

















































































































If you know everything
there is to know about the new
high fidelity components, about

decorating with music and
about musicology, stay out of
New York September 21,22,23,24
and don’t go anywhere near
Los Angeles November 2, 3, 4, 5.

The 1967 IHF Shows will be in those cities on those days. And never before have
SO many experts been gathered to give so many talks about so many subjects
related to music in the home.

Unless you know it all, there's sure to be something new you can find out at the
biggest IHF High Fidelity Music Shows of all.

1967 New York 1967 Los Angeles
High Fidelity Music Show High Fidelity Music Show
Sept. 21—-3:30 PM-10:00 PM Nov. 2—4:00 PM-10:30 PM
Sept. 22—3:30 PM-10:00 PM Nov. 3—4:00 PM-10:30 PM
Sept. 23—Noon-10:00 PM Nov. 4—Noon-10:30 PM
Sept. 24--Noon-6:00 PM Nov. 5—Noon-6:00 PM

Schedule of N.Y.Show Seminar Events—Keep It Handy!

Los Angeles Seminar Schedule to be announced.

Thurs,, Sept. 21, 6:30-7:30 PM—Novice Symposium—"Introduction to Hi-Fi Com-
ponents™. ... 7:30-8:30 PM—"“Tape and Tape Recorders”. . ..8:30-9:30 PM—
“The Classical Recording Scene.”* :

Fri., Sept. 22, 6:30-7:30 PM—Novice Symposium (same as Thurs.). . .. 7:30-
8:30 PM—"Cartridges, Turntables, and Changers". ... 8:30-9:30 PM—Decor
Group—Albert Herbert.

Sat., Sept. 23, 2:.00-3:00 PM—"The Pop Scene"*. ... 3:00-4:00 PM—“Ampli-

fiers and Tuners™. . . . 4:00-5:00 PM—Decor Group—Bill Leonard. . . . 6:30-7:30
PM—Novice Symposium (same as Thurs.). . .. 7:30-8:30 PM—*Stereo and the
Listener”. . .. 8:30-9:30 PM—"The Successful Recordings.”*

Sun., Sept. 24, 2:00-3:00 PM—Decor Group —Vladimir Kagan. . .. 3:00-4:00 PM

gNovice Symposium (Same as Thurs.). . . . 4:00-5:00 PM—*“The Jazz Recording
cene."*

*Sponsored by the National Academy of Recording Arts & Sciences (NARAS).

Show Admission: $2.00. See your high fidelity dealer for special discount tickets.

In New York—Statler Hilton Hotel. ' In Los Angeles—Ambassédor Hotel.


























































Dual.

Tomorrow too. Even the most sen-
sitive of today’s cartridges, with their ability
to track at 1 gram, pose no challenge to the
Dual tonearm. Nor is any cartridge now on
the drawing boards likely to.

If a cartridge ever appears that can
track as low as ¥2 gram, the Dual tonearm will
still be comfortably ahead of it. As will the en-
tire Dual turntable.

Every aspect of the Dual is de-
signed and engineered to perform smoothly
and quietly at tracking forces well under %2
gram. This includes tonearm, motor, platter,
cueing, automatic cycling and switching.

For example, it takes only V4 gram
of force to slide the operating switch to “stop”
when a record is in play. So there's no annoy-
ing stylus bounce. It takes even less force to
activate the automatic shutoff when the stylus
reaches the runout groove.

Tonearm adjustments are equally

precise. The direct-dial tracking force adjust-
ment is accurate to within 0.1 gram. And the
Tracking-Balance control (anti-skating) is not
only calibrated to tracking force, but to differ-
ent stylus radii as well.

When precision like this is com-
bined with rugged reliability proven over the
years, it's no wonder that most leading audio
editors and record reviewers use a Dual in
thelr own stereo systems.

Among the many exclusive Dual
features these professionals appreciate are the
variable speed control and the single-play
spindle that rotates with the platter, exactly
as on manual-only turntables.

These and other advanced Dual
features are described on the opposite page.
But as with all audio equipment, nothing can
take the place of an actual demonstration.
And as you will then learn, nothing can take
the place of a Dual.

















































































































































































































































ploying two violins and cello as the con-
certino.) The solo instrument is launched
into brilliant passage work; it ruminates
(in No. 3) above a descending ostinato
figure full of twilight melancholy; it at-
tains a special ringing clarity in the two
works in which it appears scordatura; it
is by turns stately, joyous, full of senti-
ment. The tutti role in all of this is re-
markably varied; most of the slow move-
ments utilize only certain sections in ac-
companying the soloist, with the result
that color and sonority are constantly
fresh. The continuo part, incidentally, is
performed here on the organ, in accord-
ance with the composer’s specifications.

The performances by I Musici are
princely. Felix Ayo projects that wonder-
ful simplicity which is the key to music
of this kind—his passage work is abso-
lutely clean and pure, his melodic lines
are as natural as breathing, and he never
for a moment loses the essential pulse of
each movement. Superb recorded sound
contributes to an outstanding album. S.F.

RECITALS &
MISCELLANY

SAMUEL BARON: Twentieth-Cen-
tury American Music for Solo Flute

Riegger: Suite, Op. 8 (1929). Mamlok:
Variations (1961). Kupferman: Line
Fantasy from Infinities One (1961).
Perle: Monody No. 1 (1960). Wiggles-
worth: Lake Music (1946). Martino:
Quodlibets (1954). Hovhaness: Sonata
for Flute, Op. 118 (1964).

Samuel Baron, flute. COMPOSERS RE-
corDINGS ® CRI 212, $5.95 (mono
only).

The flute’s penchant for wide leaps,
for varied tonguing techniques, and
even (as one or two of the pieces on
this disc demonstrate) for glissando ef-
fects makes it a congenial medium to
composers of the avant-garde or within
hailing distance of it. Whether the in-
strumental high jinks are likely to lead
very often to substantial musical results
is another matter, and this collection
of American compositions yields noth-
ing that can quite rival such unaccom-
panied-flute classics as Debussy’s Syrinx,
Berio’s Sequenza, or Varése's Density
21.5. But that is not to say that it does
not contain some impressive pieces.

In fact the program might almost
have been designed by a publicity agent
acting for Alan Hovhaness. His Sonata,
coming at the end of the second side, is
the longest piece on the record, but the
quality of its inspiration makes it seem
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the shortest. There is, of course, nothing

avant-garde about Hovhaness’ Eastern-
influenced style, which, so far from
being modern, is timeless if you like
it and old-fashioned if you don’t. But
the sheer precision of thought and im-
agination makes this three-movement
composition constantly absorbing: its
phrases lead to one another, where some
of the other pieces on the record seem
merely to ramble,

The oldest work included is Walling-
ford Riegger’s rather dry Suite, which
was written in 1929 and is hardly rep-
resentative of its composer’s mature
style. Of the other five pieces, Meyer
Kupferman’s Line Fantasy and George
Perle’s Monody No. I sit most com-
fortably on the attention. Kupferman’s
longish piece exploits instrumental possi-
bilities in ways that are both sensuously
beguiling and formally cogent, and
Perle’s shorter work proceeds with an
organic logic that is wanting in Ursula

Mamlok’s carefully worked out but con-

trived-sounding Variations. The Wiggles-
worth and Martino pieces are harmless
but unexciting.

Samuel Baron plays the music sym-
pathetically and well, though the last
degree of technical control is missing
from his performances: there are some
fluffy attacks in the faster passages,
and long sustained notes at high volume
level tend to . .coarsen tonally. But the
disc offers pleasure as well as documen-
tary value, and the instrument has been
very naturally recorded. B.J.

MISCHA ELMAN:
Mischa Elman”

“The Art of

Dvoréak-Kreisler: Slavonic Fantasie in B
minor. Tchaikovsky: Russian Dance,
Op. 40, No. 10. Debussy: Valse. Gluck:
Largo. Kroll: Juanita. Benjamin: From
San Domingo. Smetana: From the Home
Country, No. 2. Fauré: Berceuse, Op.
16. Kreisler: La Précieuse (in the style
of Couperin). Espejo: Airs Tziganes.

Mischa Flman, violin; Joseph Seiger,
piano. VANGUARD ® VRS 1173, or VSD
71173, $5.79.

The late Mischa Elman was nearing his
seventy-sixth birthday when he recorded
this collection of “lollipops” early in
October of 1966. And whether or not
you are prepared to swallow whole the
occasional extremities of rubato and the
one or two exotic arabesque solo in-
troductions which become almost self-
parodies, you cannot help responding
with good will and pleasure to the real
bite and snap of the fast pieces, the
clean articulation throughout, the un-
abashed romanticism that has grown
rare in our time. Much of the essence of
Elman is in this disc, and it is sad to
think that we will have no more of
the same. S.F.

MARCEL JOURNET: Recital

Adam: Le Chdlet: Dans le service de
I'Autriche. Gounod: Reine de Saba: Sous

les pieds d’'une femme. Philémon et
Baucis: Que les songes heureux. Roméo
et Juliette: Dieu qui fut ’homme (with
Rocca, t, and Bakkers, s). Délibes:
Lakmé: Lakmé, ton doux regard. Mas-
senet: Hérodiade: Astres étincelants.
Berlioz: Damnation de Faust: Chanson
de la puce. Wagner: Das Rheingold:
Abendlich  strahlt. Gdtterdimmerung:
Hier sitz ich. Donizetti: Lucia di Lam-
mermoor: Dalle stanze. La Favorita:
Anathéme de Balthazar (with M. Du-
pouy, t); Splendon piit belle. Verdi: Don -
Carlo: Ella giammai m’amd. Nicolo:
Joconde: Dans un délire.

Marcel Journet, bass; orchestras [from
originals recorded 1905-12]. Rococo ®
5249, $4.98 (mono only).

My admiration for Journet is almost un-
bounded, but it seems to me that Rococo
could have on this occasion put together
a more interesting record, even if we
grant that multiple duplications are un-
desirable. In the first place, several of
these bands have been taken from copies
in rather poor condition, and even some
of the others seem to have lost a good
deal in the transfer process—the “pres-
ence” of the voice in the song from Le
Chdlet, for example, compares poorly
with my own (only fair) 78 copy, and
some of the wonderful swagger is gone
from it as a result. The Roméo band,
for one, could well have been omitted,
for this is the less interesting part of
the scene, heard through fairly heavy
noise and poorly sung by Journet’s two
partners.

On the other hand, it is pleasant to
have some of the singer’s Wagner on LP,
particularly the imposing voicing of
Hagen’s Watch; I wish the Lohengrin
prayer and the “O du mein holder Abend-
stern” could have been rescued too. Both
Favorita arias, but especially the Curse
(sung in the original French) are excel-
lent, as are the Hérodiade scene and the
lovely Lakmé aria. The excerpt from
Gounod’s Philémon is not the well-known
display piece “Au bruits lourds des
marteaux” but the gorgeous little ber-
ceuse, which for some reason is almost
totally forgotten. The Nicolo selection is
a prime example of a great singer’s
ability to make one swallow the most
wretchedly thin material.

Naturally, the vocalism is remarkable
throughout. Among all of Journet’s re-
corded selections, I doubt that there is
a single side that leaves one in doubt
about the greatness of the voice or the
sensitivity of the singer. His Gallic origin
is never in doubt, either, whatever the
nationality of the material, but it was
the best of French style—manly, robust,
and colorful, as well as elegant and
tasteful. The voice’s line was firm and
solid, the range unusually long—more
remarkable at the top than at the bottom,
at least on records, but still capable of a
low E of the sort that is seemingly be-
yond even the blackest of today’s basses.
When one reflects that Journet left the
Metropolitan because other basses stood
in his way for most of the really fat roles,
one wonders what on earth has happened
in the intervening half century. C.L.O.
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