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you push- button 
t moving parts, 

curate than flywheel 
Teter or a scope. 

brought in loud and clear, automatically, byAutoScan.) 
Or you press another button and the AutoScan will 
scan the entire FM band, station by station. There's 
nothing further for you to do but enjoy the parade of 
perfectly tuned -in stations filing before you. Stop 
when you hear what you like. 

For added convenience, remote control is 
standard. You can work the AutoScan from your favor- 
ite chair. 

Of course, for the psychological benefit of those 
who still want to tune manually, the Fisher 450 -T also 
has ultra- smooth flywheel tuning, complete with an 
accurate tuning meter. (Even if you never use the fly- 
wheel tuning for FM, you'll need it for AM. The 450 -T 
has an AM section that we're extremely proud of, in- 
corporating sophisticated circuitry to cut out inter- 
ference and whistles, and highly selective ceramic 
filters.) 

Power? Power! 
With 180 watts of clean power you'll be able to 

drive several remote pairs of speaker systems, as well 
as a big, power- hungry main stereo system. 

We figure there's no point in giving you all that 
tuning convenience without an amplifier capable of 
excellent transient response, and truly big, clean 
sound. 

Go ahead, boost the bass and treble. 
Baxandall tone controls (a feature of every 

Fisher receiver) allow you to increase the very low 
bass and upper treble without affecting the mid -range. 
That means no boomy, or harsh side effects at Sher 
bass and treble boost levels. 

Now about IC's. 
There are many reasons why the Fisher 450 -T 

sounds as clean as it does, including a more discre- 
tionary use of IC's than is common industry practice 
these days. 

Other receivers claim to have more IC's than 
Fishers. 

That's fine with us. 
Sure, we use IC's, FET's, MOSFET's and space - 

age circuitry in our receivers. And in many applica- 
tions they're a definite asset. 

Many, but not all. 
We've found that the mere inclusion of these 

devices does not result in superior performance. 

Careful judgment and discretion is required to 
make the most out of IC's, and the rest. 

For example. Our engineers discovered one par- 
ticular application (in one of the audio preamplifier 
stages) where none of the available IC's on the market 
could match the noise and overload performance of 
our special low- noise, silicon transistors. 

And that's not an isolated example. 
Another new IC that many manufacturers were 

using and advertising was tested by Fisher, and found 
to have subtle performance flaws. Rather than incor- 
porate it in our equipment simply to "keep up" with 
our competitors, our engineers worked with the IC 
manufacturer and were able to improve on its signal - 
to -noise ratio, distortion and dynamic range. As a re- 
sult, no Fisher receivers were built with the inferior 
version of this IC. 

A few important specifications: 
FM sensitivity, 2.0 µv. 
FM stereo separation (at 1 kHz), 38 dB. 
Harmonic distortion, 0.5 %. 
Hum and Noise, -90 dB. 

e Fisher 
OVERSEAS AND CANADIAN RESIDENTS 
PLEASE WRITE TO FISHER RADIO INTERNATIONAL, LONG ISLAND CITY, N.Y. 11101. 
PRICES SLIGHTLY HIGHER IN THE FAR WEST. 
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The Fisher 450-T gives 
electronic tuning withow 
for less than $400. 

It's marry times more at 
tuning, even if you use a r 

If you are a regular reader of this magazine, you 
may already be aware that Fisher's top receiver (the 
500 -TX, at $449.95) has a push- button electronic FM 
tuning system that makes flywheel tuning obsolete. 

But it may be news to you that the identical 
sophisticated diode circuit with its AutoScans push- 
button controls is available in a $399.95 unit (price 
includes remote control). 

Here's what Audio magazine had to say about 
our AutoScan electronic tuning: "AutoScan is prob- 
ably more accurate in tuning to center of desired 
channel than can be accomplished manually." 

At this point in history, when other receivers 
are offering two and three tuning meters, oscillo- 
scopes, words that light up, and various other devices 
that are supposed to help you tune in stations more 
accurately, we thought you might like to know why we 
at Fisher are putting simplified push- button tuning 
into all our best receivers. And how our push- button 
tuning is more accurate than anybody's manual tun- 
ing, including our own. 

For the moment, disregard its convenience. 
Diode tuning is dead -accurate, instantly. 
AutoScan, a Fisher exclusive, is a purely elec- 

tronic tuning system. There are no moving parts. In- 
st devices called varactor diodes are used to lock 
in stations at their most powerful, most distortion -free 
tuning point. We again quote Audio: 

r_____- ..____mm ..1 
Mail this coupon 

for your free copy of 
The Fisher Handbook, 1970 
edition. This reference guide 
to hi-fi and stereo also 
includes detailed information 
on all Fisher components. 
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11 -40 45th Road 
Long Island City, N.Y. 11101 
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"Station lock -in is flawless. That is, when the 
AutoScan stops on a station it stops on the exact 'cen- 
ter' of that channel. 

"The photograph shows the detector 'S' curve 
obtained using the AutoScan and letting it 'home in' 
on our signal. Note that it locked in on the precise cen- 
ter of the curve. This test, by the way, is far more 
severe than would be encountered in normal station 
selection because of the extremes of modulation we 
employed." 

Now comes the ques- 
tion of how important this 
degree of accuracy is toyou. 
Can you hear it? 

We believe you can. 
There's a subtle distortion 
that creeps into complex 
orchestral material, at 

every volume level, when an FM station isn't precisely 
tuned. If you've ever tried to listen to an FM concert, 
and felt somewhat dissatisfied with the sound as com- 
pared to records or tape, it could be a tuning problem. 
No tuner or receiver can be manually tuned as accu- 
rately as the Fisher 450 -T with AutoScan (except of 
course, the Fisher 500 -TX). Our engineers estimate 
tt íuning accuracy is at least ten times greater with 
AutoScan than with manual tuning. 

Also, AutoScan accuracy requires no warm -up. 
Stations can be locked in instantly, as soon as the 
receiver is switched on. That's important, because 
even some of the best manual tuning systems can't be 
tuned with reasonable accuracy until the circuits are 
stabilized, after the tuner has been on for twenty min- 
utes or so. 

AutoScan is so automatic - 
does it take the fun out of tuning? 
Everyone who has ever used the AutoScan me- 

chanism has found it to be a more enjoyable way to 
tune than any other they've tried. 

Here's how AutoScan 
tuning is accomplished: 
Press one of the AutoScan 
buttons and you automatic- 
ally bring in the next station on the dial. (Even far -off 
stations that are marginal or completely impossible 
to tune in manually on other good receivers, are 

i 
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Now 
your index finger 

is a more accurate 
tuning aid than a 

meter or an 
oscilloscope. 
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Only Piclçenng offers 
'Dynamic Coupling 'Facto K.. 

youf assurance of 
greater listening pleasure 

A sophisticate who can afford the finest 
in stereo components and equipment, 
would select the Pickering XV -15 Car- 
tridge labeled 750E, 400E or 350. They're 
the proper ones to deliver "100% Music 
Power." 

THE NEW PICKERING 
OF 750 FOR USE IN 

With the more simple equipment that 
characterize, today's informal living,the 
XV -15 with a DCF of 150 or 200 will as- 
sure "700% Music Power." 

A Pickering XV -15 Cartridge with a DCF 
of 100 or 140 will guarantee "100% 
Music Power" on the type of set up that 
the young in your house use for dancing 
or listening. 

The Dynamic Coupling Factor is an index of maximum stylus performance 
when the cartridge is related to a particular type of playback equipment. This 
resultant number is derived from a Dimensional Analysis of all the parameters 
involved. To select a pickup for a professional manual turntable, with its sophisti- 
cated, dynamically balanced tone arm, tracking at an ultra -light force,a higher DCF 
index would be required than, say, for o pickup to be used in an ordinary record 
changer. For maximum distortion -free response, this index to application relation- 
ship properly determines maximum stylus performance in your playback equipment. 
100% music power is assured at all frequencies - linear response from 10 to 20,000 
Hz virtually a straight line - due to the extremely low moss of its moving magnetic 
system - 1/5 to 1/10 of ordinary pickups. 

There are seven DCF rated XV -15 models. Each is equipped with the famous 
patented V -Guard "floating stylus" - the easily replaceable stylus assembly that 
protects the diamond and record while it plays. In addition each model includes the 
DUSTAMATIC - brush that automatically cleans the record groove while it plays. 

For those who can 

PICKERING 

the difference 
XV -15 750E. PREMIER MODEL OF THE XV -15 SERIES. TRACKS AT '2 TO 1 GRAM. DYNAMIC COUPLING FACTOR FINEST TONEARMS. $60.00. OTHER XV -15 CARTRIDGES FROM $29.95. PICKERING 8 CO., PLAINVIEW, L.I., N.Y. 
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How to Enjoy Chamber Music 

DEAR READER: 

Music lovers can be divided into two categories: those who enjoy 
listening to chamber music and those who do not. The latter don't 
know what they are missing. 

Neither do the former. 
It has always amused me that people would pay good money to hear 

a string quartet. The players, after all, are the ones who have all 
the fun. I don't know whether I would enjoy listening to string 
quartets if I didn't also play them and could thus identify with 
the players; I know that I didn't attend chamber concerts he /ore 
I began, in my teens, to play quartets. (I seem to recall figuring 
that for the same price I could get a whole orchestra!) And what 
do you think orchestral string players do for amusement? Go to 
concerts? Listen to records? Not on your life. They get together 
and play chamber music, going to such extremes as forgoing TV, 
movies -even gin rummy -for a good quartet session. 

The playing of string quartets is so thrilling an experience that it 
makes even taking up the violin (or viola or cello) a worthwhile chore. 
Our art director, Roy Lindstrom, did just that some years ago and it 
has since become his greatest musical joy. If the mind -expanding 
clique of now aging youngsters had any idea of what could await 
them by playing, say, Beethoven's C sharp minor Quartet, they'd give 
up acid, make America's string teachers their gurus, and solve the 
problem of where the next generation of violinists is coming from. 

For starters, there is the beautiful experience of simply playing 
in a quartet. Chamber playing, unlike orchestral playing, lets each 
person do his own thing. In any halfway decent work, each instrument's 
line becomes a distinct personality, with especially interesting music to 
play (even a second fiddle's dudle -dudle in some Haydn passages will 
be interesting if the fiddler takes care to make each du- and each -dle 
say something), and each participant plays not only something else but 
something different from any of the others. Then when it's all played 
together it becomes a wonderfully harmonious production. Could there 
be a better example of ideal democracy? 

To top it all, the greatest composers from Haydn on have put their 
most acute musical thoughts into string quartets and quintets -and 
they have designed them for the exhilaration of the players, rather than 
the diversion of the listeners. 

Let's not forget a social bonus. If word gets around that you 
play chamber music, you will be inundated with calls from strangers 
as well as friends to join them for an evening of ecstasy. (If you 
are a violinist or cellist, you might even get kidnaped.) And with 
that, I leave you to Bob Morgan's discographic discussion on page 73 
of seventeen (don't forget the Grosse Fuge) of the most exciting 
quartets ever written, so that those of you who don't play them might 
at least share them vicariously with other players. 

Next month we will continue with BEETHOVEN'S OTHER CHAM- 
BER MUSIC, which will consider over seventy works and two hundred 
recordings. And if that isn't enough of a discography, we will have 
another, shorter one, appended to an article on THE GUITAR AND 
OTHER PLUCKED INSTRUMENTS, with recommended recordings 
of nearly every type from balalaika to zither. 

For those of you who are looking forward to a summertime of music 
outdoors and want to know what you can get in battery -operated radios 
and tape recorders, we will run a feature on THE PLEASURES OF 
PORTABLES. 
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The rave reviews keep coming... 

1?/ 
' The Bose 901 is, ir deed, one of the finest 

speaker systems it has ever been my pleasure to 

hear. I have lived with it now for several 

months, so that I am quite sure of what 

I say .... it is the sound itself that 

remairs paramount. The Ç01 is characteristi ;ally 
smooth Everything is simply there .... I urge that 

yot.. lister for yourself. I think you will have to agree 

that Bose has, in a single giant step, produced one cf the 

finest speaker systems ever ir ade." 

Larry Zide - American Record Guide - December 1969 

1. Norman Eisenberg - High Fidelity 
"you feel you ve made some sort of stereo 
discovery ... f your own response to it is like 
ours, you'll be reluctant to turn it off and go 
to bed." 

2. Julian Hirsch - Stereo Review 
"all the room -filling potency of the best acoustic - 
suspension systems, combined with The tautness 
and clarity of a full -range electrostatic speaker 

I have never heard a speaker system in my 

own home which could suroass, or even equal 
the BOSE 901 for over -all 'realism' of sound." 

3. Bert Whyte - Audio 
"the illusion of an orchestra spreac acrpss the 
wall is uncann/ ... To hear a thunderous 'low C' 

organ pedal . . or a clean weighty impact of a 

large bass drum is truly impressive .. There s 

no doubt that the much -abused term, 'break- 
through,' apples to the BOSE 901 and is bold 
new concepts. ' 

4. Hi -Fi Buyers Guide 
. its over -all sound quality so clean That tf e 

listener is alm)st unaware of the electronics be- 
tween him and the instruments ... The sounc? 
The 901 is very possibly the only speaker to da -e 

to pour forth in true concert hall fashion." 

5. Stereo & Fi -FI Times 
"But the proof of the pudding irevitably is sound. 
And it is here that the BOSE .q01 stands clearly 
away from the crowd . . Wh 3t a lovely sound 
these speakers produce! ... Listen tc Columbia's 
Carmina Burana on this speaker and hear what a 

chorus should sound like! these speakers 
provide a quality that is not to to matched." 

6. Elementary Electronics 
"Conclusion. The BOSE 901 speaker system de- 

livers the most natural stereo sound, creating the 

illusion of Leing in a concert hall, with a uni- 
formity of frequency response and freedom from 
distortion that is unbelievable, particularly if the 
listener takes into account the physical size. It is 

our opinion that this is the speaker system to 
own, regardless of price, L one wants the 
ultimate in listening pleasure." 

Your inquire will bring you complete reprints 
of these unprecedented reviews and a list o- 

franchised BOSE dealers in your area. Ask your 
dealer for ai A -B comparison of the BOSE 90' 
with the best conventional speake -s - regard- 
less of their size or prica. Thei, go pack to you 
present speakers - if you cart 

Bose 901 DIRECT /REFLECTINGTM Speaker System - $476 the Stereo Pair. including Active Equalizer. Slightly higher south .and west. Pedestal base extra. 

You can hear the difference now.- 

THE AppalPA® 
CORP. 

East Natick Industrial Park, Natick, Massachusetts 01760 
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ADC: 
WORLD'S MOST 
PERSNICKETY 
SPEAKER MAKER letters 

We make 303AX speakers for fussy 
audiophiles. Each one is crafted by 
hand and contains a two -way acoustic 
suspension system that's accurate 
enough to please even the most 
discriminating listener. The ADC 303AX 
lacks the distortion and coloration often 
found in speakers in its price range. 
Which makes it a superb value in a full - 
sized bookshelf speaker. 

Of course, there's only one way to 
find out how really accurate our speaker 
system is. Go to your nearest ADC dealer 
and compare it to other models. After 
all, hearing is believing! 

SPECIFICATIONS 

Type ... Bookshelf. 
Cabinet Oiled Walnut. 
Dimensions ... 233/4" H x 13" W 
x 1 1 3/4 D. 

Weight ... 37 lbs. each. 
Frequency Response . 33Hz -20kHz 
Lt_ 3 db (measured in average 
listening room). 

Speakers (2) ... High accuracy, wide 
dispersion tweeter with Hi Flux Magnet 
and 10" high compliance woofer. 
Nominal Impedance ... 8 ohms. 
Power Required . . 10 watts min. 
Price ... $100 suggested resale. 

Write for details about other 
ADC speaker systems. From $55 -$350. 

AUDIO 
DYNAMICS 
CORPORATION 

F'ChEil LITRIC1 ROAU. 
NE':! :'ilFORD CON!:FCTICtJT 05776 

AUDIO FOR 
AUDIOPHILES 
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11us Old NN as Itcethusen? 

In your magnificent Beethoven issue you 
reprinted the Heiligenstadt Testament. 
In it Beethoven says "that for 6 years 
now I have been hopelessly afflicted 

." and later, "forced to become a 
philosopher already in my 28th year...." 
Yet in your caption, you slate that Bee- 
thoven was thirty -one when he wrote the 
Testament, and the article by Karl -Heinz 
Kühler tells us that Beethoven's deafness 
started when he was twenty -six. The 
document was signed "October 10th. 
1802" and something is definitely wrong 
here. Either the date is a misprint, or 
I can't add, or everybody's got Bee- 
thoven's dates wrong. 

James Parks 
San Francisco, Calif. 

Or Beethoven didn't know how old he 
was-which is the case here. Beethoven's 
/other. trying to make a career for his 
.son as a child prodigy, lopped taro years 
off his age: Beethoven drought he was 
two years younger than he was at least 
into his forties. Now, six years before 
1802 was 1796 and Beethoven was then 
"twenty -six ": in October he was two 
mouths shy of his thirty -second birthday, 
so he was "thirty -one ": Beethoven would 
hare thought he was twenty -nine and 
the "28th year" .simply indicates that he 
was "forced to become a philosopher" 
about a year before he wrote the docu- 
mwrrt. Clear? 

Beethoven's Obscene Language 

Please cancel my subscription. I will 
no longer allow your magazine into my 
house. since you have obviously decided 
to become just another filthy rag. Heaven 
knows how you determined that Bee- 
thoven used such an obscenity as you 
printed on page 73 of your January issue, 
or what probably innocent German word 
you translated it from. i've never seen 
it referred to anywhere else. But it com- 
pletely perverted what could otherwise 
have been a magnificent and unique 
Beethoven issue. Considering today's im- 
moral standards. I wouldn't be surprised 
to see foul language in the New York 
Times. But HIGH FIDELITY!!! 

H.L..Smith 
Little Rock. Ark. 

Maybe Beethoven did utter that profan- 
ity. But there is a distinction between in- 
house conversation and out -house g,:ssip. 
Conversation- whether oral or written 
-conveys no licensed writ to reprint. 

The magazine's idolatry of Jews. Negroes. 
and Russians -as sickening as that hom- 

age appears west and south of the Hudson 
River -is disappointment enough. Your 
foot -in- the -door vulgarity attributed to 
Beethoven is sad. 

George C. Stamps, Jr. 
Mary Esther, Fla. 

HIGH FIDELITY wishes to apologize to 
any readers offended by Mr. Beethoven's 
inexcusably coarse language -which. as 
we pointed on elsewhere in the January 
issue, Goethe himself found vulgar. We 
lucre often considered avoiding reference 
to his music as we//, so much of which 
lacks a proper genteel quality and at 
tintes, in fact, is even .stronger than his 
language. 

The German expletive that Beethoven 
used in referring to Napoleon was Scheiss- 
kerl. We did translate the kerl part 
as -head" rather than the more literal 
"fellow," as that brought the word closer 
to the American vernacular. The precise 
phrase was "Auch in dem Scheisskerl habe 
ich mich geirrt," according to Bohemian 
musician Jan Dolezdlek, who got to know 
Beethoven just prior to 1800 through 
their joint teacher, Johann Albrechts- 
berger'. Mozart's great biographer, .s'i- 

cologi.st Otto Jahn, who was planning a 
similar biography of Beethoven, inter- 
viewed Dolezdlek for the latters Bee- 
thoven reminiscences on October 30, 
1852. From the many things Dolezdlek 
told Jahn that we can corroborate with 
other sources, he seems to lune been an 
exceptionally reliable eyewitness. Dol- 
ezd/ek's reminiscences may he .seen inter 
ilia in Friedrich Kern's Die Erinnerungen 
an Beethoven, Stuttgart, 19/3, Vol. II, 
pp. /9! ff. 

This naughty expression can also he 
found, written down (!), in Beethoven's 
conversation hooks, which we must con- 
scientiously advise such good souls as 
Messrs. Stamps and Smith to refrain 
from reading when those filthy rags .get 
published. 

Beethoven's Birthday Issue 

Congratulations on your stunning Bee- 
thoven issue [January 1970). i have 
a feeling that it will turn out to be the 
most inspired opening to the Beethoven 
Year published anywhere. Everything in 
it is a coup, beginning with that gorgeous 
portrait on the cover (which helps to 
explain Beethoven's success with the 
women) and including each one of 
those important articles. 

Most impressive of all I thought was 
Jan Meyerowitz' "Do We Overestimate 
Beethoven ?" Mr. Meyerowitz' mind is 

Continued on page 8 
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the AR guarantee: 
not one cent for parts, 
not one cent for labor, 
not one cent for service charges, 
not one cent for freight. 

AR guarantees are unmatched in the high fidelity industry. They are also easy 

to read. We believe that when a consumer buys a product, he should get one that 

works as he has been told it will work for the price he has been asked to pay. 

If the product then fails to operate correctly through no fault of the consumer, the 

manufacturer must accept responsibility for the failure at no cost to the 

consumer. A guarantee under which the consumer is forced to pay, perhaps 
repeatedly, for the manufacturer's errors, is not fair. 

Acoustic Research guarantees its loudspeaker systems for 5 years, its turntable 
for 3 years, and its amplifier and receiver for 2 years from the date of purchase. During 

this time, if a product we have made fails to operate properly through no fault of 

the owner, Acoustic Research takes full responsibility for the necessary 
repairs. There is no charge for parts which need to be replaced; no charge for 

the labor of locating these parts and replacing them; no "service charge" by 

Acoustic Research or its authorized service stations; no charge for 
shipping, whether to the nearest authorized service station or all the way to our 

factory in Cambridge and back; not even a charge for a new carton and 

packing materials, if these are needed. The only cost to the owner is 

inconvenience, which we deeply regret and make every effort to minimize. 

APRIL 1970 

Acoustic Research Inc. 
24 Thorndike Street, Cambridge. Massachusetts 02141 

Acoustic Research International 
Radiumweg 7, Amersfoort. Holland 
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LETTERS 
( :,,minted from pat., 6 

so keen. perceptive. poetic. and human 
that I hope you capture him for many 
articles to come. I was so taken with 
one paragraph on the Moonlighl Sonata. 
the t i immediately got a copy for Claudio 
Ari au. He was equally impressed and 
thin!., hat this paragraph offers as great 
an insight into an understanding of the 
tragic .ide of Beethoven's music as has 
ever been put into words. Writers on 
music of that order are precious. Meyer - 
owitz belongs in the same Teague with 
Alert on Mozart. 

Friede F. Rollte 
New York. N.Y. 

A large portion of your mail from 

readers. I'm sure. either points out 
errors or disagrees with the opinions 
of your writers. I would. on the other 
hand. like to devote this letter to prais- 
ing your magazine- specifically your 
Beethoven bicentennial issue. It was 
written and illustrated wish all of the 
refinement. illumination. and respect 
that such an occasion for such a man 
deserves. 

All of the articles were provocative 
and absorbing. 1 stayed up until the 
early hours of the morning making sure 
I had read the issue from cover to cover. 
The questioning article. "Do We Over- 
estimate Beethoven ?" arrived at the one 
and only answer possible: the highlight 
of the fine color reproductions in the 
center was the portrait by Neugass: Karl- 

ne w 
S UPE RE X .. . 

it's beautiful 
Beautiful all the way! h design - a triumph of newest state -of- the -art 
coicepts. In response - a spectacular bass; sweet, clear highs; exciting 
mic- range. And the experts say that overall performance is better than 
some expensive speaker systems. It's all made possible by our exclusive 
woofer /tweeter design that puts a 2 -way speaker system at each ear. The 
name is PROB- V...and the al= -new extras include "con- form" ear cushions, 
tuned port ear shells, retractable cord and soft, tropical green finish. 

$59.95 - at dealers everywhere 

LECTRONICS CORP. 
51 Ludlow Street, Yonkers, N.Y. 10705 

CIRCLE 57 ON READER -SERVICE CARD 
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Heinz Köhler's article on the conversation 
books gave us another insight into Bee- 
thoven the man: George Marek's in- 
vestigation of Beethoven's biographer, 
Alexander Thayer, was to me the most 
rewarding of all; and even the editor's 
letter suggested a straightforward reason 
for Beethoven's greatness. The first month 
of the year does not obviously signal 
the end of the bicentennial festivities 
-especially since Beethoven was horn in 
the last month of the year -and I'm 
glad to see your staff has begun a guide 
to the complete Beethoven recordings. 

Again, my compliments. Your January 
issue is certainly a treasure that I will 
add to my own personal collection of 
"Beethoven archives." 

Jaynes D. .1/clffevl 
Lakeland. Fla. 

New Binding 

Congratulations and many thanks for 
the new binding on the January issue - 
a most sensible arrangeaient that makes 
the magazine much easier to hold and 
to read. 

W.R. Augur 
Claremont, Calif. 

Upon receipt of my January 1970 issue 
of HIGH Finil.rry. the first thing !noticed 
was not the catchy descriptions of the 
contents on the cover. but rather the 
obvious cheapening of the binding. What 
happened to the square -end binding 
which listed the date so that particular 
issues could easily he retrieved from a 
shelf file? 

An I correct in assuming that your 
conversion to this cheap binding is a 
manifestation of the inflationary cost 
of publishing your magazine? 

Frederick Horton. /// 
Baltimore. Md. 

Only partially. HIGH FIDt:LITY'.1 present 
"saddle -stitch" binding does co some- 
what less than the "perfect" binding WC 
had been using before 1970 hat hardly 
enough to have been the determining 
factor in the changeover. For Years 
our art department had been asking 
as to adopt a .saddle -stitch formal, as 
other quality publications have dime, 
for reasons of graphics and production. 
In the first place, the magazine now lies 
flat at any page, making it more con- 
venient to rend. Secondly, illustrations 
can span two facing pages without notice- 
able seams, as on pages 54 and 55. 
Thirdly, it is now passible to reproduce 
some pictures on a larger or faller .scale. 
For instance, if we had used the older 
binding. illustrations on pages R/. etc. - 
that is. those that go over into the bind- 
ing area -would hate had to he either 
..cropped" or made smaller (or more 
awkwardly placed) if the inner edge 
was to remain risible. One further ad- 
vantage of saddle- stitching for those 
like Air. Horton who file old copies is 
that the pages will no longer tend to be- 
come loose with the years. Incidentally, 
beginning with the current issue, the 
elate has been reinstated near the spine, 

Continued on page 14 
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COLUMBIA STEREO TAPE CLUB now offers you 
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FREE -if you join now 
REVOLUNTIONARY SELF - 

THREADIG TAKE -UP REEL 
Just drop the end of the tape over this 
reel, start your recorder, and watch it 
thread itself! Inique Scotche process 
automatically -hreads up tape of any 
thickness, reisases freely on rewind. 

THE BEST OF 
BILL COSBY 
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EUGENE ORMANDY 
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JUST LOOK AT THE FA3ULOUS SELECTION of best -sellers the 
Columbia Stereo Tape Club is now offering new members! 
The greatest stars ... the biggest hits ... and all available 
in the incomparable stereo fidelity of 4 -track reel -to -reel 
tape! To introduce yoJ to the Club, you may select any 5 of 
the stereo tapes shown here, and we'll send them to you for 
only one dollar each! That's right ... 5 STEREO TAPES for 
only $5.00, and all you need to do is agree to purchase as 

few as five more tapes during the coming year. 

AS A MEMBER you wi I receive, every four weeks, a copy of 

the Club's entertain ng and informative music magazine. 
Each issue describes the regular selections for each musi- 
cal interest ... hits from every field of music, from scores 
of different labels. 

If you do not want a tape in any month - just tell us so by 

returning the selecti3n card by the date specified ... or 

you may use the card to order any of the other tapes offered. 
If you want only the regular selection for your musical inter- 
est, you need do nothing- it will be shipped to you auto- 
matically. And from time to time, the Club will offer some 
special tapes which you may reject by returning the special 
dated form provided ... or accept by doing nothing. 

YOUR OWN CHARGE COUNT! Upon enrollment, we will open 
a charge account in rour name. You pay for your tapes only 
after you've receivec them. They will be mailed and billed 
to you at the regular Club price of $7.98 (occasional Orig- 
inal Cast recordings somewhat higher), plus a mailing and 
handling charge. 
FANTASTIC BONUS PLAN! Once you've completed your enroll- 
ment agreement, for every tape you purchase you will be 

entitled to an additional stereo tape of your choice for only 
$2.00 ... or you may choose one FREE tape for every two 
tapes you buy. 
SEND NO MONEY NOW! Just fill in and mail the card today! 

NOTE: All tapes offered by the 
Club must be played back on 4 -track 

reel -to -reel stereo equipment. 

SEND NO MONEY -JUST MAL. ATTACHED POSTPAID CARD TODAY! COLUMBIA STEREO TAPE CLUB 
Terra Haute, Indiana 47808 

C) 1970 CBS Direct Marketing Services T -415 S70 
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You can't beat 
our system! 

Sony /Superscope makes it easy for you to 
discover the thrill of both recording and 
listening to stereo with the world's most 

complete line of stereo tape -recorder 
systems! No matter how large or small your 

budget, you'll find there's a Sony system 
to match your requirements exactly. 

Systems that range from the most basic 
to the most sophisticated. In fact, Sony 

even has systems that serve as the nucleus 
of a complete home- stereo sound center. 

Each instrument is flawlessly crafted, 

with rigorous testing at every step of 
construction. Then every tape recorder 
is subjected to a complete series 
of quality- assurance tests by skilled 
technicians at one of the most modern and 
sophisticated tape -recorder test 
facilities in the world. You can be sure 
that the Sony product you purchase will 
give you years of trouble -free service. 
Look over the complete line at your 
dealer's. He has the Sony /Superscope 
system that's exactly right for you. 

SONY, SUPER COPE 

luu nc cr heard it so good."' 
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electrostatic systems 
by Janslen 

The Z -960 speaker system 
features three electro- 
static elements matched 
with our model 350D dy- 
namic woofer. The com- 
bination allows a frequen- 
cy response beyond 
30,000 Hz. This unit floor 
stands in handsome oiled 
walnut at 20 -3/4 "H 
x 27-1/2"W x 14-1/2"D. 

The JanKit 41 (Z -600 in 
kit form) allows quick in- 
stallation in a wall, stair- 
case, bookshelf or an ori- 
ginal cabinet. Convenient 
size 19-1/2"H x 16 "W x 
7-1/2"13, permits electro- 
static realism to go 
custom. 

The JansZen Z -600 con- 
tains two electrostatic 
elements which are cou- 
pled to the JansZen 350B 
dynamic woofer. The fre- 
quency response is from 
30 Hz to over 30,000 Hz 
and cabinet measures 
26 -5/8 "H x 20 "W x 13 "D, 
and is finished in oiled 
walnut. 

'JansZen speakers incorporate de,t;t s by Arthur A Janszen and are made 
exclusively III tile Pelted State* by 

ELECTRONIC INDUSTRIES, INC., 7516 42nd Ave No , Minneapolis, Minn 55427 
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You don't have to be big to have brains. 
Tiny solid state devices in the Olympus 35EC 

do many things automatically that cameras twice 

its size can't do. Indoor or outdoor exposures, 
whether day or night, sunlight or flash; 

all are set automatically. The fastest action 
stopped electronically at 1 /800th of a 

second. Yet you can take pictures with the light from 
one match automatically. The professional type 

5 element lens delivers razor sharp pictures. If you're 
looking for a camera that slips into your pocket 

but is packed with electronic brains... 
see the remarkable new Olympus 35EC. 

The Olympus 35EC 
(Electronic Compact) 

World's smallest 
electronic full frame 

35mm Camera. 

OLYMPUS 
Marketed in U.S.A. byPonder&Best 11201 \\ d 00004 
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for easy identification tchen stored on 
shelves. 

Marsh and Mahler 

Congratulations for rehiring Robert C. 
Marsh to review Mahler and the late 
Romantics in HIGH FIDELITY. AS an old 
fan of both Mahler and Marsh, I was 
delighted to see his byline once again 
in your columns. 

Robert V. MacLeod 
Creston, B.C. 
Canada 

In his January review of the Mahler First 
Symphony under Ormandy's direction, 
Robert C. Marsh uses the term "Mahler 
cultists" in a catch -all way that amusing- 
ly recalls a recently famous reference to 
"effete snobs." According to Mr. Marsh, 
one qualifies as a cultist (as distinct from 
a scholar or a sensible person) by insist- 
ing on the first -movement repeat and the 
newly rediscovered Blumine movement 
for the Symphony No. 1. (Ormandy may 
or may not be one, since he employs 
only the latter.) But Mr. Marsh invokes, 
as a guide to true scholarship and sen- 
sibility, the Critical Edition of 1967, 
which contradicts his point about the re- 
peat by including it. 

In other words, in order to avoid being 
tagged a cultist (a rather sinister imputa- 
tion at the moment), one should not only 
be wary of Blumine, since the composer 
dropped it after 1894, but one should also 
eschew the repeat despite the fact that the 
composer put it into the first edition in 
1899 and left it in. Thus a Mahler scholar 
is easily defined, in this lexicon, as "one 
who can follow me all the way and still 
agree with me when he gets there." 

Mr. Marsh, take note, does not "con- 
demn" the occasional five -movement per- 
formance or recording of No. 1. But 
neither does he provide a clue as to who 
the cultists might be that are trying to 
"farce performers and recording artists" 
(my emphasis) to restore the extra move- 
ment. Nobody has tried to do that, to 
my knowledge, nor is likely to succeed. 
For my own part, 1 have said in a num- 
ber of publications that (a) the desirabil- 
ity of taking the repeat is, for me, an 
internal matter of balance and structure, 
and that (b) one should know the 
Blumine, if only because it is pregnantly 
referred to in the other movements, and 
thence decide for oneself whether and 
how often he wishes to hear it in the 
context of the Symphony. And with a 

five -movement recording the decision can, 
of course, be made ad lib with each re- 
playing. One has the instant option of 
hearing Mahler's First "in the form in 
which the composer originally conceived 
it" (HIGH FrDELrrY, November 1968, in 
a review by Bernard Jacobson) or not. 

1 have also said that 1 think the Critical 
Edition of 1967 was "absolutely right" 
not to include Blumine in the body of the 
Symphony, but "would not have been 
remiss to have offered it as an appen- 

Continued on page 16 
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Scotts New 
Modutron 

Circuit Board 
Exchange Policy 

If any printed circuit board 
on any Scott Modutron 

component needs service, 
we'll exchange it 

for only $10! 

Let's face it . .. electronic devices are becoming pro- 
gressively more complex and are therefore more difficult 
and costly to repair. 

Scott engineers have solved this problem two ways. 
First, they minimized the need for service through care- 
ful selection of parts, then they went on to simplify ser- 
vicing through the use of replaceable Modutron circuit 
boards. 

All major electronic circuits are modularized on sep- 
arate printed circuit boards ... and each of these boards 
plugs into place on the chassis. This means that a failure 
in any major circuit can be repaired instantly by plug- 
ging in a replacement board. 

Our new service policy allows replacement of any 
printed circuit board at deliberately low cost no matter 
how long you've owned your unit! 

HOW SCOTT'S MODUTRON EXCHANGE 
POLICY WORKS 

Should your Modutron unit ever need servicing here's 
all you do: 

Take or ship your component to a Scott Warranty Ser- 
vice Station. 

Your unit will be electronically tested and the problem 
isolated. (Experience shows that 95% of problems can 
be repaired by plugging in a replacement board.) 

The warranty station will then exchange the defective 
board for a perfect one right from stock, or contact Scott 
for air shipment. 

This means service is faster than ever before and that 
you pay only for troubleshooting costs, any required 
alignment and the $10* exchange cost of a perfect 
factory- rebuilt Modutron circuit board. Exchange price 
applies only if board is not physically damaged. 
or the equivalent 1970 purchasing power. 

WHAT UNITS ARE COVERED 
Most of Scott's new receivers utilize Modutron con- 

struction. Included are the 342C FM stereo receiver, the 
382C AM /FM stereo receiver, the 386 AM /FM stereo re- 
ceiver and Scott's 2506 compact stereo systems. 

ADDITIONAL PROTECTION FOR YOU 

Scott's regular Two -Year Warranty remains fully in 

effect. During the first two years there is no charge for 
either parts or labor costs. This new Modutron circuit 
board exchange policy is additional protection . . . it 
assures you of minimal service cost no matter how long 
you keep your Scott component. 

SCOTT AUDIO COMPONENT WARRANTY 

All H.H. Scott professional quality tuners. amplifiers, receivers, compact 
stereo music systems, and loudspeaker systems are warranted against 
defects in material and workmanship for two years from the date of sale to 

the consumer. The unit must be delivered to and picked up from either 
an authorized Scott warranty service station or the Customer Service De- 
partment, H.H. Scott, Inc. 

This warranty covers repair and /or replacement of any part found by the 
manufacturer, or his agent, to be defective, including any associated labor 
cost. 

The above warranty does not apply to (1) accessory parts explicitly cov- 
ered by the field warranty of an original manufacturer (2) units subjected 
to accidental damage or misuse in violation of instructions; (3) normal 
wear and tear; (4) units repaired or altered by other than authorized ser- 
vice agencies; and (5) units with removed or defaced serial number. 

The 1970 CONSUMER GUIDE published by BUYERS 
GUIDE Magazine says: "... as for out -of- warranty re- 
pairs, modular circuit design can cut service bills by 40- 

80% compared to what it costs to have a non -modular 
receiver repaired." 

CUSCOTT 
H.H. Scott, Inc., 111 Powdermill Road, Maynard, Mass. 01754 

Export: H.H. Scott, Inc., Maynard, Mass. 01754 
© 1970, H.H. Scott, Inc. 
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After years of research and compari- 
son to the tone burst tests on the finest 
amplifiers on the market today, we 
have developed our high definition 
series of pre amplifiers and amplifiers. 
Now you can remove the veil and hear 
the difference, the high definition 
difference. 

The nucleus of any fine sound system 
allows complete control from all music 
sources. The SP -2 will flatter all exist - 
ing amplifiers whether tube or solid 
state. 

The Dual 50's highly refined tube cir- 
cuitry limits any distortion to less than 
.25"/ at 50 watts RMS per channel. 

'Patents Pending 

ELECTRONIC INDUSTRIES, INC.,7516 42nd Ave No , Minneapolis, Minr 55427 
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THE LISTENING MAN'S COMPONENT 
The SE -III Solid State Equalizer flattens and extencs spaaK =_r 

system frequency response drama'ically. It makes ery sistmn 
"come on strong' ... restoring the brilliance, d-ama a-id re. .isr -i 
of the original material for you in your own home. Sir -ply plug in 
Listen for yourself. Its truly exciting! A demonst-at cr is ours 
for the asking at any authorized dealer. In handsoTe, of e:- 
walnut cabinet . . $129.95 

lekvia Atop/14m: Reaec.a./.. 
P. O. Box 698 Lerittc rim Pa. 19053 
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dix." Any other cultists or weirdos to be 
heard from? 

Jack Diether 
New York, N.Y. 

Robert C. Marsh made some cryptic re- 
marks in his review of the Ormandy 
Mahler First Symphony recording that 
I would like unraveled. He states au- 
thoritatively that in his twenty -five years 
as a conductor, Mahler did not observe 
the repeats in his symphonies. Then he 
states that "... there is reliable contem- 
porary evidence that Mahler did not ob- 
serve them in his own laser performances" 
(my emphasis). 

But where is the evidence that he did 
not observe them in his early twenty -five 
years as a conductor? Which is to say, 
what is Mr. Marsh's authority that 
Mahler did not observe his repeats 
throughout these twenty -five years of his 
career? 

The fact is that in all of Mahler's sym- 
phonies there are but three repeats -two 
in the First (the first movement and 
scherzo) and one in the first movement 
of the Sixth. It seems evident then that 
Mahler did not write these repeats merely 
by rote, but since they are so economical- 
ly used and pointedly placed, one must 
assume that he really wanted them. It is 

conceivable that at the end of his career 
Mahler may have omitted the repeats in 
some of his performances. but if so, the 
omissions probably were for personal. 
not musical. reasons. At this time he was 
a sick, disillusioned man without the 
energy or desire to conduct more than 
he had to. He even cut the operas that 
he conducted at the Metropolitan Opera. 
something he had never done before. 

I think that Mr. Marsh paints himself 
into the proverbial corner when he 

argues that Blumine should not he in- 
cluded as regular practice in perform- 
ances of the First Symphony, arguing that 
Mahler dropped it after 1894 and if he 
wished he "... could in later years have 
changed his mind...." Doesn't the same 
argument hold for observing the repeats? 
In fact, Mahler added the repeats to the 
First Symphony after 1899 and if he real- 
ly didn't want them he . could in 
later years have changed his mind...." 

Delwyn Morrison 
Melville, N.Y. 

Mr. Mars /, replies: Mr. Morrison has mis- 
read my remarks and orergeneralized. 
The only repeat 1 was talking about was 
the one in the exposition of the First 
Symphony. and my point was as follows: 
there is evidence that during the final 
fifteen (not twenty-five-an uncorrected 
typing error) years of his career, i.e., 
after the /896 Berlin performance, 
Mahler had .second thoughts about the 
neccessity of this repeat. 

It must be appreciated that to study 
a phenomenon such as Mahler, docu- 
mentary sources are not completely ade- 
quate. For some fifteen years I have been 

Continued on page 20 
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The independent test labs think as highly 
of the Dual 1219 as we do. 

No surprise. Because with every Dual tested, every performance claim we've 

ever made has been confirmed by independent test labs. With no exceptions. 

Four years ago, for example, we introduced our 1019. Audio experts rated it 

the finest automatic turntable ever made. But we were al ready hard 

at work on what was to become the Dual 1219. 

Is it the worthy successor to the 1019 we believed it would be? 

Stereo Review says it is. 

"The 1219 is a good illustration of how 

an already superior product (the 1019) can be 

further improved by intelligent and imaginative 
anti -skating...reduced wear on 

the record grooves..." 
Audio 

design and engineering" 
High Fidelity also agreed, with such 

specifics on the 1219's performance as these: 

"Speed accuracy is greater (than the 1019), wow and 

flutter are a bit lower, tracking force and anti -skating adjustments 

are more precise...outstanding in all these characteristics" 
rr "...four point gimbal- bearing system 

As for the benefits of the 1219's gimbal -suspended 8 -3/4 of extremely low friction." 

tonearm,The American Record Guide's results showed: 
American Record Guide 

"The arm carries the cartridge in a way that permits it to extract every subtlety 

it possibly could from the record groove" 
We actually felt the 1219 might have more precision than most people would 

ever need. But Audio disagreed, we're pleased to note: 

"Whether or not the advantages of exact setting for vertical 

tracking and for anti -skating can be identified by the average listener, 

measurements show that there are improvements...reduction in 

optimizing 
adjustment 

vertical ac reprints an informative Stereo Review 
optimizing vertical tracking 

angle..." High Fidelity article on turntables and tonearms. 

After you look through all of this, you'll understand 

why most hi -fi experts have Duals in their own systems. 

And why every record you buy is one more reason to "...will have greatest appeal to those who dislike 

own the $175 Dual 1219. 
any compromise.. " 

Stereo Review 

United Audio Products, Inc., 120 So. Columbus Ave., Mt. Vernon, 

NewYork 10553. 

distortion, and...reduced wear on the record grooves, particularly 

on the side of the groove nearest the center of the record." 

Complete reprints of these test reports are yours for 

the asking. So is a 16 -page booklet which 

AI'Kll. 1970 
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Until Now There Has Been One Stereo Receiver 
Obviously Superior To All Others- 

The Heathkit AR -15 

Now There Are Three 
1. Heathkit AR-15 
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150 Watt AM /FM /FM Stereo Receiver 
The receiver that started the trend to new concepts in circuitry is still judged the world's finest ... by owners, electronic 
experts and testing labs. Here are some of the many reasons why. The AR -15 delivers 150 watts music power from its 
69 transistor, 43 diode, 2 IC's circuit - 75 watts per channel. Harmonic and IM distortion are both less than 0.5% at 
full output. The FM tuner has a cascode 2 -stage FET RF amplifier and an FET mixer to provide high overload capability, 
excellent cross modulation and image rejection. The use of two crystal filters in the IF section is a Heath first in the in- 
dustry and provides an ideally shaped bandpass and adjacent channel selectivity impossible with conventional methods. 
Two Integrated Circuits in the IF amplifier provide hard limiting, excellent temperature stability and increased reliability. 
The FM tuner boasts sensitivity of 1.8 uV, selectivity of 70 dB and harmonic & IM distortion both less than 0.5% ... 
you'll hear stations you didn't even know existed, and the elaborate noise -operated squelch, adjustable phase control, 
stereo threshold control and FM stereo noise filter will let you hear them in the clearest, most natural way possible. Other 
features include two front panel stereo headphone jacks, positive circuit protection, transformerless outputs, loudness 
switch, stereo only switch, front panel input level controls. recessed outputs, Tone Flat control, a massive electronically 
filtered power supply and "Black Magic" panel lighting. Whether you choose the kit model or the factory assembled and 
tested version, you have chosen the world's finest stereo receiver ... the Heathkit AR -15. 
Kit AR -15, (less cabinet), 34 lbs $349.95* 
Assembled ARW -15, (less cabinet), 34 lbs $540.00' 
Assembled AE -16, optional walnut cabinet, 10 lbs $24.95' 

100 Watt AM /FM /FM Stereo Receiver 
The world's finest medium power stereo receiver ... designed in the tradition of the famous Heathkit AR -15. It's all 
solid -state ... 65 transistors, 42 diodes plus 4 integrated circuits containing another 56 transistors and 24 diodes. Music 
power output at 8 ohms is 100 watts. Frequency response is 7 to 60,000 Hz. Harmonic Distortion is less than 0.25% and 
1M Distortion is 0.2% - both ratings at full power. Direct coupled outputs are protected by dissipation- limiting circuitry. 
It boasts a massive, electronically regulated power supply. Circuitry includes four individually heat sinked output tran- 
sistors. The AR -29 uses linear motion bass, treble, balance and volume controls and pushbutton selected inputs. There are 
outputs for two separate stereo speaker systems, it has center channel capability and a front panel stereo headphone jack. 
The FET FM tuner is assembled and aligned at the factory and has 1.8 uV sensitivity. Two front panel tuning meters 
make precise tuning easy. A computer designed 9 -pole L -C filter plus 3 IC's in the IF give ideally shaped bandpass with 
greater than 70 dB selectivity and eliminates alignment. IC multiplex section. The AM tuner has three FET's. An AM 
rod antenna swivels for best pickup. Modular Plug -in Circuit Boards make the kit easy to build and service. Built -in test 
circuitry lets you assemble, test and service your AR -29 without external test equipment. "Black Magic" panel lighting, 
chrome trim, aluminum lower panel. The AR -29 will please even the most discriminating stereo listener in performance 
and value. 
Kit AR -29, (less cabinet), 33 lbs $285.00' 
Assembled AE -19, oiled pecan cabinet, 10 lbs $19.95- 

60 Watt AM /FM /FM Stereo Receiver 
The AR -19 circuitry reflects many of the advanced concepts of the AR -29. It uses 108 transistors and 45 diodes including 
those in 5 integrated circuits. It delivers 60 watts music power at 8 ohms. At any power level, Harmonic and IM Dis- 
tortion is less than 0.25 %. Frequency response ranges from 6 to 35,000 Hz. Direct coupled outputs are protected by 
dissipation- limiting circuitry. A massive power supply includes a section of electronically regulated power. The assembled, 
aligned FET FM tuner has 2.0 uV sensitivity. A preassembled and factory aligned FM IF circuit board gives 35 dB 
selectivity. The multiplex IC circuit provides inherent SCA rejection. It features two switched noise muting circuits; 
linear motion controls for bass, treble, volume and balance; input level controls; outputs for 2 separate stereo speaker 
systems; center speaker capability; two tuning meters; stereo indicator light; front panel stereo headphone jack. The 
Modular Plug -in Circuit Board design speeds assembly. Built -in Test Circuitry aids assembly, simplifies servicing. "Black 
Magic" panel lighting, black lower panel, chrome accents. Compare it with any model in its price range ... the AR -19 
will prove itself the better buy. 
Kit AR -19, (less cabinet) 29 lbs $225.00' 
Assembled AE -19, cabinet, 10 lbs $19.95' 

NEW 
FREE 1910 CATALOG! 
Now with more kits. more color. 
Fully describes these along with 
over 300 kits for stereo /hi -fi. 
color TV, electronic organs, gui- 
tar amplifiers, amateur radio, 
marine. educational, CB, home 
& hobby. Mail coupon or write 
Heath Company, Benton Harbor. 
Michigan 49022. L 
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HEATH COMPANY, Dept. 8 -4 
Benton Harbor, Michil,an 49022 

Enclosed is $ 

a Schlumberper company 
plus shipping. 

Please send model (sl 
Please send FREE Heathkit Catalog. Please send Credit Application. 

Name 

Address _ 
City State Zip 
*Mail order prices; F.O.B. factory. Prices & specifications subject to change without notice. HF-234 
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LE CTERS 
Continued from page 16 

attempting to secure clear ideas of his 
performance practices, interviewing when- 
ever possible his friends and the musi- 
c' s who played under his direction. The 
material is still incomplete, but in this 
case (with the evidence of his own re- 
cording as further support) Bruno Walter 
leads the list of those who recalled that 
in later years it was not Mahler's prac- 
tice to observe the first -movement repeat. 
I therefore conclude that this constitutes 
justification for other conductors to omit 
the repeat if they .sec' fit. 

.14r. Dietlier approaches the Mahler 
scores like a fundamentalist minister 
opening his Bible, convinced that the 

'lath consists in a literal, naive interpreta- 
tion of what he finds there in print. 
Moreover, he here reveals an unfortunate 
aspect of the allicatc' between Mahler's 
admirers and the Bruckner .S))ciety of 
America. For many Bruck mines. the 
simple rule of thumb is that first 
thoughts are always to u! and revisions 
are always had. In fact. this rule does 
not apply uni!orur/y to Bruckner. It cer- 
tainly does not apply to Mahler, whose 
later thoughts frequently are the best acrd 
should he respected, Thus .,!abler'., later 
per /ormali(e pr'ac'tices tar potentially 
more instructive than score markings 
from earlier years. My object is to find 
and defend revisions, not con.siruct Ur- 
texts. 

The quotation front Bernard Jacobson, 

"I LIKE TO THINK OF THE DOLBY SYSTEM AS ANOTHER 

DECCA/ LONDON FIRST 
says Arthur Haddy, Technical Director of The Decca 

FIRST," Company Limited (London Records in USA). 

"In 1947 we developed a cutter system which enabled us to 
issue the first wide -range 15 kHz recordings. known as ffrr. 
which really revitalized the gramophone industry. In 1957 we 
also offered the first available catalogue of 45 -45 stereo record- 
ings. And in November 1965 we had the opportunity of first 
evaluating and adopting the Dolby System: we purchased the 
entire first five months of Dolby production. With over fifty A301 
units in service in our recording facilities in London. Rome. and 
Vienna, we have since May 1966 recorded all of our major pro- 
ductions using this new technique. We have an enormous clas- 
sical catalogue of immense value. both financially and artisti- 
cally: with the problems of tape hiss and print- through. we 
think that the Dolby System is an insurance on the future." 

DOLBY LABORATORIES INC 
333 Avenue of the Americas New York N Y 10014 
telephone (212) 243 -2525 cables Dolbylabs New York 
for international inquiries: 

346 Clapham Road London S W 9 England 
telephone 01-720 1 1 1 1 cables Dolbylabs London 

which .tir. Diether c'ita's with evident ap- 
proval, suggests that (apart from historic 
intere.sl) il is desirable that we attempt 
to hear the Mahler First .Symphony in the 
nearest appro.5irnation of its original 
loin,. It .seems to me that this is a rerv 
debatable point. One may ask first why 
Mahler's revisions should not take prior- 
ity, and .secondly (particularly in the ease 
of the first Symphony) one must ques- 
tion( whether the original Fe'siur, can even 
he said to cxisv -if reek manuscript and 
printed edition we possess is not in f(l('t 
a revision of one type or another. 

To the extent that Mahler's final in- 
tentions are known, they provide the 
critic. with the basis for the evaluation 
of performances. But the speculative re- 
construction of original conceptions of 
works does not provide criteria of titis 
free. und musicians may he spared criti- 
cism and instruction based on this kind of 
conjecture. 

Beatles Slighted 

I'm sure it won't come as a surprise 
to you if I point out that the Beatles are 
today the most widely appreciated and 
imitated performers in the field of popu- 
lar music. Even the cognoscenti who sneer 
at what the masses enjoy cannot deny 
this fact. How then can you publish a 
review of a new Beatles recording with a 
four- sentence paragraph that says in es- 
sence "if you like the Beatles. you'll like 
'Abbey Road': if you don't like the 
Beatles. you won't like 'Abbey Road "" 
January 1970]? 

Would you publish a review. of Rubin- 
stein playing Chopin that states "if you 
like your Chopin played this way then 
you'll like this record; if you don't. for- 
ge' about it "! 

If you don't like the Beatles, that's 
all right with me. But when you review 
their next recording, will you kindly 
deign to tell us why it's no good. 

.tlarriu Bleicher 
Lincoln, Mass. 

John Gahree answers this letter on page 

High Eidelfly, April 1970. Vol. 211. No. 
4. Published monthly by Billboard Publica- 
tions, Inc.. publisher of Billboard. Vend, 
Amusement Business. Merchandising Week. 
American Artist. Modern Photography. Pho- 
to Weekly. and Gift & Tableware Reporter. 

High Fldeli4 /Musical America Edition pub- 
lished monthly. Mienther Audit Bureau of 
Circulations. 

Editorial correspondence should be ad- 
dressed to The Editor. High Fidelity. Great 
Barrington. Mass. (11230. Editorial con- 
tributions will he welcomed. Payment for 
articles accepted will he arranged prior to 
publication. Unsolicited manuscripts should 
be accompanied by return postage. 

Subscriptions should he addressed to High 
Fidelity, 2160 Patterson St., Cincinnati, O. 
45214. Subscription rates: High Fidelity, 
Musical America: In the U.S.A. and its 
Possessions. I year 512: elsewhere. I year 
$13. National and other editions published 
monthly: In the U.S.A. and its Possessions. 
I year 57; elsewhere, I year 58. 

Change of address notices and undelivered 
copies (Form 3579) should be addressed to 
High Fidelity, Subscription Fulfillment 
Dept.. 2160 Patterson St.. Cincinnati, Ohio 
45214. 
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Inner rotor motor Outer rotor motor 

We turned 
the turntable 
inside out 

And the outer rotor motor is the result. Exclusive with JVC, it 
runs circles around the old conventional type, offers vastly 
improved performance at recuced operating costs. 

For example, it achieves significantly better balances, which 
make for reduced vibration and far smoother rotation. 

Leakage flux is grea:ly reduced, eliminating 
the possibility of hum. 

And since heat radiation is minimized, the motor does not 
seize the way conventional types do. 

The remarkable outer rotor itself is bigger and several 
times heavier than the obsolete inner rotor type, but amazingly, it 
enables the motor to function on half the power. 

You save three ways-on initial cost, on power consumed and 
on wear and tear on your record library. 

The JVC 6102 and 5201 ale both powered by it. 
list prices 
5204 $59.95, 5201: $94.95. 6102. $139 95 

l r 

Catching On Fast 

JVC . 
( r...-.: 

JVC America. Inc.. 50.35. 56th Road. Maspeth, New York, N.Y. 11378 A Subsi iiary or Victor Company of Japan. Limited. Tokyo. Japan 
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Reports from the International 

behind 
Recording Centers the scenes 

Barenboim. Zukerman. and Du Pré team up (with Suvi Raj Grubb. stnding) at 

EM/ for eight exhilarating recording sessions of Beethoven's piano trios. 

LONDON 

A Beethoven Treat With 
Zukerman and the Barenboims 

As Beethoven's bicentenary year dawned. 
Daniel Barenboim, Jacqueline du Pré. 

and Pinchas Zukerman set to work on an 

integral recording of Beethoven's piano 
trios -eight strenuous sessions that will 
eventually yield eight very full LP sides. 

This was the first time that Zukerman 
had joined his two friends in a trio re- 

cording. and all three were determined 
to enjoy the occasion -a rare instance of 
intercompany co- operation since Zuker- 
man is contracted to CBS and the Baren- 
boims to EMI. Earlier the CBS half of 
the swap involved Barenboim conducting 
for Zukerman in a number of Mozart 
violin concertos [see "Behind the Scenes." 
February 1970]. In return. EMI lined up 
the Beethoven trios. and Suvi Raj Grubb. 
the recording manager. set out to capture 
the players' boundless enthusiasm. 

Barenboim always likes to use his re- 
cording time to the optimum. On the first 
day I went to EMI's No. I studio, he was 
fretting as the engineers took a bit longer 
than usual in balancing the microphone 
arrangement. Although the microphones 
had been left in place from the previous 
session, the sound was found to be quite 
different due to an extra density of 

24 

humidity in the hall. Then there arose 

the question of photographs: each player 
provided an action study while playing 
different music at the same time- Zuker- 
man sailed into Wieniawski's Caprice 
Espagnole while Miss Du Pré attended 
to the cello part of Schubert's B flat Trio 
and Barenboim tackled the Scherzo of 
the Archduke. This glorious cacophony 
was unmistakably reflected in the gen- 
erosity of arm and how flourishes from 
all three. Finally they agreed on the 

Schubert. helping each other over hits 
they had forgotten. 

No question of forgetting the Bee- 

thoven. however. "Let's do the Arch- 
duke!" they said. like children about to 
enjoy a treat. and the Archduke it was. 

The Scherzo came first ( they had al- 
ready done one run -through at the pre- 
vious session). followed by a couple of 
takes for the first movement with minimal 
patching. and then -literally ' ithin ten 
seconds after completing the last "in- 
sert" -the biggest test of all: the slow 
lengthy variation movement and the 
finale. This they completed in a single 
take, and it is that first flush of concen- 
trated intensity that will appear on the 
finished record. Again the number of "in- 
serts" was negligible. and the only major 
interruption came when another musician 
friend, the clarinetist Gervase de Peyer, 
decided to pay a visit. Barenboim greeted 
him with a piano version of the Brahms E 

flat Clarinet Sonata. daring him to phrase 

it any better on the clarinet. De Peyer 
is recording the Op. 11 Trio with the 
Barenboims, and the banter between the 
clarinetist and Zukerman (which ran 
along the lines of "You're not as good 
as I am ") was the surest sign of warm 
mutual admiration. 

Playfulness, practical joking, fits of un- 
controllable giggles -these are some of 
the hallmarks of the Barenboim, Du Pré, 
and Zukerman team. Somehow the light- 
ness of touch in their human relationships 
allows them to release their deeper feel- 
ings with complete spontaneity when ap- 
proaching the serious business of music - 
making. De Peyer rightly pointed out in 
the playback of the Archduke slow move- 
ment that after the sublime adagio varia- 
tions, the basic andante was not precisely 
restored. and he was not convinced when 
I suggested that this was something of a 

Schnabel trick. What Barenboim realized 
-and he was seconded not only by his 
fellow players but also by Suvi Grubb - 
was that a gradual rather than a sudden 
restoration of the andante was essential 
to the kind of performance that the trio 
was aiming for: a spontaneous and con- 
centrated reading that would be remark- 
able enough if heard live in the concert 
hall but even doubly so when captured in 
the recording studio. 

The Tireless Trio. After three hours I 
retired exhausted. By this time the Arch- 
duke was completed, and the first take 
was being done of the brief one -move- 
ment work in B flat that Beethoven wrote 
for the twelve -year -old Maximilian Bren- 
tano in 1812. The pressure was too much 
for a mere listener. but the three princi- 
pals were more exhilarated than ever. As 
I later discovered they went on, with 
hardly a break, well into the evening - 
not just to complete the B flat work but 
the whole of the Geister Trio as well as a 

first run- through of the Kakadu Varia- 
tions. I arrived the following morning 
to find them preparing to hear the play- 
back. After something like seven hours 
of concentrated recording, could it have 
been anything but a tired performance of 
Kakadu. I wondered. particularly when 
reheard in the dispassionate light of the 
morning after. Not a bit of it. The exhila- 
ration was still unmistakably evident in the 
long slow introduction which was given 
really weighty. intense treatment. Then, 
with Zukerman at his jauntiest, came the 
perky Kakadu theme that Beethoven took 
from Wenzel Müller's long forgotten 
opera, Die Sc/western run Prag. I 
laughed out loud at the sheer effrontery 
of Zukerman's phrasing. Suspiciously he 

turned round and asked: "What are you 
laughing at?" It hardly seemed convinc- 
ing to answer that I was musically tick - 

Continued on page 26 
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We put a little 
more feature into 
each feature. 
The Miracord 50H not only offers more 
features than any top quality automatic 
turntable on the market, but each fea- 
ture offers more Here's what we mean. 

Two worthy competitors offer a kind 
of synchronous motor. Neither motor, 
however, can qualify as a hysteresis 
synchronous motor. Ana. neither is a 
Papst hysteresis synchronous motor. 
The Papst is the one used in profes- 
sional studio record - playing equip- 
ment. The Miracord 50H uses the 
Papst hysteresis synchronous motor 
with outer rotor for unvarying speed 
accuracy, regardless of the voltage or 
load fluctuation. 

When examining the cueing feature, 
be sure to ask whether cueing works 
in both automatic and manual modes. 
Because, in automatic, where one lead- 
ing automatic turntable doesn't work, 
cueing represents the ideal device to 
interrupt play for just a moment when 
there are a stack of records on 
the spindle. The Miracord 50H 
provides silicone- damped cueing 
in both modes. 

AI>RII. 1970 

Stylus overhang adjustment is es- 
sential for optimum tracking. Another 
automatic turntable does feature this 
adjustment, but it's internal and difficult 
to set. The Miracord 50H offers exter- 
nal overhang adjustment with built -in 
gauge - no shifting, no guess work, no 
templates. You can line up your stylus 
in seconds accurately. 

Now here's the feature no one has. 
Those light touch pushbuttons that 
make it so easy for you to enjoy all of 
those other wonderful Miracord 50H 
features. The pushbuttons provide sim- 

ple, foolproof operation. For example, 
the 50H is the only automatic changer 
that can go from manual to automatic 
or vice versa without re- setting 

Over the past few years, Miracord 
50H has proven its reliability and en- 
hanced its position of leadership by its 
superb performance in thousands of 
home music systems. The finest auto- 
matic turntable available today costs 
$169.50. At leading hi -fi dealers. 

Benjamin Electronic Sound Corp 
Farmingdale, N.Y. 11735, a division of 
Instrument Systems Corporation. 

Îracord 50H 
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The JansZen model 130 speaker makes fast friends with any of today's fine speaker 

systems and enhances the sound with true electrostatic realism. A quartet of electro- 

static elements arranged for maximum dispersion, can add a spectrum of frequency re- 

sponses from 500 Hz to beyond 30,000 Hz. 

This speaker companion demands no special wiring or adapters for hook up to your 

present system. The model 130's size. 7-1/2" x 22' x 13" allows it to fit in nicely with 

bookshelf or floor standing speaker systems and finished in hand rubbed oiled walnut. 

SEE THE COMPLETE JANSZEN LINE AT YOUR LOCAL DEALER 

'JansZen speakers incorporate designs by Arthur A. Janszen and are made 
exclusively in the United States by 

ELECTRONIC INDUSTRIES, INC., 7516 42nd Ave No , Minneapolis, Minn 55427 
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For cartridges that can 
track as low as 0.1 gram 

1`111r' 
, - Features all new Empire 990 ... 

world's most perfectly balanced 
playback arm. 
No acoustic feedback even when 

you turn up gain and bass. 
World's finest turntable motor - 
hysteresis synchronous type main- 
tains speed accuracy with zero 
error. 
Lowest rumble of any turntable 
tested, 90dB (RRLL), wow and 
flutter, .01 %. 
Exclusive pneumatic suspension 
lets you dance, jump or rock 
without bouncing the stylus off 
the record. 
Tone arm floats down or lifts up 

from a record surface bathed in 

light. Pick out the exact selec- 
tion you want, even in a dark- 
ened room. 

New Troubador 598 
",° °record playback system 
3199.95 -less base and coven/ walnut boSe and tplexiglas rarer- 831.95 

EMPII,E I 

Write for free "Guide to Sound Design for 1970." Empire Scientific 

corp., 1055 Stewart Ave., Garden City, N.Y. 11530 
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BEHIND THE SCENES 
Continued Iron, page 24 

lish and playing like that always makes 
me laugh. 

Naturally EMI is anxious to have the 
Beethoven trio cycle processed and is- 
sued before bicentenary year has run 
much further. and Barenboim is hoping 
that the inclusion of at least one pre- 
viously unrecorded work will help to 
boost interest. I rather think that he need 
not worry on that score. 

Berlioz in Westminster. Microphone plac- 
ing was an especially trying problem 
when the Philips engineers went to West- 
minster Cathedral to record Colin Davis 
and the London Symphony Orchestra 
and Chorus in the Berlioz Requiem. 
This was the first time that Britain's 
principal Roman Catholic cathedral had 
been used for a recording session of 
anything but organ music, but the ca- 
thedral authorities could hardly have 
been more helpful. No one seemed to 
mind unduly when the Philips crew had 
to erect a huge scaffold and stand for the 
choir. Mind you, I didn't manage to con- 
sult any speakers of Maltese, for they 
might indeed have been worried -their 
special confessional was completely 
buried. 

One point which helped the engineers 
was the cathedral's wooden floor. Unlike 
the sound in most cathedrals, the West- 
minster Cathedral conics seem to grow 
clearer with distance -an important point 
in a work involving such enormous forces. 
What with a string complement of 20/18/ 
16/14/12, a massive assortment of brass 
instruments. and virtually all the front - 
rank timpanists in London. it was hard 
enough to accommodate everyone: to 
cap it all, Colin Davis, with no special 
justification from the score, called in the 
Wandsworth School Choir (the choir for 
whom Britten wrote The Children's Cru- 
sade last year) to augment the sopranos 
in the four weightiest numbers. As he 

said, it gave a nice extra edge to the 
sound. One session was devoted to the 
unaccompanied choir and six for the 
full forces. Though there was panic for a 

moment that the Offertorium would run 
over into an extra session, the closing 
stages of the project went even more 
smoothly than expected, and all was well. 
One special bonus for the sisters of var- 
ious orders: normally barred from live 
performances of any music, even reli- 
gious, they seemed to relish this extra 
music- making on their home ground. 

EDWARD GREENFIELD 

PHILADELPHIA 

Shostakovich's Unlucky 13th 

More than seven years after its premiere 
in Moscow, the Shostakovich Thirteenth 
Symphony, Op. 113 finally made its 
United States debut in Philadelphia on 
January 16, 1970, under the baton of 
Eugene Ormandy. Four days later, the 

Continued on page 28 
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"...the Dynaco PAT -4 is unsurpassed 
... a remarkable unit and unmatched at 
anywhere near its low price ..." 

DYNACO PAT -4 
$89.95 kit 

$129.95 assembled 

The Stereophile, 'Vol. 2, No. 9, 1968 

"With all of its tcne controls and filters set to 
Flat, and feeding any high -level input, we were 
simply unanle to to I whether we were listening 
to the original 'raw' signal or the output from 
the PAT -4. In this respect, we cannot see how 
any preamp, present or future, could surpass 
the PAT -4." 

(Stereo Review January 1968) 

A separate preamplifier can offer su- 

perior performance and greater flexi- 
bility than available on any integrated 
control amplifier or receiver. How well 
did Dynaco succeed with its PAT -4? 

Here's what two of the most respected 
publications say. 

Julian Hirsch in Stereo Review, January, 1968 

"... (the PAT -4 has) an extraordinary degree 
of operating flexibility ... (and) in sonic qual- 
ity, we would unhesitatingly say that the Dyna- 
co PAT -4 is unsurpassed by any preamplifier 
we have seen. It is a remarkable unit and un- 
matched at anywhere near its low price of 
$89.95 in kit form or $129.95 factory- wired." 

The Dynaco PAT -4 preamplifier can be used with 
any power amplifier, tube or transistor, like the 
Stereo 120 (60 watts rms per channel) or new 
Stereo 80 (40 watts rms per channel). Owners of 
Stereo 70's can also derive the full measure of en- 
joyment from the F'AT -4. 

Senc for literature or pick some up at your dealer where you can see and hear Dynaco equipment 

dynraco INC_ 

:Al'HII 1970 

3060 JEFFERSON ST., PHILA., PA. 19121 
IN EUROPE WRITE: DYNACO A /S, HUMLUM, STRUER, DENMARK 
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A Major 
Breakthrough 
In Sound 
Reproduction... 

ACCLAIMED BY EXPERTS... 

"Without question, the Rabco arm 

does what it is supposed to do, and 

does it nicely. ...minimized record and 

stylus wear, superb reproduction." 
Audio Magazine 

"Extremely well engineered...unpre - 
cedented low tracking force, no skat- 
ing effects, minimum groove wear, 
and minimum stylus wear. ...ruggedly 
constructed: after months of con- 
tinuous use the SL -8 remains as re- 

sponsive and foolproof as when first 
installed." 

High Iidclits Magazine 

THE ONLY STRAIGHT LINE 

SERVO TONE ARM 

RABCO 
11937 TECH ROAD, 

SILVER SPRING, MARYLAND 20904 
CIRCLE 44 ON READER -SERVICE CARD 

BEHIND THE SCENES 
Continued from page 26 

visiting Philadelphians gave New York its 
premiere. On January 21, the day after 
the New York performance. the musi- 
cians were hack in Philadelphia's Town 
Hall to record the symphony for RCA. 
On that day the orchestra completed the 
first two movements. The last three move- 
ments were recorded on the 23rd, the 
session I attended. 

Things have changed, of course, since 
the days of the Seventh Symphony. In 
1942, the mystique centered around the 
heroic efforts of a famous (and at one 
point infamous) composer to immortalize 
the allied cause, and the Russians wasted 
little time in smuggling the microfilmed 
score over to the United States. where 
it was performed a scant four months 
after its Russian premiere. In the case 

of the Thirteenth, on the other hand. the 
Russians seem to have made every ef- 
fort to keep the work within the country. 
and just what finally inspired them to 
release the score is still a mystery. There 
has certainly been no lack of interest. 
From the very start. Ormandy expressed 
a strong desire to perform the work, 
and RCA Victor (before their current 
association with the Philadelphia Orches- 
tra) had made attempts to obtain the 
symphony for Erich Leinsdorf. 

Besides a large orchestra. including 
an expanded percussion section. the sym- 
phony calls for a baritone soloist and a 

male chorus. From Krause, who had ear- 
lier sung in Mendelssohn's Elijah with 
the Philadelphians, was hand picked by 
Ormandy to do the demanding baritone 
pan. and the conductor, for whom the 
work is obviously a labor of love, told 
me that "I couldn't have gotten a man 
better suited to the part." The Finnish 
baritone's enthusiasm was also quite 
manifest during the recording session. 
Keeping his hand cupped to his ear in 
order to hear himself. he constantly 
moved with the rhythm of the music, 
and when he Hasn't singing, he conducted 
along and seemed quite ready to join 
Ormandy on the podium. The chorus con- 
sisted of the male members of Phil- 
adelphia's Mendelssohn Club, a semi- 
professional group directed by Robert E. 
Page. 

Producer Peter Dellheim, who has been 
responsible in the past for such releases 
as André Previn's Shostakovich Fifth and 
Walton First Symphonies, both recorded 
in England, was dissatisfied with the 
acoustical possibilities of Philadelphia's 
Academy of Music, where RCA has 
made earlier recordings with Eugene 
Ormandy. Dellheim chose to record at 
the 'Town Hall, a dark and rather dilap- 
idated old building located at Broad and 
Race streets. Although the Town Hall 
itself offers a sizable concert hall, it was 
in a relatively small, meeting -hall type of 
room on the seventh floor that Dellheim 
set up shop. using a room adjoining a 

ladies' washroom as a control center. 
Conditions were far from ideal. Dur- 

ing the first session. I understand, the 
studio was dismally chilly, and several of 

the musicians came down with colds as a 

result. including principal horn player 
Mason Jones. who therefore was absent 
from the session I attended. (For that 
session. the place was well heated.) 

Although the large -scale Symphony pre- 
sents no complex logistical problems, it 
does pose some particularly thorny diffi- 
culties vis -à -vis the various balances in- 
volved. When I first ventured into the 
control room, Ormandy was sinking into 
despair at a playback of the tranquil 
flute duet that opens the fifth movement: 
it was coming over with the subtlety of a 

trumpet fanfare, and had to be corrected 
during a later take. There was also a 
confusion that arose in the fourth move- 
ment due to what I understand was the 
illegibility of some sections of the original 
manuscript score received from Russia. 
A trombone chord toward the end of the 
movement sounded unstylistically dis- 
sonant due to one particular note. On 
the possibility that it may have been 
a copying mistake (in the recopied con- 
ductor's score as well as in the part ). two 
versions of the passage were recorded. 
with the decision as to which one to use 
being postponed until the editing sessions. 

It was, in fact. the final three move- 
ments. which are played without pause. 
that offered the most problems. Accord- 
ing to a chorus member I talked with. 
the first two movements went quite 
smoothly. There will be the additional 
problem of squeezing these final move- 
ments. which run approximately thirty - 
five minutes. onto a single side of a disc: 
but Dellheim told me he intends to do 
this-very carefully. At any rate, the 
session ended with a straight run- through 
of the third and fourth movements, and 
everybody seemed immensely satisfied. 

Almost concurrently with the release 
of the recording, MCA Music is publish- 
ing a miniature score of the Thirteenth. 
It will be interesting, once the score and 
disc are in circulation, to see whether 
the poem used in the first movement. 
Yevtushenko's Bubi Yar, has been re- 
stored to its original form (both the text 
and the music of the Babi Yar section 
were slightly revised at the demand of the 
Soviet government). According to one 
source. the score used by Ormandy is the 
latest version, but there is no way of 
telling for sure at present. This will not 
be the first recording of the Shostakovich 
Thirteenth, of course. Everest has re- 
leased a disc of a live performance, taped, 
apparently, the last time the Symphony 
was played in concert in the Soviet Union 
( 1965). And the Russians have indicated 
the existence of a studio recording. al- 
though this version has yet to turn up in 
any form in the United States. But the 
RCA /Ormandy effort will represent the 
first performance by an American orches- 
tra. and it will also be the only disc 
available in true stereophonic sound. If 
the record is anything like the best of the 
takes I heard, this new release will be 
more than a match for the Kondrashin 
disc. RoYAt. S. BROWS 
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Çïtation 
is back. 

TECHNICAL SPECIFICATIONS 

AND FEATURES FOR 
CITATION TWELVE POWER AMPLIFIER 

Continuous Power Output: 

Intermodulalion 
Distortion: 

Hum and Noise: 

Damping Factor: 

Frequency Response: 

I'otier Bandwidth: 

Phase Shift: 

Rise Time: 

Dimensions: 

Weight: 

Finish: 

Outstanding Features: 

A I'M I I 1970 

120 watts, RMS, both channels driven 
simultaneously @ less than 0.2% THD, 
20- 20,000 Hertz @ 8 ohms. 

Less than 0.15% at all power levels, 60 and 
6,000 Hertz. 

Better than 100 db below 60 watts. 
40:1. 

1- 70KHZ, ± 0.5 db @ normal power level. 
Less than 1,2, Hertz- 100KHZ, ± 1 db @ 
normal listening level. 

5- 35,000 Hertz. 

Less than 5 degrees at 20 Hertz. 

Better than 2 microseconds @ 20K Hertz. 

5%1a" H x 12 :)48" W x 127" D (complete 
with metal cage) . 

30 pounds. 

Olive, black trim and gold escutcheon. 
Two individual power supplies deliver 

superb regulation for absolute stability and 
extended low frequency response. Handling 
of transients is effortless at any power level. 

CIRCLE 29 ON READER -SERVICE 

Minimum resale prices - 
(Kit) S225. (Wired) 5295. 

Thermal cutouts remove power from output 
stage when heat build -up exceeds 80 degrees 
C. Series -type limiting relays protect amplifier 
from short circuits. Reset automatically once 
short is removed. 

Absolutely stable with any type of speaker 
system. 

The Citation Twelve is available as a 
factory wired and tested amplifier or as 
a simple -to- construct kit. No special technical 
or mechanical skills are required. Instructions 
are complete and easy to follow. See and 
hear the Citation Twelve soon. We think you 
will agree it represents a remarkable 
breakthrough in high fidelity. 

For complete technical information, write 
to Harman -Kardon, Inc., 55 Ames Court, 
Plainview, N.Y. 11803, Dept. HF4. 

harman kardon 
A subsidiary of Jervis Corporation 

CARD 
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FABULOUS SUCCESSOR TO THE 

012345 

® ' l O 
ls 

9 96 9 100 102 101 106 '- 

89 90 92 
,,,,,,,,,,,.,,,,,,,x,,.,,..,, 

,,,,,,,, 
1000 1200 1400 I 

ab" 
505 

600 
100 000 

VOLUME 
BALA 

BASS 
SPEAKERS 

a ,ow HÑH 

--.- 6 F,ITEA MTfR Vhr1 

THE NEW SANSUI 2000A 

AND STILL AT THE SAME PRICE 

CIRCLE 50 ON READER SERVICE CARD 
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FABULOUS SANSUI 2000 

LOUDNESS REVERSE MONO 
MON 

TAPE Öa 

$299.95 can still go a long way in purchasing top notch high fidelity equipment. The exciting new 
2000A has a wide dial FM linear scale plus a sensitivity of 1.8 p.V(IHF) for pin -point station selectivity 
with a clean crisp signal from even distant stations. Its powerful 120 watts (IHF) will easily handle 2 

pairs of stereo speaker systems. The Sansui 2000A has inputs for 2 phonographs, tape recording 
and monitoring, headphones and auxiliary; and for the audiophile, pre- and main amplifiers may be 
used separately. Hear the new Sansui 2000A at your franchised Sansui dealer. 

cz. i - L s -ti. i ® SANSUI ELECTROS . is e 
Woodside, New York, 11377 

NIC 
Los 
CORP 

Angeles, California, 90007 

SANSUI ELECTRIC CO., LTD., Tokyo, Japan Frankfurt a.M., West Germany Electronic Distributors (Canada), British Columbia 
CIRCLE 50 ON READER -SERVICE CARD 
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speaking tzar' 
of records 

Columbia Records 

A Gallery of Great Performances 

by Eugene Istomin 

I i NEVER CEASES to amaze me that vir- 
tually the entire world of music is now 
available on records. For music listeners. 
this medium is an endless source of 
pleasure. but for the young professional. 
records also serve as a museum of per- 
formance in which he may browse and 
study at his leisure. In my early teen -age 

years. around 1937. there were far fewer 
records than today. Still. they played 
an incalculable role during that forma- 
tive period. I can remember eagerly wait- 
ing for the new releases of my idols 
and then going on "listening jags' as I 

absorbed not only piano works but the 
whole orchestral and string quartet rep- 
ertoire. 

My discovery of the great musical liter- 
ature. both classical and contemporary. 
came mostly through records. Although 
I went to many concerts during this 
period, the amount of time spent in the 
concert hall was negligible compared to 
the hours I spent discovering the classics 
on 78s. In the early '40s I can remember 
gobbling up the Bach suites with Casals: 
the Berg Violin Concerto with Louis 
Krasner. Rodzinski. and the Cleveland 
Orchestra: Berg's Lyric Suite: and several 
Stravinsky works. like the Symphony of 
Psalms. This kind of exotic diet would 
have been impossible without records. 

But certainly, records played their 
greatest role for me in my education 
as a pianist. There were five great pian- 
ists whom I idolized as a boy. They were 
Rachmaninoff. Artur Rubinstein. Vladi- 
mir Horowitz. Artur Schnabel. and 
Rudolf Serkin. who became my teacher 
at the Curtis Institute from 1939 to 1943. 

The first gut -churning thrill at the sound 
of great piano playing came at the age of 
eleven when I heard Rubinstein's record- 
ing of the Tchaikowsky Piano Concerto. 

32 

Although in some ways this performance 
now seems to me 1 and to Rubinstein 
himself. incidentally ) technically some- 
thing less than perfect. there is a nobility 
and passionate gallantry in his style that 
blemishes could not hide from me. 

Then and there I became a Rubinstein 
fan. and more important. a devoted 
student of his playing. 

Then there came a Rubinstein perform- 
ance of the Mozart K. 488. the second 
movement of which so enflamed me with 
its Chopinesque melancholia that I would 
sit down at my little piano and play the 
particularly poignant sections right along 
with my idol! And portions of his re- 
cording of the Chopin E minor Concerto 
still hold tip today as a model of Chopin 
playing. In short. listening to records. I 

became hooked by Rubinstein's special 
variety of controlled rubato. As Plato 
said. "Learning is recollection." And at 
that very early age I found a deep and 
intimate response to Artur Rubinstein. 

That was before my advanced musical 
education at the Curtis Institute. where 
understandably Rudolf Serkin became my 
next hero: through him I developed a 

great interest in Arturo Toscanini. then 
the reigning musical influence in America. 
Serkin was for nie a severe disciplinarian 
in the ethics of music. So the eloquent 
charms of Rubinstein were now poised 
against the aesthetic regimen of Serkin. 
plus worship at the altar of Toscanini-a 
"god" whom I now view a bit more dis- 
passionately. 

During the early war years in Phil- 
adelphia. I became friendly with com- 
poser Harold Brown. a most sensitive and 
perceptive musician who. incidentally. 
taught Noah Greenberg. Brown was a 

"hi -fi hug" (a new term in those days) 
and an ardent Schnabel devotee. He had 

all this pianist's records, and practically 
drowned me in them. It seemed to me 
then that Schnabel combined the tonal 
seduction of Rubinstein's playing with the 
ethics of Serkin's approach, and intro- 
duced a new element for me- intellect. 
that is to say. a philosophy of music in- 
terpretation. We listened avidly to his 
records and argued endlessly about their 
merit and the value of Schnabel's often 
profound, often controversial ideas. I 

began to go to every concert of his 
that I could, while continuing to study 
him through his recordings. In a few 
years, I had absorbed his playing so 

thoroughly that when I first net him 
I felt as if I had known him long and well. 

Horowitz and Rachmaninoff had a 

more peripheral influence on me, for 
while I was fascinated to hear the rep- 
ertoire in which they specialized, I was 
not particularly interested in playing it. 
(I only played the Rachmaninoff Second 
and the Tchaikovsky First for a few 
years.) But I treasure Rachmaninoff's 
recordings -particularly his incompa- 
rable way with his own music -and the 
memory of many live performances as 

well. And Horowitz' early recording of 
the Liszt Sonata. and later recordings of 
so many other works. revealed the nature 
of the modern piano with a demonic 
beauty that no one has since equaled. 

I heard all of these giants in concert 
during those early years. but with the ex- 
ception of Serkin. who made most of his 
recordings later, I studied them best on 
records. They inspired nie. and offered 
alternatives to Serkin's influence. Natu- 
rally. since he was my teacher I was in 
a constant state of revolt against him. My 
weapons were immeasurably strength- 
ened by the availability of records. No 
matter how I battled. I sensed then and 
I know even more surely today that he is 

a musician of the highest integrity. 
Thanks to Rudolf Serkin and to his rare 
quality. I started to find my own way. 
But in the beginning. there was the rec- 
ord. and the whole world of music it gave 
me. Although I listen much less often 
today. I have never forgotten that great 
gift. 

Today's recordings are by and large 
superior in every way to yesterday's. both 
as performances and as recorded sound. 
The contemporary artist has profited 
from his predecessor's accomplishments 
and experience so that one is sometimes 
tempted to come straight out and say that 
a Byron Janis or Gary Graffman or 
Vladimir Ashkenazy recording of a Rach- 
maninoff concerto may well be superior 
to Rachmaninoff's own. The comparative 
merits of today's pianists vetsus yester- 
day's are frequently argued. but I for one 
ant quite convinced that the standard of 
performances both in the concert hall 
and on recordings is definitely higher to- 
day. Sacrilegious as it may seem. musical 
performance is not excluded from the 
laws of progress and development that 
govern all the arts and sciences. 

At the moment I am involved in an im- 
mense project: recording with Isaac Stern 
and Leonard Rose the complete piano 
chamber music repertoire for Columbia 
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Builda complete stereo system 

around any of these 

Pioneer Gutperformers 

SX- 1500TD AM -FM STEREO RECEIVER 
Exclusive microphone mixing. Audio output: 180 
watts (IHF); FM Tuner Sensitivity: 1.7 uV :lHF); 
6 sets of inputs; accepts 3 speaker systems, wal- 
nut cabinet. $399.95 inci. microphone. 

SX -440 AM -FM STEREO RECEIVER 
Audio output: 40 watts IIHF); FM Tuner Sensitiv- 
ity: 2.5 uV (IHF); Frequency response: 20- 70,000 
Hz. Oiled walnut cabinet. $199.95. 

SX -990 AM -FM STEREO RECEIVER 
Audio output: 130 watts (IHF); FM Tuner Sen - 

sitivity: 1.7 uV (IHF). Completely versatile with 
inputs for: 2 phono, tape monitor, microphone, 
auxiliary & main amps; walnut cabinet. $299.95. 

.` 

Depending on the number of refinements you're 

looking for in an AM -FM stereo receiver, 

Pioneer has one in your price range. 

Regardless of what your budget is, 

you never compromise with quality 

with a Pioneer Outperformer. 

Hear them and get full details at your Pioneer dealer. 

Or for more information write .. . 

SX -770 AM -FM STEREO RECEIVER 
Audio output: 70 watts (IHF); FM Tuner Sensitiv- 
ity: 1.3 uV (IHF); 4 sets of inputs; 2 speaker out- 
puts. Oiled walnut cabinet. $249.95. 

or 
-;,, _ 

4 

CD PioNECri° 
PIONEER ELECTRONICS U.S.A. CORPORATION, 140 Smith St., Dept. H-4, Farmingdale, N.Y. 11735 (516 ) 694 -7720 

West Coast: 1335 W. 134th Street, Gardena, Calif. 90247 - (213) 323 -2374 8. 321 -1076 In Canada: S. H. Parker Co., vrov. of Ontario 
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EDGAR DEGAS. Detail of Calé -Concert at Les Ambassadeurs. Museum of Lyons, France 

HIGH FIDELITY/ MUSICAL AMERICA 
ANNOUNCES TWO EXCITING 

"MUSIC FESTIVAL HOLIDAYS" 
IN EU ROPE 

(JUNE 20 -JULY 11 AND JULY 27- AUGUST 17) 

High Fidelity/ Musical America is proud to announce sponsorship of two delightful "Music 
Festival Holidays," each for 22 days filled with the finest music that Europe can offer. 

Festivals to be visited include Glyndebourne, Aldeburg, Holland, Spoleto, Salzburg, 

Prades, Munich and the Wagner Festival. 

HIGH FIDELITY/ MUSICAL AMERICA, YOUR HOST -We are pleased to announce that 

R. D. Darrell, contributing editor of High Fidelity and compiler of the original "Grama- 

phone Shop Encyclopedia Of Music," will host the June 20 -July 11 "Music Holiday" and 

that Conrad Osborne, 10 years chief opera reviewer for High Fidelity, will host the July 

27- August 17 "Holiday." Your host will personally escort you and your fellow music 

lovers throughout the whole tour and his knowledge and expertise will be devoted to 

making your "Music Holiday" an enlightening and rewarding experience. 

UNIQUE BACKSTAGE ENTREE -Your Host will take you backstage at opera houses and 

festivals to see rehearsals, meet music world personalities and performers and thus 

give you an entirely unique and exclusive insight into the wonderful world of music. 

QUALITY IS THE KEYNOTE -Accommodations will be excellent (double rooms with pri- 

vate bath, of course) selected with the utmost care to guarantee your comfort. 

SEND FOR MORE INFORMATION -WITH NO OBLIGATION -Use coupon to secure the 

itinerary, complete with all exciting details. But act now for, obviously, there is a strict 
limit on the number who can be accommodated on each of these two unique tours. 

High Fidelity /Musical America "Music Festival Holidays" 
The Publishing House, Great Barrington, Massachusetts 01230 

Please rush me all information about the "Music Festival Holiday" checked 
below (no obligation, of course): 

H June 20 -July 11, 1970 "Music Holiday" 

July 27- August 17, 1970 "Music Holiday" 

Send information, when available, on your Fall and Winter "Music Holidays" 

Name 

Address 

City State Zip 

HF/ MA4 
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SPEAKING OF RECORDS 

Continued front page 32 

Records. When I was making my earlier 
records in the '40s and '50s, my favorite 
older pianists set the standard for me. 
Today I hope that I may set some stand- 
ards for the exceptionally fine younger 
group of artists. 

Possibly because I spend so much time 
playing and recording instrumental music, 
I am more inclined to devote most of 
my spare listening moments to opera. 
Opera recordings are a boon for me be- 
cause I rarely enjoy sitting in the theater 
on nights when I am not performing - 
yet I enjoy operatic music immensely. I 
did make an exception this past season 
and attended the performance of Berg's 
Wozzeck at the Met, one of my great fa- 
vorites; I also have the DGG recording 
with Evelyn Lear, whom I consider a 
ohenomenal artist (DOG 138991/2). 
I'm delighted that Peter Grimes was 
recorded with all of its magic intact (Lon- 
don OSA 1305), and I'm impressed with 
Henze's Der ¡tinge Lord (DGG 139257/ 
9). Somewhat older operatic recordings 
in my collection, but perhaps even more 
cherished, are the first Tebaldi Otello 
(Richmond 63004 )-still unsurpassed for 
sheer vocal beauty -and the same so- 
prano's early Bohème, which I think is 
her greatest recording (Richmond 62001 ). 
My favorite opera is Madatna Butterfly, 
and if I had to settle for just one record- 
ing it would be Renata Scotto's memo- 
rable performance on Angel (S 3702). I 
can't imagine how anyone who likes 
Wagner could live without London's 
complete Ring with Solti and company 
(RING S). And speaking of Wagner, one 
final thought; if I may put in a plea for 
an opera as yet unrecorded, how about 
the complete Rienzi' 

Having said this much, it may sound 
as if there's not an orchestral or nonvocal 
record to be found in my entire collec- 
tion -this is not quite true, of course. I 
greatly admire Ormandy's reading of the 
Mahler Tenth Symphony (Columbia M2S 
735), and 1 am fascinated with Boulez' 
Debussy series, particularly Jeux and La 
Mer (Columbia MS 7361). My all -time 
favorite recording of chamber music is 
the Guarneri Quartet's pluperfect per- 
formances of the Brahms piano quartets 
and the Schumann Piano Quintet with 
Rubinstein (RCA Red Seal LSC 6188). 
I also confess to a vicarious thrill while 
thumbing through Schwann's new listings 
each month, and at the moment I am 
curious about the new recording of 
Messiaen's Quartet for the End of Time 
with the great English clarinetist, Gervase 
de Peyer, among the soloists (Angel S 

36587). I'm also planning to investigate 
Zubin Mehta's recording of the Schoen- 
berg Chamber Symphony, Op. 9, and 
Variations, Op. 31 (London CS 6612). 
That's about the limit of my interest in 
"modern" music for the moment -with 
the exception of Leon Kirchner, whose 
String Quartet No. 3 I find very listen - 
able (Columbia MS 7284). I know I 
probably should be listening to Stock- 
hausen, Berio, and their contemporaries. 
but I will have to save them for my old 
age. 

HIGH FIDELITY MAGAZINE 

www.americanradiohistory.com

www.americanradiohistory.com


Trade inyour3-hour 
speaker systems for a pair of 
these all -day speakers by Fisher. 

Most of today's bookshelf speaker systems sound 
pretty good after a day at the office, for two or three 
hours in the evening. 

But if you've ever tried to listen for a solid Satur- 
day or Sunday, you know what happens. You're squirm- 
ing in your seat by late afternoon. And watching TV by 
evening. 

Subtle speaker distortions don't usually show up 
during your first few hours of listening. Or in a hi -fi 
store for that matter. 

That's why, if you want to be rid of listener fa- 
tigue once and for all, you'll need speakers designed 
to eliminate certain common distortions. Here are 
some of the things we've learned about making all -day 
speakers at the Fisher laboratories: 

Eliminating bass and mid -range distortion. 
Bass should be deep, and shouldn't interfere 

with the mid -range. 
However, with the acoustic suspension system 

commonly used in bookshelf speakers, achieving good 
bass without muddying the mid -range is no easy task. 

Fisher speakers achieve clean, disciplined bass 
by starting with a larger- than -usual woofer in each 
price range. Fisher woofers use an extremely compli- 
ant butyl rubber or butyl- impregnated surround and a 

specially treated cone that allows a fundamental bass 
response as low as 30 Hz without doubling or distor- 
tion. Higher bass frequencies sound clean, with no 
tubbiness creeping in. In the three high -end Fisher 
bookshelf systems, mid -range frequencies are han- 
dled entirely by a specially designed mid -range 
speaker or two, isolated from the rest of the system 
physically as well as electronically. In addition to keep- 
ing each mid -range speaker in its own enclosure, 
Fisher uses sharp- cutoff band -pass filters in place of 
conventional roll -off networks. 

Eliminating impactless transients. 
If speakers don't respond quickly to musical 

changes, instruments won't have a natural bite. They 
won't be clearly etched. And, in general, they'll lose 
their impact after a very short period of listening. By 
using newly developed super Alnico magnets, with 
high flux density, Fisher woofers and mid -range 
speakers achieve faster, more positive control of their 
cones than any other speakers being manufactured 
today. Fisher speakers are so listenable for so long 
largely because Fisher transient response is absolutely 
unsurpassed in the industry. 

Eliminating dull or artificial highs. 
Unlike many of the tweeters used in bookshelf 

speakers, Fisher tweeters aren't designed to glamor- 
ize highs. Overly bright or subtly dull highs are one of 
the most irritating forms of speaker distortion in ex- 
tended listening. Fisher uses specially designed, 
sealed -back tweeters that provide excellent frequency 
response to beyond the limits of human hearing. A 
low -mass voice coil assures highs that are natural 

sounding as well as unusually clear and transparent. 
For widest dispersion, Fisher tweeters incorporate a 

soft dome diaphragm. Their mpregnated cotton or 
formed mylar construction eliminates parasitic high - 
frequency resonances and the resultant coloration of 
sound. 

The four Fisher bookshelf systems pictured here 
are all -day systems. We encourage you to listen to the 
one in your price range. For as long as you have the 
time. 

(For more infcrmation, plus a free copy of The 
Fisher Handbook, 1970 edition, an authoritative 72- 
page reference guide to hi -fi and stereo, use coupon 
on magazine's front cover flap.) 

THE FISHER XP -60B, 
2 -WAY SPEAKER SYSTEM, 
$79.95. 

THE FISHER XP -66B, 
3 -WAY SPEAKER SYSTEM, 
$99.95. 
(AVAILABLE WITH 
FRETWORK GRILLE AS 
THE XP -66K, 
$10 ADDITIONAL.) 

THE FISHER XP -7B, 
4 -WAY SPEAKER SYSTEM, 
$149.95. 
(AVAILABLE WITH 
FRETWORK GRILLE AS 
THE XP -7K, 
$10 ADDITIONAL.) 

THE FISHER XP -9C, 
4 -WAY SPEAKER SYSTEM, 
$199.95. 

he Fisher 
I Inlll.it «.\Dill. I I. 10 117,111 ItI \U, I ii., r.1 ']U , Ill. N.\. 11101. 
tl\'I:IlSE:\.. .\]11 l'.\N.\I11:\N «I-..IUFN r. r1.E:,tiF. Klu'rt: To 
FI111I:It R\Illo U.. I JI]N IVL\Ntl rIT\. N. Illul. 
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Only Marantz Has Variabk 

What's a Marantz? 
Any audio engineer or stereo hobbyist 

will tell you. Marantz builds the world's 
finest high -fidelity components. And has 
for fifteen years. 

This message, therefore, is not to 
engineers but to professional musicians, 
serious music - lovers, and beginning 
stereo hobbyists. We'd like to introduce 
you to Marantz. 

Never Heard Of Marantz? 

Until this year, the least- expensive 
Marantz stereo component you could buy 
cost 5300.00. And our FM tuner alone 
cost $750.00! To own a Marantz, you either 
had to be moderately wealthy or willing 
to put beans on the table for awhile. But it 
was worth it. And a lot of experts thought 
so, too, because the word soon got around, 
and the products sold themselves. 

What The Competition Said 

The chief design engineer of a major 
competitor once said that no one even 
tries to compete with many of Marantz' 
sophisticated features; it would be just 
too expensive. Marantz designs its circuits 
the same way the aerospace industry 
designs missiles and jet planes -for 
utmost performance and reliability. 

Variable -Overlap Drive 

When you buy a Marantz stereo, you 
can look forward to sterling performance 

36 

year after year. Marantz reliability is 
due in great part to such exclusive 
features as Variable -Overlap Drive. This 
Marantz circuit eliminates irritating 
cross -over notch distortion found in most 
solid -state amplifiers. In addition, 
Variable -Overlap Drive compensates for 
the natural aging of an amplifier's 
components. This means that even after 
years of listening enjoyment, Marantz 
still delivers "like -new" performance. 

Features, Not Gimmicks 
The unique features of a Marantz 

component are there for only one purpose: 
to make possible the highest level of 
listening enjoyment. 

That's why we put an oscilloscope in 
our best components. 

An oscilloscope is kind of a TV tube. 
But instead of the Wednesday Night 
Movie, it shows you a green wavy line. 
An electronic picture of the incoming 
FM radio signal, telling you exactly how 
to rotate your antenna for minimum 
multipath distortion (ghost signals) and 
maximum signal strength (clarity) even 
from the weakest stations. 

The "scope" also shows 
correct stereo phasing: 
that is, if the broad- 
casting transmitter or 
your equipment is 

out of phase. And it lets 
you set up optimum stereo performance 

and reception to create a solid "wall" 
of sound. 

Gyro-Touch Tuning 
Marantz even offers a different tuning 

experience because you rotate the actual 
tuning flywheel. This results in the 
smoothest, most precise tuning possible. 
And this Marantz- exclusive design 
requires 
considerably 
fewer moving 
parts than 
conventional 
systems used 
by other 
manufacturers. The benefits: reduced 
friction, wear, and service problems. 
We call this patented pleasure "Gyro - 
Touch Tuning." 

Built To Last 

Marantz stereo components aren't built 
in the ordinary way. For example, 
instead of just soldering connections 
together with a soldering iron, Marantz 
uses a highly sophisticated waveflow 
soldering machine -the type demanded 
by the Military. The result: perfect, 
failproof connections every time. 
Even our printed circuit boards are a 
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Overlap Drive! 

special type -glass epoxy -built to rigid 

military specifications, ensuring rugged- 
ness and dependability. 

Marantz Power Ratings Are True 

When someone tells you he has a 

"100 -watt amplifier," ask him how the 
power was rated. Chances are his 100 

watts will shrink to about 75 or 50 or 
perhaps even as few as 25. The reason 
is that most manufacturers of stereo 
amplifiers measure power by an inflated 
"peak power" or "IHF music /dynamic 
power." 

Marantz states its power as "RMS 
continuous power" because Marantz 
believes this is the only method of 
measurement that is a true, absolute, 
scientific indication of how much power 
your amplifier can put out continuously 
over the entire audible frequency range. 

But if Marantz were to use the un- 
scientific conventional method, our 
Model Sixteen 100- RMS -100 power 
amplifier could be rated as high as 

600 watts! 
Moreover, you can depend on Marantz 

to perform. For example, the Model 16 

APRIL 1970 

can be run all day at its full power rating 
without distortion (except for neighbors 
pounding on your wall). That's power. 
And that's Marantz. 

Marantz Speaks Louder Than Words 

In a way, it's a shame we have to get 
even semitechnical to explain in words 
what is best described in the medium of 
sound. For, after all, Marantz is for the 
listener. No matter what your choice in 
music, you want to hear it as closely as 

possible to the way it was performed. 
In spite of what the ads say, you 

can't really "bring the concert hall into 
your home." For one thing, your listening 
room is too small. Its acoustics are 
different. And a true concert-hall sound 
level (in decibels) at home would 
deafen you. 

What Marantz does, however, is 
create components that most closely 
recreate the sounds exactly as they were 
played by the musical performers. 
Components that consistently represent 
"where it's at" in stereo design. No one 
gives you as much -in any 
price range - as Marantz. 

Every Marantz Is Built 
The Same Way 

Every Marantz component, 
regardless of price, is built 
with the same painstaking 

craftsmanship and quality materials. 
That's why Marantz guarantees 
every instrument for three full 
years, parts and labor. 

Now In AB Price Ranges 

Today, there is a demand for Marantz- 
quality components in other than 
very-high price ranges. A demand made 
by music -lovers who want the very 
best but must consider their budgets. 
Though you can easily invest more 
than $2000.00 in Marantz components, 
we now have units starting as low as 

$209. True, these lower- priced models 
don't have all the same features, but the 
quality of every Marantz is exactly the 
same. Marantz quality. 

And quality is what Marantz is 
all about. 

Hear For Yourself 

So now that you know what makes 
a Marantz a Marantz, hear for yourself. 
Then let your ears make up your mind. 

)))) ))7 i % o 3 

ma llt+a >>tZ, 
Components Speaker Systems Receivers 

,. Marantz Co . Inc . 1970 A subsidiary of Superscope. Inc.. PO Box WA. Sun Valley. Calif. 41152. Send tor tree catalog. Shown above. Model 12 S444 
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About a year ago I read a recommen- 
dation that if a Shure V -15 Type II 
cartridge is not tracking well in the AR 
arm at 11 /4 grams, the stylus force 
should be increased to about 11 /2 
grams as a minimum tracking recom- 
mendation for the AR arm. But what 
about the Pickering XV15 /750E and 
Empire 1000ZE, with recommended 
tracking forces between 1 and 11/4 

grams? -David Fryman, Hayward, Calif. 
Neither of these cartridges is recom- 
mended for the arm on the AR turn- 
table. Empire tells us that the 1000ZE 
should not be used in any arm without 
antiskating compensation -which the 
AR doesn't have. For your purposes, 
Empire recommends its 888TE; Picker- 
ing its 200E; and Stanton its 681SE. 
Shure admits the V -15 Type II mis- 
tracked for some owners of earlier mod- 
els of the AR turntable and arm and 
that it was necessary to incapacitate 
the arm's viscous damping to get 
proper results. They say, however, that 
they have encountered no reports of 
this problem with ARs made in the last 
two years or so. 

I keep my equipment updated and was 
planning several improvements this 
year. Suddenly, however, I feel I have 
to forget these improvements because 
of the advent of four -channel stereo. 
The equipment I had chosen now 
seems like a poor investment. - 
Stephen D. Walsh, Kent, Ohio. 
An investment in new stereo equipment 
should be a good one if it really will 
improve the sound you will be hearing 
for the next few years. That's how long 
we figure it will take as a minimum 
before quadriphonic sound becomes a 

commercial reality. At present, it is 
no more than a subject of investiga- 
tion by some professionals and a 
minute handful of dedicated audio tink- 
erers. While some attractive tapes 
have been produced, the two disc sys- 
tems have met with less enthusiasm, 
and four -channel broadcasting as a 

practical routine matter could be at 
least a decade away. Indeed, four - 
channel sound may never be accepted 
in the sense that stereo is accepted 
today. And anyway, most of the com- 
ponents in a high -quality stereo sys- 
tem probably will be equally useful in 
a four -channel system when and if 
quadriphony arrives. 

It is my understanding that all cas- 
settes are manufactured under licenses 
granted by Philips. Ignoring the quality 
of the tape used in the cassette, would 

i\ 

too 
hot 

to 
handle 

all blank cassettes, regardless of price, 
be of similar construction and me- 
chanical quality? -Arthur J. Richards, 
Bakersfield, Calif. 
Similar, perhaps, but not identical. 
Philips, in the cassette specifications 
which other manufacturers accept in 
signing the licensing agreement, gives 
basic dimensions and tolerances of 
critical parts; but a number of options 
remain in the actual construction of 
the cassette case and its working parts. 
Futhermore, some companies con- 
sistently do a better job than others 
of forming critical parts. Next time 
you have an opportunity, look at sev- 
eral different brands and compare the 
precision with which the two halves 
are joined, the way in which the open- 
ings are shaped and finished, and the 
centering of the tape as it passes these 
openings. 

I have an elderly Dynatuner with a 

multiplex adapter, fed by our local 
CATV cable. Some distant stations come 
in well enough in mono but not as well 
in stereo. Would adding a booster or 
changing to a more sensitive tuner give 
me better stereo ? -Richard N. Wisan, 
Oneonta, N.Y. 
We'd guess that the cable company 
already boosts the incoming FM enough 
so that what you're suffering from is 
not inadequate RF (radio- frequency) 
signal strength for your tuner but 
simply stations that are too distant for 
the cable system's antennas to pull in 
well. If that's true, neither a booster 
nor a more sensitive tuner will help. 

Do speakers rated at 8 ohms perform 
"better" or "worse" in any way by 
comparison to those rated at 16 ohms? 
-F. S. Stiegler, Minneapolis, Minn. 
No. At one time 16 ohms was con- 
sidered a "hi -fi" speaker impedance 
because some of the most impressive 
systems available were rated that way. 
And cheap replacement speakers usu- 
ally have a low impedance rating. But 
impedance itself bears on audio quality 
only to the extent that a mismatch 
in impedances between amplifier and 
speaker can degrade sound -or, in 
modern solid -state equipment, force 
the amplifier to work at less than its 
maximum efficiency. 

Some years ago you recommended 
equal parts of distilled water and rub- 
bing alcohol as an effective solution 
for cleaning records. Now I read that 
denatured alcohol should not be used 
to clean records. While I haven't been 

able to detect any damage to my rec- 
ords due to the water /alcohol clean- 
ing, I'm getting worried. What should 
I do? -Dave Barry, San Jose, Calif. 
First of all, you're confusing denatured 
alcohol with isopropyl alcohol, better 
known as rubbing alcohol. An even 
better way to clean records might be to 
wash them in a lukewarm solution of a 

mild liquid detergent, rinse them in 
lukewarm or cold water, and prop them 
up on edge to drain and dry away 
from sources of dust and with nothing 
touching the discs' grooved area. In 
any case, don't use denatured alcohol. 

Can you straighten me out regarding 
stereo tapes? Which format is here to 
stay? Has the cartridge arrived? Are 
cassettes worth buying? I own good 
equipment -a Heath AR -15 receiver, 
AR -3 speakers, and an AR manual 
turntable -and desire compatible tape. 
-Justin Hartley, New Britain, Conn. 
Open -reel, cassettes, and cartridges all 
appear to be here to stay for the pre- 
dictable future though there's no ques- 
tion that open -reel presently is the 
best bet for quality. We believe that 
it will continue in that position for the 
predictable future. Cassettes have im- 
proved rapidly and now offer good - 
though not first-rate -quality combined 
with convenience for use in the home. 
They're even beginning to make inroads 
in automobiles, for some time the 
private preserve of four -track and espe- 
cially eight -track cartridges. For your 
purposes, though, we'd recommend the 
old -faithful open -reel format. 

If I can buy a reliable, perfectly decent - 
sounding GE AM /FM table radio -con- 
sidering its poor speakers -for twenty 
bucks, why can't I buy a basic, simple 
FM tuner for half that? -Jack Belck, 
Morgantown, W. Va. 
Hook the output of your twenty -buck 
GE into a component system so you 
can really hear what kind of a signal 
it's delivering and you'll know why not. 
In terms of distortion, noise, selectivity, 
image rejection, and so on, it's liable 
to be pretty bad. Granted that what 
you'll hear will be perfectly satisfactory 
for a lot of people, particularly if they 
use FM simply as a sort of background - 
music source, but they're the sort who 
won't want to muck about with sepa- 
rate tuners and amplifiers and speak- 
ers and things. If they can buy the 
whole package ready to go for twenty 
bucks, few of them will care how poor 
the speakers are. So who would buy 
the cheap- and -dirty tuner you propose? 
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Sony humbly nominates itself for the understatement -of -the -year award 

We priced the Sony STR -6050 FM Stereo /FM -AM receiver at $279.50 - 
quite reasonable, we thought. However, the renowned 

Hirsch -Houck Laboratories seems to feel that we understated the price 
and said so in their report in the May issue of Stereo Review. 

"When we received the Sony STR -6050 stereo receiver for testing we did not 
know its price. Before making any measurements we listened to it 

for a time and estimated its price from its general performance. 
Our guess was about $120 higher than its actual selling price, which 

should give you some idea of what an excellent value this receiver is." 

Most humbly. we point to this "S120 Understatement" as indicative of 
the way we understate other points about our products like performance, 

specifications, etc. We'd rather let the owners of Sony 
stereo components speak up for us. Audition the Sony 6050 and our other fine 

stereo components at your Sony high fidelity dealer, or write for catalog. 
Sony Corporation of America, 47 -47 Van Dam St., Long Island City, N.Y. 11101. 

SONY STR -6050 
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HEGEMAN KITS 

UNVEILED 

We got our first chance to see the Hegeuran Labora- 
tories line of modular electronics kits "in the flesh" 
during two days of receptions held by Stewart Hegeman 
in New York in January. Stu is well known to those of 
us who have been around high fidelity for some time 
as the designer of the original Harman -Kardon Citation 
line and some indirect -radiating speakers whose con- 
figuration to a large extent prefigured a number of 
"omnidirectional" systems on the market today. So we 
had looked forward with considerable anticipation to 
his latest work. 

There's nothing old- fashioned about the equipment 
( though it might prove to be classic in the same sense 
as his Citation line). It's all solid state. of course. and 
uses a number of integrated circuits in low -power stages 
where, according to Stu, discrete components can no 
longer compete in terms of linearity and noise parame- 
ters. But the most striking thing about the designs is 
their air of professionalism. They have been conceived 
with both the serious amateur and the professional in 
mind and look as though they may well find application 
in broadcasting and recording in addition to home use. 

At any rate. its not equipment for the neophyte. Be- 
tween the preamp /equalizer and control modules there 
are almost as many switches and knobs as you're likely 
to find on any two average receivers. And there is a 

CASSETTE BUYER, BEWARE! 

Later this year there may begin to appear on the U.S. 
market a rash of minimum- priced cassette recorders of 
the so- called rim -drive type. And if you're planning 
to buy. you should know what's wrong with the rim - 
drive principle before you spend money on a piece of 
equipment that may do less than you expect. 

The term rim -drive comes from the days when there 
were a fair number of open -reel recorders around that 
had no capstan. Instead, the motor transmitted motion 
to the tape via the rim (hence the term) of a flywheel 
or drive wheel connected to the takeup reel. While this 

news Ú 
views 

Hegeman Labs kits at left comprise the equivalent 
of a stereo integrated amplifier: HL -100 preamp 
assembly is stacked above HL -200 dual power 
amp. Below is HL -300 jack -panel /metering unit. 

jack panel that allows almost any conceivable configura- 
tion of cross -patching for A/B comparison of signals 
in the various portions of the circuitry. There's another 
professional touch in the power amplifiers: each has its 
own power supply, which of course improves the voltage 
regulation and helps maintain full rated power for each 
stereo channel. 

"Center- channel" operation -the two usual stereo 
channels plus a derived "fill" combining the two-is im- 
plicit in the design. The control module contains the A- 
plus-B output, and the power amplifier rack has space 
for three amp modules. In two -channel operation a dum- 
my panel fills in the center space. 

At present the line consists of three basic units. The 
HL -100 preamp rack containing the preamp /equalizer 
module. the control module, and their related power 
supply costs $380 ($490 wired). The HI-200 power amp 
rack containing two modules plus a dummy panel costs 
$342 ($398 wired). The HL -300 volume level indicator 
containing the jack panels and dual VU meters costs 
$146 ($186 wired). In addition. there are a variety of 
optional configurations -for example, a three -channel 
power amp rack at $496 in kit form -and accessories. 
The preamp rack and wood cases (at $30) are scheduled 
for May availability. most of the rest for June I. 
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drive system requires relatively few parts and there- 
fore can be manufactured at rock- bottom cost, at best 
it can keep only the takeup reel moving at constant 
speed -or constant angular velocity, to be more precise. 
But the actual tape speed is dependent on the circum- 
ference of the tape wound on that reel. 

Let's say, for example. that a small -size reel is turning 
at one revolution per second and is almost empty, with 
a tape circumference of 334 inches. Fine -the tape will 
move past the heads at 334 inches per second. But as 
the tape builds up on the reel. the tape speed will in- 
crease. When the diameter of the tape -and therefore 

Continued on page 42 
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PErfection in PErformance 

The inevitable choice among automatic turntables 
Feature for feature PE automatic turntables stand alone: Dial -a -Matic 
vertical tracking angle adjustment ... Gentlest, fingertip cueing action 
... One -Lever Control ... Fail safe stylus protector ... Automatic record 
scanner. Awarded "DIN" Seal of Excellence for PErfection in PErlorm- 

"'" ance. Get a demonstration on the world's gentlest automatic turntabe 
OR Mt NW at your PE dealer, or send for delails: Elpa Marketing Industries, Inc., 

New Hyde Park, N.Y. H040. 
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NEWS & VIEWS Continued front page 40 

its circumference -has doubled, you will find that it is 
passing the heads at 711 ips. And in the meantime, of 
course, you will have had every tape speed in between. 

If everything is recorded and played back on the 
same machine, things may not be too bad (as long as the 
reel velocity really is constant) because the tape will 
always be traveling at the same speed in playback that 
it was when the recording was made. But change ma- 
chines, edit the tape. or- heaven forbid -try to play 
prerecorded tapes and you're out of luck. For this 
reason. rim -drive operation has almost disappeared from 
recorders. The exceptions are some equipment for special 
applications like dictation and a few "toy" models that 
are still kicking around the souvenir- discount shops for 
the benefit of the sucker market. 

Norelco -or rather Philips, its parent company in the 
Netherlands -is of course the developer and patentee 
of the cassette format and as such has used a licensing 
system to head off design variations that tend to under- 
mine the quality or versatility of cassettes. And while 
we understand that Philips is asking its lawyers to see 
what measures can be taken to nip any rim -drive boom 
in the bud, at this writing no details are available. 

So if you're planning to buy and the price is wa 
down -perhaps in the $15 -$20 bracket -look to see 
whether the cassette recorder has a capstan. In case 
you don't know where to look, the capstan is a thin 
metal rod standing in the bottom of the cassette well. 
When a cassette is inserted, the capstan falls in one of 
the notches in the cassette itself, behind the tape. In the 
play mode, a pinch roller in the side of the cassette well 
pops out and presses the tape against the capstan. If 
the unit you are looking at doesn't operate in this fashion, 
it is a rim -driven model. 

DIGITAL TUNER MAKES IT TO MARKET 

A little over a year ago, Cr M Laboratories first unveiled 
a pet project: a stereo FM tuner that provided digital 
frequency read -out instead of the conventional dial. In 
fact. nothing was conventional about the pilot model 
shown to the press at that time. A stepping relay. which 
could be made to scan the spectrum hunting for stations, 
replaced the conventional tuning knob. A sensitivity knob 
made it possible to tell the relay how choosy about 
signal quality it should be in the automatic -hunt mode. 
There were even connections for a remote timer, with 
which a whole evening's listening on several stations 
could be preprogrammed. And then there was the price: 
about $1,000. 

No availability date was announced at the time; C/M 
would say only that the unit was under development. 
But now we have word that the Model 804 Channel Se- 
lector (tuner is too mundane a term) is in production 
and should be on dealers' shelves by the time this issue 
appears in print. 
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POP -IN CLIP FOR PICKERINGS 

Pickering says it has the fastest cartridges in the 
West -or East -when you come to put them in a 
tone arm. The trick is pulled off by special plastic 
snap -in mounts now available from Pickering. 
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equipment in the news 

Pioneer's new top receiver has mike input 

I-he Pioneer SX- 1500TD is delivered with a directional dynamic mike 
that can be plugged into a front -panel jack. with its own level control. 
to feed both audio channels for public address work or tape recording. 
The receiver has AM and FM front ends and is equipped with dual 
tuning meters -FM center channel and signal strength. Outputs 
permit connecting three sets of stereo speakers. Any of the three can 
be turned on independently, either extension set can be used simul- 
taneously with the main set. or all may be turned off for headphone 
listening. The headphone jack is live at all times. The SX- 1500TD is 
rated at 70 watts per channel rms into 4 ohms or 58 per channel 
into 8 ohms. It sells for $399.95. 
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TDK cassette claims top performance 

Its "Super Dynamic" SD cassettes, TDK says, have a new oxide 
formulation that makes it possible to get response over the full audio 
range from 30 to 20,000 Hz with substantially flat response from 50 
to 10,000 Hz. Subsidiary benefits claimed for the new formulation 
include improvements in signal -to -noise ratio -and therefore dynamic 
range -in print- through. and in improved head -wear characteristics. 
C -60 cassettes are available at $3.75: C -90 cassettes also have been 
announced. Endless -loop cassette configurations for message- repeater 
use are expected in the near future. 

CIRCLE 149 ON READER -SERVICE CARD 
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Nobody likes a name- dropper, 
but it's pretty difficult 
not to drop a few names 
when you own 
Altec Lansing bookshelf speakers 
and stop and think 
that the same fine quality 
of Altec sound equipment 
is now playing at 
the Houston Astrodome, 
Columbia Records, Disney Studios, 
Universal Recording Studios, 
Nashboro Records, Universal Decca 
Recording Studios, 
Century Records, Lincoln Center, 
and a lot of other famous places. 

Altec Lansing bookshelf 
speakers include 
the Bolero (shown), $179.95 each; 
the Madera, $149.95 each; 
and the Corona, $85.50 each. 
Hear them for yourself 
at your Altec Lansing dealer. 
Or write for a free catalog: 
1515 South Manchester Avenue, 
Anaheim, California 92803. 

.II IIINIIT1 
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EQUIPMENT IN THE NEWS 

Continued from page 42 

EPI speaker features impedance switch 

Since the product was first announced, Epicure Products. Inc. has 
made some modifications in its Quartet speaker system, Model 201. 
A switch now makes it possible for the user to choose either 4 ohms 
(most efficient with many solid -state amplifiers) or 16 ohms (for 
tubed circuits) as the system's effective input impedance. Other new 
features are a brilliance control and an easily removed grille cloth. 
As in the original version, drivers fire both outward and upward 
to increase sound dispersion. Both versions are priced at $199. 

CIRCLE 150 ON READER -SERVICE CARD 

Tandberg 6000X replaces 64X 

The Tandberg 64X, for some years the premier model in that line, 
has been replaced by a quarter -track model in the new Series 6000X. 
Although its styling differs from that of previous Tandbergs, the 
6000X retains most of the features of the 64X, including its cross - 
field head design, with separate erase, record -bias, record- signal, and 
playback heads. One new feature, Tandberg points out, is a limiter 
that can be switched into the record circuit to control overload peak- 
ing as high as +24 VU. Other features include cueing, search, sound - 
on- sound, automatic end -stop, and peak- reading meters. The three - 
speed deck, in either quarter -track or half -track configuration, sells 
for $499. 

CIRCLE 146 ON READER -SERVICE CARD 

JBL Alpha series goes contemporary 
James B. I- ansing Sound, Inc. has announced a new version of the 
Alpha speaker system and component cabinet. The S7OWX speaker 
system now is available in a hand -rubbed oiled walnut enclosure 
with contemporary styling that sells for $336. It is a three -way system 
containing three drivers plus a passive radiator, crossovers, and 
brilliance and presence (midrange) controls. The matching C78WX 
equipment cabinet sells for $258. 

CIRCLE 152 ON READER- SERVICE CARD 
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Continuous -play for cassette changers 

"Circulator" is the word Norelco uses to describe an attachment 
announced recently for use on automatic- changer cassette units. It 
will operate with from four to six cassettes, moving played cassettes 
to the top of the changer stack and turning them over at the same 
time so that both sides of the cassette can be played without human 
intervention, according to the company. The CC6 Circulator will fit 
Norelco models 2401, 2401A, and 2502; Bell & Howell models 332 
and 337; and Ampex Micro 90 and 95. It costs $19.95. 

CIRCLE 151 ON READER -SERVICE CARD 

Mikado /Garrard /Pickering compact 

Mikado Electronics Corp. has announced a stereo compact system 
that combines the Mikado 2425 AM /FM receiver with a Garrard 
Model 40 changer and a Pickering cartridge, housed in a single case. 
Controls include a main /remote speaker switch, tape monitor, and 
FM AFC. The compact is priced under $250, exclusive of speakers. 

CIRCLE 158 ON READER -SERVICE CARD 
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Why an 
automatic turntable 

from Swindon, England 
has made it big 
in the States. At the risk of seeming immodest, 

we've had a smashing success in the 
United States. 

There are more Garrards being 
used in component stereo systems here 
than all other makes combined. 

Even we find this a curious fact. 
But the die was cast thirty -odd 

years ago. 

Not parity, but superiority 
H. V. Slade, then Managing Di- 

rector of Garrard Limited, decreed, 
"We will sell a Garrard in the U.S. only 

when it is more ad- 
vanced than any ma- 
chine made there." 

A commitment 
to, not parity, but ab- 
solute superiority. 

Spurred by it, 
Garrard of England 

H.V. Slade, O.B.E. has been responsi- 
ble for every major innovation in auto- 
matic turntables. 

In the thirties, Garrard pioneered 
the principle of two -point record sup- 
port. Still the safest known method of 
record handling. Oddly, still a Garrard 
exclusive. 

In the forties, we introduced the 
aluminum tone arm. Today, widely used 
by makers of fine equipment. 

By 1961, increasingly sensitive 
cartridges had led us to adapt a feature 
originally developed for professional 
turntables: the dynamically balanced 
tone arm, with a movable counter- 

weight to neutralize the arm and an ad- 
justment to add precisely the correct 
stylus tracking force. 

In 1964, we added an anti -skat- 
ing control, and patented the sliding 
weight design that makes it perma- 
nently accurate. 

Then, in 1967, Garrard engineers 
perfected the Synchro -Lab motor, a 
revolutiorary two -stage synchronous 
motor. 

The induction portion supplies 
the power to reach playing speed in- 
stantly. The synchronous section then 
"locks in" to the 60 -cycle frequency of 
the current to give unvarying speed de- 
spite variations in voltage. 

"We're bloody flattered" 
This year one of our competitors 

has introduced a copy of our Synchro- 
Lab motor on its most expensive model. 

To quote Alan Say, our Head of 
Engineering, "We're bloody flattered. 

"After all, being imitated is a 
rather good measure of how significant 
an innovation really is." 

The new Garrard SL95B features 
still another development we expect 
will become an industry standard. 

Garrard's viscous damped tone 
arm descent -originally offered to pro- 
vide gentler, safer cueing -now oper- 
ates in automatic cycle as well. 

It seems only logical. Yet, for the 

present at least, it is another Garrard 
exclusive. 

Other 1970 Garrard refinements 
include a counterweight adjustment 
screw for balancing the tone arm to 
within a hundredth of a gram. A win- 
dow scale on the tone arm for the stylus 
force gauge. And a larger, more precise 
version of our anti -skating control. 

Un- innovating 
At the same time, we've elimi- 

nated a feature we once pioneered. A 
bit of un- innovating, you might say. 

Garrard's disappearing record 
platform is disappearing for good. 

We've replaced it with a non - 
disappearing record platform. A larger, 
stronger support with an easy -to -grasp 
clip that fits surely over the stack. 

A small thing, perhaps. 
But another indication that H.V.'s 

commitment remains with us. 

$44.50 to $129.50 

Garrard standards do not vary 
with price. Only the degree of refine- 
ment possible for the money. 

There are six Garrard component 
models from the SL95B automatic 
turntable (above) for $129.50 to the 
40B at $44.50. 

Your dealer can help you arrive 
at the optimum choice for your system. 

Garrard 
British Industries Co.. 
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Schubert and Handel Join the Car Pool. 
The runaway success of the Stereo -8 for- 
mat well may seem something of a mys- 
tery to music lovers without direct per- 
sonal experience of carborne listening via 
8 -track cartridge tapes. It can be under- 
stood only when you discover for your- 
self the ineffable delights of driving to 
the music you like best -and after you 
find yourself (like most Stereo -8 enthu- 
siasts) passionately persuading all your 
friends to share your own pleasure in 
banishing travel tediums and irritations 
when sharing the company of good mu- 
sical companions. Both familiar and un- 
familiar composers and interpreters can 
reveal new charms when they ride along 
with you in the next seat. as it were. 

My own latest revelation has resulted 
from a number of rides with Franz 
Schubert's Piano Sonata, in B flat, D 960 
-a masterpiece I've long esteemed for 
its eloquence ands grandeur, but whose 
intimately heart -touching lyricism I'd 
never properly appreciated before. Heard 
more objectively at home, or in concert, 
I might find Artur Rubinstein's interpreta- 
tion (the first in any tape format) a bit 
too vehement at times or perhaps not 
quite perfectly proportioned architectural- 
ly; but when listening on the highway, 
my attention is focused solely on the 
music and its utterly beguiliig magic 
(RCA Red Seal R8S 1136, $6.95). 

Handel has been one of my favorite 
traveling companions from the first, but 
none of his all too few cartridge repre- 
sentations has offered such ideal en 
route enjoyment as the Water Music. This 
work was first heard, of course, over the 
creaking of oars in the busy Thames 
River traffic, but it couldn't have tickled 
the fancy of George I and his court more 
effectively than it exhilarates a weary, 
bored driver in today's thruway or city 
traffic. Luckily, the performance at hand 
is the generally acclaimed "best" of the 
complete Water Music recordings, that 
by Menuhin and the Bath Festival Or- 
chestra (reviewed here in its reel edition, 
September 1965), which is now available 
for everyone's off -Thames trips (Angel 
8XS 36173, $7.98; also cassette 4XS 
36173, $6.98). 

I don't think I'd want to invite Richard 
Wagner to be a permanent member of 
my private car pool, but I must admit 
that Klemperer's Wagner program, which 
includes some familiar concert excerpts 
from the Ring, proved to be mighty 
stimulating "car fare" (Angel 8XS 35947, 
$7.98; also in 33/a -ips reel and cassette 
editions, $6.98 each). This music is dan- 
gerous, though -particularly when it 
comes to stimulating the illusions of 
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überntensc/tlicl, omnipotence already 
latent in any big -car driver. The Ride of 
the Valkyries distracted me too and set 
me to imagining that some of the 
maidens' stallions and mares were con- 
tributing to my own horsepower. For- 
tunately, this and the other high -powered 
selections gave way to a calming Siegfried 
Idyll -in its original chamber -orchestra 
version -and I responsively slowed down 
before I got myself ticketed. For home 
listeners, and especially for younger con- 
noisseurs. Klemperer's romantic Wag- 
nerian approach may not appeal; in that 
case I recommend the more tautly dra- 
matic Szell /Cleveland treatment of or- 
chestral selections from the Ring (Co- 
lumbia MQ 1157, 71/2-ips reel $7.98). 

Blueprint for Le Sacre. At first, the idea 
of hearing Stravinsky's Rite of Spring 
in a four -hand piano reduction might 
seem utterly ridiculous. It doesn't to me, 
simply because the first time I encoun- 
tered the revolutionary work in concert, 
in its 1924 Boston premiere under 
Monteux, 1 had been helpfully briefed 
in advance by a lecture -demonstration 
with piano illustrations. For others, the 
piano version may have historical va- 
lidity when they remember that the 
composer himself sketched the Rite for 
piano four -hands to rehearse the dancers 
for the historical first ballet perform- 
ance. Anyway, this piano edition has 
now been recorded for the first time by 
Michael Tilson Thomas and Ralph 
Grierson (using two pianos), together 
with Stravinsky's two -piano transcrip- 
tion of his potboiler, the Scherzo ù la 
russe (Angel Y1S 36024, 33/4-ips reel, 
$6.98). The players (new to me) are 
drily accurate, although the work's dis- 
tinctive color, sonority, and impact are 
entirely lost in the clean but bloodless 
piano sonics. But listeners already fa- 
miliar with the full score in concert are 
compensated by a sort of X -ray picture 
of the music's structural details and an 
arresting reminder of how many good 
tunes -or at least tune fragments -the 
work contains. 

Commendable only to specialists, this 
reel is partnered by a slightly belated 
tape release of a full -orchestra Rite of 
Spring, by the New Philharmonia under 
Rafael Frühbeck de Burgos. This reel 
can be particularly recommended to 
young listeners who have not yet heard 
the work or have in the past found it 
rather baffling (Angel YIS 36427, 3.3/4- 
ips reel, $6.98). The Burgos reading is 
it beguilingly romantic one and its stereo 
sonics are gleamingly transparent -at- 
tractions more likely to make converts 

to the work than the grimmer dramatic 
power and more realistically recorded 
Columbia taping by the composer him- 
self -the one all true Stravinskians prop- 
erly prefer. This Angel reel is filled out 
(since the sides are broken not between 
Parts I and II but midway in Part II 
of Le Sacre) with Prokofiev's Classical 
Symphony. It too is highly romanticized 
and attractive in its way, but another 
Columbia taping -in this case, Bern - 
stein's-is more buoyantly vital; and at 
any rate the coupling of Prokofiev's 
jeu d'esprit with Stravinsky's evocation 
of barbaric Russia is incongruous. 

Potted Opera. Hard on the heels of the 
first complete operas in musicassette edi- 
tions (see the February 1970 "Tape 
Deck ") has been a flood of cassette 
opera highlight releases (1 prefer the Ger- 
man term for excerpted opera collections 
-Querschnitt -which better suggests the 
chicken -in -parts chopping up usually in- 
volved). Since most of the many Angel, 
DGG, and London examples are drawn 
from complete operas already available 
in open -reel tape editions, the most news- 
worthy are those in the new Everest cas- 
sette series, which has the further at- 
traction of a bargain $4.95 price per cas- 
sette. Some eighteen of these releases are 
"electronic- stereo" reprocessings, mostly 
drawn from the historic Cetra series of 
complete operas starring Callas, Tag - 
liavini, etc.; six others are true- stereo 
recordings from various French, German, 
and Italian sources. 

The bargain price accounts for the less 
than deluxe packaging: not only are there 
no notes or texts, but we are not even 
given any specific details as to what is 
actually included! And the reprocessing 
doesn't cover up the sonic deficiencies 
of the older recordings, some of which 
date back to the early Fifties. The his- 
torical significance of these performances 
remains their prime attraction, while the 
true -stereo examples offer the additional 
appeal of far superior sound. In the 
latter category 1 note such relatively 
novel materials as excerpts from the in- 
comparable Callas Medea, originally re- 
leased by Mercury (CEV 2437); Mas- 
senet's Don Quichotte in the French -sung 
Belgrade Opera production (CEV 2440); 
Johann Strauss's Zigeunerbaron con- 
ducted by Robert Stolz (CEV 2469); 
Weber's Freischütz conducted by Von 
Matacic (CEV 2468); as well as high- 
lights from Die Fledermaus conducted 
by Stolz (CEV 2463), and Donizetti's 
Lucia di Lammermoor starring Scotto, 
Di Stefano, and Bastianini, conducted by 
Sanzogno (CEV 2439). 

HIGH FIDELITY MAGAZINE 

www.americanradiohistory.com

www.americanradiohistory.com


RAV Pr 

E 0\E OPD 

0 < 

DOV R 

/R 

And we think you too are going to flip for the 
same reasons reported by Hirsch -Houck Lab- 
oratories in the January issue of Stereo Review. 
But. let Hirsch -Houck do the speaking. 

The Concord Mark Ill features their new 
pressure- sintered ferrite heads, which are 
claimed to have a hardness between that of a 
sapphire and a diamond and to be corre- 
spondingly wear- resistant: it is also claimed 
that they provide an extremely wide frequency 
response. We cannot comment on the former 
claim, but our tests certainly confirmed the 
latter' 

When we measured the overall playback - 

frequency response of the Concord Mark Ill, 
the advantages from its new heads were im- 
mediately apparent ...we did not extend our 
measurements beyond 20.000Hz to check 
Concord's claim of 27,000Hz response: the 
results in the audible range were impressive 
enough! 

The wow and flutter were respectively 0.015% 
(the residual level of our test tape) and 0.05 %. 

among the lowest figures we have ever meas- 
ured on a tape machine: 

CIRCLE 12 

In any event. the Concord Mark Ill provided 
one of thequietest backgrounds in theabsence 
of signal that we have heard (or should we say 
-not heard ?) from a tape machine" 

In all other respects, the Mark III was equally 
satisfying. Its frequency response and overall 
cleanness of sound left little to be desired" 

The best news of all is its price - under $260. 
We haven't used a tape recorder at that price 
that could match it (if such machines do exist. as we have not had the opportunity to test them)' 

The Mark Ill, under $260, is one of a series 
of hysteresis -drive tape decks. The Mark II. 

under $230. similar in every respect except 
that it uses Hi -Mu laminated record and play- 
back heads and a ferrite erase head The Mark 
IV Concords top -of- the -line deck, similar to 
the Mark III. also has an extra playback head 
and electronic automatic reverse. Audition 
the new Mark Series at leading high fidelity 
dealers. For an all the facts brochure. write 
Concord Electronics Corp . 1935 Armacost 
Avenue. Los Angeles, California 90025 0 D 

Subsidiary of Ehrenreich Photo -Optical _1(i0 
Industries, Incorporated. 
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TRACKABILITY CHART FOR M91E 

If it were not for the incomparable Shure V -15 Type II 

(IMPROVED) Super- Track, the Shure M91E Hi -Track would be 

equal or superior to any other phono cartridge in trackability .. . 

regardless of price! The astounding thing is that it costs from 
$15.00 to $50.00 less than its lesser counterparts. And, it 

features an exclusive "Easy- Mount" design in the bargain. 
Trade up to the M91E now, and to the V -15 Type II (IMPROVED) 
when your ship comes in. Elliptical Stylus. 3/4 to 11 grams 
tracking. $49.95. Other models with spherical styli, up to 3 

grams tracking, as low as $39.95. 

M91E HI -TRACK PHONO CARTRIDGE 
C 1969, Shure Brothers Inc., 222 Hartrey Ave., Evanston, Illinois 60204 

CIRCLE 51 ON READER -SERVICE CARD 
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new 
equipment 

reports THE CONSUMER'S GUIDE 
TO HIGH FIDELITY EQUIPMENT 

THE EQUIPMENT: EMI 205, compact full-range speaker 
system in enclosure. Dimensions: 251/2 by 141/4 by 
133/4 inches. Price (list): $225. Manufactured in Eng- 
land by EMI Ltd.; tlistributed in the U.S. by Benja- 
min Electronic Sound Corp., 40 Smith St., Farmingdale, 
N.Y. 11735. 

COMMENT: The Model 205, currently the top of this 
company's bookshelf line, is a three -way system em- 
ploying an elliptical or oval- shaped woofer (14 by 9 
inches), a pair of 5 -inch midrange cones, and a 

compression- driver tweeter. The woofer cone is re- 
inforced with fiber glass to reduce breakup tendency; 
the tweeter is fitted with a center plug and radial 
fins to help dispersion. Essentially an air -suspension 
system, the 205 comes in a completely sealed walnut 
enclosure. Frequency division, provided by an internal 
network, occurs at 1,000 and 5,000 Hz. Connections 
are made by color -coded binding posts on the rear 
panel, where you'll also find two switches for balancing 
the midrange and highs with respect to individual 
room acoustics. Each switch has three positions - 
increase, normal, and decrease -which provide 
4 -dB changes in relative levels. Input impedance is 
8 ohms. Efficiency, on the low side, requires ampli- 
fier power of 20 watts or more per channel; a single 
205 is rated for handling up to 90 watts (music power). 
A shade larger than most "two- cubic -footers" and, at 
52 pounds, weighing about as much as the heaviest in 
this class, the Model 205 may be placed on a shelf 
sturdy enough to hold it, or on any pedestal or bench 
desired. Although positioning is not critical, the verti- 

EMI'S THREE -WAY 

BOOKSHELF SPEAKER 

cal attitude will help -in a relatively large room - 
because of the way the midrange units are mounted 
to fan out the sound over a wider angle. This position, 
as well as the settings of the rear switches, really are 
matters of personal choice and doubtless will vary 
from room to room and from listener to listener. 
For our tests, we positioned the 205s vertically, and 
set the rear switches to their middle (normal) positions. 

Sweep -tone tests revealed the 205 to be smooth 
and level in response from below 100 Hz to beyond 
audibility. No audible peaks or dips were discerned. 
and no harshness could be detected at the critical 
crossover frequencies to which we paid especial 
attention, as we do in all multiple -driver systems. At 
normal listening levels, we found the bass clean 
and ample down to 80 Hz, from which frequency 
it rolled off smoothly, seeming to drop out at 40 Hz. 
Response in this region could be brought up by driving 
the system "harder," but doubling and distortion would 
increase proportionately. Midrange and treble disper- 
sion narrowed gradually as we went up the scale from 
about 3 kHz, and narrowed a little more at 9 kHz, 
although tones above 10 kHz were still slightly audi- 
ble at about 45 degrees off axis of the system. 
A 14 -kHz tone could be heard thinly mostly on axis, 
and from here the response began its slope to inau- 
dibility. White noise sounded moderately smooth. 
with a slight midrange coloration and some evidence 
of directionality. From off axis, white noise sounded 
smoother. 

On program material, the 205s proved capable of 
filling a large room with generally clean sound and 
a broad stereo "front." On some program material we 
felt that the deepest bass could be a bit more prom- 
inent; the general impression was one of a bright - 
sounding speaker. In a smaller room, things sounded 
more in balance, and on a variety of music -from 
solo piano to grand opera -the 205 gave a very good 
account of itself. 

CIRCLE 145 ON READER -SERVICE CARD 

REPORT POLICY 

APRIL i97í1 

Equipment reports are based cn laboratory measurements and controlled listening tests. Unless otherwise noted, 
rest data ar:o measurements are obtained by CBS Laboratories, Stamford, Connecticut, a division of Columbia 
Broadcasting System. Inc., one of the nation's- leading research organizations. The choice of equipment to be 
rested rest: Willi the editors of HIGH FIDELITY. Manufacturers are not permitted to read reports in advance 
7r puoli:i cr, and nc -icon, or portion thereof. may to reproauced for any purpose or in any form without 

esrm n on of the publisher. All reports should oe construed as applying to the specific samples tested; 
HIGH FIDELITY nor CBS Laboratories ai; ;mss rsspcnsibility for product performance or quality. 
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ADVENT'S TEN -OCTAVE BALANCE CONTROL 

THE EQUIPMENT: Advent Frequency Balance Control, 
an active equalizer for altering the tonal balance of 
a stereophonic system in ten octaves over the audio 
range. Dimensions: 12 by 73/4 by 3 inches. Price: $200. 
Manufacturer: Advent Corp., 377 Putnam Ave., Cam- 
bridge, Mass. 02139. 

COMMENT: Tone controls, those familiar staples on 
all audio front panels, have fostered two diametrically 
opposed schools of thought. Purists insist that tone 
controls should never have been invented in the first 
place; that they are distortion -producing hangovers 
from the pre -high fidelity days of public address am- 
plifiers; that, in any event, music faithfully recorded 
and then played over a really high -quality system 
should be played "flat" -with no tonal alteration 
introduced by any of the equipment. An equally sincere 
and vocal group of enthusiasts advocates deliberately 
altering a system's response to suit one's taste or 
acoustic environment, or to compensate for heard or 
imagined deficiencies at any point in the playback 
chain, from program material to speaker output. 

This latter group has complained that conventional 
bass and treble controls, however well engineered, 
provide insufficient and /or incorrect compensation. 
The Frequency Balance Control, or FBC -the recently 
formed Advent Corporation's first product -is intended 
for this latter group. It provides individual control of 
each octave of audio frequencies from 20 Hz to just 
beyond 20,000 Hz, so that specific regions in the 
response curve requiring correction can be "treated" 
without affecting adjacent frequency regions -an in- 
herent defect long attributed to conventional bass and 
treble controls. Accordingly, the Advent device provides 
an individual sliding control for 20 -40 Hz, 40 -80 Hz, 
80 -160 Hz, and so on up the scale. Each channel is 
separately and identically treated, making a total of 
twenty controls. Additional switches to round out the 
unit's usefulness bring the grand total to twenty -five. 

Since the FBC is intended for insertion in the 
signal path (between a stereo preamp and power amp, 
or else by utilizing the tape -monitor "circuit interrupt" 
feature found on most integrated amplifiers and re- 
ceivers), two rocker switches are provided for by- 
passing the unit or inserting it, one channel at a time. 
A third switch enables you to change from mono to 
stereo, while a fourth switch makes available the tape - 

monitor function if, in your hookup, you had pre- 
empted it from your original equipment. Finally, a four - 
position switch applies power to the unit and selects 
channels A and B (normal stereo), channel A to both 
speakers, or channel B to both speakers. 

In addition to its input and output jacks, the rear 
panel features a three -position input- sensitivity switch 

(0.3 volts, 0.5 volts, and 1.0 volt rms) and a pair of 
output level adjustments designed to match the FBC's 
signal channels with each other. 

Following the suggestions furnished with the FBC, 
our initial tests involved moderate use of the levers, 
only two or three at a time, in an effort to equalize 
what to our ears had always been a somewhat deficient 
midrange response in one of our stereo setups. Im- 
provement was apparent immediately, not unlike that 
achieved with the aid of those popular but long since 
abandoned "presence controls" of some years ago. 
With increasing confidence, we decided to take drastic 
action, to see what special effects we could produce. 
The results were astounding -in many ways. At one 
ridiculous extreme, we were able to distort over-all 
frequency response until all music sounded as if it 
were being listened to via telephone. Then at the 
opposite extreme, we were able to approximate the 
booming Johnny- one -note -bass effects common to 
some cheap package sets we have heard. Quickly 
resetting all the levers to zero position (flat response) 
we duly noted the most important lesson to be learned 
when using devices of this kind. Used in a haphazard 
manner, the Advent FBC can cause tonal havoc with 
an otherwise good stereophonic high fidelity system. 
On the other hand, used intelligently and with modera- 
tion, the FBC can -as claimed- compensate for peaks 
and valleys in your system response in an effective and 
gratifying way that is not possible by using conven- 
tional tone controls. While Advent lists no less than 
seven basic uses for its new device, we found that its 
most useful applications lie in acoustic environment 
correction and speaker deficiency balancing. One of 
the FBC's listed uses -extending the frequency range 
of loudspeakers- strikes us as overoptimistic, par- 
ticularly at the low end, for when a speaker "quits" at 
the low end, attempts to emphasize bass response are 
likely to increase doubling and distortion rather than 
produce lower fundamental tones than were possible 
before. In any case, if we discount that particular use 
for the FBC, we can add one that Advent doesn't list: 
that of A -B testing of speakers, aided here by the 
unit's built -in controls and its facility for balancing the 
audible output of the two speakers under test. 

Some distortion was noted in switching from direct 
connection to FBC use, and it was found that the level 
of signal supplied to the input of this unit is extremely 
critical and should never exceed that recommended in 
the instructions. Even in the 1 -volt setting of the input 
sensitivity switch (all measurements were made with 
the switch set for highest signal input possible), as 
the 1 -volt signal level was approached, distortion rose 
rapidly, particularly if the tone -control lever associated 
with the frequency involved was in an extreme boost 
position. The distortion curves shown illustrate this 
critical feature. 

How accurate is the FBC, and how closely do its 
indicated control settings coincide with actual audio 
response? To test this performance, we measured 
response as shown in the accompanying graphs. Note 
that with all levers set to the indicated flat position 
(zero dB) departures from flat response at any fre- 
quency never exceed 2 dB across the audio band. 
Although this response curve does not look as literally 
"flat" as the curve for a good amplifier, it actually is 
an excellent characteristic for a device as complex and 
versatile as this. The fact is, to engineer twelve pre- 
cisely calibrated active filters per channel in one piece 
of equipment is a formidable and expensive task. The 
minor departures from absolute calibration (as marked 
on the front panel) still represent quite an accomplish- 
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ment, and are fairly insignificant from the stand- 
point of both listening and of the FBC's intended uses. 

Similarly, interaction between levers, even from one 

octave to the next, while not entirely absent, was 

found to be minimal, so that the promised "octave by 

octave" compensation is truly realized. In this sense, 

the FBC may be described as a "pure" device for 
"nonpurists." 

In summary. we feel that this new genre of com- 
ponent will attract the knowledgeable high fidelity 
enthusiast who may, at first, "play" with it but will 
ultimately come to appreciate it for its intended 
purpose -to facilitate the subtle but important sonic 
corrections needed to gain that last measure of 
perfection for which so many listeners strive. The 

serious user would do well, however, to pay attention 
to input levels to avoid an increase in the system's 
total distortion which -under certain conditions - 
could be audible. 
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NEW MAGNETIC PICKUPS 

FROM GRADO 

THE EQUIPMENT: Grado Model FTE, a magnetic stereo 
cartridge fitted with elliptical stylus. Price: $19.95. 
Grado Model FTR, same cartridge fitted with 0.6 -mil 
spherical stylus. Price: $9.95. Manufacturer: Grado 
Laboratories, Inc., 4614 Seventh Ave., Brooklyn, N.Y. 

11220. 

COMMENT: Grado's recent "F" series of stereo disc 
pickups employ a newly designed magnetic cartridge 
available with different styli. An interesting design 
feature of the F series, advises the manufacturer, is 
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its use internally of Swiss -screw connections, instead 
of solder joints, for connecting the coils of the move- 
ment. This technique is said to make for greater effi- 
ciency and generally improved response. At the same 
time, the "pivot" section (the critical junction of the 
stylus cantilever to the internal movement) is designed 
to prevent any decoupling between stylus and internal 
generator; this, to smooth the response -particularly 
at the high end -so that it may be extended without 
resonances or peaking. It also is said to help achieve 
"symmetrical voltage response" -that is, a well -bal- 
anced output on both stereo channels. 

Interestingly enough, these claims -as well as those 
for the cartridge's rated compliance, vertical angle, 
and low distortion -all were verified in CBS Labs' 
tests. The response curves on both channels remained 
within 0.5 dB of each other across the audio band, 
and never varied by more than +2.5 dB, 2 dB on 
the left channel or more than ±2 dB on the right 
channel. The slight rise at the 15 -kHz region could 
hardly be termed a peak, being within these normal 
dB limits, and obviously lower and smoother than 
response rises we've seen on some cartridges costing 
considerably more than either the FTE or the FIR. 
The low -end rise is directly attributable to a resonant - 
interaction effect with the tone arm employed for 
testing; it is not an inherent characteristic of the 
pickup itself. 

Grado's recommended stylus force for the new 

pickup ranges from 1.5 to 3.5 grams. Actually, the 
lab found that at a low 0.9 gram, the pickup was able 

to track the "torture" bands of CBS test records STR 

120 and STR 100. For measurements and listening 
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tests, however, a value of 2 grams was used -which 
still is comfortably below the median figure specified 
and which attests to the careful engineering (and con- 
servative claims) of this product. Signal output meas- 
ured was 4.5 and 4 millivolts for left and right chan- 
nels respectively; harmonic distortion was lower than 
average for a pickup in this price class and indeed 
compared favorably with the THD measured on some 
costlier models. The same could be said for IM dis- 
tortion. Vertical angle was 23 degrees-obviously a 
departure from the 15- degree standard -but again 
confirming Grado's specification. Compliance was 
checked as 11 (x 10-6 cm /dyne) laterally; as 9 ver- 
tically -also "within the ball park" for this pickup. 
The FTE's stylus tip measured a true 1 -mil by 0.6 -mil 
ellipse and had good geometric conformation. Low - 

frequency resonance in the SME arm showed a 10 -dB 
rise at 12 Hz. Stereo channel separation, while not as 
wide as can be found in some costlier cartridges, was 
adequate for today's stereo discs, as listening tests 
confirmed. Indeed, these listening tests soon turned 
into listening sessions; the urge to make a critical 
evaluation had been converted, thanks to the clean 
sound of the Grado, into one of appreciation and ac- 
ceptance. 

Spot checks of key performance areas of a Model 
FTR cartridge (the same basic cartridge fitted with a 

0.6 -mil spherical instead of an elliptical stylus -and 

THE EQUIPMENT: Teac A- 6010U, a two -speed, quarter- 
track stereo tape deck (including record /play preamps) 
with automatic reverse in playback. Dimensions 171/4 
by 21 by 7 inches. Price: $664.50. Manufacturer: Teac 
Corp. of America, P. 0. Box 1587, Santa Monica, 
Calif. 90404. 

COMMENT: Handsome and versatile, the Teac A -6010U 
is equipped with three motors (a dual -speed hysteresis 
capstan motor plus two reel motors) and four heads 
(erase, record, forward playback, and reverse play- 
back). In addition to the usual complement of controls, 
it has a two -position button that adjusts tape tension 
for normal or extrathin varieties, paralleled line and 
mike inputs that may be used as mixers, and separate 
record /playback buttons for each channel that can be 
used for positive prevention of accidental erasure even 
when the main record button is pressed. In perform- 
ance the A -6010U meets, within normal tolerances, its 
published specifications -in some cases with room to 
spare. 

An apt, single -word characterization of the unit 
would be luxurious. The smoothness of the solenoid - 
operated controls, the fine finish of every detail in 

52 

priced $10 below the FTE) revealed the same smooth 
performance, within a dB or so, as the FTE. The only 
measurable difference between the two pickups was 
a very slight increase in the midrange distortion of 
the FTR, and interestingly enough, this difference 
could not be heard in comparative listening tests. To 
sum up, then: both versions -regardless of cost -are 
excellent performers and must be accorded a rank 
among the best stereo pickups available. And at their 
announced prices, both the Model FTE and the Model 
FTR are excellent buys. Incidentally, for playing 78- 
rpm discs with either Grado, you can order a 2.7 -mil 
stylus at an additional cost of $4.00. All styli are 
easily removable and replaceable. 
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sight, and the professional look of such elements as 
the oversize pinch roller (the "drive puck" as it is often 
called) and VU meters, all contribute to a reassuring 
feeling that you are working with a piece of equipment 
that can be relied on to do what you expect of it. 

Judging from our lab test results, this confidence is 
well founded with respect to all the regular tape 
recorder functions. The data and curves shown here 
indicate that the A -6010U is a superior deck. During 
in -use tests it went flawlessly through all its paces, 
including both options for automatic reverse: phase 
sensing and foil cueing. 

These reversing systems are a bit unusual. The 
phase- sensing system allows only one cycle of back - 
and -forth operation; that is, it will not work on a 
continuous -duty or repeat basis. The cue -a signal 
derived from the machine -is applied to a previously 
recorded tape at the end of the first side and is sensed 
in only one channel so that both tracks of a mono 
recording will reverse at the same point. While indi- 
vidual reversing signals might be desirable to some 
users (those who like to record the Metropolitan Opera 
broadcasts, for example, since they're always mono), 
the lack of this feature is to be expected among 
reversing models and the Teac is obviously following 
the trend. A phase- reverse cue on the tape introduces 
a very loud- though brief -signal into the audio when 
the switch for the automatic reverse feature is turned 
off for manual play. For this reason we tended to prefer 
the foil cueing. 

Foil sensing is accomplished by a split conductive 
guide on the left-hand tension arm. When a short 
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length (3/4 inch is all you need) of conductive foil 
attached to the base side of the tape passes the 
tension arm, the foil shorts the idler's two halves and 
trips the reverse mechanism. This system, like the 
phase-sensing one, allows for only one tape reversal; 
you can, however. buy an accessory Repeat Control 
Unit (Model RC -602) that will permit the use of foil 
cues at both ends of the tape for continuous replay. 

Other accessories can turn the A -6010U into a 
more versatile "hobbyist" recorder. For instance, 
there's the accessory Pause Control, Model RC -604, 
which we did not test. The RC-604 also allows easier 
cueing and editing of tapes, which on the A -6010U re- 
quires the use of the play mode to move the tape lift- 
ers out of the way and allow tape -to -head contact. To 
disable the drive system during cueing it is necessary 
to thread the tape outside the capstan or, preferably, 
slip off the removable pinch roller. Similarly, sound -on- 
sound and tape echo are possible on the A- 6010U, but 
only by repatching jack -panel connections and using 
mike and line input controls as mixers. 

These connections inhibit use of the deck in a 
horizontal position since they protrude beyond the 
case. The solution, according to Teac, is to unscrew 
the feet and move them from the bottom to the back 
of the wood case. The deck may also be built into 
a cabinet; the interconnect cables between transport 
and preamp units are long enough to allow consider- 
able flexibility in positioning the two units. Even 
greater flexibility is permitted by the accessory Remote 
Control Unit, Model RC -601, which provides transport. 
function buttons and record button for use at a 

considerable distance from the recorder. 
The RC -601, like the other accessories mentioned 

here, plugs into one of a series of connections on the 
jack panel that contain jumper plugs when they are 
unused. The accessories, which also include a device 
to make the A -6010U sensitive to the reversing cues 
recorded on Ampex prerecorded tapes, in sum enable 
the recorder to be custom tailored to the needs of 
individual users, thereby enhancing the basic deck for 
"advanced amateur" use. With or without them, how- 
ever, the A -6010U -with its very low distortion, sturdy 
construction, and excellent frequency response -is 
unquestionably a superior performer and, in addition. 
a joy to use 
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Performance 
characteristic 

Speed accuracy, 712 ips 

3?4 ips 

Wow and flutter, 71/2 ips 

334 ips 

Rewind time, 7 -in., 
1,200 -ft. reel 

Fast forward time, 
some reel 

S/N ratio (ref 0 VU) 
playback 
record/ playback 

Erasure (400 Hz at normal 
level) 

Crosstalk (400 Hz) 
record left, playback 

right 
record right, playback 

left 

Sensitivity (for 0 VU 
recording level) 

live input 
mike input 

Accuracy, built -in meters 

Additional Data 

Measurement 

105 VAC: 0.13% fast 
120 VAC: 0.13% fast 
127 VAC: 0.13% fast 
105 VAC: exact 
120 VAC: exact 
127 VAC: exact 

playback: 0.05 °.o 

record/ playback: 0.05% 
playback: 0.10% 
record / playback: 0.15% 

1 min. 15 sec. 

1 min. 11 sec. 

I ch: 56 dB r ch: 57 dB 
I ch: 52 dB r ch: 53 dB 

65 dB 

55 dB 

55 dB 

I ch: 84 mV r ch: 60 mV 
I ch: 0.57 mV r ch: 0.54 mV 

left: 1.5 dB high 
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IM distortion (record / play) 
74 ips, -10 VU record 

level I ch: 3.0% 
314 ips, -10 VU I ch: 3.0% 

r ch: 2.5% 
r ch: 2.5% 

Maximum output, line 
(at 0 VU record level) I ch: 2.1 V r ch: 2.2 V 
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Harnian- Kardon 820 
Stereo Receiver 

Advent Loudspeaker 
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by Robert 
Long THE CHALLENGE OF THE 

THE INVOLUTED SEMANTICS of the high fidelity in- 
dustry have required in recent years that any really 
fine record changer -or at least one costing more 
than about $75 -be called an automatic turntable. 
Arbitrary through this habit may seem, there has 
been a good reason. The record changers of an ear- 
lier day, as we have had occasion to say so often in 
the past, sacrificed the fine points of reproduction 
in order to achieve automatic sequencing of the 
records they played, the quality alternative being a 
manual turntable. So as changers began to approach 
state -of- the -art reproduction quality, some recogni- 
tion of the fact seemed necessary in the nomencla- 
ture. 

Manufacturers of the finest automatics have, 
therefore, been adamant about repudiating the word 
"changer," with its less- than -perfect image. Their 
best equipment addressed itself first to the problem 
of reproducing the music in the record grooves and 
second to the problem of changing the records, they 
said. So "turntable" was the appropriate word. 

The cheapest changers of today, while they hardly 
qualify as state -of- the -art equipment, generally do 
a better job of reproduction than their predecessors. 
As a class, they run more quietly, they track at lower 
forces, require less mechanical drag on the drive 
system in order to change records, and -most im- 
portant- accept cartridges that are almost universally 
vast improvements over earlier models. Even the 
least expensive ceramics of today tend to reflect the 
lowered moving mass, higher compliance, and other 
technical advances that have taken place in cartridge 
design. 

Consequently, the word "changer" has lost almost 
all of the stigma it once had. To us, then, a changer 
has once again become a mechanism -any mech- 
anism -that not only plays records, but changes them 
automatically as well. A turntable that will only take 
one record at a time may be called a "manual player," 
a "manual turntable," or simply a "manual." 

The foregoing foray into etymology is intended to 
do more than smooth the ruffled feelings of those 
few who still may balk at referring to a $150 piece 
of equipment as a changer: it demonstrates how far 
changers have come in the last few years. They have 
literally pulled themselves up by their (upgraded) 
tone arm pivots; if a turntable can change records, it 
no longer need apologize for the fact. 
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Latest Dual, the model 1219, incorporales 
newly designed arm with compensation for vertical 

angle. Optional walnut base features a drop -lid 
behind which extra pickups, accessories can he stored. 
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Nip 

CHANGERS 
Automatic turntables have staked out 

major claims on the manuals' own grounds 

Sherwood SEL -100 uses two motors: one 

rotates the platter: the other is used only to drive 
the changer mechanism. Single spindle adapts 
to either automatic or manual Dingle play) use. 

Garrard's X-11 "Denai" continues module concept 
by offering compact, low -cost automatic. complete with 

ceramic cartridge, base. and dust cover. 
Garrard makes as full component line as well. 

Turnabout is Fair 

The ultimate of proof of the reputation that changers 

now enjoy is, of course, their unequivocal domina- 

tion of turntable sales. A year ago we considered the 

rapidity with which new manual models were then 

being announced and wondered editorially whether 
those announcements were harbingers of a renaissance 

in sales of manuals. So far, the answer would appear 

to be no, although -particularly where price is no 

object -there are on the market a number of attrac- 
tive models and a few that are even a little fantastic. 
That is to say that while manuals are reasserting 

themselves they still offer no serious threat to the 

pre -eminence of changers in terms of over -all unit 
sales. 

The AR turntable, for example, has been on the 

market for some years, and has remained attractive 
because it both does its job and costs relatively little 
-less than a good many changers and much less 

than most manuals. 
As a basically simple design, however, the AR 

turntable lacks some of the more elaborate extras 

that characterized the new manuals listed in last 

year's article. Sony, Pioneer, Teac, Nivico, and Pana- 

sonic were among those companies that had an- 

nounced intentions of introducing manual turntables. 
were delivering their first model, or had added a new 

model in a line only a year or two old. No further 
advance in plans has been announced by any of 
these companies in the interim, and another -Bogen, 
which had been importing the Lenco line from 
Europe -has gone out of the turntable business al- 

together. The rapid tempo at which new manuals 
were appearing a year ago has, in other words, 
slackened a bit. 

But it has by no means stopped. Thorens, whose 

TD -125 was a recent model a year ago, has since 

added the TD -150 Mark I1, a two -speed model with 
antiskating and cue control that sells for $125 includ- 
ing base and tone arm. An operational dust cover 

costs $6.00. 
Somewhat more elaborate again is the newest 

Empire manual, the Troubador Model 598, which 
(like some of the Japanese -made manuals) raises the 

arm automatically at the end of the record. The 
Troubador has several interesting design features, 
like the little light to help in finding the beginnings 
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New import front England is the Traustriptors turntable 
and corm. Unusual -looking design supports the record 
above the plater by p.,ui.s that touch the edges only. 

More conventional is the latest in the Swiss-made 
Thorens line: the TO -ISO Mark It. At F /511. with inte- 
grated arm, it offers two speeds and built -in cueing. 

Empire's latest, the Trouhador model 598, hears a 
resemblance to earlier models but has been redesigned 
so that it can he used at extreme's. low tracking forces. 
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of separate cuts on the disc, but probably its most 
startling is the minimum tracking force claimed for 
it by Empire: one tenth of a gram. The turntable - 
including the arm but without base or dust cover - 
costs S 1 99.95. 

More startling still are a couple of British -made 
turntables that at first glance barely resemble what 
we expect a turntable to look like. One is the Trans - 
criptors unit, which has been made for some time 
and now is being imported by Transaudio Corp. of 
Woodside, N.Y. Visually. its most unusual element 
is the series of record -support posts designed to 
hold records by their outer edges only. The arm is a 

spidery low -mass affair with oil used in the pivot 
system as a damping and supporting agent. Unique 
to our knowledge is the strobe arrangement: instead 
of being part of the platter, it is a separate wheel 
driven at a 6:1 setup ratio from the platter. The 
advantage of this design, according to its manufac- 
turer, is that any speed inaccuracy is magnified six 
times so that trimming can be accomplished more 
precisely than with conventional strobes. The unit 
costs $159.95 including mounting legs and dust 
cover, plus $59.95 for the arm. Accessories are avail- 
able for cleaning records and stylus, and checking 
tracking force. 

The Concept 2000 turntable, which should be 
available in this country through Revox by the time 
you read this, also eliminates the usual flat, circular 
bearing surface under the disc. It has a platter - 
flywheel. but it is hidden below a smoked -glass top - 
plate through which you can see its strobe markings 
once the power is turned on. This platter supports 
the record holder (what else can we call it under the 
circumstances ?) via a relatively flexible, spring - 
loaded coupling that is designed to transmit the rota- 
tional momentum of the platter -flywheel without 
transmitting any rumble, feedback, or other ex- 
traneous motions or vibrations. The record holder 
itself is a three -armed affair with a spindle at the 
center. Pads at the ends of the arms support the 
circumference of the records. 

The Concept 2000 is delivered fitted with an Audio 
& Design arm (also British -made) with a new plug -in 
cartridge shell and wire signal leads instead of the 
mercury contacts that were used at the pivot of a 

previous model. The turntable can be used with other 
arms, however: indeed, it can be adjusted for overhang 
with other arms or cartridges unusually easily. The 
mount is a large cylindrical affair that moves in a 

wide slot and is fixed in place by a hefty. knurled ring 
at its base. Changing arm geometry requires only 
loosening the ring, moving the mount to the desired 
position, and retightening the ring. The Concept 
2000 will sell at $285 with the Audio & Design arm. 

There is another turntable that may appear soon 
through Revox, but this one is expected to sell for 
less than $100. It too is made in England -by Con- 
noisseur, a well -established firm in high fidelity com- 
ponents whose products have, however. seldom been 
seen here. The name under which the unit will ap- 
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How Important Is a Level Turntable? 
by Daniel Graveraux 

A record, by definition, is accurately reproduced when 
the cartridge correctly tracks the modulation (groove) 
and when the turntable correctly supports and rotates 
the disc. Except for jukebox and other special mecha- 
nisms, "correctly" translates to a "horizontal position," 
and horizontal has meant, for the most part, gravity - 
dependent. The weight of the front portion of the arm 
(with the cartridge mounted) was offset either by 
weights mounted on the arm behind the pivot points, 
springs pulling up on the arm, or a combination of 
both. This design requires that gravity makes the play- 
back stylus press perpendicularly to the record sur- 
face. The turntables themselves used (many still do) 
both vertically oriented bearings and a vertically ori- 
ented motor. Balance depends on the platter's being 
rotated on a vertical axis. Moreover, the motor mounts 
(a form of shock absorber to lessen motor vibration) 
require an even downward stress for best operation. 

All this means that any self- respecting quality play- 
back system would have to be installed, literally, on the 
level. A question, then, that comes up now- partic- 
ularly in the wake of demonstrations showing turn- 
tables playing while tilted, or even upside down -is: 
do we still have to pay attention to the concept of a 

"level turntable "? 
Those demonstrations, to begin with, are more than 

showy stunts. They do document the fact that the 
arms employed are inherently balanced in all planes 
without depending on gravity. Springs are then used to 
press the stylus perpendicular to the record. Such arms, 
correctly installed, will indeed track a disc accurately, 
without adding any distortion due to an off -level turn- 
table. But -they should not be taken as a go -ahead 
sign for everyone to suddenly start ignoring the level- 
ing of a turntable; the turntable itself, regardless of the 
arm, should be designed to operate satisfactorily in an 
off -level position and this attribute depends mainly on 
the motor suspension beneath the platter. The suspen- 
sion should be so designed as to permit the motor to 
run smoothly, silently, and at constant speed, and to 
transmit its power via the belts or pulleys or whatever 
is used in a smooth, silent, and constant manner - 
no matter how the motor is "hanging" due to an off - 
level chassis. 

To put it another way: an arm that is spring -con- 
trolled for vertical stylus force, or for antiskating force, 
and so on, but which also can be completely balanced 
in all planes when spring adjustments are exerting 
zero force (equivalent, that is, to having removed all 
springs), can be used on an off -level turntable if the 

motor under that turntable is itself hung in such a 

manner as to permit it to run satisfactorily in an off - 
level position. 

On the other hand, an arm that depends upon gravity 
for tracking force, i.e., on weights (or on spring -and- 
weight combinations) will, if used on an off -level turn- 
table, introduce distortion, or it may not even 
track the record. Nothing that has happened in recent 
times in the design of pickups, arms, or turntables 
has changed this basic rule. Indeed, the design refine- 
ments- particularly in pickups -that have helped to 
reduce tracking errors actually demand more em- 
phatically than ever a level turntable, since an off - 
level platter used with a gravity- dependent arm that is 

carrying a sensitive, high -compliance pickup will more 
obviously reveal signs of distortion that may previously 
(that is, in less sensitive pickups) have been masked. 

With this type of arm and player, a tilt can influ- 
ence both the tracking by the pickup and the very rota- 
tion of the platter. But just how much tilt constitutes a 

problem? Certainly one can adjust a turntable base to 
level within one degree by eye. So let us see what hap- 
pens if the player is tilted this one degree. Gravity cre- 
ates a force component toward the center spindle (as 
shown in the drawing). With a tracking force of, say, 
2 grams, this inward force becomes 0.04 grams. The 
antiskating compensation is now about 10 per cent less 
than it should be. The tracking force against the inside 
groove wall of the stereo record (left channel) is only 
4 per cent higher than the outer groove wall. Audible 
changes in the music, differences in stylus and record 
wear, and changes in tracking ability remain insig- 
nificant. 

What happens to the motor shaft (which generally is 
either pulled toward the platter by the drive belt, or 
pushed away from a rubber puck in a puck- driven turn- 
table)? Normal stresses on the motor mounts and on 
the bearings far exceed those created by a mere one - 
degree level error, and so the dynamic properties of 
platter rotation are scarcely changed. 

With a significantly larger tilt, however, say about 
five degrees or more, changes in both the inner -groove 
wall pressure and in the very manner in which the 
turntable rotates can become significant: distortion 
may increase or unequal groove -wall wearing away may 
occur or both. At the same time, stresses on the motor 
may cause erratic rotation or rumble. But as I said, it's 
fairly simple to avoid all this by leveling the turntable. 
It reduces itself to a matter of using one's eyes, as 
well as one's ears, for high fidelity performance. 
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pear in this country has yet to be decided. It is a 
compact integrated manual with a gimbaled arm and 
most of the features we have come to expect in 
premium changers -less, of course, the changing 
mechanism itself. 

The Quest for Perfection 

To repeat, current turntable models- changers and 
manuals alike -categorically do a better job of play- 
ing records than comparably priced equipment did 

only a few years ago. The search for perfection has 
seen to it that improvements not only continue to 
appear but that they represent genuine upgrading of 
performance. Often the improvements, insignificant 
in themselves, have been a direct response to a pre- 
vious improvement elsewhere in the system. And like- 
wise they often serve to precipitate further improve- 
ments themselves. 

Antiskating is just such an improvement. It would 
have been totally without value only a few years 
ago, but within those years styli have become pro- 
gressively more compliant, stylus moving mass has 

1 

1 

I CHOOSE A 

FOR ME, HIGH FIDELITY represents another of 
the good things in life, not unlike fine wines, 
elegant cuisine, excellent tailoring, etc. I can 
enjoy what it offers on that basis -in its place, 
of course, like everything else -without becom- 
ing a nut or overly involved in its technicalia. 
The kind of equipment I prefer does the job 
competently, with the least amount of effort, 
and without any need for technical expertise 
on my part. The automatic turntable (or record 
changer) qualifies as that kind of equipment. 
I can, in other words, enjoy an opera recording 
or the Beethoven quartets or the latest Beatles 
offering without having to feel concomitantly 
as if I were an engineer working in an audio 
studio each time I want to hear an album. 

I am not concerned with hairsplitting differ- 
ences such as a fraction of a degree of tracking 
error. I am convinced -based on what I've read 
(mainly in the test reports and articles pub- 
lished in this very magazine!) and on what I've 
heard (with my own two good ears )-that with- 
in the over -all area covered by today's top - 
grade automatics I can enjoy a level of disc - 
playing performance that is entirely commen- 
surate with the requirements of stereo high 
fidelity, and that my automatic is therefore 
well matched to the performance capabilities 
of the rest of my stereo equipment. There is, 
in other words, no reason why I would want 
a record player that, compared to an automatic, 
is bulkier, often costlier, requires more manual 
dexterity, and offers fewer features. 

With my automatic, I can play records of 
any size and any speed, including old 78s; my 
friend down the block, who owns a manual 
table and kids me about my "pseudo- profes- 
sional" automatic, had to use my system to 
listen to some 78 -rpm oldies he recently found 
in his attic. (I know there are a few three - 
speed or four -speed manuals available, but have 
you checked their cost ?) Regardless of speed, 
however, I do find automation a great con- 
venience. There are times when I want to hear 
one record side after another -and this applies 
to multidisc sets that are sequenced in this 
manner, as well as to a great many records on 
which an entire work is contained on one side. 
I stack my records, turn on the machine, and 
-listen. The slightly raised outer edge on to- 

CHANGER 
day's records prevents the grooves and surfaces 
of adjacent discs in the pile from contacting 
each other, so there's no danger of damage 
because of stacking. 

The difference in such performance charac- 
teristics as vertical tracking angle, or stylus 
force, between the bottom and top records on 
the pile is negligible and inaudible; in any 
event, I have detected no signs of record wear 
or degraded sound as a result of playing my 
records this way. Furthermore, when I want to 
hear only one side I can -by simply replacing 
the long spindle with the short spindle (and 
both spindles were supplied with the machine) 
-use the player as a manual. The player 
will obligingly turn itself off when the record 
is finished -unless I opt to run it in the repeat 
mode, in which case it will, just as obligingly, 
play the record again until I shut it off. 

Another point: I possess normally steady 
nerves but I feel much more secure knowing 
that a machine is taking over for me in the 
lowering and raising of the tone arm, especially 
when it is fitted with one of today's high -com- 
pliance cartridges, which -more than ever - 
demands very gentle handling for both its sake 
and that of the record. And yes, I do employ 
a no- compromise pickup in my automatic, and 
it works just fine within the range of tracking 
forces recommended by the manufacturer. 

As for the bugaboo of rumble, well -there 
just isn't any to be heard (although I grant you 
I have heard rumble from some cheaper auto- 
matics and, for that matter, from some manual 
turntables too). There's no hint of wow and 
flutter, and thanks to the pitch control and 
strobe disc (also supplied, by the way), I can 
adjust turntable rotation to the exact speed 
called for. 

To sum up my feeling on this question: I 
can take excellent pictures with my camera, 
which has a built -in automatic exposure sys- 
tem; I travel comfortably and efficiently in my 
automatic -transmission automobile; my wife re- 
lies on our automatic -timed oven to cook some 
splendid dishes; and I defy anyone to convince 
me that what I hear out of my stereo system 
sounds any less wonderful for its being played 
on an automatic -as opposed to a manual - 
turntable. THEODORE R. FOLSOM 
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been reduced, arms have been made to track at pro- 
gressively lower vertical forces, and so on. Needless 
to say, the gross inertia (gross by contemporary 
standards, at least) once needed to trip changer 
mechanisms has gone by the boards too. So while 
the difference in the two components of tracking 
force exerted respectively on the two walls of the 
record groove was minute compared to other forces 
at work in older designs, upgrading has left this 
difference standing naked and obvious. 

To put it another way, when four or five grams of 
tracking force are required, the difference of a few 

tenths of a gram in the distribution of that tracking 
force is undetectable. But in attempting to reduce 
tracking force below one gram, it is much more 
readily perceived that significant distortion begins to 
enter the channel recorded on the outer wall of the 
groove before it does on the other channel. If track- 
ing force really is to be reduced to a minimum, there- 
fore, antiskating will be required to equalize the effec- 
tive tracking force on each groove wall. 

Once that improvement is made, it is possible to 
reduce still further the stylus' compliance -but only 
if the design of the entire arm is altered so that the 

MAKE MINE MANUAL 
ONF OF HIGH FIDELITY'S major attractions for 
me has been the freedom of choice in setting 
out to assemble a high- quality system from 
available components. Closely involved with 
this choice is the option for upgrading the system 
by adding, at a later date, new parts or re- 
placements as they become available. Thus I 

can keep abreast of the "state of the art," in- 
dulge my desire to constantly incorporate the 
latest and the best in my stereo rig, maintain 
a running study of new refinements, and feel 
secure that my playback system is offering - 
within the limits of available products -the least 
possible opposition to the signals I play through 
it. 

Patently, I cannot accomplish these ends with 
a preassembled record player. whether it be 
automatic or manual. My specific complaints 
against automatics I'll get to in a moment. but 
first- consider merely the option of trying or 
of adding a new tone arm. The manual record 
player. made up of separate turntable and arm. 
just naturally lends itself to such substitution, 
experimentation. evaluation. and upgrading. 

As for automatic players themselves, I find 
that as a class they possess a "personality" that 
annoys me. This is duc to their very auto- 
mation. I resent having to adapt myself to the 
quirks of a machine when cueing up a record. 
for instance. I resent having to adjust the cor- 
rect "record diameter" control, or waiting 
for a change cycle to conclude before recueing. 
or remembering whether to use the long or 
short spindle, or where to move the over -arm. 
or of fussing over any of several tricky adjust- 
ments involved in the automation that can (and 
often do) get out of whack -even on the best 
changers. It is far simpler and less trying on 
my nerves to merely place a record on the 
platter. switch on the motor, and cue the pick- 
up as I choose. I'll admit that in this last op- 
eration, the automatics do have an advantage 
in that they generally allow the arm to descend 
more gently than most human hands can man- 
age unaided -but if you do feel you're not 
handling your arm steadily enough you always 
can add a damped cueing device to a manual 
arm that will lower and raise it very gently at 
the touch of a lever. 

From the standpoint of performance, con- 

sider that the manual turntable- because it is 
designed to do one thing (rotate the record) - 
can be designed to do so on an all -out. rugged - 
ized. trouble -free basis. In other words, it does 
not. at the same time, have to drain power 
from its motor to activate a complex of gears 
and levers whose sole function is dropping rec- 
ords in correct fashion onto the platter. And 
what about that stacking and dropping: extra 
wear and tear on the grooves. friction between 
disc surfaces building up static charges that 
attract dust. and -worst of all -consider the 
length of time that records are exposed to ail 
while waiting on the stack to be played. If 
you stack. for instance, a four -disc set of an 
opera. the top disc in the pile will be gathering 
dust for well over an hour before it is played. 
In some environments, that amount of exposure 
can make a brand new album sound like mush. 

Which. by the way, brings me to an interest- 
ing point: I ant convinced that many or most 
people who buy automatics end up using them 
as manuals anyway or as single -play "semi- 
automatics." And why not? Today's stereo discs 
provide an average of 25 minutes playing time 
per side. Changing a record yourself after that 
interval is hardly the chore it was in the old 78- 
rpm days (which was a time when the record 
changer did make some sense). Furthermore. 
a vast number of records are continued from 
side I to side 2; to hear the music as it is 
intended to be heard you have to flip the disc 
anyway -ergo. the changer's automation be- 
comes utterly worthless . . . and you have 
paid for it. 

Finally. the tone arm itself: I grant you that 
the arms supplied on today's top automatics 
have come a long, long way since the first 
changers. They now boast better balance. anti - 
skating. accurate stylus force adjustments, less 
lateral tracking error. and so on. They still. 
however. stiffer to the extent that they must do 
"double duty " -as pickup carriers and as de- 
vices to trigger the automatic mechanism. Again. 
as with the turntable motor. it's desirable from 
an engineering standpoint to design a product 
to accomplish fewer jobs superbly than to do 
more chores merely well. In other words, as 
long as I do not have to accept a compromise, 
why should I'' BERT R suoi 
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increased compliance does not result in an objec- 
tionable arm resonance. Hence, antiskating devices 
may be said to have contributed to recent arm designs. 

And the top changer models continue to find ways 
of approaching ever nearer to perfection. The Dual 
1219, for example, is the first changer to build in 
some compensation in vertical arm geometry for the 
fact that the stack of records -and therefore the 
height of the playing surface -progressively rises in 
automatic operation. Ideally, of course, the pivot of 
the arm should always be the same height above the 
playing surface if the effective vertical tracking angle 
is to be kept constant. The 1219's pivot is raised in 
the automatic mode to a compromise setting designed 
to give optimum performance part way through the 
stack (representing a maximum of six records). But 
in manual play, the pivot automatically is reset to 
the height required by a single record. The 1219 costs 
$175 and was reviewed in detail in our January issue. 

Sherwood, a newcomer to the changer field, now is 
offering the $149.50 SEL -100, a model that has been 
in the works for several years but only reached the 
market late in 1969. An unusual feature of this model 
is its double -motor system: one is a synchronous 
design that drives the turntable; the other is a high - 
torque drive for the changer mechanism. When the 
tone arm reaches the record's inside diameter, it 
interrupts a beam of light- which, being weightless, 
offers no drag on the turntable motor -to start the 
change cycle. The record is lowered gently (Sherwood 
calls it "escalator action ") by a spindle whose record - 
holding fingers can be folded into the spindle itself, 
for single -play manual operation. With the fingers 
out of the way, it becomes a tall manual -play spindle, 
and since the spindle cannot be removed, there can 
be no question of misplacing one while another is in 
use. 

Newly returned to the American market is the 
Lesa line, now being imported by Components Spe- 
cialties, Inc. of Freeport, N.Y. The top -of- the -line 
model is the PRF -6 at $179.95. It contains a built -in 
strobe lamp and easily accessible adjustments for 
stylus height above the record, stylus descent posi- 
tion, and record size, in addition to those adjustments 
that have become standard in this price class: antiskat- 
ing, speed fine -tuning, tracking force, and so on. A 
lower- priced model, the ATT -4 is in preparation, we 
are told, but details are not yet available. 

Perpetuum -Ebner's latest also is a top -of- the -line 
model: the PE -2020, imported by Elpa Marketing 
Industries. Its special feature, shared by the PE -2018, 
is a vertical tracking angle adjustment controlled by 
a knob at the front of the cartridge shell. Like Sher- 
wood, Elpa lays stress on its changer's controlled 
record- descent rate -"elevator lowering easement" is 

the phrase used for the PE design. 
Benjamin has announced an extra -fancy Miracord 

(the Model 700H with strobe, stylus overhang adjust- 
ment, and elapsed time stylus wear indicator), but as 

this is being written it has yet to reach the market. 
Most recent in the line for practical purposes, there- 
fore, is the Model 750. At $149.50 it is similar to 
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the 50H, the present top of the Miracord line at 
$20 more, except that the 750 has an induction motor 
as opposed to the hysteresis motor in the 50H. 

Garrard's most recent model also fills out the 
existing line. It is the SL72B at $89.50, one of five 
models in the Synchro -Lab Series. Like the top model 
(SL95B), it has a gimbaled arm pivot, and it includes 
most of the features found in the SL75B, which costs 
$109.50 

A New Format Takes Hold 

A couple of years ago, Garrard began its series of 
"modules " -changers that are delivered with a base, 
dust cover, and cartridge, ready to plug into both AC 
and amplifier. This format, while it had been seen in 
Europe previously, was relatively unknown in the 
American market. It has the obvious advantage to 
the novice that the entire record -playing system is 
bought as a unit with its elements preselected and 
usually preinstalled. For the more sophisticated pur- 
chaser, however, it often has the disadvantage that 
the cartridge is a ceramic model, and American 
buyers simply do not seem to "believe in" ceramic 
cartridges as a rule. In Europe, where high -level 
phono inputs are to be expected on radios and tape 
recorders, the ceramics are more widely accepted; 
but with few exceptions, they are associated with 
less- than -high- fidelity equipment here. 

There are, however, some modules that contain 
magnetic cartridges. The Garrard SLX -2 at $69.50 
has one, and the Garrard SLX -3 at $99.50 has one 
with an elliptical stylus. 

BSR, JVC /Nivico, Lesa, and other companies are 
also bringing units of the type into the American 
market. In some cases, the model turns out to be a 

nationally advertised changer specially packaged with 
a base, dust cover, and cartridge for sale under the 
trade name of another company -a dealer or a manu- 
facturer or importer without a proprietary changer 
brand who nonetheless wants to offer a full line of 
equipment. Present indications are that the trend 
toward this sort of prepackaging will continue. 

The changers in question usually are drawn from 
the middle or lower end of the line -as are the car- 
tridges -since the product is not intended for the 
"perfectionist" market. Prices generally top off at 
around $100 -much as they did only a few years 
ago for the finest changers, though without base, 
dust cover, or cartridge, of course. By comparison, 
today's top changer prices are climbing close to the 
$200 mark, even without those three extra elements. 

At present, then, the market looks like this. In- 
tegrated changer- base -cover -cartridge units and mod- 
erate- priced separate changers generally sell at be- 
tween $50 and $100. The better changers run from 
$100 to $200. Manual turntables that include an 
arm can be found at under $100. From there prices 
run upward toward $300 -or more, perhaps, if the 
total price includes an exceptionally expensive arm 
like the Rabco. 
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by Ronald Eyer 

Musicians' 
Autographs 
Don't throw away that signed picture of Leroy Anderson - 

it may become your family heirloom 
ow* 

AN INTIMATE AND ingenuous note in the childish 
hand of a nine -year -old to his music teacher ( "As a 

New Year's present to you, I promise to study my 
music more faithfully. ") would undoubtedly bring 
more than $1,000 if offered for sale today. The child 
happened to be Johannes Brahms. Oddly enough, 
an autograph of the now unfashionable salon com- 
poser Cécile Chaminade may well be worth even 
more. 

There is an ultimate irrationality about autograph 
collecting, according to Samuel Orlinick and Charles 
Hamilton (located in New York), two of this coun- 
try's leading dealers in musical letters and manu- 
scripts. (Perhaps a half dozen others dabble a bit in 
this rarefied business.) Any number of reasons can 
fire a collector to seek out and purchase items that 
range from impersonal calling cards to the hand- 
written score of an entire musical composition -and 
there are equally many reasons for the incredibly 
varied prices these documents bring in the collectors' 
market place. 

Like coins, stamps, books. objects of art. or any 
other commodity bought and sold by collectors, rarity 
is one of the most important factors in determining 
value. Some musicians, including Jules Massenet and 
Felix Mendelssohn, were prolific letter writers (Men - 
delssohn is said to have thought nothing of writing 
as many as fifty letters in one evening!), and the 
market value of these composers is therefore minimal. 
Maurice Ravel, on the other hand, wrote infrequent- 
ly; his available handiwork is, consequently, quite 
valuable. Specimens of Schubert's handwriting are so 
scarce that his letters usually bring more than his 
musical manuscripts. This rule of thumb might seem 

to he contradicted in the case of Richard Wagner, 
the Mozart family, and Beethoven, all of whom were 
frequent and often vehement letter writers; but their 
writings are highly prized simply because they were 
so great and famous that their autographs are rarely 
found on the open market. Similarly, the autographs 
of even Albert Einstein (we include the great mathe- 
matician here because he was at least a celebrated 
amateur musician), who is said to have replied in his 
own hand to each and every correspondent, are there- 
fore not likely to command high prices. 

Factors other than the sheer rarity of a composer's 
extant writings play a part in this expensive hobby. 
One important consideration is what the autograph 
contains in addition to the hare signature -the touch- 
ing little note by the young Brahms, already referred 
to, is a case in point. According to Hamilton, Puccini 
is often a best -seller because he frequently scribbled 
a few bars of his music along with his signature. These 
items sell from $100 to $200. Among American com- 
posers, the current favorite is George Gershwin whose 
typed and signed letters are worth from $30 to $150. 
(Ira Gershwin is an ardent collector of his brother's 
autographs.) Another American composer who has 
been elevated to a high rank on collectors' lists is 

Stephen Foster. One of his lesser -known songs, Mag- 
gie by My Side. recently brought $4,500! 

In comparison to musical autographs, royal signa- 
tures are of lesser importance. "Kings come a dime 
a dozen," says Orlinick. One reason, he points out, is 

that monarchs usually sign thousands of documents 
during their reign. But "the great never cease being 
great," and autographs of notable figures in all 
fields are comparable. A letter written by George 
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Musicians' 
Autographs 

Washington, for example, might be priced at any- 
where from $1,000 to $ I0,000, a letter of Handel's 
may bring $5,000 to $10,000, and a letter written 
by Mozart to his sister should bring about $5,500. 

A second consideration is that of authenticity. The 
letters of kings and princes were, as a rule, written 
by secretaries and, in most instances, probably also 
signed by them, with the result that verification of 
authenticity becomes extremely difficult. The same 
is true of most other important political figures. 
Presidents of the United States, for example, rarely 
sign routine correspondence sent over their names 
to ordinary citizens. Even Abraham Lincoln's famous 
"Bixby" letter to the mother of five sons lost in the 
Civil War is represented solely by a variety of false 
copies; the original has never been found. Like most 
"forgers" of famous names, however, the anonymous 
signer of the "Bixby" letter imitated the well -known 
"A. Lincoln" signature with extraordinary accuracy - 
hut, to the trained eye, with detectable fallaciousness. 

Authenticity is rarely a problem in the musical 
world, mainly because few musicians have ever been 
wealthy enough to afford secretaries. But in the mat- 
ter of musical manuscripts, signatures are often whol- 
ly unnecessary for identification. The identity of a 
composer can he revealed in the general style of even 
just a scrap of his music. A knowledgeable collector 
is not likely to mistake a phrase by Bach, Beethoven, 
or even Haydn. 

The content of an autograph along with its signa- 
ture can range from a hastily scrawled introduction to 
another violinist by Pablo Sarasate on his calling 
card, to the full manuscript score of a collection of 
twelve minuets for piano by Mozart. Both these items 
are included in Orlinick's most recent catalogue of 
available autographs. Of the Mozart manuscript, the 
catalogue states: "The score itself, in the hand of 
Mozart's copyist, occupies 23 pp. Small folio, un- 
bound; in case of full black morocco. Accompanied 
by a statement from Prof. Eric Werner, including the 
information that the title page has been examined and 
authenticated by Alfred Einstein, the Mozart author- 
ity. Interestingly, Mozart had drawn at the head of 
the title page a small sketch of a Masonic emblem, 
comprising a spoked wheel. Both Aloys Fuchs and 
Dionys Weber mention the fact that, especially in his 
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George and Ira Gershwin on one sheet. $120. 

Giacomo Puccini's signature with a few notes from the 
stet at the end of Act 1 of La Bohème. $100. 
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Handel's "Hunting Song," 
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Mozart writing in English. 
"Don't never forget your true anti 
faithful! friend." with his signaturr- 
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later years, Mozart frequently entrusted the writing 
of piano arrangements to his copyist, thereafter add- 
ing a title page in his own hand to establish authen- 
ticity." 

Understandably, the Sarasate card is listed at $15 
while the Mozart manuscript is offered for $1,800. 
An ordinary letter of Beethoven's, says Hamilton, 
would bring around $2,500, but a highly personal 
letter, in which the writer might discuss a great con- 
temporary like Schubert, would be much higher. 
Similarly, a simple signature of Liszt is worth only 
$ l5, but a letter from Liszt to George Sand immedi- 
ately increases in value from $300 to $500. The man- 
uscript of a Beethoven symphony, such as the Fifth 
or Ninth, would be a bargain at $100,000, say the 
experts. The most valuable item currently in Orlinick's 
possession is the only surviving page of Mozart's 
Sinfonia concertante in E flat, K. 364, for which he 
is asking $3,800. 

The immutable law of supply and demand is the 
sole factor that determines price, maintain the deal- 
ers, and Orlinick recalls an instance at a Parke -Bernet 
auction when a manuscript by the late sixteenth -cen- 
tury English writer Fulk Grevill was offered by the 
auctioneer at a modest $50, but for some inscrutable 
reason, it suddenly skyrocketed spectacularly to 
$12,000. The original of Mozart's Don Giovanni, 
bought by the singer Pauline Viardot- Garcia a century 
ago for $2,500, would probably now bring a million 
dollars. And a fragment from Beethoven's Kreutzer 
Sonata, bought by a dealer for $25,000 and sold for 
somewhat less to a mysterious woman who subse- 
quently presented it to the New York Public Library, 
would now be worth at least $150,000. Over -all values 
have increased 60 per cent in just the past year, 
according to Hamilton, who quotes his source as the 
financial authority Franz Pick. 

Such items as the unique Beethoven sketchbooks, 
which offer a wealth of knowledge about the man 
and his work methods, are virtually priceless. But 
high on any collector's list is intimate, highly per- 
sonal correspondence, such as love letters. These cov- 
eted documents are almost nonexistent since they 
are usually destroyed by the authors' families or by 
the addressees themselves, simply because such revel- 
ations are so personal. One can only conjecture about 
the ultimate worth of Liszt's love letters or of Wag - 
ner's most private communications with King Ludwig 
of Bavaria. 

Collectors sometimes have peculiar quirks about 
values, however. One example is Mozart's little Minuet 
and Trio in G, K. 1, his first known composition 
which he composed at the age of five. This unique 
document (its present value is placed at $9,500) gives 
collectors pause because the hand is that of Leopold 
Mozart writing for a prodigious son who apparently 
had not yet mastered the techniques of notation. 
Though clearly an authenticated piece of Mozartiana, 
collectors have had reservations about this manu- 
script because it was not actually written by Wolf- 
gang Amadeus. 

64 

A similar case involves a song by Schubert which 
was copied for him by a friend. Because the auto- 
graph is not Schubert's (though the song certainly is), 
its value to collectors is less. Orlinick views this pecu- 
liarity as typical of most collectors. They are people, 
he says, who worship greatness and feel that by hold- 
ing in their hands an article personally written by a 
genius some of the creative magic might rub off. 

Who, then, are these people with such deep rever- 
ence for scraps of paper out of the past? To begin 
with, they are few in number, according to Orlinick, 
and the regulars are a mere handful. "They come on 
like meteors," he says, "and suddenly disappear, per- 
haps never to return." Because this is a hobby that 
usually involves large sums of money, musicians do 
not, as a rule, go in for collecting. There arc, however, 
a few notable exceptions: Abbe Santini, the Italian 
scholar and composer, had an enormous collection 
of manuscripts; and the French pianist Alfred Cortot 
avidly amassed autographs, books, and scores. Pi- 
anist Rudolf Serkin is one of today's most enthusias- 
tic collectors among musicians. 

The majority of collectors, Orlinick notes, are phy- 
sicians and scientists who, he believes, find collecting 
musical autographs a means of escape into a more 
romantic and perhaps less pragmatic world. One of 
his best customers is a former musician who turned 
to physics and patented an invention from which he 
has derived a great deal of money. This man is not 
only an omnivorous buyer of autographs and manu- 
scripts, but he has also acquired an impressive array 
of Stradivarius, Guarnerius, and other fine violins 
which he loans to deserving students. 

The interest many scientific people have in music, 
of course, extends well beyond collecting. They are 
noted supporters of all sorts of musical institutions 
and many are quite good amateur musicians who have 
formed orchestras and chamber music groups. Albert 
Einstein, for example, took great delight in playing 
the violin and once, after he participated in a Mozart 
Trio during a little shipboard concert, he proudly 
signed his name to the program ($60). 

A growing number of people are turning to collect- 
ing for investment purposes and the profits can some- 
times run into seven figures. Art has always been 
popular with speculators. Financial experts feel, how- 
ever, that rare books and manuscripts have even more 
potential- investments of this sort have been highly 
recommended by Barron's, the Wall Street Journal, 
and other financial publications. Even more impor- 
tant to the field today than private collectors are 
libraries and museums which have far greater pur- 
chasing power. 

The whole modern concept of a musical auto- 
graph's intrinsic value is a fairly recent phenomenon. 
In the past, publishers often destroyed original man- 
uscripts once copies were made. Breitkopf and Härtel, 
in their dealings with Constanze Mozart, preferred 
to exchange her husband's handwritten scores for 
neat, clean printed copies. Had they but known what 
riches they were so lightly dismissing! 

CIRCLE 40 ON READER -SERVICE CARD - 
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If you like our $1000 receiver 

The SA -4000 contains e n transistor and microcircuit 
design. And then some. It's also the `irs; Solid -State hi- fidelity receiver without a 

tuning knob. Instead, it features fully automatic, two -speed Motor Tuning. Fast 
motion for auto tuning. And slow motion to assure pin -point accuacy. An accessory 
Remo-e Control Tuning Unit is included with the receiver. The SA -4000 also features 
electronic Memory Master Tuning for presetting up to five stations. So you can get 
them instantly. And Panasonic exclusive LuminaBand dial to let you see w-iat you got. 
With just a touch of a fingertip. See complete specs on page 3. 
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Our $1000 receiver is pretty impressive. But then so are our less expensive ones. 
Because at Panasonic, we dolt just assemble stereo receivers. We nake every vital 
part that goes in them. With the same quality, co-isistency and ear for details. 

G ve all our receivers a listen. At any dealer we franchise to handle the Panasonic 
Audio Equipment line. You'll see why our less expensive models might become our 
$1000 receiver's biggest competition. 

SA-4000 

160 Watts at 4 ohms 
160 Watts at 8 ohms 

MODEL SA-40 

55 Watts at 4 ohms 
40 Watts at 8 ohm! 

SA-00 

SA -50 without AM 

60 Watts at 4 ohrrs 
50 Watts at 8 ohms 

SA-70 

90 Watts Et 4 ohms 
80 Watts at E ohms 

AM'LIFIER SECTION 

IHF Music Power 

RMS Power 
(at 1 kHz and rated distort on) 

12/12 Watts at 8 ohns 22.5/22.5 Watts at 8 ohms M/32 Watts at 8 ohms 60 /60 Watts at 8 ohms 

Harmonic Distortion 
(at 1 kHz and rated output) 

0.8 % 08 % 0.8 % 0.1 % 

Intermodulation Distortion 
(60 H: +7 kHz, 4 : 1, SMPTE) 

1.2 % 10% 1.0 % 0.2 % 

Power Bandwidth 20 Hz to 50,000 Hz 
-3 dB 

20 Hz to 50,000 H: 
-3 dB 

5 Hz to 70,000 Hz 
-3 dB 

20 Hz to 30,000 Hz 

-3dB 
Frequency Responsa 20 Hz to 60,000 Hz 20 Hz to 70,000 H: -0 Hz to 100,000 Hz 

10 Hz to 130,000 Hz rower 'amp tiler -J UD -J UD -O UD 

Input Sensitivity (for rated output) 3.5 mV (Phono Low: 
Phono 10 mV (Phono High) 

3.5 mV (Phono Low) 
10 mV ( Phono High) 

4 mV (Phonc Low) 
141 mV (Phono High) 

3 mV (Phono 1) 
5 mV (Phono 2) 

Input Impedance 
Phono 

50 kohms (Phono Lone) 

100 kohms (Phono High) 
33 kohms (Ceramic) 

50 kohms (Phono Low) 
60 kohms (Phono High) 

5C kohms (Phono Low) 
6C kohms (Phono High) 

47 kohms (Phono 1) 
100 kohms (Phono 2) 

Hum and Noise 
Phono 

60 dB (Phono Low) 65 dB (Phono Low) :5 dB (Phonc Low) 65 dB (Phono 1) 

Bass Range 310 dB at 5C Hz 310 dB at 50 Hz 310 dB at 50 Hz 312 dB at 50 Hz 

Treble Range *9 dB at 10 kHz ±10 dB st 10 kHz ±10 dB at 1C kHz ±10 dB at 10 kHz 

Turnover Frequency Selector - - - - - - Bass: 250 Hz /500 Hz 

Treble: 2 kHz /4 kHz 

Dampiig Factor 20 at 4 ohrrs 
40 at 8 ohms 

25 at L ohms 
50 at d ohms 

25 at 4 ohns 
50 at 8 ohns 

75 at 4 ohms 
150 at 8 ohms 

R.vorier Output Level 170 mV 230 mV 

2.2 uV 

' 200 mV 

2.0 ub 

150 mV 

1.5 uV 

FM -UNER SECTION 

2.8 IN FM Unable Sensitivity ('HF) 

FM Harmonic Distortion 
(at 400 Hz, 100 % modulation) 0.7 % 0.6 % 0.5 % 0.15 % 

Signal to Noise Ratio 60 dB 60 iB 60 dB 70 dB 

Selectivity, Alternate Channel 40 dB 45 dB 50 dB 60 dB 

Spurious Response Rejection 
(et 100 MHz) 70 dB 75 dB 75 dB 100 dB 

IF Rejstion (at 100 MHz) 90 dB 90 dB 90 dB 100 dB 

Image iejection (at 100 MHz) 55 dB 80 4B 80 dB 95 dB 

FM Stereo Separation (at 1 kHz) 35 dB 35 dB 37 dB 45-dB 

Capture Ratio (IHF) 3 dB 2.6 iB 2 dB 1 dB 

AM TUNER SECTION 
AM Sensitivity (IHF) 20 uV 20 eV 20 pV - 
Selectidty (st 1 MHz and *10 kHz) 25 dB 25 cB 25 dB - 
Image Selection (at 1 MHz) 40 dB 70 cB 70 dB - 
IF Frequency Rejection (at 1 MHz) 46 dB 80 dB 80 dB - 
Dimensions (W .14 * O) 
(Including control knobs and fuse post) 

16" .5" x 14' 191" .5v. "14" - x 5j" .14" 20,1." "7" x16,14" 

Weight (Packed) 29 Ib. 34 b. 35 lb. 60 lb. 

Power Supply 120 V AC 
100 Watts 

120 V AC 
190 Watts 

120 V AC 

220 Watts 
120 V AC 
200 Watts 

PANASONIC 
just slightly ahead of our time. 

Panasonic specift_at ons are subject to change without notice 
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for one of our speaker systems 
SB -88. "TECHNICS." 3 -WAY 
FIVE -SPEAKER SYSTEM. 
$249.95 PER UNIT. 
(Mfr.'s suggested list price.) 

The SB -88 is built to 
outperform anything in its price 
range. 

The 5; -pound woofer 
magnet structure and a unique 
ultracompliant pure virgin rubber 
surround provide a free -air 
resonance below 20 Hertz. For 
exceptional low- frequency 
response. 

The mid -frequencies pour out 
from two independent 5 -inch 
midrange speakers. Each with a 
compliant impregnated half -roll 
surround for magnificent response. 

A pair of 2 -inch horn 
tweeters with Mylar Domes gives 
120- degree dispersion of the high 
treble frequencies. 

And an inductive capacitive 
crossover network eliminates 
speaker phasing problems 
effectively. 

All five of these speakers 
are so well matched acoustically, 
they'll knock your ear on its ear. 
And can be adapted to any room 
with two three - position treble 
and midrange balance controls. 

SB -77. "TECHNICS." 3 -WAY 
SPEAKER SYSTEM. $179.95 
PER UNIT. 
(Mfr.'s suggested list price.) 

The SB -77 s 10 -inch ' oofer 
incorporates a unique compliant 
inverted half -roll surround. It has 
a 4= -pound magnet structure 
and a 1i-inch voice coil for a 
power- handling capacity of 
60 watts. 

The 5 -inch midrange driver 
uses an impregnated half -roll 
surround to prevent cone 
resonances and assure perfect 
transient response. 

The 2 -inch horn tweeter 
has a Mylar Dome and aluminum 
horn that eliminate distortion. 

A low -loss capacitive and 
inductive network gives controlled 
impedance and smooth transition 
at the crossover frequencies. 
And two three - position treble 
and midrange balance controls 
let you shape the music. 

SB -33. "BOOKSHELF." 
3 -WAY SPEAKER SYSTEM. 
$125.00 PER UNIT. 
(Mfr.'s suggested list price.) 

The 10 -inch woofer has an 
inverted half -roll surround of 
extremely high compliance and 
a 1; -inch voice coil. It results 
in an exceptional free -air 
resonance of 25 Hertz. 

The 31 -inch midrange 
speaker has resonance -free cone 
plus 2 -inch cone tweeter with 
a 4z -ounce high flux density 
magnetic structure. 

A three - position treble 
balance control adapts upper 
frequencies. 

SB -22. "COMPACT." 2 -WAY 
SPEAKER SYSTEM. $79.95 
PER UNIT. 
(Mfr.'s suggested list price.) 

The 8 -inch acoustic 
suspension woofer utilizes a unique 
plasticized inverted half -roll 
surround and a 4 -pound magnet 
for a free -air resonance of 33 
Hertz. Together with an airtight 
enclosure, the fundamental bass 
response reproduces down to 
38 Hertz without doubling or 
distortion. 

The 3 -inch cone tweeter 
has a low -mass cone. For smooth 
response up to 19,000 Hertz. 
A special peak -free cone design 
accounts for a smooth tight treble. 

And a low -loss crossover 
network separates the frequencies 
at the crossover point of 2,500 
Hertz. 

SB -66. "COMPACT." 2 -WAY 
SPEAKER SYSTEM. $119.95 
PER PAIR. 
(Mfr.'s suggested list price.) 

This pair of speakers sends 
out a lot of beautiful sound. 
At a beautiful price. 

The 8 -inch acoustic 
suspension woofer with an 
inverted half -roll surround gives 
fundamental bass response down 
to 40 Hertz. And a 2 -inch wide - 
dispersion tweeter utilizes a 
low -mass cone for smooth 
response out to 20,000 Hertz. 

And the frequencies are 
separated at the crossover point 
of 8,000 Hertz by a low -loss 
crossover network. 

SB -22 
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MODEL SO-se SB -22 SB -33 SB -77 SB -55 

Type 2 -Way 2 -Way 3 -Way 3 -Way 3 -Way 

Woofer 8" 8 10" 10" 12" 

Speaber Midrange - - 31" 5" 2 x5" 

Tweeter 2 3" 2' 2" 2 x2.. 

Frequency Response 4) -1z to 20,000 Hz 3E Hz to 19.000 iz 30 Hz to 20,000 -z 28 Hz to 21,000 Hz 24 Hz to 22,000 Hz 

Recommended Amplifier Power 1C Wars to 30 Watts 10 Watts to 30 Watts 10 Watts to 40 Warts 10 Waus to 80 Watts 10 Watts to 80 Watts 

Impedance 8 ohms 8 ohms $ ohms 8 ohms 8 ohms 

Crossover Frequencies 8.000 Hz 2,500 Hz 1,300 it, 8,000 Fz 800 Hz, 8,000 Hz E00 Hz, I3,000 Hz 

Woofer Resonance 45 Hz 33 Hz 25 Hz 25 Hz 20 Hz 

Woofer Magnet Structure 

Midrange Magnet Structure 

Ferrite Magnet 

- 
4 Ib. 

- 
4 Ib. 

81 oz. 

41 Ib. 

21 Ib. 

51 Ib. 

21 lb. 

lweecer Dispersion 100 degrees 100 degrees 12C degrees 120 degrees 120 degrees 

Accessories (balance control) - A 3-position below 
balance control 

Two 3- position treble 
and micrange 

Two 3- position treble 
anc m drange 

Dinseeslons (W x H .1:1) 111" .171" x81" 1)1" x20;^ x 91" 111" "221" .111' 131" .231" x111" 15:1" x26-/-1" .131" 

Weight 11 lb. 141 lb. 20 lb. 32 lb. 481 lb. 

Cabinet Walnut Walnut Walnut Walnut Walnut 
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i ...ori you on ave e u ge 

but you do have the ear. 
SC -666. 80 WATT (40 WATT 
IHF) FM /AM, FM STEREO 
MUSIC CENTER. $349.95. 
(Mfr.'s suggested list price.) 

The FM tuner has FET for 
greater sensitivity and selectivity. 
Four dual -tuned IF circuits and 
a unique Ratio Detector to provide 
clear reception on FM. 

The Multiplex Circuit has six 
Solid -State transistors for error -free 
automatic Mono/ Stereo switching. 

A calibrated signal strength 
tuning meter and automatic Stereo 
Indicator Lamp simplify perfect 
center -of- channel tuning. 

Our full -range Linear Sliding 
Controls provide smooth and 
instant adjustment of tonal qualities. 

And positive action Mono/ 
Stereo and Tape Monitor rocker 
switches control the whole Stereo 
Music Center. While Main and 
Remote Speaker switches control 
speaker selection. 

The 8 -inch woofer with an 
inverted half -roll surround gives 
fundamental bass response down 
to 40 Hz. And a 2 -inch wide- 

dispersion tweeter utilizes a low - 
mass cone for smooth response 
out to 20,000 Hz without distortion. 
A low -loss crossover network 
controls frequency separation. 

The precision automatic 
turntable's Cue control lets you 
interrupt record play by moving 
a lever. It plays 7, 10 and 12 -inch 
records. At 78, 45, 33; and 16; rpm. 

Stylus pressure and anti - 

skating adjustmerts assure reliable 
operation. And tt-e Pickering V15 
MICROMAGNETIC cartridge 
includes an ultracompliant 
stylus with diamond needle. 

SC -555. 60 WATT (30 WATT 
IHF) FM /AM, FM STEREO 
MUSIC CENTER. S279.00. 
(Mfr.'s suggested list price.) 

The FM tuner features FET for 
greater sensitivity and improved 
rejection of unwanted signals. 

And four dual -tuned IF circuits 
provide clear reception on FM. 

The Multiplex Circuit affords 
automatic Mono /Stereo switching. 

Our AM tuner circuits provide 
the highest sensitivity and 
selectivity. With static -free AM 
reception because of a built -in 
ferrite antenna of unique coil design. 

Wide -range Linear Slidirg 
Controls provide for precise 
adjustment of the sound. 

The rear panel includes 
facilities for a tace recorder. 
And an auxiliary program souce. 

The compact speaker 
incorporates an .acoustically 
matched 6", inch woofer with 
an inverted half -roll surround for 
bass response down to 40 Hz. 
And a 2 inch wide dispersior 
tweeter utilizes a wide -dispersion 
cone for ultra smooth response 
up to 20,000 Hz. 

The precision automatic 
turntable takes 7, 10 and 12- nch 
discs. 78, 45, 321, and 161 rpm. 

Low gram stylus pressure 
and built in skating compens 3tion 
assure reliable operation. 

The exclus ve Panasonic 
Magnistate cartridge comes with a 

turn -over stylus and diamond needle. 

.411.!4110 -4111111W 

PANASONIC a 

-just slightly ahead of our time. 
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Part III: The String Quartets 

Beethoven on Records 
Continuing High Fidelity's appraisal of all available 

recordings of the composer's music 

by Robert P. Morgan 

THE BEETHOVEN STRING QUARTETS stand apart. They seem to inhabit a world uniquely 
their own, an imaginary realm where music exists in a quintessential state -an expres- 
sion of the human spirit removed from the cares and concerns of everyday existence. 
It is perhaps for this reason that the quartets have tended to be greeted by music lovers 
with extreme reverence (as the purest of pure music) or outright puzzlement (as rather 
abstruse expressions of rarefied sensibility). 

It is often claimed that one can view the over -all development of Beethoven's 
compositional style solely through a study of the sixteen quartets. This belief has given 
rise to a remarkably extensive literature dealing with these works (two major studies - 
by Philip Radcliffe and Joseph Kerman -have appeared in English within the past four 
years), but the more 1 become acquainted with the quartets, the more I am convinced 
that from them one can receive only a very special and -at least in one sense- essen- 
tially limited view of the composer. This is in no way meant to reflect negatively on the 
quality of the works; it is, in fact, just the opposite -i.e., their uniformly high quality - 
which is the point here. For it seems to me that the quartets represent merely stylistic 
peaks in Beethoven's evolution and can therefore give only a distorted picture of the 
over -all process. 

There are two principal reasons why the quartets occupy a unique position in Bee- 
thoven's work. The first has to do with the medium itself: the very nature of the string 
quartet seems to suggest a special kind of treatment, a highly concentrated style of 
writing that tends to inspire music of an essentially serious and abstract nature. The 
second reason has to do with the chronological placement of the quartets in Beethoven's 
total oeuvre. The quartets may be conveniently divided into three groups, each cor- 
responding to one of the traditionally viewed "stylistic periods." Thus the early period is 

represented by the six quartets of Op. 18, the middle period by the three Op. 59 quartets 
and Opp. 74 and 95, and the late period by the five quartets, Opp. 127, 130, 131, 132, 
and 135 (plus the Grosse Fuge). But actually the quartets show only the maturest, most 
completely realized stage of each period. The Op. 18 quartets, for example, were all 
written between 1798 and 1800 and thus followed the remarkable development (best 
traced in the early piano sonatas) that culminated in the Pathétique Sonata. Similarly, 
the Op. 59 set, written in 1805 -6 -and thus after the Eroica Symphony -reveals the 
characteristics of the middle period only in its fully realized form. The quartets Opp. 
74 and 95, written in 1809 and 1810 respectively, are perhaps the only questionable 
cases, particularly the latter work, which can be viewed as a sort of bridge that extends 
from the middle period into the late. But the last five, all composed after 1824, are the 
most mature manifestations of the late style, coming as they do after the Ninth Sym- 
phony and all five of the late piano sonatas. 

It is this quality of stylistic maturity, I think, that accounts as much as anything 
for the special aura surrounding the string quartets. It is also, I would suggest, an 
explanation for the over -all remarkably high quality of the available recordings of these 
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works. Something about these pieces seems to demand a serious and painstaking ap- 
proach, a fact that tends to discourage all but the most intelligent and dedicated per- 
formers. Particularly noticeable -and happily so-is the absence of any extreme idio- 
syncrasy in the interpretations. One rarely has the feeling that the composition is being 
exploited simply as a vehicle for the performers; it is rather the composition itself that 
is in the foreground. All this leads me to a point I should like to emphasize before 
considering the various recordings: I very much doubt if one could find a comparable 
standard of performance in recordings of any other category of Beethoven's work. 

The Complete Recordings 

m Hungarian Quartet. Seraphim S 6005, 
h $7.47 (three discs); S 6006, $7.47 (three 

discs); S 6007, $9.96 (four discs). 
Amadeus Quartet. Deutsche Gram- 

-1- niophon SKL 2721 004, $13.50 (three 
discs); SKL 2721 005, $13.50 (three discs); 
SKL 2721 006, $18 (Jour discs). 

Budapest Quartet. Columbia M3S 
606, $17.94 (three discs); M4S 616, 
$23.92 (four discs); MSS 677, $29.84 
(Jive discs). 

Fine Arts Quartet. Everest 3255, 
$17.91 (nine discs). Also available on 
Everest 507, $5.97 (three discs); Concert - 
Disc 506, $5.97 (three discs); Concert- 
Disc 502, $9.95 (five discs). 

Nowhere is this generally high quality of 
performance more evident than in the 
integral recordings of the sixteen quartets 
-of which four are presently available: 
the Amadeus, Budapest, Fine Arts, and 
Hungarian Quartets. Each set is pack- 
aged in three boxed volumes, one de- 
voted to each of the three periods. Thus 
the buyer need not confine himself to 
one group of performers in order to 
have the complete quartets, but there 
are undoubtedly those who like the idea 
of having a "matched set." Assuming 
this to be the case, 1 would favor the 
Hungarian performances, followed quite 
closely by the Amadeus set. Although 
both quartets have an exceptionally high 
standard of ensemble playing, I find the 
subdued, contemplative, and more con- 
sistent approach of the Hungarian pref- 
erable in the long run to the aggressive, 
extrovertish quality of the Amadeus' 
playing. But everyone may not agree, and 
at any rate, both are excellent. If price is 
a consideration, then of course the Hun- 
garian wins hands down. 

If, on the other hand, one prefers a 
more objective. streamlined kind of per- 
formance, then the Fine Arts should be 
considered, although I find that their 
readings lack a really strong individual 
interpretive character and are thus a bit 
on the dull side. This, incidentally, is the 
only complete set also available in one 
box (Everest 3255, nine records). There 
are, however, distinct disadvantages to 
this arrangement. First of all, so many 
records in one box makes it rather diffi- 
cult to locate a particular disc, unless 
you're very careful about how you put 
them away. More importantly, Everest 
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has jammed so much music onto each 
record that few of the quartets start at 
the beginning of a side. This can at times 
even affect the structure of a composition, 
as for example in Op. 59, No. I, where 
the marvelous overlap between the third 
and fourth movements is lost due to a 
record change. If you want to avoid this 
problem, you can get these same per- 
formances in three separate boxes (Ever- 
est 507 and Concert -Disc 502 and 506, a 
total of eleven discs). 

For me, the Budapest readings are 
the least satisfactory of all. I grant that 
they do achieve a wonderfully warm 
sound (somewhat obscured, however, by 
the breathy quality of Columbia's stereo) 
and an effective rhythmic flexibility, but 
the quality of the ensemble playing is 
often weak and out of tune, particularly 
when the going gets a bit rough. But 
my own inclination would be to avoid 
any matched set; one can get much more 
interesting -and of course more varied - 
results by purchasing individual records. 

The Early Quartets 

(ADDITIONAL COMPLETE) 

Barylli Quartet. Westminster S 1028, 
$9.98 (three discs). 

Endres Quartet. Vox SVBX 516, 
$9.95 (three discs). 

Budapest Quartet. Odyssey 32 36 
0023, $8.94 (three discs, mono only). 

(ADDITIONAL. INDIVIDUAL READINGS) 

Op. 18, No. 1, in F. 

Allegri Quartet. Music Guild S 866, 
$2.98 (with Mozart: Quartet, K. 499). 

Lenox Quartet. Dorer 7240, $2.50 
(with Op. 59, No. 3). 

Smetana Quartet. Parliament S 614, 
$2.98 (with Op. 95). 

Op. 18, No. 3, in D. 

Fine Arts Quartet. Concert -Disc 210, 
$5.98 (with No. 4). 

Op. 18, No. 4, in C minor. 

D- Bartòk Quartet. Dorer 7280, $2.50 
(with Op. 95). 

Fine Arts Quartet. (See No. 3.) 
-t--. Morini Quartet. Westminster 9074, 

( sy-eyt.. 

$2.49 (muro, wily, with Mozart: Quartet, 
K. 59(1). 

Op. 18, No. 5, in A. 1 Claremont Quartet. Nonesuch 71152, 
$2.98 (with No. 6). 

Op. 18, No. 6, in B flat. 

Claremont Quartet. (See No. 5.) 
Janótek Quartet. Parliament S 623, 

$2.98 (with Op. 135). 

There are three boxed sets of the six Op. 
18 quartets (three records each) in addi- 
dition to the four that form parts of the 
complete sets just discussed. The Barylli 
version is definitely inferior, due both to 
the cavernous recorded sound and the 
mediocre quality of the playing. The 
Endres, though, provides real competition 
for the Amadeus. This group takes a 
similar approach, often with better results. 
Unfortunately their entry is marred by a 
lack of careful editing: e.g., noticeable 
splicing and the failure to correct inac- 
curate entrances and even faulty pitches. 
(This set represents the first volume of 
the complete Vox recording, the other 
volumes of which use a different en- 
semble.) Finally, a Budapest Op. 18 is 
also available in a re- release of their 1951 
mono discs. Although I confess I am 
unable to detect any great differences 
between these performances and their 
more recent ones -to my ear, they both 
suffer from similar defects -I would go 
for the earlier version in choosing be- 
tween the two, mainly because the sound 
is so much more natural. Also, the per- 
formances are perhaps somewhat more 
assertive and technically more assured. 
But for an over -all choice, the Hungarian 
still seems to me to be the clear winner 
for the early quartets. 

Turning now to the individual record- 
ings of the Op. 18 group, something is 
available for all but No. 2. Of the three 
versions of No. 1, I prefer the one by the 
Smetana. The warm, lyrical reading suits 
the work very well. Similar, but some- 
what more timid and thus less interesting, 
is the Allegri version. The Lenox gives 
the work a careful, well- thought -out in- 
terpretation but suffers from a lack of 
momentum in the first movement (e.g., 
the slowing down of the tempo for the 
second subject) and from technical diffi- 
culties in the finale (the fast scale pas- 
sages). The sound is also excessively dry. 
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No. 3 is represented only by a single disc 
taken from the Fine Arts' complete re- 
cording. I have already expressed my 
reservations about this ensemble, and they 
apply to both of these readings. But there 
is an excellent version available of No. 4 
by the Bartók, a beautifully integrated 
performance featuring excellent ensemble 
and tonal quality. I only regret that the 
minuet seems a bit too slow to sustain 
interest. A third version, by the Morini 
Quartet, unfortunately suffers from poor 
sound, unfortunate because the perform- 
ance is quite beautiful. The only single 
pressing available of No. 5 is by the 
Claremont. They play with a great deal 
of rhythmic flexibility and a free- wheel- 
ing approach that works quite well for 
both pieces. Some may object to the free- 
dom of the style, but for me the resulting 
plasticity is most effective. Finally, No. 6 
is also obtainable in a version by the 
Janácek. It is given a very rough, even 
coarse, reading completely inappropriate 
to the piece. The harsh sound of the 
recording matches the performance. In 
summary, with the exception of the Bar - 
tók Quartet's No. 4, none of these singles 
can compete with the Hungarian set. 

The Middle Quartets 

(ADDITIONAL, BOXED SETS) 

Juilliard Quartet. Epic BSC 152, 

C 
$17.37 (Opp. 59 and 74, three discs). 

Guarneri Quartet. RCA Victor VCS 
6415, $11.98 (four discs, complete). (m.j :' 

Loewenguth Quartet. Vox SVBX 
543, $9.98 (Opp. 59 and 95, and the 
Grosse Fuge, three discs). 

(ADDITIONAL, INDIVIDUAL READINGS) 

Op. 59, No. 1, in F. 

Vlach Quartet. Parliament S 615, 
$2.98. 

Op. 59, No. 2, in E minor. 

Jandeek Quartet. Parliament S 627, 
$2.98. 

Op. 59, No. 3, in C. 

New Music Quartet. Bartók 909, 
$4.81 (with Piano Sonata, Op, 14, No. I). 

Smetana Quartet. Parliament S 634, 
$2.98 (with Haydn: Quartet, Op. 103). 

Lenox Quartet. (See Op. 18, No. 1.) 

Op. 74, in E flat. 

Allegri Quartet. Music Guild S 863, 
$2.98 (with Op. 95). 

f- Weller Quartet. London 6431, $5.98 
(with Op. 95). 

Loewenguth Quartet. (See Late 
Quartets.) 

Op. 95, in F minor. 

Allegri Quartet. (See Op. 74.) 
Weller Quartet. (See Op. 74.) 

Juilliard Quartet. RCA Victor LSC 
2632, $5.98 (with Op. 135). 

Weiner Quartet. Dover 7280, $2.50 
(with Op. 18, No. 4). 

Smetana Quartet. (See Op. 18, No. 1.) 

With the middle quartets the choice be- 
tween the Hungarian and Amadeus sets 
is more difficult. These pieces (particular- 
ly the Op. 59 group), due to their expan- 
siveness and dramatic tension, are more 
appropriate to the Amadeus approach 
than those of Op. 18. 1 would rate the 
two about even, the choice depending 
quite simply upon one's performance 
preferences. For instance, 1 prefer the 
Amadeus in Op. 59, No. 1, and the Hun- 
garian in Op. 95. In these middle 
quartets the problem is further compli- 
cated by the addition of two excellent 
sets, which the listener may well prefer 
to any of those forming parts of the 
complete recordings: one by the Juilliard 
(only recently deleted), the other by the 
Guarneri. The Juilliard Quartet omits 
Op. 95 (it contains only three records, 
one less than the Guarneri), but it has 
outstanding performances of the other 
four pieces. The Juilliard plays with a 
sense of precision and rhythmic thrust 
unmatched by any other quartet currently 
active. There is perhaps a tendency 
toward stiffness in their interpretations, 
but this is more than offset by the good 
features. For example, they play the 
finale of Op. 59, No. 3 with a speed and 
clarity that leaves all the other per- 
formances far behind. Furthermore (and 
contrary to the opinion of many com- 
mentators), 1 find their playing highly 
expressive, but this expressivity is the 
result of clear articulation of formal 
structure rather than mere surface 
nuance. As for the Guarneri offering, it 
is difficult to imagine a greater contrast 
in approach to that of the Juilliard. Al- 
though this is an American quartet, their 
sound is definitely "European." They 
achieve a beautifully ripe, mellow tonal 
quality; the intimate lyricism of their 
playing is in its own way as equally ex- 
pressive as that of the Juilliard. Their 
ensemble is also excellent, and they play 
all of the works with an evident sense of 
care for both the details and the total 
conception. (One word of warning, how- 
ever: my copy of this set has extremely 
bad surface noise throughout all eight 
sides.) The third available set of the 
middle quartets is by the Loewenguth 
Quartet, which omits Op. 74, but does 
include, curiously, the Grosse Fuge. 
(Their Op. 74 appears in a later volume.) 
The Loewenguth sounds a bit schmaltzy 
here: a too liberal use of vibrato and a 
tendency to scoop into pitches. This, in 
conjunction with a rather loose sense 
of ensemble, creates an unpleasant 
"soupy" effect. 

As for individual recordings, there is 
surprisingly little available for the Op. 
59 quartets: only one version for each 
of the first two, and three versions for 
the third. No. 1 is represented by the 
lovely sounding Vlach Quartet. The per- 
formance of the first movement is quite 
striking- slower and more lyrical than 

usual. It creates an interesting effect that 
works well here, but when the second 
movement also appears in a very slow 
tempo and is also performed in a relaxed 
rhythmic vein, contrast is lost and the 
whole structure begins to topple. No. 2 
brings up the Janácek Quartet again. 
The results are considerably better here 
than in their reading of Op. 18, No. 6, 
due in part to the nature of the piece -it 
can take this kind of roughshod approach 
somewhat better, although the slow 
movement is so slow that the music 
threatens to evaporate before the double 
bar. With No. 3, the situation brightens 
a bit. Best of all is the performance by 
the now defunct New Music Quartet, 
which competes with the Juilliard in 
the brisk tempo of the last movement 
but provides a softer instrumental sound. 
There is also a very good version by the 
Smetana Quartet, but this performance 
suffers from an overly slow first move- 
ment. Finally, the Lenox Quartet gives 
an adequate, if restrained, reading. 

Both of the singles available of Op. 
74 are paired with Op. 95, and each 
has impressive performances by the 
Allegri and the Weller Quartets. They 
are alike to a marked degree: both tend 
to emphasize the lyrical side of the works, 
playing down dramatic effects, and both 
reveal the same qualities of textural 
balance and beautiful instrumental sound. 
1f 1 had to choose between the two, I 
would say that the Weller is perhaps a 
bit superior, due mainly to the better 
recorded sound, but also because the 
fugal middle section of the slow move- 
ment of Op. 95 is given an extraordi- 
nary performance. Op. 95 is for some 
reason the most recorded of all the quar- 
tets (and on the whole also the best 
recorded). There are three additional per- 
formances to be considered. One is by 
the Weiner Quartet, coupled on Dover 
7280 with the Bartók Quartet's remark- 
able version of Op. 18, No. 4, and this 
reading manages to hold its own quite 
well with Side 1. The Weiner plays with 
great authority -there is something al- 
most overpowering about their approach 
to this music -but they also maintain a 
balanced instrumental quality and mar- 
velous textural clarity. Altogether, this 
disc represents one of the best buys in 
the entire field, and I recommend it as 
an initial disc for anyone interested in 
becoming acquainted with this music. 
There is also the Smetana Quartet's 
version, the companion to their recording 
of Op. 18, No. 1. Again, this is a warm, 
robust reading, not geared to subtlety 
but nevertheless quite good in its way. 
Finally, the Juilliard's Op. 95: again 
their clear, precise style is evident in 
a performance that is a worthy com- 
panion to their boxed set of the first four. 

The Late Quartets 

(ADDITIONAL, BOXED SETS) 

Guarneri Quartet. RCA Victor VCS 
6418, $11.98 (four discs, complete). 

Loewenguth Quartet. Vox SVBX 
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544, $9.95 (Opp. 74, 127, 130, 135, three 
discs); Vox SVBX 545, $9.95 (Opp. 131. 
132, and Piano Quartets, Op. 152, three 
discs). 

(ADDITIONAL, INDIVIDUAL READINGS) 

Op. 127, in E flat. 

Yak Quartet. Cardinal VCS 10054, 
$3.98. 

Vienna Konzerthaus Quartet. West- 
minster W 9073, $2.49 (prono only). 

Quartetto Italiano. Philips SAL 
3703, $5.98 (with Op. 135). 

Op. 130, in B flat. 

-- Smetana Quartet. Crossroads 22 16 
0056, $2.98. 

Quartetto Italiano. Philips SAL 839 
795, x5.98 (with the Grosse Fuge). 

Op. 131, in C sharp minor. 

Vlach Quartet. Parliament S 625, 
$2.98. 

Juilliard Quartet. RCA Victor LSC 

13 

2626, $5.98. 
tx Ate 

Op. 132, in A minor. 

ß Yale Quartet. Cardinal VCS 10005, 
$3.98. 

Quartetto Italiano. Philips 900182, 
$5.98. 

i 

RJ 

Op, 135, in F. 
/-vt) 

Junúartet. (See Op. 18, No. 
6.) 

Juilliard Quartet. (See Op. 95.) 
Quartetto Italiano. (See Op. 127.) 

Grosse Fuge, Op. 133 (Orchestral tran- 
scriptions). 

Berlin Philharmonic, Wilhelm Furt- 
wängler, cond. Heliodor HS 25078, 
$2.98 (with Symphony No. 5). 

Winograd String Orchestra, Arthur - Winograd, cond. Heliodor !IS 25019/2, 
$2.49 (two discs, with Bachs Art of 
Fugue). 

English Baroque Orchestra, Her- 
mann Scherchen, cond. Westminster 9711, 
$2.49 (with Septet, Op. 20, mono only). 

Orchestre de la Suisse Romande, 
Ernest Ansermet, cond. London CS 
6159, $5.98 (with Barttik's Music for 
Strings, Percussion, and Celesta). 

The five quartets of Beethoven's last years 
are the ultimate realization of the com- 
poser's most advanced musical thought. 
Although these works may still strike 
some listeners as the confused imaginings 
of a sick man. those who have come to 
terms with their admittedly difficult lan- 
guage will discover that they embody an 
ideal -a brilliant vision of the heights to 
which music can aspire. Each of the five 
is unique -as different from one another 
as all five are different from the earlier 
quartets -and it is undoubtedly this fact 
that makes the performance of each one 
such a totally different problem. None of 
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the ensembles with complete sets, for ex- 
ample, gives uniformly excellent readings 
of all of these works, which makes it 
particularly difficult to recommend any 
one as a clear choice. The Amadeus pro- 
vides impressive performances of Opp. 
132 and 135, where the extreme contrasts 
in the former and the outgoing quality of 
the latter suit their style very well: but 
some roughness is discernible in the more 
intimate Opp. 127 and 131. While the 
Hungarian, on the other hand, plays both 
these latter works with wonderful con- 
trol and understanding, it lacks the bite 
of the Amadeus in Opp. 132 and 135. 
Volume Ill of the Fine Arts entry should 
be mentioned here, for it gives both ver- 
sions of Op. 130 (i.e., one with the 
Grosse Fuge as finale and the other with 
the later, "normal" finale -thus adding 
al extra record to their set). whereas 
all of the others (including the Fine Arts' 
nine -record Everest set) give only the 
later version, presenting the Grosse Fuge 
either on a separate side (Fine Arts and 
Budapest) or as an additional finale for 
Op. 130, placed after the usual one 
(Amadeus and Hungarian). (The latter 
arrangement has the advantage of en- 
abling the listener to choose his own 
finale -or to have both, if he so desires.) 

There is only one additional boxed set 
of the late quartets currently available, 
(the Guarneri set of the late quartets did 
not arrive in time for review) and this 
one, unlike the others, is in two volumes: 
Volumes III and IV of the Vox Loewen- 
guth recording. My objections to the 
performance style of this group are 
already on record. so 1 will confine 
myself here to the unusual packaging. 
The Grosse Fuge. as we have already 
seen. appeared in their second volume: 
Op. 74 (missing from that volume) is 
included in Volume Ill. along with 
Opp. 127, 130, and 135. The remaining 
two quartets -Opp. 131 and 132 -ap- 
pear in Volume IV, in addition to (of 
all things!) the three piano quartets. 
Op. 152 (performed by the Mannheimer 
Trio with pianist Günter Ludwig). This 
is particularly strange when one con- 
siders that these piano quartets, despite 
their opus number, were written when 
Beethoven was only fifteen, and thus 
make odd companions for the late string 
quartets. But actually, I would advise 
avoiding all of the complete sets for 
recordings of the late quartets: such in- 
dividual works seem to require individual 
choices. 

For Op. 127, there is a remarkable 
performance by the Yale Quartet. This 
ensemble's clean, precise playing resem- 
bles that of the Juilliard, but its gentler, 
less cutting instrumental sound enables 
them to project the soft contours of this 
piece most effectively. The relationship 
of tempos between movements is particu- 
larly tricky -and particularly important - 
in Op. 127, a problem impressively han- 
dled by the Yale. but one which mars an 
otherwise fine performance on another 
available single: the Vienna Konzerthaus 
Quartet version. Interesting and techni- 
cally fine as it is. the slow tempos in 
the last two movements tend to weaken 
the over -all continuity. (The monaural 
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sound is quite good here, by the way.) 
A third entry is the recent version by the 
Quartetto Italiano. Here is a beauti- 
fully matched ensemble that performs 
with extraordinary elegance. Despite a 
somewhat measured, almost stiff quality 
to their playing, the calm, controlled. 
often "sweet" approach is effective in 
this essentially nondramatic work. Only 
the scherzo, the movement that supplies 
the main contrast in the piece, lacks the 
necessary punch. 

The Quartetto Italiano has also re- 
cently released a version of Op. 130. 
This includes both final movements, but 
curiously enough the Grosse Fuge is 
placed first, followed by the later finale, 
which sounds ridiculously anticlimactic in 
this context. A pity, since the perform- 
ance (particularly of the fugue) is quite 
good. Another single, by the Smetana 
Quartet, has been deleted, but the per- 
formance is a fine one and well worth 
tracking down. The Smetana plays the 
"Galitzin" version (i.e., with the Grosse 
Fuge as finale) in a vigorous, exciting 
performance that makes up in intensity 
for what it lacks in subtlety. Especially 
impressive is the fugue itself, taken at 
a furious pace and generating an enor- 
mous amount of excitement. Of course, 
for those who are bothered by the fugue 
in this context, it will not be a satisfac- 
tory disc, but personally I find the presen- 
tation completely convincing. 

Opp. 131 and 132 are each represented 
by two single versions. For Op. 131, there 
are performances by both the Vlach and 
Juilliard Quartets. The Vlach disc seems 
to me inferior because of slow tempos 
and a tendency to oversentimentalize. 
The Juilliard reading is better, but 
flawed. Although they play with their 
usual precision, their over -all approach 
does not always work as well here as in 
the middle quartets. The first movement 
in particular is disappointing; they seem 
unable to generate interest in this kind of 
piece (i.e., placid and nondramatic) and 
try to create an artificial excitement by 
accelerating in the middle of the move- 
ment, but the result seems strained. The 
slow variations, however, are quite beau- 
tiful and the last movement -despite the 
extremely detached bowing -also has 
merit. With Op. 132, the choice seems 
clear; the Yale Quartet here gives an- 
other magnificent reading. This is one 
of the finest ensembles presently in exist- 
ence, a point proved here by their ability 
to bring out the contrasts inherent in 
this piece with great vitality but without 
losing the larger sense of the composi- 
tion. The other version is by the Quar- 
tetto Italiano; unsatisfactory due to a 
lack of tension, a quality necessary to 
convey the character of this very com- 
plex work. Coming finally to the last 
quartet, Op. 135, the Jangek version, 
on the reverse side of their Op. 18, No. 
6, is unacceptable for the same reasons 
I cited in the earlier piece. Another entry 
is the Juilliard on the reverse side of 
their Op. 95. Despite the somewhat bland 
quality of the first movement, this is, on 
the whole, an excellent rendering (the 

Continued on page 114 

CIRCLE 101 ON READER- SERVICE CARD -* 

www.americanradiohistory.com

www.americanradiohistory.com


W 80 Rear View 

When our engineers told us what 
the new VARIFLEX® Speaker Systems 

could do ...we didn't believe it. 

After all when we were told that two 
speaker systems can be placed end -to -end 
as a console, or at various spacings apart. or 
any distance from the wall, or at almost any 
height between ceiling and floor, and still 
project flawless stereophonic reproduction 
to all areas of a room simultaneously ... we 
were skeptical ... but there are three ways to 
deal with a skeptic. 

First, tell it like it is. 

Engineers love to explain things, so 
that's what they did. Variflex Speaker Sys- 
tems, we were told, are not like any other 
speaker systems past or present. They are 
unique because they are the only reflective 
speaker systems that are completely adjust- 
able. In the rear of each unit is a variplanu- 
lar disc set in a universal swivel mount. This 
disc, they said, can be finger tip adjusted for 
any combination of vertical to horizontal 
positions. Once adjusted for correct acousti- 
cal reflection, the speaker systems would pro- 
vide overall stereophonic reproduction as 
promised ... and furthermore, we were told. 
we could move about the room freely and 
never lose that important sense of program 
source characteristic of concert hall per- 
formance. 

Second, put it to the test. 

We watched as two W80's were ad- 

justed. The engineer merely tipped the vari- 
planular disc this way and that ... and 
rotated the swivel mount a little to the left, 
a little to the right ... and that was all there 
was to it. It seemed too easy to us. But after 
about two minutes, or maybe a shade less. 
they were ready. We were asked to stand 
anywhere in the room. Then we were treated 
to a fine performance of Tchaikovsky's 
Pathetique. "Walk about." they suggested. 
We did and we were amazed. It was true 
stereo everywhere and anywhere. There was 
none of the splatter or surround effect asso- 
ciated with omnidirectional systems. We had 
to admit this was a "first" for all of us and 
we found it difficult to restrain our excite- 
ment. 

Third, do it yourself. 
"Now," they suggested, "you try it." 

It looked like fun. We each took a turn ad- 
justing the speakers. Only one thing bothered 
us. The W80 makes everybody with finger 
tips an instant expert. Then they asked us 
questions. 

What acoustical problem is solved? 

A very important one. Since almost 
all rooms are acoustically unbalanced. fixed 
directional systems, conventionally placed, 
are too rigid to overcome this deficiency. 
Only the amazing flexibility of the new Vari- 
flex Speaker Systems can provide "all over" 
balanced stereo. 

What will women say? 

"It's about time," probably. W80's 
are a woman's dream. They are never un- 
welcome intruders. Since they are reflective 
systems. the front of the cabinets resemble 
fine pieces of furniture. Because they permit 
placement versatility, they can be inserted 

decoratively or unobtrusively into any room 
scheme ... even as built -ins with an optional 
roll out base. 

What about quality? 
That was an unnecessary question. 

The W80's are Achromatic Speaker Sys- 
tems -and therefore are critically engineered 
in the uncompromising tradition of excel- 
lence. 

A suggestion to all skeptics. 

Believe your own ears. Just visit a 
Wharfedale dealer, and ask for a dramatic 
demonstration. Start walking around as a 
disbeliever... you won't be one for long. 
You'll be as amazed as we were. Wherever 
you pause, you will be aware of distinct 
stereophonic separation, ... Variflex may 
well be the component speaker innovation 
of the 70's. 

For full specifications on the W80 
and all Wharfedale Systems write: Wharfe- 
dale, division British Industries Co., Dept. 
H D20, Westbury, N.Y. 11590 

Achromatic Speaker Systems 

Front view of two W 80's 
mounted on optional base 
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EVEN IF IT WEREN'T 
HIS 200TH BIRTHDAY THERE'D STILL 
BE REASON TO CELEBRATE. 

3 reasons. 
Two masterful albums by Leonard 

Bernstein, one containing the 4th and 8th 
symphonies, the other, the 7th. A stun- 
ning collection of sonatas from Glenn 
Gould, including the "Moonlight," 
"Appassionata" and "Pathétique." 

All are recording. firsts. Each 
interpretation is unique. 

So even if it weren't he 200.h 
birthday of one of music's greatest 
men, now is the perfect time to listen 
to some of his greatest music. 

After all, isn't that what the 
celebration is all about? 

(;)enn Could' BcettK»rn Sinai as 

NiwnliRlu AD9y"iossatalt`atlrtique 

ON COLUMBIA RECORDS It 
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the new ases re le 

Recharting the Muddied Waters of Swan Lake 
by R. D. Darrell 

NOT UNLIKE the variously equalitarian pigs in George 
Orwell's Animal Farm, some complete recordings are 
more complete than others. 

The most notorious examples, outside the world of 
opera at least, long have been the multiple versions of 
Tchaikovsky's first great ballet, Swan Lake: the recorded 
performances differ madly, not only in length but also 
in the selection and sequence of materials included. Even 
the generally accepted first recording to warrant the 
accolade of "complete" (the famous 1955 mono version 
by Dorati) lacks four selections comprising an Act III 
Pas de deux, rescued from the 1877 original production 
of the ballet, while all two -disc versions, including several 
that claim to be complete and are so listed in the Schwann 
catalogue, lack not only these pieces but a good many 
others (see the accompanying chart for specifics). 

Happily, the proud claim on the handsomely illustrated 
box cover of the latest set seems to be quite legitimate: 
"The first stereo recording of all the music from the 
original production of Tchaikovsky's Swan Lake." It is 
notable too for Rozhdestvensky's invigoratingly dynamic 
reading; the extremely powerful, open, and stereoistic 
engineering; and not least for the notes (by James Lyons) 
which helpfully clear up many of the mysteries and 
misconceptions that have shrouded the original 1877 
production of the ballet, as well as the differences be- 
tween the original score and the one used in the Petipa/ 
Drigo revival of 1895 which made the work world - 
famous. The accompanying leaflet is also admirable for 
giving full details of the musical contents and specific 
credits to the important soloists: Mikhail Chernyakhovsky 
(violin), Olga Erdeli (harp), Viktor Simon (cello), and 
Suren Gevorkian (trumpet). 

There are of course minor reservations to my general 
acclamation: the orchestra here -particularly the rather 
coarse brass section -is scarcely a match for some of 
those to be heard in far less complete versions, such as 
the excerpts offered by Ormandy's Philadelphians, 
Stokowski's New Philharmonia, and Ansermet's Suisse 
Romande, for examples. And one must grant that 
Rozhdestvensky's uninhibited energy sometimes verges on 
the slapdash and that he seldom approaches the grace 
and subtlety of an Ansermet or Monteux. But one can't 
have everything. Over -all, this must rank as the Sway¡ 
Lake for Tchaikovsky connoisseurs. 

Indeed, each of the other five charted here has its 
individual attractions. The Fayer /MK version -still listed 
in Schwann's supplementary catalogue -in particular de- 
serves credit as the first to use the new 1957 Russian 
score, including the rediscovered Act III Pas de deux 
(Insert A in the chart); for that matter, it is essentially 
identical in content with the new release. What handicaps 
the performance is its mono recording, which now sounds 
unpleasantly hard and cold, and a reading that is not 
especially distinctive. The sonic brilliance of Dorati's 
once deservedly acclaimed version now shows its age, but 
still remains exciting as well as historically important. I 

could commend this reprocessed edition with more fervor, 

A retrospective 
inspired by Rozhdestvensky's 
new complete recording 

Tass from Sovfoto 

N. Bessmertnora as Odette -Odile and N. Fadeichev as 
Siegfried in this season's Bolshoi production of Swan Lake. 
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SWAN LAKE BALLET RECORDED SEQUENCES 

Jorgenson arch. Score and (in parentheses) 
Tchaikovsky Soc. Piano Score Item Numbers 

Rozhdest- 
vensky 

(Melodiya/ 
Angel) 

Fayer 
(M K) 

Dorati lanchbery Abravanel Ansermet 
(Mercury) (Angel) (Vanguard) (London) 

- 
1 

2 

3 

4 

( -) 

(1) 
(4) 
(3) 
(2) 

Introduction: Andante 

Act I 

Opening Scene: Allegro 
Valse (Corps de Ballet) 
Scene: Allegro moderato 
Pas de trois 

1 

2 

3 

4 

1 

2 

3 

4 

1 

2 

3 

4 

1 

2 
3 

4 

1 

2 
3 

x 

1 

2 
3 
a 

a) Intrada: Allegro moderato 5a 5a 5a x 4e 4a 
b) Var. i: Andante sostenuto 5b 51) 5b 8 x x 

c) Var. ii: Allegro semplice 5c 5c 5c a 4b 4b 
d) Var. iii: Moderato 5d 5d 5d x 4c 4c 
e) Var. iv: Allegro 5e 5e 5e x 4d 4d 
f) Coda: Allegro vivace 5f 5f 5f x 4e 4e 

5 (29) Pas de deux 
a) Intrada: Tempo di valse 6a 6a 6a x 5a 18a 
b) Var. i: Andante; 6b 6b 6b x 5b 18b 
b') - Allegro; Molto pi0 mosso 6b' 6b' 6b1 26b x x 
c) Var. ii. Tempo di valse 6c 6c 6c x 5d 18c 

(30) d) Coda: Allegro molto vivace 6d 6d 6d x 5e 18d 
6 (5) Pas d'action: Andantino 7 7 7 x x x 
7 (6) Scene (Sujet) (Dusk falls) 8 8 8 6 6 5 
8 (7) Danse des coupes (Polacca) 9 9 9 7 7 6 
9 (8) Finale Act I: Andante 10 10 10 9 x x 

Act II 
10 (9) Scene: Moderato 11 11 11 10 8 7 
11 (10) Scene: Allegro moderato 12 12 12 11 9 8 
12 (11) Scene: Allegro 13 13 13 12 10 9 
13 Dance of the Swans 

(12) a) Tempo di valse 14a 14a 14a 13 lia 10a 
(16) b) Scene: Moderato assai 14b 14b 14b 17 1 l 10e 
(12) c) Tempo di valse (bis) 14c 14c 14c x x x 
(14) d) Allegro moderato 14d 14d 14d 15 11c 10c 
(13) e) Pas d'action: Andante; 14e 14e 14e 14a lld lob 

el) - Allegro 14e1 14e' 14e' 14b z x 
(15) f) Danse genérale (Valse) 14f 14f 14f 16 11e 10d 
(17) g) Coda: Allegro vivace 14g 14g 14g 18 11f 10f 

14 (18) Finale Act II: Moderato 15 15 15 19 x x 

Act III 
15 (19) Scene: Allegro giusto 16 16 16 20 12 11 
16 (20) Danses du corps de ballet et des nains 17 17 17 x a x 
17 (21) Scene (Fanfares 8 Valse) 18 18 18 21 13 12 
18 (22) Scene: Allegro; Allegro giusto 19 19 19 22 14 13 
19 (23) Pas de six 

a) Intrada: Moderato assai 20a 20a 20a 5a x x 
b) Var. i: Allegro 20b 20b 20b 5b x x 
b1) - Andante con moto 20b1 20b' 201)1 33 x x 
c) Var. ii: Moderato 20c 20c 20c x x x 
d) Var. iii: Allegro 20d 20d 20d 5c a x 
e) Var. IV: Moderato; Allegro 20e 20e 20e 26c x x 
f) Coda: Allegro molto 20f 20f 20f 26d x x - ( -) Insert: Pas de deux (MS) 
a) Intrada: Moderato 21a 21a x 26a x x 
b) Var. i 21b 21b x 5e x x 
c) Var. II 21c 21c x 5d x x 
d) Coda 21d 21d x 5f x x 

20 (27) Danse hongroise (Csardas) 22 22 21 25 17 17 
21 (25) Danse espagnole 24 24 22 23 15 14 
22 (26) Danse napolitaine 25 25 23 x 16 15 
23 (28) Mazurka 26 26 25 24 18 16 
24 (31) Scene: Allegro; Valse; Allegro 27 27 26 27 19 x 

Act IV 
25 (32) Entr'acte: Moderato 28 28 27 28 x x 
26 (33) Scene: Allegro non troppo 29 29 28 29 x x 
27 (34) Danses des petits cygnes 30 30 29 30 20 x 
28 (35) Scene: Allegro agitato 31 31 30 31 21 19 
29 (36) Final Scene: Andante; 32a 32a 31a 32 22a 20a 

Allegro agitato 32b 32b 31b 34 22b 20b 

Supplements - (24) Danse russe 23 23 24 x x x 
Petipa /Drigo Interpolations - (29A) I. Tchaikovsky's Op. 72, No. 12 o x z ' x x a 

- (32A) I1. Tchaikovsky's Op. 72, No. 11 x x x x a x - (36A) Ill. Tchaikovsky's Op. 72, No. 15 x x x x x x - (298) IV. Polka (by Drigo?) x x x x 5c x 

This chart has been modeled - with considerable revamping as well as up- 
dating - from that in the Clough and Cuming The World Encyclopedia of 
Recorded Music, Supplement Ill 1953.55. Since the Russian orchestral score 
of 1957 is not yet accessible in the west, the numbering is that of the 1895 
Jurgenson orchestral score (a more recent American one by Broude Bros. is 

quite similar) and the "complete" piano score edition by Peter March, pub- 
lished by the Tchaikovsky Foundation of New York in 1949. The recording 
sequences shown are those of (from left to right): the new Melodiya /Angel 
three -disc stereo set under review; the MK 202C three -disc mono set con- 
ducted by Yuri Fayer (released in 1961); the Dorati performance originally 
released by Mercury in a three -disc mono set in 1955 - currently available 
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only in a "stereo reprocessing" in the six -disc Mercury set, SR 69014 (1963- 
64), which also includes Dorati's complete Sleeping Beauty and Nutcracker 
Ballets; the two -disc stereo Angel set SB 3706 of the Unitel Film Soundtrack 
conducted by John Lanchbery (1967); the two -disc stereo Vanguard -Everyman 
set, S 223/4, conducted by Maurice Abravanel (1967); and the two -disc stereo 
London set, CSA 2234, conducted by Ernest Ansermet (1959). 

It might be added, for the benefit of those following the performances 
from the Tchaikovsky Foundation piano score, that ten or more Items appear 
there in versions which omit some of the rearrangements, repetitions, and 
extensions of the same materials In the orchestral score. 
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though. if only it were made available at a bargain price. 
A budget tariff and a warmly engaging performance and 
recording are the prime attractions of the Vanguard - 
Everyman entry in the incomplete lists. Angel's sound- 
track of a Viennese film starring Fonteyn and Nureyev 
may well appeal to balletomanes since it is the only per- 
formance that has actually served for dancers. But perhaps 
for that very reason the late John Lanchbery's tempos 
often seem too slow and his reading lacks zip and lift. 
And while he includes the Insert A Pas de deus pieces. 
they -like many of the other more familiar selections - 
are played out of order and out of proper context. The 
London set stands up well despite its age, thanks to 
Ansermet's gracious, resplendent performance and to the 
recording itself, which still retains warmth and expansive- 
ness. And its labeling is more honest than that of most 
incomplete versions: the omissions are clearly indicated. 

Some mysteries still remain, among them the one that 
puzzles me most: the relationship between the item 5h' 
Allegro addition to the Andante violin solo (Var. i) in the 
Act I Pas de deux, and the Petipa /Drigo production's 
Interpolation IV. The latter is noted in the piano score 

as "not by Tchaikovsky ... attributed to Drigo." But to 
my ears. this printed piece seems to be a shortened and 
much simplified version of the 5b' Allegro. which pre- 
sumably is by Tchaikovsky. 

For the most part, however, the long -muddied Swan 
Lake waters at last have been clarified and helpfully re- 
charted. In particular, the new set's notes correct a mis- 
conception that many of us had long accepted: evidently 
a large amount of Tchaikovsky's original material actually 
was jettisoned -and presumably lost forever -from the 
1895 Petipa /Drigo production. Apparently there will he 

no further rediscoveries after the delectable Insert A Pas 
de deux. So we can relish with sharpened satisfaction 
what now must be acknowledged as the truly complete 
Swan Lake. the thirty -six- year -old Tchaikovsky's infi- 
nitely imaginative adventure into the world of ballet that 
he was later to conquer and rule so gloriously. 

TCHAIKOVSKY: Swan Lake, Op. 20. Moscow Radio 
Symphony Orchestra. Gennady Rozhdestvensky, cond. 
Melodiya /Angel SRC 4106, $17.94 (three discs). 

The Piano Music 
of Mozart and Debussy 

by Harris Goldsmith 

The illuminating performances 
of Walter Gieseking 

Ar(e((. 1970 

IT HAS OFTEN been said that when a performing mu- 
sician dies. his recordings die with him. The public seems 
more interested in recorded souvenirs of personalities 
they can hear live in the concert hall; unfortunately. few 
collectors wish to own the work (however supreme) of 
artists no longer active. The only exception, so far as I 

can see. is Enrico Caruso, dead for nearly half a century 
but whose records are still in demand. Artur Schnabel 
almost made it several years ago when Angel released 
his Beethoven sonata cycle and found themselves with 
an unexpected best -seller on their hands. Toscanini. 
Rachmaninoff. Kreisler, Furtwängler, and Bruno Walter 
all continue to have a sparse but loyal following, yet 
their reputations have fallen off alarmingly. 

Now Angel /Seraphim and Columbia /Odyssey are res- 
urrecting the legacy of Walter Gieseking (1895-1956). 
one of the pianistic giants of his day. Gieseking was 
born in Lyons. of German parents. studied piano with 
Karl Leimer at Hannover. and became famous for his 
performances of the German masters and the French 
impressionists. The pianist's American career neatly sep- 
arates into two parts. The great dividing line. of course. 
is World War I1. Gieseking's unsavory activities during 
this period nearly finished him with the American pub- 
lic. Picketing caused his withdrawal from the domestic 
circuit in 1948 -49. and even when he did finally re- 
appear at Carnegie Hall in 1953. there were demonstra- 
tions all down 57th Street. Though Gieseking was a pro- 
lific recording artist all during the blitz years, the fruits 
of his wartime sessions (for German Columbia and 
Electrola) have never been released here. Aside from 
the two or three wartime broadcasts issued by Urania 
( without Gieseking's approval). the pianist's best -known 
recorded work in this country divides itself into his pre - 
war 78 -rpm discs made in the studios of American and 
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Mozart 
and Debussy 

British Columbia, and post -1950 efforts, which appeared 
on domestic LPs first on Columbia, later on Angel. 
I rlier in his career, Gieseking was a larger, more hard - 

hitting player and his repertoire went as far afield as the 
difficult Concerto of Goffredo Petrassi (which Gieseking 
learned on a two -day journey by train). I have heard a 
marvelous Gieseking Rachmaninoff Second Concerto 
with Mengelberg and the Concertgebouw, well preserved 
by the Netherlands Radio. Were that performance made 
available we could hear facets of Gieseking hardly sug- 
gested by his limited, strictly kosher postwar repertory. 

Gieseking's technique is reputed to have declined 
alarmingly during his years of absence from American 
concert halls, but records do not support this assertion. 
The virtuosity one hears from his 1953 discs is quite as 
breathtaking as that from his 1938 releases -and there 
are a few wrong notes in both! The German pianist 
was also supposed to favor a precious, mincing, under - 
vitalized approach to Mozart-and the recorded evidence 
refutes that claim too. Seraphim's treasure -laden reissue 
of the complete solo piano music gives us an excellent 
opportunity to reassess an important and much maligned 
segment of recorded lore. The first thing one notices 
about these recordings is that they are very well repro- 
duced. The mono piano tone is clean and strong -a bit 
sec perhaps, but eminently well suited to Gieseking's 
refined, rather objective classical approach. Next, one 
observes the remarkably poised beauty of Gieseking's 
pianism: limpid ornaments, bejeweled symmetry, almost 
superhuman composure. No other Mozart piano record- 
ings known to me display such remarkable and con- 
sistent balance between the two hands. Gieseking had 
the ability to hold a mercilessly brisk basic tempo, and 
he negotiates countless treacherously difficult passages 
with ease and perfection. Gieseking's Mozart has been 
accused of coldness (according to contemporary ac- 
counts, Mozart himself was similarly faulted for lack of 
feeling!). Such an indictment is really insupportable, but 
not surprising: I suppose blood, sweat, and tears will 
always have more universal appeal than the kind of god- 
like perfection that both Mozart and Gieseking display. 

It is also not surprising to find that Gieseking plays 
some pieces of Mozart better than he plays others: such 
a vast lexicon of expression is too multifaceted to be 
entirely grasped by any single personality. I felt that he 
missed the point completely in the A minor Rondo, 
K. 511 which, though exquisitely well played, is alarm- 
ingly flippant and arbitrary. Similarly, 1 found Gieseking 
to be less than inspired in the D major Rondo, K. 485, 
the first movements of the A major Sonata, K. 331, the 
F major, K. 451, and throughout all of the sonatas K. 
330 and K. 545. The K. 331 Variations are rather archly 
and insipidly re- created. But all of his interpretations in 
these works are both a trifle rigorous and inexpressive. 
On the other hand, Gieseking is remarkably effective in 
the great C minor Fantasy- Sonata, K. 475/457. His 
broad, singing delivery of the K. 570's first movement is 
marvelously satisfying, and the F major Sonata, K. 332 
is quite simply the finest presentation 1 have ever heard. 
It has a wide dynamic range, hard -hitting tempos, with 
equal and complementary portions of immense refine- 
ment and high animal spirit. Gieseking uses the sustaining 
pedal rather sparingly, and his touch has a dry, some- 
times supercilious, austerity. Yet, if you bear in mind 
that his performances demand that you go to them (Lili 
Kraus's equally perceptive but completely dissimilar 
Mozart comes to you), you will discover a great deal 
of backbone, expressive point, and rhythmic freedom. 
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Despite his severity, Gieseking almost always differen- 
tiates between soft and loud passages. and his sforzandos 
are roguishly intense. and best of all, there is virtually 
none of that cherubic lingering and sentimentality some- 
times indulged in by even so fine an artist as Walter 
Klien (Vox). In the great A minor Sonata, K. 310, you 
will note that Gieseking ends the first and third move- 
ments with nary a hint of a ritard! I rather like this 
sort of terse directness. On the other hand, the delicious 
series of German Dances, and the long sequence of 
Minuets with Trios are full of pliancy, charm, grace, 
and humor. 

Gieseking approaches the childhood works (K. 1 

through K. 5) with beguiling simplicity. He certainly 
doesn't make the mistake of becoming wistful or ex- 
cessively precious (eight -year -olds, after all, are not 
especially given to sentimentality). Nor is Gieseking 
ever pretentious with the mature works, even though 
he plays them with increased nuance and sensitivity. In 
the wonderful F major Sonata, K. 533/494, he shifts 
the value considerably by giving the first movement a 
weighty. almost Beethovenian firmness rather than the 
usual subdued melancholy. The many sets of variations 
are played with sharp, clear, gallant sparkle and - 
where necessary -poignant, intense artistry. Gieseking's 
K. 397 Fantasy in D minor is delicately rather than 
thunderously drawn, but it has proportion and a goodly 
ration of drama. The delectably chromatic D major 
Minuet, K. 355, is supremely supple in Gieseking's 
insinuating reading, and the startling, unfinished Suite, 
K. 399 is, for all its occasional digital desperation, 
potent and well conceived. In the curious little Gigue, 
K. 574, Gieseking wisely refrains from clarifying the 
enigmatic rhythm. His shifting accentuation brings out 
all of Mozart's harmonically accented upbeats with 
telling sophistication. 

Seraphim retains the identical format of the original 
full -priced Angel edition. The first four records appear 
in Vol. I, the second four in Vol. 2, while Vol. 3 con- 
tains the ninth, tenth, and eleventh discs of the cycle. 
The contents of each box are fully noted on the cover, 
and inside you will find excellent annotations on each 
work by William Glock. The high spots are evenly dis- 
tributed throughout the three albums, and 1 would urge 
any collector to take them all. 

The other Gieseking memorial comes from Odyssey. 
It is a three -disc box containing Debussÿ s Children's 
Corner Suite and Suite Bergamasque, and both books 
of the Preludes. These are not the performances that 
appeared in Gieseking's complete Debussy piano cycle 
on Angel, but are taken from earlier postwar discs. 
When I wrote my Debussy discography (HIGH FIDELITY, 
October 1962), 1 found the older Children's Corner/ 
Suite Bergamasque coupling preferable to the newer, 
slightly less flexible Angel versions. My preference still 
holds, and with improved sound and reduced price, the 
Odyssey entry is a stronger competitor than ever. In the 
Preludes, though, candor compels me to do a complete 
volte -face: in 1962 I found both Gieseking versions of 
the Preludes virtually identical as performances and both 
Angel discs considerably superior to their older Columbia 
counterparts in terms of sonic clarity. The Columbia 
edition of Book II, in particular, was flat is pitch, and 
afflicted with distortion and excessive background noise. 
I find now that the sonic discrepancies, while still dis- 
cernible. are less obvious, and that the sound of Odyssey's 
reissued Book II is squarely in pitch and agreeably 
undistorted (and. thankfully, in unadulterated mono). 
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Book I. however, is about the same as it was on Colum- 
bia-e.g., a little harsh and unresonant, slightly over- 
loaded at climaxes. Furthermore, I now hear differences 
-considerable ones at that -between the Columbia 
Odyssey and the Angel performances. The Angel ac- 

counts are intimate, delicate, prismatic, and a hit over- 
refined; those on Columbia /Odyssey are bigger, firmer. 
manlier, and less prettified. For example. La Puerta del 
Vino is more assertively rhythmic, and General Lavine- 
Eccentric considerably more capricious. I am not advo- 
cating that you discard your Angel disc but urging 
rather that these Odyssey reissues be acquired as well. 

They offer a refreshingly different facet of Gieseking's 
impressionistic mastery. 

MOZART: Complete Music for Piano Solo. Walter 
Gieseking, piano. Seraphim ID 6047, $9.92 (four 
discs, mono only); ID 6048, $9.92 (four discs, mono 
only); IC 6049, $6.47 (three discs, mono only). 
DEBUSSY: Preludes, Books I and II; Suite Berga- 

masque: 
Children's Corner Suite. Walter Gieseking, 

piano. Odyssey 32 36 0021, $3.94 (three discs, mono 
only). 

Looking Past the Beatles 
by John Gabree 

Quicksilver Messenger Service 

IN THE -I ETTERS' COLUMN of this issue. 1 am taken to 
task by a reader for giving the Beatles' "Abbey Road" 
short shrift in the January "In Brief' section. Besides 
being yet another instance of a phenomenon that I have 
noted in these pages before -namely, that Beatles' fans 
and admirers make an unusual and disproportionate 
identification with the fortunes of their heroes -the letter 
also suggested a misunderstanding of the role of critics, 
especially those who write about pop music. 

It is a common complaint among "serious" music 
listeners that we pop critics are better sociologists than 
musicologists. Perhaps there's a good deal of truth in 
this charge -if there is. I think the reasons lie less with 
the commentator than with the subject. The truth is that 
most pop music is just not worth talking about in mu- 
sical terms. Much of the Beatles' work -and they are 
certainly among the best groups -is quite ordinary: on 
their last three albums the songwriting, their strongest 
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McKenna Mendelson Mainline 

point, has seemed half finished. As 1 have pointed out 
repeatedly in these pages and elsewhere, there are a num- 
her of creators of pop music who are more inventive 
musicians than the Beatles. 

To the sociologist (or perhaps, more correctly, the 
political scientist) the Beatles have always been a sub- 
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The Rascal.% 

jcct of study; but even here. it seems to me. the more 
important developments are happening elsewhere. For 
example, in the same issue with the mini- review of "Ab- 
bey Road." I tried to focus attention on John Denver 
and Lonnie Mack, performers I find more interesting 
and more fun than the Beatles. I also attempted to put 
perspective on the Janis Joplin experience. which is of 
negligible importance musically but crucially important 
as a pop happening. Also in January, my able col- 
leagues Morgan Ames and Gene Lees tried to arouse 
the reader's interest in Laura Nyro and Jerry Reed, either 
of whom I would agree can be listened to far more 
profitably than the Beatles on "Abbey Road." Related 
to all of this is the simple matter of a magazine's avail- 
able space and the question of critical balance: can a 

pop critic really have any greater function than calling 
attention to worthy records that listeners might other- 
wise have missed? I doubt that any Beatles' fans needed 
to he told about "Abbey Road." but I would wager that 
most readers were unfamiliar with many of the other 
names in the same issue. It is usually true that the 
more good music people can be persuaded to hear the 
less they will tolerate inferior music: but it is equally 
true that the setting of standards. other than compara- 
tive ones, is the least important service performed by 
the pop critic in the space of a short review. 

I might add, parenthetically, that I had an additional 
and very selfish reason for giving "Abbey Road" so 
little attention. Besides genuinely believing that I allowed 
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the record all the space it deserved, I find myself un- 
speakably bored with the Beatles after having written 
about them extensively in these columns. in Down Beat, 
and in Cheetah, as well as having talked about them 
endlessly after the publication of my book on rock. The 
only interesting new fact, and I didn't know it at the 
time, is that Capitol Records set a list price of $6.98 on 
"Abbey Road," which says a great deal about the state 
of both the Beatles and the record industry. 

All of which leads to three flawed but enjoyable al- 
bums to which I would like to draw your consideration. 
I have complained a lot about the Rascals in the past 
and most of those criticisms -especially that they are 
far too imitative of black groups and are as profound 
as the Lennon Sisters -still hold. But their strengths - 
careful musicianship. good melodies, exquisite produc- 
tion -make "See," at least, a pleasure to hear. The 
lyrics, which sound as though they had been written at 
an Urban Coalition day -care center. would make even 
the Archies gag. but fortunately you can usually manage 
to ignore them in the rush of beautifully produced rock. 
Incidentally, the Rascals have added a Jimi Hendrix 
imitation that works marvelously well in the context of 
Motown -type soul; maybe Hendrix himself ought to try 
this format. I had a fleeting thought that the Tempta- 
tion's 'Bout to Get Me might be about a vengeful attack 
by the Motown group of the same name. It's not. 

Although in general I have an aversion to blues imi- 
tating in any form. I have found myself enjoying the 
McKenna Mendelson Mainline, so 1 pass that informa- 
tion along for whatever it's worth. There is nothing very 
original here (as a matter of fact, I can't say there's 
anything original in any of it), but Mike McKenna's 
guitar and Joe Mendelson's singing are pleasant enough, 
and the whole album is unpretentious and unforced. 
Actually, don't give it a second thought unless you are 
gaga over white blues or have money to burn; if the 
truth be told. it is neither stronger nor more significant 
than "Abbey Road." But it is cheaper. 

The best and most important of these three discs is 
the new Quicksilver album, "Shady Grove," which seems 
to have been designed for Nicky Hopkins' devotees. 
Hopkins' claim to fame, other than his work with Quick- 
silver, is some exceptional rock piano on the last several 
Rolling Stones albums. He is an unusually dynamic and 
inventive player. and there have been few if any rock 
pianists as consistently interesting in either a solo or 
supporting role. The rest of the group is nearly as com- 
petent, though none can really compete with Hopkins' 
presence. The hand's sound is a cross between the 
Stones and Neil Young with a lot of Byrds thrown in 
for good measure. That's pretty heavy company to be 
in, but Quicksilver holds its own and the album can 
be listened to frequently without its growing tiresome. 

RASCALS: See. Rascals, hard rock quartet. (I'd Like to 
Take You Home; Remember Me; I'm Blue; Stop and 
Think; Nubia; six more.) Atlantic 8246, $4.98. Tape: el 8246, 33/4 ips, $5.95; ® 48246, $5.95; 1111 

88246, $6.95; MN 58246, $6.95. 
McKENNA MENDELSON MAINLINE: Stink. McKenna 
Mendelson Mainline, white blues quartet. (One Way 
Ticket; She's Alright; Beitmaker; Mainline; Drive You; 
five more.) United Artists 6729, $4.98. 
QUICKSILVER MESSENGER SERVICE: Shady Grove. 
Gregory Elmore, drums; John Cipollina, guitar and vo- 
cals; Nicky Hopkins, keyboards; David Freiberg, viola, 
bass, guitar, and vocals. (Flute Song; Too Far; Holy 
Moly; Joseph's Coat; five more.) Capitol SKAO 391, 
$4.98. Tape: 113 8XP 391, $6.98; ® 4XP 391, $6.98. 
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BACH'S 
SAINT MATTHEW PASSION 
ON 'NONESUCH 
A dramatic _new performance.91-1'f1epassion According 
to Saint Matthew, BWV 244. by Johann Sebastian Bach 
on Nonesuch Records. A foLr-record set in an exquisite 
package complete with extersive notes, text and 
new English translation. 

- - - 
'31 ;17 
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Heather Harper, soprano Vienna Academy Chamber Chorus 
Gertrude Jahr, , alto Vienna Choir Boys 
Kurt Equikiz, :enor Vienna State Symphony Orchestra 
Marius Rintzler, bass 
Jakob Stämpfli, aes Hans Swarowsky, conductor 

131e Passid Accordihg to Saint Matthew, BWV 2,4 

HD-714921 I 
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BACH: Brandenburg Concertos (6), S. 
1046/51. The English Chamber Or- 
chestra, Benjamin Britten, cond. Lon- 
don CSA 2225, $11.96 (two discs). 

My unqualified enthusiasm for this set 
of Brandenburgs from Benjamin Britten 
and the English Chamber Orchestra - 
with a largish band, modern instruments, 
fat and luscious sound -may come as a 

surprise to regular readers of these pages, 
who might expect me to reserve my 
highest praise for the so- called "authen- 
tic" performances of the Collegium 
Aureum (Victrola) and the Concentus 
Musicus (Telefunken). While those read- 
ings display an up -to -date awareness of 
the latest Bach research and attempt 
(successfully. to my mind) to re- create 
the sounds Bach wanted to hear, Britten 
gives us a timeless kind of performance, 
with so many musical virtues that such 
niceties as authentic instrumentation and 
the like seem relatively unimportant. 

The ECO plays with a rich, full - 
blooded, and romantically expressive tone 
that seems even larger in the warm, 
resonant acoustic of the Maltings Con- 
cert Hall. I can only speculate on the 
actual number of players involved, but 
this is definitely a large chamber or- 
chestra, especially in No. 1. The Third 
Concerto is the only one in which Britten 
has cut back to one player per part, but 
in No. 6 he alternates between solo and 
ripieno passages quite effectively. 

In spite of the large numbers of play- 
ers and the plump orchestral sound, 
London has given us one of its cleanest 
engineering jobs: even the viola part is 

always clearly in evidence, and the horns 
in No. 1, while more prominent than 
usual, never muddy the texture. The 
recording is also very kind to the harpsi- 
chord, which can be distinctly heard at 
all times; but, conversely, in the solo 
cadenza of No. 5, it remains in proper 
perspective without becoming larger than 
life. Philip Ledger deserves no less, for 
his is the finest continuo harpsichord 
playing I've heard in these concertos. 
With impeccable taste (his or Britten's?) 
he adds scales, ornaments, or little echo 
passages throughout that are perfectly 
delightful. Every aspiring young continuo 
player should hear this. 

The other soloists are all equally de- 
serving of praise. Only in the First Con- 
certo the violino piccolo occasionally 
has some slight intonation problems, but 
otherwise plays with swashbuckling flair. 
(The Collegium Aureum recording, inci- 
dentally, is the only one in which this 
fiendish part seems to be completely under 
control.) The high trumpet in the Second 
Concerto is nothing short of brilliant, 
though I feel it dominates the flute, oboe, 
and violin too prominently: here the 
purists win a point -Bach's darin trum- 
pet does balance with the recorder, ba- 
roque oboe. and violin. Now that that nit 
has been picked, I can say this is one 
of the most irresistibly exciting perform- 
ances of the set. The middle movement 
is gentle and delicate; all three soloists 
play together in true chamber music 
fashion, with perfect ensemble and com- 
plete agreement on ornamentation and 
phrasing. This is also true in the slow 

movements of Nos. 5 and 6-one feels 
here that Britten put down his baton and 
simply let the instrumentalists play cham- 
ber music together. 

Britten's "Romanticism" is most ob- 
vious in the way he molds line and 
phrase with delicate and subtle dynamic. 
nuance. Tempos tend to be on the brisk 
side, especially the last movement of 
No. 3, but in the last movement of No. 
6, he opts for an unusually slow and 
heavily accented tempo that is very at- 
tractive. No matter what label you apply, 
the results are wonderfully warm and 
human, and all six performances are also 
filled with extroverted humor and just 
plain fun. Mind you, I'm not about to 
give away my Collegium Aureum or my 
Concentus Musicus sets (or, for that mat- 
ter, Richter on Archive or Ristenpart on 
Nonesuch ), but Britten's efforts win my 
wholehearted recommendation. C.F.G. 

BARTOK: The Miraculous Mandarin; 
Dance Suite; Hungarian Peasant Songs. 
Budapest Philharmonic Orchestra, Ján- 
os Sándor, cond. Hungaroton LPX 
11319, $5.98. 
BARTOK: Two Elegies, Op. 8b; Two 
Rumanian Dances, Op. 8a; Sketches, 
Op. 9; Four Dirges, Op. 9a. Loránt 
Sziics, piano. Hungaroton LPX 11335, 
$5.98. 

These two records represent part of the 
Hungaroton's projected complete re- 
corded edition of Bartók's music. The 
present discs contain piano music from 
the years 1908 -10 and three orchestral 
pieces from a period approximately ten 
years later. The piano pieces make a 

curious set. Except for the two dances 
(which take up only a small portion of 
the total time), everything moves at an 
incredibly slow pace. One expects this, 
of course, in the case of dirges and 
elegies, but the sketches are equally 
lugubrious. As a result, the listener can't 
help but be affected/by the turgid, down- 
cast character of he whole and begins 
to long for a breath of fresh air. Besides, 
none of these pieces ranks with Bartók's 
better music for piano. For the Bartók 
student, however, the record will be wel- 
come, as all of this music was previously 
unavailable on a single disc. 

The orchestral pieces, on the other 
hand, include one of Bartók's master- 
pieces: the music for the pantomime The 
Miraculous Mandarin. The other two 
works show two sides of the composer's 
preoccupation with folk music; the Dance 
Suite is completely original with strong 
folk overtones. while the Hungarian Peas- 
ant Songs consist of fifteen orchestrated 
folksong arrangements first written for 
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the piano. Both pieces (but particularly 
the lauer) are more popular in intent 
than their companion. yet they rank 
among the best examples of their type. 
No composer has ever done this kind of 
thing with more skill and stylistic flair 
than Bartók. 

The performances of both the piano 
and orchestral pieces are adequate, if 
somewhat subdued (particularly in the 
rhythmic domain) by American stand- 
ards of Bartók performance. All of the 
orchestral works are available in other 
versions. and I would particularly like 
to recommend the Martinon /Chicago 
Symphony recording of The Miraculous 
Mandarin on R( A. This is actually a 
recording of the suite, whereas the pres- 
ent disc includes the complete music: but 
only the endings differ, and I find the 
suite more successful as a concert piece 
(the complete music ends anticlimactical - 
ly when heard outside of its dramatic 
context). Besides, the Chicago perform- 
ance has a thrust that lends the piece a 
sense of life missing in the Hungarian 
version. R.P.M. 

BEETHOVEN: Andante Favori in F, WoO 
57 -See Schubert: Sonata for Piano, 
No. 20, in A, D. 959. 

BEETHOVEN: Sonatas for Piano (com- 
plete). Friedrich Gulda, piano. Orpheus 
u<< 116/126, $2.89 each (eleven discs). 
Available from the Musical Heritage 
Society, 1991 Broadway, New York, 
N.Y. 1002,x. 

U;ü L, > .7, i O 
Friedrich Guida recorded frequently for 
London in the early days of LP, and 
among his discs for that label were 
large segments of the Beethoven sonata 
cycle. A few discs for Deutsche Grani- 
ntophon followed (including the complete 
Beethoven cello /piano canon with Pierre 
Fournier), and one or two scattered 
items for Vanguard and Mace. There 
was also an RCA record entitled " Gulda 
at Birdland" documenting the pianist's 
alter ego as a jazz musician. For the most 
part, however, Guida is a forgotten man 
in America: he has not appeared here 
for several years and most of his prior 
recorded output ha. fallen victim to 
Schwann's black diamonds. Now this 
weighty undertaking, taped in 1967 by 
Austria's Amadeo label, brings Guida 
to the attention of record buyers once 
again. 

The initial impression to be gained 
from these performances is that Guida 
is a changed pianist. A careful side -by- 
side comparison with his earlier per- 
formances, though, shows that the shift 
of values is actually subtler than one 
might at first suspect. The illusion of 
greater force and profile here is un- 
doubtedly due partially to the perform- 
ances themselves: hut a good deal of 
the difference must also he attributed 
to the close -up. plangent sound on the 
Amadeo /Orpheus discs, which intensi- 
fies dynamic contrasts and permits 
sforzandos to project more forcibly than 
on the distant, roomier mellowness of the 
older Londons. Always a fine technician. 
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Friedrich Gulda- ohjeclire and direct 
in his complete Beethoven sonata cycle. 

Guida remains one here; he is, however, 
much more willing to take calculated 
risks -even to the point where he will 
pass a few passages of imperfection in 
the interest of a more intense entity. 

Textually. Gulda favors the Urtexi but 
he is not a slavish disciple of this school. 
Most of his few departures are limited 
to octave doublings in the bass in order 
to lend greater amplitude to a climax. 
Such augmentation can he rationalized 
by the argument that Beethoven's key- 
board didn't extend down as far as our 
own. and that the composer would 
certainly have used the modern range 
were it available to him -a reasonable. 
but not irrefutable conjecture. With a 
single exception in Op. 10. No. 2. Guida 
faithfully observes all the repeats. As 
to Beethoven's controversial fast met- 
ronome markings. Gulda is apt to be 
a mite inconsistent. More often than 
not. though, he is more pro than con. 
In general, the playing is architecturally 
clear, rather objective, and often quite 
astonishing in its uncomplicated direct- 
ness. Those who favor tremendous color- 
istic variety and metaphysical philos- 
ophizing had best look elsewhere: such 
listeners are apt to find Gulda's Bee- 
thoven interpretations a little callow and 
extroverted -indeed, sometimes even 
downright brutal and aggressive. But this 
magnificent music can withstand any 
number of approaches. and Gulda's 
musicianly way demands. at the very 
least. respectful attention. 

The eleven discs are available sep- 
arately. For those who want some but 
not all of them. here is a brief rundown 
of their content and a few notes about 
the performances: 

Vol. I. A firm. conventional Op. 2. 
No. I: a slightly substandard Op. 2. 
No, 2. and an interesting Op. 26. Sonata 
No. I receives a brisk. classical reading. 
Tempos are intpetuot.s throughout. dy- 
namics varied and robust with no dainty 
torte -piano effects te.g.. Kempff) or 

oversized romantic languishings (Baren- 
boim). Surprisingly. Op. 2, No. 2 was 
better on the old London. Here the 
first movement is a bit unsettled rhyth- 
mically and the crowding of three sonatas 
onto one disc impairs the sound (the 
pre -echoes are annoying). Op. 26 is 
amazingly fast and the variations are 
treated too objectively. The spare pedal- 
ing in the Marcia fuuebre suggests muted 
trombones rather than reassuring strings. 
The scherzo and finale are romping and 
playful. 

Vol. 2. Op. 2, No. 3 is more intense 
than on the older London, but still rather 
cool and brainy. Loud -soft contrasts are 
as good as before. but the soft playing 
is more inflected. Op. 7 is similarly more 
personal than before, with little swells 
and stresses that give character and 
forward impetus. The third and fourth 
movements receive a much more scher- 
zando treatment than before. Good 
readings both, but perhaps not Gulda 
at his most distinguished. 

Vol. 3. All three of the Op. 10 sonatas 
are crammed onto a single disc, and as 
a result the sound is a trifle mushy and 
overcrowded. The Adagio of Op. '10, 
No. 1 presses forward more than on 
Gulda's London version, and is a bit 
more romanticized and less cool. The 
prestissimo finale is more exciting, less 
precise than of yore. Op. 10, No. 2 is 
brisker, more excitable than previously: 
the Allegretto is now very fast, while the 
third movement, dogged and stodgy on 
London, is a real presto. Op. 10, No. 3 

is also a couple of notches up in tempo. 
The erstwhile too slow first movement 
now just about qualifies as a presto 
(which is advantageous), while the slow 
movement loses some of its previous 
serenity (which is not). All three per- 
formances are solid and dependable, but 
lacking the last ounce of executant or 
interpretive refinement. None is repre- 
sentative of Gulda's best efforts. 

Vol. 4. Here, by contrast to the fore- 
going. is a disc to acquire. Gulda's 
Pathétique is orthodox in the Schnabel 
manner. with a slow introduction, a 
rapid allegro, and plenty of romantic 
emphasis. Curiously, though the pianist's 
rhythm is very good for the most part, the 
long rests at the end of the first movement 
are foreshortened (interference from tape 
editors ?). Fluent, natural readings of 
both Op. 14 sonatas, with very fast 
second movements in each. Op. 54 gets 
a superbly coloristic performance dis- 
playing a lyrical streak unusual for 
Guida. Happily. the sound on this disc 
is particularly full throughout. 

Vol. 5. Here is another of the series' 
more arresting installments. All three 
of these sonatas (Op. 31, Nos. 1 and 
2: Op. 90) are fiery, thoroughly Bee - 
thovenian, and scrupulous to the texts 
without being in the least unimaginative. 
Fast tempos are employed throughout, 
and the harmonic pointing plus the 
speed produce an intriguing angularity. 
Op. 90 is sanguine rather than lyrical - 
in the last movement. almost impatient. 
Ali three readings -Op. 90 especially 
-are very close to Schnabel's indi- 
vidualistic, intellectualized interpreta- 
tions 
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ORMANDY 

THE PHILADELPHIA ORCHESTRA 
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In his native land, Shostakovich's 
Thirteenth Symphony, "Babi Yar," with 
texts by the outspoken poet, Yevtushenko, 
lies silent- banned, damned and 
unpublished -an uncomfortable reminder 
to the Soviets of the bloody slaughter 
in the pogroms. 
We are pleased to present the first 
American recording of "Babi Yar," a 
document of protest. 
"Capacity audiences first in Philadelphia, then in Manhattan, 
roared approval of Shostakovich's grim, powerful mus:c and 
offered special braves to Ormandy and the black, Slavic sound 
of Finnish baritone, Tom Krause." 

Time, February 2, 1970 
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EUGENE ORMANDY 

BARTOK PIANO CONCETTO NO 2 

ALEXIS WEISSENBERG 

FOUR PIECES FOR ORCHESTRA FIRST R[CORDIN: 

RED SEAL 

Perhaps the most important piano concerto 
of the last 30 years, here is Bartòk's 
Concerto No. 2. The music demands the 
technical skill of a young Horowitz and the 
musicianship of a Paderewski.Weissenberg 
brings to it "all his technique, inner 
excitement and sense of drama." 
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Julian Bream /Peter Pears 
Islamist talar 

Elizabethan Late Songs 
Dewlap/ Far/ Miller Amster 

Performed by Bream and Pears, you will 
find this recording of lute songs from the 
' Golden Age" of English poetry and muse 
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Vol. 6. An exciting and shapely per- 
formance of the Pastorale Sonata, but 
not always ideally warm or limpid. If 
you acquire this disc, it will be for the 
Op. 31, No. 3. Gulda's temperament 
here is truly terrific and the notes virtu- 
ally fly from the pianist's fingers. Some 
may feel that Gulda, like Schnabel before 
him, misses out on this Sonata's charm, 
but the dynamic vigor is tremendous, 
almost overpowering. 

Vol. 7. Two of these performances 
are supremely good, and the third might 
well be the most revelatory reading in 
the whole Guida project. The first move- 
ment of Op. 22 is full of scintillant 
humor and brilliant technique. Running 
passages (and there are many in this 
particular work) are truly supple rather 
than merely dazzling. Guida throws the 
second movement in your face as if it 
were cold spring water. 1 like the point 
of view, for it neatly avoids the move- 
ment's common pitfalls of mere rococo 
grace and vacuous fluency. An aggres- 
sive finale, a bit short on geniality, 
compensates with curt directness and 
very clear textures. Op. 27, No. 2 gets 
a billowing, sturdy performance in the 
Schnabel manner. The Moonlight first 
movement is a real adagio with judicious 
harmonic pointing and a rubato just this 
side of eccentricity. There is a bit of 
surprising Rachmaninoff -style lingering 
in the third movement coda. I have al- 
ways secretly thought that one phase 
there was an "antequote" from the 
Rhapsody in Blue and Guida-as a ver- 
satile jazzman -evidently shares that 
sacrilegious thought with me; at least 
that is the way he plays it! The Appas- 
sionata is the shocker here. The pianist 
races through the work as if pursued by 
hornets. Many players take the opening 
allegro assai too slowly and change 
tempos entirely too much. Gulda's anti - 
romantic overreaction transforms this 
section into a presto and has its effects 
on the succeeding movements as well. 
I rather like this treatment, but it takes 
some getting used to. 

Vol. 8. Op. 49, No. 1 is similar to 
Gulda's London version in tempo and 
stress, but seems a bit more dramatic 
and personal. The second movement is 
taken more vigorously here but remains 
deficient in warmth and charm. Op. 49, 
No. 2's first movement is faster and more 
explosive than on Gulda's earlier entry, 
but the tempo di menuetto still has that 
inanely exaggerated left -hand staccato 
from before. Op. 78 is a bit unsmiling 
and careful, while Op. 79 is uncon- 
ventionally big and serious here -perhaps 
even a little hard nosed in its accented 
brio. Op. 101 benefits from the cerebral, 
strait -laced authority of Gulda's impla- 
cable fingers -this is, after all, a very 
objective piece. 

Vol. 9. Save for a convincingly played 
Les Adieux, this is not a disc I'd recom- 
mend. The opening of Op. 27, No. I 

is paced coolly and sanely, but the first 
explosion sounds too careful and meas- 
ured to suggest (as it must) Beethoven 
furiously scribbling in his notebook. The 
scherzo is fleet, with beautifully played 
trills in the trio section, the slow move- 
ment lacks repose, and the brisk finale 
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-which could break free even more - 
is just a shade too reserved. But I simply 
can't buy what Gulda does with the 
Waldstein. He plays the Sonata for tech- 
nical effect, but his feasible approach 
is not really palatable here in the bril- 
liantly spiky, virtuoso reading of the first 
movement. The remainder of this Sonata 
-as Guida conceives it -is disastrously 
wrongheaded. Many fail to take the in- 
troduction at the requisite adagio molto, 
but Gulda's treatment isn't even a bland 
andante ... it's an aggravated allegretto! 
And he pushes the Rondo very roughly. 
Though stunning in their mechanical 
efficiency, the many trills and broken 
octaves sound like ice cubes clunking 
in a tall glass. 

Vol. 10. Gulda's old Hammerklavier 
(which I haven't heard for years) struck 
me as being uncommonly perceptive for 
so young an artist. His new one is equally 
impressive. Guldas first movement is 
just a notch slower than Schnabel, 
Webster, and Rosen (who follow Bee- 
thoven's own speed indications), but the 
effect is the same: tremendous forward 
impetus rather than grandiloquent ex- 
panse. Sometimes Guida s fingering 
betrays the basic impossibility of the 
writing in the fugue but on the whole 
his virtuosity is spectacular. The Adagio 
is rather brisk, but the reading holds its 
shape and yields a lot of poetry (albeit 
of a coolly detached sort). 1 am not 
quite convinced by Gulda's decision to 
take the second movement of Op. 109 
in essentially the same tempo as the 
first: it sounds constricted rather than 
cohesive. The last movement is strongly 
played: the theme has lots of rubato but 
scrupulously maintains a true molto 
andante without dragging. Tempo re- 
lationships between the variations are 
convincing and the textures are impres- 
sively clear throughout. The pedal is 
used for gentle color only, not as tech- 
nical camouflage. 

Vol. 11. This Op. 110 is strongly con- 
sidered and well played, but curiously 
strenuous and unsatisfying: Guldas 
unorthodox sequence consists of a blunt 
first movement; a very fast Scherzo; a 
febrile, tense Recitativo; a stormy, ex- 
troverted Arioso (much too fast); a 
Fuga that continues in the same tempo 
(now much too slow); a matter -of -fact 
understatement of the repeated G major 
chords; and inversion of the Fuga which 
slows down in a ritenuto and then shoots 
off like a bat out of hell. For all its 
wrongheaded, arbitrary detail, credit 
Guida for turning in an amazingly 
original interpretation. Op. 111 begins 
massively and solidly. The introduction 
moves forward with measured stride, 
erupting explosively into the Allegro 
which is steady and detailed. The slow 
movement is well structured albeit a 
trifle prosaic in the vaporous trills of the 
finale. This intelligent and immediate 
performance makes more of an appeal 
to the adrenalin glands than the tear 
ducts, yet says more than any mere 
virtuoso reading. H. G. 

BERLIOZ, Grande symphonie funèbre 
et triomphale, Op. 15; Les Troyens à 

Carthage: Prelude; Marche funèbre 
pour la dernière scène d'Hamlet, Op. 
18, No. 3. John Alldis Choir (in Opp. 
15 and 18); London Symphony Orches- 
tra, Colin Davis, cond. Philips 802913 
LY, $5.98. 

It is striking that the Symphonie funèbre 
et triomphale should have been so neg- 
lected in recent years, for it was one of 
Berlioz' most immediately successful 
works, and its final movement became 
something of a cheval de bataille on the 
composer's concert tours. However, the 
nature of its scoring -for an immense 
symphonic band, plus optional strings 
and chorus -militates against perform- 
ance in the context of contemporary con- 
cert life; only on very special occasions 
would the requisite gathering of some 
hundred or more first -class professional 
brass and wind players be feasible. 

In his preface to the recently published 
new edition of the Symphony, Hugh 
Macdonald calls attention to the fact that 
the piece "belongs strictly to the corpus 
of nineteenth -century military music 
rather than to the symphonic tradition," 
and the home listener should bear this in 
mind as well, especially with respect to 
the first movement. the Funeral March. 
This is not quite the same kind of stylized 
funeral march one encounters in the 
sonatas and symphonies of the nine- 
teenth century, or in operatic situations; 
it was written for a specific ceremony, a 
procession during which it was played a 
number of times through the streets of 
Paris. For this purpose, Berlioz wrote 
one of the simplest of his "architectural" 
works, one that relies more on sonically 
varied repetition of its long and solemn 
tunes than on the violent contrasts that 
characterize the Requiem and the Te 
Deum. And although the melodies are 
typically flexible, the square march 
rhythms are always there in the back- 
ground. It is a slow- moving piece, not 
merely in tempo but also in terms of the 
rate at which the musical events are ar- 
ticulated. 

The second movement is an impressive 
"recitative and aria" for tenor trombone, 
after which a brilliant fanfare ushers in 
the rousing triumphal -march finale, dur- 
ing which the strings and later the chorus 
enter to good effect (these latter elements 
were added to the score two years after 
the premiere). 

This is, then, a special kind of piece, 
not exactly for ordinary concert use, let 
alone home listeniing -but nevertheless 
we have long needed an adequate per- 
formance on records. Now at last we 
have one. I don't know how large were 
the forces Colin Davis directs; in his 
edition, Macdonald tabulates all the in- 
formation available about Berlioz' inten- 
tions and actual performances, which 
seem to have ranged in strength between 
173 (the version without chorus and 
strings) and 863 (projected for an 1844 
performance at Lyons). The basic re- 
quirements are certainly met here: that 
all the parts be covered. and that Berlioz' 
proportions be retained, so that his bal- 
ances of sound aren't altered. What is 
more, everything is audible; there is a 
good deal of doubling in the score, but 
intonation and ensemble are impressively 

HIGH FIDELITY MAGAZINE 

www.americanradiohistory.com

www.americanradiohistory.com


1521,041 4024-Z .,- -11-11Cmif .,1.4., coT 

: a.Ì/SN 

. / 

9/.1.,(447.42.4-r r,. 
.%uctcc: jA,,7 _G%re r cvr/Cx . c l u. ie nar 

l3YV7 L/OCG1 _had, [4G7 L ..yC -cage> 

'%aU ;oa ate lòeY di E uiticdy .41.491 ntoÉlZccr 
4 

',""A"/ 
"/ 

a ..BtaF .4-c40;424e.c, a/ oar ..evrapaY Auara.ilu "war.? .971.4e4 . . . 

da /Aq aNe day a a X. re . 

' .n.u4. (..you . . 40e, la 

000z 
orc cay at a time 
INCLUDES: SYYEET SIR 3ALAHAD _: NC EXPECTATIONS -. GHE3T 

LOMÓ BLACK VEIL i7 CARRY IT OPLii SEVEN BRIDGES ROAD 

A I' R I I 1970 

TAKE ME BAGK TO THE SWEET SOY NY SOUT -S JL L :E NL. NLE JOE M EL 

DAVID S SONG Cl I ENE ONE DAY AT A TIME. 

VSD 79310 - Avai able ,n an tape ìonlipuva' ions. 

CIRCLE 60 ON READER -SERVICE CARD 

www.americanradiohistory.com

www.americanradiohistory.com


clean throughout. Tempos are well cho- 
sen. and the sound as recorded is general- 
ly full and clear. save for a slightly tubby 
effect in the timpani. 

The "fillers" are equally valuable, for 
neither of them has been available in 
some time. The Funeral March for the 
Last Scene of Hamlet is the third of the 
pieces published under the title Tristia 
t Davis conducts the other two on Oiseau- 
Lyre SOL 304), and makes an interest- 
ing pendant to the Symphony's first 
movement. for it is an exploration of 
the same vein, at once more concise and 
more elaborate. The differences between 
the mo pieces correspond to their differ- 
ent functions. the one ceremonial, the 
other dramatic and stylized. Harmonical- 
ly and texturally it is one of the com- 
poser's greatest works, its military over- 
tones suggested by Fortinbras' last speech 
in the play, which is printed on an epi- 
graph to the score. 

The Prelude to Les Troyens à Car - 
t /rage was Berlioz' last composition, writ- 
ten to precede the last three acts of Les 
Troyens when he was forced to divide 
his opera into two evenings; presumably 
it will not be included in Davis' com- 
plete recording, as it has no function 
within the five -act version. A solemn 
work, deriving its material from the first 
act of La Prise de Troie, it is noteworthy 
for the imposingly warm sound that 
Berlioz evokes from his brass choir on 
the main melody -and makes one in- 
creasingly impatient for the entire opera. 

D.H. 

BIZET -SHCHEDRIN: The Carmen Ballet. 
Everett Firth, timpani; Charles Smith, 
Arthur Press, Thomas Gauger, Frank 
Epstein, percussion; Strings of the 
Boston Pops Orchestra, Arthur Fiedler, 
cond. RCA Red Seal LSC 3129, $5.98; 
Tape: ® R8S 1141, $6.95; ® RK 
1023, $6.95. 

One of my immediate reactions on first 
hearing Rodion Shchedrin's naughty but 
highly ingenious metamorphoses of Car- 
men themes (which 1 reviewed in its 
debut recording by Rozhdestvensky for 
Melodiya /Angel in the December 1968 
issue) was, "What a hit this divertisse- 
ment will be at Pop Concerts!" Arthur 
Fiedler must have reacted similarly, for 
he lost little time in recording it-on May 
16, 1969, to be exact. A spectacular 
vehicle for massed strings and a wide 
variety of percussion instruments (some 
forty -five in all), this score was originally 
devised as a ballet starring the composer's 
wife, Bolshoi prima ballerina Maya 
Plisetskaya. But surely the work has an 
even more promising future as a light 
symphonic novelty, a certain favorite of 
both live Pops audiences and the immense 
public for Fiedler's recordings. The Bos- 
ton Pops maestro plays the work with 
obvious relish, much more incisively than 
Rozhdestvensky, often faster and with 
more vehement dramatic impact -char- 
acteristics which are enhanced by crisper, 
more vividly powerful stereoism than 
that of the Russian engineers. In par- 
ticular, the imaginative variety of per- 
cussion details is revealed more transpar- 
ently, although it's my guess that the 
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composer may have intended them to 
blend more unobtrusively with the string 
sonorities. And the present robust sonic 
punch is achieved at the cost of some of 
the warmth of the less tense, if more 
opaque, Melodiya /Angel sonics. 

The earlier release well may be pre- 
ferred by some listeners, but it is the 
even more exciting new one which is 
more likely to become a best- seller. And 
of course there will still be a good many 
listeners of conservative tastes for whom 
any such disarrangement of their beloved 
Bizet melodies will be anathema. But if 
this is indeed musical treason, Shchedrin 
cerIKlinly has made the most of it! R.D.D. 

BLOCH: Suite for Cello and Piano (arr. 
Baller and Rejto). Gabor Rejto, cello; 
Adolph Baller, piano. Orion ORS 6904, 
$5.00. 

In its original form for viola and piano, 
this Suite has long been regarded as one 
of Bloch's stronger compositions. and 
this version for cello in no way dimin- 
ishes the work's stature. Composed in 
1919, it does not belong to the group of 
"Jewish" works with which Bloch first 
achieved renown. It reflects what he 
liked to refer to as his "classical" side 
and his admiration for the music of 
Bach and Beethoven. Nevertheless, as 
Bloch himself admitted, the Suite re- 
tains something of the exoticism of his 
"Jewish" style. if only because both 
the Jew and the classicist were inex- 
tricably bound, if not always reconciled, 
in this composer. Writing of the Suite, 
Bloch mentioned that a vision of the Far 
East had inspired him, though this vision 
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obviously remained fixed in the com- 
poser's imagination rather than express- 
ing in specific terms either the Far East 
or its music. 

The transcription by pianist Adolph 
Baller and cellist Gabor Rejto has a cer- 
tain implied sanction from the corn- 
poser, who once heard and approved a 
similar (unpublished) effort by Alex- 
ander Berjansky, to whom Schclomo was 
dedicated. Though one misses the dark - 
hued luminescence of the viola at times, 
the cello renders many passages with a 
sonorous power implicit in the music. 

This record was sponsored by the 
Yehudi Menuhin Foundation. The famed 
violinist knew the composer during his 
childhood in San Francisco and retains 
a great affection for his memory; Menu- 
hin has also had a long association with 
Adolph Baller, frequently his accom- 
panist in recital. Gabor Retjo, too, has 
often played chamber music in Califor- 
nia with Menuhin and Baller; though 
little known to the musical "establish- 
ment," Rejto is one of the finest cellists 
in this country. He and Baller are sym- 
pathetic collaborators and they show 
great affection for the music. P.H. 

CHOPIN: Etude No. 19, in C sharp 
minor, Op. 25, No. 7; Barcarolle in F 

sharp, Op. 60; Mazurkas: in A minor, 
Op. 7, No. 2; in A minor, Op. 17, No. 
4; in C, Op. 24, No.2; in C sharp minor, 
Op. 63, No. 3; in C sharp minor, Op. 50, 
No. 3; Scherzo No. 1, in B minor, Op. 
20. Ivan Moravec, piano. Connoisseur 
Society CS 2019, $5.98. 

The B minor scherzo which concludes 
this Chopin recital is the selfsame per- 
formance that appeared on Moravec's 
debut record back in 1963. Considered 
on its own, it was, and is, an impressive- 
ly played piece of work; but its most 
worthy function here is to serve as a 
kind of yardstick with which one can as- 
sess how very far the Czech pianist's 
artistry has progressed in six years. Per- 
haps some of the improved nuance de- 
rives from the superbly responsive Bös- 
endorfer concert grand used for the more 
recent items recorded in Vienna as op- 
posed to the flatter albeit perfectly good 
sound of the American instrument heard 
in the Scherzo (presumably recorded 
sometime in 1962). Even allowing for 
acoustical and instrumental differences, 
however, this juxtaposition of Moravec - 
past with Moravec -present makes it pret- 
ty incontrovertible that a very fine artist 
has developed into a supremely great 
one. 

I have always preferred Chopin's Bar- 
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DVORAK'S LEVEL -HEADED musical re- 
sponse to the Requiem text is typ- 
ical of this most even -tempered and 
affirmative of composers. One can 
see why Victorian England, with its 
thriving choral tradition, showered 
such enthusiastic approval on the 
work when it was premiered at 
the Birmingham Music Festival in 
1891: Dvofák's vision of the last 
trump contains little of Berlioz' 
unsettling cosmic cataclysms, Ver- 
di's "vulgar" operatic drama, or 
Fauré's self- effacing resignation. 
Here instead is a Requiem that 
consoles the ear and the mind by 
keeping death in a healthy per- 
spective as a natural conclusion to 
life's activities, to be accepted 
gracefully and devoutly -an atti- 
tude well calculated to please the 
prevailingly optimistic Victorian 
spirit. 

Fortunately, Dvoták was a com- 
poser of genius who could carry 
off this approach with a minimum 
of cozy smugness, and his Requiem 
is as eloquent and moving as any 
in the literature. Written between 
the Eighth and Ninth symphonies. 
this music's spontaneous melodic 
invention and individually fresh 
harmonic style show Dvofák at 
the height of his powers. Structur- 
ally too the work presents a most 
satisfying entity, cunningly unified 
by a chromatic four -note motto 
(F, G flat, E, F) that appears in 
various disguises throughout the 
thirteen sections. Not only does 
this sequence suggest all sorts of 
harmonic and thematic possibilities 
(which the composer exploits with 
resourceful thoroughness), but car- 
ries further emotional significance 
with its close relationship to the 

A Requiem 

of Consolation 

by Peter G. Davis 

opening plainchant of the Missa 
pro Dejunctis. While the over -all 
tone is one of devout restraint. 
each portion of the Mass retains 
its personal character and Dvoiák 
balances his solo, choral, and or- 
chestral forces with an unerring 
sense of musical contrast and va- 
riety. 

London's recording is an excel- 
lent one: four first -rate soloists, 
a superbly trained chorus and or- 
chestra, and a conductor who con- 
trols and shapes a performance 
with a sure, sympathetic hand. 
Dvofák always seems to elicit a 
sensitive response from Kertesz, 

Y 

and the Requiem makes a fine 
sequel to his splendid integral set 
of the nine symphonies. His alert, 
fervent direction goes right to the 
heart of the suavely lyrical "Rec- 
ordare," the biting anguish of the 
"Lacrymosa." and the pounding 
"Dies irae "-even the less inspired 
pages, such as the spun -out "Quam 
ohm Abrahae" fugue, almost sound 
convincing when projected with 
such vitality. 

There are no extended "arias" 
here as in the Verdi Requiem, for 
instead of acting out a personal 
part in this liturgical drama, the 
four soloists serve a rather more 
abstract musical function as a dy- 
namic contrast to the massed 
choral forces. Despite the lack of 
"show -off' material, each singer 
must possess a major voice, and 
that is precisely what we have here. 
I especially enjoyed Pilar Loren - 
gar's appealing soprano, which 
opens up beautifully and soars ef- 
fortlessly over her colleagues dur- 
ing ensemble passages, and Torn 
Krause, whose voice seems to be 
darkening into a bass- baritone of 
genuine substance. The engineer- 
ing easily handles the big climaxes 
-in fact, the growling cellos, bass- 
es, and brass at the opening of the 
"Dies irae" creates a spine -tingling 
impact -and all the elements have 
been impeccably balanced. 

DVORAK: Requiem, Op. 89. Pilar 
Lorengar, soprano; Erszébet Kom- 
lóssy, mezzo; Robert Ilosfalvy, 
tenor; Tom Krause, baritone; Am- 
brosian Singers; London Sym- 
phony Orchestra, Istvan Kertesz, 
cond. London OSA 1281, $11.96 
(two discs). 

carolle done in straight, lyrical fashion 
(as on Dinu Lipatti's classical version). 
Moravec's way is considerably more sub- 
jective: the essence of the music is 
strongly filtered through the pianist's per- 
sonal reactions to it. Yet, this reading 
rivals the supreme Lipatti accomplish- 
ment for manliness and cohesiveness. 
Moravec does not inject an alien febrile 
quality into the dramatic passages (as 
Horowitz did), nor does he allow the 
writing to ramble into discursive bits and 
pieces, to wilt on the vine (e.g., Rubin- 
stein and Guiomar Novaes, for all their 
undoubted quality). Moravec has the 
note patterns perfectly in hand at all 
times. builds steadily, and lets you hear 
the structural as well as poetic mastery 
of one of Chopin's last and most daring 
creations. The pianist's ability to mold l- 
and shape a harmonic progression with 
an almost unbearably tense yet elastic 
melodic line makes his performance of 
the difficult slow C sharp minor Etude 
a shattering. emotionally draining experi- 
ence. Would that we had a complete set 
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of the Etudes from Moravec. The series 
of Mazurkas are delectably done: the 
rubatos are consummate, the accentua - 
tions -deceptively simple and underdone 
but ever so subtle -are a joy. 

In sum, then, I eargerly anticipate Mo -\' 
ravec -future. Let's have more, Connois- 
seur Society, lots more.. H.G. 

DEBUSSY: Preludes, Books I and II; 

Suite Bergamasque; Children's Corner 
Suite. Walter Gieseking, piano. For a 

feature review of these recordings, see 
page 81. 

HAYDN: Quartets for Strings, Op. 76: 
No. 1, in G; No. 2, in D ( "Quinten "); 
No. 3, in C ( "Emperor "); No. 4, in B 

flat ( "Sunrise "); No. 5, in D; No. 6, 
in E flat. Fine Arts Quartet. Vox SVBX 
596, $9.95 (three discs). 

This is the eighth volume in the Vox 
complete edition of the Haydn quartet 

literature (two more are planned to fin- 
ish the job). The Fine Arts, which re- 
placed the Dekany Quartet in Vol. 7, 
here plays with clarity, energy, and taste, 
but without the expressive range of the 

- old Budapest edition which may someday 
return on an Odyssey reprint. 

Haydn's Op. 76 brings us to the peak 
of his quartet writing, and the popularity 
of these works is reflected by the fact 
that half of them have names. We are 
thus dealing with the chamber music 
counterpart of the Salomon symphonies, 
music always better than it ever can be 
played (to evoke the Schnabel dictum), 
and hence a test for everyone concerned. 

In this Vox set the engineers have 
done their job well, offering bright, well - 
balanced stereo quality and a fine sense 
of presence. In the present lean state 
of the catalogue, the Fine Arts have 
little real competition. Note that the re- 
cording of the Quinten included here uses 
the present quartet personnel and is not 
a reissue of the performance on Concert- 
Disc 228. 
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Karajan's Modest Creation 
by Shirley Fleming 

"Modest" is not a word one expects 
to spring to mind in describing the 
conductorial image of Herbert von 
Karajan. but there must be a first time 
for everything. So here. possibly. is 
the first vote for modesty to be cast 
in column K -with. let me add. a 
qualification. We are in a peculiar 
predicament in regard to Creation re- 
cordings, for about two years ago 
Leonard Bernstein produced for Co- 
lumbia the most abundantly immodest 
version imaginable, a version so hip. 
so electric, so bouncy and brilliant - 
one is tempted to say almost manic - 
that it would have brightened the sea- 
son on Broadway. The cast of the 
show consisted of Judith Raskin, Al- 
exander Young, and John Reardon, 
strong singers every one; but there 
was no question that this was first 
and foremost Bernstein's Creation, 
flaws, thrills, moments of bad taste, 
and all. Compared with it, Karajan's 
is sober, reverent, orthodox, much 
closer akin to the London version by 
Karl Münchinger -a beautiful one, 
which was released at the same time 
as the Bernstein (a review of them ap- 
peared in August 1968). Karajan is 
modest, then, beside Bernstein; his is 
a Creation that at least lends itself to 
comparison with others, and one that 
turns the listener's attention to the 
soloists -by which the performance 
will stand or fall. 

It stands. needless to say. Gundula 
Janowitz, as both Gabriel and Eve, is 
full and rich -voiced after getting off 
to a strangely pinched, boy -soprano 
beginning in "Mil .Staunen siehl das 
Wunderwerk" ( No. 5 ). Her rather 
mature approach fits well with Kara - 
jan's solid. nonpressure orchestral ac- 
companiments. which are. to my sur- 
prise. somewhat less resilient and 
forward -moving than Miinchinger's, 
though often practically the same in 
choice of tempos. Still. Janowitz does 
not banish from my ear the Gabriel 
of Elly Ameling (with Münchinger), 
which had a brightness, flexibility, 
and thrust that made the role some- 
thing special. She does, however, out- 
match the Eve of that recording (tak- 
en by a different soprano), with the 
exception of two or three had mo- 
ments in the brief coloratura embel- 
lishments in "Die Sterne hellster, o 
wie schatt" (No. 29). One can forgive 
all, however, in view of the cohesion 
-the quality, even, of magnetism - 
which she creates with the Adam of 
Dietrich Fischer- Dieskau: the two 
singers engage in some recitative so 
slowly paced that if it were not quite 
so perfect it would fall apart. 

Fischer- Dieskau, in his turn, is 
probably the most vibrant, persuasive 
Adam on records. His "folge mir" is 
a summons no woman in her right 
mind would ignore and the Adam/ 
Eve duets provide notable examples 
of the way in which two vocalists of 
stature can keep a musical line afloat 

at a tempo slow enough to prove haz- 
ardous to lesser artists. Münchinger. as 
so often through the work. maintains 
more momentum. but Karajan's solo- 
ists make you forget that this could 
have been a doleful sequence. Instead. 
Janoitz and Fischer -Dieskau create 
a kind of hushed splendor wonderfully 
expressive of the text. 

Admirers of Fritz Wunderlich. who 
died of an accident in 1966 at the age 
of thirty -six, will find this recording 
a new cause for lamenting his loss. He 
had completed the Uriel arias at the 
time of his death. and in the opinion 
of Karajan and DGG officials they 
were too fine to be discarded. They 
were kept, and justifiably so -they 
have a ring, a rhythmic lift, a jubi- 
lance, and an utter sweetness of tone 
that make them unforgettable. No 
mean task. then, for the tenor sum- 
moned to take over the recitatives. 
The choice was Werner Krenn, and 
he meets the challenge superbly. The 
juxtaposition of voices is scarcely 
noticeable. and Krenn's experience as 
the Uriel in the Münchinger recording 
stands him in good stead. He was good 
then and he is even better now. 

This formidable roster of male solo- 
ists is completed by Walter Berry, who 
provides a Raphael of force and pres- 
ence. His delivery is straightforward, 
smoothly phrased, and centers more 
on vocal accomplishment than on any 
exceptional dramatic punctuation. It 
is understatement to say that it wears 
well. 

The mystery appearance of the 
year is that of Christa Ludwig whose 
voice, if you have X -ray ears, you 
may detect in the five or six seconds 
of solo alto work with the chorus in 
its final number. According to the 
gentlemen at DGG, she dropped into 
the studio, presumably to offer Walter 
Berry a lift home, and stayed to do 
her bit in the "Amen." 

As for chorus and orchestra, they 
are full -blooded and responsive, with 
the Berlin first -chair men making 
some excellent contributions in the all - 
important solo passages. 

A quite matchless set of men, then. 
is the principal adornment of Kara - 
jan's Creation. It has none of Bern - 
stein's glitter and not all of Miinch- 
inger's momentum. But it is strong 
enough and beautiful enough to invite 
you to accept it on its own serious 
terns, and this 1 have no trouble 
doing. 

HAYDN: Die Schöpfung. Gundula 
Janowitz, soprano; Christa Ludwig, 
mezzo; Fritz Wunderlich and Wer- 
ner Krenn, tenor; Dietrich Fischer - 
Dieskau, baritone; Walter Berry, 
bass. Wiener Singverein; Berlin 
Philharmonic, Herbert von Karajan, 
cond. Deutsche Grammophon 
139282/3, $11.96 (two discs). 
Tape: tit 7044. 7V2 fps, $16.95; 
NM 3370 001, $14.96. 

Comparison of those two records gives 
the key to the present state of the quar- 
tet. Its sound is somewhat warmer now, 
with finer distinctions in tonal shading 
and a lighter touch. This is what it takes 
to make Haydn glow, and the admirable 
qualities of the present album are thus no 
surprise. R.C.M. 

MAHLER: Des Knaben Wunderhorn 
(two versions). Christa Ludwig, mezzo; 
Walter Berry, baritone; New York Phil- 
harmonic, Leonard Bernstein. piano 
and cond. Columbia KS 7395, $6.98 
(two discs). 

This two -record set contains the thirteen 
Knaben Wunderhorn songs recorded with 
orchestra in Philharmonic Hall during 
sessions in 1967 and 1969 and a live per- 
formance of the same material with Bern- 
stein at the piano made in Vienna during 
April 1968. For those primarily inter- 
ested in the singers, the bonus record is 
the real attraction here: not for Bern - 
stein's pianism. which is in something 
less than the Gerald Moore category. 
but because the voices stand out better 
against the lighter background texture 
and the artistry of the singer is more ap- 
parent. 

I suspect that the performers might 
well have preferred to do a second take 
on some passages (you can note differ- 
ences in the orchestral disc where, of 
course, second takes were possible), but 
the impressive thing about the recital disc 
is its high level of success. Given only 
one try, these artists offer a refined and 
finished product that symbolizes profes- 
sionalism. And the spirit of the perform- 
ances, the sense of spontaneity and joy, 
is marvelous. So this is a record any seri- 
ous Mahler collector will want to have, 
since there is nothing else quite like it 

in the catalogue. 
When we come to the orchestral set- 

tings of the songs there is inevitable com- 
parison with the Schwarzkopf/Fischer - -, 
Dieskau /Szell edition from Angel, one 
of the finest Mahler records we have and 
filled with gorgeous things. But, on the 
other hand, it omits one song. Urlicht 
(presumably because it reappears in the 
Second Symphony), and Ludwig's singing 
of this text with the Philharmonic is cer- 
tainly as fabulous as anything in the 
Angel collection. 

So let's put it this way. The two or- 
chestral records really do not duplicate 
each other and each has its own assets. 
Berry, for instance, has a comic flair 
that makes his version of the cuckoo 
nightingale competition direct and funny 
in a way quite different from Schwarz - 
kopf's achievement. and I prefer Berry 
to Fischer- Dieskau in the brief dialogue 
in Verlorne Miih. On the other hand, 
Fischer -Dieskau surpasses Berry in the 
dramatic songs such as Der Tarabours- 
g'sell. Schwarzkopf and Ludwig. it seems 
to me, are beyond comparison. Since 
Ludwig's voice register and interpretive 
approach differ greatly from Schwarz - 
kopf, she easily assumes some of the 
songs that Fischer -Dieskau offers in the 
Angel collection; each of these fine mu- 
sicians finds remarkable things in the 
composer's work. 
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The Bookshelf Speaker 
with a heritage of quality. 

It's all there ... all the care and skill that make Concert 
Grand and Symphony household words wherever the 
ultimate in music re- creation is desired and appreciated. 

Now we proudly present the newest Bozak - the aston- 
ishing Tempo 1 Bookshelf Speaker System. This is a gen- 
uine 3 -way system - with a special high compliance 
driver for true bass without coloration, a 41" mid -range 
driver with exceptional transient capabilities and the fam- 
ous B -200 treble for sparkling crystal highs - plus much 
more. 

Tempo 1 is yet another example of Bozak's long- standing 
tradition of quality. See it at your nearest dealer, ask for 
it, listen to it. You'll find that there's suddenly a new 
standard in bookshelf speakers. 

It's called Tempo 1. 

By Bozak, of course. 

[71:amairr. 
Tempo 1 literature available on request. 

P.O. Box 1166 Darien, Connecticut 06820 

Overseas Export: Elpa Marketing Industries, Inc. 
New Hyde Park, New York 11040 U.S A. 

APRIL 1970 

www.americanradiohistory.com

www.americanradiohistory.com


The next time 
postal service 
breaks down, 

it's your fault. 
In 1966, the Chicago Post Office 
ground to a halt. For three weeks, 
the mail was almost at a standstill. 

If you want that to happen in 
your town, just wait. 

Today's U.S. Post Office is 
probably the most inefficient, most 
antiquated big business in the 
United States. Unless something 
is done right now -by people like 
you -the situation is going to get 
worse. 

Are you interested in straight- 
ening out the mess? 

Right now, there's a bill be- 
fore a committee of Congress called 
HR 11750. HR 11750 is, in brief, 
the recommendations of a bipar- 
tisan committee for the reorgani- 
zation of the U.S. Post Office on a 
business like basis (along the 
lines of TVA) . HR 11750 is de- 
signed to take the Post Office out 
of politics, to apply modern busi- 
ness methods to its operation and, 
in the process, to save taxpayers 
the $1,200,000,000 annual deficit 
that today's horse -and -buggy 
Post Office incurs. 

You can help get HR 11750 
out of committee and enacted into 
law by letting your congressman 
know how you feel. Tear out this 
column, pin it to your letterhead 
and mail it to your congressman 
today. Let your voice be heard. 

If the Post Office in your city 
breaks down next, you can't say 
you haven't been warned. 

Citizens 
Committee 

Postal Reform 
1 725 Eye S N W Wasóm` ton D C 20006 

Lawrence F O'Brien / Thruston B Morton 
National Co Chairmen 
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In short, if you want to learn more 
about the expressive range and musical 
significance of Mahler's Knabet Wan - 
der/ortt songs, no single record will suf- 
fice. Any of these three is a fine start. 

R.C.M. 

MENDELSSOHN, Elijah, Op. 70 (sung 
in German). Elly Ameling, Renate 
Kramer, and Adele Stolte, soprano; An- 
neliese Burmeister and Gisela Schröter, 
alto; Peter Schreier and Hans -Joachim 
Rotzsch, tenor; Theo Adam and Her- 
mann- Christian Polster, bass; Leipzig 
Radio Chorus; Gewandhaus Orchestra, 
Wolfgang Sawallisch, cond. Philips SAL 
3730/2, $17.94 (three discs). 

For all its flaws as a dramatic entity, 
Mendelssohn's Elijah is hard to resist as 

a piece of musical craftsmanship, espe- 
cially in a performance of such solid 
virtues as this one. Last summer we had an 
"all- star" version in English from Früh- 
beck de Burgos (Angel ), of which l com- 
plained that the aural perspective and 
musical placidity combined to minimize 
the work's many strengths of detail. 
Sawallisch's performance is a consider- 
able contrast, very straightforwardly 
sung, played, and recorded -a thoroughly 
musicianly job. 

Of course the use of the German text 
may constitute a drawback for some 
listeners. Elijah is a rare case of a le- 
gitimately bilingual work (the English 
version was prepared along with the 
German, and was in fact used for the 
first performance, which took place in 
Birmingham), and it would be nice to be 
able to take advantage of this circum- 
stance. However, the quality of the new 
recording is such that I urge you not to 
let linguistic considerations stand in the 
way of at least hearing it; this is one of 
the most satisfactory presentations of a 

large -scale musical work that has come 
my way in a long time. 

Its basic virtues stem from Sawallisch's 
approach, for he takes the music at face 
value, without trying to impose super- 
ficial "dramatic" values at points where 
there are none to begin with. This is 
particularly beneficial to the second half, 
which is musically the most consistent; 
the major choruses here form the pivotal 
points of a long formal arch. rather than 
seeming to interrupt a somewhat vague 
action. 

The Leipzig orchestra plays splendidly, 
with fine ensemble, forceful accenting 
where needed, and delectable solo work 
from the winds. They form a firm foun- 
dation for the excellent chorus. whose 
clarity of diction is something close to 
spectacular. Throughout the perform- 
ance, Mendelssohn's many wonderful de- 
tails of doubling. chording. and counter- 
point are given full value -none of the 
superficially pretty but musically debili- 
tating over- the -hills -and- far -away effect 
that marks the Frühbeck recording. 

Although the soloists are not compara- 
ble in reputation to Angel's, I find nearly 
all of them at least as satisfactory. Janet 
Baker is missed, of course, but the altos 
here are perfectly acceptable; Elly Amel- 
ing is her usual lovely self; and Peter 

Schreier phrases very elegantly. Best of 
all, we have a really suitable voice for 
Elijah: Theo Adam has a slight vibrato. 
but he pitches very well and can muster 
all the vocal force that the role demands, 
as well as a good deal of subtle musician- 
ship. Note that Mendelssohn's specifica- 
tions for at least two soloists in every 
vocal range are carefully observed, obvi- 
ating such dubious traditions as the use 
of a chorus instead of the requested dou- 
ble quartet in For He shall give His 
angels." 

The recorded sound is firm, clear, and 
well balanced. except for a slight over - 
resonance in the lower registers. I pre- 
sume a translation will be included (the 
review copy came in the original Euro- 
pean packaging). If you must have Elijah 
in English, there is yet another version 
in the offing (Ormandy, on RCA) -but 
it will have to be pretty extraordinary to 
match Sawallisch's really outstanding 
achievement here. D.H. 

MOSCHELES: Concerto for Piano and 
Orchestra, in G minor, Op. 58; Etudes, 
Op. 70: Nos. 5, 9, 12, 13, 14, 24; 
Characteristic Etudes, Op. 95: Nos. 3, 
4, 6, 9. Michael Ponti, piano; Philhar- 
monia Hungarica, Othmar Maga, cond. 
Candide CE 31010, $3.98. 

Recently Vox /Candide restored the fad- 
ing reputations of two once popular Ro- 
mantic composers, John Field and 
Adolf von Henselt. -Those one -disc testi- 
monials were similar to this in format: 
one side devoted to a concerto and Side 2 

to solo keyboard selections. Although all 
three discs proved interesting enough, 
lgnaz Moscheles' music is the most 
worthy of resurrection. Moscheles -who 
was Mendelssohn's teacher and among 
the first to perform the Beethoven sonatas 
in public -was one of the finest musicians 
of his era. His G minor Concerto is a 

pretty substantial affair -well wrought 
both harmonically and melodically, struc- 
turally cohesive but not oppressive, and 
quite receptive to the burgeoning roman- 
ticism of the day. Some of the piano 
writing might be taken for Weber or 
early Chopin, and is really very beautiful 
-and beautifully played here by the 
talented young American pianist Michael 
Ponti. The orchestral forces sound a bit 
wan and understaffed, but Maga conducts 
with musical point. 

The Etudes on Side 2 gave me real 
pleasure. Those of Op. 70 are aimed at 
solving specific technical difficulties, 
while the pianistic problems of Op. 95 
call for more interpretive musicianship. 
Ponti solves all the hurdles brilliantly. He 
has immensely fluent fingers, and strong 
rhythmic propulsion. While he favors a 
bright, pliant, ultradefined type of key- 
board sonority. he colors and modulates 
his tone. and brings out inner -voice de- 
tails in a way that could never be called 
percussive. Ponti is also blessed with 
temperament and a sense of communi- 
cative humor. In short, this is a delightful 
anthology by a composer that you should, 
but are unlikely to, encounter in the con- 
cert hall. Crystalline, finely centered re- 
production. H.G. 
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With our new stereo, if you get tired of Beethoven, 
you can listen to Berkowitz. 

The Sony HP -199 lets you listen to 
all your favorites including your most 
favorite of all: yourself. 

Eecause along with an already ter- 
rific stereo unit, we have thrown in a 

cassette tape recorder. 
For listening, you get a 4 -speed 

automatic / manual turntable, an all - 
silicon transistorized amplifier, and 

an FM stereo/ FM -AM tuner. 
For recording, you get a 4 -track 

cassette- corder that lets you record 
(in stereo, no less) directly off the 
tuner or the turntable. Or. with an op- 
tional microphone, directly off ycur 
own mouth. And a little doohickey 
called Sonymatic" which automatic- 
ally adjusts the volume level to opti- 

mum and balances the volume of the 
left and right channels. 

And for listening to what you re- 
corded, a 61/2" woofered and 2" tweet - 
ered pair of airtight enclosed 
speakers. 

Which is just about everything you 
reed to listen to Ludwig van. 

Or Abie W. 

The Sony HP -199. A stereo phono receiver and cassette -corder in one. 
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=WI Martirano's L's GA- 
The Composer as "Politico" 

by Jack Hiemenz 

EARLY IN HIS CAREER, the American com- 
poser Lou Harrison wrote serial music, 
distinguished himself in this genre, but 
then gave himself up entirely to the free - 
styled, more immediately charming music 
for which he has become famous. Serial - 
ism was not for him a point of arrival, 
as it was with Stravinsky. Salvatore Mar - 
tirano, a professor of music at the Uni- 
versity of Illinois. also started off in what 
the liner notes refer to as the "total serial 
box," and one of his works in this style 
is included here -Octet, written in 1963. 
The wild- and -woolly liner commentary is 
disarmingly frank about how the work 
came to fruition: 

"By all means see and /or hear COCK- 
TAIL MUSIC for piano (1962); with 
deadline for a work commissioned by the 
Koussevitsky Foundation at hand, the D. 
Scarlatti -Art Tatumesque virtuoso key- 
board concoction is metaphrased into 
OCTET, and becomes the last of the 
completely full 'classical notated' corn- 
positions to be purchased at the SalMart." 

Well, that's life. There's the old Broad- 
way quip: "Good plays are never written 
-they are rewritten." If playwrights can 
do it, so can musicians, I guess -although 
revamping a solo piano work and coming 
up with an Octet for strings. winds. a 
marimba, and celeste might seem extrav- 
agant even by baroque transcription prac- 
tices. In this case, believe it or not, it 
works. And the result is a very Webern- 
esque piece, similar to Webern and worthy 
of Webern -and proof that serialism, for 
some composers, can serve as a viable 
and rewarding modus operandi. 

L's GA is a twenty- four -minute, mixed - 
media work for gassed- masked politico, 
helium bomb, and two -channel tape. I 

attended its West Coast premiere per- 
formance at the UCLA Contemporary 
Music Festival last year. Frankly, it was 
not a happy experience. Los Angeles had 
been inundated for weeks by torrential 
rains, and many of those who attended 
the concert had difficulty in getting to 
the hall. The evening's program was a 
mixture of academic chamber music and 
mixed -media creations -a mixture that 
never jelled. The other mixed -media work 
proved an out and out fiasco; by the time 
the Martirano work was presented, the 
audience was bored and irritated. Nor 
were they cheered by the sight of Mr. 
Martirano's difficulties in assembling the 
production. The helium bomb could not 
be made to function, and as time dragged 
on, the members of the audience became 
vocal in their impatience. In frustration, 
the harassed composer snarled back. 
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(The electronic music on the record, I 
should mention. is quite different from 
the ear -splitting cacophony I remember 
from the UCLA performance: it is here 
far more refined in tone, and better or- 
ganized.) 

After the performance. a friend who 
until then had always seemed thoroughly 
level- headed had a very curious reaction 
to the work. "I wonder," he said, in all 
seriousness, "whether it's a communist 
plot." Who knows? -was my reaction. If 
that's the best the communists can come 
up with, our capitalist society may yet 
make it. 

It wasn't until recently, when I heard 
the recorded version, that I began to see 
-or more accurately, to feel -what my 
friend had been driving at. So much of 
the work -the entire visual aspect -is, 
of course, lost by merely hearing it; but 
perhaps it was this very restriction to the 
aural aspect that has made me feel more 
responsive to L's GA's intent. In the per- 
formance. a single live performer (poet 
Michael Holloway, who also performs on 
the recording) came on stage wearing a 
white crash helmet, a black leather jacket, 
and a gas mask into which (or so it was 
made to seem) gas was pumped, which 
distorted the "Politico's" voice. This, 
along with the taped electronic sound, 
takes place against a background of pro- 
jections depicting, in frenzied disorder, 
scenes of rather grubby sexuality, and the 
kind of Vietnam atrocity shots one in- 
evitably sees on display at peace marches. 
Obviously the "Politico" is a represent- 
ative citizen of a country that spends its 
wealth on lunatic warfare and its imagi- 
nation upon strident, sterile prurience. 

Throughout the work he declaims, in 
his desperation, Lincoln's Gettysburg 
Address (whose initials give the piece its 
title), and it is Martirano's handling of it, 
I think, that gave rise to my friend's mis- 
givings. Considered simply as an emotion, 
patriotism is rather beautiful -an im- 
mense assurance that one belongs to a 
worthy, morally excellent society. Now 
one does not have to be of any particular 
political bent to recognize that many 
Americans are finding it difficult to ad- 
mire their country in its present state. 
That these Americans are experiencing 
this difficulty, however. does not mean 
they are devoid of patriotic sentiment, 
or that they do not at least aspire to it. 
Their problem, then, is to find an accept- 
able formulation of patriotism. The rhet- 
oric of today's politicians and military 
men seems, at least from their jaded 
points of view, to exist solely as subjects 

,' 

for satire, as raw material for next Mon- 
day's Laugh -In. The last patriotic exhor- 
tation to make a national splash was 
President Kennedy's "Ask not what your 
country can do for you" inaugural per- 
oration -but the satirists were onto that 
soon enough. One must therefore search 
through yesterday's rhetoric; and there 
one finds the Gettysburg Address, the 
one statement of our country's aspira- 
tions the satirists have not yet touched. 

But Martirano will not let us have 
even that. He touches it, indeed he mauls 
and rends it, reducing it to outbursts of 
sheer madness, transmuting it from an 
impassioned prayer for national decency 
into a diatribe of total disgust, a mes- 
sage of hatred and hopelessness -a vir- 
tual apotheosis of un- Americanism. 
Against the electronic music, the "Politi- 
co" begins the speech with zombielike 
inexpressiveness. This total lack of in- 
flection then changes to a pronounced 
Southern accent, dewy with country -boy 
naïveté; then changes to the shrill feroc- 
ity of Nazi oratory; and ends finally in 
an outright despairing, lung -tearing 
screaming. With the final line, each of 
the phrases "of the people," "by the peo- 
ple," and 'for the people" is followed by 
a Bronx cheer, or some other wordless 
expression of contempt. 

Perhaps no one except an American - 
one who, as a child, was made to feel 
the fervor of Lincoln's great message - 
can fully feel the anguish and loathing 
invoked by this work. Most likely it is 
not a communist plot -but it certainly 
prepares me for a little easygoing Social- 
ist realism. It belongs to a new genre of 
music, which we might provisionally en- 
title "Music of Pain." The Passion music 
of a composer like Bach does not belong 
to it, for although dealing with Christ's 
agony, Bach's music is always pleasant 
listening. L's GA is not. Nor is the Pen - 
derecki St. Luke Passion -a more cele- 
brated example of "Music of Pain." At 
the end of L's GA, an organ blares 
forth with "Mon coeur s'ouvre à to voix" 
from Saint- Saëns' Samson et Dalila. It 
would take an extremely clever and ill - 
disposed critic to come up with a more 
grisly irony. L's GA, I guarantee. will 
open no hearts. It too is Passion music, 
but the "Politico," for all his suffering, 
is no redeemer. For him, as the represen- 
tative of a society beyond redemption, the 
message of Lincoln has gone sour. Hence 
his ultimate recognition, thrice uttered: 
"If it sours. throw it out!" 

MARTIRANO: L's GA, for Gassed - 
Masked Politico, Helium Bomb, and Two 
Channel Tape; Ballad; Octet. Michael 
Holloway, Politico (in L's GA). Donald 
Smith, singer; Ronald Dewar, tenor 
'ax; John Garvey, viola; Thomas Howell, 
flute; Thomas Fredrickson, bass; Mor- 
gan Powell, trombone; Charles Braug- 
ham, percussion; Rick Kvistad, per- 
cussion (in the Ballad). Thomas 
Howell, flute; Ronald Dewar, bass 
clarinet; Howard Smith, contralto 
clarinet; Arthur Maddox, celeste; Rick 
Kvistad, marimba; Dorothy Martirano, 
violin; Lee Duckles, cello; Thomas 
Fredrickson, bass; Salvatore Martirano, 
cond. (in the Octet). Polydor 24 -5001, 
$4.98. 
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3 -MOTOR 

ROBERTS 65011D 
with exclusive Cross Field Head 

REVERSE CUSTOM STEREO DECK 

For ccmplete specifications write ... 

We really sharpened our pencil 

when we designed this ore! 

Features you'd expect to pay $700 

for! Like automatic reverse, 

3 -speed hysteresis synchronous 

capstan motor (without belt shifting), 

two 6 -pole Eddy current reel motors. 

automatic shut -off, 

30 to 23,000 Hz frequency 

response. ultra -modern slide -pot 

controls, and attractive twin VU 

meters! Plus ROBERTS' exclusive 

Cross Field Head, which records an 

extra octave in the high frequency 

spectrum and delivers consistent 

high -quality sound reproduction 

even at slow speed! Then there's 

the 4 -digit counter with push- button 

reset and the elegant walnut case 

and cover to complete the luxury 

touches! And the price? 

An incredible $399.95! 

Which makes the ROBERTS 650XD 

the lowest priced state -of- the -art 

stereo recorder on the market! 

The Pro Line 

ROBERTS 
Div. of Rheem Manufacturing Co 

Los Angeles, California 90016 

CIRCLE 49 ON READER -SERVICE CARD 

\run. 1970 I iI 

www.americanradiohistory.com

www.americanradiohistory.com


THE LITTLE 
PERFECTIONIST. 
ONLY $100. 

A 
A 

Not all records are created equal. And 
now Audio Dynamics has done some- 
thing about it. We've hand -crafted the 
world's only 3 stylus cartridge. It allows 
you to custom match the cartridge to 
each record in your collection, simply by 
selecting the optimum stylus assembly. 

The ADC 25 represents the "state of 
the art" -the ultimate refinement of 
Audio Dynamics' induced magnet 
principle. 

With all this, the ADC 25 naturally 
costs a little more than most other 
cartridges, but for audiophiles $100.00 
is a small price to pay for perfection. 

If money is an object, buy the ADC 26. 
It is the same cartridge, but with one 
elliptical stylus. You can always add one 
or both of the other 2 styli later. 

SPECIFICATIONS 
ADC 25 STEREO PICKUP SYSTEM with 
GRAIN ORIENTED DIAMOND STYLUS' 

Type Induced magnet 
Sensitivity ... 4 my at 5.5 cms/sec. 
recorded velocity 
Tracking force range ... 1/2 gram to 
11/4 grams 
Frequency response ...10 Hz to 
24,000 Hz t 2 db 

Channel separation ... 30 db from 50 
Hz to 10 KC 
20 db from 12,000 Hz to 24,000 Hz 

Compliance ... 40 x 10 -' cms/dyne 

Vertical tracking angle ... 15 degrees 
Recommended load impedance ... 
47.000 nominal ohms 

Price.. $100.00 suggested resale 
Replacement Styli .. 251, =252, 
=253 

'For substantially increased stylus life 
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MOZART: Complete Music for Piano 
Solo. Walter Gieseking, piano. For a fea- 
ture review of these recordings, see 
page 81. 

MOZART: Fantasia in C minor, K. 475; 
Fantasia in D minor, K. 397 -See 
Schubert: "Grazer" Fantasia; Landler 
and Deutscher Tanze. 

MOZART: Lucio Silla, K. 135. Dora Gat- 
ta (s), Giuma; Rena Gary Falachi (s), 
Celia; Fiorenza Cossotto (ms), Cecilio; 
Anna Maria Rota (ms), Cinna; Ferrando 
Ferrari (t), Lucio Silla; Luigi Pontiggia 
(t), Aufidio; Polyphonic Chorus of Milan; 
Angelicum Chamber Orchestra, Carlo 
Felice Cillario, cond. RCA Victrola VICS 
6117, $8.94 (three discs). 

Lucio Silla. Mozart's last opera written 
for Italy, was begun in Salzburg in Oc- 
tober 1772 and finished in Milan in De- 
cember. The librettist, Giovanni da Garn- 
erra, one of those nondescript soldier - 
of- fortune abbés, could easily be nomi- 
nated for the title of worst librettist in 
a time that abounded in bad ones. He 
himself had misgivings about his handi- 
work. and after sending it off to Mozart 
consulted the venerated high priest of the 
opera libretto. Metastasio. who changed 
it quite a bit: but even his magic could 
not cure this silly farrago. When Mozart 
arrived in Milan to compose the arias, 
which the prevailing practice required 
to be tailor -made c,n the spot with the 
advice and consent of the singers, he 
was compelled to rework the recitatives 
already composed in Salzburg on the first 
version of the libretto. Sizing up his 
singers, he found two of them to his lik- 
ing. Rauzzini. the castrato, was not only 
a celebrated singer and pianist, but a 

recognized composer, while the prima 
donna, Maria de Amicis, "sang like an 
angel" (Leopold Mozart). The principal 
tenor, also a respected performer. had 
unfortunately been taken ill and been 

Fiorenza Cossotto-just tue right voice 
and temperament for Mozart's Cecilio. 

replaced by an inexperienced church 
singer. Accordingly, the first two of the 
trio were given spectacularly demanding 
music, with many dizzying coloraturas, 
while Silla's part, sung by the substi- 
tute tenor, was tame and routine. These 
were the conditions under which Mozart 
went to work on the opera, closely shep- 
herded by his father who hoped that a 
big success in Milan would be decisive 
for the future of his son. 

Lucio Silla is of extraordinary inter- 
est in Mozart's development, an interest 
that exceeds its intrinsic value -though 
irksome of the numbers this is consider- 
able. What older historians wrote about 
this subject, and which is still reflected in 
the literature on opera, is now invali- 
dated. They simply did not know enough 
about eighteenth- century Italian opera 
(we are not very far ahead of them 
either) and considered works like Silla 
either insignificant or far superior to any- 
thing composed in those days with the 
exception of the operas of Gluck. To be 
sure, the opera seria was by that time in 
full decline, but some great masters still 
cultivated it. While perhaps few of those 
works would stand up today in their en- 
tirety as do some of Gluck's operas, 
there are individual arias, scenes, even 
whole acts, that rise above Gluck in dra- 
matic power, musical inventiveness, and 
orchestral technique. Mozart was well 
acquainted with this Italian opera, liked 
it. and his melodic style was formed on 
what he learned from Jommelli, Piccinni, 
Paisiello, Galuppi, but especially from Di 
Majo and the completely Italianized 
Christian Bach. 

Up to this point -and in many a num- 
ber in Lucio Silla itself -the boy com- 
poser had merely tried to write music as 
attractive as he was capable of; there 
could be no question of a fifteen- or 
sixteen- year -old dealing with heroism 
and passionate love. He knew the aria 
types and the standard formulas and 
melodic turns, endeavored to imitate 
them, and with his extraordinary musical- 
ity and ability for assimilation, was able 
to turn out performable operas. But 
the great Italians he could not yet touch. 
His vocal line was tinged with instru- 
mental characteristics, he did not under- 
stand the use of the coloratura as a dra- 
matic agent, and the specific operatic 
relationship between orchestra and voice, 
as exemplified by Piccinni and others, 
eluded him. But now with Lucio Silla. 
something startling happens, so startling 
that one is at a loss to explain it. The 
adolescent suddenly discovers the deeper 
recesses of human nature, there are stir- 
rings in his own soul, an agitation and 
elegiac sorrow that not only foreshadows 
the future dramatist but finds remark- 
ably mature expression right here, in the 
work of a youth still short of seventeen. 

For the first time, Mozart grasped the 
character of a woman deeply in love, so 
much so that her music is passionate 
even where the text does not call for it. 
The movement in his own soul is well 
reflected in the accompanied recitatives, 
and there are more such passages in Silla 
than in any other of his operas. They 
are, without exception, pulsating with life, 
and some so powerful and so rich in mu- 
sical ideas that they could be placed 
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'ACRI- TUNE" 
STEREO ACRI TUNE 

FM I 

A New Feature 
That Lets You Tune 

Faster 
and More 
Accurately 

An Improved Version... 
of A Widely Acclaimed Receiver! 

Read what 'HIGH FIDELITY' magazine had to say about 
the LR- 1500T, based on unbiased tests conducted 

by CBS Labs: "High performance and an 
abundance of features . . . an excellent 

buy on today's market." 

We Proudly Introduce 

"he ILE-1500TA 
220 -Watt AM /FM Stereo Receiver 

Still Only 299 ̀ '5 

First we introduced the LR -1500T which was an unqualified success. 
Now we present its successor ... unmistakably, the LR- 1500TA has the 
heritage of its predecessor, enriched by engineering improvements 
which establishes a new criteria of excellence in design, performance 
and operating convenience! 

FEATURES 
New Electronic "ACRI- TUNE" Circuit automatically actuates a front 

panel indicator light when the receiver is precisely tuned to the very 
center of an FM station. It offers a degree of tuning accuracy not pos- 
sible with other tuning meters, and assures best possible FM mono or 
stereo reception. 

New Silicon FET Front -End, plus the use o' IC's in the IF. results in 

E I 

dramatic improvements in FM reception. FET front end now has three 
FET's where formerly only two were used. 

New FET Tone Controls offer greater flexibility and smoothness to 
custom tailor your sound. 

Fuseless COMPUTOR- MATIC'm Overload Protection Circuit (Pat. Pend.) 
automatically guards against damage to drivers and output transistors. 
Other features include automatic FM mono- stereo switching, muting con- 
trol, massive power supply, center channel output and AM /FM reception 
in the LR- 1500TA. Add to this a full complement of controls, plus every 
needed imput and output for the ultimate in flexibility and operating 
convenience, and you have a receiver that as modern as tomorrows 
design. Check the advanced features and specifications . . . then see 
your nearest Lafayette dealer for a sound demonstration. 

SPECIFICATIONS 
TUNER SECTION (FM): Sensitivity (IHF] - 1.5 uV; Stereo Separation - monic Distortion - 0.8% rated output; Frequency Response ±0.75 db 
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1100% mod); Cross Modulation Rejection - 90 db; Selectivity - 50 db. High Level Inputs: -75 db, Low Level Inputs: -60 db; Phono Sensitivity - CER: 64 mV (H), 150 mV (M), 400 mV (L); MAG: 1.8 mV (H), 4.5 mV 
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in any of the great mature operas. So 
while in technique and vocal writing 
he could not yet equal the Italians, in 
dramatic sense and power he had al- 
ready overtaken them. More than that, 
the seventh scene in the First Act, with 
its magnificent combination of solo and 
chorus, is so vehemently dramatic that, 
thougn palpably modeled on the somber 
scene at the opening of Gluck's Or/eu, 
it surpasses the moue/ in intensity, har- 
monic boldness, and propulsive force. 
The other choral scenes are all fine. Most 
of the seccos are routine, and the arias 
are uneven. Stilas part (for the lame 
church tenor) is impersonal and conven- 
tional, but in Cecilio's great arias, Mo- 
zart occasionally almost reaches the hero- 
ic tone of Dun Giovanni; only the too 
lavish and unmotivated use of color- 
atura hurts the unity of these arias. 
Giunia's fine aria, "Alt se it crude/," al- 
ways remained one of Mozart's favorites. 
The instrumental ritornels are weighty 
and extended and, on the whole, the 
orchestra is well used if still somewhat 
in the German symphonic vein rather 
than in the Italian operatic tradition of 
which he later became the greatest master. 

In suns, the recording of this opera 
was a brave and worthwhile undertaking 
that should interest many a lover of 
Mozart. Unfortunately, the score is badly 
emasculated. Here they cut a couple of 
measures, there a couple of dozen, then 
again a whole section of an aria. Follow- 
ing the recording with the score, one 
must scurry frantically to catch up with 
Maestro Cillarios lively hop, skip, and 
jump. Cuts are legitimate in such a "doc- 
umentary" recording, and quite under- 
standable is the omission of some fear- 
fully difficult coloratura passages (as 
in the Giunia /Cecilio duet): they are 
extraneous appendages and could lead to 
serious derailments, but abbreviating 
arias, ritornels -even cadences -is butch- 
ery. It would be better to amputate some 
of the routine arias in toto rather than 
snip off fingers and toes from perfectly 
sound limbs. Of the performers, Fiorenza 
Cossotto, who sings the taxing role of 
the castrato, is outstanding. Though a 
mezzo, she can climb as high as any so- 
prano and her sense of pitch is unerring. 
She has a good voice and lots of tempera- 
ment. Dora Gatta (Giunia) communi- 
cates well, but in the higher regions her 
voice is edgy, and her staccatos in the 
coloraturas are funny little bleats. She 
does well in the quieter passages. Anna 
Maria Rota and Ferrando Ferrari are 
adequate, the tiny -voiced tenor Pontig- 
gia struggles a little, but Rena Gary 
Falachi, a soubrette -coloratura, is ap- 
pealing, secure, and mobile. Too bad 
that her great aria is mutilated. Orches- 
tra and chorus are above average, the 
sound is acceptable, though there is an 
echo, and the microphone is at times 
ambulatory. Cillario keeps an orderly 
house and the ensemble is well disci- 
plined, but he is not an imaginative con- 
ductor and his final cadences are pas- 
teurized and wrapped in cheesecloth. 
Though listenable, this is not an alto- 
gether satisfactory Lucio Silla -but then 
this is all we've got, so let's cherish it un- 
til something better turns up. P.H.L. 
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MUSSORGSKY: Boris Godunov: Sym- 
phonic Synthesis (arr. Stokowski). 
TCHAIKOVSKY: Romeo and Juliet, 

N. Fantasy Overture. Orchestre de la 
Suisse Romande, Leopold Stokowski, 
cond. London Phase 4 SPC 21032, 
$5.98. Tape: till 75032, 7t /2 ips, 
$7.95; RI 95032, $6.95; NM 94032, 
$6.95. 

If Stokowski didn't exist -today more 
vigorous and eloquent than ever -it 
surely would be necessary to invent him. 
But who could invent so fabulous a 
re- creative musician, a conductor with 
such an unlimited repertory, or one who 
has recorded with so many different 

VI 
orchestras? Now he's heard with Ernest 
Ansermet's Suisse Romande Orchestra, 
recorded in the Geneva Opera House, 
and in a program of Russian music such 
as his late colleague so often specialized 
in. 

Believe it or not, Stokowski was the 
first conductor to bring Tchaikovsky's 
warhorse, Romeo and Juliet, to records, 
all the way back in April 1929. That was 
with the Philadelphians on 78 -rpm discs, 
and he recorded it again, for both 78s 
and LP, with the New York Philhar- 
monic Symphony in 1950. 1 haven't been 
able to trace a later Stokowski version 
until this one, which is apparently his 
first in stereo. The present release also 
includes the conductor's first stereo ver- 
sion of his own "symphonic synthesis" of 
scenes from Boris Godunov (based on the 
original, not the Rimsky -Korsakov edi- 
tion), which attracted so much attention 
in its earlier, 78 -rpm appearances: first 
with the Philadelphia Orchestra for RCA 
Victor in 1937 (later transferred for a 
time to a Camden LP); and then with the 
All- American Youth Orchestra for Co- 
lumbia in 1942. 

There probably are those who will 
insist that the Stokowskian tonal palette 
distorts Mussorgsky's intentions as much 
as Rimsky's editing. And quite possibly 
the atmospheric evocation and emotion- 
alism of both Stokowski's scoring and his 
spellbinding interpretation may be too 
rich for ascetic listeners. But the per- 
formances here must, momentarily at 

,,-1 

Leopold Stokowski-first stereo record- 
ings of Iwo old Stokowskian specialties. 

least, magically suspend all disbelief. 
One thing is sure: the color and sonority 
potentials of this synthesized tone poem 
are given full justice for the first time 
on records. Arthur Lilley's engineering 
achieves a truly spectacular crispness of 
detail and steepness of transient wave 
fronts without the loss of sonic blend 
and warmth sometimes characteristic of 
the Phase -4 multichannel technology. 

R.D.D. 

RAVEL: Cinq mélodies populaires 
grecques; Epigrammes de Clement 
Marot; Histoires naturelles; Chansons 
madécasses; Deux mélodies hébraïques; 
Don Quichotte à Dulcinée. Gérard 
Souzay baritone; Maxence Larrieu, 
flute, and Pierre Degenne, cello (in 
Chansons madécasses); Dalton Bald- 
win, piano. Phillips 839733 LY, $5.98. 

All three aspects of Ravel's songwriting 
are represented on this record, which 
seems to be the only current disc devoted 
exclusively to his songs: the folk ar- 
rangements (Greek and Hebrew), the 
vocal chamber works (the setting of 
Evariste Parny's translations from the 
poetry of Madagascar), and the original 
songs with piano (to Jules Renard's witty 
animal texts, the Marot settings. and the 
three songs written for -but not used in 
-the Chaliapin Don Quixote film). 

Not all of this music lies ideally for 
the baritone voice of Gérard Souzay; 
Madeleine Grey, for example, was the 
original and preferred interpreter of the 
Chansons madécasses and the Mélodies 
hébraïques, even through the nature of 
the texts would seem to prefer a male 
protagonist (her performances of the 
Chansons, with the composer conducting, 
can still be obtained on Turnabout TV 

-4256; they are occasionally undisciplined, 
but wonderfully flavorful). However, 
Souzay makes a very impressive effect 
with some of these songs, and is well 
supported by Dalton Baldwin. The His- 
toires naturelles, with their emphasis on 
text delivery, are almost more for the 
diseur than the chanteur, and his ele- 
gance of diction and fine sense of timing 
achieve excellent results. The fourth of 
the Greek songs is a superb piece of 
sustained singing. one of those very spe- 
cial tracks that linger in the memory long 
after the end of the record. 

On balance. even though the pseudo - 
archaicism of the Marot settings and the 
pallor of the Don Quichotte cycle (at 
least without the orchestral trappings that 
Ravel also provided) seem to me wasted 
effort, this is a desirable record, and 
should join the Madeleine Grey per- 
formances and Pierre Bernac's Histoires 
naturelles as a basic item in the recorded 
Ravel repertory. (The European pack- 
aging submitted for review included an 
insert with only the French texts. so if 
you require translations, make sure they 
are included in the U.S. edition.) D.H. 

SAINT -SAENS: Concerto for Cello and 
Orchestra, in A minor, Op. 33 -See 
Schumann: Concerto for Cello and Or- 
chestra, in A minor, Op. 129. 
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A-15000 Exclusive triple -motored drive system 4 precision heads for instant oft-the -tape monitoring Mike -line mixirg 4 independent 

amplifiers Automatic tape lifter All pushbutton contrals, automatic shutoff Steeo echo for special sound effects Ct nice of cabinet or portable styling 

Play it by ear. 
You'll like what you hear. 

And you can go right on hearing it, too. Because our A 15000 

tape deck comes complete with carefree automatic reverse. In other 

words, this machine doesn't care whether it's coming or going. 

It's a standard four -track model with all the quality 
TEAC is famous for. And plenty of unique leatures, 

like the popular ADD recording for simultaneous 
playback and recording on separate tracks. 

Yes, you'll like what you 

hear on this one. Including 
the price. (That part 
sounds almost as good 

as your favorite tapes.) 

T EAC: 
TEAC Corporation of America 2000 Colorado Avenue Santa Monica. California 90404 
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SALZMAN: The Nude Paper Sermon, 
Tropes for Actor, Renaissance Consort, 
Chorus, and Electronics. Stacy Keach, 
actor; members of the New York Motet 
Singers; Nonesuch Consort, Joshua 
Rifkin, cond. Nonesuch H 71231, $2.98. 

In his book, Penser la musique aufourd'- 
hui, Pierre Boulez compares some com- 
posers to certain primitive tribes that 
adopt an idol, and when it fails to ren- 
der service, simply destroy it and create 
another in the hope that the new one will 
be more beneficial. The composers in 
question -Boulez refers to them as a 
"collectivity of epigones" -take up in a 
similiar fashion the current compositional 
fad (be it serial, spatial, aleatory, or 
whatever), work with it until the shock 
value is lost, and then move on to an- 
other. 

The current compositional "in- school" 
is the multimedia, multidimensional "mu- 
sical environment," and Eric Salzman is 
one of the composers riding its present 
wave of popularity. This new work, com- 
missioned by Nonesuch specifically for 
the record medium, has all the hallmarks 
of the approach. Although necessarily 
limited to one medium -that of the disc 
(there is, however. a live theater version 
which was performed in New York in 
the spring of 1969) -it presents a quite 
bewildering variety of auditory experi- 
ences, often simultaneously superimposed 
through the multitrack wonders of stereo- 
phonic sound. The piece, according to the 
composer, is about "the end of the Ren- 
aissance" (a phrase borrowed from an 
article by Leonard Meyer) " ... the end 
of one era and the beginning of another." 
Thus it incorporates various "traditional" 
musical styles (particularly that of the 
Renaissance madrigal. but there are also 
suggestions of jazz, chant, Stockhausen, 
etc.), attempting to place them in new 
contexts through radical juxtapositions. 

For example, the piece opens with a 
"babble " -a crescendo of human voices 
that sounds very much like a time -lapse 
recording of a cocktail party slowly get- 
ting out of hand -which suddenly breaks 
off. giving way to (again quoting the 
composer) "a kind of Renaissance ruin - 
real fake Renaissance music . . . over- 
laid with electronic graffiti." The choice 
of instruments -echt Renaissance in this 
case -is also supposed to suggest the 
past. The work as a whole is a kind of 
montage of vocal- instrumental -electronic 
snips, all held together (if that is the 
right phrase) by the narration of an ex- 
tended text, which goes on more or less 
continuously throughout the entire piece. 
This spoken text, however, provides little 
sense of true continuity (in the old -fash- 
ioned linear sense, at any rate), since 
it consists mainly of fragments of verbal 
"garbage ": "that endless language stream 
of all those who use words to manipulate 
others." Nor is the narration even com- 
prehensible in a more literal sense, much 
of it being purposely obscured, barely 
audible over the barrage of other sonic 
events, or else obliterated by the sheer 
speed of the recitation. 

What is all this, you ask? Why, it's 
the auditory environment of the Now 
generation, that's what -all the things 
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we hear (or are subjected to) in the age 
of mass media where "multilayer ex- 
perience becomes the norm" (again Salz- 
man). Such a work is almost completely 
resistant to criticism since it makes no 
pretense of being anything other than 
"environment" -and the composer can 
say that he had no choices to make be- 
cause everything was simply there. Salz- 
man even states that his piece is "post - 
style," by which I take him to mean that 
such a work, by the nature of its ap- 
proach, makes no attempt to establish a 
consistent style of its own and is thus 
"styleless," or perhaps, what would be a 
better term. "multistyled." So one can- 
not even point out how monumentally 
derivative the work is (although 1 am 
strongly tempted to make a list, which 
might well run on for pages). One can- 
not even say that The Nude Paper Ser- 
mon is a piece of musical junk; that's 
exactly what it's intended to be. 

But one can question the intention. The 
only possible point, it seems to me, would 
be propagandistic. but that is apparently 
not the intention here: this is not so 
much a statement about our environment 
as simply a presentation of it. (Compare, 
however, Salzman's impressive tape -col- 
lage for the "Can Man Survive" exhibit 
at the American Museum of Natural 
History in New York, which is propagan- 
distic- admittedly so and effectively so.) 

Finally, though, it is the absence of an 
over -all controlling imagination that is 
most telling. The work fails to set up a 
consistent universe (environment ?) of its 
own to give organization and meaning to 
the diverse elements making up its con- 
tent. Thus Salzman must rely on such 
clichés as Renaissance "ruins" (i.e.. the 
fake madrigal, which, however, lacks all 
the rhythmic vitality of the real thing) 
and electronic "graffiti" (note the use of 
the catchword to dress up what are in 
actuality very ordinary electronic over- 
lays. combined with the madrigal in an 
apparent attempt to "distance" it-or 
perhaps in this case, to make it more 
"present "). Ultimately, however, it all 
adds up to just another splice of life. 

The performance seems to be excellent 
and special credit should go to Stacy 
Keach (lately of Indians), who gives a 
dazzling rendering of the actor's mono- 
logue. R.P.M. 

SCHUBERT: "Grazer" Fantasia; Ländler, 
D__366, Nth i -6. 15; DeutscherTnz, 
D. 974, No. 1. MOZART: Fantasia in C 
minor, 475; Fantasia in D minor, K. 
397. Lili Kraus, piano. Odyssey 32 16 
0380, $2.98. 

Considering the number of absolutely 
first -rate Schubert songs that haven't 
even been recorded, I think the fuss over 
this Fantasia in C major for piano may 
be a bit extreme. But since the media 
will have their little excitements, the so- 
called Grazer Fantasia made front page 
news in the New York Times when dis- 
covered, and received its American pre- 
miere on CBS television -although not, 
to be sure. in prime evening time. merely 
during the Sunday- morning "cultural 
ghetto." The pianist on that occasion was 

Lili Kraus and Frau Maria Ruckenbauer 
Weis- Ostborn examine Schubert's long - 
lost Grazer Fantasia. The Manuscript 
was discovered in the attic of Frau Weis - 
Ostborrt's home in Southern Austria. 

Lili Kraus. who now gives us the very 
first recording of the new discovery. 

A work of 1818 (according to the in- 
formed guesses of the scholars preparing 
the new edition of Schubert's music), the 
Grazer Fantasia is not a work on the 
ambitious scale of its later successor in 
the same key, the Wanderer. The formal 
layout is fairly straightforward, with a 
basic theme appearing three times in 
varying treatments, separated by episodes 
of more lively character. The theme itself 
is perhaps the most endearing aspect of 
the piece, for it is one of those Schu- 
bertian inspirations that conjure up a 
melody from shadowy veilings of har- 
mony, and indeed throughout the entire 
Fantasia there are beguiling turns be- 
tween major and minor. Certainly not a 
work of fundamental importance in the 
Schubertian canon, but one that will 
please listeners and delight pianists. 

Lili Kraus's performance seems very 
sound (a score was not yet available in 
New York before the review deadline), 
if slightly mannered in some rhythmic 
details (I find the rubato of the intro- 
ductory accompaniment figure a bit ex- 
treme). From the standpoint of sheer 

Cmusicality, it is actually the little selection 
of dances that impresses me the most, for Mni fZraus has a real gift for under- 
lining the particular rhythmic detail in 

j each of these brief works that will bring 
out its character and avoid the dangers 
of monotony inherent in a sequence of 
metrically identical and formally simple 
movements. 

The Mozart works, on the other hand, 
suffer rather more from Mme. Kraus's 
rhythmic fussiness -for example, her in- 
sistence on a Luftpause before every 
downbeat on the first page of K. 475; the 
agogic accent is all very well. but here 
she applies it both stiffly and indiscrimi- 
nately. 

Odyssey's piano sound is not ideally 
rich and full, but more than adequate 
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"... (the Dynaco A-25's) are quite probably 
the best buy in high fidelity today." 

DYNACO A-25 
$79.95 

The Stereophile, Vol. 2, No. 9 

"... (when) some really deep stuff came along 
... what came out of the A -25's simply defied 
belief, for they went deeper even than two of 
our standard systems . . . We were certainly 
not prepared to find these piddling little Dyna 

systems going flat down to 35 Hz and rattling 
windows at a hair below 30 Hz! ... these A -25's 
are better than anything else we've ever 
encountered for less than $200 each ..." 

The excellent overall 
transient response of the 
Dynaco A -25 speaker system 
is shown by the tone -burst 
response photos at (lett to 
right) 600, 2,000 and 10,- 
000 Hz. (Stereo Review) 

The Stereophile Magazine. 

Dynaco designed the A -25 loudspeaker 
system to have the most accurate repro- 
duction of any speaker available, regard- 
less of price, yet at a low cost to the 
consumer. Here's what two of the most 
respected publications say about the re- 

sults of our efforts. 

Julian Hirsch in Stereo Review, June, 1969 

". . . the Dynaco had a remarkably neutral 
quality. Many speakers have response irreg- 

ularities that ... leave no doubt in the listener's 
mind that he is listening to a speaker. The A -25 

had less of this coloration than most speakers 
we have heard, regardless of price ... nothing 
we have tested had a better overall transient 
response ... Not the least of the A -25's attrac- 
tion is its low price of $79.95. 

Send for literature or pick some up at your dealer where you can also hear the A -25 

OlyIVdCO INC_ 

\ri< ii l'+ 

3060 JEFFERSON ST., PHILA., PA. 19121 
IN EUROPE WRITE: DYNACO A /S, HUMLUM, STRUER, DENMARK 
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for the purpose. Schubertians. at any rate, 
will not want to miss this record. D.H. 

SCHUBERT: Sonata for Piano, No. 20, 
in A, D. 959. MEET EN: And te 
Favori in F, Woo 57. Mist to ichter, 
piano. RCA Iced Seal LSC 3124, $5.98. 

When reviewing Mischa Dichters debut 
recording of the Tchaikovsky Piano Con- 
certo No. 1. 1 raised the possibility that 
the young pianist was really a classicist 
who was basically uncomfortable in so 
splashy and bravura a work. This newest 
Dichter release supports my suspicion; 
he certainly sounds far better suited to 
the lapidarian task of creating prismatic 

nuances than to hurling Jovian octave 
roulades. Dichter is particularly delicate 
in the Beethoven piece (originally the 
slow movement of the Waldsrein So- 
nata). He is a most polished pianist, 
and in so basically lyric an utterance, 
his inclination to insinuate rather than 
to declare is a welcome asset. One lit- 
erally luxuriates in the beautiful pastel 
colors Dichter produces, while the musi- 
cal argument flows ahead in limpid, beau- 
tifully proportioned, completely natural 
fashion. 

In the big Schubert Sonata, Dichter's 
amazingly accurate, smoothly patrician 
execution helps to realize his elegant, 
rather understated "classical" conception 
of this enigmatic work. His rhythms 

He speaks Japanese. English. 
And music. 

Seiji Ozawa is especially eloquent 
in music. Which explains how he 
won the 1959 International Compe- 
tition of Orchestral Conductors in 
the strange world of Europe. 

At 25, he became a Koussevitzky 
Scholar. At 26, apprentice to Her- 
bert von Karajan. 

And at 27, in 1963, music direc- 
tor of the Ravinia Festival. This fall, 
he assumes that title with the San 
Francisco Symphony. 

In two spectacular new albums, 
Ozawa conducts the great Chicago 
Symphony, marking the debut of 
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both on Angel. Together, they cre- 
ate music that dazzles -music wor- 
thy of the new spirit of Angel. 

Hear them. Discover how mag- 
nificently Ozawa speaks Bartók and 
Kodály. And Rimsky -Korsakov and 
Borodin. 

CARD 

v11111 11Ih 
Usust 

) 

Angel 

are completely straightforward -triplets 
in the left hand sound utterly natural 
rather than like cataclysmic heavings and 
tuggings. In other words, Dichter is a 
complete conservati y, when it comes to 
harmonic "pointing : unlike Schnabel, 
Lili Kraus, Rudolf Serkin, and other 
recognized Schubert specialists of an 
older generation, he does not distort a 
rhythmic figuration even slightly to 
achieve a given stress on a chord progres- 
sion or significant modulation. For me, 
music of such stark originality and emo- 
tional turbulence needs the exaggerated 
stress, and consequently, Dichter's read- 
ing strikes me as a bit bland and under- 
done. But there can be no denying that 
on its own terms this is distinguished play- 
ing, agreeably reproduced. H.G. 

SCHUMANN: Concerto for Cello and 
Orchestra, in A minor, Op. 129. SAINT - 
SAENS: Concerto for Cello and Orches- 
tra, in A minor, Op. 33. Jacqueline du 
Pré, cello; New Philharmonia Orchestra, 
Daniel Barenboim, cond. Angel S 
36642, $5.98. 

Miss Du Pré has said that she does not 
like to practice extensively, arguing that 
the technical benefits gained therefrom 
are achieved at the expense of spontane- 
ity. She would rather run the risk of a 
few sour notes than to produce perform- 
ances of cold virtuosity. The test of such 
an argument is not found in verbal rebut- 
tal but in the reality of her playing. Per- 
haps she should reconsider her thoughts 
on the subject. 

These performances are assuredly spon- 
taneous; they also contain an undue 
measure of sour notes. But it is not 
technical inexactitude that detracts from 
her effectiveness: rather, it is a tendency 
to hold nothing in check, a predilection 
toward free expression that is positively 
aggressive and overbearing. One senses 
tremendous energy in her playing, but 
it never seems to be going anywhere. 
Barenboim is similarly inclined to "let it 
all hang out," and 1 must say that the 
two partners effectively rip asunder what- 
ever cohesiveness is in Schumann's Con- 
certo. Saint -Saëns fares no better; indeed 
there are moments of such ragged en- 
semble that one wonders how Angel 
could have issued the disc in this form. 

It is instructive to compare these rapa- 
cious performances to an earlier Angel 
recording with Starker and Giulini (and 
the "old" Philharmonia). That cellist's 
virtuosic wizardry is wedded to a concep- 
tion that is both urgent and poetic. In 
both works Starker and Giulini keep a 
firm grasp on the musical line, yet pro- 
duce anything but cold performances. Son- 
ically, the new Angel is not sufficiently 
better than the old (which still sounds 
fine) to warrant a recommendation on 
that point. S.L. 

SCRIABIN: Symphony No. 1, Op. 26. 
Larissa Avdeyeva, mezzo; Anton Gri- 
goriev, tenor; RSFSR Russian Chorus; 
U.S.S.R. Symphony Orchestra, Yevgeny 
Svetlanov, cond. Melodiya /Angel SR 
40113, $5.98. 
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SCRIABIN: Symphony No. 2, Op. 29. 
London Symphony Orchestra, Georg 
Semkov, cond, Columbia MS 7285, 
$5.98. 
SCRIABIN: Symphony No. 2, Op. 29. 
U.S.S.R. Symphony Orchestra, Yevgeny 
Svetlanov, cond. Melodtya /Angel SR 

40118, $5.98. 
SCRIABIN: Symphony No. 3, Op. 43 
( "Divine Poem "). U.S.S.R. Symphony 
Orchestra, Yevgeny Svetlanov, cond. 
Melodiya /Angel SR 40098, $5.98. 

Scriabin wrote his First Symphony in 
1900 at the age of twenty- eight. Like 
many young progressive composers of his 

day, he proudly wore the mantle (or at 
least the mask) of both Wagner and 
Franck, and like many of his contempo- 
raries, Scriabin-in his orchestral music 
at least -was unable either to assimilate 
or transcend these twin influences. Not 
surprisingly, the First Symphony betrays 
many of the weaknesses that were also 
to invade the composer's other two sym- 
phonies: the prevalence of triple meter, 
causing rhythmic monotony; an inability 
to sustain fast tempos, which all too 
often slump into slow, enervating lyrical 
moods; thick, string-heavy orchestration, 
causing aural fatigue; and an over -all 
grandiosity that borders on pompous 
bathos. 

If I paint a rather bleak picture of 
these works, it is certainly not to damn 
them completely. Indeed, there are many 
delectable moments here. The First starts 
with an exquisite Lento, no less beautiful 
for having been lifted from Franck's 
Psyché. Following this is a rather em- 
barrassing across- the -ice -flow Allegro, 
balanced by a voluptuous Lento of im- 
pressive quality. It's straight downhill for 
the last three movements, however, with 
a brief stop along the way for an infec- 
tious, mildly amusing Scherzo. One would 
expect some fun from the choral Finale, 
but it is as boring as it is banal -cer- 
tainly the low point of the work. Mel - 
odiya's performance is disappointing too, 
largely due to Svetlanov's tampering with 
the score. The addition of cymbal rolls 
and crashes, aside from being stylistically 
inappropriate, only makes it sound more 
opaque. Could this dressing -up be a cov- 
er for the conductor's lack of conviction 
or affection for the score? At any rate, 
1 am unconvinced. 

The Second Symphony of 1901 is, to 
my mind, a far superior work. Here, in 
its opening pair of movements (Andante/ 
Allegro) we find a fully realized sym- 
phonic argument, satisfying in form as 

well as in content. Written after the 
failure of the First Symphony's premiere 
performance, these brooding and defiant 
movements give the feeling that for the 
first time Scriabin, the spoiled dilettante, 
is revealing himself rather than striking 
a pose. The rest of the piece is unfortu- 
nately not on this level. The gooey An- 
dante which follows, wears out its wel- 
come long before its fifteen -minute dura- 
tion has elapsed. A promising Tempestoso 
suggests Alberich slipping on the rocks, 
but it too comes to nothing. The Maes- 
toso Finale is repetitive and banal. Both 
performances leave little to he desired, 

APRIL 1970 

but Columbia's engineers have given 
Semkov a washy, almost bloodless ambi- 
ence on Side 2 -in order to avoid dis- 
tornon in loud passages I suspect. 
Melodiya has avoided the problem by 
splitting the long middle movement over 
mo sides. and the sound is fine. If you 
must have a recording of this work. I 

would recommend Svetlanov's more 
committed performance. (Once again. he 

adds cymbals and a gong to the score,, 
hut here it works well.) (3. 

The Symphony No. 3 (Divine Poem) 
is burdened with a bizarre philosophical 
program: the three movements represent 
most graphically man's struggle with God, 
his wallowing in worldly pleasures, and 
(get this) his final inevitable victory 

and joy in untrammeled creativity. By 
this time (1905) Scriabin was well on the 
Nay to mental illness, and his megalo- 
maniacal wind really had fun with this 
one. Dzcadence of this sort could easily 
be not at all to your liking. but there are 
some gorgeous moments nonetheless and 
I say try it anyway. Svetlanov's perform- 
ance is good enough; however, other con- 

, doctors- Konstantin lvanov on MK, espe- 

cially -have brought a greater sense of 
urgency to the music. Melodiya's sound 
is good, and I recommend the disc -ex- 
cept for an unforgivable blunder by the 
tape editor who has inadvertently cut off 
the Symphony's last note, a sustained C 
unison. As it now stands, the ending 
makes no sense at all. R.W.S. 

New Releases For March 
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Giordano 

FEDORA, 
with Magda Olivero, Mario del Monaco, Tito Gobbi - 

The Monte Carlo Opera Orchestra - Lamberto Gardelli 
OSA -1283 

Now on London 

Bellini 

NO*IA 
with Joan Sutherland, Marilyn Horne, John Alexander, 

Richard Cross -The London Symphony Orchestra - Richard Bonynge 
OSA -1394 

Adam 

G:SELLE 
The Monte Carlo Opera Orchestra - Richard Bonynge 

CSA -2226 (2 records) 
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We could say much more about the 
new DC300 "breakthrough " amplifier, 
but High Fidelity has already said it in 
its March equipment report (based on 
CBS Labs test data): "a stereo ampli- 
fier that shatters all previous perform- 
ance records. Its performance is so 
good, it seems to mock the measuring 
equipment used for evaluating it. Dis- 
tortion ... is more of a theoretical 
'must be there' concept than an actual 
measurable phenomenon. Response is 
literally a ruler -flat line. " Their final 
conclusion? This "sonic Samson" de- 
livers "in sum the highest performance 
yet uncountered in an amplifier. " 

Like to learn more? Check the 
reader service card and we'll send you 
the fu // Equipment Report plus litera- 
ture. We'll also send you the name of 
your local dealer who will let you give 
the DC300 the roughest "lab test" of 
all -the personal listening enjoyment 
test. Or write Crown, Dept.HF -4,Box 
1000, Elkhart, Indiana, 46514. 

SO PURE . . . YOU CAN 
HEAR THE DIFFERENCE 
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SHOSTAKOVICH: Symphony No. 5, Op. 
47. Philadelphia Orchestra, Eugene Or- 
mandy, cond. Columbia MS 7279, 
$5.98. 

Shostakovich's Fifth Symphony has often 
been regarded as representative of the 
violent swing toward conservatism in the 
composer's musical style. a change sup- 
posedly brought on by governmental crit- 
icism. Yet Shostakovich had abandoned 
his truly avant -garde techniques (those 
of the Second Symphony and his first 
opera, The Nose, for example) well be- 
fore his music was blasted by Pravda in 
1936. And if one examines the works 
that were the primary target of the Prav- 
da attacks, Shostakovich's ballet, The 
Limpid Stream, and his second opera, 
Lady Macbeth of Mzensk, one finds that 
in Lady Macbeth the musical language 
is scarcely more advanced than that of 
the Fifth Symphony, and that in The 
Limpid Stream (much of whose music 
appears in the three Ballet Suites), the 
style is so incredibly banal that the Fifth 
Symphony seems radical in comparison. 

Nothing could be more typical of 
Shostakovich's style than the angular, 
wide -interval figure that is played in 
stretto by the strings at the beginning of 
the Fifth Symphony's first movement. The 
way in which a conductor takes these 
opening bars is usually a good indication 
of how good or bad a certain perform- 
ance is going to be. The opening figure 
is, in fact, infinitely more important as a 
rhythmic motive than as a theme. and yet 
most conductors, including Ormandy on 
this disc, tend to treat it as a melody. and 
the effect is usually quite sing -songy. This 
sort of error comes, I think. from a tend- 
ency to treat Shostakovich like Mahler. 
For while there are certain parallels - 
most of them superficial -to be drawn 
between the two composers, Shosta- 
kovich's symphonic music is essentially 
nonlyrical and therefore, almost by ne- 
cessity, much less romantic than most 
people seem to feel. 

Considering the excellence of Orman - 
dy's version of Shostakovich's Fourth 
Symphony, his rather matter -of -fact, 
heavy- handed treatment of the Fifth 
comes as a disappointment. Ormandy 
is at his best in the slow movement, in 
which he manages to obtain some almost 
mystical effects in the pianissimo pas- 
sages. On the other hand. he has a tend- 
ency, in the other movements. to sacri- 
fice the essential horizontal momentum 
of the Symphony to more instantaneous 
effects. so that the delicate balance be- 
tween Shostakovich's evasive melodic 
language and the rest of the musical 
elements is often destroyed. The recorded 
sound is also disappointing and tends to 
be particularly harsh in the strings, thus 
partially negating one of the Philadelphia 
Orchestras strongest assets. Ormandy and 
Columbia are obviously capable of much 
better. and perhaps the forthcoming re- 
lease of the Shostakovich Tenth Sym- 
phony will make up for this mediocre 
Fifth. As for the latter, you should still 
rely on either Previn (RCA) or Bernstein 
(Columbia), depending on your mood. 

R.S.B. 

TCHAIKOVSKY: Romeo and Juliet, Fan- 
tasy Overture -See Mussorgsky: Boris 
Godunov: Symphonic Synthesis (arr. 
Stokowski). 

TCHAIKOVSKY: Swan Lake, Op. 20. 
Moscow Radio Symphony Orchestra, 
Gennady Rozhdestvensky, cond. For a 
feature review of this recording, see 
page 79. 

recitals Ce 
miscellany 
E. POWER BIGGS: "Historic Organs of 
Italy." FRESCOBALDI: Three Galliards; 
Capriccio sopra la Battaglia. GESUALDO: 
Gagliarda. TRABACI: Two Galliards. GA- 
BRIELI, G.: Fuga del nono tono. 
PASQUINI: Variazioni sopra la Follia. 
MARCELLO: Psalm 19. ZIPOLI: Five 
"Versetti "; Offertorio. GABRIELI, A.: 
Canzon Arioso. BANCHIERI: Dialogo. 
STORACE: Ballo della Battaglia. FAN- 
TINI: Corrente detta dello Staccoli. E. 
Powers Biggs, organ. (Played on the 
organs in the Basilica di San Petronio, 
Bologna, by Lorenzo da Prato, 1475, 
and Baldassarre Malamini, 1596; in 
the Chiesa di San Carlo, Brescia, by 
Antegnati, 1636; in the Chiesa del 
Carmine, Lugo di Romagna, by Callido, 
1797; and in the Chiesa Santa Anna, 
Bergamo, by Serassi, 1857.) Columbia 
MS 7379, $5.98. 

Biggs has been recording many of the 
world's historic organs for Columbia 
(earlier releases in this current series in- 
clude Switzerland and Spain), and his 
travels have now taken him to Italy. The 
development of organ building has, of 
course, always run parallel to the develop- 
ment of organ music. The Protestant 
countries in the north of Europe required 
and encouraged production of both the 
music and the instruments far more than 
the Catholic south, where music in the 
church service was of relatively less 
importance- Germany has given us a 
Bach and a Schnitger; Italy has given 
us very little organ music and, as evi- 
denced by this record. no great organs. 

The typical Italian organ consists of 
only one manual and (when included at 
all) a pedal division of one or two stops. 
This manual division, which is often di- 
vided between treble and bass, invariably 
contains an exceptionally complete prin- 
cipal chorus with every pitch of the 
harmonic series represented from 16 feet 
up to i/ or even ' 2 of a foot. These light 
and bright principals are augmented by a 
couple of flute stops and occasionally a 
reed. There's not much tonal variety 
available. and in spite of Biggs's consider- 
able pains to vary the registrations, both 
the music and the organs tend to blur in 
the memory into one basic cool and 
bright and not terribly attractive sound. 

As for the music, Biggs has carefully 
chosen each piece to suit the respective 
instruments. A few gems have been in- 
cluded: the Gesualdo Ga,liarda with its 
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startling chromatic harmonies, both Ga- 
brieli works, and the Marcello Psalm, 
which here receives the slowest and dull- 
est reading I've heard. The rest of the 

performances are accurate, though some- 

times clumsy and rather dry. The re- 

corded sound is acceptable, but the action 
noises suggest that microphone place- 
ment may have been too close to give a 

truly accurate account of the instruments 
in their natural habitat. Jacket notes give 
the complete specifications, a few facts 
about each instrument, and additional 
information about the music. C.F.G. 

ERNESTO BITETTI: "Contemporary Mu- 
sic for the Guitar." TANSMAN: Cava - 

tina. CASTELNUOVO -TEDESCO: Cancion 
Argentina. BARRIOS: Las Abejas. 
PONCE: Sonatina Meridional. LASALA: 
Preludio Serrano. VILLA LOBOS: Estudio 
No. 6; Estudio No. 11. Ernesto Bitetti, 
guitar. Music Guild MS 871, $2.98. 

Bitetti is an Argentine guitarist who 
proves that the refinements of his 
trade-a light touch, an easy way with 
rhythm, a sense of line and color -are by 
no means confined to Spaniards and Eng- 
lishmen. Difficulties seem to melt before 
him, and he adds an extra degree of 
bravura flair which is just the right thing 
to put across works like Tansman's color- 
ful dance suite and the fast -as- lightning 
Las Abejas by Barrios. The "contempo- 
rary" label means no more than that the 
composers survived at least to the mid- 
point of this century; the spirit of all these 
works is totally traditional, and the most 
modern sonority to be heard is that of 

illa Lobos' 1929 Estudio No. 11. S.F. 

BENJAMIN BRITTEN: "English Music 
for strings." PURCELL (ed. Britten): 
Chacony in G minor. ELGAR: Introduc- 
tion and Allegro, Op. 47. BRITTEN: 
Simple Symphony, Op. 4. DELIUS (orch. 
Fenby): Two Aquarelles. BRIDGE: Sir 
Roger de Coverley. English Chamber Or- 
chestra, Benjamin Britten, cond. London 
CS 6618, $5.98. 

Lucky London, a city that can boast two 
string orchestras capable of such first - 
rate performances of Elgar's Introduction 
and Allegro, itself a masterpiece of in- 
vention and scoring: last year the Acad- 
emy of St.-Martin-in-the-Fields (Argo 
ZRG 573, with other Elgar string music), 
and now the English Chamber Orchestra. 
I would grant a few superiorities of detail 
to the new Britten -directed recording, 
such as a slightly more precise distinc- 
tion between staccato and tenuto in the 
articulation of the repeated -note second 
subject, but there isn't a great deal in 
it either way; let the coupling guide 
your choice. 

There are other desirable things on 
this new London disc, of course, especial- 
ly the superb Purcell Chacony and Frank 
Bridge's artful (if sometimes too arty) 
arrangement of Sir Roger de Coverley, 
which introduces, near the end, a strain 
of Auld Lang Syne -now definitively re- 
vealed, by the way, as the theme used in 
Elgar's Enigma Variations. 
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The Delius Aquarelles are arrange- 
ments of choral pieces; I should like to 
hear the originals, for I suspect that the 

coloring provided by text would clothe 
the attractive harmonic details in a live- 
lier articulative framework. And, for the 

complete Brittenite, here at last is the 
composer's own version of the Simple 
Symphony, a work that is skillfully 
scored but a bit square and strenuous in 
its development of themes from the com- 
poser's youth. 

Everything is impeccably played and 
warmly recorded in the lamented (but 
soon- to -be- rebuilt) Maltings. Let us hope 
that London w' give us many more 
" Britten -conducts- other -people" record- 
ings to follow this one. D.H. 

TOTI DAL MONTE: "Songs and Operatic 
Arias." ROSSINI: II Barbiere di Siviglia: 
Una voce poco fa; Guglielmo Tell: Selva 
opaca. DONIZETTI: Lucia di Lammer- 
moor: Mad Scene; La Fig'i3 del reggi- 
mento: Lo dice ognun. VERDI: Rigolet- 
to: Caro nome. WILLIAMS: Vidalita. 
BENECICT: Carnevale di Venezia. FAB- 
RIS: A Rosina. FILIPPI: Magari. BROGI: 
Le lucciole. BISHOP: Lo, Here the Gen- 
tle Lark. TRAD.: Maori Lullaby. Toti 
dal Monte, soprano; various accompani- 
ments. Roccco 5314, $5.95 (mono only, 
recorded between 192439). 

"She looked perhaps a little less cubic 
than Tetrazzini," recalls an Italian friend 
who saw them both, but her voice was 
unforgettable: miraculously clear, bright, 
and flexible." 

The five -by -five figure of Toti dal 
Monte has not been seen on an operatic 
stage for twenty years or more but the 
lady herself (no'! in her seventies) is 

still well and busy teaching in Italy. Her 
voice too has recently been absent from 
the Schwann catalogue, ever since the 
deletion a few years ago of the historic 
1939 Butterfly (long available as a 

COLH reissue) in which she co- starred 
with Beniamino Gigli. Although that Cio- 
Cio -San was not to everybody's taste, it 
was a distinctively sung and shrewdly 
characterized portrayal, one whose appeal 
increased with repeated hearings. 

So it is agreeable to be able to welcome 
Toti dal Monte's very special voice 
and style back to the catalogue, in this 
latest of Rococo's venturesome explora- 
tions of historic vocal recordings. One 
might have wished for a broader range 
in the choice of operatic roles and per- 
haps something more representative of 
her work as a lyric soprano: almost 
everything here emphasizes her dexterity 
with coloratura, which was considerable - 
though she herself scorned the reputa- 
tion of a canary chick and insisted that 
this talent was subsidiary to her gifts 
as an interpreter. 

It was as Gilda that she scored her first 
great triumph, under Toscanini, at La 
Scala in December of 1921. In the next 
two decades she was in high demand on 
Italian and Latin American stages. She 
sang at the Metropolitan and in Chicago in 
the mid -Twenties but her success in this 
country was a limited one -perhaps (or 
so she believed) because management 
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VIVALDI /Gloria; Kyrie; Lauda Je- 
rusalem- Stephane Caillat Chorale 
Paillard Orchestra, Stephane Cail- 
lat, tend. -MS -128 

OTHER MAJOR RELEASES 
GREGORIAN CHANTS/ Monks from the 
Abbey of Encalcat, France -MS -137 
HANDEL /Ode for St. Cecilia's Day - 
Stich- Randall, Young, Chorus, Ber- 
nard -MS -101 
GERSHWIN /Rhapsody in Blue: Amer- 
ican it Paris -Abravanel -MS -151 

BEETHOVEN /5th Sym. SCHUBERT/ 
Unfinished Symphony- Rodzinski - 
MS-173 
TCHAIKOVSKY /1812; Capriccio Ital. 
RIMSKY /Capriccio Espl.- Abravanel 
MS -187 
BACH,'Harpsichord Concerti (Vol. 1) - Veyron- Lacroix, Paillard Chamber 
Orch. -MS -803 
HAYDN /Quartets, Op. 55 - Allegri 
String Quartet -MS -837 

New Suggested List Price 
$2.98 each 

71761tminrlte2 . 1Iconos 

A SUBSIDIARY OF ABC RECORDS, INC. 
1330 AVENUE OF THE AMERICAS 

MEW YORK, NEW YORK 10019 

SEND FOR COMPLETE CATALOG 
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Feuermann Mementos by Harris Goldsmith 

EMANUEL FEUERMANN'S recording 
career divides itself into four gen- 
eral periods. One portion -here 
represented by the ancient, early 
electric Dvofák recording -pre- 
dates the cellist's forced departure 
from Germany in 1933, and in- 
cluded some string trios with vio- 
linist Szymon Goldberg and violist 
Paul Hindemith. Next came the 
series of discs made in England 
during the mid -Thirties (of which 
the above Brahms Sonata was one 
of the first, and the Seraphim col- 
lection some of the last). A third, 
crucially important but rather un- 
publicized grouping, includes a 
1938 performance of Strauss's Don 
Quixote with Toscanini conducting, 
and a whole series of concerted 
works preserved from a marathon 
1938 Carnegie Hall cycle with 
Leon Barzin and the National 
Orchestral Association (many of 
which have never been released). 
The final, and best- known, Feuer - 
mann mementos are the long -dis- 
tinguished series he made for RCA 
after his arrival on these shores. 
These, of course, comprise the 
piano trio recordings with Heifetz 
and Rubinstein, the string trios with 
Heifetz and Primrose, the Stokow- 
ski-led performance of Bloch's 
Schelomo, the Ormandy- directed 
Don Quixote and Brahms Double 
(the last again with Heifetz), and 
the works here reissued on the Vic - 
trola anthology. Needless to say, 
Feuermann devotees have spent 
many hours speculating on a fifth 
group of recordings: those that the 
great cellist might have made had 
he not been tragically cut down 
in his prime by a mishap during 
the course of minor surgery. The 
loss was a very great one indeed. 

The Seraphim disc recouples the 
Beethoven and Schubert items that 
were previously available on Amer- 
ican Columbia LPs. The sound is 
very clear, and -if memory serves 
-far superior to that in the earlier 
transfers. Some machines might re- 
produce the sound with a rather 
raw intensity, but a flip of the 
treble knob downward ought to 
alleviate the situation. Balance be- 
tween the two instruments is quite 
good, and in that Iespect a bit 
superior to the rounder, plushier 
Victrola, where the piano sounds 
somewhat distant. The Beethoven 
is a terse, muscular reading, with 
Dame Myra giving a memorable 
statement of the important key- 
board part. This is sinewy, intense 
Beethoven playing, though not 
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quite as rapid and structurally rig- 
orous as the later 78 -rpm set 
with Pierre Fournier and Artur 
Schnabel. The Schubert Arpeggione 
might sound a trifle old- fashioned 
with Pierre Fournier and Artur 
mento, but such mastery can never 
be completely démodé. Gerald 
Moore's assistance is less assertive 
than Dame Myrá s in the Beetho- 
ven -the Schubert part is more 
basically accompanimental -but a 
model of warm -hearted decorum. 
Feuermann and Moore do similarly 
well by the Weber Theme and Var- 
iations (inexplicably attributed on 
the album as being from the Kun- 
zertstiick for Piano and Orchestra). 

The Mendelssohn Sonata, the 
Handel (in Feuermann's own ar- 
rangement), and Beethoven Magic 
Flute Variations all were contained 
on an earlier Camden LP back in 
the 1950s. The celebrated version 
of the Eyeglass Duo with Primrose 
was famous in its shellac version, 
and -if I'm not mistaken- appear, 
here for the first time in micro- 
groove format. Franz Rupp was a 
marvelous artist (he remains one 
today on the few treasurable occa- 
sions he steps from semiretire- 
ment), and the Primrose of the 
Thirties was probably the non- 
pareil of viola playing -such free- 
dom and beauty of tone! Feuer - 
mann isn't so bad himself. of 
course: the only version of the 

C 
Mendelssohn that holds a candle 
to this one, to my mind, is a per- 
formance by Aldo Parisot and Leo- 
pold Mittmann on the bygone 
Overtone label. 

The Parnassus contribution to 
the Feuermann revival might be 
hard to obtain. The disc, which l've 
seen in some New York shops, is 
a semiprivate pressing. and might 
well he pirated from the 78 Odeon 
matrices. Without getting involved 
in the legality of such "off -the- 
cuff" reissues, the disc is worth 
mentioning because, with the classi- 
cal industry in such an apathetic 
slump, it may not be long before 
such "gypsy operations" become 
the sole means of acquiring ob- 
scure but important links with the 
past. As noted above, both the 
Brahms and Dvorák are consider- 
ably older than the items on the 
Seraphim and Victrola discs, and 
are therefore less flawless docu- 
mentations (Van der Pas's piano 
playing is so tepidly balanced in 
the Brahms, for example, that it 
is almost inaudible). The orchestral 
part of the Concerto, however, is 

really quite alert and interestingly 
detailed. Taube is determined not 
to sentimentalize the lyrical por- 
tions, and as a result, almost gets 
faster and more metronomic when 
he reaches such episodes as the 
horn motif in the first movement. 
Feuermann's playing here is brisk, 
with remarkably pure intonation - 
in fact, it is technically even more 
perfect and musically almost as in- 
spired as Casals' unforgettable 1938 
Czech recording of the work. The 
primitive sonics have been lovingly 
and patiently restored by Parnassus 
-the labors include adjusting pitch 
differences between the 78 sides, 
and equalization to minimize the 
sonic differences between the first 
two and last movements of the 
Dvorák, which were evidently 
made at different sessions with dif- 
ferent microphone setups. The en- 
tire presentation, in fact, bespeaks 
care and a definitely con amore 
attachment to Feuermann. 

EMANUEL FEUERMANN: "Cello 
Recital." BEETHOVEN: Sonata for 
Cello and Piano, No. 3, in A, Op. 
69. SCHUBERT: Sonata for Cello 
and Piano, in A minor, D. 821 
( "Arpeggione "). WEBER: Andan- 
tino and Variations for Cello and 
Piano, in F. Emanuel Feuermann, 
cello; Dame Myra Hess, piano 
(in the Beethoven); Gerald 
Moore, piano (in the Schubert 
and Weber). Seraphim 60117, 
$2.49 (mono only). 

EMANUEL FEUERMANN: "Cello 
Recital." BEETHOVEN: Duo for 
Viola and Two Obbligato Eye- 
glasses; Variations for Cello and 
Piano on "Ein Mädchen oder 
Weibchen" from Mozart's Die 
Zauberflöte, Op. 66. HANDEL: Or- 
gan Concerto in G minor, Op 4, 
No. 3: Adagio and Allegro. MEN - 
DELSSOHN: Sonata for Cello and 
Piano, No. 2, in D, Op. 58. 
Emanuel Feuermann, cello; Wil- 
liam Primrose, viola (in the Eye- 
glass Duo); Franz Rupp, piano. 
RCA Victrola VIC 1476, $2.98 
(mono only). 

BRAHMS: Sonata for Cello and 
Piano, No. 1, in E minor, Op. 
38. DVORAK: Concerto for Cello 
and Orchestra, in B minor, Op. 
104. Emanuel Feuermann, cello; 
Theo Van der Pas, piano (in the 
Brahms); Berlin State Opera Or- 
chestra, Michael Taube, cond. (in 
the Dvorák). Parnassus 1, $5.00 
(mono only). 
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and audience wanted to turn her into 
a coloratura attraction, like Hempel or 
Tetrazzini. 

The best example of her less showy 

gifts is contained in the William Tell 

aria, a beautifully shaped and sensitively 
conceived version of Mathilde's cavatina. 
Lucia's Mad Scene (a childhood favorite 
of mine, this) shows the voice taking on 

an almost metallic brightness above the 

stave, but the notes are hit plumb center 

and the line is admirable. The Reggi- 

mento showpiece is taken with boldness 

and verve, yet there is all the delicacy 
and subtlety you could ask for. 

Toti dal Monte is Venetian and some of 
the canzone are from or about the sea - 

girt city; not all of them are really worth 
reviving, but the lady's way with them 

makes you forget that. 
The notes (by one Luciano di Cave) 

are ebulliently enthusiastic but not suf- 

ficiently informative about dates and cir- 
cumstances of recordings. Dal Monte 
made two versions each of the Lucia 
Mad Scene and Benedict's Venetian Car- 

nival: we are here given the first (pre - 
electric) version of these. Mr. Di Cave 

maintains that none of the present selec- 

ticns has previously appeared on LP. 
Some of Rococo's 78 -rpm source press- 

ings were fairly scratchy, but these can 

easily be cleared up with the help of 
filter or treble controls: this is by far 
preferable to excessive filtering at the 

dubbing or mastering stage. At least this 
way you have it all, to do with as you 
wish. G.M. 

HISPANIAE MUSICA: "Masters of the 
Baroque, Vol. 2." DURON: Ya rompen 
sus velos; Adiuva dos Deus. CEREOLS: 
Hodie nobis caelorum Rex. AGUILERA: 
Tiento de falsas de quarto tono. 
BRUNA: Tiento de primer tono. 
XARABA: Obra accidental No. 2. VADO: 

Tiento de primer tono. ALVARADO: 
Tiento sobre el "Pange lingua." CABA- 

NILLES: Paseos II. ELIAS: Preludio. 
Julio Gárcía Llovera, organ; vocal and 
instrumental soloists; Chorus of the 
Montserrat Monastery, Ireneo Segarra, 
cond. Archive 198453, $5.98. 

Despite the surge of interest in baroque 
music over the past decade or so, very 
little attention has been paid to Spain. 
Archive now rectifies the oversight with 
a sampling of organ and sacred choral 
music ranging from late sixteenth to mid - 
eighteenth centuries. It may come as a 

surprise that Spanish composers were 

really very much in the main stream of 
continental European music -making at 

that time, although they do retain an un- 
mistakable nationalistic flavor. This is 

particularly apparent in the choral pieces 

included here. 
The vocal side of the disc contains two 

works by Diego Duren, a hitherto un- 
known brother of Sebastián Duren. The 
carol /a rompen sus velus is scored for 
two choirs, one vocal and the other in- 
strumental: baroque oboes and a continuo 
consisting of sackbut, baroque bassoon, 
harp, and violone. It is a charming and 
thoroughly delightful work -perhaps the 

best of the set. The choir of the monas- 
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tery in Montserrat is made up of boys 

and men who sing with precision and 

much feeling. but they do not quite match 
the caliber of the best European ensem- 

bles. 
The organ side of the disc is certainly 

less compelling. Senor Llovera has se- 

lected a rather undistinguished group of 
pieces which he plays slowly, accurately, 
and academically. The organs included 
are the famous Emperor's Organ in To- 
ledo, the organ of the royal chapel in 
Madrid, and the organ of the S. T. M. B. 

de La Seo in Zaragoza. These historic 
Spanish instruments are chiefly interest- 
ing for their brilliant and fiery collection 
of reeds, but Llovera employs them only 
once in a short piece played on the Toledo 

instrument. E. Power Biggs gives a far 
more spectacular demonstration on his 

recent Columbia album "Historic Organs 

of Spain' (MS 7109). No matter, the 

choral side alone makes the disc well 
worth exploring. C.F.G. 

IGOR KIPNIS: "The Harmonious Black- 
smith." HANDEL: The Harmonious 
Blacksmith; Suite No. 11, in D minor: 
Sarabande. ANON.: Greensleeves; The 
Nightingale. BYRD: La Volta; Pavana, 
The Earl of Salisbury. BULL: The King's 
Hunt. PURCELL: A New Ground in E 

minor, Z. T682. CROFT: Ground in C 

Continued un page 117 

We've added 
Roméo et Juliette' 

to our list of imports. 

Berlioz: Roméo ei 3aHette 
Patricia Kern, soprano; 

Robert Tear, tenor, 
John Shirley -Quirk, bass; 

John Alldis Choir. 
London Symphony Orchestra & Chorus /Davis 

839.716/17 

Already 
on our list: 

Berlioz: Te Deum 
Tagliavini, tenor, London 

Symphony Chorus & Orchestra/Davis 
839.790 (SAL 3724) 

Berlioz: Symphonie Funèbre et Tromphale; 
Marche funèbre, Op. 18; Prelude to Les Troyens à Carthage. 

London Symphony Orchestra/Davis 
802.913 

Berlioz: Les Nuits d'ete; 5 Songs 
Armstrong, soprano; Veasey, mezzo soprano; 

Patterson, tenor; Shirley -Quirk, bass. 
London Symphony Orchestra /Colin Davis 

6500.009 

A Product of Mercury Record Productions, Inc. 
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BEETHOVEN ON RECORDS 
Continued from page 76 

Vivace is especially effective), thus indi- 
cating that they can play late Beethoven 
and play it well. A third version is the 
Philips Quartetto Italiano pairing with 
Op. 127. Their performance here is too 
placid for my taste, the slow tempos of 
the first two movements being a princi- 
pal cause for the lack of energy. 

Finally, there are several transcrip- 
tions of the Grosse Fuge that should be 
considered. As is well known, many feel 
that this piece is too "big" for the con- 
fines of its original medium -although I 
would say that this has been adequately 
disproved by the Smetana, Amadeus, and 
Hungarian Quartets. But in any case, 
there are several versions available for 
string orchestra (amounting to little more 
than a doubling of the parts). My own 
favorite is the Wilhelm Furtwängler re- 
cording with the Berlin Philharmonic, a 
rechanneled stereo version of a concert 
performance. Although it suffers from 
the same defects as most concert record- 
ings, it is a beautifully paced reading 
with surprisingly good sound. Another 
excellent Heliodor pressing is the two - 
record set by Arthur Winograd and the 
Winograd String Orchestra (which also 
includes Bach's Art of Fugue), a particu- 
larly attractive offering because of its 
low price (two records for the price of 
one) and the unusual (but logical) cou- 
pling. Not as good are the versions by 
Hermann Scherchen with the English 
Baroque Orchestra, and by the Orchestre 
de la Suisse Romande under Ernest An- 
sermet. The former is a rather mannered 
interpretation, while the latter suffers 
from some weak instrumental playing. 

In closing, 1 can summarize my choices 
as follows: Op. 18, the Hungarian set; 
Opp. 59 and 74, the Juilliard set; Op. 95, 
the Weiner Quartet; Op. 127, the Yale 
Quartet; Op. 130, the Smetana Quartet 
(which contains the Grosse Fuge but not 
the standard finale); Op. 131, the Juil- 
liard Quartet (by default -1 prefer the 
Hungarian, but this involves buying their 
whole set); Op. 132, the Yale Quartet; 
Op. 135, the Juilliard Quartet (again b) 
default -I like the Amadeus better). I 
dare say that there are many who would 
not follow me straight down the line. In 
any case, the general quality of these 
releases is extraordinarily high. One can 
hardly go wrong with any of them. 

t\'e.ct month: Part IV, Beethoven's other 
chamber music, by Robert C. Marsh, 
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minor, Z. D221. CLARKE: The Prince 
of Denmark's March, Z. S125. CHAM- 
BONNIERES: Chaconne in F. COU - 
PERIN, F.: Le Tic -Toc -Choc. RAMEAU: 
Tambourin; La Poule. DAQUIN: Le 
Coucou. SCARLATTI, D.: Sonata in D 
minor, K. 9; Sonata in E, K. 20. AL- 
BENIZ, M.: Sonata in D. BACH: The 
Well- Tempered Clavier, Book I: Prelude 
and Fugue No. 1, in C; The Anna Mag- 
dalena Bach Book: 3 Minuets. BACH, 
C.P.E.: Solfeggio in C minor, Wq. 117, 
No. 2. MOZART: Sonata No. 11, in A, 
K. 331: Rondo alla Turca. BEETHOVEN: 
Minuet in G, WoO 10, No. 2. Igor 
Kipnis, harpsichord. Columbia MS 7326, 
$5.98. 

This collection of encore pieces is, like 
everything else l have ever heard Igor 
Kipnis play, beautifully performed and 
the registration in excellent taste (thank 
God that the sixteen -foot stop is being 
recognized as superfluous, unauthentic, 
and tiresome these days!). His ornaments 
for repeated sections are imaginative and 
impeccably stylish. The instrument he 
uses has a lovely, silvery tone, and the 
recording, very "forward," is a model of 
clarity. 

The only thing I would say of a criti- 
cal nature is that the whole idea seems 
a bit old -fashioned, rather like the kind of 
things Landowska had to record in the 
bad old days for RCA (the Minuet from 
Don Giovanni, a piece by Couperin, etc.) 
in order to get the harpsichord recorded 
at all. Do people still want this kind of 
anthology? Perhaps it is a useful way 
to introduce the instrument to your 
Steinway- minded or Stockhausen- oriented 
friends. In any case, it is a very good 
anthology; and if it brings even one per- 
son nearer to Bach or Bull, I'm all for 
it. H.C.R.L. 

YANNULA PAPPAS: "Greek and Span- 
ish Songs." RAVEL: Cinq mélodies pop- 
ulaires grecques. PETRIDIS: L'Oubli. 
KALOMIRIS: I gria Zoi. XANTOPOULOS: 
Douro, douru. THEODORAKIS: O Kyk- 
los. GURIDI: Como quieres que adivine; 
Mananita de San Juan. TURINA: Si con 
mis deseos; Farruca. TOLDRA: Madre 
unos ojuelos vi. RODRIGO: Coplillas. 
MONTSALVATGE: Cancio de cuna para 
dormir a un negrito; Canto negro. Yan- 
nula Pappas. mezzo; Horst Gabel, pi- 
ano. Da Cornera Magna SM 90006, 
$7.95. Availaale from Music Masters, 
25 West 43rd Street, New York, N.Y. 
10036. 

I'he identity of Yannula Pappas remains 
a carefully guarded secret on this Ger- 
man import -there are brief notes (in 
German, French, and English) about the 
music, but not a word on the artists. 
Never mind: this is an absolutely dis- 
arming recital ' f flavorsome folk -inspired 
art songs performed with a fresh spon- 
taneity that masks an underlying musical 
sophistication. 

1 would judge that Miss Pappas' voice 
is on the smallish side, rather limited in 
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its coloristic and dramatic range -in 
other words, hardly potential operatic 
material. But her fragile, shimmering 
mezzo is just about perfect for the music 
on this disc, and even without the benefit 
of texts and translations the effect of her 
singing here is spelt binding in its purity 
of intonation. sensitive grading of textual 
nuances. and appealing innocence. The 
Ravel songs (sung in Greek) will he 
familiar and a few of the Spanish item, 
turn up on recital programs. The rest 
of the music is virtually terra incognita. 
especially the four contemporary Greek 
selections. Except for the intriguing 
lengthy mosaic by Mikis Theodorakis 
(born in 1925 and presently in a Greek 
prison for his outspoken resistance to the 
current regime), these songs are on the 
safe side of the twentieth century with 
their folklike modality and occasional 
touches of exotic "Asia- Minor" melismas. 
Miss Pappas is understandably very much 
at home in this material. but the Spanish 
songs are equally delightful and idiomatic. 
Horst Göbel's supple accompaniments 
and the warm. intimate acoustics are 
splendid complements to this uncom- 
monly interesting recital. P.G.D. 

GERD ZACHER: "Avant -garde Organ 
Music." ENGLERT: Vagans Animula. 
FELDMAN: Intersections 3. ZACHER: 
Re. CAGE: Variations Ill. Gerd Zacher, 
organ. Deutsche Grammophon 139442, 
$5.98. Tape: fi 9442. 71/2 ips, $7.95. 

This is Gerd Zacher's second recording 
of recent organ music for DGG. and al- 
though he once again reveals himself to 
he a remarkably versatile technician and 
imaginative interpreter, the present disc 
seems much less interesting than the first, 
mainly due to the quality of the pieces 
included. Best of the group is Giuseppe 
Giorgio Englert's Vagans Animula, a 
humorous parody based on musical kitsch 
of the religious variety. The piece opens 
with a very funny prelude of incredible 
pomposity, apparently built from frag- 
ments of actual pieces (arranged, how- 
ever, so as to be unrecognizable). This 
is the only portion of the piece that is 
notated. The remainder consists of a tape 
constructed by the composer from sus- 
tained, static organ sounds, to which 
Zacher counterpoints fragmented quota- 
tions recalling that well -known type of 
church organ music in which religious 
character and sentiment have become 
stylized to the point of cliché. 

Zacher's own Rr; is written for organ 
tuner as well as organist, and consists of 
a pedal D throughout with the addition 
of its harmonic and disharmonic com- 
ponents (Bach's D minor Toccata makes 
an unexpected appearance at one point). 
It is an interesting idea. but one which 
is carried on at too great length to sus- 
tain interest here. The Feldman and Cage 
pieces are not so much compositions a, 
"sets of actions" for the performer 
(neither was written explicitly for the or- 
gan). The results are pretty much what 
one would expect, although the Feldman 
does give vent to some very interesting 
sounds created by the suppression of the 
organ's wind supply. R.P.M. 

NEW! 
.Ditlinryaitbn) Solo Pevfornrrnrrrt 

ARTIST in 

RESIDENCE SERIES 

JERRY SIRUCEK 
Indiana University 

#1505 "JAMES PELLERITE, Flute 
#1293 **PHILIP FARKAS, French Horn 
#1601 "EUGENE ROUSSEAU, Saxophone 
#1510 **JERRY SIRUCEK, Obce 
#1410 "HENRY CHAS. SMITH, Trombone 
#1294 'LEONARD SHARROW, Bassoon 
#1409 "'OBERLIN FAC. WW. QUINTET 
#1408 "WAYNE RAPIER, Oboe 
#1244 *ROBERT WILLOUGHBY, Flute 

(- bid Oaten 
FREE BROCHURE - LISTS ALL PROGRAMS 

sit 95- 

DEALERS-DISTRIBUTORS, - PLEASE WRITE 

the vocal implica 
lions of this breed of 
performance are enormous 

I was especially 
taken with Jerry Sirucek's 
performance . and I 

cannot hope to hear a 
superior oboe ever." 

-Edwin Safford, 
Providence Journal 

Providence, R.I. 

eO 
RECORDING COMPANY 

4 971 North High Street 
Columbus, Ohio 43214 
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ORGAN WORKS 
OF 

PACHELBEL 

E. William 
Brackett, 
Organist 

Fuga in D Ciacona in d 

Von Himmel Hoch (Trio and Fugue) 
Allein Gott in de Hoh sei Ehr 
O Mensch, bewein dein Sunde grob 
Alle Menschen mussen sterben. 

Chorale and eight partitas 
Werde Munter Mein Gemute. 

Chorale and four partitas. 

Recorded on the Casavant Organ 

Send $4.00 each plus 50c for post- 
age and handling. 

Name 

Street 
City 

State Zip Code 

RECORDINGS, INC. 

101 DOVER RD. 

GLEN BURNIE, MD., 21061 
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in brief 
BARBER: Souvenirs. SURINACH: Spells 

and Rhymes for Dancers. London Symphony 
Orchestra, Josè Serebrier, cond. 

(in the Barber); Harkness Symphony 
Orchestra, Jorge Mester, cond. 

(in the Surinach). Desto DC 6433, $5.98. 

BEETHOVEN: Sonatas for Cello and Piano: No. 2, in 
G minor, Op. 5, No. 2; No. 5, in D, 

Op. 102, No. 2. Pablo Casals, cello; Mieczyslaw 
Horszowski, piano. World Series PHC 9099, $2.98. 

CHABRIER: Bourrée fantasque; Espana (arr. Chevillard); 
Feuillet d'album; Pièces pittoresques. 

Aldo Ciccolini, piano. Angel S 36627, $5.98. 

COUPERIN: Pièces de Clavecin: Ordres I and II. 
József Gát, harpsichord. Qualiton LPX 11316, $5.98. 

MENDELSSOHN: Symphony No. 3, in A minor, 
Op. 56 ("Scotch"); Ruy Blas Overture. 
New Philharmonia Orchestra, Wolfgang 

Sawallisch, cond. Philips SAL 3739, $5.98. 

SAHL: Tropes on the Salve Regina. 
\, Mixed media performers. Lyrichord LLST 7210, $5.98. 

STRAUSS, Johann II: Waltzes: On the Beautiful 
Blue Danube; Emperor; Vienna Blood; 

Artist's Life; Voice of Spring. New York 
N. Philharmonic, Leonard Bernstein, 

cond. Columbia MS 7288, $5.98. 
Tape: EN MQ 1155, 71/2 ips, $7.98. 

NICANOR ZABALETA: "Harp Recital." Nicanor 
Zabaleta, harp. Deutsche Grammophon 

139419, $5.98. 

The scores of these two ballets might well have been shelved along with 
their choreography -both have long since been dropped from the reper- 
tory. Carlos Surinach's piece has a certain superficial pop -concert zip 
in the Spanish style. It is inconceivable, however, that Souvenirs is the 
work of a composer as skilled and tasteful as Samuel Barber. It sounds 
like the work of some Russian hack. A.F. 

Recorded live in the Beethovenhaus, Bonn, these performances must be 
admired as the work of a vigorous old man. But to hear the true Casals 
achievement with this music one should turn to an earlier set of re- / cordings, the collaborations with Rudolf Serkin that are also available - on a low -priced label: Odyssey 32 36 0016. The differences are not so 
much in interpretation as in the fine degree of control that makes the 
master what he is. While the Odyssey set (dating from 1951 -53) cannot 
rival the World Series in engineering, it is musically the more valuable 
and remains perfectly acceptable to the critical ear. R.C.M. 

This collection largely parallels Jean Casadesus' recent budget -priced 
Qtlyssey disc. Ciccolini's performances, like those of both Casadesus 
and Rena Kyriakou in her complete set for Vox, are thoroughly expert 
and appealing. He uses more pedal than Casadesus, preferring swashes 
of brignt color to sharply focused, dry -point detail. In that respect 
Ciccolini's readings are more akin to Mlle. Kyriakou's, albeit with some- 
what more scope and virility. H.G. 

This is fluent harpsichord playing and well recorded, but József Gát's 
delivery is too metronomic to allow the finesses of Couperin's style 
full sway. The embellishments are crowded and a little nervous because 
Gát makes scant use of agogic accent and sensible rubato. Qualiton does 
well so far as engineering is concerned, but they are faithful companions 
to our own manufacturers in making the harpsichord larger than life. 
The instrument used in this recording is not only closely miked but has 
an amplifying device of its own, which places the performance in double 
jeopardy. P.H.L. 

Sure -handed and well -defined performances. Indeed, Sawallisch's tex- 
tures are so clear and his tempos so firmly drawn that one occasionally 
misses a touch of mystery and mood. Discipline, in other words, some- 
times precludes imagination and sensitivity. However, there is a welcome 
vigor in both works and a refreshing lack of pretense about the way 
Sawallisch calls a spade a spade. Superbly detailed sound in this im- 
ported Philips pressing and excellent orchestral work from the New 
Philharmonia. H.G. 

This curious work involves a number of "mixed media" elements: a 
great deal of meditative strumming on a guitar, like a folk singer decid- 
ing what to do next; the singing of a Gregorian Salve Regina by a 
wonderful tenor; some miscellaneous sounds apparently produced on a 
sitar; and some wild and patternless electronic noises. The total effect 
is quite fetching and the work draws you back for repeated hearings, 
although it lasts twice as long as its material warrants, at least to 
my ears. A.F. 

Sooner or later every recording conductor attempts a Strauss waltz 
program and, surprisingly, Bernstein has postponed the inevitable until 
now. The wait has been worthwhile: these readings are admirably con- 
trolled both in their lyrical expressiveness and in their animation. 
Bernstein's Vienna Blood is exceptional for its intoxicating blend of 
jaunty vivacity and poetic warmth, but all the others are impressive 
too. The New York Philharmonic men are on their best behavior and 
they are powerfully, often brilliantly, recorded. R.D.D. 

Repertory limitations being what they are, Zabaleta's latest solo pro- 
gram is predominantly devoted to stereo updatings of selections he 
recorded monophonically in the Fifties. These include, from the 
eighteenth century, the infectiously cheerful C.P.E. Bach Sonata in 
B minor, Wq. 139 and an engaging Air -and- Variations movement from 
a Krumpholz concerto; and from contemporary composers, the unex- 
pectedly lyrical Sonata (1939) by Hindemith, Prokofiev's flowing 
Prelude in C, Op. 12, No. 7, Salzedo's synthetically impressionistic 
Chanson dans la nuit, and a Caplet Divertissement à l'espagnole. New, 
I believe, are a companion Caplet Divertissement à la française and a 
fine Viotti Sonata in B flat. Zabaleta's performances are (as always) 
breathtaking for their flawless deftness and magical tonal coloring, and 
they are given ideally gleaming, transparent conics. R.D.D. 
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If 

One man's note is another man's squeak. ] No matte:. 
Red Seal covers the whole ball park of sound. The highs. The lows. 

And everyth:ng in between. Special lubricants make the 
tane glide almost frictión -free. So your guides and heads last longer. ] Amateurs use Red Seal. So co old pros. Its signal -to -noise ratio meets 

professional standards. 0 You get Red Seal quality in RCA Cassettes, too. 
.] With Red Seal the recorcing is as good as the real thing. Recording 

Whatever your thing is. Sound us out. Write RCA 
ricii 

Tape 
Magnetic Products, 201 E. 50th St.. New York 10022. 
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repeat 
performance A SELECTIVE GUIDE TO THE MONTH'S REISSUES 

BACH: English Suite No. 6, in D minor, 
S. 811; French Suite No. 5, in G, S. 
816; The Well-Tempered Clavier. Book 
I: Prelude and Fugue in G, S. 861; 
Book II: Prelude and Fugue in G, S. 
885. Wilhelm Backhaus, piano. Stereo 
Treasury STS 15065, $2.98 [from Lon- 
don LL 1638, 1958]. 

Bach did not often command the atten- 
tion of pianists from Backhaus' genera- 
tion- except, of course, in transcriptions. 
The performances here do not really sug- 
gest that Bach came naturally to Back - 
haus and he tends to lean rather heavily 
on the music. To be sure, romantic 
mannerisms are avoided and the dis- 
creetly pedaled textures are a model of 
clarity; but the big -boned tone gives us 
a larger- than -life picture of the music - 
the Prelude to the English Suite, although 
played straight, has all the mass and 
force of a Stokowski arrangement. There's 
a master pianist at work here, no mis- 
take, but this is a very special brand of 
Bach. 

BRAHMS: Symphony No. 2, in D, Op. 
73; Academic Festival Overture, Op. 
80. London Symphony Orchestra, 
Pierre Monteux, cond. World Series 
PHC 9123, $2.98 [from Philips PHS 
900035, 1963]. 

There are few Brahms Seconds available 
at a budget price apart from complete 
sets of the four symphonies, so this fine 
recording, made during Monteux's sunny 
final years with the LSO, is especially 
timely. Even at top dollar the perform- 
ance would be worth the attention of 
anyone shopping for the work. Mon - 
teux provides a velvety smooth orchestral 
texture underscored by a rippling muscu- 
lar fiber that belies the music's reputa- 
tion for pastoral geniality. The melodies 
sing as expressively for Monteux as for 
any conductor, but there is a strength 
and purpose to the reading that give 
it a very special quality. A bonus in the 
form of an enjoyable Academic Festival 
Overture turns an irresistible disc into 
an indispensable one. 

CHOPIN: Sonata for Piano, No. 3, in 
B minor, Op. 58; Barcarolle in F sharp, 
Op. 60; Nocturne No. 8, in D flat, Op. 
27, No. 2; Mazurka No. 32, in C sharp 
minor, Op. 50, No. 3. Dinu Lipatti, 
piano. Odyssey 32 16 0369, $2.98 
(mono only) [from Columbia ML 4721, 
1954, recorded in 1947/8]. 

It has been nearly twenty years since 
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Dinu Lipatti died of leukemia at the 
age of thirty- three. He made relatively 
few recordings but fortunately most of 
them have remained in circulation and 
this Chopin collection is to my mind 
the most indispensable of the lot. Lipatti 
so effortlessly beguiled the ear with his 
poised lyricism and bejeweled tone that 
one sometimes forgets what a perceptive 
musician he was. The three items on 
Side 2- played with brilliantly controlled 
rubato, subtle harmonic pointing, and 
supple phrasing -serve as an eye -open- 
ing reminder. while the eloquent Sonata 
No. 3 is quite simply the most distin- 
guished I've ever heard. A treasurable 
disc on all counts. 

GLUCK: Alceste. Kirsten Flagstad (s), 
Raoul Jobin (t), Alexander Young (t), 
Thomas Hemsley (b), et al.; Geraint 
Jones Singers and Orchestra, Geraint 
Jones, cond. Richmond SRS 63512, 
$8.94 (three discs) [from London OSA 
1403, 1958]. 

With all due respect to the great Kirsten 
Flagstad, this is not the way to win 
friends for Gluck. Granted, the earlier 
Italian edition of Alceste used here 
does tend to be even more statuesque 
and immovable than the later French 
revision, but such a thoroughgoing 
oratorio approach as heard on these 
discs very nearly kills the opera cold. 

Perhaps the best way to listen to the 
performance is a side at a time -that 
way one can savor Flagstad's singing 
in the abstract as an experience in sheer 
vocal sound. The soprano was entering 
the last phase of her career at this point 
and the voice shows signs of darkening 
into a ripe mezzo (perhaps this accounts 
for the Italian version, which lies a bit 
lower than the more demanding French 
rewrite). She sounds magnificent and 
that may be enough for some. The other 
singers offer no resistance to conductor 
Jones's stuffy pacing -with the exception 
of Raoul Jobin. He too was at the end 
of his career here and occasionally 
seems a bit worse for wear, although he 
does appear to be more involved than 
his colleagues. The sound is warm, full, 
and true. 

. HANDEL: Giulio Cesare (excerpts). Bev- 
erly Sills (s), Beverly Wolff (m), Mau- 
reen Forrester (c), Norman Treigle (bs), 
et al.; Chorus and Orchestra of the 
New York City Opera, Julius Rudel, 
cond. RCA Red Seal LSC 3116, $5.98 
[from RCA Red Seal LSC 6182, 1968]. 

RCA's "highlights" from its Julius Caesar 

have been cleverly selected to cash in 
on Beverly Sills's sudden elevation from 
a local talent to superstardom.The entire 
disc is devoted to her four big arias 
and two duets with Caesar -all the 
other characters, including the admirable 
Norman Treigle in the title role, only 
play an insignificant part here during the 
recitatives that lead into Cleopatra's solo 
scenes. Had RCA dispensed with some 
of this filler they might have added at 
least one aria apiece for Caesar, Cor- 
nelia. and Sextus and given us a more 
representative view of the score. 

As a showcase for Miss Sills, though, 
this album is a resounding success: not 
only is the voice a beguilingly warm 
and flexible instrument in itself, but the 
soprano brilliantly captures Cleopatra's 
voluptuousness and volatile personality. 
I found the live performances to be a 

shade more spontaneous and even more 
vocally assured, but there's little question 
that this represents Handel -singing of a 

very high order. 

HAYDN: Symphonies: No. 94, in G 

( "Surprise "); No. 99, in E flat. Vienna 
.- Philharmonic Orchestra, Josef Krips, 

cond. Stereo Treasury STS 15085, $2.98 
[from London CS 6027, 1958]. 

Delightful performances of these mar- 
velous scores. The Vienna Philharmonic's 
famed instrumental finesse and suave 
tonal qualities have been captured in 
a splendidly full -ranged, lively record- 
ing, and Krips adds a goodly measure 
of earthy wit and robust energy to his 
sound, perceptive leadership. Anyone 
coming to these symphonies for the first 
time should find Krips's solid. musicianly 
readings especially appealing. 

MOZART: Die Entführung aus dem 
Serail. Wilma Lipp (s), Emmy Loose (s), 
Walther Ludwig (t), Peter Klein (t), 
Endre Koreh (bs); Chorus of the Vienna 
State Opera; Vienna Philharmonic Or- 
chestra, Josef Krips, cond. Richmond 
RS 63015. $8.94 (three discs, mono 
only) [from London A 4301 1950]. 

My introduction to Mozart's Abduction 
was via this recording, so rehearing it 
again after many years conjured up a 

pleasant sort of nostalgia- tempered. 
unfortunately, by a fresh reminder of 
the performance's serious liabilities. Not 
one of the soloists seems particularly 
comfortable with this difficult music. 
Endre Koreh's meager gifts hardly meas- 

ure up to the challenge of Osmin and 
he is swamped by both extremes of the 
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role's wide- ranging tessitura. Walther 
Ludwig makes a most prosaic Belmonte, 
and Peter Klein's character tenor is 

neither suitable nor technically secure. 
The ladies are a bit better, but both Lipp 
and Loose are easily outclassed in rival 
recordings. Since Seraphim's Abduction 
offers far superior vocal performances 
-not to mention a lower price (two discs 
as opposed to three) and excellent stereo 
sound -Richmond's reissue is definitely 
noncompetitive. 

MOZART: Notturno for 4 Orchestras, 
K. 286; Serenata Notturna, K. 239; 
Lucio Silla: Overture; Konig Thamos: 
Interludes. London Symphony Orches- 
tra, Peter Maag, cond. Stereo Treasury 
STS 15088, $2.49 (from London CS 

6133, 19591. 

We must wait fur yuadriphonic sound, 
I suppose, before a really effective re- 

cording of Mozart's Notturnu for Four 
Orchestras comes to pass. This two - 
channel performance takes its cue from 
the echo pattern of the composer's over- 
all plan: the principal orchestra is spread 
evenly left and right while the three 
-echo" orchestras -which play overlap- 
ping repetitions of the material first 
stated by the main group -are firmly 
situated on the right (echoes one and 
three) and on the left (echo two). Since 
each echo is softer than the one that 
preceded it, orchestra four is virtually 
inaudible much of the time. Try listening 
over a headset and the effect becomes 
much clearer. 

1f Mozart's four -orchestra fun and 
games leaves you unimpressed, there is 

always the delectable Serenata Notturna 
and some engaging scraps from the com- 
poser's precocious teen -age years. Maag's 
readings are lithe, lyrical, and elegantly 
played by the Londoners. 

MUSSORGSKY: Songs and Dances of 
Death. TCHAIKOVSKY: 3 Songs from 
Op. 6: None but the Lonely Heart; Be 
Silent, Beloved; Believe Not, My Love. 
PROKOFIEV: 5 Poems by Anna Akhna- 
tova. Galina Vishnevskaya, soprano; 
Mstislav Rostropovich; piano. World 
Series PHC 9138, $2.98 [from Philips 
900021, 1962]. 

Vishnevskaya is in magnificent form for 
this tasty recital of Russian songs -the 
stark Mussorgsky cycle makes an espe- 
cially powerful impact in these vivid, 
dramatic performances. Death has many 
guises here -imperious, seductive, sar- 
castic, and triumphant -and Vishnevs- 
kaya, without ever resorting to un- 
musical histrionics, finds precisely the 
right vocal inflection for each colorful 
portrait. Not since the old MK recording 
of Eugene Onegin has her voice sounded 
so lovely: the caressing pianissimos in 
the Serenade are ravishing and she opens 
up thrillingly on the full -throated climax 
of The Field Marshal. 

The three Tchaikovsky songs have a 

depth of expression here that goes far 
beyond their salonlike atmosphere, and 
the five Prokofiev vignettes are also 
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strongly characterized and beautifully 
vocalized. Rostropovich accompanies his 
wife discreetly but firmly. The sound is 

a bit too resonant and the balance be- 
tween singer and pianist might have been 
more carefully judged -minor flaws in 
an otherwise treasurable disc. 

SCRIABIN: 24 Preludes, Op. 11; Fan- 
taisie, Op. 28; Vers la flamme, Op. 72; 
5 Last Preludes, Op. 74. Raymond 
Lewenthal, piano. Westminster W 9361, 
$2.94 (mono only) [from Westminster 
XWN 18399, 1958]. 

A timely reissue -the composer and 
pianist featured here are both currently 
enjoying a revival of sorts. The disc 

gives us a useful cross view of Scriabin's 
piano music as it developed from the 
Chopinisms of the Op. I I Preludes 
through the sweeping Rachmaninoff -like 
Fantaisie to the cryptic mysticism of the 
late Vers la Jlanune and five last Pre- 
ludes. Lewenthal is just the man for this 
sort of thing and his large -scale. generous 
approach generates plenty of excitement. 
The earls Preludes are gracefully and 
poetically played. but the admittedly 
rather obscure Opp. 72 and 74 seem to 
baffle him somewhat; undoubtedly, were 
he to tackle it today, Lewenthal could 
bring more coloristic point to the dark/ 
light imagery of Vers la flamnre. The 
piano reproduction is serviceable. albeit 
a hit flat and one- dimensional. 

PETER G. DAVIS 

March Is Mebta Month 
London is proud of its ever increasing catalogue 

by the brilliant Indian conductor 

i J IN MIHIJI 
to,poiT 

RECORDS 

New releases: 

Beethoven: 

THE CREATURES OF PROMETHEUS (Excerpts) 

The Israel Philharmonic Orchestra 
CS -6660 

Stravinsky: LE SACRE DU PRINTEMPS 

8 INSTRUMENTAL MINIATURES FOR 15 PLAYERS 
The Los Angeles Philharmonic Orchestra 

CS -6664 

Now available separately 

Tchalkovsky: SYMPHONY NO. 5 IN E MINOR 
CS-6606 

Dvorak: SYMPHONY NO. 7 IN D MINOR 
C S-6607 

both with the Israel Philharmonic Orchestra 
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Tonight with Doc Severinsen 
Doc SEVERINSEN (born Carl Severinsen 
in Arlington, Oregon) is, as millions upon 
millions of Americans know, conductor 
of the band on Johnny Carson's Tonight 
show. He has a groovy wife named 
Evonne (who doubles as his business 
manager), four kids, seven horses, and 
sixty -eight acres of ranch in New Jersey. 
And his Tonight show band is a really 
remarkable, virtuoso orchestra. In fact, 
it contains the best group of musicians 
of any band in the country. Each man 
in the trumpet section, for example, is 
capable of doing a first -rate job in the 
lead chair. Doc himself is a phenomenal 
lead trumpeter. 

Here, 1 thought, I should find a happy 
man and a happy organization. And to 
a large extent, this is true. "1t is a happy 
band," says Grady Tate, the singer, who 
also happens to be an excellent drummer. 
He alternates in the drum chair with an- 
other fine drummer, Eddie Shaughnessy. 
Yet the picture is not as contented as it 
seems. 

But let's look at the band itself for a 
minute. A total of twenty -six men play 
in the Tonight show band -not all at 
the same time, of course. Performing 
strength is sixteen; the larger number is 
necessary to take care of days off. 

The lead trumpeter is Johnny Frosk. 
The rest of the trumpets are Bob McCoy, 
Jimmy Maxwell (he's the big one with 
the beard), Dick Perry, Snooky Young, 
and Clark Terry -names familiar to any 
jazz fan who reads personnel lists on 
liner notes. Clark Terry, needless to say, 
is one of the great soloists in the history 
of jazz. 

The trombones (or "bones" as musi- 
cians call them) are Bob Alexander, Sy 
Burger, Sonny Russo, Paul Faulice, and 
Dick Lieb. The saxes are Tommy New- 
som (an excellent arranger, be it noted), 
Arnie Lawrence, Sid Cooper, Al Klink, 
Wally Kane, Bobby Tricarico, Harold 
Feldman, and Don Ashworth. 

Julie Ruggerio or Bob Haggart alter- 
nate on bass. (Haggart will be remem- 
bered by older jazz fans from his days 
with the Bob Crosby band.) Tony Mottola 
or Bucky Pizzarelli play guitar. Derek 
Smith or Ross Tompkins is the pianist. 
Ross, a superb player in the same school, 
more or less, as Oscar Peterson is one of 
the most underestimated musicians in the 
country- although not by fellow musi- 
cians in New York. 

Doc himself has been with the Tonight 
band as long as the show has existed. He 
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went on the air as a member of the 
trumpet section when the show began, 
with Steve Allen, some twenty years ago. 
Doc was twenty -two then and Skitch 
Henderson was the leader. When Jack 
Paar took over the show, he brought in 
José Melis as leader. Doc survived even 
that change. When Carson came to the 
show, Skitch got his old job back. Doc 
left the band for a while, to play con- 
certs around the country, returning about 
three years ago. Skitch was replaced by 
Milton De Lugg, who lasted a minute or 
two, and then the job fell to Doc, who 
had been assistant conductor under 
Skitch. 

"Doc's a young man," says Grady 
Tate. "Fortunately, he's worked under 
some of the older guys who've had the 
classics under their fingers. But he's 
young enough to be in touch with the 
'now' sound. And that makes for a broad 
understanding. It's a comfortable job. 
That's another thing that keeps so many 
of the cats there. it makes for security 
and the job doesn't take all your time. 
So the cats can work at studio jobs." 

They certainly can. Sometimes you get 
the feeling that the members of the To- 
night band are on half the recordings 
made in New York City. Snooky Young, 
Jimmy Maxwell, Grady himself -every 
time you turn around, they and their 
colleagues are on record dates. This is 
made possible by the fact that the To- 
night show rehearses in the late afternoon 
and is taped from 6:30 to 8:00 p.m. The 
men are usually free to take daytime 
dates or those in the latter part of the 
evening. 

Doc used to do a lot of dates himself, 
but the responsibilities for the show, and 
his concert commitments around the 
country, make that impossible now. 

Doc is not the clown the show's audi- 
ence might think. Rather quiet of manner, 
with a strong Western accent, he is in- 
clined to wear dungarees in his off hours. 
That may have something to do with the 
horses. His wife explains: "We both 
grew up in ranching country." She adds 
wryly: "The horses are Doc's hobby. But 
the kids and I do all the work. If he has 
time to make three horse shows a year 
nowadays, he's lucky." Doc travels con- 
stantly. He is in heavy demand for con- 
certs (many of them with symphony 
orchestras) and other engagements. 

He rarely uses the full complement of 

Continued on page 124 
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Introducing... 

A NEW PINNACLE 
OF PERFECTION 
in stereo listening 

i 

KENWOOD 

Mß9070 
FM /AM STEREO RECEIVER 

Featuring... NEW 3 -WAY FM /AM TUNING CONVENIENCE: 
Automatic Station Selector; Remote Automatic Control and Manual Tuning; Exclusive Auto- 

matic Tuning Circuit selects only FM stereo station 

NEW OUTSTANDING TUNER SECTION: 
4 Ins and Crystal Filter FM IF Stages deliver superb selectivity and 1.5 dB capture ratio; 
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response ratio 

NEW DYNAMIC AMPLIFIER SECTION: 
300 watts (II-1F) power output to drive any low efficiency speakers; 2 dB Step -Type Tone Con- 

trol and Presence Control for best sound 
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FET, Mechanical Filter AM Tuner Section Interstation Muting Circuit to suppress 

interstation noise 2 pairs of PHONO Input Jacks for 2 sets of record players Front Panel 

Tape Dubbing and Headphone Jacks 20 dB Muting Switch for temporary quietness 
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the sound approach to quality 

For complete specifications write to: 
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the Tonight band. For one thing. its 
members are frequently tied up with 
studio commitments. For another, he fre- 
quently flies out. plays an engagement. 
and returns to New York City. It would 
be economically unfeasible to carry so 
big a band on such brief trips. Instead, 
he carries his rhythm section and picks 
up local musicians at the site. His wife 
says. "There isn't a place in the United 
States where he doesn't know who the 
top musicians are. and how to get in 
touch with them." 

Doc is enormously impressed by the 
members of the Tonight band. You take 
AI Klink," he says. (Klink was once a 
member of the Glenn Miller band.) "He's 
still using the first mouthpiece he ever 
used on tenor. He can sound like Ben 
Webster, Stan Getz, Coleman Hawkins - 
whatever is asked of him. Other guys 
keep changing reeds. changing mouth- 
pieces. He doesn't. It's all here." Doc 
pointed to his head. "Al is a guy who's 
never been shown off and exposed the 
way he should have been. He never 
really got a chance to do his thing. I'm 
always amazed by him." 

Doc is at present trying to come up 
with a new kind of band sound -not a 
dance band. but a small group sound 
like Blood. Sweat. and Teals, or a some- 
what bigger band than the Chicago Tran- 
sit Authority. Sometimes he'll add a 
vocal group. He likes a few of the cur- 
rent groups. including the aforemen- 
tioned, and particularly the one called 
Blind Faith. 

Doc. like everybody else with integrity 
who knows the record business from the 
inside. is unhappy with it. He records for 
the Command label. for whom he has 
(lone about ten albums. Because he is 
exposed five nights a week on television, 
he can count on selling about 125,000 
copies per album. which is a pretty good 
count -particularly when you discount 
the press agent inflation of so many 
album sales. 

"The bubble -gum rock groups," Doc 
said. "don't make it with the public. 
Groups like the Iron Butterfly, the Led 
Zeppelin. yes, but not the other kind. I 
don't care how much radio exposure 
they're getting. the bubble -gum groups 
aren't selling records like they say." 

He picked up steam. "What I'd like to 
know is: what do people between twenty - 
five and the grave do for records? No 
one's making records for them. There 
are so many people who are dying to hear 
some good music on disc. But the com- 
panies say it can't succeed. And so they 
don't go out and try to sell it. 

"I'm perfectly willing to work in the 
patterns of today's music. But I don't 
want to take a forty- two -year -old trumpet 
player and try to water him down for the 
bubble -gum radio stations. You don't 
practice all your life to become a good 
performer and then leave it all outside 
when you walk into the recording studio. 
Man. that isn't what I got into this busi- 
ness for." 

Doc says that everywhere he goes 

people ask him where they can buy on 
records some of the kind of music he's 
playing. He has no answer. The record 
companies won't let it be recorded. With 
symphony orchestras, he performs a 
twenty -five minute fantasy on current pop 
music, using a rock rhythm section in 
the middle of the orchestra. In Pittsburgh 
recently. it brought people shooting out 
of their chairs in a standing ovation. 
Booked back for a repeat engagement, he 
was told by the orchestra's management 
that he must play it again. "You tell me 
where you can get something like that on 
record," Doc said. 

He heaved a sigh of disillusionment. 
"Of course, you know, half the people 
who say, 'Let's bring back the big bands,' 
aren't talking about the same kind of 
music you and I are. They mean bring 
back Tommy Tucker. And who the hell 
wants to bring that back ?" 

Doc feels, as many of us do, that 
the record business cannot be counted on 
to help sustain, much less restore, music 
to its proper stature and place in Ameri- 
can society. Oddly enough, he has hope 
for television as a benefactor of music. 

"I'm wondering whether with pay TV, 
cable TV, and the changing trends in 
television entertainment, we might get 
some better music on television." 

Doc is well aware that television is 
fluffing off a large adult audience. The 
kids aren't much of an audience for TV: 
they're too busy running around in daddy - 
bought cars, polluting the air (while com- 
plaining about the corruption of the en- 
vironment) to watch much television. 

"I don't think you're ever going to get 
the television audience to sit and listen 
to some trombone player for twelve 
choruses. But yes. I do think its a possi- 
bility that television will do something 
to improve music. Its a real possibility. 
When some of the good creative people 
decide to do something to improve it, 
it'll get done." 

The next day, as I pondered my con- 
versation with Doc, I had an idea. Johnny 
Carson appears on the Tonight show five 
nights a week. Friday, he's off, and a 
guest host fills his chair. Why not turn 
the show over to music on that night? 

Not necessarily to Doc and the band - 
although it wouldn't hurt to present more 
of them too -but to guests, good singers, 
and good instrumentalists. And give them 
enough room to do something. Tradi- 
tionally. television gives an instrumentalist 
about two and a half minutes. and a per- 
former can barely get into it in so short 
a time. Friday is a weak night for audi- 
ence attention. anyway. And such a policy 
just might attract the adults who currently 
are snapping off their TV sets with a 
chorus of groans that can be heard 
across the country. 

Meantime. Carson and NBC have al- 
ready done something for music, if only 
in keeping the superb musicians of the 
Tonight band from quitting the music 
business in disgust -a feeling every 
honest person in the industry has these 
days. GENE LEES 
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RECORDS 

IN REVIEW 

Available Now: two handsome volumes 
of reviews from HIGH FIDELITY. 

In each convenient book you'll find hundreds of 
current reviews of stereo and mono records, 
reviews of classical and semi -classical music ex- 
clusively, to help you build a truly distinguished 
collection of the music you enjoy most. 

Complete and authoritative, the kind of standard 
reference work that gains in value with the pas- 
sage of time, RECORDS IN REVIEW includes 
such noted critics as Nathan Broder, Alfred 
Frankenstein, and Harris Goldsmith- reviewers 
who stand high in their fields. Composition, per- 
formance, fidelity are discussed in detail; new 
recordings compared with earlier releases. 

To best aid you in record selection, reviews are 

organized alphabetically by composer, for quick, 
easy reference. Frequently recorded composers 
are further sub -divided by such categories as 
Chamber Music and Vocal Music. And, there is 
a special section on Recitals and Miscellany, 
followed by an Index of Performers. 

With so many records being issued each year, 
a reliable source of information is a necessity. 
What better source than reviews from the maga- 
zine that has been called "a bible for record 
collectors "! 

Reserve your copies of RECORDS IN REVIEW to- 
day. Use coupon below, or write: 

Wyeth Press, 2160 Patterson Street, Cincinnati, Ohio 45214 

Still available in limited quantities: 1964 Edition $5.95 1966 and 1967 Editions ea. $8.95 2 
I Wyeth Press 

2160 Patterson Street 
Cincinnati, Ohio 45214 

Please reserve the following copies of 
RECORDS IN REVIEW: 

CI 13th Annual (1968 Edition) $9.95 

14th Annual (1969 Edition) $9.95 

I Bill when shipped, plus mailing charges. 

I enclose payment (check or M.O. only). Publisher 
pays mailing costs. Include sales tax where applicable. 

Also send previous Annuals as checked: 

1964: $5.95 1966: $8.95 1967: $8.95 
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an exceptional recording 

THE GRATEFUL DEAD: Live Dead. Jerry 
Garcia, guitar and vocals; Phil Lesh, 
bass guitar and vocals; Bob Weir, gui- 
tar and vocals; Mickey Hart, percussion; 
Bill Kreutzmann, percussion; Tom Con - 
stanten, keyboards; Pigpen, vocals, 
conga, and organ. (Dark Star; Saint 
Stephen; The Eleven; Turn on Your 
Love Light; Death Don't Have No 
Mercy; Feedback; We Bid You Good- 
night.) Warner Bros. /7 Arts 1830, 
$9.96 (two discs). Tape: ® 4WA 1830, 
Parts I and II, $4.98 each. 

The Grateful Dead were part of the first 
wave of the San Francisco Sound (re- 
member that hype ?) that included the 
Jefferson Airplane, but unlike the Air- 
plane and many other Bay Area per- 
formers and despite several successful 
LPs, they have remained an "under- 
ground" group. What that means, ba- 
sically, is that they have been uncom- 
promising in their music -they haven't 
tried to be popular -and they have al- 
ways been far more turned on by a warm 
responsive crowd than by a cold indif- 
ferent studio. 

Many people, myself included, think 
that the Dead match the Airplane's tal- 
ent, though until now their albums have 
been unremarkable enough to make it 
a difficult chore convincing nonbelievers. 
No more. With one partial exception. 
there is not a single cut on this "live" 
two -record set that is not first -rate Dead. 

The Dead are the leading, and one of 
the very few successful, purveyors of 
improvisatory rock. How many rock 
groups can sustain interest in what are 
basically instrumentals lasting as long as 
a half hour? The most prominent assets 
of the group are the guitar of Jerry 
Garcia and the singing and personality 
of Pigpen. But without the foundation 
laid down by bassist Phil Lesh and the 
percussionists, Garcia would be nowhere. 
And Bob Weir, the other guitarist, de- 
serves more attention than he has re- 
ceived. 

It is ironic that a group so famous for 
being outrageous should produce such 
polite music. Most of the material is 
original and, like the playing, it is re- 
strained and often quite lovely. Even the 
eight -plus minutes entitled Feedback can 
only be described as tasteful. The only 
reservation I have is with the r & b stand- 
ard Turn on Your Love Light which 
sounds contrived, though it was probably 
tremendously exciting if you were on 
hand for the live performance (some of 
that feeling can be recaptured by turning 
the volume way up). 

One small but highly pleasing point: 
everyone concerned seems to have been 
confident enough about the music they 
were presenting to omit the applause. I 

hope it's a trend. J.G. 

FOREVER MORE: Yours. Alan Gorrie, 
vocals, piano, and bass guitar; Mick 
Travis, vocals and guitar; Onnie Mair, 
guitar and bass guitar; Stuart Francis, 
drums; instrumental accompaniment, 
Simon Napier -Bell, arr. (We Sing; It's 
Home; Home Country Blues; 8 O'clock 
and All's Well; You Too Can Have a 

Body Like Mine; five more.) RCA Vic- 
tor LSP 4272, $4.98. Tape: El P8S 
1558, $6.95. 

Forever More is an excellent British rock 
quartet making its American debut with 
this LP. Eclectic is the word used to 
praise derivative performers and For- 
ever More is derivative if it is anything. 
But even though many of the band's 
sources are still showing -the Beatles, 
Lovin' Spoonful, Rascals, among others 
-so much care, hard work, and musi- 
cianship went into its preparation that 
the album is fresh and exciting. 

Almost everything works. Lead singer 
Alan Gorrie achieves a wide range of 
emotions and a variety of styles, and 
Mick Travis, on the two straight songs 
he sings (he also does two novelty num- 
bers), has the makings of a good pop 
vocalist. The songs are consistently bet- 
ter than average with Travis and some- 
body named Sam Hedd each offering 
several fine tunes. All hands are good on 
their instruments -they play together 
beautifully, and the arranging and studio 
production are among the best I have 
heard recently on a rock album (there 
was some surface noise on the copy I 
listened to). Even the cover is well 
designed if somewhat bereft of hard in- 
formation. 

Several cuts have potential as singles 
(Back in the States Again, Yours, and 
Beautiful Afternoon) which is what most 
albums need to make it in the pop mar- 
ket. RCA doesn't have much of a track 
record for developing talent, but it 
would be an especial shame if they blew 
it with Forever More. Maybe being far 
away in England will help. If they ever 
make one, their second album ought to 
be great. J.G. 

ENOCH LIGHT: Spaced Out. Enoch 
Light and the Light Brigade. (Bond 
Street; Lover's Concerto; Knowing When 
to Leave; My Silent Love; eight more.) 
Project 3 PR 5043, $5.98. 

Enoch Light, a pioneer of spectacular 
stereoism, is still trying hard to recapture 
his onetime pre -eminence as the prime 
purveyor of audiodesiacs. Here his claims 
to further sonic innovations ( "the first 
new concept since the percussion era ") 
are based mainly on attempts to "inte- 
grate" the Moog synthesizer "into larger 
ensemble contexts." Arranger -performer 
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it s Kind ut a dumb -looking thing, but the 

ear is !:till the best listening device around. 

Which should tell you something about the 

shape of a Yamaha speaker 

True, the ear receives sound and a speaker 

reproduces it. But the basic principles of 

physics and design are es,.entially the same. 

There is a place in the middle through which 

the sound :ravels. Surrounding it are planes of 

varying dimensions. There is no symmetry. 

This is because sound is not symmetrical. It 

bends. So symmetrical shapes -ears or speak- 

ers -will confine sound to an area that won't 

let it bend naturally. (Cup your car and see 

how directional and different things sound.) 

The irregular shape of a Yamaha speaker 

gives sound waves of different length a place to 

go. Long waves go to the long parts, medium 

waves to the medium parts and so on. 

The result is a sound as close to natural as 

you've heard. Freer, fuller, more omnidirec- 
tional. 

Listen to what natural sound is all about. If 
you're not convinced then, well, maybe you are 

wearing the wrong kind of ears. 

Either we're right 
about the shape of our speakers, 

or you're wearing the wrong kind of ears. 

*YAMAHA 
.1N1:111.1 IN I I.kNA I IU\AI. CORP :1udo. I'n41o,1 Ilnnnm 

7733 Telegraph Road, .1lomehello. CAId '.1.41 
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Dick Lieb does indeed weave a wide va- 
riety of distinctive Moog strands into 
textures also featuring more familiar 
timbres. such as fuzz -guitar. vibra -slap, 
electronic harpsichord and organ, flugel- 
horn, etc. And he also contributes a fine 
demonstration solo. Petite Paulette, in 
which five of the eight recording chan- 
nels are devoted to Moog voices, and 
the remaining three to rhythm -section 
instruments. 

But over -all. the technology is retro- 
rather than pro- gressive in its return to 
marked left /right channel switchings and 
antiphonies. This is archaic, ping -pong 
stereo, or more accurately, when there 
is an effectively illusory center -fill, an 
effect that might be called ping -pang- 
Pons. Innovatory pretensions aside. how- 
ever. this ultrastereoistic and glaringly 
spotlighted engineering does make the best 
of the Light Brigade All Stars' hard - 
driving virtuoso performances. These in- 
clude three Bacharach tunes. three by 
Lennon and McCartney, and three Lieb 
arrangements of Bach originals (one of 
them the above -mentioned Petite Paul- 
ette). The Bach pieces are obviously in- 
spired partly by the Swingle Singers' ex- 
periments and partly by the Randall - 
Linzer hit metamorphosis of a Bach 
Minuet in G into the Leavers' Concerto. 
which is also included here. R.D.D. 

GLEN CAMPBELL: Try a Little Kindness. 
Glen Campbell, vocals; Al de Lory and 
Marty Paich, arr. and cond. (Both Sides 
Now; Country Girl; Love Is Not a Game; 
nine more.) Capitol SW 389, $4.98. 
Tape: f® 8XT 389, $6.98; NI) 4XT 389, 
$6.98. 

Glen Campbell wears well. Here is a 

perfect instance of a talent that was 
ready to be a star, and his audiences 
sense his security. Campbell spent years 
in recording studios behind other artists 
before he hit. The apprenticeship served 
him well: there's a relaxing consistency 
to all his albums. 

Campbell must take great pains in the 
crucial search for new material. But 
unlike less knowing performers, Campbell 
can tell precisely what songs suit him 
and how they should be handled. (He's 
no dummy in business either. Seven of 

the album's songs are published by his 
own company, and everyone in music 
knows that the money is in the publishing. 
I suspect that Campbell has a whole 
stable of people on retainers writing just 
for him.) 

Much of Campbell's consistency has to 
do with his continuing association with 
arranger /producer Al de Lory. They've 
been together from the beginning, and 
they read each other well. 

With all the freaks around, it's gratify- 
ing to watch a sane, intelligently handled, 
healthy career. Bravo to a stayer. M.A. 

GOGI GRANT: The Way a Woman Feels. 
Gogi Grant, vocals; Jimmie Haskell, arr. 
and cond. (Your Words; Joshua; Yes- 
terday When I Was Young; seven more.) 
Pete S 1111, $4.98. 

The trouble is that there is no further 
market for Nice Singers. This is not 
the '50s or even the '60s. Many a hard - 
won recording career is being cruelly 
clipped before its time. Ask Vic Damone. 
Ask Jack Jones. If they're in trouble, 
what chance has Gogi Grant at a revival? 
On the other hand, there are exceptions. 
Frankie Laine has made a comeback. But 
look at the garbage he had to sing in 
order to make it. 

Miss Grant conies from the '50s, when 
women had to sing pretty, with a corny 
edge. 1 suppose she has a nice sound, 
except that she has acquired an un- 
pleasant edge in her top register which 
makes one wish she had keyed down in 
many places (The Way a Woman Fee /s, 

for instance). 
Blessings on Miss Grant, but one can't 

help wondering where her perceptions 
lie, as she places this album in the same 
stores whose windows and racks feature 
the wildly successful world of Janis 
Joplin and Laura Nyro. M.A. 

GUESS WHO: American Woman. Guess 
Who, vocals and instrumentals. (Talis- 
man; Proper Stranger; When Friends 
Fall Out; six more.) RCA Victor LSP 
4266, $4.98. Tape: CO TP3 1036, 
$6.95; I® P8S 1518, $6.95; MO PK 
1518, $6.95. 

There is a difference between songwriters 
and people who write song -type things. 
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Nine out of ten "writers" are accident - 
makers who get lucky. Those who ap- 
preciate real music have always been 

concerned with the tenth. This rule ap- 
plies in rock -however much that may 
dismay you. 

Canada's Guess Who has in its 
four -man ranks a pair of true songwriters 
( Bachman and Cummings). Since nearly 
all rock writing is image -laden, the song/ 
nonsong distinction is subtle. yet the 
traditional rules apply: if at the end of 
a track you feel that you have heard a 

completed statement. then its a song. One 
further guideline: rock groups who make 
it tend to use real songs: groups who 
bomb out tend not to. The Guess Who 
is riding a single hit from this album, 
No Time, but there are some other inter- 
esting tracks: Talisman (a wordy ballad, 
but the words have genuine meaning), 
8 :15, and New Mother Nature. 

Like the majority of successful rock 
groups these days. the Guess Who is 
musical and broad -ranged. They are 
vocally adept, though I'm not crazy about 
their vocal blend. 

I do not say that the Guess Who 
is the Great Discovery of rock. But from 
over two dozen rock releases heard this 
month. this was one of the very few 
worth listening to. Take note. M.A. 

MIKE MELVOIN: The Plastic Cow Goes 
M000000g. Mike Melvoin, Moog syn- 
thesizer; Paul Humphrey, Colin Bailey, 
or Earl Palmer, drums; Dennis Budimir, 
guitar. (Spinning Wheel; Lady Jane; 
Born to Be Wild; nine more.) Dot DLP 
25961, $4.98. 

The likable title of this album brings 
up a subtle attitude toward the Moog 
synthesizer, an electronic "instrument" 
devised by Robert Moog. Now, every- 
one in the record business knows that 
Moog rhymes with vogue. And they all 
go on saying Moog as in this album 
title. So much for the quiet resentment 
of musicians toward certain electronic 
noninstruments with which they must 
deal more than they might choose. 

The Moog can do anything. in its 
Moogish way. What pianist arranger 
Mike Melvoin has tried to do here is 
emphasize the Moog's musical rather 
than its freakish acoustic possibilities. 

What's more. he's done it. The Moog 
is like the guitar in one way: both are 
easy to play badly. It takes a musician 
both highly fluent and imaginative to 
pull this much music out of a machine. 
No one else could have done it so well 
as Melvoin. He even found places to 
blow "great and greasy " -to quote pro- 
ducer Tom Mack -all within the context 
of the project. 

That context is "titles." or chart hits. 
It was done so that the album would sell 
and Melvoin could make another one 
with more freedom. Ironically enough, 
many good musicians fall apart when 
they "try to be commercial." Not Mel- 
voin, one of the most gifted and busiest 
pianists /arrangers in town. He is able 
to face squarely (also hiply) whatever 
song is at hand and make music out of 
it, as in Bob Dylan's Lay Lady Lay. or 
Paul McCartney's bomb -melody, Bal- 
lad of John and Yoko. 

Few people were involved here be- 
sides Melvoin and a superb engineer 
named Hank Cicalo. The basic rhythm 
tracks used drums, guitar, and Melvoin 
playing "bass" on Moog. Later, on all 
but three tracks, they wiped out the 
guitar, whose function had been only 
to hold the rhythm section together. 
Melvoin then "built" an orchestra with 
the Moog, layers of melody line, har- 
monic rhythm, fills, and occasional 
blowing. 

Unsurprisingly, the best tracks are 
Melvoin originals, The Plastic Cow and 
One Man, One Volt, both apparently 
designed for the Moog but in no way 
dependent upon it. This Melvoin is a fox. 
If this album succeeds, no one will be 
sure how much his originals had to do 
with it. So he'll get away with putting 
more of them in the next time around. 
This is a fascinating album, but it's the 
nest one 1 really want. M.A. 

VINCE GUARALDI: Alma -Ville. Vince 
Guaraldi, plano; rhythm accompani- 
nient. (Detained in San Ysidro; Rio 
From the Air; Watch What Happens; 
six more.) Warner Bros. /7 Arts 1828, 
$4.98. 

People keep forgetting about pianist Vince 
Guaraldi except when they catch the 
Peannr.c specials on TV. Apparentl 

LOW PRICES 
Stereo Corporation of America Is One Of the Largest Wholesale Franchised 
Distributors. All merchandise shipped same day from our warehouse. fully 
insured in factory sealed cartons. Our one aim is your complete satis- 
faction. - merchandise -wise. price-wise' From HI-FI components to com- 
plete stereo systems. if it's nationally advertised. we have it! Discounts 
of course! Right now. write now . . . for your special quote. Savings are 
bii'rer than ever in honor of our recent expansion. 

STERE CORPORATION OF AMERICA 
2122 Utica Ave., Bklyn,, N.Y. 11234 (212) 338 -8555 

CIRCLE 56 ON READER -SERVICE CARD 

APR11. 1970 

roll r(' shopping; 

(discounts 

because you want 

the most spiem 
for your limey. 

r)._1111111 
t, tit.: q i 

KOSS 
OIyIVdCO ° I-1 FtE 

Before you buy, be sure to 

check our price list. You'll be 

glad you did. 

Write us fo- our price li <.t, DEPT. F, 

or check our number on the reader 
service card. 

Botoll s /C.MPANY 
2 Common St.. Waltham. Mass. 02154 

CIRCLE 9 ON READER -SERVICE CARD 

WE CAN 
SELL FOR LESS 

Nationally Advertised Brands 

Hi -Fi Stereo Components 
Tape Recorders 
Record Changers 
Home & Car Stereo Tapes 
Speaker Systems 
Radio & TV Sets 
Electronic Equipment 

BRAND NEW AND FULLY GUARANTEED 

WE CAN SAVE 
YOU MONEY 

S E N D: 
for FREE Listing 
of 1000's of items ... 

LOWEST PRICES ANYWHERE! 

AUDIK 
2745 ERIE BLVD. EAST 

SYRACUSE, NEW YORK 13224 

CIRCLE 6 ON READER -SERVICE CARD 

www.americanradiohistory.com

www.americanradiohistory.com


GET 
MORE and BETTER 

FM Stereo Multiplex 
BROADCASTS 

iìva 
Award Winning FM Components 

Model FM -4G 

$27.25 list 

FM ANTENNA 

FM BAND 
PASS FILTER 
Model 3007 

$7.30 list 

FM INDOOR 
AMPLIFIER 
Model 65 -7 
$24.95 

Write Dept. HF -4 - for Catalog 20-213 

THE FINNEY COMPANY 
34 W. Interstate St., Bedford, Ohio 44146 

CIRCLE 27 ON READER -SERVICE CARD 

DISCOUNTS 
SELLING HI -Fl 

NATION- WIDE 
WORLD 

WIDE 

SINCE 

1948 
COMPONENTS RECORDERS 

KITS SPEAKER SYSTEMS TAPE 

New Lower Prices 

Same Day Reply To Your Inquiry 
Mfrs. Sealed Cartons 
Double Boxed Where Possible 

Fast, Insured Shipments 
Package Deals Save You More 

Franchised Distributors for Over 

50 Mfrs. 
Open Monday thru Saturday 
Free Parking at Door 

Phones: N.Y.C. (212) 369-6212 
Danbury, Conn. (203) 775 -2562 

WRITE FOR SPECIALS VISIT 

OUR SHOWROOM /WAREHOUSE 

CAf?STON 
R.F.D. =3 - ROUTE 7 

BROOKFIELD, CONN. 06804 

CIRCLE 10 ON READER -SERVICE CARD 

I 30 

DON'T BUY 
until you get our quotes 

COMPONENTS .. ADC, AR, Benjamin 
Miracord, Bogen, Dual, 
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Guaraldi is not thrilled at the relent- 
less Peanuts (more specifically, Shroeder) 
association, as mention of it is noticeably 
lacking in the otherwise informative liner 
notes. Very well. Balance the point with 
the firm fact that Guaraldi was well 
into big- league musicianship before Pea- 
nuts ever hit the tube. The second thing 
people remember about Guaraldi is his 
once -gigantic, now- standardized hit tune, 
Cast Your Fate to the Wind. 

I've never heard a Vince Guaraldi 
album that didn't make me smile. Put 
him anywhere with a piano and some- 
thing charming will get out. In this 
case, with Warners and producer Shorty 
Rogers, he had no discernible inter- 
ference. Six of the tunes are Guaraldi 
originals and several are set in Latin 
rhythms at which Guaraldi has always 
excelled. On Uno Y Uno, Guaraldi plays 
some noteworthy guitar. 

The world of music has its fascinating 
dark side, and a great deal of fascinating 
talent lives there. But there is much to 
be said for the sunny, well- executed, and 
free -flowing musical sphere of Mill Val- 
ley's Pride, Vince Guaraldi. M.A._ 

DAVID FRYE: I Am the President. David 
Frye, speaker. Elektra EKS 75006, 
$4.98. 

Although David Frye's imitations of the 
voices and speaking styles of such cur- 
rent political figures as Nixon, Humphrey, 
Johnson, and Rockefeller and public per- 
sonalities like Bill Buckley and Henry 
Fonda are uncanny in their accuracy, 
"I Am the President" fails as serious 
political satire for a simple reason: it 
is devoid of politics. Frye manages to 
capture a lot- Johnson's piousness, Nix - 
on's vapidity and insecurity, Humphrey's 
hysteria -without ever touching the un- 
derlying structures of their politics or 
their personalities. 

In fact. for the most part. what Frye 
has produced here is not satire, which is 

usually intended to illustrate a political 
or philosophical point, but simply parody, 
a much more debased form of commen- 
tary. And some of Frye's shots miss 
entirely: Vice -President Agnew may he 
a lot of things, but he is not childish as 

he is depicted here -learning to count 
and recognize colors. On the other 
hand, it may not be Frye's fault: it's 
possible that the comedy in this case is 

as deep as its subjects. J.G. 

RASCALS: See. Rascals, hard rock quar- 
tet. Atlantic 8246, $4.98. 
McKENNA MENDELSON MAINLINE: 
Stink. McKenna Mendelson Mainline, 
white blues quartet. United Artists 
6729, $4.98. 
QUICKSILVER MESSENGER SERVICE: 
Shady Grove. Gregory Elmore, John 
Cipollina, Nicky Hopkins, and David 
Freiberg, vocals and instrumentals. Cap- 
itol SKAO 391, $4.98. 

For a review of these recordings. see 

page 83. 
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If everyone were an 
expert, there'd be 
only three speakers 
left on the market. 

We mean this very seriously. 
If everyone had a good ear with- 

out any high- frequency loss... 
If everyone listened to live music 

regularly... 
If everyone understood the idio- 

syncrasies of commercial records 
and tapes... 

If everyone could see through 
shallow technical arguments... 

In sum, if everyone had the quali- 
fications of an expert judge of 
loudspeakers -then only three of 
the current models on the market 
would survive. 

The Rectilinear III, the Rectilinear 
Mini -III and the Rectilinear X. 

We base this brash assumption on 
our study of people possessing the 
above qualifications. 

They seem to reject, to a man, all 
speakers created for a particular 
"taste." The big -bass taste. The 
zippy -highs taste. The Row -A -spec- 
tacular taste. Or even the more re- 
fined taste for subtly rich bass with 
slightly subdued upper midrange 
but sharply etched highs. 
They want no personality at all in 

their speakers. Just accuracy. What 
goes in must come out, no more 
and no less. If the input is less than 
perfect, they use tone controls and 
filters, rather than loudspeaker 
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manufacturers, to improve it. 

And they're unimpressed by nov- 
elty for novelty's sake. They've got 
to hear that engineering break- 
through, not just read about it. 

These people are invariably re- 
duced to a choice of no more than 
six or seven models, out of literally 
hundreds. Three or four of this ridic- 
ulously small group of neutral - 
sounding, transparent speakers are 
full -range electrostatics. Which 
means that they're huge, awkward 
to place, murderously expensive 
and far from indestructible. Which, 
in turn, leaves only three, as we 
said: 

CIRCLE 48 ON READER -SERVICE CARD 

The Rectilinear Ill, a classic after 
less than three years, acclaimed by 
every reviewer under the sun as the 
floor- standing monitor speaker 
without equal; four -way with six 

drivers, $279.00. 
The Rectilinear Mini -III, the only 

small compact with class; three - 

way with three drivers, $89.50. 
The Rectilinear X, "the world's 

fastest bookshelf speaker," with 
unprecedentedly low time delay 
distortion; three -way wi'h three 
drivers (including our new high -ex- 
cursion 10 -inch woofer), $199.00. 

Of course, in the real world out 
there, everyone is not an expert, so 
there'll be many speakers left on 
the market. 

But there seem to be enough ex- 
perts around to keep one company 
very happy. 

(For more information, see your 
audio dealer or write to Rectilinear 
Research Corp., 30 Main St., 
Brooklyn, N. Y. 11201. Canada: 
H. Roy Gray Co. Ltd., 14 Laidlaw 
Blvd., Markham, Ont.Overseas: 
Royal Sound Co., 409 No -th Main 
St., Freeport, N. Y. 11520.) 

Rectilinear 
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MARIAN McPARTLAND: Interplay. Mar- 
ian McPartland, piano; Linc Milliman, 
acoustic bass. (Milestones; Twilight 
World; By the Time I Get to Phoenix; 
six more.) Halcyon 100, $4.98. 

Some months ago I reviewed an album 
on Dot featuring pianist Marian Mc- 
Partland. This review is not so much a 

mate to the first as an apology for it. For 
the Dot album turned Miss McPartland 
into Miss Peppermint Stick. She played 
the part so well that I ignored the bland- 
ness of the album. 

This one is another story. This is Miss 
McP saying. "Get out of my way and 

let me play." And the real Miss McPart- 
land is no gentleman. She's a gutsy lady 
who likes to dig deep into music and 

come up strong and joyful. Her work is 

harmonically vast. technically fluid. and 
woman warm. One hears not apings. but 

instinctive correspondences with our best 

jazz pianists. Men in music rarely take 
female colleagues seriously (nor should 
they, as a rule). It cannot have been an 

easy career for an exception such as this 
lady. 

Miss McPartland is accompanied by 
bassist Linc Milliman. He never loses 

her. but he overplays slightly for my 
tastes. and the bass was pushed a little 
too far up front in the mix. 

This is the kind of album you play to 
death. No attempt was made to make it 
commercial- though it is, in a funny way. 
in terms of directness and purity. 

I suggest that when you buy it. you 
transfer it to tape at once. so you won't 
he stuck when your copy wears out. M.A. 

'KENNY CLARKE /FRANCY BOLAND BIG 

BAND: Fire, Heat, Soul and Guts! Benny 
Bailey, Idrees Sulieman, and Jimmy 
Deuchar, trumpet; Shake Keane, trum- 
pet and flugelhorn; Ake Persson, Nat 
Peck, and Eric von Lier, trombone; Derek 

Humble, alto saxophone; Eddie "Lock- 
jaw" Davis, Carl Drevo, Johnny Griffin, 
and Ronnie Scott, tenor saxophone; 
Sahib Shihab, baritone saxophone; 
Francy Boland, piano; Jimmy Woode, 
bass; Fats Sadi, bongos; Kenny Clarke, 
drums. (New Box; Lockjaw Blues; The 
Turk; five more.) Prestige 7634, $4.98. 

Americans are now beginning to find out 
how European jazz fans must have felt 
through most of jazz history -dependent 
on records alone to hear the pace -setting 
musicians. As American big jazz bands 

have disappeared and the few remaining 
full -time bands in this country dilute their 
arrangements or programming in an at- 

tempt to appeal to the broadest, least de- 

manding audience. the big band banner is 

being carried to an increasing extent by 
European ensembles. primarily those as- 

sociated with radio and television net- 

works which can maintain a steady per- 
sonnel. 

The Kenny Clarke /Francy Boland 
Band has no network behind it, only the 
enthusiasm of its all -star, international 
personnel and the persistence of its two 
leaders and Cologne cafe owner Gigi 
Campi who helped to bring the band to- 
gether in 1960 and has been recording it 
ever since. Today this is one of the few 
bands in the great tradition, a band with 
its own book written for its own personnel 
and a permanent complement of musi- 
cians who shine in every department. Yet 
it has never been heard in the United 
States -only on records. And this disc is 

enough to make any American jazz fan's 
mouth water -a set of beautifully crafted 
Francy Boland arrangements that allow 
for adequate (btu not pointlessly ex- 
tended) solos along with superior en- 
semble writing played with the crisp im- 
pact of musicians who are sensitive to 
the over -all effect. 

There is a leaning toward saxophones 
in this set -Eddie Davis and Johnny Grif- 
fin are the two particular stars, and the 
reed section cuts brilliant ensemble pas- 
sages on Sax No End and Griffs Groove. 
Derek Humble on alto and Sahib Shihab 
on baritone also have their moments. Be- 

hind it all is Clarke's vital, lifting drum- 
ming and the uncluttered. imaginative 
writing of Boland. None of that imper- 
sonal studio sound that colors even the 

best efforts to make a big band record 
with an ad hoe group clouds this disc. 

This is a band of strong, individual per- 
sonalities who swing together beautifully. 

J.S.W. 

MASTER JAZZ PIANO: Volume 1. Earl 
Hines (I Got Rhythm; Feelin' Fine 
Blues); Claude Hopkins (57th St. Blues; 
Anything for You); Cliff Jackson (Mem- 
phis Blues; Squeeze Me); Sonny White 
(Blues for Betty C; I Want a Little Girl); 
Jay McShann (Friday Strut; Lady Be 

Good). MJR 8105, $5.00. Master Jazz 
Recordings, Box 579, Lenox Hill Station, 
New York, N.Y. 10021. 

Given a set of unaccompanied piano solos 
by Earl Hines. Jay McShann, Cliff Jack- 
son, Sonny White, and Claude Hopkins. 
you know who's going to cut everybody 
else. Or do you? For me, this collection 
of beautifully recorded, well -played solos, 
is Sonny White's record, not only because 

of his sensitive, relaxed playing on Blues 
for Betty C and / Want a Little Girl but 
also because it is a long- deserved break- 
through front the obscurity in which he 

has worked almost all of his career. 
White has been around for thirty years, 

with Benny Carter's band, in a long stint 
at Cafe Society when he recorded the 
piano introduction on Billie Holiday's 
Strange Fruit, and more recently with 
Jonah Jones. It is incredible that a pianist 
who can create such a brilliant gem of 
reflective, after -hours piano as Blues for 
Betty C should have gone practically un- 
recognized all these years. 

Claude Hopkins' 57th St. Blues, in a 

somewhat similar style, is almost as good 
and almost as surprising because Hopkins 
is known primarily for a brighter, stride - 
derived attack. Hines is iow -keyed and 
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ruminative on Feelin' Fine Blues, bright 
and full of his customary glitter on I Got 
Rhythm. Cliff Jackson gives clean, effec- 
tive readings of two standards, Memphis 
Blues and Squeeze Me, while Jay Mc- 
Shann builds some Kansas City bump- 
tiousness into Lady Be Good. The disc, 
billed as Volume I in a series of piano 
solos projected by Master Jazz Record- 
ings, sets a high standard for future 
issues. J.S.W. 

GEORGE BENSON: Tell It Like It Is. Lew 
Soloff, trumpet; Arthur Clarke, Joe 
Farrell, Sonny Fortune, Joe Henderson, 
Hubert Laws, Bob Porcelli, and Jerome 
Richardson, saxophones; Jerry Dodgion, 
flute; Rodgers Grant or Richard Tee, pi- 
ano; George Benson, guitar; Bob Bush- 
nell and Jun Fielder or Gerry Jemmott, 
bass; Leo Morris, drums; Paul Alicia, 
Angel Allende, and Johnny Pacheco, 
percussion. (Soul Limbo, Are You Hap- 
py; Tell It Like It Is; eight more.) A & M 
3020, $5.79. Tape: Ili OR 3020, 71/2 
ips, $7.98; U 4T 3020, $5.95; ® 8T 
3020, $6.98; MN CS 3020, $6.98. 

Since the history of Wes Montgomery 
demonstrated that it is not possible nowa- 
days to sell a good jazz guitarist simply 
on his merits, it's not surprising that 
even as effective a guitarist as George 
Benson has been subjected to a variety of 
hopeful recording experiments. In a re- 
cording career that has shifted from 
Columbia to Verve to A & M, he has 
been offered both as a blues guitarist 
and as a successor to Wes Montgomery. 

Now, however, producer Creed Taylor 
has hit on something that does not 
violate Benson's individual talent -any 
more than the string and woodwind 
backgrounds harmed Montgomery's talent 
-but which gives him a distinctive com- 
mercial base of operations. The key ap- 
pears to be the man who arranged and 
conducted this session, Marty Sheller, 
once a crackling trumpeter with Mongo 
Santamaria. His arrangements have all 
the driving sock and arrogantly brassy 
strut of Mongo's performances. Benson's 
guitar emerges from this setting as a 
strong, vital voice, matching tempera- 
ments with leathery alto solos by Sonny 
Fortune and Bob Porcelli. For balance, 
there are bluesy pieces, such as Ma 
cherie amour, in which Benson can in- 
dulge his soulful side; a couple of con- 
temporary ballads which he sings with 
intimate effectiveness; and an echo -filled 
mod resurrection of an old torch song, 
Out in the Cold Again. This number may 
well exercise a strangely affecting appeal 
to old ears, although I can't imagine 
what a young listener might make of it. 

J.S.W. 

THE VIOLIN SUMMIT. Stuff Smith, 
Jean -Luc Ponty, Stephane Grappelly, 
and Svend Asmussen, violin; Kenny 
Drew, piano; Niels- Henning Orsted Ped- 
ersen, bass; Alex Riehl, drums. (Sum- 
mit Soul; Pentup House; Timme's Blues; 
four more.) Prestige 7631, $4.98. 

An extraordinary concert at Basel, Switz- 
erland, in September 1966, brought to- 
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gether most of the best jazz violinists 
then living -Stuff Smith, who died a 
year later, Jean -Luc Ponty, Svend As- 
mussen, and Stephane Grappelly. The 
only missing members of the jazz violin 
uppercrust were Joe Venuti and Ray 
Nance, although one might consider Mike 
White and Richard Green as candidates. 
This disc is made up of excerpts from that 
concert- selections that bring the violin- 
ists together in a variety of combinations: 
foursome (It Don't Mean a Thing), 
threesome (Grappelly, Ponty, Asmussen 
on Summit Soul and Hot Toddy), duet 
(Grappelly and Ponty on Pentup House. 
Asmussen and Smith on Timme's Blues). 
and solos (Grappelly on Pennies from 
Heaven, Smith on Only Time Will Tell). 
It is a fascinating program not only be- 
cause of the opportunity it affords to 
hear four star violinists in close juxta- 
position but because all four are by and 
large in excellent form. 

Ponty, the brilliant young Frenchman, 
shows his remarkable ability to take the 
violin into some of jazz' new directions 
without allowing himself to be over- 
whelmed by them. Grappelly, who has 
too often been taken for granted as an 
adjunct to Django Reinhardt, reveals a 

strong, vitally swinging attack, while As- 
mussen, the most conservative of the four, 
holds up his end capably. Smith is. for 
him, relatively subdued, but he quietly 
vitalizes every piece on which he is 
heard and adds flavor to the concert 
with his gravel -voiced comments and 
singing. An important ingredient here is 
the sound and solid rhythm section, par- 
ticularly Niels- Henning Orsted Pedersen, 
the brilliant Danish bassist whose support 
and solos are always just as interesting 
as the work of the four fiddlers. J.S.W. 

QUINTET OF THE HOT CLUB OF 
FRANCE: First Recordings. Django Rein- 
hardt, Roger Chaput, Pierre Ferret, and 
Joseph Reinhardt, guitar; Stephane 
Grappelly, violin and piano; Louis Vola, 
bass; Arthur Briggs, Alphonse Cox, and 
Pierre Allier, trumpet; Eugene d'Hellem- 
mes, trombone; Alix Combelle, tenor 
saxophone and clarinet. (Dinah; Lady 
Be Good; Blue Drag; nine more.) Pres- 
tige 7614, $4.98. 

Fresh as a breeze come these recordings, 
made in 1934 and 1935, which introduced 
the Quintet of the Hot Club of France. 
Tiger Rag, the second tune the group at- 
tempted and the lead piece on this disc, 
is a fascinating indication of things to 
come -a breakneck rendition played with 
almost casual ease, with utmost clarity 
and cleanliness, and spiced by the vir- 
tuosity of Django Reinhardt's guitar. It 
is interesting to find that these first re- 
cordings often have a fresher, more ven- 
turesome quality than some of the Quin- 
tet's later performances when the formula 
had been settled on. On three of the 
twelve selections. when the quintet adds 
horns to its personnel, the distinctive 
qualities of the group are diluted. But the 
remaining nine selections are exquisite 
jazz performances of a type that has 
never been matched in thT. thirty -five 
years since they were recorded. J.S.W. 
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in brief 
JAN DAVIS: Flamenco Funk. Uni 73070, 
$4.98. 
I find Jan Davis' guitar about as funky 
as the better grades of Muzak, and 
nearly as regimented. As for the flamenco 
part. good luck with your olé. M.A. 

TOMMY ROE: Greatest Hits. ABC 700, 
$4.98. Tape: A 700, 33/4 ips, $5.95; 
NEI 8700, $6.95; ® 5700, $6.95. 
You probably don't think of Tommy Roe 
as a rock heavy. In fact, if you haven't 
followed rock closely, you probably don't 
think of him at all. But over the last 
seven years (!) he has written and sung 
some of the biggest hits -from Sheila, an 
embarrassingly derivative minor classic, 
through Sweet Pea, Hooray for Hazel, 
Heather Honey. Dizzy, and a half dozen 
more to the recent parabubblegum hit 
Jam Up and Jelly Tight (sort of a porno- 
graphic Sugar Sugar). Not every oldie 
is a goldie. J.G. 

JOE SOUTH: Don't It Make You Want 
to Go Home? Capitol ST 392, $4.98. 
Tape: ® 8XT 392, $6.98; ® 4XT 392, 
$6.95. 
Twenty -six- year -old South is a warm 
and satisfying country singer of the 
grease and grits variety. He's a fine 
songwriter, too. The album includes two 

to know who heard whom first). And 
Davis sings like Doug Sahm of the Sir 
Douglas Quintet (so we discover another 
source of contemporary rock). J.G. 

THE PLASTIC ONO BAND: Live Peace 
in Toronto. Apple SW 3362, $4.98. 
Tape: e 8XT 3362, $6.98; ® 4XT 
3362, $6.98. 
More shuck from John and Yoko as they 
continue to expose themselves in public. 
Side I is the better -Blue Suede Shoes, 
Money. Cold Turkey, etc. Lennon knows 
how to sing rock and guitarist Eric Clap - 
ton is more articulate than usual, though 
also more out of tune. Side 2 belongs 
to Yoko; she's been worse. J.G. 

KATHE GREEN: Run the Length of Your 
-a Wildness. Deram DES 18026, $4.98. 

I A debut album from the singer /song- 
writer daughter of Johnny Green. She's 
inherited her father's musicality and has 
a charm that's all her own. M.A. 

JOE TEX: Buying a Book. Atlantic SD 
8231, $4.98. Tape A X 8231, 33/4 ips, 
$5.95; ® X 48231, $5.95; ® M 
88231, $6.95; f® X 58231, $5.95. 
Joe Tex is probably the greatest singer_ 
of soul; lie is also probably soul's most 
maudlin songwriter. He has made only 
one mediocre album among more than 
half a dozen and Buying a Book still 
makes it as one of the best. J.G. 

single hits, the title tune and Walk a THE ASSOCIATION. Warner Bros. /7 Arts 
Mile in My Shoes. He gets a straight -._(._ 1800, $4.98. Tape: f® WST 1800, 33/4 
ahead, honest sound. M.A. ' ips, $6.95; ® 8 WM 1800, $6.95; 

® X 1800, $5.95. 
Another satisfying album from a vocal 
group with one of the best sounds in 
all of rock music. The album is as good 
as the last, and the one before. M.A. 

FAME GANG: Solid Gold from Muscle 
Shoals. Fame SKAO 4200, $4.98. 
The Fame Gang is an eight -man band out 
of Muscle Shoals, Alabama, which usual- 
ly works as a back -up for such soul 
singers as Aretha Franklin and Wilson 
Pickett. While this is little more than a 
cover album of other people's hits, the 
group gets into a tight, beautiful, funky 
groove. You can tell they're not New 
York or Hollywood musicians: the play- 
ing is smooth but not slick. Delightful 
album. M.A. 

SEBASTIAN TEMPLE: The Universe Is 
Singing. GIA 118, $4.98. 
Poor Socrates. The best he could do was 
to turn on Plato, a nice enough man but. 
so far as we know. just incapable of writ- 
ing folk songs or playing the guitar. 
But Teilhard de Chardin, lucky little 
philosopher that he was, will suffer no 
such fate, for along has come Sebastian 
Temple. plugging enlightenment. My 
fave is Sing a Song of Teilhard. but 
it only wins by a monad over Cosmic 
Christ. J.G. 

LINK DAVIS: Cajun Crawdaddy. Mercury 
SR 61243, $4.98. 
Link Davis -vocalist, fiddler. song- 
writer- performs his Cajun music here 
with several Texas c & w studio men in 
a much more commercial style than 
Clifton Chenier. the black accordionist 
usually associated with the bayou. The 
playing is solid. The songs are good (al- 
though some are quite similar to tunes 
credited to others: it might be interesting 

BIG MAMA THORNTON: Stronger Than 
Dirt. Mercury SR 61225, $4.98. 
Except for confusing her with Bold de- 
tergent, this is a fine tribute to the mother 
of Elvis Presley, Janis Joplin. and us all. 
Included are Hound Dog, Ball and Chain, 
and Muddy Waters' Rollin' Stone. J.G. 

HERE COME THE HARDY BOYS. RCA 
Victor LSP 4217, $4.98. Tape: WO 
TP3 1029, 33/4 ips, $6.95; ® PBS 
1491, $6.95. 
The Hardy Boys sound like your grand- 
father's idea of what the young whipper- 
snappers are up to today. It's not the 
music that's out of date; it's the minds 
that conceived the project. Strictly Lester 
Lanin rock, fashioned to accompany an 
animated TV series about a rock group. 
Like The Monkees, this campaign has 
nothing to do with music, but rather 
money. They'll probably make a dread- 
ful bundle of it too. M.A. 

THE DYNAMICS: First Landing. Cotillion 
SD 9009, $4.98. Tape: Ibl! M 89009, 
$6.95. 
A surprisingly strong debut for a new 
r & b quartet with sort of a raunchy Mo- 
town sound. The better of the two lead 
singers is Isaac Harris, especially on I 
Don't Want Nobody to Lead Me On and 
Too Proud to Change. J.G. 

HIGH FIDELITY MAGAZINE 
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-or the Rock, or the Bartok, or the Bach. 

You see, we built our reputation with the 
KLIP CHORN a big beautiful corner speaker 
system. So our first venture into small non - 
corner speakers had to be named HERESY® 

It's ideally suited to .modest apartments 
and modest budgets No compromise either. 
The biggest sound you can buy for $250. 

A little HERESY is good for your soul, and 
your ears, and your checkbook. Commit your 
HERESY today. This coupon will help 

CIRCLE 35 ON READER -SERVICE CARD 

KLIPSCH & ASSOCIATES 
Box 280 H -4 
Hope, Ar.cansas 71E01 

Please send me complete irformation on Klipsch speaKers and Klipsch 
Wide Stage Stereo. Also include the name of my nearest Klipsch 
Authorized Audio Expert. 

Name 

Address 

City State Zip 

Occupation Age 
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SHERWOOD ELECTRONIC LABORATORIES 

Model 
SEL -200 
dedicated 
to sound, 
not 
gimmicks. 
Conservatively 
stated 
specifications, 
not 
misleading 
bravado. 
There's 
much 
more. 
See 
your 
Sherwood 
dealer 
today 
or 
write 
us. 

Exclusive "LEGENDRE" Toroid FM IF 
Filter -an advanced "Butterworth" type 9 -pole 
filter, permanently aligned; the industry's most 
perfect FM filtering device, measurably superior 
to crystal filters. 

Hermetically -Sealed Microcircuits- el m- 
inates field failures now being experienced by 
many manufacturers with convent onal plastic - 
encapsuled integrated circuits. 

60 + 60 Watts RMS at 8 OHMS 

1.5 uy Sensitivity IIHF) -0.9 ,,.v for 20 dB qui- 
eting, 3.0 pv for 50 cB quieting. 

0.15010 FM Distortion -Sherwood FM circuits 
continue to boast the industry's lowest 
distortion. 
3 -Year Factory Warranty- Pats mid Labor 
(transportation not included). 

Conservatively priced at $59900 

SH EP WOOD 
J ELECTRONIC LABORATORIES, 

it f 00 1 0.000 

INNOVATORS IN FINEST QUALITY TONERS / AMPLIFIERS / RECEIVERS / SPEAKERS 

4300 North California Avenue, Ciicago, Illinois E0618 

Other Fine Recei.rers from $299.95 (write for Catalog) 

CIRCLE 65 ON READER- SERVICE CARD 
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