopin strikes my ears as
the finest tape currently available in
that genre. The work is set forth with

a type of expression and bravura that

can be taken as a paradigm of this re-

markable pianist and his art.

COPILAND: Appalachian Spring; El
Sulén México; Dance. New York Phil-
harmonic, Leonard Bernstein, cond.
Columbia MQ 559.

One of the strongest sides of Copland
has always been his theatre scores, and
Appalachian Spring is interesting for its
genuine American feeling, its splendid
thematic development, and its effective-
ness both as a ballet and as concert mu-
sic. Bernstein is the right man to play it
with understanding, and he also does
well by the two lesser works that com-
plete the album.

DEBUSSY: Images for Orchestra (with
Stravinsky: Symphonies for Wind In-
struments). Orchestre de la Suisse Ro-
mande, Ernest Ansermet, cond. Lon-
don LCL 8008S. .

Images is probably the greatest thing

Debussy wrote for orchestra, and it is

essential that we hear it as a triptych

(rather than the /béria section alone).

Ansermet sees the totality of the design,

and he has the ear and the eloquent

baton to evoke these pictures in a sump-
tuous manner.

DVORAK: Symphony No. 9, in E minor,
Op. 95 (“From the New World").
NBC Symphony, Arturo Toscanini,
cond. RCA Victor FTC 2082.

There are many excellent recordings of

this music (with the Walter edition the

most obvious rival), but sentiment is not
to be entirely discarded. and 1 feel that
every basic library should include some-
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thing of Toscanini. Tiie New World was
one of the finest of his recordings and
the transfer to electronic stereo makes
this in some ways the finest recorded
likeness of the man and his orchestra.
The performance is a marvel unto itself.

FALLA: E/ Amor brujo (with Wagner/
Stokowski: “Love Music” from Tristan
und Isolde). Philadelphia Orchestra,
Leopold Stokowski, cond. Columbia
MQ 309.

Both of these scores received their Ameri-
can premiere in Philadelphia during
the Stokowski seasons, the Falla as a
characteristic instance of the conduc-
tor's ability to find interesting new music,
the Wagner as an example of his skill
as an arranger. The present performances
form a historic document, from a re-
union of the conductor and orchestra in
1960. The Stokowski Tristan arrange-
ment is not for musicologists, but few op-
eratic performances generate anything
like this degree of sustained passion. The
Falla has an exuberance, a flair for
color, and a deeply pulsing rhythmic
drive that suggest the work is still Sto-
kowski's personal property if he wishes
to claim it. Soloist Shirley Verrett is
heard here at a very early stage in her
career.

HANDEL: Twelve Concerti Grossi, Op.
6. Schola Cantorum Basiliensis. August
Wenzinger, cond. Archive ARS 3246.

Handel is in the unfortunate position of
being one of those composers who wrote
a few highly popular works that are
played too much and many scores of
merit that are played far too little. The
dozen works recorded here are superb
examples of eighteenth-century instru-
mental writing, filled with melody, and
certain to be the most agreeable of com-
panions.

HANDEL: Water Music Suite; Royal
Fireworks Music. 125 Musick Play-
ers,” Leopold Stokowski, cond. RCA
Victor FTC 2117,

This set was planned more in the interest

of sound than musicology. (Handel had

no orchestra of this size at his disposal.)

Purists may prefer the Menuhin version

at 335 ips on Angel Y2S 36279. I am

not at all sure that Handel. supreme
showman that he was. would not have
relished the Stokowski augmentation of
his orchestration. There are some nine-
teenth-century expression markings in
this version, but it seems a good deal
closer to Handel's spirit than the Vic-
torianism of the familiar Harty suites.

And how Stokowski makes his men

play! It is a glad and glorious sound

indeed.

HAYDN: Mass in D minor (“Nelson™).
Soloists; Choir of King's College, Cam-
bridge; London Symphony Orchestra,
David Willcocks. cond. London LOL
90064,

This music practically marks the end of

the great baroque tradition of liturgical

composition, but what a finale! Never
were trumpets and strings united with
voices in a more inspired song of glory,
and the soaring soprano line in human
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and brazen toncs is h:zhly dramatic—
unsurpassed except by the greatest mo-
ments of Mozart and Beethoven. The
performance is the finest we have had
and reflects the acoustical atmosphere of
a great church on an extraordinary oc-
casion.

HAYDN: Quartet for Strings, in C, Op.
76, No. 3 ("Emperor”) (with Mozart:
Quartet for Strings, K. 458). Amadeus
Quartet. Deutsche Grammophon C
8886.

The primary limitation of the present

tape catalogue is chamber music (in-

cluding literature for the solo piano).

This DGG reel illustrates the best of

what is available. Both works are master-

pieces; both performances are eminently
worthy of their subject matter.

HADYN: “Salomon” Symphonies: Nos.
93-104. Royal Philharmonic Orches-
tra, Sir Thomas Beecham, cond. Angel
YIS 3658759, 3% ips.

No one did more for the cause of Haydn

in this century than Sir Thomas Bee-

cham: and if he was determined not to
vield his right to edit his own texts, he
infused his performances with an elegance
and zest that could not help winning you
to the composer's cause. Volume | of
this set has been electronically reproc-
essed in stereo, and technically it is

somewhat less pleasing than Volume 2.

(You may want to roll off the highs a

bit.) Even so this is both a classic edi-

tion of the material and an extremely
good buy from the slow-speed listings.

IVES: Symphony No. 4. American Sym-
phony Orchestra, Leopold Stokowski,
cond. Columbia MQ 766.

Whether or not there is such a thing
as the great American novel or the great
American symphony, the Ives Fourth,
first heard in full forty-nine years after
its completion. displays all the individu-
ality one might expect from a master-
piece of our national art. Stokowski
directed that premiere. and the tape doc-
uments the occasion well.

MAHLER: Symphony No. 9, in D minor.
Columbia Symphony Orchestra. Bruno
Walter, cond. Columbia M2Q 516.

Walter regarded the Ninth as Mahler’s
testament, but, in this version, it is the
conductor’s as well. a lasting memorial
to the man who first introduced this
music to the world and remained always
its most eloquent interpreter. In the
first and final movements the distinctive
features of Mahler's musical intelligence
are presented with a clarity and force
unsurpassed in any other recording.

MOZART: Concertos for Piano and Or-
chestra: in D minor, K. 466: in A,
K. 448; Rondo, K. 386. Clara HasKkil,
piano; Vienna Symiphony Orchestra,
Bernhard Paumgartner, cond. Epic
STC 90413,

Like Walter's Mahler Ninth, this too is

a memorial set, dedicated to the remark-

able woman who was Clara Haskil.

Technically, the recording suffers from

excessive reverberation, but it is worth

having despite that limitation, not only
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for the supreme quality of the music
but for the sympathetic insight brought
to its revelation.

MOZART: Divertimento No. 2, in D,
K. 131: Symphony No. 33, in B flat,
K. 319. Cleveland Orchestra, George
Szell, cond. Epic EC 837.

The phenomenon of the Cleveland Or-
chestra during the twenty years of the
Szell administration has been one of the
greatest things in American music. This
recording almost sums it up—grand
chamber music with a lightness and pre-
cision that delight, and the highest de-
gree of refinement and taste in musical
thought. It is a joyous exercise in true
classic gallantry.

MOZART: Quartet for Strings, in B flat,
K. 458 ("Hunt")—See Haydn: Quartet
for Strings.

MOZART: Svmplonies: Nos. 35/36,
38/41. Philharmonia Orchestra, Otto
Klemperer, cond. Angel Y3S 3662,
334 ips.

In a basic library the best approach to
the Mozart symphonies is to get as many
as possible, which makes this big pack-
age a most attractive buy. I don’t agree
with every detail in every performance
here, but the over-all impression is that
of genius at work.

MOZART: Die Zauberflite. Evelyn Lear,
Fritz Wunderlich. Dietrich Fischer-
Dieskau, et al.; Berlin Philharmonic
Orchestra. Karl Bohm, cond. Deutsche
Grammophon DGS 8981.

This is the Mozart score that can best

be understood and enjoyed without the

aid of staging. Figaro really demands
the visual dimension, and Don Giovanni
is nearly as dependent on sight as an
aid to sound. In the Magic Flute both
the nobility and comedy are fully rep-

resented in the music alone, and in a

performance as fine as this a recording

can provide a genuine sense of artistic
fulfillment nearly equal to the living
theatre.

MUSSORGSKY: Boris Godunov. Evelyn
Lear, Boris Christoff, et al.: Chorus
of the National Opera of Sofia: Paris
Conservatory Orchestra, André Cluy-
tens, cond. Angel ZD 3633.

No collection of operas is complete with-

out a look at the Russian repertory, and

Boris is still the Russian opera. It has
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the finest scorc, tne strongest libretto,
and the most deeply human range of
characters. The present recording, with
Christoff’'s remarkable powers exhibited
in three roles, is a tour de force by one
of the greatest singing actors of the
day.

NIELSEN: Symphony No. 3 (“Espan-
siva”). Royal Danish Orchestra, Leon-
ard Bernstein, cond. Columbia MQ
753.

Nielsen would never make a basic li-

brary list in terms of frequency of per-

formances by American orchestras. 1

pause at this point to promulgate what

I shall modestly term Marsh’s law: music

that is never heard will never be en-

joyed. A highly skilled composer with
much to say, Nielsen offers splendid op-
portunities for discovery, and this ex-
citing performance, charged with all
the dynamic qualities that Bernstein can

provide when his blood is up, is a

great introduction.

PUCCINL: Turandot. Birgit Nilsson,
Renata Tebaldi, Jussi Bjoerling; Rome
Opera Orchestra, Erich Leinsdorf,
cond. RCA Victor FTC 8001.

Puccini is presently the most widely

produced of all operatic composers,

which is as good a reason 1 know for
avoiding his most frequently heard works.

(Of course, if you're a lighthouse keep-

er, you may want a recording of Madama

Butterfly.) Turandot is major Puccini,

for all the fact of its unfinished state,

and it has enough variety to wear ex-
ceedingly well. Nilsson has recorded the
score twice in stereo, and the newer set

(Angel Y3S 3671, 334 ips, reviewed in

“The Tape Deck” last month) has the

asset of economy. This Victor version.

however, has been a treasure for some
time, and the Tebaldi and Bjoerling per-
formances have not been surpassed.

PROKOFIEV: Symphony-Concerto for
Cello and Orchestra, Op. 125; Sym-
phony No. 5, in B flat, Op. 100. Bos-
ton Symphony Orchestra, Erich Leins-
dorf, cond. RCA Victor FTC 3007.

This is an example of the modern well-

filled tape reel, and it is wound to

capacity with Boston's best. This orches-
tra introduced the Prokofiev Fifth to
the United States, and its performance
here is an eloguent one. The symphony-
concerto (and Fauré Elégie filler) show
off Samuel Mayes (formerly of the first
cello chair). Both are interesting works,

worth the slight addition in cost over a

recording of the symphony alone.

RAVEL: Daphinis et Chloé: Suite No. 2
(with Roussel: Bacchus et Ariane:
Suite No. 2). Chicago Symphony Or-
chestra, Jean Martinon, cond. RCA
Victor FTC 2196.

Both scores are more interesting for

sound than content, but Martinon goes

to the heart of their appeal and his
orchestra responds with spectacular vir-
tuosity.

ROUSSEL: Bacchus et Ariane: Suite No.

2—See Ravel: Daphnis et Chloé:
Suite No. 2.
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SCARLATTI: Sonatas for Piano (12).
Vladimir Horowitz, piano. Columbia
MQ 697.

There is no question that Scarlatti, as
Horowitz sees him, is one of the most
pleasing of musical companions, witty
and yet grave, with a lively mind that
delights in unexpected turnings and the
display of unexpected delights. The al-
bum is one to cherish.

SCHUBERT: Symphonies: No. 5, in B
flat, D. 589; No. 8, in B minor, D.
759 (“Unfinished"); No. 9, in C, D.
944. Philharmonia Orchestra, Otto
Klemperer, cond. Angel Y2S 3666,
334 ips.

Angel puts the three most popular Schu-
bert symphonies in one neat package
featuring excellent Klemperer perform-
ances in which lyricism and majesty are
given full play. The album is an excep-
tional buy.

SCHUMANN: Svmphonies: No. 1, in B
flat, Op. 38 (“Spring”); No. 4, in D
minor, Op. 120. Berlin Philharmonic
Orchestra, Rafael Kubelik, cond.
Deutsche Grammophon DGC 8860.

I find that among the early romantic
symphonies those of Schumann wear bet-
ter than those of Mendelssohn. For this
reason (as well as the shortage of really
good Mendelssohn recordings) 1 nomi-
nate the present release for inclusion in
a basic tape collection. Kubelik is an
ideal interpreter of this music. He catches
its rhetorical stride, the rich, expansive
quality of the melodic line, and the
surging power that underlies even the
more tranquil pages.

SIBELIUS: Councerto for Violin and Or-
chestra, in D minor, Op. 47. Jascha
Heifetz, violin: Chicago Symphony
Orchestra, Walter Hendl, cond. RCA
Victor FTC 2011.

The Heifetz performance of the Sibelius

concerto has been one of the great ex-

periences of concert life in recent dec-
ades. The recording does it justice in
every way.

STRAUSS, RICHARD: Also sprach Za-
rathustra, Op. 30. Chicago Symphony
Orchestra, Fritz Remner, cond. RCA
Victor FTC 2115.

Reiner’s way with this score was the

perfect illustration of his skill in com-

manding enormous instrumental forces
with the flick of an eyebrow. The tape
is included here as a memento of the

Maestro and as the recording that I still

prefer to all others as a means to put

a sound system through its paces. Victor

has never mastered a more thrilling tape.

www americanradiohistorv com

STRAUSS, RICHARD: Don Quivote,
Op. 35. Cleveland Orchestra, George
Szell, cond. Epic EC 815.

Pierre Fournier plays the solo cello here,

but the performance is an example of

Szell's total integration of his forces;

the dominant personality thus becomes

not the cellist, not the conductor, not
the men, but Strauss. This is probably
the composer’s finest orchestra work,
both for the quality of the material and
the variety and depth of invention in
these “fantastic variations.” But it takes

a conductor of the very highest skill to

make this constantly explicit.

STRAUSS, RICHARD: Der Rosenkava-
lier. Marianne Schech, Irmgard See-
fried, Rita Streich, et al.; Chorus of
the Dresden State Opera; Saxon State
Orchestra (Dresden), Karl Bohm, cond.
Deutsche Gramimophon R 8040.

Rosenkavalier remains the greatest op-
eratic comedy since Meistersinger and,
like that opera, it mixes tears with its
laughter. This recording is less than
ideal, but it is uncut (a rarity) and bal-
ances out on the plus side.

STRAVINSKY: Le Sacre du Printemps.
Columbia Symphony Orchestra, Igor
Stravinsky, cond. Columbia MQ 481.

There is only one place to start a

Stravinsky collection and that is with

the composer's own version of this

score. The music made his reputation,
and he has never written anything more
challenging, more influential, or more
fully satisfying. The performance defines
the style, firmly rhythmic, antiromantic,
bold, imaginative, uncompromising, and

free of rhetoric. What a work! What a

man!

STRAVINSKY: Symphonies for Wind In-
struments—See Debussy: Images for
Orchestra.

TCHAIKOVSKY: Swan Lake, Op. 20.
Orchestre de la Suisse Romande, Er-
nest Ansermet, cond. London LCK
80028.

What of Tchaikovsky do you put in a

basic library when so much has been

played to death? Does anyone want to
hear THAT concerto, THOSE sym-
phonies, the 1812, or Romeo and Juli-
et? Actually, the symphonies have been
given a good complete edition by Maazel

(London) and the final three get even

better performances by Klemperer in two

Angel sets. 1 decided on a theatre score

for this listing, however, for this is now

the Tchaikovsky 1 love best—and per-
formances of the quality of this Anser-
met set are all the reason I need.

THOMSON: The Plow that Broke the
Plains: Suite; The River: Suite. Sym-
phony of the Air, Leopold Stokowski,
cond. Vanguard VTC 1642.

Atmospheric music by an American

composer, these pieces unpretentiously

seek to evoke responses that lie deep
in our national character. Deftly written,
varied and sensitive in their emotional
range, and ~pertinent in their commentary

Continued on page 113
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there 1s
no margin

for error
when striving for
the ultimate
In stereo
sound
re-creation

incomprrable @S, fores AL Synetsc®. ... by

H1-FI PHONO CARTRIDGES
Tiny though it is, the cartridge can make or break a stereo  into usable electrical impulses . . . without adding or sub-
system. For this breath-takingly precise miniaturized electric  tracting a whit from what the recording engineer created.
generator (that’s really what it is) carries the full burden of ~ Knowing this keeps Shure quality standards inflexible.
translating the miles-long undulating sterco record groove — Shure Brothers, Inc., 222 Hartrey Ave., Evanston, I11. 60204

select the unit equal to your music system from the premier family of stereo sound reproducers

- P

MS5E MBOE M3D

15° tracking, elliptical Bounce-proof, scratch- Economical trend- Extremely musical. Tracks ‘he best pick-up arm in the
stylus, % to 1% gram proof performance for sctter. 15° tracking. at pressure to 6 gms.. fits world.” Provides features and
tracking. Professional per- Garrard Lab 80 and Low IM and har- anychanger. Only 813.75. quality unattainable in any other
formance—and a very spe- Model A70. $38.00. monic distortion. tone arm. $/00.50. (For 127
cial value at $35.50. 1V,-3 gm. tracking. records.)

SHURE PERFORMANCE depends on a SHURE replacement STYLUS / ... Look for “Precision Manufactured by Shure”

Manutactured Under One or More of the Following U. S. Patents and Other Patents Pending. 2,983,516, 3,055,988, 3,077,521, 3,077,522, D 133,366, D 185,168, D 187,229, D 187,230, D 189,144
D 193,006, D 193,007, D 193.854, D 193,934,

CIRCLE 69 ON READER-SERVICE CARD
64 HicH FIDELITY MAGAZINE



www.americanradiohistory.com

wenroere EQUIPMENT
REPORTS

The consumer’s guide to new and important high fidelity equipment

MAGNECORD 1020 TAPE RECORDER

THE EQUIPMENT: Magnecord 1020, a two-speed, quar-
ter-track, stereo/mono tape deck with record/playback
electronics. Dimensions: front panel, 17 5/8 by
13 1/16 inches (supplied with metal frame for flush-
mounting); depth, including hub stops, 8 1/16 inches.
Price: $570; in optional walnut cabinet, $595. Manu-
facturer: Midwestern Instruments, Inc., P. O. Box 1526,
Tulsa, Okla. 74101.

COMMENT: Although more compact than other tape
machines from this company, the new model 1020
is every inch a Magnecord—which is to say it runs
smoothly and quietly, and offers superior electrical
performance. It is a two-speed model (7145 and 33
ips), fitted with three quarter-track heads for erase,
record, and playback. The 1020 will record and play
in quarter-track stereo or mono; it also can make
sound-on-sound recordings. The tape transport and
record-playback electronics are combined in one chas-
sis which may be custom-fitted or simply placed on
a shelf or any convenient surface.

The 1020 can handle an 8l4-inch diameter reel,
a size that holds about 115 times the amount of
tape normally supplied on a 7-inch reel and which
consequently permits recording, say, works as long
as Das Lied von der Erde or the Mozart Requiem on
1-mil tape in 714 ips quarter-track stereo in one pass
through the recorder, without the need to turn the
reel over. The 8Y4-inch reel can be purchased at
Magnecord dealers for $1.20, and there are reports
that it will be offered by tape manufacturers already
loaded with raw tape. At present, of course, the user
would have to wind his own tape onto the oversize
reel. The hubs themselves are sturdily made and have
an extra projecting member to hold the reels securely
in place. In fact, the entire transport is very carefully
crafted: the tape path runs from the supply reel
through a compliance arm assembly, then past four
fixed guides under the head assembly, past the cap-
stan and pinch-roller, around another compliance as-
sembly, and thence to the take-up reel. The fixed
guides are part of a solenoid-operated ‘‘tape gate"
that brings the tape to the heads for record and play-
back, but keeps it away during rewind and fast for-
ward. The machine employs three motors: a hys-
teresis-synchronous type for capstan drive, and two
split-capacitor types for the reels. As in costlier Mag-
necords, the 1020 has two flywheels for speed con-
stancy and smooth transport movement.

Most of the transport functions are controlled by
a bank of push buttons which trigger solenoids, and
care has been taken in the design to eliminate the
chance of incorrect button selection. The push but-
tons include rewind, record-safety, stop, cue, play,
and fast forward. In addition there is a rotary speed
selector, a digital counter with reset button, and the
power off/on switch.

The electronic controls of the 1020 are set into a
brushed metal escutcheon just below the transport.
At the extreme left are two microphone input jacks,
one per channel. Next to this pair is a dual concen-
tric, friction-coupled microphone level control, fol-
lowed by a similar type auxiliary input level control.
These controls, incidentally, permit mixing of both
the line and mike inputs when recording. At the
center of the escutcheon is a recording selector
switch (left, stereo, right) and a pair of associated red
recording indicator lamps. This control is flanked by
two professionally calibrated VU meters, one for each
channel, which indicate both recording and playback
levels. Next is a fast-slow speed equalization switch,
itself concentric with a source-tape monitor switch.
To its right is a dual-concentric, friction-coupled play-
back level control, and finally, at the extreme right,
is a pair of stereo headphone jacks. The arrangement
is neat, sensible, symmetrical, and designed for easy
operation. The rear of the chassis has a recessed
panel that contains the line output and the auxiliary
(high-level) input jacks (standard pin-type) as well
as the unit’'s power cord and a fuse holder. The
electronics of the 1020, incidentally, are all solid-state.

We are accustomed to having Magnecords meet
or exceed their published specifications, and the 1020
is no exception. The accompanying test figures, de-
rived at CBS Laboratories, are in sum equal to or

Equipment reports are based on laboratory measurements and controlled listening tests. Unless otherwise nofed,
test data and measurements are obtained by CBS Laboratories, Stamford, Connecticut, a division of Columbia

REPORT POLICY

Broadcasting System, Inc., one of the nation’s leading research organizations. The choice of equipment to be
tested rests with the editors of HIGH FIDELITY, Manufacturers are not permitted to read reports in advance

of publication, and no report, or portion thereof, may be reproduced for any purpose or in any form without
written permission of the publisher. Al reports should be construed as applying to the specific samples tested;
neither HIGH FIDELITY nor CBS Laboratories assumes responsibility for product performance or quality.
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better than the manufacturer's claims for this equip-
ment. Speed accuracy was excellent, wow and flutter
truly insignificant. Response, in both playback (for
prerecorded tapes) and in record/playback (for tapes
made on the machine), was wide and linear at both
speeds. Distortion was comfortably low at normal
recording levels; input and output characteristics were
well suited for hooking the 1020 into an external
component stereo system. The machine handled all
tapes positively but gently.

Operationally speaking, the Magnecord 1020 com-
bines a measure of professionalism in a simplified
format. It can be counted on to render flawless play-
back of prerecorded tapes, and to make extremely
accurate copies of whatever one cares to record on it.
It also is very ruggedly built and should stand up well
under more than normal home use. Clearly, here is
another fine instrument for the tape enthusiast.

CIRCLE 150 ON READER-SERVICE CARD

= NAB PLAYBACK RESPONSE 7Y/; IPS
Zpk S
50 R e e =
2 <
= ==y
z Left Channel ————— Zerodb = —10vu,
= Right Channel = ====-< Ampex 31521-01 testtape
20 50 109 300 500 1K 3K 5K 10K 20K
FREQUENCY IN Hz
= Ls RECORD/PLAYBACK RESPONSE 72 IPS, —10VU
=
2 \
z 7 left Channel =——— Right Channel ===~~~
=20 50 100 300 500 1K 3K 5K 10K 20K
FREQUENCY IN Hz
2 RECORD,/PLAYBACK RESPONSE 3% IPS
=z+5
w 0 = o <
Zo3 = ol Left Channel 5
S Zerocdb = —10wu Right Channet =~===~-
= 2 50 100 300 500 1K 3K 5K 10K 20K
FREQUENCY IN Hz
4
7t
2 %
20 3
= RECORD,/PLAYBACK TOTAL HARMONIC DISTORTION AT —10VU
é Left Channel
é 4 Right Channel ===~=~
9 3% IPS ‘o
gL L e Rl e
20 50 100 300 500 1K 3K 5K 10K 20K
FREQUENCY IN Hz
a PLAYBACK RESPONSE 3% IPS
=z+5
o ———— TR e ST
§ _(5) left Channel ————— Zerodb = —10 vy,
S Right Channel ==~===~ Ampex 01-31331-01 test tape
20 50 100 300 500 1K 3K 5K 10K 20K

FREQUENCY IN Hz

Magnecord 1020 Recorder

Lalb Test Data

Performance
characteristic

Speed accuracy, 7V ips

3% ips

Measurement

0.03% fast at 105 V AC,
0.04% fast at 120 V AC,
0.06% fast at 127 Vv AC

0.05% fast at 105 V AC,
0.03% fast at 120 V AC,
0.02% fast at 127 V AC

Wow and flutter, 72 ips

3% ips

Playback: 0.04% and 0.06%
respectively

Record/playback: 0.08%
and 0.09% respectively

Playback: 0.05% and 0.07 %
respectively

Record/ playback: 0.11%

and 0.11% respectively

Rewind time, 7-in.,
1,200-ft. reel, any
speed setting

1 min., 24 sec.

Fast-forward time, same
reel, any speed setting

Playback response,
7V2 ips, | ch

r ch
3% ips, | ch

r ch

1 min., 26 sec.

+2.5, -0.5 dB, 50 Hz to 15
kHz

+2.5, -1.5 dB, 50 Hz to 15
kHz

+1.5, -0.25 dB, 50 Hz to
7.5 kHz

+0.75, -0 dB, 50 Hz to 7.5
kHz

Record/playback response
7V2 ips, | ch
r ch
3% ips, | ch

r ch

S/N ratio (ref 0 VU, test
tape) playback
record/ playback

Sensitivity (for -VU
recording level)
aux input
mic input
Normal output level
with 0 VU signal
with =10 VU signal

Erasure (400 Hz)

Crosstalk (400 Hz)
record left, playback
right
record right, playback
left

+2, -3 dB, 34 Hz to 20 kHz

+2, -3 dB, 37 Hz to 20 kHz

+1.75, -4 dB, 23 Hz ta 10
kHz

+1.5, -4 dB, 25 Hz to 10.5
kHz

| ch: 40 dB r ch: 43 dB
| ch: 37 dB r ch: 43 dB
1 ch: 162 mV r ch: 165 mV

1 ¢ch: 0.24 mV rch: 0.23 mV

1.23 volts, either ch
0.39 volts, either ch

59 dB

58 dB

48 dB

THD, record playback
-10 VU recorded signal

7Y2 ips, | ¢h under 3% across range
r ch under 2% across range
3% ips, | ch under 3% to 7.5 kHz
r ch under 2.1% to 7.5 kHz
IM distortion,

record/playback, 7V2 ips
-10 VU recorded level
record/ playback, 3% ips
-10 VU recorded level

Accuracy, built-in meters

| ch: 5.4% r ch: 2.2%

| ch: 8.2% r ch: 2.4%

left reads 1.75 VU high
right reads 1 VU low
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BENJAMIN/ELAC STS 240 CARTRIDGE

THE EQUIPMENT: Elac STS 240, a magnetic phono
cartridge fitted with a 0.7-mil diamond spherical
stylus. Price: $19.95. Manufactured by Elac of West
Germany; distributed in the U.S.A. by Benjamin Elec-
tronic Sound Corp., 40 Smith St., Farmingdale, N.Y.
11736.

COMMENT: The STS 240 is a low-cost but high-per-
forming pickup in the moving magnet class. It em-
ploys a 0.7-mil spherical diamond stylus, the type
that has come to be known as "all purpose’ in that it
handles both stereo and mono discs. Vertical tracking
angle is specified as 15 degrees; rated compliance is
14 (x 106 cm/dyne). The STS 240 is designed for
tracking at stylus forces up to 5 grams, although the
range from, say, 1.5 to 3 grams would be taken as the
most suitable for use in high fidelity record players.
Like its costlier Elac counterparts, the STS 240 comes
with a mounting bracket that permits easy installation
and stylus overhang adjustment in a tone arm shell.

Left and right
channel 1-kHz
square-wave response

For use in the Miracord 40 automatic, the pickup and
its bracket fit very neatly into the arm-head which
itself slides onto the main part of the arm.

Tested at CBS Laboratories with 3 grams stylus
force, the STS 240 gave a smooth and clean account
of itself. Both channels were uniform within £2 dB
out to 16 kHz, and no serious peaks were encoun-
tered. The high end was particularly smooth in this
respect, showing no undesirable resonance effects.
Both channels were closely matched, and stereo sep-
aration between them was excellent. The cartridge
had very good square-wave response, exhibiting only
one cycle of ringing which was well damped. Lateral
IM distortion was very low; vertical IM was higher but
not a factor in listening. Harmonic distortion was
about average for a pickup in this price class.

The listening quality of the Elac can be described
as very clean and well balanced throughout the mu-
sical range. It presents an effective stereo image and
it tracked all our test and program records flawlessly.
In general, the STS 240 offers performance that, in
our view, is better than average in its price class; it
is well worth auditioning by anyone in the market for
a popularly priced cartridge.

CIRCLE 151 ON READER-SERVICE CARD
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HEATHKIT AA-14 AMPLIFIER

THE EQUIPMENT: Heathkit AA-14, a stereo control
amplifier in kit form. Dimensions: front panel, 12 by
3 inches; chassis depth (including knobs and con-
nectors) 1034 inches. Price: $59.95. Walnut case,
Model AE-25, $7.95; metal case, Model AE-35, $3.95.
Manufacturer: Heath Company, Benton Harbor, Mich.
49023.

COMMENT: Transistorization continues to demonstrate
that in audio many good things can come in small
packages. Here we have an integrated stereo amplifier

(preamp and power amp on one chassis) not much
bigger than a shoe-box but offering features and per-
formance of decided interest to the high fidelity
minded. The AA-14, of course, is a kit requiring that
the buyer wire and assemble it himself. Even so, its
price is very low vis-a-vis its performance. The kit
work, incidentally, is not strenuous; it took us about
1114 hours. As supplied, the chassis is only partly
covered when assembled, and is intended for custom
fitting into a cabinet cut-out; for use on a shelf or
otherwise ‘‘in the open,’”” we advise that the builder
also order either the metal or the walnut cabinet avail-
able as accessories to avoid having circuit parts of
the amplifier exposed.

The AA-14 has a simple and neatly laid out dress
panel which, with its Plexiglas and brushed metal
escutcheon, is a style-mate for Heath’s Model AJ-14
stereo tuner. Controls on the AA-14 are minimal in
number but ample for most home listening. They
consist of four matched knobs: a six-position program
selector with markings for M(ono) and S(tereo) phono,
M and S tuner, and M and S auxiliary source; a dual-
concentric clutched volume control (adjusts level on
each channel separately and so also serves to balance
the stereo channels); a dual-tandem bass tone control
which adjusts bass on both channels simultaneously
and which, when pulled out slightly, serves to cut out
the speakers; a similarly acting treble control which,
when pulled out, turns on the power to the set. Cen-
tered on the panel is a stereo headphone jack.

At the rear of the chassis are three pairs of stereo
input jacks (phono, tuner, and auxiliary); a system
grounding post; left and right channel speaker ter-
minals rated for 4 to 16 ohms; two AC outlets, one
switched, the other unswitched; a fuse holder; and the
power cord. For feeding signals into a tape recorder
from the AA-14, one must use the headphone jack—
with the correct hookup hardware: a three-conductor
phone plug (which also, incidentally, is the only type
to be used for headphones into this jack).

The amplifying circuitry of the AA-14 is completely
solid-state and transformerless. The power supply
(driven by a power transformer) too is solid-state,
using a bridge rectifier of four diodes.

In tests at CBS Laboratories, the AA-14 exceeded
its specifications and shaped up as an outstandingly
clean, though low-powered, amplifier. Its power band-
width, for rated distortion of 19%,, extended clear out
to over 100 kHz, which is short of phenomenal for a
low-cost combination chassis. Within the 20 Hz to
20 kHz band, harmonic distortion was under 0.2% at
10 watts output power. Frequency response was very
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Heathkit AA-14 Amplifier
Lab Test Data

Performance

characteristic Measurement

Power output (at 1 kHz
into 8-chm load)

| ch at clipping 12 watts at 0.26% THD
I ch for 1% THD 14.5 watts
r ch at clipping 12.2 watts at 0.22% THD
r ch for 1% THD 14.5 watts
both chs simultaneously
| ch at clipping 11.7 watts at 0.24% THD

r ch at clipping 7 watts at 0.18% THD

Power bandwidth for
constant 1% THD

Harmonic distortion
10 watts output

10 Hz to 110 kHz

under 0.18%, 20 Hz to 20
kHz

under 0.17%, 20 Hz to 20
kHz

5 watts output

IM distortion

4.0hm load 0.5% up to 7.5 watts output;
1% at 11.5 watts

8-ohm load under 0.5% up to 10 watts
output; 1% at 11.5 watts

16-chm load 0.2% up to 5 watts output;

1% at 7.4 watts

Frequency response,
1-watt level

+0, -2 dB, 10 Hz to 100 kHz

RIAA equalization 1.5 dB, 50 Hz to 20 kHz

Damping factor 29

Input characteristics Sensitivity S/N ratio
phono 4.2 mV 57 dB
funer 285 mV 64.5 dB
aux 300 mV 63 dB
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linear and, like the power bandwidth, ran well below
and beyond the normal 20 Hz to 20 kHz band. Flattest
response (within 2 dB from 10 Hz to 100 kHz) was
found to occur with the treble control at 12:30 o’clock,
and the bass control at the 1:30 o'clock position.
Square-wave performance was very impressive and
above average for this class of equipment: the fow
frequency response had flat tops and only moderate
tilt; the high frequency response had a very fast rise
time and no ringing—indicating very solid, clean bass
and excellent transient response. IM distortion was low
and linear up to rated power output levels, with the
amplifier behaving best when handling an 8-ohm load.
Some oscillation was observed when the amplifier
was driven to beyond full power, but this would not
occur under normal use with reasonably efficient
8-ohm speaker systems.

The AA-14 is fairly reminiscent of some doughty
10-watters that were so popular in the early days of
monophonic high fidelity. Except that this one does
better than its ancestors, and on two channels, and
in a smaller package, and at lower cost—a nice choice
in sum for a budget system or a compact installation.

RESPONSE IN DB
&

CIRCLE 152 ON READER-SERVICE CARD

KNIGHT KN-376 STEREO RECEIVER

THE EQUIPMENT: Knight KN-376, a stereo receiver
(FM stereo and AM tuner and control amplifier on one
chassis). Dimensions: front panel, 1634 by 5 inches;
depth, 13 inches. Price: $269.95. Walnut case, $22.75;
brown metal case, $9.95. Manufacturer: Allied Radio
Corp., 100 N. Western Ave., Chicago, lIl. 60680.

COMMENT: A lot of equipment at low cost is em-
bodied in the new KN-376. The set is loaded with
operating features, is well constructed, and provides
reliable performance commensurate with its price. It
is one of the handsomest units yet to come from
Knight, with a generous-size tuning dial and man-size
controls set onto a brushed-gold front panel. The
chassis is carefully laid out and shows evidence of
high grade components and careful workmanship. The
circuitry is all solid-state.

FM and AM tuning dials are flanked by a signal
strength meter and an FM stereo indicator. The tuning

) 3

tIpy e BN

T EREEE MLIE

knob is at the right. Knobs are provided for speaker
selection (extension, main, or all); bass tone control
(adjusts both channels simultaneously); a similar
acting treble control; channel balance control; loud-
ness control; and program selector (aux 1, aux 2,
AM, FM, FM/MPX, phono, tape). In addition there are
seven rocker switches for stereo or mono mode,
stereo reverse, low frequency filter, high frequency
filter, FM local or distant reception, FM/AFC on or off,
and power on or off. A low-impedance stereo head-
phone jack also is provided on the front panel.

The rear of the set contains four sets of stereo
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Square-wave response to 50 Hz, left, and to 10 kHz.
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REPORTS IN PROGRESS
Fisher R-200-B Tuner

Acoustech XI Amplifier Kit

Lab Test Data

Performance
characteristic

Measurement

Tuner Section

IHF sensitivity

3.8 uV at 98 MHz, 4.5 uV ot
90 MHz, 4.9 uV ot 106 MHz

Frequency response, mono

+0.5, -1 dB, 20 Hz to 15
kHz

THD, mono 0.82% at 400 Hz, 1.12% ot
40 Hz, 0.64% ot 1 kHz

IM distortion 4.4%

Copture raotio 4.9

S/N ratio 66 dB

Frequency response,
stereo, | ch
r ch

+1, -2.5 dB, 20 Hz to 15
kHz

+0.5, -3.5 dB, 20 Hz to 15
kHz

THD, stereo, | ch

r ch

2.4% at 400 Hz, 2.9% at 40
Hz, 2.2% ot 1 kHz

2% at 400 Hz, 2.4% at 40
Hz, 1.9% at 1 kHz

Channel separation,
either channel

better than 33 dB at mid-
frequencies; 19 dB, 35 Hz
to 10 kHz

19-kHz pilot suppression

38-kHz subcarrier
suppression

-28 dB

-38 dB

Amplifier Section

Power output (ot 1 kHz

into 8-ohm load)
| ch ot clipping
1 ¢h for 1% THD
r ch ot clipping
r ch for 1% THD

both chs simultaneously

| ¢ch at clipping
r ch at clipping

12.5 watts at 0.84% THD
13.7 wotts

12 watts ot 0.88% THD
12.9 watts

12 wotts at 0.72% THD
11.3 watts at 0.8% THD

Power bandwidth for
constant 1% THD

below 20 Hz to above 20
kHz

Harmonic distortion
12 watts output

6 watts output

0.6%, 42 Hz to 10 kHz; un-
der 1%, 22 Hz to 18 kHz
0.6%, 30 Hz to 11 kHz; un-
der 0.8%, 20 Hz to 20 kHz

IM distortion
4-ohm load

8-ohm load

16-ohm load

Frequency response
1-watt level

RIAA equalization

NAB equalization

Damping factor

Input characteristics
phono
tape
aux 1
aux 2

5.3% ot 1-watt output; un.
der 3.5%, 10 to 21 watts

2.9% at 1-watt output; un-
der 2.5%, 3.2 to 17.5
watts

under 1.7% from 1-watt to
10-watts output

+2.5, -0.5 dB, 20 Hz to 20
kHz

+4.5, -1 dB, 30 Hz to 15
kHz

+5,-1 dB, 30 Hz to 15 kHz
3.46

Sensitivity 5/ M ratio
21 mv 45 dB
2.3 mv 42 dB
900 mV b4 dB
400 mVv 43 dB
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inputs corresponding to the markings on the front
panel selector, and a pair for feeding signals to a
tape recorder. FM antenna connections are provided
for twin-lead and for low-impedance cable. The set has
a loopstick AM antenna and a connection for a long-
wire AM antenna. The speaker connections are un-
usual—instead of screw terminals, there are two four-
pin receptacles, one receptacle for the main speaker,
the other for additional speakers. Appropriate cables
and connectors are supplied with the KN-376 for
using these jacks. The output impedance of the set
(for the main speakers) is rated for handling 4-, 8-,
or 16-ohm speakers, but the extension speakers, in
either channel, must not be less than 16 ohms (such
as one 16-ohm speaker per channel or two 8-ohm
speakers In series). Incidentally, headphones and
speakers may be driven together if desired. The set’s
power cord, a fuse-holder, and a switched AC outlet
complete the rear complement.

In tests at CBS Labs, the KN-376 shaped up as a
good stereo all-in-one. The tuner section is reasonably
sensitive, with good limiting action and low distortion.
Stereo response was well matched on both channels,
and stereo separation was very good. The set should
be capable of clean reception in most locales. Dial
calibration was accurate, and both the signal strength
meter and the stereo indicator responded as they
should, according to what was tuned in.

The amplifier section of the KN-376 checked out
as a clean, low-powered job, with no significant dis-
tortion at normal listening levels. The power band-
width extended beyond the normal 20 Hz to 20 kHz
bandwidth and there was no appreciable drop in out-
put power when both channels were driven simul-
taneously, which bespeaks a well-regulated power
supply. Harmonic distortion was quite low; IM dis-
tortion figures were expectedly higher, with lower IM
values obtained for higher speaker impedances. Low-
frequency square-wave response showed a tilt and the
effect of some phase-shift in the deepest bass; high
frequency response had some rounding but no ringing,
indicating fairly good transient response. We would
not exactly recommend this set for driving low-
efficiency speakers at ear-shattering levels, but it has
enough clean reserves to drive just about all other
types of speakers.

The set, despite its abundance of controls, is easy
to install and to use, and one encounters no un-
pleasant surprises when putting it through its paces.
The KN-376 is not a perfectionist’s dream, but it can
serve well as the electronic hub of a budget system.

CIRCLE 153 ON READER-SERVICE CARD

UNIVERSITY MEDITERRANEAN
SPEAKER SYSTEM

THE EQUIPMENT: University Mediterranean, a three-
way speaker system in an integral enclosure. Dimen-
sions: 2214 inches high; 2434 inches diameter.
Prices: in antique butternut finish, $312; in antique
white, $360. Manufacturer: University Sound, Division
of LTV Ling Altec, Inc., 9500 West Reno, Oklahoma
City, Okla. 73101.

COMMENT: Two new concepts are incorporated in the
Mediterranean speaker system. One, which is very
apparent from just looking at the unit, is the emphasis
on high styling, or ‘‘decorator-inspired’ enclosure de-
sign. Not only is the system deliberately made to re-
semble, or to fit in with, ordinary home furnishings,
it actually can serve as an auxiliary item of furniture

such as a lamp stand or low table. It certainly is hand-
some and sturdy enough to fill a double role as sound
reproducer and occasional table.

What is not as apparent, until you open the door
that hides the speaker baffle, is a new technical fea-
ture. This is one speaker system that provides electri-
cal adjustment not only of the midrange and highs,
but also of the lows. The design aim here is to permit
fairly precise tonal adjustment to suit individual room
acoustics and listening tastes. By offering a control
directly tied to the woofer, the system avoids the need
to regulate bass with the amplifier tone control which
invariably affects much of the midrange. This extra
degree of control is intended to better adapt the sys-
tem for the many locations (other than against a wall)
in a room that its very shape and design may suggest.

Functionally, the Mediterranean is a three-way, di-
rect-radiator, completely sealed system. The woofer is
a high-compliance 12-inch cone; the midrange speaker
is an 8-inch cone; the tweeter is a compression driver
loaded to a flared horn. Electrical crossover, provided
by a network inside the enclosure, is at 800 and
5,000 Hz. Efficiency is moderate—not quite low but
on the medium-low side—and we would judge that
the system should be driven by an amplifier in the
20 to 30 watt rms class. It is rated for a power han-
dling capacity of 50 watts music power. Connections
are made to polarized screw terminals under the en-
closure, although the three level controls (for tweeter,
midrange, and woofer) are very conveniently placed on
the baffle alongside the speakers themselves.

Our first reaction to this system was to note how
low to the floor it stands; we wondered whether the
highs would really get out of the box and into the
room. No fear, however: the highs do get out, and
they are very widely dispersed at that. Scarcely any
directional effects are noted as the system is brought
up through the highs, to beyond 5 kHz. An 11-kHz
tone was fairly strong well off axis; a 12-kHz tone
was weaker but still audible; beyond about 13 kHz
the response was conceded to begin a gradual slope
towards inaudibility. Although a slight rise was detected
in the 2- to 3-kHz region, the midrange was generally
smooth and well balanced. Response downward had no
significant variations. There was a slight drop just
below 300 Hz, but the bass remained strong and clear
all the way down. Doubling was encountered at about
50 Hz with the system driven very hard; as the volume
was backed off, the bass held up cleanly to 30 Hz.

It is difficult, as with all really good speakers, to
describe the actual sound of the Mediterranean. It is
full, clean, and very listenable. Everything we fed
through it sounded natural enough, including the dif-
ficult male voice. No boxiness, no honk, no boom.
Obviously, University has come up with a first-class
reproducer that is very acceptable on two counts—
of acoustic performance and stylishness.

CIRCLE 154 ON READER-SERVICE CARD
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How long
will Beethoven
be around?

A real long time — on pre-
recorded tapes with a base
of MYLAR™. Like blank tapes
on a base of MYLAR, they
contain no plasticizer, so
they can’t dry out or become
brittle with age. They can be
stored anywhere —
indefinitely. That's why
MYLAR is the base used for
“play-in-car" hi-fi tapes.

Pre-recorded:tapes

represent an investment.

Why not invest a little more

for MYLAR and have the added
insurance and protection

of the strongest, longest-lasting
tape base you can buy?

Make sure your favorite
pre-recorded tapes areon a

base of MYLAR polyester film.
And look for the label on the

box that says MYLAR.

How long will pre-recorded tapes
of MYLAR last? Well, how long
has Beethoven been around?

*Du Pont's registered trademark
for its polyester film

e

Better Things for Better Living ... through Chemistry
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passion.

From The d This is Beethoven talking to God. The strength of his belief, the
wnonn  SB3er9] SACTE power of his genius, and the fervor of his passion placed incredible
Missa solemnis demands on chorus and orchestra. And because Otto Klemperer conducts, the
RLEMPELRER . 5 by 9 .
demands are met faultlessly. 0 Beethoven's inspiration for Missa solemnis was
the enthronement of his close friend Archduke Rudolf of Austria to the
Archbishopric of Olmitz. He wrote Rudolf: "“The day on which a High Mass
of mine is performed at the solemnities for Your Royal Highness will be the
happiest day of my life, and God will enlighten me so that my weak powers
may contribute to the glorification of this solemn day." And God did indeed.

To the profane S

In 1803, a collection of ribald song manuscripts was discovered in a | %8 CARMINA BURANA
Bavarian monastery. Unabashedly frank, the lyrics were convincing evidence | RAFAEL FRUHBECK DE BURCOS
that the Dark Ages weren't all that dark. O In 1936, Carl Orff transformed | 77 Er o ameiapswon eors croa

this literary find into a roaring masterpiece for chorus and orchestra, 2
Carmina burana. It was first performed in 1937, became an immediate
success, and is now one of the most popular works on the Continent. O
Conducting this new Angel recording is 33-year-old maestro Rafael
Frihbeck de Burgos. His rare sense of rhythm and extraordinary drive for
perfection (his German-Spanish parentage, perhaps?)

make this Carmina burana the finest ever recorded.

To the poetic

This is the first stereo recording of La Vida breve, the 53872
opera that made Victoria de los Angeles famous. It's @ VICTORIA
dramatic Andalusian spectacle of love, jealousy, passion, | DE LOS ANGELES

despair, and tragedy. And though it was Manuel de | FALLA. LA ’
Falla's only opera, it has remained unsurpassed in VIDA
Spanish musical drama. O For purity and authenticity, | BREV/E :®
great care was taken to keep the performance as | oo o 3
indigenous as the opera itself. It was recorded in Madrid, | W it
conducted by the Orquesta Nacional's | L o

brilliant young Rafael Frohbeck de Burgos.
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reviewed by NATHAN BRODER
0. B. BRUMMELL

R. D. DARRELL

PETER G. DAVIS

SHIRLEY FLEMING

ALFRED FRANKENSTEIN

ecords
in Review

.
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HARRIS GOLDSMITH
PHILIP HART
BERNARD JACOBSON
CONRAD L. OSBORNE
ERIC SALZMAN
JOHN S. WILSON

Hans Gillesherger, a Vienna Choir Boy, recording

producer
flutist  Stastny

Erichson,

with eighteenth-century

barpsichordist Leonhbardt,
instriument,

and

Bacl’s St. John—A Noble Ideal Nobly Attempted

rl‘ms RECORDING claims to be the first
produced with performance forces like
those of the original performance. Chorus
and orchestra are small; the chorus is
entirely male, and soprano and alto
soloists are boys. The instruments are
originals or copies of instruments of
Bach’s time. They are all built with the
old measurements and tuned about a
half tone lower than normal today.
The result is a production of extraor-
dinary interest, even though it pursues
an unattainable goal. It has long been
realized that any attempt to perform a
complicated work like this as Bach per-
formed it will probably never get any

AUGUST 1966

by Nathan Broder

closer than a distant approximation.
While it is all very well to gather to-
gether performing forces of about the
right size and constitution, there still
remains the basic problem of how to in-
terpret the written symbols that are
our only clue to Bach’s thought. We can
only guess at such fundamental elements
as the right tempo, rhythm, kind of ac-
companiment, ornamentation. A couple
of summers ago Arthur Mendel spent
an afternoon at Tanglewood pointing out
the problems of interpretation raised by
a single aria of Bach. It was a chastening
experience for many in the audience.
Does this mean that all the efforts of

wwWw americanradiohistorv com

the scholars to solve such problems are
wasted? Not at all. In our own time those
efforts have resulted in a complete revo-
lution in the approach to Bach interpre-
tation, a revolution that has permeated
every aspect of performance. If we can
never hear a work like this exactly as
Bach heard it, at least we can come
closer to such an ideal than our fathers
could, or than the whole nineteenth cen-
tury could. If nothing else, we now know
many things one ought not to do when
performing Bach, things that were done
without hesitation by celebrated artists
within living memory.

In the present version one is struck
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first of all by the flexibility and excellent
balance of the chorus. Another character-
istic is the generally brisk tempos—hence
five sides instead of the customary six.
(Bach was said by his son Philipp
Emanuel to have preferred “very lively”
tempos.) Only the soprano aria, “Ich
folge dir,” is taken a bit slower than it
usually is. This aria, incidentally, throws
a new light on the relation between
soloist and obbligato instrument. The
unnamed soprano has a stronger and
firmer voice than is usual with boys,
and the eighteenth-century flute has a
softer, less penetrating sound than the
modern one. The result is not the equal
partnership we are accustomed to (with
the singer sometimes the weaker partner)
but an excellent blend in which, how-
ever, the voice always dominates. Still
another novel aspect is the treatment of
the continuo in recitative. Instead of the
organist sustaining a chord until the next
one, he usually plays the chords short,
guiding and controlling the recitative but
not constantly supporting it. There is a
considerable gain in liveliness with no
loss of dignity.

Aside from questions of authenticity
the performance has many merits. Kurt
Equiluz, the Evangelist, conveys much
of the drama of his narrative. Max von
Egmond as Jesus and Jacques Villisech,
who does the bass arias, both sing quite
acceptably, Villisech being especially ef-
fective in the tender arioso “Betrachte,
meine Seel’.” The tenor arias are sung
by Bert van t'Hoff, who employs with
accuracy and musicality a voice that does
not seem very rich. The soprano and alto
soloists are extraordinarily good. Both
sing their difficult music with aplomb.
The alto, especially, seems to have little
of the whiteness characteristic of un-
changed voices. In “Es ist vollbracht” he
achieves a warmth that is rather moving,
and in the middle section his voice prop-
erly changes in color.

On the debit side, I think, we have
to count some of the choral sections.
Perhaps it is because | am accustomed to
more weight here, but it seems to me
that the crowd’s interjections and de-
mands lack the incisiveness they should
have: they seem a little light and too
regular, and "Wir haben ein Gesetz"
strikes me as too bouncy. “Rult woll”
too does not have the emotional impact
that it can have with mature singers and
larger forces.

This recording, with its first-rate sound,
is still not the fully satisfying Sz. John
Passion for which we have long been
waiting, but for its special qualities the
set has no rival in the catalogues at the
present time.

BACH: S:. Jobn Passion, S. 245
Kurt Equiluz (t), Evangelist; Bert van
tHoff (t); Max von Egmond (bs),
Jesus; Jacques Villisech (bs); Soloists of
Vienna Choir Boys (s and a); Vienna
Choir Boys; Chorus Viennensis; Con-
centus Musicus, Hans Gillesberger, cond.
o TELEFUNKEN KH 19. Three LP (5
sides). $17.37.

e o TELEFUNKEN SKH 19.
(5 sides). $17.37.

Three SD
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The composer as conductor.

Music For, and Of, Our Century:

Hans Werner Henze’s Five Symphonies

by Peter G. Davis

A FORTIETH BIRTHDAY often ushers in
an awkward period in the life of a com-
poser. No longer is he considered a
“promising talent from the younger gen-
eration.” nor is he eligible for elevation
to the rank of “old master.” Hans Wer-
ner Henze, forty years old just this July,
is probably too busy to worry about
being thrust into this no man's land.
Easily the most brilliantly gifted com-
poser to emerge from postwar Germany.
he has also become the most frequently
performed: his growing catalogue of in-
strumental works figures in the repertoire
of orchestras, chamber groups, and
soloists throughout the world. and he is
hard put to keep up with new commis-
sions: his operas have enjoyed an aston-
ishingly wide circulation: new composi-
tions are awaited with interest, curiosity,
and even impatience by a large segment
of the musical public. This month his
newest opera, Die Bassariden, will be
premiered with great fanfare at the Salz-
burg Festival. Last year even the United
States saw two of his operas as well as
a perceptible increase in performances of
his chamber and orchestral music.

For a composer whose international
prominence is rivaled by but a handful
of his elders, Henze's phonographic rep-
resentation is shamefully sparse. Deutsche
Grammophon, a company which might
be expected to perform the same service
for Henze as London/Decca has for
Britten or Columbia for Ives and Cop-
land, has so far offered only excerpts
from Elegv for Young Lovers (a stunning
performance of a very great work—
why, oh why was it not recorded com-
plete?) and the delectable Five Neapoli-
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tan Songs (sung by Fischer-Dieskau on
an album not available domestically).
Now, however, we can thank DGG for
a two-disc set of Henze's five symphonies,
splendidly played and recorded under
the composer’s direction.

Viewed as an entity, these five works,
couched in a colorful, expressive, direct
contemporary language, comprise a musi-
cal experience as moving and meaningful
as anything twentieth-century composi-
tion has to offer. Of the five it seems
to me that the Fourth Symphony is with-
out doubt Henze's greatest achievement
in the form to date. Significantly enough,
the Fourth has operatic origins: note for
note, it forms the second-act finale of
his 1955 opera Kaonig Iirsch. The work
is totally symphonic in conception, how-
ever—its five connected movements are
labeled Genesi  (Introduction), Sonata,
Variations, Capriccio, and Ricercar: and
it is entirely convincing as an abstract
quantity. But since the music is so inti-
mately concerned with the dramatic
events of the opera. it seems worthwhile
to recount them. As the finale begins.
King Leandro has been transformed into
a stag and, disillusioned by the world of
man, he longs to escape into nature. In
the Genesi he calls upon the forest to
disclose its secrets and each of the subse-
quent four movements represents one
of the seasons as the stage picture por-
trays a stately panorama of nature. The
King witnesses this ceaseless, unchanging
cycle and realizes that the forest con-
ceals nothing but the forest—he must
return to mankind. As the King turns his
back on the woods in silent acceptance
of his mortality, the full orchestra wells
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up in a symphonic fabric of the most
moving intensity.

The symbolism here undoubtedly has
a great deal to do with the maturing
process of the composer himseif. In 1952
Henze moved to Italy and Kdnig Hirsch
was the first major product of his ex-
posure to the Italian sun. Some critics
have termed it overexposure, for the
music of the Fourth Symphony (and in-
deed of the entire opera) is Henze at
his most prodigal and luxuriant. In it,
however, the composer has found a new
freedom in applying serial techniques to
traditional symphonic forms, while the
twin influences of Schoenberg and Stra-
vinsky have become suffused with Italian
warmth and song. It is an extravagant
creation perhaps, but one of those rare
works that leaves the impression of utter
inevitability—of a statement that, quite
simply, had to be made.

The Fifth Symphony also has its Italian
influences, but the texture is leaner here:
it reflects the bustle of modern Rome
rather than the perfumed fragrance of
Ischia or Naples. Listen to the finale,
a breathless moto perpetuo consisting of
thirty-two variations based on melodic
material first introduced in the second
movement. This is music that sparkles
with the hard glitter of a polished dia-
mond. The Fifth Symphony may not
plumb the depths in the way the Fourth
did, but it is a brilliant piece nonethe-
less and written with telling virtuosity.

Symphonies Nos. 1, 2, and 3 are much
earlier works, composed between the
years 1947-49. The First was a failure,
but Henze has since made an effective
revision for chamber orchestra. The
Second is a rather turgid affair and,
despite some eloquent pages, suffers from
the twenty-two-year-old composer's all
too self-conscious attempt to make a
Major Statement. By the Third Sym-
phony, Henze found himself on more
secure ground. Light and mercurial, its
motoric rhythms and spiky harmonies
proclaim it the most Stravinskyan of the
five. The remarkable fact is that it is
also one of Henze's more tightly or-
ganized serial works—all the more re-
markable when one realizes that the sym-
phony predates Stravinsky's own first
excursion into twelve-tone technique by
several years. Anyone who still doubts
the ability of serialism to express any-
thing but rage, hate, perversion, or gray
monotony would do well to listen to
this vital and colorful work.

Henze is an excellent advocate for his
own music. The pungent sonorities and
rhythmic buoyancy of his scores are
marvelously purveyed, and DGG's sound
is the very best. These discs belong in
every collection of recorded contem-
porary music.

HENZE: Symphonies: No. 1; No. 2; No.
3; No.4; No. 5

Berlin Philharmonic Orchestra, Hans
Werner Henze, cond.

e DEUuTSCHE GRAMMOPHQN LPM 19203/
04. Two LP. $11.58.

oo DEUTSCHE GRAMMOPHON

139203/04. Two SD. $11.58.

SLPM
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BACH: Cantatas: No. 78, Jesu, der du
meine Seele; No. 106, Gottes Zeit
ist die allerbeste Zeit

Edith Mathis, soprano: Sybil Michelow,
contralto; Theo Altmeyer, tenor: Franz
Crass, bass; Suiddeutscher Madrigalchor;
Consortium Musicum, Wolfgang Gon-
nenwein. cond.
e o ObkoN SMC 91425. SD. $6.79.
BACH: Cantatas: No. 79, Gott, der
Herr ist Sonn und Schild: No. 106,
Gottes Zeit ist die allerbeste Zeit

Edith Selig, soprano: Claudia Hellmann,
contralto; Georg Jelden, tenor: Jakob
Stimpfli, bass: Heinrich Schiitz Choir

(Heilbronn); Pforzheim Chamber Or-
chestra, Fritz Werner, cond.

o MusiCaL HERITAGE SoCIETY MHS 665.
LP. $2.50. .

e o MusicaL. HERITAGE Society MHS
665. SD. $2.50.

The Odeon disc shows how effectively
Bach cantatas can be recorded when
careful attention is paid to the choice of
soloists. the quality of chorus and or-
chestra. and the skill of the conductor
in music of this type. Even the annota-
tor is carefully chosen—he is Alfred
Diirr, chief editor of the New Complete
Edition of Bach now in progress. No. 78
is a magnificent work. In the opening
movement a chorale melody is embedded
in a highly expressive chromatic texture
whose mood and color are determined
by the meaning of the words. Another
high spot is a delightful duet for soprano
and alto. Miss Mathis, who made an im-
pressive debut on discs here a year or
two ago, confirms one’s memory of her
as an artist gifted with a fresh, appealing
voice which she uses with skill and
musicality. The other three vocal soloists
are on almost as high a level. In some
respects this seems to me an even better
performance than the Archive.

In No. 106, an early work, the singers
are accompanied only by one pair of
recorders and another of gambas, in
addition to the continuo. The subdued
color that results is especially fitting, for
the work, sometimes known as Actus
tragicus, is a funeral cantata. There is
little tragedy in it, however; it breathes
instead a serenity and calm confidence
in eternal life with the Lord in Paradise.
There are no full-length arias. but the
soloists all have ariosos to sing, which
they do well. They seem to be a little
farther forward here than in No. 78.
As on that side, the choral lines flow,
with excellent balance among the voices.
This is another superior performance—
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superior, that is, to the Lyrichord, West-
minster, and Vanguard versions, all of
which are now about a decade old and
available only in mono. The Musical
Heritage Society version, however, is al-
most on a par with the Odeon. In the
lower-priced recording the chorus sounds
quite small and a bit thin, but its work,
like that of the soloists, is of high caliber.

No. 79, written for the Reformation
Festival in 1725, is a big work with at
least two outstanding movements: the
majestic opening chorus and a fine duet
for soprano and bass. A remarkable
touch here is Bach's use of the instru-
mental introduction to the first chorus as
an accompaniment to the chorale in the
third movement. In the duet Miss Selig
sings acceptably, and Stampfli, in good
form here, collaborates nicely. In the
alto aria Miss Hellmann reveals a rather
pleasing, well-focused voice with some
warmth in the tone, and employs it with
confidence. The chorus is small but not
anemic. A word should be said for the
skillful playing of the difficult first-horn
part by Hermann Baumann. N.B.

BACH: Organ Music

Walter Kraft, organ,

e Vox VBX 441/43. Nine LP. $9.95.

e o Vox SVBX 5441/43. Nine LP.
$9.95.

Anton Heiller, organ.

e Bacu Guib BG 674/75. Two LP.
$4.98 each.

e o BacH GuiLb BGS 70674/75. Two

SD. $5.95 each.

Albert Schweitzer, organ [from various
78-rpm recordings, 1936].
e OvroN COLH 316. LP. $5.79.

In the eyes of his contemporaries, Bach
was, above all, a great organist, and he
wrote music for his own use throughout
his creative life. Most of these composi-
tions—and there are a lot of them—fall
into two or three simple categories: the
ornamental preludes and toccatas gener-
ally paired with one of the great fugues;
the sonata and concerto pieces often ar-
ranged from someone else’s work; and
the magnificent chorale preludes setting
melodies from the Reformation hymn
repertoire into a Bachian tapestry of
polyphonic sound,

There is, in general, a rather notable
development from the earlier works, pro-
duced under the influence of such organ
worthies as Buxtehude, Pachelbel, and
Froberger, to the magnificent later works;
the difference is especially notable in the
preludes and fugues where, apparently
under the influence of the discovery of
Italian style, the rather empty keyboard
noodlings and the four-square, dull, re-
peated-note fugue subjects are abandoned
for ideas of tremendous harmonic and
melodic plastic shape and forward drive.
But even admitting the almost incredible
achievement of the great (mostly late)
fugues, one must also call special at-
tention to the less imposing but no less
remarkable chorale settings.

It is impossible to describe adequately
the richness of these settings and to ex-
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plain adequately how these harmonic
ideas are totally interrelated with and
derived from the contrapuntal motion.
In these pieces one sees—or rather hears
—how Bach's contrapuntal motion on
its largest scale derives from the use of
dissonance. Lines that have motion and
ultimate tonal certainty rub against one
another in sequences of dissonances
which not only have a superb expressive
effect but actually serve to keep the lines
etched out distinctly, each with its own
inner validity and absorbed into the ulti-
mate tonal triadic harmony only at key
points of resolution and cadence.

The Kraft/Vox recordings listed above
are the first three volumes of a planned
set of six, encompassing all of Bach's
organ music. There are three full discs per
album, with a projected total of eighteen
in all. The albums constitute a tour of
northern baroque organs. Bach was
organist at Arnstadt, Miihlhausen, Wei-
mar, and Leipzig (at Cothen he was
Kapelimeister and director of chamber
music and there is little organ music from
that period of his life). Most of Bach’s
organs no longer exist or have been
drastically altered, but Kraft has a com-
parable set all more or less in eighteenth-
century playing condition.

Kraft himself is the organist at the
Marienkirche at Liibeck (and thus Buxte-
hude’s successor) and a competent organ-
ist of a rather pedestrian musical outlook.
He has evidently put a great deal of
thought into the whole problem of regis-
tering and playing on these old organs
and some of the sound is exquisite. On
the other hand, part of the reason for
playing this music on eighteenth-century
instruments is that, beyond mere histori-
cal considerations, the music becomes
clearer, the voicing etched out in the
primary colors produced by the old
pipes. Yet, for some reason—partly the
performances, partly the recording which
picks up a little too much in the way of
church reverberation—this clarity is not
always realized. Other problems result
from the fact that Bach was obviously an
incredible virtuoso organist and he wrote
his organ music to suit his own techni-
cal and expressive abilities; Kraft is
plodding when he needs to be incisive or
even brilliant. Technical and acoustical
considerations lead him consistently to
slow tempos; there are places where he
even has to speed up to keep his own
slow pace from pulling the piece apart.
He is a modestly capable man but, in
short, no Bach.

Other problems arise from the nature
of the whole project. Each organ is
allotted two sides, the contents of which
are organized as far as possible as a short
recital program. Thus early works alter-
nate with late, fugues with choral set-
tings, spurious with authentic, exercises
and student works with mature master-
pieces. On the other hand, different set-
tings of the same chorale—reinterpreta-
tions which are fascinating to compare—
are sometimes widely separated, often in
different albums. Since completeness, not
quality, is the criterion for inclusion, the
principle of organizing the material as if
for recital programs and the idea of
using nine different organs produce more
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in the way of confusion than is war-
ranted by the attempt at variety (the
elaborate accompanying booklets, al-
though useful to some degree, do not
really help much to sort things out).

Anton Heiller, in the Bach Guild set,
solves the problem by recording only the
works that interest him—notably the big
sets of preludes (or toccata or passacaglia
or fantasia) and fugues, which he plays
in grand style. These single discs, listed
as Volumes 2 and 3 in a series, were re-
corded on a modern baroque-type organ
in Hilsingborg, Sweden, and in terms of
the re-creation of baroque sound they do
not compare with the Vox volumes. The
interest and the scope of the playing by
the gifted Viennese organist are, however,
at a much higher and more consistent
level.

The Schweitzer disc is a historical re-
issue of recordings made in 1936 on the
organ of Ste. Aurélie, Strasbourg, in
Schweitzer's native Alsace. Included are
the preludes and fugues in C minor, S.
546, C major, S. 547, E minor, S. 548, as
well as the A minor fugue, S. 543, with-
out its prelude. There are in these per-
formances a few tempo changes that
seem awkward; one has the idea that
they are as much motivated by playing
problems as by anything else. Otherwise
these are remarkably straightforward
performances, surprisingly free of pre-
tentiousness and almost totally free of
torment and anguish: they are reflective
but mainly in the sense of being con-
cerned with shape and flow. Aside from
some shatter distortion at the dynamic
peaks, these organ tones of thirty years
ago speak quite clearly today. E.S.

BACH: St. Jobn Passion, S. 245

Soloists; choruses; Concentus Musicus,

Hans Gillesberger, cond.

For a feature review of this recording,
see page 73.

BARTOK: Concerto for Orchestra
Berlin Philharmonic Orchestra, Herbert

von Karajan, cond.
e DEUTsCHE GrAMMoOPHON LPM 19003.

LP. $4.79.
o @ DEUTSCHE GRAMMOPHON SLPM
139003. SD. $5.79.

The brass fugato two-thirds of the way
through the first movement is an extreme
but not untypical example of this rec-
ord’s depressing qualities: it is shorn of
almost all its effectiveness by puny tone,
nervous phrasing, and insecure ensemble.
The last-named fault is even more spec-
tacularly demonstrated at the end of the
movement, where the brass are late on
the first note of their final phrase. Even
if such passages had been—as they ought
to have been—remade, it is unlikely that
the performance as a whole could have
been saved from its over-all atmosphere
of soft-centeredness oddly mingled with
insensitivity. It may be partly the fault
of the recording that the woodwind tim-
bres in the second movement (Ginoco
delle coppie) are not clearly enough dif-
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ferentiated, but the conductor must take
the blame for the leaden heaviness of
the whole movement, and for ignoring
the phrasing marks on trumpet, trom-
bone, and tuba parts in the brief middle
section. In the Elegia, the big string pas-
sages sound sentimental rather than im-
passioned, and some of the attacks
around measure 62 lack unanimity. The
celebrated “interruption” in the Internez-
zo interrotto is totally without humor,
and the fugal section halfway through the
Finale, where the strings bite. into their
phrases with real verve, is the only part
of the whole performance that carries
genuine conviction—which, however, is
dissipated long before the end.

Solti, who offers the Dance Suite as a
generous filler, is a safe recommendation,
and Szell would be too were it not for
his last-movement cut. B.J.

See

BARTOK: Hungarian Songs
Kodaly: Hungarian Songs.

BEESON: Lizzie Borden

Ann Elgar (s), Margret; Ellen Faull
(s), Abigail; Brenda Lewis (ms), Lizzie;
Richard Krause (t), Rev. Harrington;
Richard Fredricks (b), Captain Mac-
Farlane; Herbert Beattie (bs), Andrew;
chorus and orchestra of the New York
City Opera, Anton Coppola, cond.

e Desto D 455/57. Three LP. $14.94.
e o Desto DST 6455/57. Three SD.
$17.94.

The Ford Foundation's efforts to en-
courage American opera have constituted
one of the grislier philanthropoid failures
of recent years, thanks to timidity on
the part of the opera directors or the
foundation itself or both. Lizzie Borden,
however, stands somewhat apart from
the melancholy heap of disasters which
the New York City Opera has produced
under this foundation’s auspices.

To begin with, it has a well-written
libretto, by Kenward Eimslie, in which
the characters and their development are
generally believable but in which the
composer is given ample scope for the
soliloquies, ensembles, and other set
pieces so essential to operatic dramaturgy.
Lizzie is presented here as a religious
young lady (getting on for thirty), who
loves her younger sister and is determined
to help her marry her sea captain and
escape from a household dominated by
their materialistic father and his flighty
young second wife. We come gradually
to see that Lizzie's love for her sister
has a considerable admixture of jealousy,
as does her hatred of her stepmother,
who is by no means a totally unsympa-
thetic character. We also see the gradual
unhinging of Lizzie’s mind; the great
irony of Elmslie’s book, and the one
thing that really distinguishes it from
other treatments of the same subject,
is that the act of murdering her father
and her stepmother pulls Lizzie together
and makes of her a granite-hard per-
sonality, a true daughter of old Andrew
Borden. This we are given to understand
in a very deft epilogue wherein Lizzie,
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having been acquitted of the murder,
coolly turns her former friend, the minis-
ter, out of doors when he comes to call.

The musical setting is exceedingly ex-
pert. Jack Beeson knows how to write a
vocal line, how to bring an ensemble
together, and how to dissolve it; he is
good at musical characterization and at
the painting of dramatic atmosphere
with the orchestra; and he wisely avoids
period and folksy nonsense. This is not
the Great American Opera, but with a
few more like it in the literature, the
Great American Opera has a chance to
emerge.

Another major element in the success
of the piece as produced here is its ex-
cellent cast. Brenda Lewis, as lizzie,
wobbles a little, but her gifts of dra-
matic projection are so strong and the
rather complex character she projects is
so interesting that one doesn’t mind.
Shrewdly opposed to her big mezzo are
the fragile, slightly dusky-colored !lyric
soprano of Ann Elgar, and the vivacious
coloratura of Ellen Faull. The men are
equally good: Herbert Beattie, the vet-
eran bass-baritone of a thousand expert
characterizations, as Andrew; Richard
Fredricks as the properly stalwart sea
captain: Richard Krause as the minister.
I was particularly impressed by the lat-
ter’s light tenor; on this showing he
should make a superb Lieder singer. All
these characters all have big parts to
play, by the way: Lizzie is the center of
the drama, but there are really no sec-
ondary roles.

Anton Coppola’s conducting is pre-
sumably altogether authoritative, and the
recording leaves nothing to be desired.

A.F.

BEETHOVEN: Chamber Music for
Flute (complete)

Serenade for Flute and Piano, in D, Op.
41; Sonata for Flute and Piano, in B
flat: Six Themes and Variations for Flute
and Piano, Op. 105: Allegro and Minuet
for Two Flutes, in G; Trio Concertante
for Flute, Bassoon, and Piano, in G; Ten
Themes and Variations for Flute and
Piano, Op. 107; Trio for Three Flutes,
in G.

Jean-Pierre Rampal, flute; Robert Vey-
ron-Lacroix, piano; assisting artists.
e Vox VBX 77. Three LP. $9.95.
e e Vox SVBX 577. Three SD. $9.95.

This is a delightful set of what might be
called “beginners’ Beethoven.” The pre-
vailing style is classical, the mood uncom-
plicated, the goals both modest and
joyously achieved. Most of the Master's
efforts on behalf of the flute were
prompted from without—the two sets of
variations on national airs were the re-
sult of urging by an Edinburgh publisher
as late as 1818; the Trio Concertante was
composed some thirty years earlier in
honor of a Bonn family which encom-
passed players on the three designated
instruments; the Allegro and Minuet was
written in 1792 for “my friend Degen-
hart, a souvenir of my coming departure.”
The Sonata in B flat, as the Vox notes
point out, is of somewhat doubtful au-
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thenticity. Though a rather faceless work,
it would be no disgrace to Beethoven;
its opening movement builds up to some
grand, triumphant flourishes for the
piano, and the Largo achieves a certain
poignant gravity.

The swiftest, smoothest sailing in this
smooth and happy voyage is encountered
in the Serenade, Op. 41 (a transcription
by a contemporary of Beethoven’s from
the Opus 25 work for flute, violin, and
viola); in the two sets of variations; and
in the bubbling Allegro and Minuet (how
perfectly satisfying the interaction of two
like instruments can sometimes be!).
There is a surprising amount of whimsy
in Beethoven. It emerges repeatedly in
the Serenade, which 1s in general a
bright and buoyant affair, and occasional-
ly in the variations (note the Alpine
echoes in the Tyrolean set of Op. 107).
And there are some moments of gravity
—one of the variations on an Austrian
tune of Op. 105 lingers in the mind.

These works could conceivably, in
lesser hands, appear as thin stuff. But
Rampal, Veyron-Lacroix, and their col-
laborators endow them with life, persuade
us to accept the split-second timing be-
tween flute and piano as no more than
our due, and throughout emanate so
splendid a sense of joy that no further
argument for the works is needed. The
recorded sound conveys the flute most
successfully, with the piano tone slightly
less sharp in focus. But balances on the
whole are excellent. Stereo separation is
fairly pronounced. SaFr

next month in
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BEETHOVEN: Concerto for Piano
and Orchestra, No. 5, in E flat, Op.
73 (“Emperor™)

Walter Gieseking, piano; Phitharmonia
Orchestra, Alceo Galliera, cond.
e o OpEON SMC 91458. SD. $5.79.

Glenn Gould, piano; American Sym-
phony Orchestra, Leopold Stokowski,
cond.

e CoLumia ML 6288. LP.
e o CoLumnia MS 6888. SD.

$4.79.
$5.79.

The solid musicality of these two Em-
perors will probably particularly appeal
to slightly jaded listeners in search of a
“new look” for this old (but decidedly
thoroughbred) warhorse. Both readings
stress the coloristic rather than the con-
spicuously virtuoso elements in the music
—and are all the more refreshing for
that.

Odeon’s belated issue of its 1956 pro-
duction (the third Emperor recording for
both Gieseking and Maestro Galliera)
gives us an opportunity to rehear a well-
remembered conception in excellent mod-
ern sound. Gieseking opts for rather
brisk, nervous intensity. His was a lithe
and nonrhetorical way with the score.
The piano tone he produces has a light,
champagnelike brilliance, and his refusal
tc lose momentum or to sentimentalize
even in lyric, pianissimo episodes will
delight those tired of «affetuoso foot-
dragging by the conventional bravura
soloist. Though one can find Gieseking's
clipped aloofness sometimes disconcert-
ing, it must be remembered that Bee-
thoven’s E flat is still very much the
classical concerto and a certain patrician
fastidiousness is therefore very relevant.
In contrast to the richly expansive, warm-
blooded orchestral sonority of the Giese-
king 78s with Walter and the VPO, the
conducting here is meticulously balanced,
driving, and Kinetically oriented. Galliera's
way produces first-ratc Beethoven in the
militant tradition of Toscanini and Can-
telli.

Gould gives us a more leisurely read-
ing, occasionally at the expense of phys-
ical vitality. My own feeling is that this
artist's approach gathers fire as it pro-
gresses, reaching an eloquent peak in the
final two movements. Gould's pianism is
of unfailing cultivation. All sorts of fig-
urations ordinarily neglected are in his
playing reéxamined and newly clarified
by a probing intellect and astonishingly
controlled contrapuntal fingerwork. What
Gould makes of the opening cadenza in
the first movement and of the closing
one of the finale with his skillffully ex-
aggerated balances and phrase distentions
are cases in point. This pianist has such
an admirable rhythmic acumen that he
needn’t rush tempos to project pulse. Un-
fortunately, rhythm seems to be Stokow-
ski's weakest point on the present disc.
His fine-grained, often expressive treat-
ment of the orchestral tuttis sometimes
verges on the soporific. Furthermore,
while I find the (prominently miked)
concertante playing unfailingly musical,
it must be regretted that the American
Symphony is not a truly first-rate ag-
gregation. Still and all, there is much
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Batman,
Bogart
and Bach.

We’'re living in an age of revivals. Of
comic strip heroes, art nouveau, Bogart
festivals, the double-breasted suit.

And Baroque.

Especially music of the late Baroque—
works of Vivaldi, Telemann, Bach, Handel,
Scarlatti and several hundred of their
contemporaries. “One reason for this latest
vogue,” says HiFi/Stereo Review music

CIRCLE 17 ON READER-SERVICE CARD
HicH FIDELITY MAGAZINE
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editor James Goodfriend, “is that the
Baroque composers are supplying
audiences’ demands for ‘new’ music—for
something just discovered, for something
they haven’t heard before.”

The high notes in the Baroque boom are
these Columbia Masterworks recordings.

€=uSTEREOS=)» [(OMmAily.

=  HANDEL
The R Direworks Sudle

The Waler Mudic Suile
The Philadelphia Orchestra
Eugene Ormandy Conductor
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Bach by Casals. Vivaldi by Stern and
Oistrakh. Bach by Gould. Vivaldi by
Bernstein. Handel and Corelli by Ormandy.
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to admire in this finely reproduced Co-
lumbia collaboration. Its gravely paced
slow movement, in particular, is of
haunting beauty. H.G.

BEETHOVEN: Sonatas for Piano

No. 2, in A, Op. 2, No. 2; No. 3, in C,
Op. 2, No. 3—on LPM 18936/SLPM
138936. No. 5, in C minor, Op. 10, No.
I; No. 6, in F, Op. 10, No. 2; No. 7, in
D, Op. 10, No. 3—on LLMP 18937/SLPM
138937. No. 4, in E flat, Op. 7; No. 9,
in E, Op. 14, No. I; No. 10, in G, Op.
14, No. 2—on LPM 18938/SLPM
138938. No. 11, in B flat, Op. 22; No.
13, in E flat, Op. 27, No. I; No. 27, in
E minor, Op. 90—on LPM 18939/
SLPM 138939.

Wilhelm Kempff, piano
® DEUTSCHE GRAMMOPHON LLPM 18936/

39. Four LP. $5.79 each.
e o DEUTSCHE GRAMMOPHON  SLPM
138936/39. Four SD. $5.79 each.

That remarkable septuagenarian Wilhelm
Kempff is still going strong. With these
four discs his second LP set of Bee-
thoven Piano Sonatas reaches completion.
It is hard to realize that this artist was
recording Beethoven sonatas back in
those early 78-rpm days when Bruns-
wick-Polydor was releasing DGG records
in this country, and when the now legen-
dary Schnabel performances (available
now as Angel GRM 4005 or on thirteen
separate COLH discs) were a thing of
the future. Of Kempff's fellow Bee-
thovenians of that era—in addition to
Schnabel there were Gieseking, Bauer,
Edwin Fischer, Elly Ney, and Backhaus
—only the last-named (in the midst of
his stereo cycle) remains before the pub-
lic. Inasmuch as Kempff's playing re-
mains perceptive and technically unim-
paired in these new issues, the immense
value of having his unique insights docu-
mented in the latest sonics will be at
once apparent.

Someday, I would like to assemble
Kempff's earliest near-complete set on
shellac discs and make an analysis of
them, sonata by sonata, in comparison
with the same works on his two LP
cycles. While such a thoroughgoing
tracing of his artistic evolution is scarce-
ly possible at the moment, it seems to
me that the single consistent difference
between the two microgroove versions
stems from the different mode of re-
cording—the earlier in monophony only,
the current set of course in both formats
(of which I have only the stereo for
reference). It may be perverse on my
part, but I rather prefer the piano tone
on the older discs. As reissued two years
ago in the ten-record set (KL 42/51), the
instrument has a firm, vaulting sonority
with plenty of weight and sufficient bril-
liance. In the later stereo, there is ob-
viously more top to the sound, but the
extended frequency response lends a
plangent tinniness to Kempff's already
biting sforzandos, while the distant,
spaced-out separation diminishes the
force and impactive breadth of the all
important Beethovenian bass line. The
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arm’s length microphoning now so be-
loved of many European firms intensi-
fies the cameolike qualities of Kempff's
performances. This noted. let me make it
clear that, of their type, the modern
engimeening and processing are superla-
tive. Many will prefer their Beethoven
sounding trim, neat, classical.

Kempff's reading of Op. 2, No. 2 re-
mains close to what it was before: lithe,
graceful, animated. Op. 2, No. 3, on the
other hand, is very different. In the first
two movements, the playing is tighter
knit, less energetic and explosively in-
flected than before. (The pianist has,
by the way, revised his strange upside-
down execution of those chains of orna-
ments at measures 45-46 ¢f seq. in the
opening Allegro con brio. on the new
disc he plays them in the usual way.)
The concluding Scherzo and Allegro
assai of the Op. 2, No. 3 are, however,
delivered with more élan, and infinitely
more accuracy than in the earlier ac-
count. My own preference in this work,
however, is for ecither the measured
Rubinstein conception (RCA Victor) or
the tart animation of Schnabel (one of
his most stimulating readings). Both
these performances are decidedly more
plastic, less square than Kempff's in
either incarnation.

The disc containing the Op. 7 and
the two Op. 14 Sonatas seems to me,
on the other hand, a triumph. Kempff
plays these works very much in the
incisive, sparkling manner heard from
him before, though in terms of tech-
nique he is even cleaner now. A poetic,
lyric, almost Schubertian whimsy per-
vades the extraordinary, completely
atypical Op. 7 work, and Kempff's im-
mense coloristic, structural, and imagi-
native powers enjoy full play here. In
the Allegretto of the E major Sonata,
Op. 14, No. 1, Kempff has the best of
two seemingly conflicting worlds: he
succeeds in achieving the imaginative
atmosphere and plastic flow heard in
Richter’s hypnotic reading. but at the
same time he keeps to a swift, con moto
tempo in keeping with traditional dicta.
His tempo for the scampering finale of
Op. 14, No. 2 is broader, more robust
than usual—and his clipped fingerwork
and rhythmic control are even more
impressive than on the older record.
The only negative factor is the omission
of first-movement repeats in these Op.
14 works—presumably to get them both
onto a single side. (They were present
in the older performances.) The stereo
sound is slightly more sonorous and
ample on this disc, it seems to me.

Op. 10’s triptych receives solid, gra-
nitic statements. Kempff's fingerwork is
more nimble than Backhaus’ was on his
recent similar pairing. Schnabel's paral-
lel release has seering fervor in such
episodes as the tragic Largo from Op.
10, No. 3, and Glenn Gould’s has an
extraordinary, feverish prestissimo bold-
ness and insight. Both are more special-
ized in their appeal, though not neces-
sarily  more recommendable  than
Kempff's superb, traditional interpreta-
tions.

Finally, we come to the disc contain-
ing the facile Op. 22, the problematical
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Op. 27, No. 1, and that great miniature
drama, Op. 90. Kempff plays the first
with rippling grace, holds the second
together with exemplary ease (though
his speeded-up statement is notably more
perfunctory than previously), and rises
to the last with magnificent authority.
His subtle shapings and shadings make
this one of the greatest Op. 90s on
record.

Now that he has accomplished this
marathon feat, will Kempff indulge him-
self with a much earned sabbatical from
the recording studio? No, indeed. All
of the Schubert Impromptus are due for
release in a short while, and there are
other items to follow. H.G.

BERG: Der Wein—See Mahler: Sym-
phony No. 6, in A minor.

BERWALD: Quintets for Piano and
Strings: No. 1, in C minor; No. 2,
in A

Robert Riefling, piano; Benthien Quartet.
e NoNEsucH H 1113. LP. $2.50.
e e NoNesUCH H 71113. SD. $2.50.

This makes a useful companion disc to
the recent Nonesuch release of two Ber-
wald symphonies (H 1087/H 71087).
The Swedish composer was born in 1796
and died in 1868; but he was ahead of
his time in many ways, and one can
understand Liszt's admiration for the
first of these two Quintets. It is a re-
markably interesting essay in the closer
integration of the traditional four-move-
ment form. The A major Quintet is less
revolutionary, but both pieces are full
of crisp yet romantic music that
thoroughly deserves a hearing. The piano
is very much the dominant instrument,
but the inequality of forces is less marked
in the very acceptable mono recording,
which has better balance and a better
general sound than the “electronically
enhanced” stereo. Riefling is an ideal
pianist for this music, and the Benthien
Quartet fulfills its limited function well.

B.J.

BOCCHERINI: Concertos: for Cello
and String Orchestra, in D; for
Cello and String Orchestra with
Two Horns: No. 1, in C; No. 2,
in C

Anner Bylsma, cello; Concerto Amster-
dam, Jaap Schroder, cond.

e TELEFUNKEN AWT 9473-A. LP. $5.79.
e o TELEFUNKEN SAWT 9473-A. SD.
$5.79.

To any fancier of Boccherini who may by
now feel able to repeat the famous B
flat Concerto in his sleep, note for note,
this grouping of his three “other” cello
concertos (two of them new to records)
will be a cause for rejoicing. The prize
of the lot here is the D major—a spar-
kling work which in its first movement
positively shimmers as cello and tutti
violins move in parallel motion at a high
altitude, and in its Adagio achieves a

HiGH FIDELITY MAGAZINE


www.americanradiohistory.com

rare poise during passages of delicate
counterwork between solo and tutti. Next
on the list, for me, is the C major No. 1,
which displays, again, a nice interplay
among forces in the slow movement and
a certain military smartness in the fast
ones. The No. 2 is much more relaxed in
spirit, entirely benign but somewhat lack-
ing in exuberance; the finale, however,
goes around in circles quite merrily and
almost convinces you that it is getting
somewhere. On the whole, these three
works seem to me to display less thematic
individuality than the B flat—but Boc-
cherini has a way of getting on handily
with very little basic equipment.

We could hardly have asked for a
more favorable introduction to the C
major concertos (the D is not new to
LP): cellist Anner Bylsma is a superb
technician and possesses a mellow tone
besides; the Concerto Amsterdam struck
me at first as straining a little too con-
scientiously towards a hairpin flexibility
in dynamics, but even this ceased to
annoy by the middle of Side 1. The re-
corded sound is quite good, though there
is occasional ambiguity as to just where
the cello is. S.F.

BRAMMS: Hungarian Dances: Nos.
1, 3, and 10 (orch. Brahms); Nos.
17-21 (orch. Dvoiak); Nos. 2, 4,
and 7 (orch. Hallen); Nos. 5, 6, 11,
12, and 15 (orch. Parlow)

IL.ondon Symphony Orchestra, Antal

Dorati, cond.

e MirrCcURY MG 50437, LP.

e e Mercury SR 90437. SD.

$4.79.
$5.79.

I cannot pretend to have compared all
available versions of the [Hungarian
Dances, but this particular collection cer-
tainly offers a good deal of pleasure and
no problems. Dorati leads the London
Symphony Orchestra in  performances
full of fire and temperament, and there
is abundant lyrical beauty where that is
appropriate. The recording is all it should
be. Brilliance, rather than warmth, is its
most notable characteristic, but its de-
ficiency in the latter quality is only
marginal. A decided success. B.J.

BRUCKNER: Symiphony No. 5, in
B flat

+Mozare: Symphony No. 36, in C,
K. 425 (“Linz")

Amsterdam  Concertgebouw  Orchestra,
Eugen Jochum. cond.

e PuiLips PHM 2591. Two LP. $5.58.
e o PriLies PHS 2991. Two SD. $11.58.

Hans Knappertsbusch. whose version of
Bruckner's Fifth is the only other one
available in this country, is a fine
condnctor in the expanses of a work like
Parsifal, but Jochum, with Klemperer,
is probably the finest Bruckner conduc-
tor of our day, and this performance,
recorded live at Otiobeuren Abbey,
iz a magnificent one. For a live record-
ing it is also remarkably free of techni-
cal blemishes in execution or sound re-
production. I have not heard the mono
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“...this Nabucco comes closest
to our ideal of a Verdi per-
formance ...the whole score,
the whole opera, brought
glowingly to life as a drama-
in-music.”

~The GRAMOPHONE

Verdi: NABUCCO

The incomparable TITO GOBB]J, the sen-
sational new soprano ELENA SULIOTIS,
Bruno Prevedi, Carlo Cava and other
soloists—The Vienna State Opera Chorus
—The Vienna Opera Orchestra~Lamberto
Gardelli

Stereo OSA-1382 Mono A-4382

“,..must count as one of Lon-
don’s great operatic record-
ings...a thrilling recording of
a great work.”

~The GRAMOPHONE

Bartdk:
BLUEBEARD’S CASTLE
Christa Ludwig, Walter Berry—The Lon-

don Symphony Orchestra—Istvan Kertesz
Stereo OSA-1158 Mono A-4158

“* ‘Spectacular’ is,in fact,a word
in which many ways sums
up Kertesz's reading of the
work, for it is a full-blooded,
expansive performance...”
~RECORDS & RECORDING

Mozart: REQUIEM MASS

IN D MINOR (K. 626)

Elly Ameling, Marilyn Horne, Ugo Be-
nelli, Tugomir Franc—The Vienna State
Opera Chorus—The Vienna Philharmonic

Orchestra—Istvan Kertesz

Stereo OSA-1157 Mono A-4157

“...the German playing
throughout is sensitive and
sparkling ...”

~RECORDS & RECORDING

Bach:

THE ART OF FUGUE

The Stuttgart Chamber Orchestra—Karl
Miinchinger

Stereo CSA-2215 Mono CMA-7215

“His artistry, technique and
musicality are proved once
again to be one hundred per-
cent reliable.”

~RECORDS & RECORDING

Schumann:
FANTASIA IN C MAJOR (Op. 17)
ETUDES SYMPHONIQUES (Op. 13)

Vladimir Ashkenazy (piano)

Stereo CS-6471 Mono CM-9471

“...how dynamic and vivid
Karajan's direction and how
beautiful the sound.”

~The GRAMOPHONE

Dvorak:

SYMPHONY NO. 8 (4)

IN G MAJOR (Op. 88)

The Vienna Philharmonic Orchestra—

Herbert von Karajan

Stereo CS-6443 Mono CM-9443
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edition, but the stereo is very successful,
and accommodates the spacious sonori-
ties of the music with ease. Aided by the
Ottobeuren acoustic, the apotheosis of
the chorale theme at the end of the won-
derful finale makes a greater effect even
than in Jochum’s earlier studio record-
ing with the Bavarian Radio Symphony
Orchestra, available in Europe in an
early but excellent Deutsche Grammo-
phon stereo recording. Using the Orig-
inal Version of the score, Jochum does
full justice to one of Bruckner's great-
est symphonies, and this is now the
recording to have.

The fourth side is occupied by the
symphony Mozart wrote in four days
for a concert at Linz, the Austrian city
whose cathedral Bruckner was vyears
later to serve as organist. Jochum's
performance—recorded this time under
studio conditions—is a fine one. (It was
formerly available in a coupling with a
less successful Prague.) Jochum omits the
first movement repeat. but partially
compensates by observing the one in the
finale. This performance joins Colin
Davis' beautiful one on Oiseau-Lyre as
top recommendation for the work—
Davis emphasizes the charm of the mu-
sic, Jochum its symphonic grandeur, and
a choice may safely depend on your
preference between these two qualities.
(It would be good to have Dorati's
performance with the London Sym-
phony back in the catalogue: it was a
model of textural clarity, and the return
to the recapitulation in the first move-
ment was one of the most poetic mo-
ments in any Mozart recording 1 have
heard.) B.J.

CANTELOUBE: New Songs of the
Aunvergne

La mére Antoine; Oh! Madelon, je dois
partir; Rossignolet qui cliantes; Comment
donc savoir; La fille d'un pavsan: Mon
pére m'a placée; Lorsque le meunier: O
up!l; Le premier de tous les oiseanx; Moi
fai un homme; J'ui une douce amie; Dans
le tombeau; Allons, beau rossignol;
Quand Marion va au moulin: Réveillez-
vous, belle endormie.
Netania Davrath, soprano; orchestra,
Gershon Kingsley, cond.

® VANGUARD VRS 9209. LP. $4.79.

e o VANGUARD VSD 79209. SD. $5.79.

Actually, only about half this volume is
comprised of true Auvergne songs; the
rest are other French country songs col-
lected by Canteloube. They were har-
monized and arranged for piano by Can-
teloube before his death in 1957, and
the present orchestrations, remarkably
similar to Canteloube’s own for the five
books of Auvergne songs, are by Ger-
shon Kingsley, the conductor of the al-
bum.

Unless one has a positive revulsion to
the material, there is no excuse for pass-
ing up the record. The songs are charm-
ing and varied, and Miss Davrath’s
performances of them are, if this is
possible, even better than those of the
Auvergne songs on two previous Van-
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guard discs. Her wonderful, un-self-
conscious gifts for characterization and
storytelling, her remarkable flair for the
feeling of language, her bewitching fem-
ininity, and her lovely, full-bodied lyric
voice combine for an irresistible handling
of these numbers. Whether she is a sol-
dier taking leave of his sweetheart, a
gruff Basque complaining about his
drunken wife, or a serving maid dis-
missed because of a mussed-up bed
(frustratingly enough, the key verses in
a couple of these songs are expunged),
she is entirely believable, entirely en-
chanting. I will not give further detail
except to say that I gave up taking notes
after the first song, and simply listened
with complete pleasure to the end.
Texts and translations are provided,
and the stereo sound is superb, especially
if one likes a wide spread. C.L.O.

CHAUSSON: Concerto for Violin,
Piano, and String Quartet, in D,
0p. 21

1Fauré: Berceuse for
Piano, Op. 16

Violin and

Jacques Thibaud, violin; Alfred Cortot,
piano: String Quartet (Mme. Isnard;
MM. Voulfman, Blanpain, Eisenberg)
[from HMV DB 1649/53; also RCA
Victor 8240/44, 1931).

e PaTHE COLH 33. LP. $5.79.

Here is a paradoxical situation indeed!
A few years ago the LP catalogue was
liberally sprinkled with editions of Chaus-
son’s  billowing, technically difficult
work. The consumer had his choice of a
dubbing of the famed Heifetz/Sanrom:
interpretation, a sturdy Kaufmann/Bal-
sam/Pascal reading, plus those by Fran-
cescatti/Casadesus/with the Guilet Quar-
tet and Menuhin/Kentner with the Pascals
once more, Now, the first recording of
all. long since forgotten, makes a dra-
matic reéntry into a field from which
the competition has vanished, With such
musicians as these, the performance is
expectedly vibrant as well as completely
sympathetic. These celebrated artists
couldn’t have cared less about the present
“no-wrong-notes” fetish, They storm
mightily through the bravura pages,
with all the vigor and passion in the
world, projecting the moods with the
sweeping inevitability of tidal waves.
To carry the analogy further, the Cortot/
Thibaud outlook is unquestionably more
akin to the irregularity of nature than
to the formal architecture of Frances-
catti or Heifetz. The sympathetically
played Fauré is the original filler on
the old 78-rpm album.

The sound is wavery and hard, with-
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out the allure of high frequency over-
tones. But the dynamic impact of the
playing more than survives the antique
recording and bursts of surface noise.

H. G.

DEBUSSY: Rbapsodies: for Saxo-
phone and Orchestra; for Clarinet
and Orchestra

tHonegger: Rugby; Puastorale d’été;
Pacific 231

Sigurd  Rascher, saxophone; Stanley
Drucker, clarinet; New York Philhar-
monic, Leonard Bernstein. cond.

e CoLumBia ML 6059. LP. $4.79.

e o CoLuMBIx MS 6659. SD. $5.79.

Bernstein's conducting is as successful
in the sensitive meanderings of the two
Debussy pieces and the charming Pustor-
ale d'été as in the more boisterous
exuberances of Rughy (a piece inspired
by a football match) and Pacific 231
(a vivid portrait of a steam locomotive).
Apart from one or two small inaccuracies
in the Clarinet Rhapsody, the soloists
do their work well. In the clarinet
piece. the balance is better than in the
Ansermet version coupled with La Mer,
which I reviewed last month; the Saxo-
phone Rhapsody appears in this country
for the first time in a stereo edition.
Well programmed and recorded, this is
an attractive record of some pleasant
pieces that storm no barriers but make
very good listening. B.J.

DVORAK: Chamber Music

Trios for Violin, Cello, and Piano: No.
1. in B flat, Op. 2!; No. 4, in E minor,
Op. 90 (“"Dumky"); Quartets for Piano
and Strings: No. I, in D, Op. 23; No. 2,
in E flat, Op. 87; Bagatelles for Har-
monium and Strings., Op. 47.

Walter Gerhart, piano (in the Quartets);
John Willison, harmonium (in the
Bagatelles): Dumka Trio.

e Vox VBX 71. Three LP. $9.95.

e o Vox SVBX 571. Three SD. $9.95.

This fourth volume of Vox’s com-
mendable series of the complete chamber
music of Dvorik, containing four major
works for piano and strings plus an
oddity with the harmonium replacing
the piano, offers a micely balanced pro-
gram of masterworks of the composer’s
last years and fine but neglected piecces
from his early maturity.

The B flat Trio and D Major Piano
Quartet both date from 1875, shortly
after Dvofak’s “discovery™ by Brahms
and Eduard Hanslick and just before his
definitive commitment to Czech folk
music in the Opus 46 Slavonic Dances.
Though they include isolated instances of
folk-inspired material, notably the Polka
in the Trio, their general style is deeply
indebted to the fluent lyricism of
Schubert. The later Piano Quartet and
Trio, composed in 1889 and 1891 re-
spectively (just before Dvoiidk’s Ameri-
can trip)., show Dvorak at his mature
best. The Dumkv Trio is, of course,
uniquely distinguished by its highly orig-
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inal form—a succession of six contrast-
ing Slavonic folk laments that anticipates
the chain structure later used by both
Bartok and Janacek in similarly folk-
derived music. The E flat Piano Quartet,

though outwardly in traditional form.
offers similar instances of structural

originality: the slow movement, for in-
stance, is based on a chain of five
themes. Though little of its thematic
material is explicitly based on folk music,
Dvofik’s own language was by this time
strongly tinged with folk idiom. The
Bagarelles were written when Dvordk was
in the midst of his Slavonic Dances and
are rather lightweight versions of that
preoccupation.

While the performances of the London-
based Dumka Trio and its collaborators
lack rhythmic vitality and variety, they
are precise and adhere to the literal
text of the music. Unfortunately, the
crowning touch of personal projection
that can be heard in the Dwmky Trio
recorded by Fournier, Janigro, and
Badura-Skoda quite eludes the present
players. Though the sound is clear and
the stereo effect well spaced, the violin
is inclined to be shrill and the piano to
be tubby. In short, neither performance
nor recording is up to the standard set
by the Kohon Quartet in the first volume
of this series. It should be noted, how-
ever, that except for the Dwmky Trio
this music is otherwise not currently
available on records. P.H.

DVORAK: Quurtet for Strings, No.
6, in A flat, Op. 105—See Smetana:
Quartet for Strings, No. I, in E
minor (“Aus mein Leben”).

FAURE: Berceuse for Violin and
Piano, Op. 16—See Chausson: Con-
certo for Violin, Piano, and String
Qunartet, in D, Op. 21.

HANDEL: Dixit Dominus

Teresa Zylis-Gara, soprano: Janet Baker,
mezzo. Martin Lane, boy alto: Robert
Tear, tenor: John Shirley-Quirk. bass;
Choir of King's College, Cambridge;
English Chamber Orchestra, David Will-
cocks. cond.

® ANGEL 36331, LP.
e e ANGEL S 36331.

$4.79.
SD. $5.79.

This is an early work, written in Italy
when Handel was twenty-two, but it al-
ready displays some of his characteristic
traits—broadness of scope, harmonic and
melodic inventiveness, and polyphony
that is always transparent. And in the
first chorus there is brief use of a devicc
that was to reappear thirty-five years
later in the “Hallelujah Chorus™ of Afes-
siah.  Among the high spots are the
“Tu es sucerdos,” in which an effective
chorus is built up around a theme based
on an ascending octave; “De torrente in
via beber.” a mysterious and poignant
picce full of expressive dissonances: and
the big fugue that ends the work. There
is one aria for soprano—a fine one—
and one for alto. here sung by the mezzo.
Both Miss Zylis-Gara and Miss Baker
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sing with attractive. well-focused voices.
and both spin long phrases in a single
breath. The other three soloists. heard
only in occastonal ensemble passages, per-
form satisfactorily, although the alto’s
voice lacks the presence of the others.
In the chorus there is a little more of
the détaché type of singing than seems
necessary, but by and large this is a
meritorious performance, superior in sev-
eral respects. it seems to me, to the one
on Cantate. N.B.

HAYDN: Concerto for Organ and
Orchestra, in C, H. XVIII:|—Sec
Mozart: Sonatus for Organ and Or-

HAYDN: Symphonies: No. 39, in G
minor; No. 3, in G; No. 73, in
D (“La Chasse”)

Little Orchestra of London, Leslie Jones,
cond.

e NoNEsuci H 1096, LP. $2.50.

e ¢ NoNESucH H 71096. SD. $2.50

This record, made in ILondon by Pye,
offers the Havdn lover smooth. secure
playing. sensible tempos. and good stereo
and mono sound (though the acoustic is
a shade too dry for my personal taste—
more like the london concert rooms
than the halls of Esterhizy). There is
a strong competitor in the sensitive per-
formances of Nos. 39 and 73 on a Van-

chestra (complete).

Just Released!

Highlights—
Co.ttemporary and
Tradizional—of the 1965
Newport Folk Festival

FESTIVAL
NEWPORT FOLK
FESTIVAL/1965

The Lill Brothers with Don

Tex Logan; Eric

. Geoff Mul-

daur; Maria D'Amato: Son

House: Ishangi Dance

Troupe; Moving Star Halt

Singers: Bill Keith with Jim

Rooney. The Chambers

Brothers Mel Lyman: and
others.

VRS-€225 & *VSD- 79228

*Stereo

% VANGUARD

Recordings
for the Connoisseur

Exclusive on Vanguard

SKIP JAMES/
TODAY!

Hard Times; Crow Jane:
D.C. General Hospital
Blues; Special Rider Blues:
Drunken Spree; Cherryball
Blues; How Long: All Night
Long: Cypress Grove Blues:
l ook Down the Road: My
Gal: I Am So Glad

VRS-9219 & *VSD-79219

MISSISSIPPI
JOHN HURT/
TODAY!

Beulalh Land: 1 Got the
Blues and Can’t be Satis-
fied: Pay Day; 1’'m Satisfied:
Talking Cascy: Stagolee:
Louis Collins; Richland
Woman Blues: and others.

VIRS-9220 & *VSD-79220

CHICAGO/
THE BLUES/
TODAY

Vols. I, 11, 111

VSR-9216/17/18
& "VSD-79216/17/1%

A new musical style. one
that is the latest chapter in
hlues history, is being cre-
ated on Chicago’s South and
West Side now. This is the
tirst. complete documentary
survey of that music. Pro-
duced by Samuel B. Chart-
ers, it is a major contribu-
tion to our knowledge of
contemporary American
music.

‘We should be grateful. It
is a wonderful set. .. The re-
cordings are excellently pro-
duced, The sound is authen-
tic and faithful...and the en-
tire production is first rate.”
Ralph Gleason,

San Francisco Chronicle

“A major Chicago contribu-
tion to the world’s music has
been spotlighted by
Vanguard.”

Chicago's American

“It deserves the highest com-
pliment...henceforth, no col-
lection of the blues can be
called compilcte lacking this

»
set. Davton Leisure

CIRCLE 83 ON READER-MERVICE CARD
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WORTH
WAITING
FOR!

DYNACO
STERE(
120

Complete specifications
are available on request.

DYNACO INC.

3912 POWELTON AVENUE,
PHILADELPHIA, PA. 19104

CIRCLE 30 ON READER-SERVICE CARD
86

|

guard coupling by Blum and the Ester-
hazy Orchestra. but Nonesuch does pro-
vide an interesting extra. the carly G
major Symphony, to which the annotator
(Edward Tatnall Canby) devotes con-
siderable space.

I prefer the richer Vanguard sound,
without implying that the Little Orches-
tra of London is in any way at fault.
How little, or how big, it actually is re-
mains a mystery. but the woodwind solo-
ists sound first-rate. An excellent bargain.

D.S.

HENZE: Symphonies: No. I; No. 2;
No. 3; No. 4; No. 5
Orchestra,

Philharmonic Huns

Henze. cond.

Berlin
Werner

For a feature review of this recording,
see page 74,

HONEGGER: Pucific 231—Sce Va-

rese: Amériques.

HONEGGER: Rughy; Pastorale d’été;
Pucific 231—See Debussy: Rbapso-
dies.

KIENZL: Der Evangelimann (ex-
cerpts)
Anneliese Rothenberger (s). Martha:

Marga Hoffgen (¢). Magdalena; Nicolai
Gedda (t), Mathias; Friedrich Lenz (1),

Hans; Jiirgen Forster (1), Zitterbart:
Franz Crass (bs), Johannes; Benno
Kusche (bs). Engel. Schnappauf. and

Voice of the Night Watchman: Munich

Opera Chorus and Orchestra, Robert
Heger, cond.
e o OnoN SMC 809Y65. SD. $6.79.

Evangeliniann is the best-known work of
Withelm Kienzl. who died in 1941 at the
age of eighty-four: two other operas,
Urvasi and Der Kuhlireigen, achieved
some currency around the time of their
composition. Evangelimann is still known
at least by reputation to vocal collectors,
for the air “Selig sind’ has been recorded
by nearly every important German and
Viennese lyric tenor since the turn of
the century. A contralto song. “O schdine
Jugendtage,” is also heard from time to
time: Hertha Topper recorded it about
ten years ago.

According to the somewhat disorgan-
ized liner notes. Kienzl “‘strove to create

a serious middle-cluss opera with an
ethical and religious accent” (italics
theirs). He succeeded: that's exactly

what Evangelimann is. It's as if one took
one of those old Barry Fitzgerald
scenarios to heart and set it to appro-
priate music. The plot deals with a ter-
ribly sincere young fellow, Mathias,
who is framed in a case of arson by his
own brother, Johannes, the point of con-
tention between them being the soprano.
Found guilty, Mathias spends twenty
years in prison, and in Act Il turns up
as an itinerant lay preacher who exists
on the largesse of his impromptu con-
gregations. It's a small world, and Ma-
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thias naturally encounters first his old
girl friend’s girl  friend. and then
Johannes; they do not recognize each
other until Johannes, on his deathbed,
confesses the truth, and Mathias forgives
him. Johannes dies and Mathias jes’
moves along. End. There is a ninepin
bowling scene, and a scene where the
evangelist teaches his song to a bunch of
Kids who always sing off-key, which is
what 1 mean abouwt Barry Fitzgerald.

The music is consistently “serious
middle-class,” though some of it, for-
tunately, is on a rather better level than
“Selig sind.” The best-written scene is
that of the skittle-rolling, where some
nice orchestral commentary threatens to
turn into something really probing, but
never quite follows through. Parts of the
love duet and the big confessional scene
are ctfective, though one is always con-
scious of the fact that all the tricks that
worked for Wagner are being left as
empty gestures. I cannot think of any
good reason for owning even a highlights
record, unless one has a scholarly in-
terest in the genre or a purely personal
sentimental attachment.

The performance is quite fine, Heger
is an old and expert hand, and every-
thing is played with care and warmth.
Annelicse Rothenberger sings very pret-
tily, and Marga Hoffgen is effective with
her big moment. Gedda is again in top
form, and his straightforward, rather
quick handling of “Selig sind” cuts some
of the customary lugubriousness. Franz
Crass is not precisely subtle with Johan-
nes’ death scene, but I suppose subtlety
would be a lost cause, and his vocalism is
powerful and secure. Benno Kusche is
good in the small character roles, though
1 am alarmed at the wobble that has in-
vaded his fine voice. The sound is first-
rate. C.L.O.

KODALY: Hungarian Songs
tBartok: Hungarian Songs

Kodily Girls® Choir, llona Andor, cond.
® ANGEL 36334 LP. 3$4.79.
® o ANGEL S 36334 SD. 55.79.

In the summer of 1965 Benjamin Britten
honored the octogenarian Zoltin Kodily
at the Aldeburgh Festival and invited
the Kodialy Choir from Budapest to par-
ticipate; this charming souvenir of that
event was recorded shortly thereafter at
Kingsway Hall, London, in the presence
of the composer. Behind the great suc-
cess of these concerts and this delightful
recording lies an interesting history which
goes back to the days when Kodily and
Bartok wandered through Hungary col-
lecting folk songs. Both composers were
anxious to preserve the true old Hun-
garian tradition. They had a second aim:
the development of musical culture
through the education of every child in
the sight-singing of folk and folk-art
music. Towards this end Kodily not
only produced a large body of works
for children but also developed a teach-
ing technique based on hand signals. The
success of this system, which is said to
be used throughout Hungary today and
has its adherents elsewhere, is amply
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demonstrated by the present choir—which
is simply the chorus of an ordinary girls’
high school in Budapest, intensively
trained according to Kodaly principles.
Miss Andor’s spectacular results earned
Kodaly's admiration and the right to use
his name.

Interestingly enough, Kodaly himself
credits English choral tradition and
solfége methods with the inspiration for
his teaching method: it may be imagina-
tion, but 1 hear distinctly English influ-
ences in these settings. Except for one
Shakespeare setting. the texts are tradi-
tional but it is not clear how much actual
traditional material appears in the mu-
sical lines. Nine of the settings are by
Kodily, four by Bartok. None of them
is terribly exotic or even startlingly
Hungarian in character (at least in an
obvious way) but they are all attractive
and have character. The performances
are first-rate; it is, one suspects, musi-
cality and musical education like this that
lie behind the remarkable achievements
of modern Hungarian musicians all over
the world. The sound is extremely res-
onant and, it seems to me, a little fancy
for the sweet, straightforward singing,
which makes its effect through purity,
accuracy, and direct simplicity; still the
sound of the voices comes through well
enough and it is a ravishing sound.

E.S.

LIADOV: Eight Russian Folk Songs,
Op. 58—See Tchaikovsky: Sym-
phony No. 2, in C minor, Op. 17
(“Little Russian”).

MAHLER: Symphony No. 6, in A
minor
1Berg: Der Wein

Phyllis Curtin, soprano (in the Berg);
Boston Symphony Orchestra, Erich Leins-
dorf, cond.

® RCA VicTor LM 7044. Two LP. $9.58.
e ¢ RCA VicTtor LSC 7044. Two SD.
$11.58.

Leinsdorf begins with one solid ad-
vantage over his two recorded rivals
(Adler on SPA and Flipse on Epic): he
has been able to use the Critical Edition
of the work published in 1963 by the
International Gustav Mahler Society of
Vienna. The differences between this
and the old editions are far less nu-
merous than in the case of the Seventh
Symphony, but they include one that is
extremely important—the Scherzo has
been restored to its original position be-
fore the Andante. According to the edi-
tor, Professor Erwin Ratz, Mahler put
the Andante before the Scherzo in the
second edition as a result of “outside
influence” and soon regretted his deci-
sion. On puwrely musical grounds, the
Symphony certainly presents a more con-
vincing whole with the Scherzo second.

That, then, is one point in lLeinsdorf’s
favor. One would have expected the
quality of reproduction to be another,
since both rival recordings are in mono
only, and one of them, the Flipse, was
made at a live performance. However,
the boomy, unreal quality of the bass
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in the opening measures of the new ver-
sion turns out to be an accurate fore-
taste of its over-all effect. The recording
certainly has more clarity of detail than
its predecessors, but it has no more body
or warmth than the Epic and rather less
than the SPA.

To some extent, this is probably a re-
flection on the actual orchestral playing.
The Boston Symphony is billed as “The
Aristocrat of Orchestras,” and its playing
here has all the qualities 1 associate with
aristocracy: it is smooth, polished, emo-
tionally null, effete, self-indulgent, and
lacking in discipline. Ensemble is never
really tight—even a comparatively easy
passage like the horn and solo violin
duet before figure 24 in the first move-

el

ment is not perfectly together—and the
conductor’s grip on his tempos is flabby.
The woodwinds play with some spirit,
but the string tone is colorless and the
brass section feeble throughout. As for
the first trumpet, his braying vibrato and
frenetic phrasing obtrude themselves
time and again on the unwilling ear.
Leinsdorf's pucing of the Symphony is
generally brisk, and he skates blithely
over the dramatic opening pages of the
Finale, where Adler produces an effect
of stupendous, elemental conflict. As in
the other recordings, the repeat of the
first-movement exposition is omitted.
In his album notes, Jack Diether diplo-
matically refers to the repeat as “op-
tional,” but this is surely the most oblig-
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atory of repeats: since it is the onlv
exposition repeat in any Mahler sym-
phony, the usual contention of repeat-
shunners that “the composer was unthink-
ingly bowing to tradition” cannot be en-
tertained. We still need a good modern
recording of this great symphony, but
in the meantime Adler’s, for all its
orchestral blemishes and its dated en-
gincering, remains first choice.

The fourth side of the new set is oc-
cupied by a performance in French, be-
lieve it or not, of Alban Berg's concert
aria Der Wein. Observe the logic (Il
quote the album notes): “Of this aria the
biographer H. F. Redlich writes: ‘It is
a pity that Berg, whose knowledge of
French seems to have been only ele-
mentary, became acquainted with Baude-
laire’s poems in Stefan George's trans-
lations, in which the poetical climate
is radically changed . . ." In this record-
ing Erich Leinsdorf and Phyllis Curtin
have restored the original poetic text.” In
other words: here are Baudelaire's poems,
together with the music inspired in Berg
by the radically different poetry of
George's translations. Apart from that
rather wispy point, the French words
simply don't fit the notes very well, as
an examination of the first three vocal
measures will show. Phyllis Curtin sings
gallantly, but she is fighting a losing
battle. The idea, of course, has possi-
bilities—I look forward to the first re-
cording of Purcell's Dido and Aeneas
in Latin, or the St. Matthew Passion in
the original Aramaic. B.J.

MENDELSSOHN: Symphony No. 4,
in A, Op. 90 (“Italian”); Overtures:
Hebrides, Op. 26; Ruy Blas, Op.
95; Fair Melusina, Op. 32

Orchestre de la Suisse Romande, Ernest
Anscrmet, cond.

e LoNDON CM 9436.
e o LLoNDON CS 6436.

$4.79.
$5.79.

LR
SD.

Ansermet’s reading of the Italiun Sym-
phony is a welcome relief from the gen-
erally prevalent tendency of conductors
to treat the first and last movements as
a virtuoso exercise in orchestral velocity.
As in Beecham’s earlier records, the
slower tempos of the outer movements
integrate the two middle ones more co-
hesively into the totality of the work.
Ansermet’s performance is neither slow
nor dull: it has warmth and elegance
appropriate to what secems for us today
to be Mendelssohn's rather elusive ro-
manticism. This conductor thus stands
between the highly Kinetic approach of
Maazel, who rather unsubtly follows in
the Toscanini/Koussevitzky  tradition,
and the more ponderous one of such
German conductors as Klemperer. This
is, actually, not merely a matter of
tempo, for Ansermet’s phrasing, orches-
tral texture, and dynamic control are
equally important in his total conception.
The same qualities may be heard in the
three Overtures.

The orchestral c¢xecution here, particu-
larly the tentative and ragged attack of
some of the wind players. does not seem
to me up to the usual Orchestre de la
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Suiss¢ Romande standards. The record-
ing. however, is exemplary both in
clarity and general acoustic ambience.

P.H.

MILHAUD: L’Homme et son désir—
See Varcese: Awmériques.

MOZART: Divertimento for String
Trio, in E flat, K. 563

Trio & Cordes Frangais.
e Nonesuci H 1102, LP.
e o NoNESucH H 71102.

$2.50.
SD. $2.50.

The Trio a Cordes Frangais consists of
Gérard Jarry, violin; Serge Collot, viola;
and Michel Tournus, cello. In their com-
bination of energy with finesse, in their
individual strength and excellence, they
remind me somehow of the players in
the Juilliard Quartet. They do the fast
movements with flexibility and precision,
and the Minuets with grace. The Adagio
s well sung; there is only one noticeable
tlaw here: in a climactic passage where
the violin sustains alternately high and
low dotted halves against eighth-note
chords in the other instruments, the fid-
dle does not come through strongly
cnough. In the variations each player
takes advantage of his opportunity to
shine. The sound is very good, the sepa-
ration in the stereo being marked but
not exaggerated. N.B.

MOZART: Quartets for Strings: No.
22, in B flat, K. 589; No. 23, in
F, K. 590

Guarneri Quartet.
e RCA Victor LM 2888. LP. $4.79.
e o RCA Victor LSC 2888. SD. $5.79.

The Guarneri Quartet consists of young
virtuosos who, after pursuing individual
careers, became a quartet at Marlboro
with the encouragement and under the
benign influence of Serkin and Casals.
Actually, it was the idea of the cele-
brated Alexander Schneider, who here
launches their recording debut with his
“hardiest” blessings. It is a debut of
which the guiding spirits of Marlboro
may be proud. Each of these young per-
formers is an artist, and they play to-
gether with a unanimity that ordinarily
comes only with long association. The
present quartets are a stiff test. It is a
pleasure to hear with what apparent ease
all the obstacles are overcome. The tone
is fine, the ensemble precise but never
rigid. It is not often that a quartet plays
the first movement of K. 589 with such
easygoing flexibility, and with such ob-
vious enjoyment. There is a tendency
here to give the first note in a phrase a
little extra importance and to pause a
little longer than necessary at caesuras,
but these incipient mannerisms disappear
after the movement is over. In K. 590
there was nothing that failed to convince.
Especially the beautiful slow movement,
from which Schubert must have learned
much, and the finale, a small miracle of
wit and invention and workmanship, are
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given their full due in this first-class per-
formance, which is matched by first-
class sound. N.B.

MOZART: Sonatas for Organ and
Orchestra (complete)

+Haydn: Concerto for Organ and Or-
chestra, in C, H. XVIII:!

Carl Weinrich, organ; Arthur Fiedler
Sinfonietta, Arthur Fiedler, cond.

e RCA Victor LM 7041. Two LP. $9.58.
e ¢ RCA Vicror LSC 7041. Two SD.
S11.58.

MOZART: “The 17 Festival Sonatas”
for Organ and Orchestra

E. Power Biggs, organ; Columbia Sym-
phony Orchestra, Zoltan Rozsnyai, cond.
e CoLumBia ML 6257. LP. $4.79.

ee CoLumnia MS 6857. SD. $5.79.

Organists have very slim pickings in-
deed in the works of the great Viennese
masters of the Classic era. Perhaps it is
because they are grateful for every
crumb that they have begun to record
the present compositions. For it is not
much more than crumbs that Mozart
offers them in these little so-called organ
sonatas. Of the seventeen pieces only five
have written-out organ parts, and modest
ones at that; in the other twelve the or-
gan is only a continuo instrument. Some
of the sonatas are rather attractive—
K.244, for example, or K. 278—but the

category as a whole is not one that in-
spired the master to his best efforts.

Weinrich, playing on the fine Holt-
kamp organ in the General Theological
Seminary in New York, does what little
he has to do with his wonted skill, and
Fiedler's men sing the cantabile sections
nicely. The fourth side of this RCA set is
occupied by an early work of Haydn,
written perhaps in the year when Mozart
was born but in any case before the
older master had begun to hit his stride.
It is of mainly historical interest.

Biggs, on the Columbia disc, employs
an Austrian organ (in the Stadtfarrkirche
of Eisenstadt) that was in use in Mozart’s
time. In a couple of the sonatas—K. 67,
244—he builds up the organ part by
playing an active and independent reali-
zation of the continuo. He gets all the
sonatas onto two sides, against Weinrich's
three, by not making any of the repeats.

The ensemble between organ and or-
chestra is once or twice a little less pre-
cise in the RCA Victor edition, but the
orchestral playing there is more polished
and the sound of the orchestra somewhat
smoother and more lifelike. For beauty
of sound too, the RCA disc is recom-
mended, but if price is an important fac-
tor, there’s nothing wrong with the Co-
lumbia performances. N.B.

MOZART: Sympbonies: No. 33, in
B flat, K. 319; No. 29, in A, K.

201
New Philharmonia Orchestra, Otto
Klemperer, cond.
e ANGEL 36329. LP. 3$4.79.
e o ANGEL S 36329. SD. $5.79.

MOZART: Symphonies: No. 33, in
B flat, K. 319; No. 28, in C, K.
200; Le Nozze di Figaro: Overture

Cleveland Orchestra, George Szell, cond.
e CoLumaia ML 6258. LP. $4.79.
e ¢ CoLumaia MS 6858. SD. $5.79.

The two versions of K. 319 are illuminat-
ing examples of how different can be the
approaches of two highly regarded con-
ductors to the same work. Both do the
slow movement beautifully and at about
the same pace: Klemperer emphasizes
more than Szell the crescendo and di-
minuendo signs that the Breitkopf score
gives here, signs that seem unMozartean
and may well be an editor's addition.
The conductors agrec too about the tem-
po of the Minuet, though Szell's has
more grace. It is in the fast movements
that the difference is most marked.
Klemperer's first movement is slowish.
rather solemn and heavy. It sounds as
though he is using too large an orchestra
for this lightly scored work. Szell's
Allegro assai is fleet, Italianate, and ut-
terly convincing. Klemperer's finale (also
marked Allegro assai) is lively enough
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but lacks the mercurial quality of Szell's.

The same traits characterize the per-
formances of the two early symphonies.
Klemperer's A major is delightful in the
last three movements; the first is slug-
gish: eighth-note passages sound as though
they were being rehearsed at a slower
pace than the final one would be. Szell's
C major Symphony receives an immacu-
late performance, subtle and completely
plausible even to the added timpani.
(There is no kettledrum part in the score
but it is known that Mozart added one.)

In both recordings the sound is first-
rate. N. B.

MOZART: Symphony No. 36, in C,
K. 425 (“Linz”)—See Bruckner:
Symphony No. 5, in B flat.

NIELSEN: Chamber
Winds

Music  with

Quintet for Winds, Op. 43; Serenata in
vano. for Clarinet, Bassoon, Horn, Cello,
and Bass: Fantasias for Oboe and Piano,
Op. 2: Canto Serioso, for Horn and Pi-
ano; The Mother, Op. 41. Incidental Mu-
sic.

Robert Gardner, cello; Jeffrey Levine,
bass; Scott Nichrenz, viola; Libby Kron-
berg-Brown, harp; Howard Lebow, piano;
Lark Woodwind Quintet.

e LyricHorp LL 155. LP. $4.98.

e o LyRICHORD LLST 7155. SD. $5.95.

I am happy to be able to welcome this
record much more warmly than Lyri-
chord’s last Nielsen offering (Commotio
and a selection of organ preludes, re-
viewed in these pages last February).
The Wind Quintet is a fine work, with a
dramatic  first movement, an elegant
minuet, and a poetic variation finale. It
is splendidly played by the Lark Wood-
wind Quintet, whose members are John
Wion (flute). Bert Lucarelli (oboe),
Arthur Bloom ({(clarinet), Alan Brown
{bassoon), and William Brown (horn).
All five players have character and
technique, and 1 was particularly im-
pressed by William Brown’s confident
handling of the evocative solo horn mu-
sic in the finale. One or two negligible
traces of echo aside, thé recording is
excellent, with a live, warm ambience
that prevents any clogging of texture.
The jacket claims that “This recording
presents the complete woodwind cham-
ber works of Carl Nielsen.” This is not
quite accurate, since there also exist an
Allegretto for Two Recorders and an
unpublished Fantasy for Clarinet and
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Piano. But the pieces on the overside are
probably as much as we need. They are
all well performed, and they are much
better music than the Preludes that made
Side 2 of the organ record such a bore.

B.J.

PALESTRINA: Masses: Tu es Petrus;
Assumpta est Maria

Regensburg Cathedral Choir, Hans
Schrems, cond.

e ARCHIVE ARC 3241. LP. $5.79.

e o ARCHIVE ARC 73241. SD. $5.79.

These performances miss the radiance of
Palestrina. The recording is partly to
blame: I am not asking for the vast,
echoing, vaulted kind of acoustic that ob-
scures the polyphonic lines, but there
should be more sense of spaciousness
and mystery than is provided by this
very close-up, tangible sound. But the
choir itself is not among the best of its
kind—the boys’ voices are somewhat raw
in tone, and the tenors are weak. The
preponderance of treble tone is tiring to
the ear, particularly since, in the Assump-
ta est Maria Mass, Schrems uses the al-
ternative (SSAT) setting of the “Christe
eleison” instead of the AATB version.
In fast passages, the conductor’s rhythm
tends to be obtrusively metrical. B.J.

PROKOFIEV: Concertos for Violin
and Orchestra: No. 1, in D, Op. 19;
No. 2, in G minor, Op. 63

Nathan Milstein, violin; Philharmonia
Orchestra, Carlo Maria Giulini, cond.
(in Op. 19); New Philharmonia Orches-
tra, Rafael Frithbeck de Burgos, cond.
(in Op. 63).

e ANGEL 36009 LP. $4.79.

e o ANGEL S 36009 SD. $5.79.

On the liner notes for this disc, Law-
rence Morton challenges the conventional
notion that the first Concerto of Proko-
fiev is witty, hard, dissonant, and steely
while the Second is a much more popular
and lyric work. Nothing could be more to
this point than these performances; the
First Concerto emerges as a witty but
thoroughly lyric work almost in the
classical tradition while the Second seems
mostly mere busy-busy music. Personally
I see no comparison between the two
pieces and I would infer (perhaps in-
correctly) that Mr. Milstein’s sympa-
thies also run towards No. 1. In any
case, you don’t have to choose; here you
get both. In addition to an obscure
Oistrakh-Kogan pairing. these concertos
have also been put back-to-back by Ricci
and Stern. Milstein’s brilliant perform-
ances—and they are astonishingly bril-
liant—hold up well in this considerable
company. (For the rather more ebullient
QOistrakh readings you will have to go
to two recordings.) The old and New
Philharmonia produces creditable results;
the recorded sound is excellent. If the
performance and recording of the G
minor Concerto seem somewhat harsher,
that is perhaps only the real nature of
the piece. A word of caution: I had bad
luck with review copies and I would ad-
vise a check of at least the first part of
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the G minor Concerto for possible de-
fects in the pressing. E.S}

RIETI: AMedicval Variations: Six
Short Pieces; Concerto for Cello
and Twelve Instruments; Concer-
tino for Five Instruments

Robert Guralnik, piano (in the Variations
and Short Picces); Massimo Amfithe-
atrof, cello (in the Concerto); Chamber
Players of Heilbronn (in the Concertino);
members of the Orchestra Sinfonica di
Roma, Nicolas Flagello, cond. (in the
Concerto).

e SERENUS 1013. LP. $3.98.

e o SERENUS 12013, SD. $4.98.

“Elegance” is the word for Vittorio Rieti.
His music has a polish, suavity, tuneful-
ness, and clarity much like that of
Poulenc: Ph.D.s may never lecture on
it at conferences about the latest Schireck-
lichkeit, but it makes its entertaining
points with great verve and style, espe-
cially when it is as beautifully performed
as it is here.

The major pieces on this disc (happily
designated as Vol. 1 of the music of
Vittorio Rieti) are the Concertino for
flute, viola, cello, harp, and harpsichord,
and the Concerto. The latter is the
more obviously witty piece, but they are
both delightful. Filling out the record
are two piano pieces (one on each side),
beautifully played by Robert Guralnik.
The Medieval Variations elaborate an
old English tune in brilliant style: the Six
Short Pieces are a standard item in every
composer's repertoire. The recordings
throughout are excellent. AF.

SCHUBERT: Quartets for Strings:
No. 9, in G minor, D. 173; No. 13,
in A minor, D. 804

Juilliard String Quartet
e Eric L.C 3913. LP.
e o Eric BC 1313. SD.

$4.79.
$5.79.

These latest readings in this group’s
survey of the Schubert string quartets
are very much in the typical Juilliard

manner: dramatic rather than lyrical,
always concentrating on rhythm and
ostinato  wherever possible, and even

fussing over lengthy cantabile lines in
order to produce a result that must at
least be called compelling. The finished
product (very finished—Juilliard is an
efficient aggregation indeed') is bright-
eyed and newly minted, like those shiny
1965 quarters we have been getting lately

. and like those coins, the substance
beneath that glttery finish is perhaps
just a little sham, at least to traditional
ears accustomed to a gold-silver rather
than chrome-plated standard of chamber
music playing. As performances of today,
though, these rate a declamative “Aye”!

Sleek, meticulously groomed repro-
duction. H.G.
SCHULLER: Seven Studies on

Themes of Paul Klee—See Stravin-
sky: Agon.
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SMETANA: Quartet for Strings, No.
1, in E minor (“Aus mein Leben”)

tDvorfik: Quartet for Strings, No. 6,
in A flat, Op. 105

Guarneri Quartet.
e RCA VicTtor LM 2887. LP. $4.79.
e ¢ RCA Victor LSC 2887. SD. $5.79.

Here is a typical demonstration of in-
strumental and ensemble mastery by the
brilliant Guarneri ensemble founded a
little over two years ago at the Marlboro
Music settlement. The breath-taking
velocity and razor-sharp articulation even
extend to the viola, so frequently the
reticent member of a quartet. Then too,
the foursome produces an unfailingly
luscious tone, plays with letter-perfect in-
tonation, and displays all sorts of felici-
tous pinpoint balances and coloristic ef-
fects. And how these gentlemen stay
together . . . even in the most wayward
of tempo changes. In short, this is ensem-
ble work of a transcendental variety.

That said, it might also be added that
the Guarnerians occasionally become
carried away by their own heady vir-
tuosity. Sometimes, that is, their con-
siderable musical intelligence is put too
much at the service of technical prowess,
and the result, in these instances, sounds
a bit stilted. I get the impression that
these four splendid players are apt to
study, calculate, and perfect details which
are then systematically added to the
finished performance “for spontaneity.”
Two years, however, is a short time for a
quartet to work together, and it can be
expected that as the Guarneris learn to
take their collective identity in stride
they will begin to lavish their very con-
siderable talents on the finer, stylistic
problems of interpretation—on, say, the
differences  between the subjective.
“nerves-on-edge” romanticism of Smetana
(which they play superbly) and the more
classically reserved, formalistic melodi-
ousness of Dvoiak (which sounds bril-
liant, but slightly disjointed as they now
give it),

But whatever its minuscule faults, the
Guarneri Quartet is the most gifted
group of its kind [ have heard in years.
The sound on this recording is ultraclear,
sometimes tightly unyielding: 1 like the
sec quality, for it enables me to revel in
all sorts of newly clarified details. H.G.

STRAVINSKY: Agon
t+Schuller: Scven Studies on Themes
of Paul Klee

Boston Symphony Orchestra, Erich Leins-
dorf, cond.

e RCA Victor LM 2879. LP. $4.79.
e o RCA Victor LSC 2879. SD. $5.79.

This is the second recording of the
Schuller and the third for the Stravinsky.
Both of these works were written in the
late Fifties (Stravinsky, 1957:. Schuller,
1959); both employ chromatic, twelve-
tone devices and ideas in conjunction
with other matter; and, taken together,
they can be said to stand for the entry
of such notions into the mainstream of
musical life.

www americanradiohistorv com

Agon actually shows the process of
assimilation as part of its form. A “ballet
for twelve dancers” written for Balan-
chine, the work begins with a lean but
perfectly scannable diatonic, neoclassic
pas de quatre which immediately after-
wards splinters off into two sort-of-serial
subsections. There then follow two pas
de trois, each of which is divided into
sections patterned on old French dances
which become increasingly chromatic;
these are surrounded by an interlude-
refrain of a most simple, attractive dia-
tonic character. Then follows a highly
inflected twelve-tone pas de deux and a
short series of duos and trios, twelve-
tone pure and simple, which somehow
perfectly dovetail right back into the
opening diatonic music. Don’t ask me
how it's done; I couldn’t tell you. It's an
extraordinary sleight of hand by an old
master magician. Not that Agon is any
trick; it is a superb and thoroughly
Stravinskyan creation. a marvelous com-
mentary on our contemporary musical ex-
perience—transformed, utterly clarified,
and made coherent and meaningful in
the best Stravinsky manner.

The Schuller piece was a joint com-
mission of the American Music Center,
the Ford Foundation, and the Minneapo-
lis Symphony (it was recorded by that
orchestra not so many years ago but
the record is now deleted). It is based
on seven Klee paintings: Antique Har-
monies (pile-up of fifths in ominous
chromatic juxtapositions): Abstract Trio
(wind trios in changing timbres); Litle
Blue Devil (you guessed it, colored in
jazz “blue™); Twirtering Mouchine (a
mechanical, ‘“post-Webern,” ultraserial
twitch and twitter); Arab Villuge (the
only non-twelve-tone movement; a literal
evocition of Arabic music with microton-
al intervals, long flute and oboe drones
and wails); An Eerie Moment (an un-
settling murmur and explosion); and
Pustorale or Rltythms (intertwined rhyth-
mic lines with loping chromatic-rustic
themes in and around). All of this is
managed with great charm and wit
as well as extraordinary amounts of
ingenuity and skill (for example, Schuller
shows the wind players in Arab Village
just exactly how to produce the required
microtonal effects and they are indeed
perfect). The very literalness of the
images enables almost any listener to
associate perfectly; the Twittering Ma-
chine is surely the first piece of post-
Webern serialism which invariably brings
down the house. As an entity, the work
doesn’t quite hang together and its care-
fully managed appeal represents some-
thing close to the first popularly priced
twelve-tone fare—and what’s boiling in
the pot is stew. But it's good, healthy,
tasty, well-made stew. The food-recipe
image is not altogether beside the point
—this music is a little cooked-up. Still.
if not gourmet, it is effective stuff from
one of this country's most gifted younger
composers.

The old Minneapolis recording was a
little stronger on the exotic side; Leins-
dorf tends to be strong and straightfor-
ward. Agon seems to me a little rushed
in places: | would have liked a little more
punctuation—separation of phrases and
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sections, extension of holds, shaping of
the big phrases, and so forth. Also Leins-
dorf omits two repeats that I do not feel
are really optional; the loss hardly seems
worth the minute or so saved in a twenty-
minute piece. In other respects, however,
this is an excellent job and it is a pleasure
to get music as new and important as
this in such capable hands. The high
quality of the sound does justice to the
wide range of timbres in this music. E.S.

TCHAIKOVSKY: Symphony No. 2,
in C minor, Op. 17 (“Little Rus-
sian’)

tLiadov: Eight Russian Folk Songs,
Op. 58

London Symphony Orchestra, André
Previn, cond.
e RCA Vicior LM 2884, LP. $4.79.

e ¢ RCA Vicror LSC 2884, SD. $5.79.

Composed in 1873 and then drastically
revised in 1880, Tchaikovsky's C minor
Symphony is a curious mixture of Glinka
and intimations of the later and more
familiar Tchaikovsky. The two middle
movements are the least original, having
been virtually untouched in the revision.
During the seven years between the two
versions, Tchaikovsky composed his Swan
Lake music, Eugen Onegin, the first two
piano concertos, and the Fourth Sym-
phony. While the first movement of the
Second Symphony, as we now know it,
shows an affinity in its dynamic scheme
and thematic development to the later
Fourth, the Finale strikes a balance be-
tween the Glinka-like style of the two
middle movements and the not complete-
ly achieved stronger personality of the
first movement.

Here André Previn leads the London
Symphony Orchestra, with whom he has
made a highly regarded recording of the
Shostakovich Fifth, in a performance
that’s very satisfactory except for some
badly balanced voicing of the wind
chords and some sloppy pizzicatos at
the end of the first movement. Though
this conductor’s leadership lacks the
strongly defined profile of Dorati or
Maazel in recent releases, some listeners
may prefer his more impersonal approach
to their more highly charged interpreta-
tions (better suited, perhaps, to Tchai-
kovsky's last three symphonies). In
spite of less impressive sonics, however,
the old Giulini performance with the
Philharmonia Orchestra offers a better
combination of rhythmic vitality and
genuine involvement: Giulini is especially
successful in the lilting Finale based on
the “Little Russian™ folk song.

The impersonality that limits Previn’s
projection of the Symphony is more dam-
aging to the Liadov Suite. The folk
source of these pieces is in this account
forgotten, and Previn is. if anything,
rather lugubrious when he should be vital
and directly expressive. The over-all
sound of the orchestra is very good,
perhaps richer than it actually is in the
concert hall, but well defined and clear.
A lighter tone would have been more
appropriate to the Liadov. P.H.

AUGUST 1966

VARESE: Amériques
tMilhaud: L’Homme et son désir
+Honegger: Pacific 231

Utah Symphony Orchestra, Maurice
Abravanel, cond.

e VANGUARD VRS 1156. LP. $4.79.

e o VANGUARD VSD 71156. SD. $5.79.

Edgard Varése arrived in New York at
the end of 1916 and within a year or two
had begun a major orchestral composi-
tion. His earlier music—almost none of
it seems to have survived—was in the
prevailing Central European symphonic
mode of the day, but in arriving in
America, Varése was putting Europe be-
hind him in more than a literal sense.
America was for Varése above all The
New World and the very title of his new
work—"Americas”— is meant to suggest
a new musical universe. Amédériques was
and is a new, extraordinary, and mag-
nificent experience and it remains so
forty-four years after its completion; hats
off to Abravanel and Utah for giving it
to us at last—and in a first-rate reading.

It would be inaccurate to imply that
Amdriques represents a total severing of
the European umbilical cord. The in-
fluence of Sacre du printemps is perfectly
clear and there is Debussy in this score
too; furthermore, Varése certainly knew
and was influenced by the early experi-
ments in noise of the Italian Futurists
and perhaps the early Dadaists (the so-
called “bruitisme”). But whereas Euro-
pean music after the First World War
tended towards consolidation of the new
ideas or some kind of return to tonal
or classic ideals, Varése (and a number
of his American contemporaries) reso-
lutely carried through the implications of
the earlier revolutions that rocked the
musical world before World War 1. In
Amériques these ideas, whatever their
origins, are taken up onto a new level—
opened out into an entirely new universe
of expressive sound. The issues here are
still very much live ones.

Amériques is scored for a large or-
chestra including nine percussionists. Per-
cussion is virtually omnipresent and al-
most as fully developed as in the later,
more famous lonisation. Percussion is in-
deed so much the dominating factor in
the work that even the great pile-ups of
orchestral sound often seem like a com-
posing out of densities and noise colors.
Between the pitched sounds and the noise
stands the ubiquitous Varésian siren, its
rising and falling wail suggesting the
continuous nature of the sound spectrum
in this new, embracing universe of sound
experience.

All of the events in Amdrigues occur
as great static sound objects, totally re-
mote from traditional contrapuntal de-
velopment—objects in space, imposed
and superimposed  through  accent,
rhythm, color, and dynamic. Melodic
events appear—bits of diatonic or modal
phrases often with a surprisingly exotic or
Oriental color—but they are also static
objects, fragments of a few notes that
turn and revolve but fixed in register
and color. The real organization of the
piece is not motivic (though motives
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All of those wonderful songs
old songs , . , movie songs, radio songs .

new songs,

Sinatra songs, Como songs . , , Brazilian
songs, Italian songs fun songs, folk
songs and each is a gem!

The Ray Charles Singers reached into all
the fascinating corners of the world of pop-
ular music in this collection — and what a
batch of plums they've pulled out!

Here are songs that sum up the essence
of so many difterent aspects of the music
we Jove so well songs that capture a
feeling or a mood or a style or a person-
ality so well that we can identify a whole
area of music by that single song . . . songs
tr;at mean something special to every one
of us.

All of Those Songs
and
All of Those Ray Charles Singers
combine to make
All of This Fascinating Music

ONE OF THOSE SONGS ¢ SOMEONE TO
LIGHT UP MY LIFE e LITTLE ORPHAN
ANNIE e YESTERDAY o MY WORLD (Il
mondc) ¢ DREAM ALONG WITH ME ¢ THE
SHADOW OF YOUR SMILE ¢ BELLS ¢ BLUE
ROSES ¢ YO TE AMO ¢ SCARLET RIBBONS
® PUT YOUR DREAMS AWAY (For Another
Day) 898

AVAILABLE IN STEREQO AND MONAURAL
RECORDS AND 4-TRACK TAPE

Write for our new, full color brochure
of all Command releases ... it's FREE!

World Leoder in

Recorded Sound
< ovnmand RECORDS

A subsidiary of
abc—RECORDS
1330 Ave. of the Americas, N.Y., N.Y, 10019
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BUYER BEWARE!
CorgpsD

CAVEAT EMPTOR

The Roman phrase ‘“‘Caveat
Emptor” cautions the purchaser
to examine the article he is buy-
ing, and act on his own judg-
ment, and at his own risk! We
print it here as a reminder to
you, hopefully a happy owner of
a Shure Stereo Dynetic® cart-
ridge, that the superior per-
formance of all Shure cartridges
depends upon the Shure Stereo
Dynetic Stylus assembly—and
alas, there are indeed imita-
tions.

May we caution you that an in-
ferior replacement stylus can
audibly detract from and signif-
icantly reduce the cartridge's
performance, and increase rec-
ord wear. Obviously, if an imita-
tion Stereo Dynetic stylus is
used, we cannot guarantee that
the cartridge will perform to
published specifications. Ac-
cept no substitute.

LOOK FOR THIS
WORDING ON THE BACK
OF PACKAGE

THIS DYNETIC
STYLUS IS PRECISION
MANUFACTURED BY
SHURE BROTHERS, INC.

It is your assurance that the
stylus you buy will enable your
cartridge to perform up to
Shure standards . . . incompa-
rable Shure standards, that is.

INSIST ON
SHURE
REPLACEMENT STYL!

SHURE BROTHERS, INC.
222 Hartrey Ave., Evanston, 1llinois 60204

Manufactured Under One or More of the Following
U. S. Palents and Other Patents Pending.
2,083,516, 3,055,908, 3.077.521, 3.077.622,

D 183,368, D 185,188, D 187,229, D 187,230,

D 186,144, D 193,006, D 193,007, D 183,854,

D 193.94,

Yo
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occur) but dynamic. Just as Webern ex-
plored the gradations of softness and
silence, Varése explored the meaning of
loudness and noise. The volume levels
of the work are numbing but this music
is far from primitive. Amériques has, in
fact, the profoundest kind of organiza-
tion in density and intensity. It lacks
something in the way of the pitch and
rhythmic subtlety of Varése's later works
but it is already a perfectly conceived
realization of the experience of sound
intensity and energy. As in all the
mature Varése works, energy is every-
where generated and everywhere held
in an incredible controlled tension that
binds every element of the piece—that
is every part of the experience of the
work—together. The more energy gen-
erated, the more it is held in tight sus-
pension and the more tension is pro-
duced: the final page is literally an ex-
plosion.

Abravanel's tendency is to shape the
piece dynamically and to go all out only
for certain climaxes; the result is some-
what easier to take but also perhaps dulls
the effect a little. But the playing is of
remarkably high quality and in most re-
spects the conception is fully worthy of
the piece: in most basic ways, it all
comes through.

The Milthaud L’Homme et son désir
of 1918 is a score for a ballet based on
Claudel, a rather charming souvenir of
their (Milhaud's and Claudel's) assign-
ment to the French legation in Brazil.
In addition to the simple. repetitive
Franco-Brazilian tunes in lively, free.
colorful settings (the piece was certainly
a source book for Villa Lobos), there is
an evocative. wordless vocal quartet. an
extensive, elegantly sensual use of the
percussion (jungle noises, Brazilian popu-
lar music, etc.). and (for the sake of
history, no doubt) a nicely prophetic
spatial. stereo arrangement of a chamber
ensemble. The Honegger is. of course.
his famous musical choo-choo train. This
piece of musical futurism—a good ex-
ample of the “machine poem” very much
in vogue in 1923—hardly seems revolu-
tionary any more (compare it with the
effect that the Varése still makes today)
but it has enough skill and strength of
imagination to keep it from being dated.

In most fundamental issues I must ex-
press astonishment and admiration for
Abravanel and his far-off, far-out musi-
cal forces. The performance of the
Honegger—powerful, crackling, brilliant
—brings that locomotive to life. and the
Milhaud is sensuous and crystalline. Only
the immense difficulties of the Varese
and the slight tendency to mitigate its
hammer blows keep Amériques from
being quite in the same class: it is none-
theless an extraordinary performance.
The recorded sound is clear and vi-
brant: again the only qualification comes
in the Varése where (apparently also to
mitigate the numbing effect of the inces-
sant triple and quadruple fortes). the
piece is recorded at slightly lower levels
(and, apparently, with more distantly
placed microphones). The record, by the
way, was issued with the help of a grant
from the Rockefeller Foundation; it is
a remarkable job all around. ES.
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VIVALDI: Concertos for Various In-
struments (5)

For Strings and Continuo, in A, P. 235;
for Two Cellos, Strings, and Continuo,
in G minor, P. 411; for Oboe, Violin,
Strings, and Continuo, in B flat. P. 406:
for Bassoon, Strings, and Continuo, in
E minor, P. 137; for Viola d'amore.
Guitar, Strings, and Continuo, in D
minor, P. 266.

Betty Hindrichs, Rolf Dommisch, cellos;
Jacques Chambon. oboe: Georg-Fried-
rich Hendel. violin: Maurice Allard, bas-
soon; Giinter l.emmen. viola d'amore;
Franz Probst, guitar; Chamber Orches-
tra of the Saar. Karl Ristenpart, cond.

e NonrsuchH H 1104, LP. $2.50.

e o Nontsuch H 71104, SD. $2.50.

This excellent collection offers five
Vivaldi concertos strongly contrasted in
character and medium. Apart from the
oboe and violin work, which is com-
paratively ordinary, they are all in the
composer's best and most imaginative
vein. The Concerto for Strings has an
irresistibly tuneful finale; that for two
cellos is a dark, powerful work, again
with a particularly fine finale, whose
interest this time lies in strong synco-
pations and angular, striding melodic
leaps: the Bassoon Concerto blends
smooth melodic figures with athletic fig-
uration: and the work for viola d'amore
and guitar (originally lute), poignantly
grave in its outer movements, has a
ravishingly melodious central Largo.
The orchestra plays crisply and well,
the tempos are appropriate, most of the
solo playing is highly accomplished, and
the recording is vivid. On the other side
of the scale are to be placed a few
stylistic weaknesses. Some of the orches-
tral dynamics are a shade romantic for
the period, and in the first movement of
the Bassoon Concerto the appoggiaturas
are played short instead of being given
their full value. In P. 266, the liner
claims, “The use of the guitar instead
of a lute will enhance the transparency
of the solo passages,” but this seems to
me the exact reverse of the truth, and in
any case Franz Probst shows himself
little acquainted with eighteenth-century
style. and often echoes Giinter Lem-
men's pleasingly graced phrases with bald
undecorated versions. Over four fifths
of its extent, however, this record makes
a much better impression, and it can
be recommended as an agreeable pres-
entation of some splendid music. B.J.

VIVALDI: Gloria; Kyrie

Saramae Endich. soprano: Adele Addi-
son, soprano; Florence Kopleff, con-
tralto; Robert Shaw Chorale and Or-
chestra. Robert Shaw, cond.
e RCA Victor LM 2883.

e ¢ RCA Victror LSC
$5.79.

LP. $4.79.
2883. SD.

VIVALDI: Dixit Dominus; Sinfonia
al Santo Sepolcro

Karla Schlean, soprano; Adele Bonay.
contralto; Ugo Benelli, tenor; Gastone
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Sarti, bass; Vienna Kammerchor, Vienna
State Opera Orchestra (in the Dixit),

Solisti di Milano (in the Sinfonia),
Angelo Ephrikian, cond.

e Bacy GuiLp BG 678. LP. $4.79.
e @ Bacu GuiLp BGS 70678. SD.
$5.79.

Robert Shaw has achieved the best ver-
sion that has yet come my way of Vival-
di's resplendent Gloria. Two Vivaldi
settings survive; this is the better-known
one, usually performed in the bizarre
“elauborazione” of Alfredo Casella, but
presented here in a much more stylish
edition by Mason Martens. The only
weakness in the performance is the con-
tribution of the two sopranos. Florence
Kopleff, by contrast, is magnificent, es-
pecially in her first aria, the grave
‘Domine Deus, Agnus Dei”: her voice
is rich and perfectly controlled, her dic-
tion flawless, her phrasing deeply musi-
cal. Every necessary embellishment is
forthcoming, but the credit for this no
doubt belongs to the conductor and the
editor, for the entire performance is ex-
emplary in this respect. Shaw's tempos
are admirably vivacious, and chorus and
orchestra respond with tingling attack
and pure, powerful tone. The recording
15 the best I have heard from RCA
lately, and it faithfully renders the per-
formance’s excellent balances—within
the chorus, within the orchestra, between
chorus and orchestra, and between solo-
ists and accompaniments.

The G minor Kyrie makes an impres-
sive fill-up. 1 am not sure that it was a
good idea to double the complement of
voices in the solo passages, but in every
other respect this too is a very good per-
formance, and Shaw again adopts true
cighteenth-century tempos that keep the
slower music from dragging. The anti-
phonal scoring of the Kyrie is well
captured by the stereo recording.

It's a pity that the Bach Guild disc
of the Dixit Dominus, a psalm setting
for soloists, two choruses, and two or-
chestras, cannot be so warmly welcomed,
especially as this imposingly dramatic
work is not otherwise available on rec-
ords. There are some sensitive moments
in the performance, but both in the
Dixit and in the poignant Sinfonia ual
Santo Sepolcro which completes Side 2
Ephrikian's approach is basically ro-
mantic rather than baroque. The dy-
namics ebb and flow inappropriately, and,
at the opposite extreme from Shaw’s per-
formances, there is no attempt at orna-
mentation. A particularly flagrant ex-
ample—since these things are always
more apparent in recitative—is the cen-
tral section of the tenor’s exquisitely
lyrical introduction, which is done with
ungraced cadences in flat defiance of
eighteenth-century musical grammar. The
four soloists are just about adequate, but
they are brought up too close in com-
parison with the choral sections, and the
recording barely does justice to the
antiphony of choruses and orchestras.
Ordinarily this record might have made
a fairly good impression, but not in a
month that also brings Shaw’s outstand-
ing disc. B.J.

AUGUST 1966

Recitals &
N iscellany

AKSEL SCHIOTZ: “The Art of Aksel
Schiotz,” Vols. 5 and 6

Vol. 5—Buxtehude: Was mich auf dieser
Welt betriibt; Bach: Christmas Oratorio:
Frohe Hirten, eilet, ach eilet; Hartmann:
Liden Kirsten: Sverkels Romance; Draft-
ing Table duet; The Weary Winter Went
Away; Sleep soundly in the Soil of
Slesvig: Gounod: Faust: Salut, demeure;
Tchaikovsky: Eugen Onegin:  Lenski's
Aria; Heise: Alone in the Woods; To u
Lady  Friend; Evening at the Loggia;
Lange-Miiller: Once Upon a Time: Sere-
nade; Nielsen: The Page Was Hligh Up in
the Tower; Hunter's Song; We, the Sons
of the Plains. Vol. 6—IF-our Danish Medi-
eval Songs; Dowland: Flow, My Tcars;
Shall 1 Sue; Now Cease, My Wand'ring
Eves; Grieg: The Return; A Poet's Last
Song: Sjoberg: The First Time | Met
You: Ravel: Don Quichotte a Dulicinée:
Trad.: Swedish Folk Melody; Weyse:
School  for  Scandal:  Drinking  Song:
Rung: The Mother's Name Is a Heavenly
Sound: Laub: Behind the Mountain Tops:
Aagaard: I Behold the Islands; Ring:
The Time Comes Nearer When I Must
Go; Agerby: Oats; Tarp: Here the lleart
Is at Home; Hamburger: Snow; Morten-
sen: My Honey.

Aksel Schigtz, tenor; various accompani-
ments [Vol. 5 from 78-rpm originals,
1938-46: Vol. 6 from 78-rpm originals,
1939-52].

e ODEON Moak 19/20. Two LP. $5.79
each.

I am not aware that Vols. 1-4 of this
Schigtz collection have yet been do-
mestically released; in any case, here we
have Nos. 5 and 6.

Volume 5 will be more attractive for
those primarily interested in the singer's
abilities, Vol. 6 for anyone wishing to
pursiue some byways of Scandinavian
song. The first side of Vol. 5 is as close
as we come to standard repertory, and
contains a stunning voicing of the Bach
aria—no tenor has been able to surpass
Schistz’s ability to handle long runs with
full, clean tone and apparently endless
breath. The little duet from Liden Kirsten
is music of some charm, and Schiptz’s
partner here, Edith Oldrup Pederson,
turns out to be a pleasant light soprano.
One would like the Faust aria to let out
a bit more as it builds (though the C is
fine in a heady way); the Lenski aria,
though (his last one, just before the
duel) is beautifully sung, particularly
the final phrases.

On the overside, the second of the two
Hartmann songs (Sleep Soundly) is quite
beautiful, and a couple of the Heise
picces are interestingly similar to some of
Tchaikovsky's lyric songs. In the final
one (Evening at the Loggia) Schipgtz
displays an exemplary legato on the
flowing downward phrases. The Nielsen
songs display craftsmanship, but I cannot

wwWw americanradiohistorv com

[

nce 3

»
2

Dynamic
Recorders by
TELEFUNKEN

-
T
~
=
=
=
1T
=
LS
[=

e

the name for finer quality in tape recorders . . .

Magnetophon 204, designed for the professional.
This full stereo tape recorder has two speeds,
40-18,000 frequency, mixing facility for studio
effects, takes up to 7” reels and plays up to 12
hours. Plays in either vertical or horizontal posi-
tion, with all controis conveniently up front. Hand-
some walnut cabinetry completes this TELEFUNKEN
masterpiece.

... and truly portable portables!

Magnetophon 301, the new favorite. Fully transistor-

| ized compact portable, precision engineered. Only

7%2 1bs. without batteries—3” x 10%” x 1112”,
with easy-access controls, 5” standard reels, 4
tracks, for up to 6 hours recording and playing.
Speed 3% ips. Radio, phono and mike inputs; X
speaker, preamp, earphone outlets. Operates on
flashlight, car or re-chargeable batteries or any
electrical outlet with optional AC adaptor-battery
charger. All purpose!

AMERICAN ELITE, INC.

48-50 34th St., Long Island City, N.Y. 11101
Telefunken Sales & Service Headquarters for over a decade
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don’t
just stand
there.

do something!
such as:

o cue automatically, precisely

e play all 4 speeds (with eontin-
uously variable range from
29 to 86 rpm)

o track flawlessly at 1'2 grams
e boast a 127, 7% lb. platter

Bogen B-62
does it all...and all
for *67.95

And it does it all on its handsome new
oiled walnut tapered base. Says High
Fidelity: “A turntable and arm com-
bination of fine design and high qual-
ity performance ... Well suited for
any high fulelztj installation”. See
your dealer or write Bogen for fur-
ther details.

BOGEN

-\
COMMUNICATIONS DIV. U LEAR SIEGLER. INC.

Paramus. New Jessey
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say that I’'m much taken by them, even
when this well sung.

Vol. 6 suffers grievously from the lack
of texts and more thoroughly informative
notes on the songs. Most of the material
on Side 1 (the medieval songs, Dowland,
Grieg, Ravel) can be cnjoyed purely as
music, and much of this is familiar
enough. Side 2, though, embraces a
chronological cross section of Danish
song over the past century. They are
mild, plecasant songs, but they tend to
wear out their little melodic ideas and to
simply reel on, one verse after another,
without so much as a minor rhythmic
or harmonic alteration. Texts might have
turncd the tide, at least in some cases.

RBoth records show Schigtz in his best
vocal form—a light, clear tone of some
body propelled by an exceptionally even,
firm legato and fine musical taste, but
taken all in all, a bit bland, especially
when an entire side of simple, unso-
phisticated songs is involved. The only
uncharacteristic band is the Ravel cycle,
which was recorded after the serious ill-
ness and surgery that so limited Schigtz's
career after the War, just as it had a
chance to widen to an international scope.
Here the timbre is almost baritonal, and
the ease and range of the singing ob-
viously limited. 1t is still a singer who
knows what he's about, though, and de-
spite the fact that the second and third
songs pose him some serious problems,
he conveys (particularly in the Chanson
romanesque) what ncarly everyone
misses in this set: the sense of Quixote
as an old and, well, quixotic man. And
plenty of fun still shows through the
Chanson a boire.

The transfers are not really very good,
considering how recent the material is;
there is some surface noise on most of
these bands, and full-volume passages are
apt to distort. My own feeling would be
to secure Vol. 5, but to let Vol. 6 pass
unless you have a specialized interest in
the material. C.LO.

FELIX SENIUS AND HERMANN
WINKELMANN: Vocal Recital

Havdn: Die Schopfung: Mit Wiird' und
Hoheitr. Mozart: Don Giovanni: Il mio
tesoro; Cosi fan tutte: Un' aura amorosa.
Donizetti: L'Elisir d’amore: Una  fur-
tiva lagrima. Mendelssohn: Sr. Paulus:
Sei getreu bis in den Tod. Brahms:
Feldeinsamkeir; So lass’ uns wandern.
Beethoven: Adelaide. Liszt: O quand je
dors. Verdi: 1l Trovatore: Deserto sullu
terra. Smetana: Dalibor: Blickst du. mein
Freund. Wagner: Tannhduser: Dir téne
Lob!: Lohengrin: [ochstes Vertraiw'n:
Die Meistersinger: Preislied.

Ciara Senius-Erler, soprano (in So lass’
unys); Felix Senius, tenor (in the Haydn
through Liszt pieces named): Hermann
Winkelmann. tenor (in the Verdi, Sme-
tana, and Wagner) [the Senius from
Anker 78-rpm originals, c. 1908; the
Winkelmann from G & T 78-rpm origi-
nals. 1905-06].

e Rococo 5239. LP. $595.

This is a collector’s dream, containing an
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all-but-complete first re-recording of the
important singer Felix Senius (1868-
1913), whose records are. as 78s. so
scarce as to be unobtainable. Senius was
a highly successful German concert-and-
oratorio tenor who died in mid-career
(of bad fish served him at a banquet by
his native city of Konigsberg) and who
indulged in only one recording session,
and that for the exceedingly obscure
Berlin company, Anker. At that scssion
he made cleven sides. ten of which are
here reproduced (Adeluide took up two
sides, in case you're counting). On this
evidence. he appears to have possessed a
virile, slightly dark tenor voice, with
admirable flexibility, breath control, and
German diction.

His artistry appears to be somewhat
more variable than his singing. In the
operatic arias, there is some noteworthy
tenoring. but no sense of style. (Sur-
prisingly, for a German tenor of the
period, the arias are sung in Italian, or
a fair approximation.) The ponderously
slow and, even if one grants the slow-
ness, erratic tempos rob the arias of any
effective shape. Senius had all the vocal
equipment for a fine Mozart tenor; but
unlike his contemporaries Leo Slezak and
Hermann Jadlowker, he displays no no-
tion of what it is all about, musically or
dramatically. In his proper specialties, he
is far more impressive. In oratorio, the
Schépfung aria is a model, and he im-
parts unsuspected life to the dullish Men-
delssohn. The Liszt (sung in German)
and Brahms pieces are firmly sustained:
and the Adelaide is splendid, in both
vocalism and interpretation.

One suspects that a Senius-Abend
might have had its monotonies. There
seems to be A Senius Performance:
manly, resolute, sober, earnest, and
beautifully voiced. When this precisely
suits the music. as in “Sei getren” or
Adelaide, you have a close-to-classic ren-
dition.

There is no denying the importance of
Hermann Winkelmann (1849-1912), one
of the major tenors of the nineteenth cen-
tury, who, among many other credits,
created Parsifal. But it is hard to find
clues to his quality in his records, made
in his late fifties after his retirement.
He has preserved some ringing high
notes, fairly impressive for an aging ten-
or; but he has little breath, no piano, no
tenderness  (witness his expressioniess
reading of Lohengrin's “An meine Brust.
du siisse Reine’), no lyric line (witness
the shapeless Preislied, which starts with
the second verse and sounds as if it came
from Beckmesser rather than Walther).
Still, Winkelmann was Somebody, in
the era before the phonograph; and col-
lectors will want even these souvenirs.

A. G. Ross's otherwise helpful pam-
phlet discerns elements of bel canto in
these Winkelmann performances. Pam-
phiet. jacket, and label could all stand a
little German proofreading.

ANTHONY BOUCHER

RITA STREICH: Operu Recital

Bellini:
quante volte.

I Capuleti ed i Montecchi: Oh
Puccini: Gianni Schicchi:

Hicu FIDELITY MAGAZINE
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Oh, mio babbino caro. Turandot. Signore
ascolta. Donizetti: Linda di Chamounix:
O luce di questanima. Verdi: Falstaff.
Sul fil d'un soffio. Rimsky-Korsakov:
Sadko: Lullaby. Bizet: Pécheurs de
perles:  Comme  autrefois. Massenet:
Manon: Obéissons quand leur voix ap-
pelle; Adieu, notre petite table. Delibes:
Lakmé: Les fleurs me paraissent plus
belles; Oit va la jeune Hindove.

Rita Streich. soprano; Chorus and Or-
chestra of the Deutsche Opera (Berlin),
Reinhard Peters, cond.

o DEUTSCHE GRAMMOPHON LPEM
19495. LP. $5.79.
e o DruTscHE GraMMmorHON  SLLPEM
136495. SD. $5.79.

An ill-advised release, and a disappoint-
ment after Miss Streich’s last operatic
recital for DGG a couple of years back.

The voice is still a pretty one, but here
sounds pale and tired, rather thin and
piping in the coloratura arias, and lack-
ing in body and low notes for the lyric
soprano repertory. The best things are
Nannetta’s song from Falstaff, which is
quite beautiful and well controlled. and
the lovely Sadko excerpt, also well vocal-
ized, and in Russian.

There is a fairish “O luce di
quest” anima,” but almost everything else
steadfastly refuses to take off, sometimes
because the singing is too careful and
small-scaled, but more often because Miss
Streich repeatedly fails to do anything
towards evoking a character or situation;
this is especially true of the Massenet and
Bizet selections, which are decently sung
but have no dramatic spark at all. The
“Bell Song” is probably the soggiest |
have ever heard, with a disastrous little
cadenza at the end of the first verse. The
accompaniments, unhappily, are right in
line with the singing—limp and flavor-
less—and to complete the picture, we
have another set of trilingual liner notes
with nary a syllable about the selections
on the record, to say nothing of texts.
Thumbs down. C.L.O.

SOPHIE SVIRSKY: Piano Recital

Bach: Chromatic Fantasy and Fugue, in
D minor, §. 903: Handel: Chaconne
with Variations, in G. Mozart: Fantasia
in C minor, K. 396. Pescetti: Sonata for
Piano, No. 4, in C minor.

Sophie Svirsky, piano.
e MoNniToR MC 2086. LP.
e o MoNniTOR MCS 2086. SD.

$4.79.
$4.79.

Sophie Svirsky was a classmate of Sergei
Prokofiev at the Imperial Conservatory,
where she studied under Annette Esipov
(once assistant to—and wife of —Theodor
Leschetizsky). Unlike Prokofiev, how-
cver, Mme. Svirsky chose to specialize
in the classical and baroque literature.
She is obviously a first-class pianist, with
a judicious coloristic sense and super-
lative fingers which never blur or smear,
cven in the fastest passagework. In a
way, she rather reminds me of Gieseking:
both artists indulge in a minimum of
rhythmic license, and both manage to be
personally expressive within an essen-
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tially objective framework, Mme. Svir-
sky's playing is lovely precisely because
it is so unpretentious and yet so very
communicative and discerning. Her deft
articulation and sense of proportion are
particularly apt in the innocuous little
Sonata by Giovanni Battista Pescetti
(c. 1704-66) and in Mozart's K. 396
Fantasia. The Bach and Handel could
be described as “Mozartean™ in Mme.
Svirsky's sparkling, abstractly symmetri-
cal renderings. Others have stressed the
brooding emotionalism more than she,
but there is nothing superficial about her
uncluttered way with the music. Tt is
pleasing to encounter an artist who knows
what and how much to leave out!
Monitor’s sound is clear and altogether
pleasing to the car. H.G.

FRITZ WUNDERLICH: “Farorite

Songs”

Lara: Granada. Brodszky: Be My Love.
Martini: Plaisir d'amiour. Toselli: Sere-
nade. Stolz: Weine niclt, bricht ein
schane Frau dir das Herz. Bohm: Still
wie die Nacht. Tauber: Du bist die Welt
fiir mich. Erwin: Ich kiisse ihre Hand.
Madame. Freire: Schlaf ein, mein Blond-
Engelein, Giordani:  Caro mio  ben.
Dvoidk: Eine kleine Friihlingsweise.
Silcher: Aennchen von Tharaa.

Fritz Wunderlich, tenor: R. LLamy Cho-
rus, Graunke Symphony Orchestra, Hans
Carste. cond.

e VERVE FoLkways FV 9023, LP. $4.98,.
e o VErRVE FoLKwaYs FVS 9023. SD.
$5.98.

FRITZ WUNDERLICH: “Welter-

folge grosser Tenire”

Leoncavallo: Mattinata. Di Capua: O sole
mio. Rossini: La Danza. De Curtis:
Vergiss mein nicht. Gordigiani: Santa
Lucia.  Bach-Gounod: Ave  Muaria.
May: Ein Lied geht wm die Welt. Tra-
ditional:  Tiritomba. Denza: Funiculi-
Funicula. Stolz: Mein Herz ruft immer
nur nach dir, oh, Maria. Ob blond, ob
braun, ich liebe alle Frai'n. Spolianski:
Heute nacht oder nie.

Fritz Wunderlich. tenor: R, Lamy Cho-
rus, Graunke Symphony Orchestra, Hans
Carste, cond.

e PoLYDOR 238101. LP.
e o PorLvynor 238101. SD.

$5.50.
$5.95.

The Verve disc is a new domestic release;
the Polydor has been available for some
months as an import.

They both present Fritz Wunderlich,
whom we have known as the most prom-
ising of the young German operatic lyric
tenors. as a boffo recording star. The
Polydor record consciously evokes four
of his predecessors (Caruso, Gigli,
Schmidt, and Kiepura), while the second
embraces Be My Love and the obvious
comparison with Lanza. Whether or not
Wunderlich has the personal charm and
flexibility to carry off this sort of role
I haven't any idea. and of course there
would be no sense in his pursuing this
kind of career to the exclusion of his
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NEWCOMB TX10

PORTABLE PROFESSIONAL
STEREOPHONIC RECORDER

Think of the many advantages
the professional features of 51(3
Newcomb TX10 will provide
for your recording activities...

10%," REELS

give you long, editable re-
cording time in one direction.
To get the same time with
smaller reels you are forced to
use thinner tape or slower speed
— both of which are undesirable
when you want to make the best
possibie tape.

ADAPTABLE TO

LONG LOW IMPEDANCE

MIKE LINES WITH PLUG-IN
MATCHING TRANSFORMERS,
BROADCAST TYPE MIKE CONNECTORS

— features seldom found in a portable re-
corder and f'et most important in obtaining
professional results — permit you to use top
quality microphones, to place them prop-
erly, and to operate the recorder a con-
venient distance from the subject.

SUPERIOR, SAFER TAPEHANDLING

A STUDIO IN A
SUITCASE!

Here are a few of the studio

features built into the TX10:

4-digit counter

Choice of 2- or 4-track models

Operates vertically or horizontally

Mixing controls for both channels

Differential braking on both reels

Hysteresis synchronous motor

Dynamically-balanced flywheel drive

Three heads

No pressure pads on heads

Two illuminated vu meters arranged pointer-to-pointer

Two speeds — 7V2 or 3% IPS standard, 15 or 7V2 IPS
on special order

Push-button speed change automatically provides
speed-frequency correction

100 ke bias and erase oscillators with indicator lights

Cybernetically engineered — the natural thing to do
is the right thing to do — all tape movement
controlied through a central joystick.

$750.00 less case — Carrying case, mounting
hardware for rack or cabinet, portable 2-channel
amplifier and reproducer systems are available.

For a complete description of the
Newcomb TX10, write today —

NEWCOMB AUDIO PRODUCTS CO., Dept. W-8
6824 Lexington Ave., Hollywood, Calif. 90038
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STEREO
INFORMATION

FM Station Directory

The directory lists 1571 FM sta-
tions in the United States and
Canada. All the stations broad-
casting in stereo are listed.

Test Reports

Test reports full of facts. The test
reports were made by independ-
ent laboratories. Tests cover tun-
ers, preamps, power amp/pre-
amps. Read the facts from test
experts.

Big 36-Page Catalog
You get a 36 page catalog. It

tells you about tuners, power
amplifiers, preamplifiers, pre-
amp/power amplifier combina-
tion and tuner preamps.

ALL FREE

Melntosh

PLEASE SEND ME YOUR CATALOG
Mcintosh Laboratery, Inc.

Chambers St. Binghamton, N. Y. 13903

STREET . --- --
CITY =

STATE SR J || I R———
4
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operatic one. But the voice is now an
immensely exciting, vibrant one—at least
as recorded here, with plenty of reverb.
It has all the melting lyric warmth of
the best Viennese tenor models, and a
juicy ring on top. One sure sign of
something special is that he breaks rules
and gets away with it—he carries a
wide-open vowel formation right up to
the top C, and the voice is so free and
open that he never loses the ring and
focus of the tone.

Both records are splendid, vocally,
from beginning to end, and since they
are clearly intended simply to show off
a new Big Sound, actual criticism is a bit
on the square side. So | will content
myself with a couple of P.R. hints. 1)
The single record is the natural province
for this sort of thing. for when you have
come up with one or two sure-fire propo-
sitions, you are still faced with the prob-
lem of filling up a whole LP with things
that will live up to their promise. Ten
or a dozen Big Boffo Smashes in a row
isn't exciting, but simply stultifying. 2)
He's a good boy with the Big Sound,
but he ain’t got a image yet. The really
Top Tenors manage to identify them-
selves with a special sort of song or ef-
fect (Mattinata was written for Caruso
and Ein Lied gelit um die Welt was
Schmidt's theme song: and sheer quality
aside, Tauber had The Pianissimo and
Schmidt the stratospheric vocal rim shot
to show off in every song). So far, Wun-
derlich has other people’s songs, which
is not a good idea, because comparisons
with an Original are always disadvanta-
geous. lLanza's Be Ay Love is, to come
off it and tell the truth, one of the most
exciting pieces of singing heard in the
last twenty or thirty years, considered
simply in terms of vocal quality and
line. Wunderlich rings something of a
change by singing it in a higher key,
but this forces him to take a low ending
where Lanza went up to the C, and the
final effect is anticlimactic. And no
matter how well a new tenor may sing
Ein Lied geht wm die Welt, Schmidt's
will be the sound in everyone's ear. Wun-
derlich needs Ein Lied of his own.

Considered soberly for a moment,
Wunderlich's singing is most successful
with native German repertory: Aennchen
von Tharau is perfect;, Ich kiisse ihre
Hand. Madame, is a beautifully gauged
piece of up-to-date crooning, and the
Stolz numbers on the Polydor disc are
wonderful, especially an irresistible “Ob
blond, ob braun, ich liche all Frau'n.”
His Be My Love is rendered in rather
funny phonetically transliterated English,
and unfortunately his ltalian is ex-
ecrable, so that one or two of those num-
bers are not successful (particularly La
Danza, which is also unidiomatic musi-
cally—he doesn’t seem to understand the
descending triplet figures). Granada,
done in German, really raises the roof.

I'm sure 1 do not nced to spell out the
nature of the arrangements, or of the
orchestral and choral contributions; they
are exactly as treacly and campy as one

would imagine. Just for 1D purposes:
Schlaf ein, etc. is Ay, ay, ay, and
Eine kleine Friihlingsweise is the
Humoreske. C.LO.
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BEFORE PURCHASING RECORDS
CONSULT

Fecord Kating Service

a consensus of critical opinion

a unique quarterly which authoritatively
classifies overall quality of more than
100 recent recordings of serious music

in each issue.

INTRODUCTORY OFFER! 50¢
off the single copy price

Send $1 for copy and details to

Fecord Kating Service

106 Bonair Avenue
N. Adams, Mass. 01247
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DIXIE IS Largest discount High I
Fidelity component distributors in
the South. Wholesale prices on pack- -
age or individual components. Latest
- models in factory sealed cartons
shipped immediately from our ware-
house. Special attention given to s ]
- Audio Clubs, Churches and Schools.
For Special Price Quote—Write
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A SELECTIVE GUIDE TO THE MONTH’'S REISSUES

Repeat Performance

BACH: Kunst der Fuge. S. 1080 (arr.
Winograd): BEETHOVEN: Grosse
Fuge. in B flat, Op. 133. Winograd
String Orchestra, Arthur Winograd.
cond. Heliodor H/HS 25019-2, $2.49
(two discs) [from M-G-M 2-E3. 1958).

The loving care which Winograd has

accorded Bach’s staggering work sings

out eloquently in every measure. The
orchestra plays the conductor’s arrange-
ment with extraordinary sensitivity——
dynamics, tempos, phrasings, linear bal-
ances are just and right. Wisely, the
canons. obviously unsuited to a string
ensemble, are not performed, and the
temptation to complete the final fugue
is sensibly avoided. Concluding the per-
formance exactly at the point where
the aging and near-blind composer laid
down his pen adds a measure of poign-
ancy to this excellent interpretation.
Winograd does not achieve the same
success with Beethoven's problematical
Grosse Fuge and the performance is just
as scratchy and out of tune as everyone
else’s. The sound given both works is
clear but rather coarse; and Heliodor has
stingily stuffed both records into one
jacket with only a cardboard divider.

Minor quibbles, in view of such a mar-

velous version of the Bach at such a

reasonable price.

BEETHOVEN: Corncerto for Violin and
Orchestra, in D, Op. 61. Henryk
Szeryng, violin; Orchestre de la Société
des Concerts du Conservatoire de
Paris. Jacques Thibaud, cond. Monitor
MC/MCS 2093, $1.98 [from Odeon
XOC 111, 1959].

Szeryng's performance of this often re-
corded concerto is the sweetest 1 have
ever heard. Even if occasionally his
approach seems downright sugar-glazed,
there is definitely room for such melt-
ingly beautiful playing. The release gains
additional interest from the presence of
Thibaud on the podium, one of the
pianist’'s few appearances in the record-
ing studio as a conductor: his view of
the music jibes nicely with Szeryng's in
the gentle yet firmly controlled contours
of the accompaniment. The stereo ver-
sion is ersatz but at least relatively harm-
less.

GAY-PEPUSCH-AUSTIN: The Beggar's
Opera. Elsie Morison (s), Monica Sin-
clair (ms), Constance Shacklock (c),
Alexander Young (1), John Cameron
(b). lIan Wallace (bs), Owen Brannigan
(bs); Pro Arte Chorus and Orchestra,
Sir Malcolm Sargent, cond. Odeon
CSD 1516/17, $13.58 (two discs) [from
RCA Victor LM 6048, 1957].

The Beggar's Opera has not had a par-

ticularly happy phonographic history:

there is Max Goberman's authentically
pure but insipidly performed restoration
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on Everest: and there are two versions
(London and the Odeon reissue at hand)
of the Frederic Austin 1920 arrangement,
both using a double cast of singers and
actors. Austin's scoring suffers from
overreliance on a sugary string-domi-
nated texture and a general air of oh-so-
proper tastefulness. All the cutting wit
of the satirical songs is thereby refined
away and the ballads tend to degenerate
into sentimental ditties. If this weren’t
bad enough, about one quarter of the
songs are omitted. Compensating factors
on the Odeon are the excellent singers
and the actors from the Old Vic—
Zena Walker, Rachel Roberts. Daphne
Heard. John Neville, Eric Porter, and
Paul Rogers—but even here pleasure is
tempered by the fact that sung and
spoken characterizations rarely jibe. For
one instance: observe how Zena Walker's
delightfully dizzy Polly Peachum dis-
solves into thin air when Elsie Morison’s
sweetly voiced milk maid takes over.

Although the recording was made in
1955, the stereo is genuine and sports
considerable movement. Much of it is
miscalculated, however, to judge from the
sudden leaps between speakers as an
actor relinquishes the microphone to his
singing counterpart., A first-rate per-
formance of this evergreen musical is
badly needed. Why doesn’t the London
Decca/Culshaw team set to work on
Britten’s inspired adaptation?

GILBERT and SULLIVAN: Complete
Operettas: Princess Ida: The Yeomen
of the Guard; Patience; Ruddigore:
Trial By Jurv. Operetta Excerpts: The
Mikado and Patience; The Yeomen
of the Guard and Ruddigore; The
Gondeliers and  lolanthe; 1 .M.S.
Pinafore and The Sorcerer; The World
of Gilbert and Sullivan; Gilbert and
Sullivan Choruses. D'Oyly Carte Opera
Company, Isidore Godfrey, cond. Rich-
mond RS 62011, RS 62012, RS 62013,
RS 62014, R 23050, R 23055, R 23056,
R 23057, R 23058, R 23059, R 23060:
RS sets (two discs), $4.78 each; R
discs, $2.39 each [from lLondon 4218,
42085, 4211, 4206, 4101, S087, 5088,
5089, 5091, and various London origi-
nals, 1949-55]

With the exception of The Pirates of

Penzance and The Sorcerer, all the

D'Oyly Carte recordings of G and S

made in the early days of LP are now

available on London’s inexpensive Rich-
mond label. At the time when these
performances were new, the D'Oyly

Carte company was particularly long on

authentic Savoyard style but rather short

on exceptional singing voices (the situa-
tion hasn't altered much today). But those
of us who were reared on Martyn Green,

Darrell Fancourt, Margaret Mitchell,

Ella Halman, and the rest will prob-
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brings you
Bernstein, Weill,
Brecht and the
Whole “Creation”

LEONARD BERNSTEIN:

Trouhle in Tabttt,
Bernstein’s only opera is
now available once more.
With Beverly Wolff and
David Atkinson of the origi-
nal TV production.

H/ HS-25020

LP VIR KA R ANTHLY

“TROUBLE

BRECHT-WEILL:

Der Jasager.

An unusual masterpiece by

the "THREEPENNY OPERA"

team of Brecht and Weill.

Recorded under the super-
vision of Lotte Lenya.

H/118-25025

A
RURT WEILL.
DER JASAGER

[ Ao

BERTOLY BRECHT

Two for the price of one

JOSEPH HAYDN:

The Creation.

The only budget recording

of Haydn's great oratorio.

Complete 2-record set in-

cludes full text. Berlin Radio
Chorus and Orchestra.

H/ HS-25028-2

F 7= [

THE EREATION |

Also new on Heliodor:
RACHMANINOFF: SYM-
PHONY NO. 2. Leningrad
Symphony. H/ 11825029

BRAHMS: LIEBESLIEDER
WALTZES. SUK: SERENADE
FOR STRINGS. Arthur Wino-
grad. cond. H/ 1825026

PISTON: QUINTET FOR
PIANO AND STRINGS.
Earl Wild. Walden Quartet.
HOVHANESS: KHALDIS
CONCERTO. Willlam Masse-
los. Izler Solomon. H/HS-25027
BACH: VIOLIN PARTITA
NO. 2: FLUTE SONATA IN
A MINOR. Wolfgang Schneid-
erhan. Gustav Scheck.

H/HS-25030

HELIODOR Records 13 o division of Metro-Goldwyn-Moyer Inc
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MAGNETIC TAPE
MAGAZINE

Converts most standard tape
recorders to continuous op-
erating message repeaters.
Loaded for 3, 5, 8, 12, and
15-minute capacities at 334
ips. Repeats message, les-
son, or other recorded mate-
rial as long as desired. ldeal
for sleep learning, language
study, or wherever a repeated
message is of value. Packed
in clear plastic dust-proof,
stand-up cases.

DEPT. HF

g [irst name in automatic audio

ORRTRONICS, /i~nc.

COUSING ELECTRONICS DIVISION

P.O. BOXx 864 ¢ TOLEDO,OHIO 43601
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ably always hold up these interpretations
as classic.

Of the present reissues the Ruddigore
is especially fine and the Patience re-
mains quite passable. Margaret Mitchell
is a stand-out on both sets: she had an
uncanny way of projecting the artless
bitchiness that was at the heart of Gil-
bert’s impossible heroines. Also excellent
is Ella Halman—her great, gusty Eng-
lish drawing-room contralto has been
sorely missed on the recent remakes. The
Princess Ida suffers from poor singing
and the new version on London is really
much more acceptable. The sound is re-
markably good on all the discs except for
Trial By Jury, whose 78-rpm origins are
undisguisable.

P.S.:: Isn't it about time London ad-
mitted that Leonard Osborn, listed as the
Duke of Dunstable in Patience, sings
only the Duke's first line? The rest of
the role is in the capable hands of Neville
Griffiths.

MOZART: Organ Music. Richard Ellsas-
ser, organ. Heliodor H 25011/HS
25011, $2.49 [from M-G-M 3075,
early 1950s].

Three of the four pieces on this record
date from Mozart’'s last year: the Fan-
tasy and Fugue in F minor. K. 608; the
Adagio and Allegro, in F minor, K.
594; and the Andante in F, K. 616.
They were written at the behest of one
Count Josef Deym for a new instrument
he was sponsoring—a pipe organ oper-
ated by a clock-work mechanism—and
Mozart, as one might expect, came up
with something far more striking than
his patron had ever expected. The fourth
piece here is a lightweight Adagio, K.
356, which the composer originally wrote
for the glass harmonica. Nowadays, all
this music is played on an ordinary or-
gan, and Ellsasser uses the fine instru-
ment in the John Hays Hammond Mu-
seum at Gloucester, Mass. He plays dis-
creetly and with imagination, but his
good intentions are sabotaged now and
then by an inexplicably rising and falling
sound level.

MOZART: Serenades: No. 11, in E flat,
K. 375: No. 12, in C minor, K. 388.
wind Ensemble, Arthur Winograd,
cond. Heliodor H 25013/HS 25013,
$2.49 [from M-G-M 3159, 1955).

Neat and tidy performances of this bub-
bly music. Winograd leads a group of
polished wind players who obviously
relish their assignments. The sound gen-
erally is fine, but K. 375 is marred by
occasional patches of tape squeal.

MOZART: Sonatas for Piano: No. 8.
in A minor, K, 310; No. 13, in B
flat, K. 333, Fantasie and Sonata No.
14, in C minor, K. 475 and K. 457.
Denis Matthews, piano. Vanguard
Everyman SRV 196/SRV  196SD,
$1.98 [K. 333 from Vanguard VRS
1037/VSD 2025, 1960; K. 310 from
Vanguard VRS 1040/VSD 2028, 1960].

Here are three of Mozart's finest and

most popular sonatas in deft and taste-

ful performances. Matthews' gentle way
with K. 333 is particularly lovely, the
phrasing delicate, the passagework even
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and rippling. T would like at least a sug-
gestion of darker thoughts in the A
minor Sonata and the C minor Fantasie
and Sonata, which struck me as rather
too bland and just a shade icy, but the
pianist is always superbly musical. Some
notes tend to split in forte passages in
the stereo; the mono is warm and clear,
with plenty of presence.

SIBELIUS: Rakastava, Op. 14; Can-
Zonetta, Op. 62a; Romance for String
Orchestra, in C, Op. 42. NIELSEN:
Little Suite for String Orchestra, Op.
1: Maskarade: Dance of the Cockerels.
String Orchestra, Arthur Winograd,
cond. (in the Rakastava, Canzonetta,
and Little Suite); Royal Opera House
Orchestra. John Hollingsworth, cond.
(in the Romance and Dance of the
Cockerels). Heliodor H/HS 25023,
$2.49 [the Winograd-led items from
M-G-M 3335, 1956, the Hollingsworth-
led items from M-G-M, 1955].

Except for the strangely intriguing Raka-

stava (otherwise unavailable on LP) this

is all pretty lightweight material and not
especially well done. Evidently Winograd
was to improve his string orchestra great-
ly, for his post-1957 recorded perform-
ances are immensely preferable to the
gruff, stiff, and grumpy playing here.

Hollingsworth leads smoother perform-

ances but the over-all negative impres-

sion remains, reinforced by harsh, boxed-
in sound.

WEILL: Johnny Johnson. Evelyn Lear
(s), Lotte Lenya (ms), Burgess Mere-
dith (b), Thomas Stewart (b), Hiram
Sherman (b), et al.; Orchestra, Samuel

Matlowsky, cond. Heliodor H/HS
25024, $2.49 [from M-G-M 3447,
1957).

By revitalizing M-G-M’s Johnny Johnson,
Heliodor has filled an important gap in
the Weill discography. The show, pre-
miered in 1936, was the composer’s first
important American work: and although
it ran only nine wecks. many consider
it his major post-Brecht achievement.
Weill had not yet “sold out to Broad-
way,” and with its jaunty tunes, sccco
orchestration, and mordant musical wit
the music still savors of the Threepenny
Opera and Mahagonny. Unfortunately,
Paul Green's book and lyrics failed to
present Weill with many telling situa-
tions or memorable characters and 1
suspect this is why the musical is not
much seen nowadays: certainly its anti-
war theme could not be more to the
point. Johnny Johnson really deserves a
sympathetic modern production for a
true assessment of its qualities.

If such a production ever comes to
pass, it could scarcely better the cast of
this recording—the singers, actors, and
musicians are splendid. Lotte Lenya's
hoarse delivery of Mon Ami, My Friend,
Evelyn Lear's beautifully floated O,
Heart of Love, even Burgess Meredith's
almost voiceless rendition of Johnny's
concluding song (one of the most haunt-
ing moments anywhere in Weill) . . .
they all seem exactly right. Except for
a generous amount of pre- and post-echo,
the sound is sharp and clear—particularly
on the mono. PETER G. Davis
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Now — more Capitol and Angel stereo tape
albums — and many more to come!

When it comes to stereo tape albums, things are growing
— and growing better!

Browse over the lists. Not only are selections greater
than ever, but you can now build your tape collection
for no more than you'd spend for the same performances
on stereo discs.

Send for a free catalog, too. That's where you'll find
everything in the ever-growing Capitol/Angel stereo tape
library. Write: Special Products, 1750 No. Vine St., Holly-

wood, California 90028.

ELEVEN BRAND-NEW
TAPE RELEASES!

Webley Edwards Y2T 2515

Guy Lombardo And His
Royal Canadians Y2T 2516

Nancy Wilson Y2T 2517

Franco Corelli Memories Of
Naples / Franco Corelli Sings
Neopolitan Songs Y2S 3684

The Bath Festival Orchestra
Conducted by Yehudi Menu-
hin A Purcell Anthology/
Henry Purcell: Music For The
Theatre Y2S 3685

Orch. & Chorus of the The-
atre National de L'Opera
Conducted by Andre Cluy-
tens Gounod: Faust High-
lights The Paris Conserva-
toire Orchestra Conducted
by Alain Lombard Gounod:
Romeo And Juliet Highlights
Y2S 3686

AUGUST 1966

The Lettermen Y2T 2542
Wayne Newton Y2T 2543

Yehudi Menuhin Conducts
the Bath Festival Orchestra
Twentleth Century Classics
For Strings/Britten: Varia-
tions On A Theme Of Frank
Bridge/Tippett: Fantasia
Concertante On A Theme Of
Corelli/Corelli: Concerto
Grosso In F, Op. 6 No. 2
Y2S 3690

The Moscow Chamber Or-
chestra Conducted by
Rudolph Barshai Mozart:
Concerto No. t For Flute &
Orchestra In G Major, K. 313/
Concerto No. 2 For Flute &
Orchestra In D Major, K. 314/
Haydn: Concerto In D Minor/
Mozart: Concerto No. 12 In
A Major Y2S 3691

Various Artists Famous Duets
From The Opera/Great So-
pranos Of Our Time Y2S 3692

AND ELEVEN MORE JUST
ABOUT TO BE RELEASED!

Tennessee Ernie Ford My
Favorite Things YT 2444

Ray Anthony Hit Songs To
Remember YT 2530

Al Martino Think I'll Go
Somewhere And Cry Myself
To Sleep/Painted, Tainted
Rose Y2T 2541

The Philharmonia Orchestra
Conducted by Efrem Kurtz
Prokofiev: Romeo And Juliet
YS 36174

The Beatles Yesterday And
Today YT 2553

Nancy Wilson Tender Loving
Care YT 2555

Buck Owens Carnegie Hall
Concert With Buck Owens
And His Buckaroos YT 2556

CIRCLE 7 ON READER-SERVICE CARD
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Nat King Cole The Unforget-
table Nat Cole Sings The
Great Songs YT 2558

Guy Lombardo And The
Royal Canadians Guy Lom-
bardo's Broadway YT 2559
The New Philharmonia Or-
chestra & Chorus Conducted
by Otto Klemperer Beetho-
ven: Missa Solemnis Y28
3679

The New Philharmonia Chor-
us & Orchestra Conducted
by Rafael Friihbeck de Bur-
gos Carl Orff: Carmina Bu-
rana YS 36333
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Our portable Supcrcorder C 00
nvnotlook like ArthurFied er,
and the pre-threcded cartridzes
srotadly don't remind you of
3% accomplisted music.ans |

But they su-¢ sound _ike it.

Bzcause the -hargin “or erro-
1t the factory is a lot smalle-
thar -he marzin on this page.
(And the wiole CI20 only
mecsares [138 x 72 x 31z
inckes).

. AQ‘gi"‘-
.
Z

s‘the Boston Pop

o
3\

33

"_,- . v
S

‘Orchestra .-

\r

% {A‘nd a few of AR

- latest concerts

So before the capstan drive is
put in, .t's tesked. Each transis-
tor has to provz itself. The gyre-
scopic contro. is so wzll xl-
anced that the C100 will £eep
on playing, evzn standing 1.5
Jead.

We can also guarantee thaf
~he volume won't waver. «nd
hat the doub’e track tane will
zive true fidel ty no mattz: bow
you rdcord (»ith our mik2 or

di-ectly from your hi-fx tado
aor TV).

There’s another big “and "
This portable is portablz. Ttll
play on batteries. C:=-house cur-
rent. Even plugzcd into your
cer's cigarette lighter. 3

We reccmmend it even for
music lovers »who hate to travel.

-EEII]B Supercorden
33UNnDiG

C:00

$129.95 suggested retail list inchuding microphone, stand, input/output patch cord and 90 minute ready-to-record cartridge. For infur.
mation abaut dealers in your area write: DeJUR AMSCQ CORPORATION, Northern Bouleverd at 35th Street. Long Island City, N. Y. 11101
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“The Americanization of Qoga Booga.” Hugh Aa-
sekela Quartet. MGM 4372, $3.79 (LP); § 4372,
$54.79 (SD).

MASEKELA is a self-taught trumpet player from
South Africa, born twenty-seven years ago in a
town one hundred miles from Johannesburg. He took
up the trumpet at fifteen after seeing the film
Young Man with a Horn. Father Trevor Huddleston,
the Anglican priest who was expelled from South
Africa in 1955, bought him his first trumpet and
Masekela, with several other musical beginners, be-
came a member of the Huddleston Jazz Band. Sub-
sequently he toured South Africa with variety shows
and was in the orchestra of the musical King Kong
(Miriam Makeba played a leading role in the show;
they were married two years ago). Since 1961,
he has been in the U. S., studying at the Manhattan
Schoo! of Music on funds provided by the Belafonte
Foundation and playing with his quartet.

The music that Masekela plays on this disc be-
trays a variety of strains; to judge from what one
hears here, the Johannesburg of Masekela’s early
years must have been somewhat like the New Or-
leans of seventy vears ago when foundations of
jazz were being laid. The musical cross currents in

Hugh Masekela: from Africa to the Village Gate.

AuUGUST 1966

New Orleans which contributed to the carliest forms
of jazz included European dance music (polkas,

quadrilles), operas and symphonies, Protestant
hymns, Creole songs, marches, African rhythms,
and shouts. Similarly in Johannesburg, Masekela’s
musical background was a swirl of African tribal
music, American jazz, popular and folk music of
all types and all nationalities. Masekela has since
added the experiences of his formal studies to this
heritage as well as his association with the three
American members of his quartet.

Much of this background comes out in one way
or another in the eight selections the group plays and
sings in this collection. Much of the basic material is
African tribal music—a healing song, songs of
memories of the native village. But there are also
evidences of the influence of America on Masekela
both in his bows to such jazz musicians as Miles
Davis, John Coltrane, and Herbie Hancock and in
the broad, brassy brilliance of his trumpet playing.

The quartet gencrates a constant sense of excite-
ment and agitation, not only in Maseckela’s glossy
trumpet playing but in the powerful rhythmic ac-
companiment of his colleagues. They produce music
that is exuberant, driving and, compared with such
trumpet-oriented performances as those of Al Hirt
and Herb Alpert, much more full-bodied. Although
Masckela has a tendency to work around a basic
set of figures, his bravura attack still manages to
catch fire very consistently.

This is a live performance (at the Village Gate)
and one of its added merits is Masekela’s dry, witty,
and informative introductions. The disc’s title, The
Americanization of Ooga Booga, is a reasonably
accurate summation of what the recording is about.
“Ooga Booga” is Hollywood African talk out of
Tarzan movies, used satirically by South Africans
in talking to Europeans. It has become a password
among expatriate South Africans—a topsy-turvy
exchange that has taken on so many different shades
of meaning that one is free to use any aspect of it
as one wants. What Masekela has done musically
fits into no special category, yet it pulses with con-
temporary immediacy. IS wW.
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Steve Perry: “Another Rainy Day.”
M-G-M 4369, $3.79 (LP); S 4369,
$4.79 (SD).

To see Steve Perry in his frequent ap-
pearances on the Merv Griffin television
show, one would assume that he is just
one more product from the current
school of young English pop singers. His
long blond hair dangles over his eyes;
he has a rather diffident air; and he is
English and young (twenty-two). But
when he sings on television, he sings like
a singer—openly, melodically, with pro-
jection, a sense of phrasing, and a feeling
for the shape and sound of the words in
a lyric. On this disc, all these qualities
are underlined by a strength and vibrancy
in his voice that are not as evident on
television as they are in a recording. He
has the ability to convey a sense of in-
volvement in his songs without slipping
into the easy overplaying that results in
hamminess. A clue to Perry’'s qualities is
the fact that he does The Shadow of
Your Smile, a song that has escaped few
singers of late, and makes the interpreta-
tion identifiably his own. He ranges from
this balladic type of song to the morc re-
freshing aspects of the Top Forty reper-
tory—Michelle and Ouwr Love, for in-
stance. Possibly the most impressive thing
about Perry is that he gives the impres-
sion of being genuine—there is no phony
veneer. He simply sings melodically,
with great warmth and vitality.

Herb Alpert and the Tijuana Brass:
“What Now My Love.” A & M 114,
$3.98 (LP); 4114, $4.98 (SD).

The more I hear of Herb Alpert and the
Tijuana Brass, the more I am impressed
by the ingenious manner in which he has
blended a simple and, at times, simple-
mindedly corny surface of broad popular
appeal with a steady show of imaginative
light spirits without allowing one to
get in the way of the other. Here the
mixture is as usual: melodic, rhythmic,
lively, graceful, and full of fun. There
are suggestions of a Mexican street pa-
rade, a touch of Dixieland, a trumpet in
fralich (on /f I Were a Rich Man), some
Spanish twist. dreamy mood bits (with
violins sneaking in to fill out the back-
ground). Something fresh is constantly
coming up—the group even sounds like
a good dance band of the Twenties on
So What's New. Through it all, Alpert
maintains a crisp, light, relaxed feeling
that gives his work an attractive lift. This
is not only refreshing, but quite surpris-
ing in a group as prolific and successful
as this one.

Mongo Santamaria: “Hey! Let’s Party.”
Columbia CL 2473, $3.79 (LP); CS
9273, $4.79 (SD).

Santamaria’s music is a strong and strik-

ing blend of a variety of strains—Afro-

Cuban, jazz, twist, Latin dance music—

which course together to produce a mix-

ture that is about as close to the center of

contemporary popular music as you can
get. There are, of course, quite a number
of groups working in this area but Santa-
maria’s seven-piece band is easily one of

the best. The band's merits start with a

superb four-man rhythm section (Santa-

maria and Carmello Garcia on drums,

Rodger Grant on piano, and Victor Vene-
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gas on bass), which provides a solid
foundation for the full ensemble. The
two most prominent features of this disc
are the force and power of the group’s
ensemble playing and a series of mag-
nificently stinging trumpet solos by
Marty Sheller. He is an exciting player
in an exciting band—an exhilarating
combination. The material (in arrange-
ments by Sheller) is partly from the cur-
rent rock repertory and partly originals.
There is also a Latin treatment of In the
Mood that makes the piece swing in a
way that Glenn Miller never suggested.

“1928.” RCA Victor LPV 523, $4.79

(LP).

One of the problems in assembling a
group of popular recordings covering a
particular year is settling on an approach.
Is the collection to be representative, to
convey the musical flavor of that year,
mingling the atrocious with the merito-
rious? Or should it concentrate on record-
ings that, in retrospect, still hold up well?
Should it try to be all things to all listen-
ers or aim at a specific group—the vocal
fanciers, those who remember the dance
bands fondly, the show buffs? This disc,
the first in the Vintage series purported-
ly devoted to a single year of recording
(actually it includes four from 1927 and
one from 1929), has tried to touch all the
bases and, as a result, balances moments
of high excellence with some barren
spots.

There are several classics of that day
—Helen Morgan’s Bill, Helen Kane's [
Wanna Be Loved by You, Duke Elling-
ton’s The Mooche. Other distinctive per-
sonalities—Irene Bordoni, Whispering
Jack Smith, Gene Austin—are aptly rep-
resented. Crazy Rhythm by Roger Wolfe
Kahn’s orchestra has the straightforward
melodic and rhythmic qualities that could
then be achieved by the best dance or-
chestras. Waring’s Pennsylvanians’ Colle-
giana is a good showcase for the band’s
lively novelty style while Let's Misbehave
by Irving Aaronson’s Commanders, with
a stylish vocal by Phil Saxe, is timeless
in style and practically contemporary in
sound. But George Olsen’s Doin’ the Ruc-
coon, which leads off Side I, opens
with some introductory dialogue that,
in its own way, is as awful as any of the
opening sketches perpetrated by Jelly
Roll Morton. The fad for spelling songs
is noted by the inclusion of C-O-N-
S§-T-A-N-T-1-N-O-P-L-E, but Johnny
Hamp’s performance, though brisk, can-
not rise above the material. As for
Vaughn De Leath’s weeper, Baby Your
Mother, complete with corny recitation,
it is so awful that it can only be ex-
cused as camp. Paul Whiteman, Leo
Reisman, and Jesse Crawford are also
present with bland performances that
rouse neither joy nor discomfort.

Despite its unevenness, this is a worth-
while and provocative disc because it
digs into an area of recording that has
scarcely been touched by LP reissues.

“Stop the World I Want to Get Off!”
Tony Tanner, Millicent Martin, et al.
Warner Bros. 1643, $4.79 (LP); S 1643,
$5.79 (SD).

Anthony Newley's theatrical biography

of a self-centered opportunist is, essen-
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tially, a tour de force focused on song
and mime. A recording necessarily omits
the important visual side of the show, but
even with only the songs to work with,
Newley and Anna Quayle, who starred
in the original London and New York
stage productions, managed to transfer
to disc quite a bit of the musical’s tawdry
force. In this film sound track, their
places are taken by Tony Tanner, who
followed Newley in the leading role in
London, and Millicent Martin. Their task
is not made easier by the lush, overripe,
movie-style orchestration established in
the overture—rampant and soaring horns,
doom-ridden vocal ensembles, etc. Tan-
ner, however, projects a lot of cocky
vitality when his songs call for it and
he has a more legitimate singing style
than Newley, who was inclined to bleat
in moments of stress. By the same token,
however, he has less of the raw, crude
force that Newley was able to suggest.
The various international types that Miss
Martin is called on to satirize lack the
deft touches brought by Miss Quayle on
the original cast album; but then Miss
Quayle is quite a remarkable talent.

Jimmy Bryant: “Bryant’s Back in Town.”
Imperial 9310, $3.79 (LP); 12310,
$4.79 (SD).

Bryant is a whing-ding of a guitarist
who can rip through bluegrass music,
joyful honky-tonk excursions, lovely, lilt-
ing waltzes, stomp off with a country
twang, or breeze along with a slight
suggestion of rock. He is extremely re-
sourceful for, besides playing in a variety
of styles, he finds a surprising number
of different tones in which to couch his
performances. Most of these pieces pre-
sent his guitar supported only by a
rhythm section, but, on appropriate oc-
casions, a hot fiddle comes dancing in
and a lonesome harmonica helps fill in
the background. A sense of joy runs all
through the disc even when Bryant turns
to the tender and wistful in Lonesome
and Julie's Gone.

Linda Vera: “Fiesta en el Tropico Con.”
Columbia EX 5156, $3.79 (LP).
Miss Vera is a Mexican with a lusty
voice which can convey sensual over-
tones that are sometimes subtle, some-
times nof so subtle. Vitality and high
spirits bubble through everything she
sings in this collection. There are boleros,
guarachas, and cumbias—but it is the
cumbias that make one really sit up and
listen. The cumbia, the liner notes tell
us, is a dance with a lively, shuffling
beat which originated in Colombia and
has spread over Latin America. It is, the
notes say, particularly favored in Mexico
and Miss Vera is “the world’s foremost
vocal interpreter of songs composed in
cumbia rhythm.” Whatever her official
standing, she certainly projects, and the
uncredited orchestra that accompanies
her (trumpets, woodwinds, and percus-
sion) plays with a fine, swinging joy.
In many of their arrangements there are
touches of the mariachi sound which adds
to the bubble and glitter of the perform-
ances. Miss Vera also does well by the
boleros and guarachas, but it is the innate
gaiety and zest of the cumbias that stand
out on this disc. Joun S. WiLsoN
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How To Get A $570 Stereo Recorder For $400

‘00080 0:

All Solid-State Electronics . ..

3 Motors . ..
Solenoid Operated . ..
Die-cast Main-plate, Flywheel
& Capstan Shaft Housing
-

Record
4-Track, Stereo-Mono, Sound-On-
Sound, Sound-With-Sound & Echo!

Build The New Heathkit/Magnecord’1020!

You Save $170!

Thanks to Heath, you can now save $170 on
the new Magnecord 1020 4-Track Tran-
sistor Stereo Tape Recorder by building it
yourself. And the only ditference between
this Heathkit version and the original is the
$170 you save (think of all the tape you can
buy with that!).

All parts are made at the Magnecord
factory . . . under a quality control system
that meets the demanding requirements
of the National Aeronautics & Space Ad-
ministration (NASA).

Add to this Magnecord’s years of pio-
neering and developing tape equipment for
the broadcasting and recording industries,
and you have a sophisticated recorder that
will give you years of professional quality
and reliability.

Professional Recording Facilities

With the 1020, you can record *live” from
microphones, or from-auxiliary sources like
tuners, phonographs, TV’s, etc., and play-
back . . . in 4-track stereo or mono at either
7% or 3% ips. And you can make sound-
on-sound, or sound-with-sound (mixing) re-
cordings, or create interesting echo effects.

Professional Tape Transport

The tape transport is powered by 3 sepa-
rate motors. The hysteresis synchronous
capstan motor has a dynamically balanced
flywheel and a ballbearing inertial stabilizer
mount for constant, accurate speed. Two
permanent split-capacitor type motors drive

FREE!

World’'s Largest Kit Catalog

108 pages! Describes this and over 250 kits in stereo
hi-fi, color TV, organs, ham, test, CB, marine, home and
hobby. Mail coupon, or write Heath Company, Benton

Harbor, Michigan 49022,
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the reels. With the convenient push-button
controls, you can change operational modes
instantly and gently with the touch of a
button. Compliance arms insure correct
tape tension at all times.

The military-type ditferential band brakes
are solenoid operated for instant, gentle
stops. And when the tape runs out an auto-
matic switch shuts off all motors and re-
tracts the tape pressure roller eliminating
unnecessary motor wear and prevents de-
formation of rollers. The tape gate and pres-
sure roller also are solenoid-operated for
positive action.

3 Professional Tape Heads

Selectable "4 track erase, record and play.
Engineered and lapped to a precise hyper-
bolic curve for smooth low frequency re-
sponse . . . made with a deep gap, deposited
quartz for high frequency response and long
life. Removable shields afford double pro-
tection against external magnetic fields. Pro-
tective, snap-mounted head covers provide
easy access for cleaning and de-magnetizing.
And for quick, accurate editing, there are
center-line marks.

Other Professional Features

All parts mount on a thick, die-cast main-
plate that won’t warp, reduces wear, pro-
vides rigid support and stable alignment.
Two V.U. meters for visual monitoring of
signal levels from either tape or source . . .
allows quick comparision of source with re-

3 Enclosed is $ I
[ Please send FREE Heathkit Catalog.

______ =g erEATHEIT

Heath Company, Dept. 8-g, Benton Harbor, Michigan 43022

, plus shipping. Please send model (s)

corded signal. Inputs for microphones and
outputs for headphones are all front-panel
mounted for easy access. Digital counter
with push button reset. Low impedance
emitter-follower outputs deliver 500 milli-
volts or more to amplifier inputs. Individual
gain controls for each channel. And all
solid-state circuitry . . . 21 transistors and
4 diodes . . . your assurance of cool, instant
operation, long reliable life.

Famous Heathkit Know-How
Speeds Assembly

Simple step-by-step instructions with gener-
ous use of giant pictorials guide you every
step of the way. You just wire two circuit
boards and do the easy mechanical mount-
ing for the transport components.

And to make construction even easier, the
connecting wires and shielded cables are
precut, stripped, and marked . . . even the
connectors are installed where necessary;
just plug them in! The only soldering you
do is on the circuit board! Total assembly
time is around 25 hours . , . that’s like
getting $7 an hour for your efforts.

Get today’s best buy in a professional
stereo tape recorder . . . order the Heathkit
version of the Magnecord 1020 now!

Kit AD-16, deck & electronics, 45 Ibs....... $399.50
ADA-16-1, walnut base, 8 Ibs. . . _ . $19.95
ADA-16-2, adapter ring for cabinet or “wall mount-
ing, 2 DS, oo e $4.75
ADA-16-3, slides, (combine with walnut base for
tape drawer), 71bs........ ..1.99.95

Address

City.

State Zip

Prices and specifications subject to change without notice.
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Surround Yourself with SONY Sound!

THE SOLID-STATE 530

...with XL-4 Quadradial Sound

Imagine yourself at the podium. surrounded by a
full symphony orchestra. Hearing everything.
Missing nothing. Imagine that, and you will have
begun to appreciate the exhilirating experience of
the totally enveloping presence of the Sony 530's
XL-4 Quadradial Sound System. This four-speaker
system. two in the 530's case and two in its de-
tachable split-lid. produces a virtual curtain of
stereophonic sound. And only speakers this mag-
nificent could complement a recording and play-
back instrument as superb as the Sony solid-state
530. Sensitive to virtually the entire audible range,
the 530 captures exactly what it hears from 40
to 15,000 cps, and dramatically reproduces it with

20 watts of pure music power. Certainly a per-
formance to please the audiophile. Yet the 530
achieves its remarkable performance with a sim-
plicity that will delight the entire family. From
Retractomatic Pinch Roller for almost automatic
threading to Automatic Sentinel shut-off, Sony de-
signed the 530 to make professional-quality tape
recording and playback a marvelously uncompli-
cated pleasure. The 530’s features include 4-track
sterco or mono modes. three speeds, separate bass
and treble controls. pause control and two famous
F-96 dynamic mikes. Truly, the 530 is a complete
sterco entertainment system for the home, any
home. It's vours to enjoy for -under $399.50.

SONY SUPERSCOPE RRCEUATRTeT

AMERICA'S FIRST CHOICE IN TAPE RECORDERS

For descriptive literature on the 530 or the rest of the best from Sony, write Superscope, Inc., Sun Valley, California, Dept. H-11,

SONY MAKES THE WORLD'S MOST COMPLETE LINE OF TAPE RECORDERS, INCLUDING THIS SOLID-STATE STEREO TRIO

wpoMeos !
ﬁ

MODEL 660 ESP-REVERSE SOLID-STATE
STEREO TAPE SYSTEM. UNDER $575.

MODEL 250-A PERFECT PLAYMATE STEREO
TAPE DECK RECORDER. UNDER $149.50

MODEL 260 RADIAL SOUND STEREO
TAPE SYSTEM. UNDER $249.50

CIRCLE 73 ON READER-SERVICE CARD
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Unless specifically noted otherwise, the
following reviews are of standard open-
reel 4-track 7.5-ips stereo tapes.

BACH: Ein musikalisches Opfer, §.
1079

Instrumentalists, Karl Richter, cond.
e o ArcilivE ARC 3220. 47 min. $7.95.

BACH: The Well-Tempered Clavier,
Book 1, S. 846-69

Ralph Kirkpatrick, harpsichord.
e o DiuTtscit GRAMMOPHON DGP 8844
(double-play). 103 min. $11.95.

About time! If this belated first Musical
Offering on tape is somewhat restricted
in its appeal, it surely will be highly
prized by Bachian purists; and the long
awaited first major tape representation
of the “Forty-Eight” is sure to delight
everyone. I'm perhaps a bit let down by
the Richter Offering because it presents
the piece | consider one of Bach's su-
preme creations, the Ricercare d 6, as a
harpsichord solo (in the same fashion as
that customary for the smaller-scaled
Ricercare a 3) rather than as an en-
semble piece for strings or strings and
woodwinds. Miss Hedwig Bilgram plays
both these pieces admirably on an at-
tractively bright-toned instrument. but
the full grandeur of the six-part master-
piece is scarcely suggested. The Trio
Sonata and final canon perpetuo for
flute, violin. and continuo are given
delectable performances by flutist Aurcle
Nicolet in particular—yet here again
there is some lack of the magisterial
authority the music demands and which
is approached only in the playing (by
one to three strings, or by two harpsi-
chords) of the various intricate canons.
And even the immaculately pure and
lucid stereo recording stresses the sweet-
ness rather than the drama of the work.

Happily, no qualifications at all need

AUGUST 1966

by R. D. DARRELL

temper one's welcome for Kirkpatrick's
first book of The Well-Tempered Clavier.
There is no suggestion in these subtly
varied yet always robust performances
of the bogus solemnity sometimes mis-
attributed to a work which has been
called “the musician’s bible”: Kirkpatrick
never lets us forget how dramatic and
how imaginatively adventuresome this
music can be. And the muscular impact
of his plaving is thrillingly enhanced by
the magnificent sonority with which the
engineers have reproduced the harpsi-
chord itseif—a superb instrument whose
maker properly should have been credited
in the accompanying annotations. The
temptation to play this tape at an over-
lifesize voiume level is one hard to resist
—and it is not made any easier by Am-
pex's flawless processing. But the reel
itself is so brimful that handling care is
required to avoid tape spilling.

BRAHMS: Sonatas for Cello and
Piano: No. 1, in E minor, Op. 38;
No. 2, in I, Op. 99

Janos Starker, cello: Gyorgy Sebok,
piano.
e ¢ MErRCURY STC 90392. 40 min.
$7.95.

These two sonatas would be welcome in
almost any reasonably acceptable per-
formance, so weak is the tape chamber
music repertory in general and that of
cello works in particular. But as it hap-
pens, these first reel editions are ex-
ceptionally distinguished, primarily for
their eloquent and authoritative per-
formances, but in good part too for their
strong, well-rounded, not too closely
miked stereo sonics. Best of all, there is
no suggestion here of that sanctimonious
aspect of Brahms which often emerges in
more highly romanticized readings. Both
Starker and Sebok are magisterially
forceful and expansive. And the over-all

wwWw americanradiohistorv com

standard of outstanding excellence ex-
tends to Frederic Grunfeld's concise
commentary—one of the best examples
of brief (as distinct from extended
booklet) liner notes I've come across in
a long time.

CHOPIN: Concerto for Piano and
Orchestra, No. 2, in F minor, Op.
21

t+Bach: Concerto for Piano and Or-
chestra, No. 1, in D minor, §. 1052

Viadimir  Ashkenazy, piano; London
Symphony Orchestra. David Zinman,
cond.

e o [.oNpON LCL 80173. 55 min. $7.95.

With this tape I have to add to my
private roll of completely mesmeric in-
terpreters the first pianist on the list. I
haven't heard the only competitive taping
of the Chopin Second Concerto, DGG's
reel by Viasary and Kulka, but. fine as
it reportedly is. I wonder if it can pos-
sibly match either Ashkenazy's fabulous-
ly buoyant yet always sure-fingered and
varicolored piano playing here or the
elastically taut yet always lyrical or-
chestral performance under the direction
ot David Zinman (a Monteux protégé
whose name | suspect we’'ll be hearing
often in the future). The Bach Concerto
on the other side. appearing here in its
first taped piano version. is a comparable
example of superlative pianism. Bach
purists will be aware that Ashkenazy's
approach does not jibe completely with
the latest dictates of baroque scholarship
and they will no doubt prefer the use
of a harpsichord (as in the fine Mal-
colm/Miinchinger London taping of
April 1965), but no one can fail to be
bewitched by Ashkenazy's delicately
controlled tonal nuances, captured here
in near-ideal stereoism.

Continued on page 110
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Opera
on

Reels . ..

WITH THE recorded-opera universe rap-
idly expanding, a special report on opera-
on-tape again seems called for. Accord-
ingly, here follow notes on five widely
varied works appearing for the first time
in complete tape editions and on a num-
ber of highlights reels.

Precedence goes to Verdi’s pre-Aida
masterpiece, Don Carlo, in London’s
five-act version conducted by Solti and
featuring an all-star cast (Tebaldi, Ber-
gonzi, Bumbry, Fischer-Dieskau, and
Ghiaurov). Well-nigh ideally transferred
by Ampex (LOV 90116, two reels:
approx. 102 and 95 min., $25.95), this
production is open to criticism by Verdi
specialists—particularly in  connection
with the Solti and Fischer-Dieskau con-
tributions—but less demanding listeners
will find it wholly enthralling. And even
the most finicky audiophile will be un-
able to fault the magnificently robust,
natural-sounding recording, boasting an
impressively wide dynamic range which
(along with notably quiet tape surfaces)
does true justice to the pp passages.

Appearing somewhat belatedly is the
transfer of the 1961 DGG version of
Richard Strauss’s terrifyingly grim Elek-
tra, under the admirably taut direction of
Karl BShm. While Fischer-Dieskau as
Orestes and Fritz Uhl as Aegisthus per-
haps do not fully convey the psychotic
quality of Strauss's characters, the per-
formance includes some awesome sing-
ing/acting from three real Furies: Inge
Borkh, Jean Madeira, and Marianne
Schech. The recorded sonics are not
sensationally effective (as in London's
Salome), but they are good. Purchasers
are urged to procure separately the
German/English texts, which should have
been—but are not—supplied in the leaflet
accompanying the reel itself (DGK 8691,
double-play, 100 min., $11.95).

In strong contrast to Elektra’s story of
matricide (and perhaps the auto-da-fé
scene in Don Carlo) is Gilbert's almost
childishly naive plot for Princess Ida.
But never elsewhere did his colleague
Sullivan write more delectable music!
For proof, just play this eighth London
G & S release: LOK 90014, double-play,
84 min.,, $11.95. Exceptionally in this
series, a “ringer” (Elizabeth Harwood)
joins the regular D'Oyly Carte soloists
and chorus and the orchestra is the
Royal Philharmonic under Sir Malcolm
Sargent. Frankly, I'd have preferred God-
frey’s more incisive direction, and neither
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Miss Harwood (in the title role) nor
most of the other soloists sing outstand-
ingly well. Yet all the performances are
disarming and the music itself irresistible,
while the stereo recording and Ampex
tape processing are well-nigh ideal. A
special word of thanks is due the persons
responsible for the inclusion in the ac-
companying libretto of the work’s spoken
dialogue (omitted in the recorded per-
formance).

None of the reservations enunciated
above prevents my giving an over-all
commendation to the three works dis-
cussed. My views of the next three are
more mixed and possibly more sub-
jective. For example, Stravinsky’s Mavra,
a miniature opera buffa (in London LOL
90113, 48 min., $7.95) is a work of
very considerable lyrical charm, but the
singing (in English) here is only so-so
and the recording balances scarcely satis-
factory. However, this reel also includes
the first tape edition of Stravinsky's
amusing barnyard burlesque, Renard,
which is much better sung (by a male
quartet featuring Joseph Rouleau) and
in which the Suisse Romande Orchestra
under Ansermet is recorded to far better
advantage.

As for Giordano’s Andrea Chénier
(Angel Y3S 3645, 3%-ips, triple-play,
approx. 115 min., $17.98), I'll just have
to admit that I've never managed to warm
up to this work or even to accept it with
a smile as one of the “best bad” operas.
Perhaps it's my distaste for the music
itself which prompts me to dismiss as
uninhibited bellowing what other listen-
ers may consider the magnificent singing
of Franco Corelli in the title role. And
it may be the same intolerance which
leads me to imagine that the robust re-
cording here accentuates every tonal
edginess and unnatural resonance in the
Santini-led performance.

It's on very different grounds that I
object to the first substantial tape repre-
sentation of Berlioz’s mighty Troyens,
starring Régine Crespin and conducted
by Georges Prétre (Angel Y2S 3670,
334-ips, double-play, approx. 79 min.,
$11.98). I might have accepted the as-
signment of the very disparate roles of
Cassandra and Dido to a single soprano
(and Miss Crespin sings them both beau-
tifully), but I can't forgive the chopping-
up of so grand a work into the discon-
nected bleeding chunks presented here.
Furthermore, Berlioz's imaginative tonal-
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First Appearances
and New Formats

color schemes are quite distorted by the
harsh and thin recording. I'm sure the
fault lies in the original master rather
than the present slow-speed tape process-
ing, but in any case Angel’s 3%-ips tech-
nology has been far better served in its
recent Turandot, Lohengrin, Les Contes
d’Hoffmann, etc., releases.

Among highlights programs, one is
noteworthy primarily for its first tape
combined representation of the husband-
and-wife team of Thomas Stewart and
Evelyn Lear—here as the Dutchman
and Senta in scenes from Wagner's
Fliegende Hollinder conducted by Hans
Lowlein (Deutsche Grammophon DGC
6425, 60 min., $7.95).

Three double-play, 33 -ips Angel reels
combine excerpts from operas unavail-
able in complete tape versions with a
second set drawn from works which are
available in their entirety on tape. The
recent Gounod Roméo et Juliette high-
lights program, starring Carteri, Gedda,
and Rouleau, is coupled with the familiar
one from Faust with De los Angeles,
Gedda, and Christoff (Y2S 3686, 93
min., $11.98). Excerpts from the 1961
Mozart Nozze di Figaro with Schwarz-
kopf, Wiichter, and Taddei (a perform-
ance hitherto unrepresented on tape) are
coupled with those from the familiar
Don Giovanni, with the same artists
(Y2S 3681, 88 min., $11.98). Selections
from the untaped Wagner Tannhduser,
with Griimmer, Hopf, Fischer-Dieskau,
and Wunderlich, are coupled with those
from the recent Lolengrin with Griim-
mer, Thomas, Fischer-Dieskau, and
Frick (Y2S 3676, 99 min.,, $11.98).
Though all these programs can be safely
enough recommended, 1 have consider-
ably more personal enthusiasm for the
Mozart release than 1 have for either
of the others.

The three remaining highlights reels
demand no more than reference listings
since each has been drawn from a com-
plete taping already reviewed in this
column: Angel's coupling of excerpts
from its memorable Carmen and Tosca
with Maria Callas, reviewed April and
July 1965 (Y2S 3677, 3%-ips, double-
play, $11.98); RCA Victor's excerpts
from its Carmen with Leontyne Price,
January 1965 (FTC 2212, $7.95); and
excerpts from the RCA Victor Rigoletto,
with Anna Moffo, Alfredo Kraus, and
Robert Merrill, March 1965 (FTC 2210,
$7.95). R. D. DARRELL
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Some plain talk from Kodak about tape:

The binder that ties things together...

and how to sound in the pink

“La sauce, c'est tout,”—the sauce is
everything, say the French. An over-
simptification perhaps. Still, as far as
sound recording tape goes, the sauce
—our “R-type” binder—counts for a
lot. First off, there must be a mutual
affinity between binder and oxide. It
must be a good oxide mixer, while still
keeping individual oxide particles at
arm’s length, you might say. Of course,
fast drying, superior chemical stabil-
ity, and a dozen other mechanical and
chemical properties are a must. One
very interesting point involves the
“R-type” binder’'s extremely interest-
ing viscosity characteristics . . .

> INTO THE “PIPELINE”
n
S COATING T
1
> U
START OF
CURING

! ! ! L
TIME IN SECONDS

“R-type" Binder Viscosity Graph

A Sticky Problem. Familiar with no-
drip house paints? They're thick in
the can ... thin when you apply them
(for low effort) . . . yet thicken again
as soon as applied, so they won't drip.
Somewhat the same thing has to hap-
penwhen one applies the binder-oxide
mix to the tape backing. It’s got to go
on smoothly —low viscosity . . . then
it's got to stay put— high viscosity. To
thicken the plot, once the coating is
on, the tape is passed through a very
strong magnetic field to physically
align the oxide particles—low viscos-
ity again. Once aligned, the particles
have got to stay locked in “at atten-
tion!”"—high viscosity. That's asking a
lot of a binder. And ours delivers.

AucusT 1966

It's loaded. Our “R-type” binder not
only gives you a more disciplined,
smoother, more efficient oxide layer
. .. but it allows us to incorporate a
high oxide density in the magnetic
dispersion. High output is the “proof”
of this density. That's why KODAK
Tapes give you from 1 to 3 db extra
output compared to equivalent com-
petitive tapes.

Pink noise testing . . . or how hifi
is your room? Room acoustics cer-
tainly color the sound you hear . . .
may even produce effects you have
ascribed to electronics. Take test
tapes, for example. They frequently
make use of pure tones, even pure
sine waves that easily go through your
amplifier yet give a most confusing
impression in your sound-level meter
or ears. The culprit? Standing waves
caused by hard parallel surfaces—like
walls, floor and ceiling—which reflect
the sound back and forth. At the point
of reinforcement, the sound is loud;
at the null point, it's low. What to do?
Persian wall-hangings, bearskin rugs
and soft rounded forms—if you're
lucky enough—help keep standing
waves down. But to develop the very
best in KODAK Sound Recording
Tapes, our engineers turn to “pink
noise” testing.

Why pink? Unlike pure tones that

make for easy instrumentation, musi-
cal sounds are complex—very similar
to narrow bands of “‘white noise.” But
a white noise generator produces a
mixture of all possible tones with
equal energy-per-unit frequency. By
breaking this white noise down into
one-third octave bands of equal en-
ergy, we can study portions of the
sound spectrum separately, yet have
sound waves that are sufficiently com-
plex so standing waves no longer con-
fuse the issue. We call this type of
white noise “‘pink.” We're working on
a practical simplification that will let
you do something of this sort for your

own checkout. But meanwhile, relax
to the music of KODAK Tape, secure
in the knowledge that it is even “Pink
Noise Tested!”

KODAK Tapes—on DUROL Base and
polyester base —are available at most
electronic, camera, and department
stores. To get the most out of your
tape system, send for free, 24-page
“Plain Talk” booklet which covers the
major aspects of tape performance.
Write: Dept. 940, Eastman Kodak
Company, Rochester, N. Y. 14650.

EASTMAN KODAK COMPANY, Rochester, N.Y.
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MODEL 1/4 TRACK STEREOD

SX724 oNLY $975

INEW|

Modular Transport
Low-Noise Circuitry
Third Head Monitoring

World’s Finest Recording Quality
Speed Response S/N
7-1/2 +2db 30 to 25,000 55db
3-3/4 +2db 30 to 15,000 50db

&L o International
BOX 1000, DEPT. HF-8
ELKHART, INDIANA

MADE ONLY IN AMERICA

CIRCLE 22 ON READER-SERVICE CARD

MEND, SPLICE, SAVE
Your Hi-Fi tapes with

EDI7/abs

The MEND+AID*Splicing
Method that works
like a “Band-Aid”

GET A QUICK DEMONSTRATION
AT YOUR HI-FI DEALER'S.
PACKAGE OF 50—ONLY $1.50

APPLY
ly the self-aligning
b over both ends.
Press finger over ad-
hesive ares.

Locate tape erea to be
removed. Cut at 45°
angle. Remove excess
tape and butt ends.

Raise tranyparent end
and rest of protective
acetate and splice is
complete.

*A mark of Elpa Marketing industries, Inc.
CIRCLE 32 ON READER-SERVICE CARD
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THE TAPE DECK

Continued from page 107

MAHLER: Symphony No. 4, in G

Judith Raskin, soprano; Cleveland Or-
chestra, George Szell, cond.
e o CoLumsia MQ 783. 58 min. $7.95,

MAHLER: Symphony No. 7 (“Song
of the Night”)

Utah  Symphony Orchestra, Maurice

Abravanel, cond.

® o VANGUARD VTK 1711 (double-play).

78 min. $11.95.

With Szell’'s expansive Fourth (and its
beautiful singing by Miss Raskin in the
finale) it is almost impossible to find
fault: the interpretation, if sometimes
exceptionally slow, is nobly eloquent; the
Clevelanders’ playing is superbly con-
trolled and colored; the recording is
spaciously vivid and Columbia's tape
processing impeccable. But much the
same praise is also applicable both to the
Reiner/RCA Victor taping of February
1961 and to that by Solti for London of
November 1961. And the last named is
characterized by a magical sweetness and
buoyancy that—together with Sylvia
Stahlmann’s  angelic  vocalism—carries
us higher into the heavenly empyrean
than even Szell or Reiner can soar.

The Vanguard offering is the first tape
edition of a work far too seldom heard

on Hi-Fi
COMPONENTS & TAPE RECORDERS
We invite your test of our We Will Not
Be Undersold policy
15-day money-back guarantee.

2-yr. unconditional guarantee parts & labor
no charge, at local warranty station, factory
or our service dept.

Trade-ins highest allow. Send your list.
Most items shipped promptly from our

250,000 inventory, double-packed and fully
insured.

e Qur specialty—APQ & Export shipments.
21st yr. dependable service—world wide.

Easy-Pay-Plan—Up to 24 mos. to pay.
Write for our price first.
We own the sharpest pencils
in the U.S.A.

PREMIUM QUALITY RECORDING TAPE
Type Brand Ea.
166 3M 7' 1200° Acetate  1.99
169 3M 7' 1B00’ Polyester 1.59
031 Irish 7" 12000 * 99
“041  Irish 7" 1800°  * 1.35
T708C1 RCA  7° 1800° Mylar  2.69
795115 Ampex 7 2400° 4.09
Minimum Order 12 reels any assortment.

Shipping and handling USA and APQ $2.00.
Add 10c per reel over 12,

Please write for types not listed.

HI-FIDELITY
L ~yene—

CENTER
“The House of Low Low Prices’
239-H East 149th St.
New York, N.Y. 10451
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in concert, but Mahler’'s music here is
highly uneven and Abravanel's competent
reading never achieves complete convic-
tion. The problem for tape collectors is
whether to accept this version or to wait
in the hope that a more electrifying edi-
tion by Bernstein for Columbia (just out
on discs in England) will be made avail-
able on tape in this country. The present
recording is strong and clean, if a bit
lacking in warmth, but my first copy was
flawed by an odd “burbling” in the proc-
essing of the A-side only—a sound de-
ceptively like the staticlike noise some-
times produced by a playback head
which needs demagnetization.

RAVEL: Rapsodie espagnole
1Debussy:  Nocturnes (3);
(orch. Ravel)

Danse

Temple University Women's Chorus (in
Nocturne No. 3, Sirénes): Philadelphia
Orchestra, Eugene Ormandy, cond.

e o CoLuMmBIA MQ 786. 47 min. $7.95.

It was nearly a year ago that I marveled,
in a review of this program’s disc edition,
over its phenomenal orchestral playing
and the almost too vivid presence of its
scintillating stereo recording. Now these
miracles amaze me all over again as I
rediscover them in a tape transfer that
falls short of perfection only in a faint
whisper of surface noise under some
panisstimo  passages. Francophiles and
impressionists will find less idiomatic
piquancy and evocative magic here than
in the readings by Monteux and Anser-
met for London, but the present recorded
performances are unrivaled both for
sheer opulence of instrumental sonics
and for the sharpness and fullness of
scoring detail. Certainly no other version
of the Rapsodie espagnole enables one
to hear so much of its textural intricacies
and coloristic nuances.

SCHUBERT: Quintet for Piano and
Strings, in A, Op. 114, D. 667
(“Trout”)

Peter Serkin, piano; Alexander Schneider,
violin; Michael Tree, viola; David Soyer,
cello: Julius Levine, bass.

e @ VANGUARD VTC 1713. 40 min. $7.95.

In the very early tape years there were
two mono reels of the universally loved
Trout Quintet; then stereo tapings from
Concertapes in 1959, Ferrotape in 1961,
and London in 1962. All had merits of
one kind or another, but none of them
matches either the verve of the present
performance or the lucidity of its en-
gineering, which embodies a somewhat
more open acoustical ambience than
one usually hears in chamber-music re-
cordings. Perhaps the string players are
a little too individualistic in their tonal
colorings for an ideal blend of sonorities
—but so much the better for the per-
vading, spontaneous relish of the music
itself. And young Serkin is a sheer de-
light throughout, playing with superb
rhythmic vitality and displaying gleam-
ingly bright tonal qualities.
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TCHAIKOVSKY: Concertos for Pi-
ano and Orchestra: No. 2, in G,
Op. 44; No. 3, in E flat, Op. 75

Gary Graffman, piano; Philadelphia Or-
chestra, Eugene Ormandy, cond.
e o CoLumaia MQ795. 51 min. $7.95.

Here if ever is a surefire best-seller! The
inspired choice of music gives us the
first tape editions of the unjustly
neglected ‘“other” piano concertos by
Tchaikovsky (although the one-move-
ment Third already has been represented
after a fashion as part of the syn-
thesized  “Seventh”  Symphony, also
taped by Ormandy for Columbia). The
present performances, by both soloist and
orchestra, demonstrate high-tensioned
virtuosity of the utmost bravura. And
for the “imperious, full-blooded™ quali-
ties of the recording I can only repeat
my praise (doubled in spades, as it
were) of the recent Entremont/Ormandy
Second and Fourth Saint-Saéns Piano
Concertos. The sole sour note is the
annoying disc side break between the
second and last movements of the
Second Concerto.

TCHAIKOVSKY: Variations on a
Rococo Theme, Op. 33

+Schumann: Concerto for Cello and
Orchestra, in A minor, Op. 129

Mstislav Rostropovich, cello; Leningrad
Philharmonic Orchestra, Gennadi Rozh-
destvensky, cond.

e o DruUTSCIE GRAMMOPHON DGG
8674. 44 min. $7.95,

Someone at DGG (or its Ampex proc-
essors) deserves thanks for rescuing so
valuable an addition to the recorded
repertory as this fine pair of 1961 per-
formances. Only the Tchaikovsky work
is brand-new to tape, but the single
previous reel version of the Schu-
mann Concerto, that by Rose and Bern-
stein for Columbia of June 1962, was
not entirely satisfactory. Rostropovich's
playing is quite incomparable for its
poetic tenderness and serenity; although
he plays with prodigious virtuosity when-
ever the music makes such demands, as
it does in the finales of both the present
works, the primary impression is one of
exceptional graciousness. The Leningrad
Philharmonic provides admirable, if per-
haps rather too reticent support, the re-
cording still sounds limpidly rich, and
the tape processing is flawless.

“The Best of Peter Nero.” Peter Nero.
piano: orchestra, Marty Gold, cond.
RCA Victor FTP 1313, 39 min,, $6.95.

An anthology of twelve revivals which

confirms both my warm praise for some

of Nero's earlier performances and my
later feeling of some loss of imaginative
freshness in his arrangements. Over-all,
though, the present selections illustrate
many of the pianist's most attractive
qualities, particularly in Ir's All Right

Continued on page 112
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Know how to spot head wear?

These unretouched photos show you how!

“LOOK"—Look for; (1) the gap; (2)
depressions, gouges, score marEs
i3) angled wear lines on either side
of pole pieces,

"TOUCH" —Rum your fingernail
across face of head vertically and
horizontally in both directions. Can
you feel (4) rough surfaces, sharp
edges, or catch your nail on (5) 2
weargroove?

' OR "LISTEN"—Use our AT-100 Test Tape |
or play a pre-recorded tape with good "%
“highs'" as offered by Latin-type music or
Violins. Do the “"highs'' sound flat, mushy
or distorted?

IF ANY OF THESE FOR VISUAL ’

CONDITIONS EXIST— COMPARISON...

take a look at this

REPLACE THE HEAD! new Nortronics head.

Your tape head wears every time you use your recorder, and as it wears, the
brilliant realism of tape is lost! Pressure pads and the magnetic tape itself,
both cause wear. The oxide coating used on the tape is an abrasive which
slowly grinds away the face of the head—and pressure pads cause uneven
wear. For top performance, intimate tape-to-gap contact is essential . . . and
poor contact, due to wear, results in severe high frequency losses, erratic
output, loss of output!

See your local Nortronics Dealer! &
Protect your investment in tape and equip- )

ment by replacing worn heads with full-
fidelity Nortronics precision replacements. 8141 A 10th Ave. No. s Minneapolis, Minn. 55427

CIRCLE 59 ON READER-SERVICE CARD

HI-FI SHOPPERS

BEFORE YOU BUY

Why?

DO THOUSANDS OF HI-FI

GET A RABSONS QUOTE ENTHUSIASTS BUY FROM
.YOU'LL BE GLAD YOU DiD! I
AUDIO UNLIMITED
bility and Personal ha\'e
h]rwu:ds for over 61 yrars

At Rabsons Cempelitive Prices, Relia-
It's so EASY and SAFE to deal with Rabsons iIt's Obvious!

LOWEST PRICES

FAST SERVICE

FACTORY SEALED UNITS
FULLY INSURED SHIPMENTS
PACKAGE DEALS—SAVE MORE
FRANCHISED DISTRIBUTORS

Write for FREE Listing today

BALL POINT PEN with every quote
SEND US YOUR LIST
RABSONS... .. FOR OUR AIR MAIL
e S e M ol QUOTE TODAY

Visit OQur Showroom and Warehouse
Closed Mondays

@AUDIO urlimited, inc.

715-F Second Ave. (Nr. 38) N. Y. 16, N. Y.

of Reliability"”
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‘e LABORATORIES
(I .

presents

Sated Statt

Model CC-508

—100 W Stereo Amp/
Pre-Amp

Model CC-1

—Stereo Control Center

i Model 35D

| —70 W Stereo Power

[ Amplifier

Model 35MRM

—Professional Power
Amplifier

. . . for performance as high
as the state of the arts
permita—without
compromise!

Write for complete
details, specifications and
prices

[ J
=
L/

$§75 Hope Street, Stamford, Conn. 06879

LABORATORIES
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REVERE/WOLLENSAK

TAPE RECORDERS
deliver a wallop

bigger than many

= twice its size.
WE HAVE THE MOST
COMPLETE SELECTION

ANYWHERE.
NEW MODELS INCLUDE

T1-1500-55, 1200, 1980, 5150, 5250, 5280, 5300,
4100 (cartridge recorder), 7000, 7100, 7200.

Your order receives our prompt attention. FAN-
TASTIC PRICES for name brand and special purpose
magnetic tapes!

REQUEST FREE TAPE RECORDER DISCOUNT SHEET

ALL STEEL CARRYING CASE
4_98 postpage prepaid
e Holds 14 tapes (7°) in
boxes, or 120 records (45's)
* Full length piano-type

hinge with 90° stop ~le
o Rust proof bronze finish

SAVE 30-60%
also 30% OFF f;;;gg"t;;;s

Request FREE 60 page stereo catalog

SAXITONE RECORDING TAPE
Sed =89

e e

4 track stereo
music on tape

300° Mylar (tensilized) 3'‘ Reel

600 acetate (plastic), 5 inch ............ .70
600’ MYLAR S-inch reel ................. .75
900° MYLAR (Polyester), 5 inch .......... .89
1200° acetate (plastic), 7 inch ........... .99
1200° MYLAR, 12 mil. (strong) .......... .98
1200 MYLAR V2 mil. tensilized, 5 ...... 1.59
1800° acetate (plastic), 7 inch ............ 1.19
1800 MYLAR, 1 mil. thick, 7 inch ..... w 1.59

2400’ MYLAR, untensilized, 7 inch
2400’ MYLAR, tensilized, 7 inch
3600° MYLAR, tensilized, 7 inch .........
Revere M-2 blank cartridge tapes ........
30% off Revere automatic music tapes

All Prices Plus Postage
Greater Discounts to Quantity Buyers

SAXITONE TAPE SALES
1776 Columbia Rd. N.W., Washington 9, D.C.
CIRCLE 19 ON READER-SERVICE CARD
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CUSTOM COVERS

Make your TAPE LIBRARY
“‘Bookcase Neat."

e EASY_TO APPLY - FITS
ALL 7" REEL BOXES
@ YOUR CHOICE OF 5
COLORS - BEIGE-GRAY-
OCHRE-SALMON-OLIVE
LEATHER TEXTURED
STOCK-VARNISHED FOR
LONG WEAR

TITLES MAY BE NEATLY
TYPED BEFORE APPLYING

8 for $1.00
30 or more 10¢ ea.

POSTPAID — MONEY BACK GUARANTEE

Custom Covers Dept. 2

WINDSOR, CALIF. 95492

STEREO TAPES

& QOver 2500 different, 4-track Al Labels
& No deposit on tapes rented

FREE
BROCHURE

stereo-parti

1616 -C TERRACE WAY, SANTA ROSA, CALIF
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| WRITE FOR
QUOTATION

FACTORY SEALED CARTONS
FRANCHISED DISTRIBUTOR
QUICK SHIPMENT

WE GIVE

| DISCOUNTS

| ON HI-FI
COMPONENTS

|
\ SOUND
|

REPRODUCTION

INC.

34 New Street, Newark, N, ). (07102)
(201) Mitchell 2-6816

RENTES®

o Postpaid 2 to 5 day delivery (48 States)
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THE TAPE DECK

Continued from page 111

with Me and Night and Day (both of
which feature ingenious Beethovenian
interpolations), an amusingly “Russian”-
styled Midnight in Moscow, a highly ro-
manticized but appealing Moon River,
and a zestful Mountain Greenery.

“Holiday for Strings.” Boston Pops Or-
chestra, Arthur Fiedler. cond. RCA
Victor FTC 2217, 46 min., $7.95.

Matching the admirable sonic authenticity

of the recent (also non-Dynagroove)

“Evening at the Pops,” the present pro-

gram too is one of the most enjoyable

in the Fiedlerian series of light classics
and classically oriented pops. Exemplify-
ing the latter, David Rose's Holiday for

Strings and Our Waltz, Hayman's No

Strings Atached, Gould's arrangement

ot The Surrey with the Fringe on Top

and Grofe's of Malagueia are all un-
surprisingly spirited and effective. No
less lively but more interesting musically
are the lusty Guion Arkansas Traveller,

Hayman’'s amusing miscegenation of #Hu-

moresque and Swanee River, and a

cracklingly electric Flight of the Bumble-

bee starring flutist James Pappoutsakis.

And to give this program real distinction,

there are a delectably quaint Lumbye

Concert Polka starring violinists Alfred

Krips and George Zazofsky, and a scin-

tillating performance of the finale of the

Mendelssohn Violin Concerto in which

the “soloist” 1s the whole 18-man first-

violin section of the Pops Orchestra.

“Romantic Waltzes by Tchaikovsky.”
André Kostelanetz and His Orchestra.
Columbia MQ 782, 33 min., $7.95.

Kostelanetz's orchestra, enlarged to sym-

phonic dimensions, is here robustly re-

corded with theatrically effective vivid-

ness and authentic auditorium acoustical

ambience, and the eleven selections in-
ciude not only the best-known waltzes
from the three great ballets but also
transcriptions of the Waltz in E flat from
the Op. 39 Children's Album, the Valse
sentimentale, Op. 51, No. 6, and the

Valse mélancolique. But, with the best

will in the world, I can’t stretch my

praise any further: the readings them-
selves are all either nervously rushed, or
they languish into unabashed schmaltz.

“Russian Church Music.” Don Cossack
Choir, Serge Jaroff, cond. Deutsche
Grammophon DGG 6385, 46 min,
$7.95.

This latest Don Cossack reel, featuring
Russian Orthodox liturgical works for
various festival occasions from Christmas
to Easter, includes such fine works as
several Ukrainian Vespers, Bortniansky's
Canon of Andrew Archbishop of Crete,
music from the traditional Easter Mass,
etc. And for all the excessive showman-
ship of the Don Cossacks, where else
today can one hear such magnificent,
truly profondo, bass voices? They are
impressively recorded too, but my copy
slipped past the processing quality-checks
with some built-in A-side burbles.

HigH FIDELITY MAGAZINE
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A BASIC TAPE LIBRARY

Continued from page 62

on ourselves and our lives, they win
respect.

VERDI: Falstaff. Tllva Ligabue, Giulietta
Simionato, Geraint Evans, et al.; RCA
Italiana Chorus and Orchestra, Georg
Solti, cond. RCA Victor FTC 8008.

Why Falstaff rather than another Verdi
opera? For its superb comic invention,
its unending stream of glorious melody,
and, most of all, for its nearly perfect
union of dramatic thought and musical
substance. It is the supreme concentra-
tion of Verdi's genius, an opera for
those who sce the form as high art, not
high vaudeviile. Solti directs an extreme-
ly fine performance with a first-class
cast. Begin with Verdi's best.

VIVALDI: The Four Seasons. Solisti di
Zagreb, Antonio Janigro, cond. Van-
guard VTC 1611.

There are as many tape editions of this
work as of Tchaikovsky's Pathiétique,
which surely proves something about
American musical culture. Inasmuch as
I dislike the overstated, hard-driving ap-
proach to this music, I relish the relaxed,
spacious quality Janigro brings to the
work. There is delicacy here, with the
music offering a full measure of its
atmosphere and charm.

WAGNER: Die Meistersinger von Niirn-
bere. Claire Watson, Jess Thomas, et
al.: Chorus and Orchestra of the Ba-
varian State Opera. Joseph Keiiberth,
cond. RCA Victor FTC 9501.

It simply is not possible to cast this
work as one could in the 1930s: the
voices are not available. But a Meister-
singer that i1s more right than wrong is
better than no AMeistersinger at all. This
performance has many assets, and even
in its weakest aspects you hear the
glorious score of the finest romantic
comedy of nineteenth-century opera.

WAGNER/STOKOWSKI: “Love Music”
from Tristan und Ilsolde—See Falla:
El Amor brujo.

VOCAL MUSIC:

A basic library ought to contain a couple
of vocal collections. My suggestions are
the following: “The Robert Shaw Chorale
on Tour,” RCA Victor FTC 2143 (lves:
Harvest Home Chorales; Mozart: Three
Psalms: Ravel: Three Songs: Schoenberg:
Peace on Earth). “The Fabulous Victoria
de los Angeles,” “Duets by De los An-
geles and Fischer-Dieskau,” Angel Y2S
3665. 334 ips (Spanish, ltalian, French,
and German songs: duets by a number of
composers from Purcell to Fauré).

The assets here are twofold. Both
collections are extremely well balanced
with very little uninteresting material,
and the performances throughout are on
a high musical level. Some of the music
is familiar. but these reels also offer
many opportunities for discovery. with
the delightful expressive force of the per-
formances perhaps the greatest discovery
of all.

AucusTt 1966

BETACHABLE PLEXIGLASS COVER INCLUOED
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3 MEADS SIPARATE ERASE NECOND PLAYBACK

If youre not i

-
« )
[ o
i 5 4 tRACK STEREO
™ . %0 RECONDING AND PLAYBACK
.

ssed

with these 10 exclusive features in
the new Uher 9000 tape deck,

liste to this.

ELLING HI-FI
ORLD WIDE
INCE 1948

COMPOMENTS = RECORDERS
KITS * SPEAKER SYSTEMS = TAPE

® LOWEST PRICES
o SAME DAY REPLY
TO YOUR INQUIRY
® MFRS. SEALED CARTONS
e DOUBLE BOXED
WHEN POSSIBLE
@ FAST, INSURED SHIPMENTS
o PACKAGE DEALS
SAVE YOU MORE
® FRANCHISED DISTRIBUTORS
FOR OVER 50 MFRS.
® OPEN MONDAY THRU
SATURDAY
® TEN CENT 1-HOUR PARK-
ING METERS AT PREMISES
Send for
FREE “MONTHLY SPECIALS”

of Components, Topes
ond Cortridges.
WRITE FOR MONTHLY SPECIALY
§ WISIT OUR STORE

CARSTON =ndin
1686-F Second Ave. (Nr. 87), N.Y. 10028
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For a demo visit your hi-fi dealer or write for literature, Martel Electronics, Los Angeles: 2356 South
Cotner: New York City: 1199 Broadway: Chicago: 5445 North Lincoin Avenue End wasted tape. Send for
the new Martel “Tape Tabulator" for the timing of classical repertosres ($2.75 value). Dept. B, California
office. Enclose 25 cents for postage and handling. Sound begins and ends with a Uher Tape Recorder

CIRCLE 53 ON READER-SERVICE CARD

SAVE MONEY on
'NATIONALLY
ADVERTISED BRANDS

HE
ENTS

RCCESSORIES
SLEEP LEARN KITS

MERITAPE
Top Quality Recording Tape

® Franchised Distributors

® Factory Sealed Cartons
+* Lowest Prices

s Integrity—Service

Write for our
VERY LOW QUOTATIONS

FREE CATALOG

DRESSNER

1523 Jericho Tpke., New Hyde Park 32, N.Y,
Visit Our Showroom
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THE
LONDON

SYMPHONY
IS PLAYING IN
DAYTONA BEACH
THIS SUMMER

WHY DON’T YOU?

ENJOY A GALA MUSIC FESTIVAL AND
THE WORLD'S MOST FAMOUS BEACH!

COLIN DAVIS, Music Director

July 28/29 — British Program:
Works by Britten, Yaughan
Williams, Walton.

July 30/31 — Russian Program:
JANOS STARKER, cello. Works
by Tchaikowsky, Prokofieff.

Avug.4/5 — German Program:
BARRY TUCKWELL, horn. Works
by Weber, Strauss, Wagner,
Beethoven.

Avg. 6/7
RICHARD BURGIN conducting:
JOHN OGDEN, piano. Works by
Bartok and Shostakovich.

Avg. 11/12 — French Program:
Works by Ravel and Berliez.

Avg. 13/14
JAIME LOREDO, violin. Works
by Mozart, Stravinsky,
Beethoven.

Aug. 18/19 — American Program:
AARON COPLAND conducting.
GERVASE de PEYER, clarinet.
Works of Barber, lves, Harris,
Copland.

Aug. 20/21 — Avstrian Program:
ORCHESTRA QUARTET. Works
by Mozart, Haydn, Mahler.

All concerts in air conditioned
avditorium.
Reg. $10 Single ... Season $72
Reg. $7.50 Single. . .Season $54
Reg. $5 Single Season $36
Reg. $3.50 Single . . Season 325

SEASON TICKETS ARE FOR 8 CONCERTS
THURS./SAT. OR FRI./SUN.

FESTIVALS, P.0. BOX 1733,
Daytona Beach, Florida
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@ Why turn off your love of good music when you
* shut your living room door? Summer or winter,
indoors or out, from beach to mountaintop, from patio
to summer home — the Electro-Voice Sonocaster 1
puts good music where it belongs . . . with you.

It’s built to take any weather. The one-piece housing
can’t rust, crack, or peel — the color is molded right
into the plastic. And tough? Just ask the schools,
radio stations, and businesses that find a Sonocaster
ideal for portable high fidelity sound.

Now how about the music? Well, short of 32’ organ

pipes (which the Sonocaster frankly ignores) you'll

be hard pressed to hear any trace of “portable” sound.
Whether you add Sonocasters to your main hi-fi
system, or start with a portable radio, you’ll find these
small speakers uncommonly responsive.

Hookup is easy. Plug the Sonocaster directly intc the
auxiliary jack on most portables. Or add a pair to your
main stereo system in moments with just a screwdriver.

Pick up the Sonocaster I today. It costs no more
than $25.00 at leading audio showrooms evervwhere
And now, a little traveling music, if you please!

high fidelity systems and speakers - tuners, amplifiers, receivers « public address loudspeakers s / p-' L
«microphones » phonograph needles and cartridges *organs « space and defense electronics | = e R 4
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Compare these new Sherwood S-8800 features and specs! ALL - SILICON reliability. Noise-threshold-gated automatic FM Stereo/mono switching, FM stereo
light, zero-center tuning meter, FM interchannel hush adjustment, Front-panel mono/stereo switch and stereo headphone jack, Rocker-action switches for
tape monitor, noise filter, main and remote speakers disconnect. Music power 140 watts (4 ohms) @ 0.6% harm distortion. IM distortion 0.1% @ 10 watts or
less. Power bandwidth 12-35,000 cps. Phono sens. 1.8 mv. Hum and noise (phono) —70 db. FM sens. (IHF) 1.6 uv for 30 db quieting. FM signal-to-noise: 70 db.
Capture ratio: 2.2 db. Drift +.01%. 42 Silicon transistors plus 14 Silicon diodes and rectifiers. Size: 1615 x 44 x 14 in.deep.

Now,
look at the /24
Sherwood specs!

V-Vacuum
Tube Power (IHF)
Model S-ALL- 2 channels FM
SILICON 4 ohms Sensitivity
T-Germanium, Price | Dollars/

Transistor Watts Microvolts Watt
Sherwood S$-8800 S 140 1.6 $ 359.50 | $ 2.57
Altec 711A S 100 2.2 378.00 3.78
Bogen RT8000 iy 70 213 319.95 4.57
Dyna FM-3, PAS-3 & S-70 v 90 4.0 404.85 4.49
Fisher 600T V&T 120¢ 1.8 459.50 3.82
Fisher 440T T 70 2.0 329.50 4.70
Harman-Kardon SR-900B T 100 1.85 449.00 4.49
Mclntosh 1500 V&T 85 2.5 499.00 5.87
Marantz 8B, 7T, & 10B V&T 75* 2.0 1340.00 17.87
Scott 348 V&T 120 1.9 479.95 4.00
Scott 342 T 65 2.5 299.95 4.61
References “T or “V&T " (above) may include some silicon transistors
Figures above are manulacturers’ published specitications

except {*) which are published test hndings.

tlat 8 ohms), 4-0hm rating not specified

N ALL-SILCON
TUNERS aND
AMPLIFIBRS

3-YEAR WARRANTY S-8800 140-watt FM ALL-SILICON Receiver
$359.50 for custom mounting
$368.50 in walnut leatherette case
$367.50 in hand-rubbed walnut cabinet

Sherwood Electronics Laboratories, Inc., 4300 North California Avenue, Chicago, Illinois 60618. Write Dept. H8
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