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Fisher ‘14’ series
| built-in CD4.

acknowledged to be the state-of-
the-art in 4-channel records.
Keeping the signals separate
throughout the recording and
playback process makes possible
superior channel separation and
higher fidelity than any other
disc systems achieve.

So Fisher, realizing the viability
of the CD)-4 system, and the
increasing availability of program
material in that format, has
incorporated a Fisher-quality C1)-4
encoder into the ‘14’ series.

If you buy a
Fisher ‘14’ series
receiver, you get
CD-4builtin. It
you buy an ‘04X’
series receiver, you can
still have the CD-4 built-in, if

Power, sterco, total continuous
power (rins) into 8 ohms, 20 Hyz

10 20,000 Hz. all channels driven:
Power, 4-chunnel, total continuous
power (rms) into 8 ohms, 20 Hz to
20,000 Hz, all channels driven:
Total harmonic distortion at rated
output, 8 ohms, 20 Hz to 20,000 Hz:
IHF-FM usable sensitivity:

I'M mono harmonic distortion, 100 11z
100% modulation:

Capture ratio (IHF at | mV)):
Alternate channel selectivity

{1HF method):

vou want it you decide

anytime within

a year alter you make your
purchase. ]{xst return your ‘04X’
receiver to a Fisher factory-
authorized service center, and they
will install it for you. The total cost
of your receiver plus the decoder
will not exceed what you would
have paid for the equivalent ‘14’
series receiver.

So it’s up to you. Which do you
prefer? A receiver that leaves room
tor improvement? Or one that

does not?

514 504X 114 404X
Price:  $749.95 $6409.95 $649.95 $549.95
180 Watts 180 Watts 88 Watts 88 Watts
128 Watts 128 Watts 88 Watts 88 Watts
0.5% 0.5% 0.5% 0.5%
1.8uV 1.8 uV 1.8 uV 1.8uVv
0.2% 0.2% 0.2% 0.2%
1.2dB 1.2dB 1.2dB 1.2dB
o0 dB o0 dB 60 dB 60dB
The Fisher
(‘ 4 - @ 4N 4 <l ol
\ - YaTa 2 Y%
LA0

314
$519.95

76 Watts

60 Watts

0.5%
1.8uV

0.2%
12dB

60dB

o

Free! $5 value! With
every Fisher ‘14’ series receiver,
you get a free 4-channel record,
produced especiclly for Fisher
by Enoch Light and Project 3.
One side is encoced by the CD-4
process, the other is SQ-encoded.
Selections include compositions
by the Beatles, Rogers and
Hammerstein, ard Cole Porter.

If you buy a Fisher ‘04X’
series receiver, you get the
record free when you have your
CD-4 demodulator installed.

304X
$419.95

76 Watts

60 Watts

0.5%
1.8 uV

0.2%
1.2dB

60dB

Free $2 value! Write lor your free copy of The Fisher Handbook! This entirely new. revised edition of the famous Fisher reference
guide to high fidelity, stereo and 4-channel is a magnificent 68-page book. Fisher Radio, HF5, Box 1001, Long Istand City, N.Y. 11101



Introducing the
recervers with

There’s no paradox. On page 1
of this magazine, you see the new

Fisher ‘14’ series 4-channel receivers,
with built-in CD-4 disc demodulator.

On the front-cover flap of this
magazine, you see the new Fisher
‘04X’ series +-channel receivers,
without the CD-4 built in. But with
room for it, in the cabinet. The two
series’ of receivers are otherwise
identical.

If you read any of the rave
reviews on the predecessor of the
‘14’ receivers, the Fisher ‘04 line,
you have an excellent idea of what
the new models can do. The
performance specifications are
identical. Which means they are
sensational.

Fisher was probably the first
manufacturer seriously to tackle
the problem of 2-channel power
versus 4-channel power. The
concept of “strapped” amplifiers
is a Fisher engineering feature of
extreme importance. In all three
of the Fisher ‘14’ receivers, turning
a control on the front panel lets you
move from full 4-channel operation
to stereo with twice or even more
than twice the power per channel.

And even the lowest-powered
unit, the 314, delivers 76 watts total
RMS across the bandwidth of 20 Hz
to 20kHz, into an 8-ohm load, in
stereo. That's enough clean power
to drive four bookshelf speakers

at concert volume without clipping.

The 414, measured the same way,
delivers 88 watts RMS, while the
514 is a real powerhouse, with 180

watts RMS, enough to drive two
sets of four Fisher top-of-the-line
speakers at full volume in large
rooms — that’s a lot of power!

Besides all the controls you
expect, Fisher includes a few you
don’t expect on every receiver in
the ‘14’ series.

The joystick isone. It'sa
sophisticated
version of the
old-tashioned
balance con-
trols—instead
of two knobs,
one of which
balances the
front left or
right, the joy-
stick gives you more precision
with only one control. Move it to
the left, get more sound on the left.
Move it up or down,get more sound
in front or back. Simple, yet
extremely precise.

Most receivers have bass and
treble controls, though possibly not
of the same quality as the Baxandall
controls Fisher employs. But in
addition, the Fisher 414, 404X, 514
and 504X incorporate a midrange
control that permits modification
of the midrange frequencies as well.
Another example of Fisher’s
flexibility.

FRONT

LEFT

REAF

MASTER BALANCE

All the new Fisher receivers

achieve the outstanding sensitivity _

figure of 1.8 microvolts, which
permits them to bring in extremely
weak signals without distortion.

But they also are extremely selective
(alternatechannelselectivity, 60 dB),

Studio-Standard receivers are available only at Fisher Studio-Standard dealers.

Fair trade prices where applicable
Prices shightly higher in the Far West and Southwest

RGHT

which allows them to pick up a wea
signal without distortion froma
nearby station that happens to

be stronger.

Among the reasons for the
superiority of the Fisher FM
section are dual-gate MOSFETS
for high amplification with low
noise, a ladder-type ceramic filter
that passes the relevant informatior
and rejects interference, and a
multiplex decoder based on the
phase-locked-loop (PLL) principle
that’s largely responsible for the
38 dB channel separation.

Fisher has never neglected the
importance of AM reception. It has
been our goal to insure that the
‘14’ series is capable of reproducing
an AM signal as cleanly as an FM
mono signal. The AM input stage
provides high sensitivity without
overload susceptibility. The IF
section includes High-Q filters
that make the Fisher AM section
extremely selective.

4channel is here tostay. But ir
what form? The answer is, to an
owner of a new Fisher receiver,
that it doesn’'t matter. The Fisher
‘14’ series is equipped to handle
everything. Discrete from tape.
Any matrix system, SQ or other-
wise. And the ‘14 receivers have a
CD-4 decoder built in. So you're
completely covere
no matter what kin
of program mater;
you like, no matte
which format
vou preter.

The CD-4disc is generally



These new 4~channel

receivers leave room
for improvement.



These new 4-channel
receivers leave no room
for improvement.
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=¥ Stanton.
S Benchmark for an Industry.

R

Stantons 68l Series is the Calibration Standard
to recording engineers such as Robert Ludwig.

Whatever the reguirements for recording and playback, Stanton’s
Series 681 cartridges are the Calibration Standard. And there is a 681
model engineered specifically for each of these critical applications.
That’s why Stanton is truly the Benchmark for the industry.

The Stanton 681A —For Cutting Head Calibration. With Stanton’s
Model 681A, cutting heads can be accurately calibrated with the car-
tridge, for it has oeen primarily designed as a calibration standard in
recording system checkouts. Frequency response is factory calibrated

+ to the most rigid tolerances and the flat-
test possible response is assured for pre-
cise alignment of recording channels.

The Stanton 681EE—for Critical Listen-
ing. Stanton’s Model 681EE is designed for low-distortion tracking with mini-
mum stylus force, regardless of the recorded velocity or the distence of the
groove from the disc center. High compliance, low mass and low pressure
assure perfect safety even on irreplaceable records.

All Stanton Calibration Standard cartridges are guaran-
teed to meet the specifications with exacting limits. Their
warranty comes packed with each unit—the calibration test
results for that individual cartridge.

For complete information and specifications write Stanton
Magnetics, Inc., Terminal Drive, Plainview, L.I., New York. STdANTOI

All Stanton cartridges are designed for use with all two- and four-channel matrix derived compatisle systems.
CIRCLE 27 ON READER-SERVICE CARD
2 H1GH FIDELITY MAGAZINE



May 1974
VOL.24 NO.5

music and musicians

Edward Greentield ELGARBY BOULT, BARENBOIM, AND DANNY KAYE
Behind the scenes in London

John Rockwell MAX REGER: WINDBAG OR PROPHET?
A discography of the composer's music

Gene Lees THE HOME-GROWN RECORD LABEL

Artist-originated mail-order record businesses may spark a revolution

audio and video
TOO HOT TO HANDLE
NEWS AND VIEWS

. Chromium dioxide wins over a holdout
EQUIPMENT IN THE NEWS

Larry Zide, Michael Marcus MANUAL VS. AUTOMATIC TURNTABLES
How do you decide which to buy?

DIRECTORY OF HIGH-PERFORMANCE TURNTABLES

EQUIPMENT REPORTS

Harman-Kardon 800 + receiver

Magnavox MAX-15, Model SE-2510 speaker system
SAE Mk. XXXIB power amplifier

Scintrex Supra headset

Pickering Model PST-1 stylus timing gauge

Cultural revulsion . .

record reviews

Robert Long FOUR-CHANNEL DISCS AND TAPES
All about SQ . . . What's left when pop groups split?

Abram Chipman MAHLER: A PSYCHOMUSICAL VIEW
Four recordings spur speculation on what made Mahler tick

Robert C. Marsh TIPPETT: A COMMUNICATING COMPOSER
His Third Symphony and Knot Garden show that modern music can be accessible

John S. Wilson CLASSIC JAZZ SURVEYED
A Smithsonian collection offers an ideal view of an American art

CLASSICAL
.. The spectacular Heinz Holliger

LIGHTER SIDE
Frank Loesser revisited

JAZZ
Luis Russell . . . Flip Phillips . . . Upper Mississippi Jazz Band

R. D. Darrell THE TAPE DECK
Grand piano parade Multiflavored popsicals

Fischer-Dieskau as conductor

Chi Coltrane . . . The Firesign Theater . .

etc.

LETTERS
Tebaldi and Corelli fans to the barricades . . . What is obsolete?

PRODUCT INFORMATION
An “‘at-home" shopping service
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Maxell Corporation of America, 130 West Commercial Avenue, Moonachie, New Jersey 07074.
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Maxell’
O-minute
Giveaway.

P

i

To a real audio buff, the only thing better than a beautiful
bargain is a great giveaway.

And weve got one for you. We'll give you a Maxell 8-track
60-minute tape cartridge free just for buying two 80-minute car-
tridges.

Over the years, Maxell has developed a reputation for con-
sistent quality and balance unsurpassed in both laboratory tests
and home listening. We even developed the ideal cartridge shell
to keep the sound pure and free of complications.

Sofind out for yourself about Maxell's fine, consistent quality
and smooth running tapes and pick up your free 8-track tape.
Your Maxell freebee could turn out to be the happiest hour you've
ever listened to!

maxaeill.

The answer to all your tape needs.
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Ourmost expensive turntable

has directdrive.
So does ourleast expensive.

When Technics introduced direct drive,

we set new standards for turntable performance.
That’s why we use direct drive exclusively

in all Technics turntables.

No other system measures up to direct drive.
Wow and flutter are less than 0.03% WRMS.
And rumble is down to —-65dB (DIN A) and
—70dB (DIN B).

. WOW AND FLUTTER
+0.20
+0.10L

|
0

-=0.10

—0.20 | _ 8| = L i
B BELT DRIVE @ DIRECT DRIVE

WOW & FLUTTER %

Our DC motor has no noise- or static-
producing brushes and virtually none of the
hum normally found in AC motors.

It reaches playing speed in half a revolution
and has electronic speed control that prevents
speed changes due to line fluctuations.

All Technics turntables have illuminated
stroboscopes, cast aluminum platters and
variable pitch controls. The SL-1200 also has
a precision tone arm, viscous damped cueing
and low-capacitance 4-channel phono cables.

So does the SL-1100A but with a heavier
platter, bigger motor and longer tone arm.

FREQUENCY SPFECTRUM OF RUMBLE

—40 A
50 i
g 'L SENNY 4',#; n N oy
w § d L |
g i i gt 'u._w,ﬂ“"&“ Hﬁ"%‘,.w.; {
20 25 30 40 50 60 80 100 200

B BELT DRIVE

And the sP-10 is for those who insist on
choosing their own tone arm.

No matter which Technics turntable you
choose, you get the finest drive system that
money can buy. But don’t take our word for it.
Read the reviews.* And you'll agree.

The concept is simple. The execution is
precise. The performance is outstanding.

The name is Technics.

+5P-10: Audio, 8/71; Stereo Review, 9/71.
51-1100A: Stereo Review, 7/73; High Fidelity, 9/73.

200 PARK AVE., N.Y.,N.Y. 10017 FOR YOUR NEAREST

AUTHORIZED TECHNICS DEALER, CALL TOLL FREE
800 447-4700. IN ILLINOIS, 800 322-4400.

Technics

by Panasonic

B ODIRECT DRIVE FREQUENCY Hz



letters

Take That Back, D.H.!

David Hamilton's reviews may read well but.
for many listeners, simply do not convey ade-
quately the critic’s job—that is. 10 objectively
and constructively criticize a new record re-
lease (“clearly a concession to failing powers™
on Mr. Hamilton’s part).

If neither Renata Tebaldi nor Franco Co-
retli manage to convey one bitof conviction in
the “Great Opera Duets™ record [February
1974]. it may be because of Mr. Hamilion's
“somnolent™ ears. Granted the singers cannot
do what they could fifteen years ago. but they
both manage some beautiful phrases and
lovely tone (especially in the Zandonai duet
on Miss Tebaldi's part) and generally make
this record a happy event. There is much
beautiful singing on this record. which Mr.
Hamilton so conveniently fails to mention in
his razor-sharp review.

Mr. Hamilton says that to many ears this
will be taken as great singing. There is great
singing here and on many other records he has
slaughtered. Unfortunately Mr. Hamilion's
review will be taken as a real criticism. rather
than the biased. irrelevant. and inconsequen-
tial piece of self-indulgentsilliness it really is.
Too often this type of review leaves the reader
“wallowing in a swamp™ of questions about
what a record really sounds like.

[ for one am glad [ bought the record to hear
a decent. convicted. authoritative rendition of
these beautiful duets. Unfortunately Higu
FI1DELITY reviews are “reduced 10 two-a-day
vaudeville.”

Roger Quigley
Cleveland Heights. Ohio

The author’s invidious attack against these
two great voices cannot be justified. How any-
one writing for an esteemed magazine could
use the terms “two-a-day vaudeville” or
“waltlowing in a tonal swamp™ when review-
ing this record is beyond me. | found the
recording to be enjoyable and a must for any
fan of these two artists.

The author who wishes that “self-criticism
were as common as self-esteem™ should apply
the same reasoning to himself.

Carmen Verdi
Livingston. N.J

The music editor replies: When a Willie Mays
finally, if belatedly. retires. his legion fans
breathe a sigh of relief. Instead of watching him
embarrass himself whenever he steps on the
field. we can again savor the wealth of memories
of him as perhaps the greatest all-around ball
player of our time. In baseball. as in opera, there
is room for sentiment. but no fan would seri-
ously suggest that this man who could no longer
hit. field. or run wus the real Willie Mays. Oper-
atic standards, it would appear. are more flex-
ible. Bur who does Mme. Tebaldi the greater
disservice: those who appreciate her work from
the years when the voice was unimpuired and
under control (of which. fortunarely, we have
ample recorded documentation) or those who
pretend that her current singing can measure up
to those standards?

The Russian Best-Records List

In your “Best Records of the Year™ [Decem-

6

h
i S

Renata Tebaldi
Measuring up to what standards?

ber 1973]. Mr. Marcus states that the Russian
list of records submitted for consideration was
disqualificd because “every one was a Mclo-
diya recording.”

As an avid connoisseur of contemporary
Soviet music. | am curious ‘0 know just why
the Soviet nominations were disqualitied en
bloc. 1t certainly could not be because of the
unavailability of these recorls in America. as
two of your winners are unavailable locally.
The only reason that comes readily to mind is
that Melodiya Records s a branch of
Mezhdunarodnaya Kniga. which in turn is a
cultural arm of the Soviet government. If the
disqualitication was for this reason. it seems
unfair, since record companies in socialist
countries are ipso facto pub ic. It would be a
shame to deprive the music-loving public of a
wider exposure to some of the very fine music
being written and recorded n socialist coun-
tries simply because of the economic policies
of these countries.

William E. Ovler
St Paul. Minn.

Mr. Marcus replies: The economic policies of
socialist countries had nothir g to do with our
acceptance or rejection of the lists submitted by
critics from these countries. as witness the un

questioned lists submitted by critics from such
places as C:echoslovakia und Yugoslavia.
Rather._ it was the unbiased critical competence
of the anonymous Soviet nomination that was
doubied. All the members of our jury and prese-
lection commitiee are internaiionally respected
critics with a broad knowledge of inter-
nationally released recordings. A critic who

ANSWERS TO “HOW CLEAR IS YOUR NOSTALGIA?"”

Here are the answers to the quiz on the
1930s that appeared on page 73 of the
April HiGH FIDELITY:

1. The instrument known as *‘the
Ameche” was the telephone, because
Don Ameche played the title role in the
movie The Story of Alexander Graharr
Bell.

2. Mickey Rooney played Thomas
Edison as a boy in Young Tom Edison,
and Spencer Tracy played Edison as an
adult in Edison the Man.

3. Besides being known by just one
name, Rubinoff and Evelyn had in
common the fact that both were popu-
lar violinists, one a radio personality.
the other, with *Her Magic Violin,” a
featured soloist with the Phil Spitalny
All-Girl Orchestra.

4. The nine-year-old boy who con-
ducted the NBC Symphony at the
1939-40 New York World's Fair was
Lorin Maazel, now the music director
of the Cleveland Orchestra.

S. The tenor who introduced Gersh-
win's Love Walked In was Kenny
Baker. a regular on the Jack Benny
Show. Benny's invariable opening re-
mark was, *“Jello again.”

6. The World War II antitank weapon
that was named for a musical instru-
ment was the bazooka, a country-mu-
sic instrument popularized by Bob
Burns.

7. The female singer of the Chambet
Music Society of Lower Basin Street
who later gained fame as a regular on
the Eddie Cantor Show was Dinah
Shore.

8. The two female leads in the original

production of Gershwin’s Girl Crazy
were Ethel Merman and Ginger Ro-
gers.
9. The Moss Hart/Kurt Weill/Ira
Gershwin show thatstarred Victor Ma-
ture and Gertrude Lawrence and intro-
duced Danny Kaye to Broadway was
Lady in the Dark.
10. The Jerome Kern musical that fea-
tured Simoke Gets in Your Eyes and the
hitherto unknown Bob Hope was Ro-
beria.
11. The radio programs and the music
associated with them match up as fol-
lows: “The Lone Ranger”—L szt’s Les
Preludes (it was the intermission
theme; the opening theme was, of
course, Rossini’'s William Tell Over-
ture); *l Love a Mystery”—Sibelius’
Valse Triste, *Stella Dallas”—~Glover's
Rose of Tralee; “*Sgt. Preston of the Yu-
kon"—Rezni¢ek’s Donna Diaina Over-
ture; *“Green Hornet”—Rimsky-Kor-
sakov’s Flight of the Bumblebee; **Bell
Telephone Hour”—If I Could Tell
You; **Lux Radio Thecater™-
Tchaikovsky’s Romeo and Juliet; *“The
Shadow”—Saint-Saéns’s Oinphale’s
Spinning Wheel; *“‘Mercury Theater”—
Tchaikovsky’s Piano Concerto No. |;
“Longines Symphonette”—Beetho-
ven's Moonlight Sonata, “Escape™—
Mussorgsky’s Night on Bald Mountain,
“The Big Story”—R. Strauss’s Ein Hel-
denleben;, ‘“‘Sherlock Holmes’ —
. Bruch’s Scouish Fantasia, *Lorenzo
Jones”—Denza's Funiculi Funicula,
“Bachelor’s Children”—Herbert's 4h,
Sweet Mystery of Life; *Big Sister”—
Drigo’s Vaise Bluette.

HiGH FIDELITY MAGAZINE



"COMPLIMENTS OF A FRIEND"

Anonymity is fine. Sometimes.

But when a company like ours has been a
leader in its field for 37 years, one begins
to wonder whether being anonymous is all
that good for business. S0, aftermulling it
over, we've decided to shoot fora little
visibility among you who have known the
products we sell (Garrard turntables,

B-I:C Venturi speakers, to name two) but not
our company name.

British Industries Co. will henceforth
be known as B-I:C INTERNATIONAL (pronounce
it"bee eye see"please, not"bic") and will be
identified by this logo.Eil]

We hasten to add that while we believe it
is good business to change our rame,we don't
intend to change our ways.

We will continue to be 1nnovators in the
component field. We will continue to empha-
size honesty, fair dealing, and all those
other business virtues that mean so much
when you're laying out several hundred
dollars for a piece of equipment.

So remember us. B-I:C INTERNATIONAL. The
name stands for more today than ever in our
history. And as the man said,"you ain't seen
nothin'yet."

B:1:C INTERNATIONAL WESTBURY, N.Y. 11590 A DIVISION OF AVNET INC.






A TEAC tape deck
isn’t a tape deck.

g@ A TEAC reel-to-reel deck is a

whole nother thing. It is a creative
tool. A partner in the creative
process itself.

Every member of the TEAC reel-
to-reel family is designed to expand
your imagination and enhance your
creativity. From our classic 2300S with
its reliable 3-motor, 3-head transport
system to our 4-channel 3340S with
its 8 input jacks and Simul-Sync?® that lets you overdub, sweeten, echo,
cross-echo and stack tracks —there’s a TEAC in the family whose
creative configuration best suits your particular creative bag.

Our 33008 is a semi-professional 1/4-track, 7/.— 3% ips, 10%2 inch reel
deck. Our 3300S-2T is a 2-track version of the 3300S with speeds of 15
and 72 ips. Both have a “running splice” feature that enables you to
record directly from playback.

Our 4300 with adjustable bias, two-position level meter and auto-
matic reverse circuitry, our 5300 with center capstan drive, DC reel
motors, dual-scale VU meters and plug-in electronie boards, our 5500
with dual-function Dolby* circuitry are examples of TEAC creative
engineering in the service of creative use. And they all offer complete
remote control capability.

Think of your TEAC as an extension of yourself. Then open your
head and explore your personal world of sound.

You'll be surprised at the beauty that’s there.

Or maybe you won’t be.

I¥'s you, it's you.
TEAC

The leader. Always has been.
*Dolby is a trademark of Dolby Laboratories, Inc.
TEAC Corporation of America— Headquarters: Dept. A-17A,7733 Telegraph Road, Montebello, California 90640 — TEAC offices in principal cities in the United States, Canada, Europe, Mexico and Japan.
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knew only the albums recorded in his country
would ordinarily not be invited to participate in
the Higu FIDELITY/ Montreux Awards. None
of us. however. was familjar with Russian record
critics: we simply took a chance that the Soviets
could come up with a person of unqualified
open-mindedness toward. and knowledge of. the
international recording scene. Unfortunatel
they couldn’t. or at least didn’t. If a Dutch critic
nominatedonly Philips recordings. or a German
critic only Karajan performances. we would also
question his competence 1o participate in the
world’s only international record awards.

Our Kindhearted Readers

Several months ago 1 sent you an inquiry
about where [ might find an Ampex Micro-90

cassctie player. You answered my questions
with dispatch. and 1 didn’t give the matter
much more thought until a large portion of my
letter appeared in, your “Too Hot 10 Handle™
column. Before long [ began receiving letters
addressed to me via your offices. Some were
from dealers with an item they felt might serve
my purpose: a couple were from private par-
ties telling me about the player’s twin that had
been out under a different make: and one was
from a person I'll just call Lou

[here are a lot of clichés about music being
acommon language or bond between people.
Lou has 1o be a personification. and more. of
that bond. He not only gave me many specifics
about similar machines but said he had in his
possession an unused model of the Ampex’s
twin and would be very pleased if | would ac-

“On musical material we judge the Interface:A to be
unusually clean and smooth...”

HIGH FIDELITY February, 1974

“...the Interface:A can deliver a level of undistorted
bass far superior to that of any other speaker of its

size that we have heard.”

STEREO REVIEW March, 1974

“The Interface:A is, simply, a great speaker system.”
STEREO & HI-FI TIMES Winter, 1974

o
]

AT <

Interface: A

$400/pair, suggested retail including equalizer

The complete reviews cited above, our own comments on Interface:A, plus
a list of dealefs are all in a packet of facts we have waiting for you. Send today.

%. ® _© £LECTRO-VOICE, INC., Dept. 544H aGulton
07"5 619 Cecil St, Buchanan, Mich. 49107 COMPA N V¥
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ceptitasagift. “from one stranger to another.”
Needless to say. | took him up on his offer.
A stranger? How nice this world would be if
it were filled with Lous and the kind of heart:
he has—or just a few more here and there to
help ease our troubled old globe through these
trying times. Thank you for rinning my letter
and forwarding the replies. and thanks 1o all
who took the time 1o answer iy letter. | hope
it does your heart as much good as it did mine
to find out you have readers such as Lou.
Donald G. Gaedy
St. Cloud. Minn.

We can't of course guarantee 1o forward read-
ers’letters. bui we trv 10 do so when a useful pur-
pose will be served. In this case it was—Mr.
Gaedyv. a quadriplegic. required a cussette
plaver with muliiple changer. We too thank the
many readers who responded.

Ives's Early Work

In his thoughtful and cogent review of Zubin
Mehta’s London recording of lves's Sym-
phony No. | [February 1974]. Robert P. Mor-
gan makes a somewhat misleading statement
in describing the work as *‘in ¢very sense a stu-
dent work.” True enough. Ives produced this
inital essay in the symphonic genre under the
tutorial aegis of composer Horatio Parker
while the former was a Yale student. But un-
like most comparable examples (Stravinsky's
youthful Symphony in E flat comes to mind).
the work was perhaps unique in that its com-
poscr had already written a small body of his
more experimental music. either before or
contemporaneously with this symphony. out-
side of Academe. Those ten amazing psalms
for chorus. with or without organ or other in-
strumental accompaniment. for example. or at
least some of the polytonal and polyrhythmic
Harvest Home Chorales will serve for the argu-
ment.

One must also take into account that lves.
according to his biographers Henry and Sid-
ney Cowell. was compelled by Parker 10 curb
some of his more avant-garde tendencies. so
this symphony further represents a departure
from most examples of student work in that its
“style” is an imposed one. What Morgan calls
“pastiche™ in most composers at the outset of
their careers is a resuht of their not having
found a manner of their own. and thus quite
willingly they follow predecessors as models.
Ives’s case is entirely different: He unwillingly
subjected himself to his teacher’s own “aca-
demicism™ in order not to fail a college
course! That the First Symphony is such a vi-
able piece in the face of these obstacles is the
real proof of the Ives genius.

Goraon C. Cyr
Towson State College
Baltimore. Md.

Obsolescence Revisited

The colloquy between Messrs. Bailey and
Marsh [“Two Views of Obsolescence.” Let-
ters. October 1973] was interesting. albeit in
the end no debate. For better or worse. the
word “obsolete™ connotes "unworthy.” and
Mr. Bailey's letter protesting categorization of
older recordings as such seems justly
prompted. Mr. Marsh explained his use of the
term properly enough.

[ would ask only whether a recording per se
can be obsolete. Surely the rechnology that
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Now there’s another.

Nakamichi 1000

used to be the world’s
only 3-head cassette
deck with quality

and performance
comparable to
professional 15 1ps.
reel-to-reel machines.

Nakamichi 700

That's right...only two cassette decks available
today parallel the performance and reliability of profes-
sional 15 ips. reel-to-reel machines...and Nakamichi has
them both!

Nakamichi 1000—the world’'s most expensive cassette
deck—designed for rack mounting, offers instantaneous off-
the-tape monitoring; large peak-level meters; built-in user-
adjustable phase-sensing azimuth alignment beacon for
record head; dual-motor drive system including a DC servo-
motor driving dual capstans and equipped with speed ver-
nier; Tri-Tracer 3-head configuration featuring specially
designed recording and playback heads; two complete

HEARING IS
BELIEVING

NAKAMICHI RESEARCH (U.S.A.) INC.

West Coast Office » 1101 Colorado Ave., Santa Monica, Calif. 90404

noise raduction systems (Dolby B® and DNL); 3-point sound
pickup; peak limiter; instant-acting jam proof device; sole-
noid action feather-touch controls with timing-logic system
—everything you'd expect at $1100.

The surprise is how much of these outstanding features
are shared by the new Nakamichi 700. Like frequency re-
sponse 35-20,000 Hz % 3 dB; wow & flutter less than 0.10%
(WTD Peak); better than 60 dB signal to noise ratio (WTD
at 3% distortion); total harmonic distortion less than 2.0%
(at 1 KHz, 0 dB). A lot of deck for $690.

For complete information on these unique Tri-Tracer
3-head Cassette Systems, write .

220 Westbury Ave., Carle Place, N.Y. 11514 « (516) 333-5440
‘Dolby’" is a Trade Mark of Dolby Laboratorles, Inc
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introducing the

DDokorder

MVMK-50

with DOLBY-B*

the stereo cassette deck
with a new sense of direction

DOKORDER moves in new directions

with this outstanding state-of-the-

ar: cassette deck. A Tape

Scan Indicator shows

the directicn the

tape is moving

and, in con-

junction wizh

the 3-digit

tape counter

and Cue and

Review

Switches,

mekes it excep-

tionally easy to locate

desired selections instantly.

Thz2 super-hard Molybdenum (MBD)

PLAY/RECORD head delivers outstanding

fid=lity and increased frequency resoonse (30-18k Hz).

And the Dolby-B noise reduction system achieves exceptional
signal-to-noise characteristics (better than 60 dB). It’s the
finest cassette deck you could choose for reel-to-reel quality
and professional performance. *Dolby is a trademark of Dolby Laboratories, Inc.

For zomplete information, visit your nearest Dokorder Dealer, or write . . .

Dokorder Inc® 1126 Playa Court, Culver City, Calif. 90230
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produced a recording of twenty years ago is
obsolete by today’s standards,; but do we con-
sider a photograph taken :n the 1800s obso-
lete? The caption beneath rhe picture of Tos-
canini that accompanied the Bailey letter and
Marsh reply asks. “How much difference do
sonics make?” Obviously an enormous differ-
ence; if we could neatly divorce sonic and mu-
sical values (though I'm not sure how), I’d
likely prefer a given perforimance in the new-
est rather than older sound. But there is more
to “sonics” than up-to-date technology.

When Mr. Marsh insists that a record made
in the 1950s can be compared *“only musi-
cally” with one today, | think he overstates. [
can receive great enjoyment from the sound
on some of the very Mercury Chicago Sym-
phony reissues to which he refers. Oh sure, the
frequency response, dynamic range, and all
the rest are less than today’s average, but the
unique ringing brass on some of those reissues
provides a special, quite sonic pleasure. And
the realistic hall ambience of those recordings
is very much a sonic consideration.

A recording of Nellie Melba may reveal
something of her interpretive art while
masking her sound. The same cannot be said
of the recorded Flagstad sound in the Tristan
recording referred to by Mr. Bailey. Her
matchless tonal opulence would have been
better served by the best of today’s recordings,
but much of it is on the Angel set (EL 3588)—
so much in fact that no subsequently recorded
Isolde approaches it, despite better tech-
nology.

Naturally standards for evaluating record-
ings must change as technology develops: but
the total sonic experience is the result not only
of recording technology but also of acoustic
factors. halls. and the tonal values of the per-
formers—quite aside from their artistic fe-
licities. I'm sure Mr. Marsh knows all this. but
it deserves more emphasis in reviews of
recordings. )

Garry D. Whitlow
Hollywood. Calif.

I was amazed at Mr. Marsh’s reply concerning
“obsolescence.” How could he state so cate-
gorically that recordings made in the Fifties
can be compared only musically and not tech-
nically with present-day ones? I would like
Mr. Marsh to hear Toscanini's recording of Si-
belius’ Finlandia and tell me what is wrong
with its frequency response, dynamics, clarity,
naturalness, and balance. In fact, this record-
ing caplures precisely the conductor’s work,
whereas in a modern recording there is an
ever-present danger of going astray with the
many microphones and “mixing” controls. In
Toscanini’s time it was Toscanini who did the
mixing, and what a great “mixer” he was. Mo-
nophonic techniques had particular advan-
tages and cannot be labeled with the repellent
word “obsolete.”

Raymond Falcon

Santurce. Puerto Rico

I must to some extent defend Mr. Bailey's
viewpoint. Mr. Marsh disagreed with Harris
Goldsmith because, as Mr. Bailey notes. the
latter (presumably in his May 1973 review of
the Solti Beethoven Ninth) “failed to indicate
that Toscanini’s old recording of the Ninth is
the equivalent of an older-model automo-
bile.” In fact, though, Mr. Goldsmith had
clearly stated that *“London’s reproduction
makes one aware how recording techniques
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Listentoa

professional

who listened to the

‘I was immediately struck by
its superb mid-range to high
end smoothness and broad
dispersion...the AR-5’s
bass line is solid and
supremely clean, very
deep...had a room-filling
size to it, thisis of course,

a function of the excellent
high frequency dispersion
characteristics...if you
like your music loud, you
will doubly appreciate
the AR-5.Itisdownright
cheerful about accepting

large amounts of power. ,

LARRY ZIDE
IN AMERICAN RECORD GUIDE

ACOUSTIC RESEARCH
10 AMERICAN DRIVE

We think you will agree with
the professionals. The AR-5
is an unusual speaker sys-
tem that delivers magnifi-
cently balanced sound
with a minimum of distor-
tion in the bass, mid-
range and high
frequencies. This is made
possible by several AR
advances in materials
technology. The cone of
the 10” woofer, for
example, is molded by a
new low vacuum process
that greatly reduces the
tendency to coloration
heard on conventional
cones of paper or poly-
styrene. At the cone’s
outer edge is a new sus-
pension of urethane
polymer that achieves a
very low distortion of low
frequencies. The hemi -
spheric dome mid-range
and tweeter are identical
to those found in the
industry standard AR-3a.
The price, only $199. For

Il NORWOOD, MASS. 02062 \\ b reraetiled informal
Please send details on tion, please write.
/ \ D
/ the AR-5 and the full line \
/ of AR speaker systems. \
, N 2
II - — ~aMe \\
/ \
II - _.T\]_)-DEIESS —_ . - \\ A TELEDYNE COMPANY
/ B ) A
/I , TSTATE CITY ZIP \\

May 1974
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to hear

With Superex Stereophones, you've got the best seat in
Philharmonic Hall. You're in the control room at every record-
ing session. And you can change seats simply by changing
the volume.

Transport yourself to the center of the brass section, or
see what it feels like to sit under the cymbals.

The Superex PEP 79 will carry you there. According to
Stereo Review, ... though one of the lowest-price electro-
static headsets we know of, sounds about as good as the best
and most expensive ones we've tested
thus far — and that is no small
achievement.” Write for com-
plete report.

You'll have a pair of
Superex Stereophones with a
10-22,000 Hz. frequency re-
sponse, a handsome console
that works off any amplifier,
and a one year guarantee.

PEP-79
Sugg. Retail Price $85.00

Superex Stereophones.
Feel what you hear.

For Free Literature Write:
Superex Electronics Corp., Dept. FT, 151 Ludlow St., Yonkers, N.Y. 10705.

have progressed since the fine high fidelity of
the Fifties.”” Exactly how strong a statement
along these lines would saiisfy Mr. Marsh?
Like Mr. Bailey. | own only the Toscanini and
Furtwangler Ninths and consider the merits of
the performances sutticient to make up for the
technical superiority of any more recent per-
formance.

In the same May issue appeared a review of
Furtwangler’s 1943 Beethoven Seventh. 1t was
with some trepidation. due to David Ham-
ilton’s lukewarm reaction. that 1 finally or-
dered a copy. To my surprise. the recording
turned out to be one of the best Turnabout
Furtwiangler issues to date. No doubt the
“pseudostereo” detracts somewhat. but the re-
cording is remarkably clear and frec from
noise. | already own the noisy Pasroral. the
Fitth (with a low-level first movement. as
Schubert’'s Unfinished is on the same side). the
somewhat hissy Fourth and similar Eroica. To
think that | was nearly discouraged from pur-
chasing a recording technically superior to all
of these! If your reviewers must. then let them
stress “technical obsolescence.” But please do
not let them steer us away from the better early
recordings. even if they are only “worthy of

specialist attention.”
Mark W. Kluge

Urbana. HI

She’s Been Around

I was delighted 10 read Henry Edwards’ per-
ceptive review of Etta James's latest album
|December 1973]. However. Miss James made
her debut long before 1960. In fact. she made
her first rhythm-and-blues hit. Dance with Me,
Henrv. back in 1954
Though she hasn’t received due credit, Miss
James was one of the first and still is one of the
leading ladies of soul as indicated by her new
release.
Reginald Roberts
Knoxville. Tenn.

High Fidelity, May 1974, Vol. 24, No. 5. Published
monthly by Billboard Publications, Inz. Chairman: R. H
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By Jupiter!
the sound comes at you
from all directions.

Empire’s unique Jupiter
cylinder produces the kind of sound
no conventional box speaker can
deliver, Our all-around sound is

simply phenomenal — it radiates in
all directiors: front, rear, left and
right.
ThedJupiter's perfectthree-way
system” uses Empire’s heawy 12
inch dewr: facing woofer for bass you
can feel as well as hear, a powertul
midrange for crisp, clear alto and
voice tones, and a lightweight ultrasonic tweeter with wide
angle dispersion. The power of the Jupiter 6500 speaker
is awesome — it can deliver an impressive performance
without overload, burnout or strain.

Best of all, the virtuzlly indestructible Jupiter
enclosure is made of a new space-age acoustic material
with a marproof surface, making it ideal for today's
casual living.

*Jupiter speakers are completely weatherproofed for
indoor or outdoor listening.

Empire’s new Jupiter 5500 Speaker list price $149.95.
Available at better hi-fi dealars. For your free
“Empire Guide to Sound Design” write:
EMPIRE SCIENTIFIC CORF,
Garden City, Naw York 11530.
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The first NEW
amplifier design
since

the ORIGINAL
Super Amp

You remember the first super pow-
er amplifier - the Crown DC300. Well, most
of its competitors are still using those six
yearold circuit designs pioneered by Crown.
Most every amp but Crown's new DC300A -
a totally redesigned amplifier inside and
out. Frankly, the DC300A is not created for
the hi fi mass market, but for demanding
commercial and professional applications.
However, we know there are discerning
audiophiles, perhaps like yourself, who can
appreciate the difference.

The new DC300A has double the num-
ber of output transistors, effectively twice
the muscle of the old DC300 for driving
multi-speaker systems. Each channel has
eight 150-watt devices for 1200 watts of
transister dissipation per channel. Ad-
vanced electronic output protection per-
mits the DC300A to drive the toughest
speaker loads at higher outputs before go-
ing into protection, and even then there are
no annoying flyback pulse noises or DC
fuses to blow.

The new DC300A has unprecedented
signal purity. IM and harmonic distortion
ratings are .05%, although typically below
.025%. Hum and noise rating is 110dB be-
low 150 watts, while typically -122dB. The
difference in increased listening comfort
IS impressive.

Although totally new, the DC300A has
inherited some important traits from its
predecessor:

PRICE — still under $700

WARRANTY — three years on all parts,
labor and round-trip shipping

POWER RATING — 150 w/ch continuous at
8 ohms; power at clip-point typically 190
w/ch at 8 ohms, 340 w/ch at 4 ohms, 500
w/ch at 2.5 ohms, or plug in two parts for
600 watts continuous mono power at 8 ohms.

There are many new super-power am-
plifiers. But when you buy a Crown DC300A,
you're buying more than just an amp. You're
buying the Crown company — a professional
audio equipment manufacturer with a 26-
year reputation for solid quality and lasting
value. There are thousands of Crown amps
in the field still working to their original
specifications, and still outperforming most
new amps. Visit your Crown dealer to hear
the difference. For detailed product data,
write Crown International, Box 1000, Elk-
hart, Indiana, 46514,

crown
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Sir Adrian Boult and Elgar's daughter Mrs. Carice Blake
discuss the composer’s work during a recording session.

Elgar Conducted by Barenboim,
Boult—and Kaye?

LONDON

A sortof hijacking of the conductor’s po-
dium ook place during one of Daniel
Barenboim’s recording sessions at the
EMI studios. The culprit was another
Danny. who had come as a visitor to see
Barenboim conducting Elgar’s Pomp and
Circumstance Marches for Columbia.
Producer Paul Myers and the engineers.
alert at the controls. set the tape rolling
as soon as Maestro Danny Kaye started
the London Philharmonic on Pomp and
Circumstance No. 2. It was fortunate that
they did. for to everyone's amazement
the famous parodist of conductors past
and present persevered (o the end of the
piece.

“It was a cracking performance. We
hope to use it.” commented Myers en-
thusiastically. though he has not yet indi-
cated where.

The Barenboim version of the five
marches will be coupled with the Cock-
aigne Overture (another piece that has
attracted unexpected celebrities 10 the
podium) and two pieces from The Crown
of India.

That is only a fraction of Columbia’s

massive Elgar recording program with
Barenboim and the LPO. who had previ-
ously done the Second Symphony. In six
three-hour sessions Barenboim managed
to complete the First Symphony (some
fifty minutes long) and the “*symphonic
study” Falstaff (over halt an hour). He
had the advantage of conducting the or-
chestra in both works prior to the ses-
sions. at a series of concerts in London
and outside. As an Elgarian myself. I was
tascinated to note that. while his view of
the Second Symphony had been expan-
sive to the point of waywardness. these
readings were tauter. with tempos on the
fast side.

Don Giovanni (continued). As [ reported
in March, Barenboim’s recording of Mo-
zart’s Don Giovanni for EMI was delayed
initially by bass Roger Soyer's serious
throat infection. Subsequently producer
Suvi Raj Grubb had managed to record
a large part of the opera even without a
Don. but again the project was foiled by
a sore throat—this time Helen Donath’s.
She was unable to come to London to
sing the rest of her role as Zerlina. which
means that some numbers still need to be
completed. notably the duet “La ¢i da-
rem la mano.”

The aim now is to finish the delayed
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An Open Letter to the General Manager

of the Metropolitan Opera

Dear Schuyler Chapin:

These are difhicult days for the Met and those who run it, so MusicaL AMER-
1ca would like to send along some words of sympathy and reinforcement.

The accountants have done their arithmetic and the financial forecast is dark.
Opera concerts in the parks are out, the mini-Met has gone, the 1975/76 season
is to be cut by four weeks. Some office and backstage staff have been let go, and
the unions have been put on notice that the Metropolitan can no longer con-
template offering its employees a paid fifty-two-week working vear.

More. Your music director has quit. Rafael Kubelik, whose appointment was
announced with such fanfare two vears ago, now feels there is insufficient
money (o enable him to carry out his “artistic ideals.” (To our mind there is
something a little less than admirable about this statement of resignation: the
water is rising in the scuppers, but—sorry, fellers—I cannot stay to help you at
the pumps.) Kubelik will be back to conduct, however, if not to give his wise
counsel: and that is perhaps all to the good.

It would be natural enough to despair at such a time but your courage should
be buoyed by the knowledge that since mid-October your company has been
performing at memorably high levels of quality. Despite all the troubles, the
house has offered a string of superior performances in a distinguished repertory.
You have given Les Troyens and Tristan and Otello, a tine Hoffimann, a historic first
production of [ vespri sicilian:, splendid revivals of Boccanegra and Der Rosen-
kavalier; Gotterdimmerung is still to come at the time we go to press. We have had a
lion’s share of the world’s great singers: Sutherland and Nilsson and Caballé
and Horne, Pavarotti and Domingo and Vickers. We have had good men in the
pit: James Levine and Sixten Ehrling for Verdi, Leinsdorf for Tristan, Kubelik
for Berlioz, Bohm for Richard Strauss. Signor What-not is mercifully absent,
and Herr Doktor Thingummy not in evidence. The orchestra has rarely
sounded better, the chorus has often excelled itself, the stage machinery has
worked well.

This is a hard-won achievement, and vou must not allow the money-men to
dilute it. The Board must be told that it is your job to run the opera season, to
maintain the standard and to tell them what it costs; it is their job to find the
money. Money must not be wasted, naturally enough, but it is no part of the
Board’s work to decree how many horn-plavers are required for Tristan or to
insist that young Whatsisname can sing Alberich just as well as that other Ger-
man. These things you should be absolutely firm about.

Lincoln Center is ten vears old now. It cost something over $200 million
to build, much of the sum coming from Rockefeller coffers. But Lincoln Cen-
ter has changed the property values of all the West Side in its vicinity: people
have made billions out of its presence. Should they not pay, if only to make sure
that the golden eggs keep coming? If property values have risen five-fold as a
consequence of the existence of Lincoln Center and what is done there, surelv
one-tenth of that gain might be taken away and applied to the feeding of the
goose? That would solve every budget problem in sight.

With all honor to Chicago and San Francisco, it is a fact that the only opera
company in the United States approaching the stature of a national institution
is the Metropolitan. To allow its repertory or its quality to decline would be a
national, not merely a local disgrace. And for what? The lack of, say, six million
dollars a year to meet the gross deficit, or a million or so after all the gifts are in?

Please tell vour Board, good Schuyler Chapin, about the rocket that NASA
tried out on February 11. It flew off from Cape Kennedy and wasn’t acting
right, so the man at the control panel pressed the ‘destruct’ button and the thing
blew itself up, at a cost of twenty million dollars.

So here’s hoping that you and all about you keep their courage high and their
sense of proportion keen. More power to vou.

Sincerely,
The Editors

MA-2

Letters

Directory: corrections, additions

SIR:

On Page 139 of vour vearly Direc-
tory, David Schiffman’s report states
that Thomas Booth is Musical Direc-
tor of Arusts Internationale. This is
not a fact. Mr. Booth, a most gifted
and talented artist, is emploved by
Artsts Internationale in the capacity
of a conductor. The ertire artistic di-
rectorship is under Marguerite Ruf-
fino. We would appreciate a retrac-
tion of the statement as we find it
damaging due to the fact that we
have other conductors in our employ
and will employ other conductors in
the future.

Margaret M. Connor
Company Manager
Artists Internationale
Providence, R 1.

SIR:

In vour 1974 Directory issue, in the
North American Artists Manage-
ments reports, the following was
omitted:

Dina Bader Associates is now agent
in the United States and Canada for
Alexandra Hunt, whose appearances
as Marie in Wozzeck include debuts at
La Scala Milan, (German premiere)
and Hamburg. The noted soprano’s
Katya in Katya Kabanova was critically
acclaimed at Wexford and York festi-
vals and she has been invited to re-
peat this role with the Prague Opera
during their 1975-76 season. Miss
Hunt returns to the U.S. for appear-
ances with the Philadelphia Orches-
tra in Penderecki’s Passion According to
St. Luke.

Contralto Eunice Alberts’ festival
appearances at Saratoga include a
complete staged production of /a
Vida Breve, and she sings Princess Ah-
krossimova in Prokofiev’s War and
Peace with the Opera Company of
Boston. Baritone Timothy Nolen
sings in Peter Grimes and La Bohzme
during San Francisco’s fall season.
Molly Stark, who has appeared with
Clarion Concerts and the Little Or-
chestra Society, has been highly com-
mended for her Mimi in La Bohime.

Linda Anderson is no longer under
our management. During the past

Continued on page MA.4
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Continued from page MA-2
season, the Minnesota Opera Com-
pany has been represented in Europe
by our management; the organiza-
tion is not among our special attrac-
tions.

Dina Bader
Dina Bader Associates
New York, N.Y.

Mozart fils

SIR:

In the February issue of musicaL
AMERICA, | note that a “Highlight of
February,” cited on page 3, was the
world premiere of Franz Xavier Mo-
zart’s Concerto for Piano in E flat,
performed by Gary Graflman and
the Cleveland Orchestra on Thurs-
day, the 28th.

May I bring to your attention that
Mr. Graftman, conductor Leon Flei-
sher, and the Annapolis Symphony
Orchestra gave the first American
performance of this work on Sunday,
January 27, in Annapolis.

The world premiere, of course,
took place in Lemberg in 1818 with
the composer as soloist. We in the An-
napolis-Baltimore-Washington area
are proud that Messrs. Graffman and
Fleisher gave us the first American
presentation of the Concerto.

Jane Young Davis
Annapolis, Md.

In reply:

We are sorry for the error and
never meant to slight the excellent
Annapolis Symphony Orchestra and
its distinguished conductor, Leon
Fleisher.

Mrs. Davis is indeed correct about
the fact that the world premiere of
the F. X. Mozart Piano Concerto in E
flat took place in Lemberg, December
7, 1818. In addition, the composer
subsequently played the concerto
frequently on his Grand Tour of Eu-
rope which he made during the fol-
lowing three years. Further, the last
movement of the concerto was pub-
lished and performed separately by
F. X. Mozart as a Rondo pour le Piano-
forte.

The first performance in Cleveland
took place February 28, with sub-
sequent performances March 1 and 2,
when Mr. Graffman was guest soloist
with the Cleveland Orchestra.

Audrey Michaels
Press Representative
for Gary Grafiman
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artist

life

DORLE J. SORIA

ENRY-Louis DE l.ae GRANGE
has written—is still writing—a
definitive life of Mahler [see

page MA-37]. Critics have called the
first volume “a monumental work”
(Harold Schonberg, New York Times)
“The most distinguished biography
of the year” (Paul Hume, Washington
Post), a book which “could do for
Mahler what Newman did for Wag-
ner” (Los Angeles Times), “one of the
first monuments of the new world-
era” (Karlheinz Stockhausen—yes!—
in his introduction). Volume I, al-
most a thousand pages including ap-
pendices and notes, covers the first
forty years of Mahler’s life up to his
marriage to Alma Mahler. The sec-
ond volume, covering the last decade
and the turbulent years with the New
York Philharmonic and the Ladies of
the Board, will be published the
spring of next year.

Who is this dedicated man who, for
the past twenty years, has devoted
himself to what has been called a
“veritable Everest of scholarly exhu-
mation”? He says: “l am not German
nor Austrian nor Jewish but that has
not made me, as Glenn Gould wrote,
a model of ‘impeccable objectivity.’ I
was never ‘objective.” 1 was totally
committed. Mabhler is closer 1o me
than anyone in my own life. He never

disappointed me. He had great big
faults but never small faults. 1
couldn’t write a book about Richard
Strauss, for instance, because he had
petty faults, faults about money. Not
Mabhler. I am always happy to be in
his company. I know all my efforts
until the end of my life will be de-
voted to him.”

But, after the biography, what? He
will do a complete edition of the let-
ters of the violinist Natalie Bauer-
Lechner, that paragon of unrequited
love who was Mahler’s confidante,
diarist, Boswell. He will do a book of
the complete Mabhler letiers. “I al-
ready have about three thousand of
which only some nine hundred have
been published in German. And in
the second volume of the biography, |
will publish an appendix of material
I have found since finishing the first
one. For example, the Mahler mem-
oirs of the Hamburg critic Ferdinand
Pfohl have only now been published.
I used to think I might do a book on
Weber and one on lalian opera. But
now I know I will do none of these
things. I now realize I will spend the
rest of my life with Mahler. I am a
one-person. I am very faithful in
love.” Do you identify yourself with
him, we asked. He answered quickly:
“No. No. That would be immodest.
He was a genius.”

Henry-Louis de La Grange

He was born in France on May 26,
1924, a Gemini oddly enough, con-
sidering his single-track life. “Any-
way, I was never able to plot my stars
because my mother doesn’t know
what time [ was born. She says: ‘After
four children do you think I kept my
eyes on the clock?’ I have three older
sisters.”

His mother, an American, was Em-
ily Sloane, whose grandfather
founded the famous Fifth Avenue
furniture store. On his father’s side he
is French. His great-great-great
grandmother was born in Marti-
nique, a first cousin to Empress Jose-
phine. When Napoleon became Em-
peror he brought the former to
France but, on the way, she was cap-
tured by English pirates. “They took
her to London where she had a won-
derful time going to balls. She was
furious when Napoleon ransomed her
and married her to Prince von Aren-
berg, whom she detested. They say
she locked her door to him the night
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of her wedding and said, ‘The day
Napoleon falls I will leave you.” She
did, and married my great-great-
great grandfather, Marquis de Chau-
mont-Quitry. That was the name of
my paternal grandmother, who al-
ways talked to me about Napoleon.”
We asked if that was why he had a
home in Corsica. “No. Napoleon is
not much liked in Corsica. He was
one Corsican who never went back.
The Corsicans did not forgive him.”
His paternal grandfather had ties
with this country. He had at one time
gone to California and bought a gold
mine, still called the La Grange mine.
His father, Baron Amaury de La
Grange (Henry-Louis uses his title
only in private life), was a pioneer in
aviation, a French Senator who wasa
cabinet minister in the Revnaud gov-
ernment. In 1915, when he came here
to work out international air agree-
ments for the I'rench government, he
met his wife. “It was at the home of
Mrs. Chanler, wife of the composer
Theodore Chanler.” During the
Thirties they often returned to the
States and, when in Washington,
stayed at the White House because of
Emily de La Grange’s long friendship
with Franklin and Eleanor Roose-
velt. “In 1940, just before the fall of
France, my father was sent by Rev-
naud to buy American planes. It was
too late.” Later he was arrested and
deported but, in his absence, a news-
paper of which he was board presi-
dent, Le Nord AMaritime of Dun-
querque, continued to publish. When
he returned, he was condemned and
fined a symbolic franc. “My father
was guiltless. He suffered greatly
from this injustice and would never
ask for amnesty.” After his death
Henry-Louis and his mother had his
name officially cleared. The family
chateau in the north, near the Bel-
gian border, i1s now an aviation
school named after the Baron
Amaury de La Grange.
Henry-Louis’ first schooling was in
Paris; his secondary schooling at the
Lyvcée Frangaise in New York. As a
boy he had wanted to be an archae-
ologist. He lived to reconstruct, not a
temple, but a man, a musician. But
he was fifteen before he discovered
music. “l was given a batch of record-
ings.” He ticked them off. The Mo-
zart Clarinet Concerto with Reginald
Kell. Landowska playing the Ie/l-
tempered Clavier. The Schubert Fourth
conducted by Barbirolli. Cortot play-
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ing the Schumann Carnaval and
Kreisleriana. *“My sister studied with
Cortot. I used to hear her practising
in the next room. Music came to me
by osmosis. It percolated through the
wall into my subconscious. Years
later, when I would hear a rarely
played work like the Weber Second
Sonata, it would be familiar. My sis-
ter had practiced it. But my love for
music really came from recordings
and listening to radio stations like
WQXR. I would say ninety-nine per-
cent of my musical knowledge came
from records, one percent from con-
certs. | am always listening to music.
If I don’t have my daily dose [ am
starved.”

He went back to France in 1941;
his parents had preceded him. He left
on an American Export Line ship for
Lisbon, accompanied by a huge crate
of two hundred 78-rpm records. In
France he attended the University of
Aix-en-Provence (Greek and Latin
among his studies) and the Sorbonne.
After the war he returned to this
country, ostensibly—his mother’s
wish—to study business adminis-
tration, a mission honored in the
breach. He attended Yale for two
terms and took music courses under
musicologist Leo Schrade and pianist
Bruce Simonds, then dean of the
School of Music.

Mahler discovered

“In 1945 I heard Bruno Walter
conduct the Mahler Fourth. I was al-
ways a conformiste. 1 was appalled.
How can you put a soprano solo in
the finale? All those sleighbells and
those verses about asparagus and
fishes! It was ridiculous.” Two
months later he heard the Mahler
Fifth. “The trumpet announcing the
theme of the opening Funeral March
movement impressed me. Otherwise |
was not convinced. I thought, Mahler
must have been insane. The critic
Adorno has said that ‘Mahler’s music
is an insult to the bourgeois estab-
lishment.” In those days [ was the es-
tablishment. I was sure of what was
good and what was not good. 1 only
liked things like the last Beethoven
quartets. I was a little suspicious of all
opera, except maybe Figaro or Don
Grovann: or Pelléas. Wagner | found a
bit boring. I was deeply offended by
Mahler. Yet ... two weeks later . . . |
bought my first Mahler record. It was
the Fourth with Bruno Walter and

Desi Halban, who is the daughter of
Selma Kurz, the singer with whom
Mabhler was once in love. William
Ritter. the French-Swiss critic, wrote
that when he first heard the Fourth
he was ‘at once bewitched, flabber-
gasted, and horrified.” For me, too, it
started as a love-hate thing, the be-
ginning of a lifelong love affair.”

In 1947 Princess Topazia Caetani,
whom he had met in the States, asked
him to be a witness at her marriage in
Vevey, Switzerland, to conductor
Igor Markevitch. “There Igor said to
me: ‘You must go to Nadia Bou-
langer and study.’” He worked with
the great teacher five years—counter-

SEWANEE

Summer Music Center
Chamber Music
Orchestra
Private Study

| Artist Faculty
Weekend Conceris
Festival

JUNE 21 - JULY 28

Write: Martha McCrory, director
Sewanee Summer Music Center
Sewanee, Tennessee 37375

Aston Magna

BAROQUE MUSIC
AND DANCE

Great Barrington, Massachusetts
School:
June 8-30, 1974
Concerts:

June 9, 15&16. 22&23, 29&30
ALBERT FULLER

Arustic Director

WRITE:
Aston Magna Foundation for Music. Inc.
333 West 70th St.. New York. N.Y. 10023

MA-5




point, harmony, etc.—and studied pi-
ano with Yvonne Lefebre. At the
Boulanger studio he met the young
and the famous. He mentioned Li-
patti. “A bit too polite for my tastes.
One wondered what he really
meant.” He clarified the remark in
his polite way: “One gains time by
being outspoken.”

He decided he could never be a
concert pianist and started to write
about music. Through his mother,
who knew Mary Ellis Peltz, then edi-
tor of the Metropolitan Opera News,
he wrote three articles for the maga-
zine, including pieces on Manon and
Carmen, both of which he knew only
from recordings and scores. In Paris
he worked for some ten years for the
weekly Arts. “The first critic was Jac-
ques Bourgeois. He sent me to all the
piano recitals and the bad concerts
and to the opera. He wasn’t inter-
ested in opera, which was fortunate
for me.” He also started writing for
Disques and from time to time sent
special reports to the Herald Tribune.
the New York Times, the Saturday Re-
view, and Musical America.

He began his Mahler opus in 1954.
He had planned to do a short mono-
graph on the composer and started to
track down dispersed manuscripts
and to look up Mahler’s contempo-
raries. His interest grew and the
monograph became the monument.
Fortunately he had the time, the tem-
perament, the patience, and the
means to accom.plish the task he had
set himself. He learned German “like
a dead language.” Though bilingual,
he wrote the ook in his mother
tongue, French, despite the fact that
he received nc encouragement in
France. Even now, with the first vol-
ume published in the United States,
Great Britain, and Germany, there is
no talk of a French edition. “When I
began my work Mahler was almost
unknown in France. They called him
the Meyerbeer of the symphony. He
was considered a composer under a
curse because they thought his musi-
cal borrowings and quotations were
proof of creative impotence. As for
French music publishing, it is still in
its infancy.”

He was helped by many people
and much luck, he said. “For in-
stance, Alan Rich was in Europe
when I was starting and he told me of
a young man in Vienna called Peter
Riethus who hac a passion to find old
and out-of-print books, an antiqua-
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Henry-Louis de iLa Grange, in non-hair shirt

rian researcher. Over the years Peter
has assisted me tirelessly, following
every scent in every place Mahler
ever set foot.” Great finds were the
notebooks of Natalie Bauer-Lechner,
the chance to copy the love letters
Mabhler wrote to the singer Anna von
Mildenburg preserved in the Vienna
National Library, to photograph uvn-
published letters in the possession of
Alfred Rosé, professor of music at the
University of Western Ontario. Rosé
is the son of Mahler’s sister Justine
who had married Arnold Rosé, con-
certmaster of the Vienna Philhar-
monic and founder of the Rosé Quar-
tet. He knew Alma Mahler Werrel
before her death. Later her daughter
Anna gave him access to her mothe-’s
original manuscript of her life with
Mabhler which contained passages she
later suppressed, unpublished letters,
and excerpts from her private diary.
L.a Grange says that Alma, for her
own reasons, drew a picture of Maa-
ler as a morbid hypochondriac, zn
impotent man, “the image which
Visconti took as his inspiration for
the character in his Death in Venwce
film.” He will right that image.

Corsica

Henry-Louis de La Grange has a
home in Paris, a pied-a-terre in Ve-
vey near his friend Topazia Caetani,
and a house in Corsica. His Paris
rooms are filled with Mahler manu-
scripts and souvenirs, a copy of the

Rodin bust of the composer, his last
baton given the author by Alma
Mabhler, and an enormous library
augmented by the Cortot library
which he bought after the pianist’s
death. Cortot had read most of the
French manuscript of the Mabhler
book and had made “many useful
suggestions.”

But Corsica is where the Mabhler
opus was written. “My father’s side is
from Normandy anc Lorraine and
my mother’s background is Scotch
and English and I love the Medi-
terranean like someone whose blood
is Nordic.” He first came to Corsica in
1950 and bought “a wee house” from
Prince Youssoupoff. In 1961 he found
a sixteenth-century monastery which
later had been turnec into a strong-
hold during the wars between France
and Corsica. On the northwest coast
the monastery, “like a Sleeping
Beauty,” slumbered at the foot of
2,000-foot mountain, trees and vine-
yards around, the sea below. In the
village above, Monte Maggiore, a
character was born who modeled
himself on the original play of Don
Grovanni. He lived the life of the Don,
and raped his own sister, according to
La Grange. The monastery was put
in order. “I expected to find religious
objects. All I found were cannon balls
and handcuffs.” Therz, in the Cou-
vent Alziprato, Henrv-Louis de La
Grange lived with Mahler.

But not always with Mahler. The

Continued on page MA.40
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The National Endowment for
the Arts has established a pro-
gram of individual fellowship
grants for composers, librett-
ists, and translators. To date,
one hundred twenty-five indi-
viduals have received grants.
For information regarding ap-
plication, write the Office of
Music Programs, National En-
dowment for the Arts, Wash-
ington, D.C. 20506. ... The
National Opera Institute has
awarded sixty-three young pro-
fessional singers grants of
$5,000 each towards the ad-
vancement of their careers.

The new ten-million-dollar Am-
bassador Auditorium on the
Pasadena campus of Am-
bassador College opened April
7 with an exclusive engage-
ment of the Vienna Symphony
conducted by music director
Carl Maria Guilini. ... The
Cleveland Orchestra will tour
Japan this month, giving
twelve concerts over a two-
week period. ... Kazimierz
Kord guest-conducted the To-
ronto Symphony on its recent
four-week, sixteen-concert Eu-
ropean tour.

The Texas Opera Theater was
created last January by the
Houston Grand Opera to serve
residencies of eastern Texas.
Stage director is David Alden;
music director is Robert Jones,
assistant conductor of the
Santa Fe Opera. . . . The finals
of the Amato Opera Circle's
sixth annual Opera Scholar-
ship Competition will be held
on May 19 at the Plaza Hotel in
New York City. Those inter-
ested in attending should write
the Amato Opera Circle, 319
Bowery, New York, New York
10003.

Premieres

The world premiere of the full
orchestral version of Charles
Ives's Three Places in New
England was performed by the
Yale Symphony and pianist
John Kirkpatrick in New Haven
last February. ... Alan Hov-
aness’ Majnun Symphony re-
ceived its world premiere at
Texas Tech University in Janu-
ary as part of the school's an-
nual Symposium of Contem-
porary Music. The work was
commissioned by Texas
Tech’s International Center
for Arid and Semi-Arid Land
Studies. The Bowling
Green (Ohio) State University
School of Music premiered
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here & there

Wallace E. DePue's opera Dr.
Jekyll and Mr. Hyde in April.
... Ned Rorem's Little Prayers,
a symphonic-choral work, was
premiered in April by the Sioux
Falls (lowa) Symphony and
choral groups from Colleges of
Mid-America (ten liberal arts,
church-related colleges in
South Dakota and lowa), who
commissioned the work.

Summer prospects

The Oberlin Music Theater will
reopen this summer after a
dark '73 season due to finan-
cial difficulties. Producer/di-
rector David Bamberger is
planning productions of Ma-
dama Butterfly, Cosi Fan Tutte
and The Fantastiks. ... An
anonymous stock gift worth
$40,000 will enable the Ca-
brillo College Festival to estab-
lish a music camp in 1975.

Personalities

Rafael Kubelik has resigned as
music director of the Metro-
politan Opera, effective last
February. [See editorial, page
MA-2.] ... Louise Talma and
Alexander Tcherepnin have
been elected to the National
Institute of Arts and Letters.
Miss Talma, a composer, is the
first woman to be elected to
the music department in the
Institute’'s history. ... The
New York Brass Quintet partic-
pated in the Eleventh Annual
Symposium of Contemporary
Music for Brass last February
at Georgia State University. In
addition to a workshop and
concert, they served as judges
in selecting a participating
composer to receive $500
commission. . . . Julian Patrick
makes debuts with three Ca-
nadian orchestras this
spring—the Atlantic Sym-
phony, Hamilton Philhar-
monic, and Vancouver Sym-
phony—in the baritone solo
part of Ortf's Carmina Burana.
He will also sing at the Cincin-
nati Summer Opera. . . . After
a performance of Le Rossignol
for RAI-Rome, soprano Jea-
nette Scovotti made her italian
stage debut at the new opera

house in Turin singing Ol-
ympia in Les Contes
D'Hoffmann.

Appointments

Sir Rudolf Bing, recently ap-
pointed director of Commu-
nity-College Cultural Affairs at
Brooklyn College, has been
elected to the board of direc-
tors of Columbia Artists Man-
agement. . . . Former assistant
professor at the University of
Minnesota Peter J. Schoer-
bach has been named dean
and administrative coordina-
tor of the Curtis Institute ot
Music, Pniladelphia. ... Wil-
liam Schuman is the new chair
man of the board of the Mac
Dowell Colony, the retreat for
artists, composers, and writers
located in Peterborough, N.H.
... Niklaus Wyss has been ap-
pointed resident conductor of
the San Francisco Symphony
for the 1974-75 season. Since
1970 he has served as assist-
ant conductor. ... Gillian
Weir, English organist, has
been appointed to the faculty
of Cambridge University.

Awards

The Symphony of the New
World has been awarded &
grant of $25,000 from the Ex
xon Corporation "‘because of
its pioneering task of bringing
blacks and other minorities
into the mainstream of Ameri-
can symphony music.”" . ..
Curtis Institute graduate
Andre Michel Schub has won
first pnze in the 1974
Naumburg Piano Competition
held last February in New York
City. . . . Twenty-three-year-old
pianist Adrienne Shannon and
twenty-cne-year-old tenor
Donald Woodrow were the first
place winners in the Hamilton
(Ontario) Philharmonic Young
Artists' Competition last Feb-
ruary. . . . Jane E. Brockman is
the first woman to receive the
Sigvald Thompson Composi-
tion Award for her Eventail for
Orchestra. The competition is
sponsored by the Fargo-Mocor-
head Symphony of North Da-
kota. . . . Pianists Alan Ball of

Salt Lake City and Ki-Ae Kim of
San Francisco are first and
second place winners in the
sixteenth annual Young Artists
Awards regional competition
held last January in Fresno,
California.

Competitions

The West Virginia Arts and
Humanities Council has ini-
tiated a competitive commis-
sioning program, open to com-
posers who are state
residents. Deadline for appli-
cation is May 1. For informa-
tion, write Jim Andrews, West
Virginia Arts and Humanities
Council, State Office Building
#6, Room B-531, 1900 Wash-
ington Street E., Charleston,
West Virginia 25305. ... July
19 is the deadline for applica-
tion to the Twenty-First Inter-
national Singing Competition
at 's-Hertogenbosch. For infor-
mation write Secretariat,
Stichting 's-Hertogenbosch
Muziekstad, Townhall, 's-Her-
togenbosch, The Netherlands.
... Composers of all nation-
alities are eligible to enter the
Queen Marie-José Prize for
Musical Composition competi-
tion. Deadline for submission
of works is May 31. For infor-
mation address the Contest
Secretariat or Radio Suisse Ro-
mande, Studio de Geneve, 66,
Bd Carl-Vogt, 1211 Geneve 8,
Switzerland. . . . April 20 is the
deadline for application to the
Rossanna M. Enlow Young Art-
ists Awards Competition. Resi-
dents of Indiana, lllinois, and
Kentucky should address the
competition at the Evansville
Philharmonic Office, P.O. Box
84, Evansville, Indiana, 47701.
. .. For information regarding
the Young Musicians Founda-
tion 1974 National Competition
for string players, pianists, vo-
calists, and composers, write
the Foundation, 914 So. Robert-
son Boulevard, Los Angeles,
Cal. 90035. Deadline for most
categories is May 1. . . . The
Festival of Flanders is sponsor-
ing the 4th International Harp-
sichord Competition for harp-
sichordists born after Decem-
ber 31, 1941. Write to the Fes-
tival Secretariat, C. Mansion-
straat 30, B 8000 Brugge,
Belgium. Application deadline
is May 1.

Obituary

Benjamin Steinberg, founder
of the Symphony of the New
World, died on January 29. He
was fifty-eight.
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musician of the month

KIRI TE KANAWA

N A MID-FEBRUARY afternoon she came in, 1all.
strikinglv handsome, wearing a large-brimmed
white panama hat with a pheasant-feather band
and a white dress under her fur coat. The hat was a
present {from the mother of her friend I'licka (Frederica)
von Stade, after whom she calls it her “Sarah hat.” Her
brown hair hung in a pony tail beneath that hat, her
enormous brown eves seemed 10 swim in a luminous white
sea, her soft skin was sun-burn color with a rosy cast, her
mouth large and friendly; there were pearls in her ears.
This was Kiri Te Kanawa, an exotic name the opera
world is fast learning 1o pronounce, with the accent on the
Ka. The soprano from New Zealand first made news in
London when, on the first of December 1971, virtually
unknown, she sang the Countess in The Alarriage of Figaro
at Covent Garden and had sensational reviews. On Feb-
ruary 9, 1974, she made news in New York. On three
hours’ notice, she sang Desdemona at the Metropolitan,
anticipating bv a month her official debut in the role.
She was born in the farm-and-fishing port of Gisborne,
at the foot of mountains, on the east coast of New Zea-
land’s North Island, which is warmer than its South ls-
land because it is closer to the equator. “My father is
Maori, my mother white,” she savs. For those peoplc who
don’t quite know who the Maoris are, we stop for brief
identification. The people of New Zealand, a self-gov-
erned nation of the British Commonwealth, are
predominantly of British descent. However, about eight
percent of the population is Maori, a Polynesian-des-
cended race which reached New Zealand over six cen-

turies ago after ocean vovages—twice as long as that of

Columbus—sailing in canoes by sun and stars from the
South Pacitic. They have been called “the Vikings of the
Sunrise.” When we were in Aukland we saw in the mar-
velous Maori Museum a Maori war canoe, eighty-five feet
long, its hull cut by jade adzes from a single trunk, its
prow a masterpiece ol carving. The Maoris are now inte-
grated with the Caucasian population on a basis of com-
plete equality. Many of New Zealand’s business, political,
and professional leaders are Maori. Kiri Te Kanawa says
it has been an advantage for her to have a Maori name.

She was called Kiri, which means “bell,” a happy omen
for her future. Te means “the.” She has an ancestor, a
chief called Te Kanawa, about whom she says there are
many legends. “Because he was so good. because he could
do everything better than anyone else. he was ousted from
his tribe. He tormed his own and became its chief.” She
observed: ““I'he more important you become the more
vulnerable you are.”

Kiri was an only child in a warm, close-knit tamily. Her
tather, now retired, was a contractor who installed petrol
tanks. Her mother, who died 1wo vears ago, was the power
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behind her career. “At three I sang songs like “Daisv.
Daisy, give me your answer true” or “P’ll be your sweet-
heart” and as a child I was always asked to entertain
people. I was not temperamental but I was sick-shy. |
would say ‘No, I won't" and mv mother would say ‘I’ll
speak to you when everybodv goes.” She frightened me
into singing. I was not an extroverted child. You have to
learn 10 be extroverted.”

When she was eleven the family moved to the big city,
to Aukland. They were Catholic, and Kiri was educated
in Catholic schools. When she was sixteen she started
regular singing lessons from Sister Mary leo at St
Mary’s. “She had no method or anvthing, just a way of
bringing the voice out.”

She is an outdoor girl. “When 1 was a child | had a
shadow on a lung and I took up archerv 10 expand mv
chest. I've never had anvthing wrong since.” During
school days she played basketball. “I was the best goalie of
the year one vear.” She loves swimming and water skiing.
Her athnity for the water is natural-—she is a Pisces born
March 6. “I am mad about water. Every time I see it 1
want to dive into 1t.”

During her teens Kiri entered every available music
competition. In New Zealand contests are held annually
in various cities and singers try for entrance into the vari-
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ous “classes” such as art song, Lieder, national song, and
the special song of the vear. Those admitted are entitled to
compete for the aria prize, which is the big prize. “Some-
times people would complain about me because I would
repeat the same song in another class. But | always be-
lieved in singing songs which suited me. If it’s good. sing it
twice. By ‘good’ I mean songs which make a splash.”™ She
also won prizes—moneyv as well as cups—in radio competi-
tions and, in Australia, came out second in Svdnev and
first in Melbourne in the Sun-sponsored aria comperition.
During this period she sang in night clubs, for weddings,
and special occasions, and did some “stupid recordings”
of Maori and folk songs. “But I wouldn’t sign a contract.
Five vears then scemed like an eternity. Lven six months
seemed forever.” Now she worries about not heing over-
booked in 1977.

In 1966, with a grant from the New Zealand Arts Coun-
cil for four vears’ study at the London Opera Centre, she
set off with her mother with free passage on a ship of the
Chandris Line. It took twentv-three dayvs to reach Eng-
land, with stops at Miami and Cristobal. Panama. Thev
arrived with six trunks. no friends, no place to stay. “l
wanted to go straight back. I’'m a nesting-tvpe person. But
mother staved with me the first nine months.”

Why had she decided to become an opera singer, rather
than a concert singer? “I rather fancied myselt as an ac-
tress and [ liked to hide behind things like wigs and cos-
tumes and the role.” At the Opera Centre she was trained
and coached in repertoire, acting, movement, fencing,
languages and “l found this marvelous teacher, Mme.
Vera Rosza, who gave me a whole new wav of singing. 1
wouldn’t do without her.”

In 1969, after a number of professional engagements
while she was still a student, she returned home to sing the
title role of Carmen with the New Zealand Opera (he: voice
was lower then). That same year she auditioned tor Co-
vent Garden. Among other things she sang the Countess’
arias. The management offered her a contract, including
the role of the Countess. “I think the world exploded with
my happiness.” She made her debut at the Roval Opera
as a Flower Maiden in Parsifal. The title role was sung by
Jon Vickers, who was to be the Otello at her unexpected
Metropolitan debut. ““He terrified me—I had such respect
for him.” Afterwards he said: “You should have been
more seductive. All | saw were your frightened eves.”

In February 1971 she began 1o learn the role of the
Countess—{rom her voice teacher, from the Italian coach
at Covent Garden, from the opera’s music director Colin
Davis, irom its stage director John Coplev. Ten months
tater she sang it. Critic Andrew Porter called her “such a
Countess as | have never heard betore.” Critic Peter Hey-
worth wrote “Covent Garden here has a pearl of great
price.”

Kiri Te Kanawa’s American debut had come the sum-
mer before, at Santa Fe, where she tested the Countess
role. In the autumn of 1972, afier her London triumph,
she repeated it at the San Francisco Opera, where she
“brought the house down.” I'urther roles at Covent Gar-
den in 1973 were Carmen, and Amelia in Simon Boccanegra,

in which she was hailed by editor Harold Rosenthal of

Opera as “a revelation, Verdi singing on the highest level.”
In the summer of 1973 she was at Glyndebourne, again
singing the Countess. In 1973 she also won the Drogheda-
Maver Fellowship of the Royal Opera, as a result of which
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she went to Mantua in lalv for a month of study.

She was to have made her Metropolitan debut as Des-
demona March 7. But on the morning of February 9,
three hours betore the Saturday matinee, with its accom-
panving and important broadcast, Kiri Te Kanawa re-
ccived an unexpected telephone call. Teresa Stratas,
scheduled for the season’s tirst Otello, was ill. Miss Te Ka-
nawa had to replace her. The New York Times said, “she
won the audience from the beginning and did not lose it.
The Post said, “her large. full. easilv produced soprano
opens up on the top like a luscious rose.” The New Yorker
said, “she seemed born to play the lovely and too trusttul
Venetian ladyv.” Kiri Te Kanawa said: “I never stopped
being nervous until after the fourth act. But all along Jon
Vickers kept encouraging me. He made me feel like a wee
babe being taken care of.”’

Next? This spring at Covent Garden Desdemona and
Micaela; this summer Glyndebourne, the Countess once
more. Then a three-week holidayv followed by an Austra-
lian tour with the New Zealand Orchestra and a return to
Covent Garden to sing Marguerite in a new production of
Faust. 1975: Elvira in Don Giovanni at the Metropolitan in
January, Elvira at the Paris Opera in February: later
cight Bahemes with the Scottish Opera; October 1975, Si-
mon Boccanegra in San Francisco; also opera recordings and
... “But I can’t keep track,” said the singer.

Kiri Te Kanawa is married to an Australian mining en-
gineer, Desmond Park, blond, even-tempered, her exact
opposite. “I met him on a blind date in Piccadilly Circus.
My mother had warned me against blind dates. This was
my hrst and my last. It was not love at first sight. 1 was
engaged to someone else in New Zealand at the time. But
we were married three months later.”

['hey live about twenty miles outside of London in a
house with grounds where there is a willow tree and a sil-
ver birch. Kiri grows vegetables and flowers and is build-
ing an extension to the house for her father to live in. She
hopes eventually thev will also have a flat in London near
the opera.

She and her husband are parted too much, she savs. He
travels to Canada, to Georgia, to Australia. Her career
keeps her more and more on the move. ““I'he hest holiday
we can have is to stay home. That’s divine.”” There she
likes to sew, “Curtains and lamp shades and things.” For
exercise she bicycles—*1 picked it up riding through the
park in San Francisco”—and she will play golf with her
father; her husband plavs squash. She has a cat named
Cobber, which she describes as a “lilac-point Siamese.”
She savs: “I didn’t use to read but I am an insomniac and
I decided 1o read LEnglish history at night as a remedy. |
thought all those dates and lists of kings would be so bor-
ing that I couldn’t stav awake. Instead 1 became fasci-
nated. Now I must find something really boring to put me
to sleep.

“We never go out weekends and hate going to parties.
When we are at a cocktail party Des and | get in one cor-
ner and talk to each other. We have so little chance to be
together. If he is stranded at one end of a room and I am at
the other we find ourselves looking at each other, desper-
ately signaling for escape.” She is a private person and
doesn’t like being questioned. She is only now getting used
to interviews. “At a party I hate people who ask me what 1
do. Sometimes I sav ‘l work in a factory.” If they sav
‘where? I sav ‘in the market” and if they say ‘what do you

Centinued on page MA-40
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dance

JACQUELINE MASKEY

Karin von Aroldingen and John Clifford in Balanchine’s Porte et un soupir

/ I \ e ADMINISTRATION Of the New
York City Ballet must have
been scurrying about like

squirrels for a good part of December

and January, coping with (1) a strike
by the dancers of the company which
lopped oft four weeks of the winter

secason (November [3-February 17),

inciuding irreplaceable rehearsal

time and a number of performances
of the profitable and popular Nut-
cracker; (2) the absence-due-to-injury
of both Violette Verdy and Patricia

McBride; (3) a grumbling subscrip-

tion public which seidom got to see

the programs it had bought tickets
for, due to the juggling of programs
and dancers necessitated by (1) and

(2). No premieres were cancelled, but

that was because very little had been

planned in the way of new works (al-
though the tantalizing rumor that

Balanchine would mount a full-

length Coppélia | Delibes] for the com-

pany’s Saratoga '74 season turned
out to be true). The only entirely new
piece was Balanchine’s Variations pour

une porte et un souprr (Variations for a

Door and a Sigh); the second, Jerome

Robbins’ Four EBagatelles, had been
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premiered at a Production Fund ben-
efit in May 1973,

‘““Porte et un soupir”’

For Porte et un souprr Balanchine
worked with a score—in the program
designated ra “sonority”—by Pierre
Henry who, with Pierre Schaeffer
was in the 1950s much involved with
the experiments of the Paris-based
French Radio’s Groupe de Recherches in
the fabrication of what is now known
as musique-concréte. In brief, the
score is a metrically controlled ar-
rangement of manipulated sounds,
which in their raw or “natural” state
suggest agitated breathing, the nerve-
scraping creak of a wooden door, and
the striking of the rim of a glass by a
rubber mallet. Unlike Maurice Bé-

Jjart, who abdicated as choreographer

when he used the score in 1965 and
allowed the dancers to improvise the
choreography, Balanchine exercises
compiete control, choosing fourteen
out of Henry’s twenty-five variations
on his first theme and making out of
them a pas de deux, designed in creep-
camp by Rouben Ter-Arutunian.

Balanchine uses his dancers im-
personally. The male, powdery gray
from heels to hair, moves unsteadily,
sometimes spasmodically, suggesting
protest undermined by dwindling
strength: he flaps at the feet of the fe-
male like a landed fish. She, an enam-
eled, red-lipped goddess-mannequin,
moves as if programmed, stiffly, un-
blinkingly, with an attitude of me-
chanical menace. When the male fi-
nally succumbs it is in a dive through
the legs of the female into a billowing
black limbo. What is accomplished is
a httle horror story in which the
protagonists can, if one is inclined to
metaphor, be considered as Man and
Death.

Porte et un soupir exerts a kind of fas-
cination for approximately two-
thirds of its length. But when the cho-
reography involves the female, push-
ing and prodding her voluminous
skirt into big black balloons like a
manic laundress, its tension slackens
like a loosened wire and only recovers
itself during the ballet’s final mo-
ments. The skirt, by the way, is some-
thing of a tempiation as a plaything:
it functions as both costume and dé-
cor since it extends from the dancer’s
waist over the full area of the stage
and is lifted when necessary into huge
peaks by five invisible pulleys.

The dancers themselves, John Clif-
ford and Karin von Aroldingen, are
quite remarkable in the style and dis-
cipline of their performances. As for
the ballet, put it in the category of
novelty; that is, a piece which as a
new work provides a necessary tillip
to a season but which fades from view
when that function is accomplished.

“Four Bagatelles”

In contrast, Jerome Rohbbins’ Four
Bagatelles is fresh as a new leaf and
sturdy as a sequoia. I expect to be en-
countering it—and with pleasure—for
some time to come. The structure of
Four Bagatelles (Beethoven’s, played
with becoming modesty by pianist
Jerry Zimmerman) is that of the clas-
sical pas de deux: adagio, male vari-
ation, female variation, coda. Very
neatly it figures to one section per
bagatelle. The feeling of the choreog-
raphy is much akin to Dances at a
Gathering; there is an air of mutual
concern and compatability between
the two dancers which is more com-
panionable than lover-like; the vo-
cabulary is classical, lightly laced
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with folk references; the choreogra-
phy is technically taxing and the
partnering allotted to the man com-
plex, but the dancers (Gelsey Kirk-
land and Helgi Tomasson) soften the
shock of virtuosity with an irresist-
able and cosy charm. Miss Kirkland
and Mr. Tomasson are absolute per-
fection, providing one of the few ex-
amples of flawless performing which 1
saw during the entire winter ballet
season.

ABT: ""Three Essays”’

Meanwhile, back at the New York
City Center, American Ballet
Theatre was in the process of produc-
ing its own novelty, Three Essays by
Lar Lubovitch, aptly set to Charles
Ives’s Second Orchestral Set. I don’t ex-
pect this one to last either, but for
some irrational reason I feel that Lu-
bovitch should not be abandoned by
ABT. At least he is not a mechanical
step-maker, but his ideas seem 1o take
an unsatisfactory form in their
struggle from rehearsal room to stage.
They are interesting failures. They
do, nonetheless, have moments which
stick in the mind. Three Essays has one
such—a World War I soldier (lan
Horvath), seemingly nailed to the
ground, miming 1wisted images of

horror and pain. Other remembered
moments are a young man (Warren
Conover), barely beyond the groping,
infantile stage, being quite literally
enwrapped in the folds of the Stars
and Stripes; a village Romeo and Ju-
liet (Christine Sarry and Clark Tip-
pet) caught up in a procession of
townspeople, joyously sprinkling Old
Glory (Marie Johansson) with con-
fetti. What Lubovitch seems to be
questioning in Three Essays is patri-
otism as a positive value, but he has
not yet found a satisfactory lorm in
which to express his social concerns.

ABT also staged a revival of the
Balanchine/Stravinsky Apollo,
chiefly under the supervision of the
Stutigart Ballet’s Heinz Clauss, with
an assist here and there by Barbara
Fallis and André Eglevsky. Without
Balanchine’s direction it is an Apollo
of impure pedigree, but it comes off
surprisingly well. Almost everybody
gets a shot at the title role—]Jonas
Kage, Michael Denard, Ivan Nagy.
Of the three, Denard seemed the most
in command of the part, due perhaps
to his having performed it previously
at the Paris Opéra. He looked hand-
some, seemed well rehearsed, and his
lack of stamina was efthciently dis-
guised by his well-paced perform-
ance. Cynthia Gregory was simulta-

neously a cool, sexy, and impeccable
Terpsichore; Natalia Makarova in
the same role exhibited a ravishing
action but seemed baflled by the part.
Deborah Dobson’s Calliope was over-
shadowed by the sleek and vo-
luptuous dancing of Martine van
Hamel as Polyhymnia.

There are, however, in this produc-
tion of Apollo, one or two moments
which caused some opening-night
giggles: the finger-to-finger confron-
tation of Apollo and Terpsichore at
the beginning of their pas de deux
(which in the ABT setting manages to
look like a test of motor coordination)
and the swaddled Apollo’s entrance.
This is accomplished dead-center on
a plucked chord from the orchestra. It
seems badly timed and makes the
leader of the Muses resemble a bulky
letter falling bumpily through a mail
slot.

A Note of Interest: Eliot Feld, late
of his own American Ballet Company
and, before that, of ABT, has an-
nounced the formation of a new com-
pany, the Eliot Feld Ballet. Funded
by The Rockefeller Foundation and
hopefully, the New York State Coun-
cil on the Arts, the 12-14 member
troupe will make its New York debut
in early June, an event which will be
covered in these pages. oA

Robbins’ Four Bagatelles: Gelsey Kirkland and Helgi Tomasson are absolute perfection
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Charlemagne Palestine

INIMALISM may or may not
be a dead issue in the visual
arts, but it is very much alive

in music. Composers have been turn-
ing out pieces in which nothing much
seems to be happening since the early
years of this century. But the current
spate of minimalist music probably
dates from the Fifties, when John
Cage and then La Monte Young be-
gan producing works with a deter-
minedly austere level of recognizable
content. Today, a whole slew of com-
posers—in New York and throughout
the country and the world—can be
legitimately called minimalists.

Explorations of Charlemagne

Charlemagne Palestine, a young
New Yorker who has worked in
Southern California, is a good case in
illustrating what this kind of music
can mean. In a recent concert at the
Kitchen, in lower Manhattan, Pales-
tine sat raptly before a Steinway
grand in dim if theatrically designed
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what’s
newr

JOHN ROCKWELL

lighting. Almost in a trance, he began
to alternate chords in the middle of
the keyboard. He did this—with
breaks every forty-five minutes—for
two and a half hours (the piece was
meant to go on for four, actually, but
in a fit of displeasure reminiscent of
Garrick Ohlsson, Palestine broke
things off with a complaint about the
action and tone of the Steinway and a
paean to Boesendorfer). Such variety
as there was came about through
changes in speed, the kinds of chords
played and the way they were arpeg-
giated, the rhythmic relation between
the two hands, the dynamic level and
the amount of sustaining pedal. The
idea of the piece is that both per-
former and audience will attain a
“somnambulistic state,” in Pales-
tine’s words. The composer-per-
former chooses his chords and plays
them in such a way that he can per-
ceive and then reinforce the subtlest
of overtones, and the audience is
meant to attain a similar state of
communion with those distant, elu-

sive, ringing overtones. Obviously the
etlect of the piece, even within its cur-
tailed time-span, must have been af-
fected by Palestine’s unhappiness
about the piano (he was also upset
about other aspects of the evening as
well, and told the audience all about
it in detail before the performance be-
gan). Still, one could hear what he
had in mind, and on its own min-
imalist terms it worked.

Palestine’s is hardly an isolated in-
stance of such music. A film-maker
and composer named Phill Niblock
composes music that consists of taped
instrumental sounds (sometimes with
a live musician playing obbligato on
the same instrument that is on tape)
stretched out mournfully over long
time periods and altered coloristically
by electronic means in subtle, fasci-
nating ways. A Japanese composer,
Yoshimasa Wada, presented a two-
hour concert of his music for long,
Tibetan-like “pipe horns,” as he
called them, up to twenty feet in
length. Wada and his three helpers
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(one of them bheing Garrett List, a
trombonist and composer who had
also played in Niblock’s pieces) blew
steadily and insistently into his horns
throughout the entire performance,
producing a low. sad, distant drone,
mostly separated simply at the hfth
or octave, with some microtonal
drifting around those centers. And—
apart from the visual eflect of a cav-
ernous loft space dimly illuminated,
the mysterious sight of the horns
stretched out along the floor, and the
huddled forms of the audience scat-
tered about the room—that was that.

Under water & underground

Max Neuhaus, the former avant-
garde percussionist, is also a min-
imatlist. His under-water piece that
he has taken around the country—us-
ing eight or ten water-driven whistles
that can only be heard if you are sub-
merged in the same swimming pool
in which thev are installed—is a case
i point, with its pleasantly steady-
state, reedv little sounds. Neuhaus
currently has another installation at
a subway station in Brooklyn, consist-
ing of the stereo alternation of sim-
ilarly piping sounds for the delecta-
tion of the evervday commuters (if
they notice it at all], but I haven
heard that one myself.

Paul DeMarinis, a young San
Francisco Bay area composer who
has worked with Robert Ashlev and
Terry Riley at Mills College in Oak-
land, has a piece called The Pygmy
Gamelan that he brought to New York
recently. At the WBAI Free Music
Store, the piece consisted of four sepa-
rate little systems, each of which
emitted tiny sounds vaguely reminis-
cent of both a faraway gamelan and
an African thumb piano. Lach sys-
tem produced five pitches in a fixed
rhvihmic pattern, although some
variance in their order could be in-
troduced by the listener, either
directly, through touch pads (De-
Marinis currently works at the Don-
ald Buchla svnthesizer plant in
Berkeley, and Buchla has preferred
touch pads over kevboards in his
products), or indirectly through the
electrical energy produced by the hu-
man body and picked up by antennas
attached to the systems.

Slightly further afield, Young and
his wife, Marian Zazeela, continue to
produce music that may be called
minimal, since it lasts for hours and
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generally consists of the endless repe-
tition of a few fixed, chanted notes
over a drone base. But actually
Young has begun to reintroduce a
structural element into his music
(however minimal the structure itself
may be). And the music of such com-
posers as Riley, Steve Reich, Tom

Johnson, and Philip Glass is even

more obviously determined by struc-
tural considerations, even if they still
sound austere and non-eventful to
the average musician or listener.

The capacity to offend

It is this unintended capacity to of-
fend the conventional musician that
binds these otherwise disparate com-
posers together for analytical pur-
poses. The actual sounds of the music
described above—and that by numer-
ous other composers who didn’t hap-
pen to perform in New York in recent
months, but who can stll very defi-
nitelv be called minimalists—is very
ditferent. But the music shares a sim-
plicity of aesthetic, and demands a
similar attitude of acquiescence from
its audiences.

Traditional Western music, espe-
cially since the codification of the
tonal system, has presupposes! the ex-
istence of a clearly argued, linear
form. Many musicians who have
been trained to think of music this
way begin 1o have real trouble with
much of the music written after the
turn of this century, when conven-
tional notions of harmony and form
began to go by the boards. Others
have managed to stretch their tastes
to appreciate those composers—the
serialists included—whose ancestry
can be traced back along the contin-
uum: composers who still think logi-
cally and formally, and who still pay
heed to the assumption that the con-
scious complexity of musical thought
can somehow be equated with value.

For that kind of musical sensibility,
minimalist music sounds insulting
and primitive. All such people can
hear is the boring. repetitive sameness
of it: the reaction is absolutely identi-
cal 1o the art traditionalist, years ago,
who looked blankly at a new Picasso
or Pollock and dismissed it with the
notion that a six-vear-old child could
do as well.

What the minimalists are doing is
assuming a whole ditferent sort of
sensiblity on the part of their au-
diences. It is a sensibility rooted in the

Orientalism that has permeated
Western art for the past hundred
years, a sensibility presupposing a
quiescent, meditative appreciation of
simplicity, and the ability to discern a
smaller, subtler world of complexity
within the apparently simple. There
is an obvious mysticism to all of this—
the world in a grain of sand. But Pal-
estine’s fascination with overtones,
for instance, is unquestionably a real
one. 'he overtones are there, and
now composers are beginning to step
back and devote whole pieces to cele-
brating their existence.

The threat

In one sense. of course, this does in-
deed cepresent a rejection of not only
the Western musical tradition, but of
the whole Western notion of logic, or-
der, and rationality. As such it is part
of a much larger counterculture
movement that is backing ofl from
the Faustian assumptions that under-
lie our culture, and suggesung some-
thing else instead. Those committed
to traditional Western art and socie-
tal assumptions are right to regard
this music, and the life-style behind
it, as a threat.

But things needn’t necessarily be
conceived in such antagonistic terms.
Oriental minimalism is but one tend-
ency in the art and life of today’s van-
guard, not an all-exclusive alterna-
tive. And in fact, the recent work of
composers like Young, Riley, Reich,
and Glass, with its newly reawakened
concern for structure, can be looked
on as a retreat from the anarchistic
abyss welcomed so enthusiastically
by Cage. The fact that the musical
traditionalists are so divorced trom
this aspect of the music of their times
that they can’t appreciate such a de-
velopment is lamentable, but not ir-
reparable: critics have been dense
about the music of their own time be-
fore, and they are dense sull.

[t will be interesting to look back in
twenty or thirty years at the min-
imlist music of today. Perhaps it will
seem then like a necessary polemical
extreme, a needed clearing out of the
clutter of an outmoded tradition be-
fore the development of a newly
structured kind of music. More likely,
in the happy welter of multiple styles
that more and more characterizes to-
day’s composers, it will persist as a
charming enclave in the house of mu-
sic.

MA-13



on
education

CHARLES B.FOWLER

USIC LOVERS, TEACHERS, AND STUDENTS: Take

note. Hidden away on the twelfth floor of an old

apartment building on Ninety-eighth Street in
New York is a group of dedicated musicians, anthro-
pologists, and scientists who have been pursuing the most
intense and thorough cross-cultural study of the world’s
ethnic music ever undertaken. For eleven years, under the
sponsorship of Columbia University’s Department of An-
thropology, Alan Lomax, the major collector of America’s
folk song, has guided a study that may alter how we listen
to music, think about it, and even how we teach it. Pour-
ing over hundreds of tapes and recordings of the primitive
musics of the world collected from every possible source
(the Russian government sent tapes of Siberian tribal mu-
sic), Lomax and his associates have probed the essence of
these sounds, charting, with the help of a computer, the
similarities and differences over a wide range of character-
istics and, at the same time, relating these characteristics
to the life-styles of the human species.

‘Their findings are extensive and significant on many
levels. They have determined, for example, that song-style
1s one of the most telling indexes of the life-style of a
people. Singing, so far as we know, is a universal human
trait found in all known cultures. “The chief function of
song,” Lomax has written, “is to express the shared feel-
ings and mold the joint activities of some human commu-
nity. [t is to be expected, therefore, that the content of the
sung communication should be social rather than individ-
ual, normative rather than particular.” Lomax and his as-

Alan Lomax, in New York affice, drives home a point
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sociates have now provided the first statistical confirma-
tion that as people live, so do they sing.

’Elc fact that song, one of the most elusive of artistic
creations, matches culture and depicts society, gives the
study of music a new and human significance. Up to the
present time scholars such as Curt Sachs have alluded to,
and even provided some scattered examples of, the pos-
sible relationships between patterns of expressive behavy-
ior and patterns of social and cultural structure. But they
have never been able 10 make clear and certain how art
and society might atfect one another and vary together.
Lomax, for the first time, has literally mapped music with
culture and provided evidence of absolute correlation.

Lomax has called his method Cantometrics—canto for
song, metric for measure; song as a measure of man; or
the measure of song. By applying these measures to a
sample of songs from every continent and every kind of
culture, Lomax and his stafl have shown that every people
has developed a style perfectly appropriate to their cul-
tural and social needs. Thus, every music is an important
human creative discovery, with its own intrinsic values
and creative potentials. The Cantometrics method leads
the listener to these essential patterns by a training system
entirely incorporated into tapes. The tapes are designed to
show people how 1o listen to the songs of other cultures
and where to find the key to unfamiliar kinds of music.
They teach by using excerpts of authentic native perform-
ances, encompassing a brief but representative survey of
the whole world of music-making.

One cannot listen to these tapes without gaining an un-
derstanding of and affection for the varied creative pat-
terns of the human race. One necessarily comes away
from them with a higher regard for the great achievement
that folk music represents. The sum total of man’s life-
styles provides alternatives across the huge spectrum of
human behavior that can reveal and help to eliminate our
tendency toward what might be called “Eurocentrism.”
The preference and special status we accord European so-
cial and aesthetic practices can be reevaluated when
viewed from the perspective of other cultures. In this sense
Lomax has attained a life-long aim, for he has finally of-
fered to all people in crystallized form the truly remark-
able nature of man’s indigenous musics.

Loma.\"s achievement is an outgrowth and extension of
the work of his father. John Lomax was America’s first
folklorist. He went into the field, listened, notated, and
published the songs of the people years before anyone else.
His first folksong collection, the first in this country, ap-
peared in 1902. Interestingly, it contains an introduction
by Theodore Roosevelt. Alan, tollowing his father’s cue,
was the first to use the recording machine and tape in the
field. Probably half to two-thirds of the folk songs every-
body knows came out of his and his father’s work, songs
like Tom Dooley, Sweet Betsy from Pike, House of the Rising Sun.

Alan started in the field with his father in 1933, and
when he found recording companies unsympathetic and
unwilling to reproduce folk music, he took to the air-
waves, performing the music himself. His weekly C.B.S.
“School of the Air” broadcasts initiated a folk song re-
vival. “The next phase,” Lomax recounts, “was to intro-
duce the folk singers themselves.” And so he did: Woody
Guthrie, Burl Ives, Josh White, The Golden Gate Quartet,
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Alan Lomax’s

“Cantometrics”
links song style
to life style

Among far-flung
Jolk musicians,

Spanish children with
homemade instruments

Pete Seeger, and Aunt Molly Jackson 10 name a few.

During the ’50s, others were on the trail, flooding librar-
ies with tapes made in the field. But the nusic was still far
from accepted. Most city musicians saw folk music largely
as raw material which they could develop, improve, or ig-
nore. Their European training blinded them to the real-
ization that every folk song tradition is a complex, bal-
anced structure. Alan’s Midnight Special, a series of Town
Hall folk performances, opened the eyes of the New York
concert audiences, Determined to bring legitimacy to the
folk tradition and equal acceptance to the tolk artist, he
compiled albums of field recordings. Issued by the Li-
brary of Congress in the *30s, these albums were the first of
their kind and soon were imitated all over the world.

By the end of the *50s there were tens of thousands of
recordings in the archives. Anthropologists and ethnomu-
sicologists had scoured the tribal cultures of the world,
collecting descriptive data of every kind, including music.
By then Lomax was asking bigger questions. What did
this vast collection of primitive sounds represent? What
did it mean? He began to view these recorded resources of
human sound as a vast reservoir of communication. How
does one people’s musical communication ditter from an-
other’s> What were the musical continuities among cul-
tures” Were all the systems interconnected? Whereas
anthropologists, musicologists, and ethnomusicologists
centered their investigations on one, or at most a few cul-
tures, Lomax’s study was inevitably cross-cultural.

How then should he approach this mountainous pre-
serve of human musical communication? While his col-
leagues in the social sciences preached the uniqueness of
cultures, often to the exclusion of possible inter-
connections, Lomax, who also respected cultural individ-
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ualism that characterized the great musical families of
mankind, sought a way through 1o the universals.

In the early ’60s, together with Victor Grauer, a musi-
cologist who is at present professor of music at the Univer-
sity of Pittsburgh, Lomax began to devote tull time to the
problem. With the help of a pilot grant from the Rockefel-
ler Foundation and then an extended grant from the In-
stitute of Mental Health (interested in expressive behav-
ior as a part of mental well-being), and from the National
Science Foundation, Lomax and Grauer developed the
“cantometric” system. First, Lomax and associates assem-
bled a vast collection of recordings of primitive music
from around the world. Then with the help of the now-
famous jazzman Roswell Rudd and a staff of eight to ten
people, they “charted” the characteristics of some four
thousand songs representing four hundred cultures—a
sample of all mankind’s song.

LLomax was convinced that musicologists and eth-
nomusicologists had generally made a basic error in their
studies of the music of these various cultures. They had at-
tempted to write this music down and even analyze it
within the confines of our Western system of musical
theory.

His years of listening to tapes from all over the globe
told him that such an approach would not suffice. There
were standards of performance style that reached beyond
the conventional analysis of melody, rhythm, harmony,
and form. He felt that music was fundamentally an aural
and social link between performers and audience. Noting
down the complex melodic and rhythmic patterns of
Asian and African music, in a system invented to transmit
European patterns, was not enough. The ear easily distin-
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Bessie Jones of the Georgia Sea Islands sings songs indigenous to the Southern coast

guished many stable traits of performance by which styles
could be typified and which notation omits or distorts.
Here the recordings themselves are superior to written
scores, no matter how meticulous. Clearly, systematic lan-
guage to handle the whole aural message, contained in the
tape, was needed.

Cantometrics is thus a totally aural system which ap-
proaches the music of other cultures solely through what
the listener hears in recorded performances. It is not de-
pendent upon any knowledge of native language, exotic
scale systems, esoteric rhythmic and contrapuntal devices,
or the reading by sight of notated musical examples. The
cantometric system is therefore readily accessible to any
listener as a means of attaining a broad and thorough per-

spective of music from outside his own culture. The use of

this approach permits the listener to view this music in the
aural tradition that is indigenous to it.

After a decade of study, the team of ethnologists, lin-
guists, music analysts, programers, and statisticians did,
indeed, identify certain musical “universals.”” They dis-
covered them, but not where you might expect. The uni-

versal aspects reside in the characteristics of music itself

and the way these characteristics relate to life-style. Every
tribe, for example, incorporates some type or organization
in its music-making. This first parameter, or character-
istic—the organization of the singing group—spans nine
basic possibilities: 1. Solo, accompanied or not. 2. Two
or more solo singers alternating, so that one person is
heard at a time. 3. Social unison in which all the partici-
pants sing the same melody and text together all the way
through a performance. 4. Uncoordinated group per-
formance where individuals appear to be singing totally

MA-16

diflerent material at the same time, or where they give the
impression of singing the same general melody or rhythm,
but differ radically on details. 5. Simple alternation,
leader-chorus, with a perceptible, if slight pause between
the two parts. 6. Simple alternation, chorus-chorus, where
two groups of two or more singers interact with a slight
pause between sections. 7. Overlap, solo-chorus, in which
no pause can be heard between the alternation. 8. Over-
lap, chorus-chorus, with no pause between the alterna-
tion. 9. Interlock, where the group is divided into two or
more parts that are coordinated rhythmically and melod-
ically. The training tape demonstrating this parameter
provides verbal descriptions coupled with musical exam-
ples, followed by a brief “test” that permits the listener to
see how well he can distinguish the various ty pes of organ-
ization. What was new and exciting—aside from the
systemetizing for convenient study—was the perception
that the social relation of members of a singing group
was a fundamental aspect of the society itself. Not only
this, but the parameter provided a way of finding a rela-
tion between the music and the society from which it
came.

Some kind of social organization is incorporated in all
human music-making. One might well react, “So what?”
Yet if this fact is a substantiation of the obvious, the svs-
tematic study of the various types of musical organization
has turned out to be a way of understanding many hu-
man acuivities. Most music-making and dancing are the
result of teamwork. Lomax’s study had convinced him
that a principal function of music and dance is to aug-
meent the solidarity of a group. Thev function somehow to
enhance a sense of communality. This had been theorv.
Now there was hard data showing that the favored choral
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organization ditfered radically from society to society.
The communication of song about social organization
could now be sought.

Using the data from Murdock’s Ethnographic Atlas,
which describes the world’s peoples in terms of their main
social attributes, L.omax and his collaborator, Conrad
Arensberg, looked for relationships between life-stvle and
musical style in hundreds of cultures. Their computer out-
put produced a discovery important to both musicians
and social scientists. Thev found that the models of chorus
organization were paralled in activities all through cul-
ture—in dance, in conversation, at work, even in govern-
ment. Ditluselv organized, individualistic cultures fa-
vored ragged choruses and solo performances. Cultures
dependent for their livelihood on coordinated group ef-
fort tended to sing and dance cohesively.

Singing together in simple unison, where the leader’s
part is inconspicuous and the whole group conforms 1o
the same text and tune through whole evenings of song, is
typical of small, settled tribal groups, where males domi-
nate the ritual life. Here evervone knows and conforms to
common customs. Chiefs function largely as community
discussion leaders. In these situations of community con-
formity, social unison in singing is the rule. Unison is the
most eflicient way of unifying joint activity, as military
men all know, and as the peace marchers demonstrated
with their massed chants of “peace now.”

Antiphony occurs in more advanced political settings,
as among the Zulus of Africa, who had a sysiem of kin-
ship. There the whole tribe, thousands strong, might as-
semble around some hill where the king was enthroned,
and give rhythmic assent to his proclamations. This for-
mula of alternation between leader and chorus mirrors
the relation between a powerful chief or king and his
council, where he speaks and the council says “yea!” The
same pattern was important in the music of American
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blacks, particularly during that period when the church,
with its dominant male leader, was the central organiza-
tion in the black community and the preacher was the
community head.

What Lomax calls the interlocked style of social organi-
zation within the singing group represents equality. Each
person functions as an individual, yet all perform in a co-
operative, coordinated way. This leaderless style occurs
frequently among cultures that do not have authoritarian
leaders. The style aligns itself with the very simplest of po-
litical organizations, where there often is no leader role at
all. African Pygmies and Bushmen, who live the life of
simple gatherers, are accomplished vocal polyphonists.
Their songs reflect the harmonious internal balance of
their culture, where each individual is relatively free of
dominance by any other individual and where a person
can operate independertly and can express his feelings
when and as he pleases. These people frequently sing five
or six ditferent parts simultaneously, changing leadership
and shifting parts at will. Because, however, the bonds of
affection between members of the community are so
strong, both their community life and their musical per-
formances are extremely cohesive. The result is a music
of great flexibility and at the same time great integration.
“The African collecting bands, which depend on the
women’s knowledge of where seeds and berries are ripe,
stand at the bottom of the social stability scales we have
devised,” Lomax says, “yet in actual interaction, they
can achieve a level of varied synchrony in song and dance
unmatched in other cultures.”

Although Lomax seldom makes analogies to our own
present-day music, it would appear that our preference
for highly coordinated group choral performance, in this
case with clear leadership, might also find 1ts roots in our
current social, political, and economic systems of inter-
locked dependence and our reliance on administrative
guidance. Symphony orchestras, marching bands, the
ballet, and other massive demonstrations of multileveled
coordination can be viewed as reinforcing our industrial-
managerial system, with its complex tables of organiza-
tion.

Solo song, of course, occurs in all cultures. However,
Cantometrics finds it most frequent where individual en-
terprise is essential in food getting. Thus solo is favored by
hunters, shepherds, ploughmen, and business enterprisers,
who often work alone, but not so much by collectors and
early farmers, who work in groups. The great rise of solo
virtuosity came with the plough and the irrigation system
and with political centralization where large tracts of land
could be exploited by single individuals. Specialists in all
kinds of crafts developed in these early urban societies,
and alongside of them, specialists in music and composi-
tion. Thus, the individual emerges in song as he emerges
in society. In performance of song, people remind them-
selves of the kind of cammunity from which they come
and its level of achievement. In this sense, then, song rein-
forces the dominant social patterns of society.

But we have just briefly examined one of Lomax’s pa-
rameters. There are thirty-seven in all, of which ten are
significant enough to distinguish any culture and its mu-
sic. Next month we will explore some of the other para-
meters of primitive music, how Cantometrics can further
the understanding of other cultures, and the ramifications
of L.omax’s research for education. JAN
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THE STRIKES

L Al L

early two generations have passed since Dr. Wal-

ter Cannon wrote on the principles of homeostasis,

the fact that an organism lives not in the air
around it but in its bloodstream, which is maintained at a
proper chemical mix through automatic responses engi-
neered by the central nervous system. The chemical input
to the bloodstream produces a behavioral output. In the
case of an external event perceived as a threat to the or-
ganism, the behavioral output was described by Dr. Can-
non as a “fight or flight” reflex. In fall, 1973, the four larg-
est New York musical performance institutions became
suthiciently terrified of their apparent future that they re-
acted like organisms. Three of them fought: the New York
Philharmonic and New York City Opera and the New
York City Ballet. The fourth, the Metropolitan Opera,
having nobody to fight, began twitching ominously with
the precursors of flight. Fall has yielded to winter, and
now spring; the strikes are history; but the institutions
have not regained a balanced chemistry. They all look
pretty sick.

The strikes that afilicted the New York musical world
were not like most other strikes; the demands that precipi-
tated them were made not by the workers but by the man-
agement. Over the course of the preceding decade, the arts
unions had gained unprecedented concessions. Salaries of
musicians in orchestras in the New York area had more
than doubled in the ten years, in part through the growth
of the number of weeks of work guaranteed by the union
contract, in part through improvements in the weekly sal-
ary. The argument that a man simply could not feed his
children on an orchestra player’s salary had given way to
the basic statement of I. Philip Sipser, the lawyer who rep-
resents most of the major orchestra chapters in the Ameri-
can Federation of Musicians, that “the average scale of
seventeen thousand dollars a year in our top five orches-
tras is so disproportionate to what we pay the top doctors
and lawyers and ballplayers.” And scale, of course, is the
minimum: the average salary of players at the Philhar-
monic and the Metropolitan is over $20,000. In New
York, where schoolteachers with eight years’ experience
get more than $20,000 a year regardless of their talent,
there can be no question that the orchestra musicians are
underpaid on any rational supply schedule of talent/
training/scarcity of skills. But the Bengladesh appeal,
fashionable and not unwarranted in the early 1960s,
no longer applied in labor-management negotiations.

The acceleration of improvements in musicians’ wages
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and working conditions can be traced back to the mid-
1960s, when the orchestra players, after a long war,
wrenched away from the American Federation of Musi-
cians the right to represent themselves in negotiations
with their employers. The AFofM leadership had been in-
terested mostly in the pop and broadcast areas, and had
regarded the local symphonies as charities tha: generously
gave employment to union musicians. Not infrequently,
leaders of union locals sat on the symphony boards. As
Philip Hart put it in his book Orpheus in the New World,
“they often listened with considerable sympathy to the
pleas of financial hardship which symphony boards and
managers put forth . .. settling for modest increments in
salary and small improvements in working conditions.”
Adding injury to insult, orchestra members in the old
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davs did not have the right to vote on the contract terms
their union had negotiated for them: once the local made
an agreement, they were stuck.

The end of colonialism came in three stages: first the or-
chestra members were allowed to send nonparticipating
observers to the negotiating sessions (ca. 1960), then they
were accorded the right to ratify or reject a contract nego-
tiated on their behalf (ca. 1965), and tinally they were per-
mitted to handle the negotiations themselves, up to and
including their own choice of a lawyer to represent them.
(Even today, however, some matters may be settled over
the heads of the men: Cleveland Local 4 of the AFofM ex-
tended the Cleveland Orchestra’s contract to cover the
weeks of an Australian tour at the beginning of this season
without consulting the plavers.) The first contract in New
York negotiated by rather than for the members of an or-
chestra was that of the New York Philharmonicin 1967.

“These orchestra groups are probably the most demo-
cratic union groups vou’ll tind anywhere,” says Ralph
Mendelson, a gravely militant violist who was a leader of
the Philharmonic’s orchestra committee from its incep-
tion, and since 1970 has been chairman of the Inter-
national Conference of Symphonv and Opera Musicians
(ICSOM), a sort of self-governing Bantustan on the terri-
tory of the AFofM. “These are real town meetings. IU’s not
a situation where a handful of people will lead everybody
else around by the nose. Committees are elected every
vear, and its difficult to get people to serve two years in a
row. You hope that in a contract year vou’ll have at least
one person with negotiating experience.” (Under these
circumstances, one must have a little sympathy with the
Cleveland AFofM local that signed to permit the Austra-
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lian tour: in a democratic nexus with inexperienced lead-
ership there was sure to be a faction that would—mistak-
enly—demand that the tour be held hostage to force gains
for the new contract. But tours are much more important
to the plavers who make them than they are to the board
members who must raise some extra money to pay for
them.) The result necessarily is a laundry list of new con-
tract demands—salaries, pensions, welfare, vacations, re-
ductions in the numbcr of services per week, shorter re-
hearsals, extra pay for recording sessions, greater payment
for and more beneficial definitions of overtime, security
not merely against dismissal but also against relegation to
a less prestigious chair in a section, better per diem and
fewer services on tours, etc., ad infinitum. In each negoua-
tion the demands recur, and slowly but surely more and
more expensive provisions appear in contracts. The most
important, unquestionably, has been the extension of
whai was once a “season” of varying duration to year-
round employment, though in fact there is as yet no au-
dience demand for year-round performance.

By 1973, the financial situation at the New York institu-
tions seemed genuinely perilous to their directors. Both
the New York Philharmonic and the Metropolitan Opera
will have to use revenues from subscriptions to next sea-
son’s performances to pay the bills this spring and sum-
mer, and the New York City Center is $2.7 million in
debt. “And it’s added to every month,” says Martin Segal,
the actuary and pension consultant who has become
(thank God) the chairman of that institution’s finance
committee, the first man on that board since Morton
Baum to have a consuming curiosity about what really
goes on. “There comes a point when your vendors become
impatent.”

The event that triggered the 1973 demands by the arts
managements was the Metropolitan Opera contract of
1972, in which the late Goeran Gentele and Schuyler
Chapin, babes in these woods, agreed to various appar-
entlv minor contract modifications (new definitions of
what constitutes overtime, and the like) that are now cost-
ing the Met hundreds of thousands of dollars a vear. Prob-
ably in concert, though nobody would admit it (they did
use the same lawyer as their negotiator), the New York
Philharmonic and the City Center managements decided
that this year the negatiations would have 1o be fought on
their ground rather than on the union’s ground.

The Philharmonic opened negotiations with the pre-
sentation of a statistical study by its then manager, Helen
Thompson, formerly executive director of the American
Symphony Orchestra League, proving that the men
should not get a penny of increased salary in a year when
the cost of living was rising 8%. And the City Center came
to the New York City Opera orchestra with a demand
that eleven weeks for which the men had been guaranteed
work, over and above the City Opera’s normal season,
must be removed from the contract. If the Opera could
continue its tour presentations in Los Angeles and Wash-
ington, fine, the men would continue to get some of those
extra weeks (in the previous vear management had been
able to use only seven of the eleven for which it had to
pav); if it couldn’t arrange future tours, the men would be
out of luck.

The City Opera strike began September 1. On Septem-
ber 20, the day the New York Philharmonic contract ex-
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pired, Lincoln Center (headed by the man who is also
board chairman of the Philharmonic) announced receipt
of a gift variously estimated at six to ten million dollars, to
endow the maintenance of Philharmonic Hall, the name
of which would be changed to Avery Fisher Hall. The gift
had been so structured that none of the money could ever
be used by the orchestra to pay musicians. By then man-
agement had indeed made a money offer to the men—$10
a week in the first year. Though one should never under-
estimate the possibility of thoughtlessness in the actions of
part-time boards of directors of cultural institutions, it is
hard not to sympathize with the players who believed that
the gift had been announced as and when it was an-
nounced for the purpose of goading them to strike.

The New York Philharmonic was on strike for ten
weeks; the New York City Opera for three; and then the
New York City Ballet went out in a complicated strike
which saw the ballet dancers as the active ingredient, de-
manding a firm commitment for the season, which the
management couldn’t give because there was no contract
with the musicians. Chicago, too, suffered a four-week
strike this year, and Denver was out for two weeks. The
only reason the Newark-based New Jersey Symphony did
not have a strike was that both the union and the budget
were in a state of collapse: the union accepted a contract
which reduced the orchestra’s budget from $1.8 million to
$1.1 million, the length of the season by thirteen weeks,
and the annual scale minimum for members of the orches-
tra from $7,560 to $4,830. “In addition to the proposed
reduction,” the orchestra committee reported in a news
note for Senza Sordino, ICSOM’s official publication, “the
management required a schedule clause which allows
them to make schedule changes without notice. No non-
monetary concessions were made by management to al-
low musicians to find additional outside employment in
order to support themselves and their families. This state-
ment is issued with regret.”

Any scorecard on this yvear’s negotiations and strikes
must be a matter of opinion. It is probably true enough to
say that unions outside the New York area did reasonably
well (St. Louis, without a strike, did spectacularly well,
gaining in effect an increase of more than 20% the first
year, close to 50% over three years); unions in the New
York area did poorly. The City Opera orchestra had to
agree to a reduction in their pay for weeks not worked
(though the number of feather-bedding weeks was not
changed); and the wage increases gained by the Philhar-
monic will not bail the men out of their losses from strik-
ing until the third year of the contract (though there are
significant gains in health insurance and pension provi-
sions, and in the third year an above-scale guarantee to
the string sections, assuring every string player at least
$400 a week). The Orchestra Committee submitted this fi-
nal Philharmonic management offer to the men without a
recommendation; the contract carried by only 69 to 35.

Labor-management relations in the musical arts have
become increasingly unfriendly in the last decade, and the
experiences of last fall are not likely to improve them.
“There are a good many men in this orchestra twenty
years,” Ralph Mendelson says with satisfaction, “who
had grown up with the idea that there were a bunch of
father figures up there on the Board, who would take care
of them. That attitude is now gone.” While working with
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Rudolf Bing on his memoirs, this reporter read through
years of memoranda exchanged between management
and the orchestra committee at the Metropolitan Opera
with relation to members of the orchestra whom the con-
ductors wished to see depart. In the 1950s, the plavers
were willing to arrive at their own artistic judgment of the
man’s performance, and could accept the dismissal of a
colleague for failure to maintain standards; by the later
1960s, every attempt at a dismissal was a grievance to be
prosecuted by the union. The contract Gentele signed
guaranteed that the Met would not even atiempt to dis-
miss any musician on artistic grounds for four vears.
“That’s what I cannot understand,” says John White, as-
sociate manager of the City Opera. “They say it makes a
great difference how good an orchestra you have, and we
agree. Then they turn around and show us a different
opinion of themselves by insisting that we retain a player
everyone knows is not up to his job.”

At the symphony orchestras, the extension of the season
and the virtual disappearance of the permanent resident
conductor have placed severe additional burdens on the
players, who must now in fact assume much of the dav-to-
day responsibility for the maintenance of performing
standards. It was one thing for management to insist on
an exclusive prerogative in the choice of guest conductors
when the transient presence on the podium was merely a
brief interruption in the sequence of appearances by the
music director, but something else when the orchestra has
to play most of the time under a visiting baton. Chicago
was Reiner’s orchestra—Cleveland was Szell’s, Boston was
Munch’s, San Francisco was Monteux’s—in a way that
only the Philadelphia is now Ormandy’s. Given greater
responsibilities, the men not unreasonably ask greater au-
thority, especially in the choice of guest conductors.

And there is of course the advertised anomie of the or-
chestral musician, who feels his identity submerged into a
group, his individual artistry extinguished by the need to
accept the dictation of a leader whose omniscience is al-
ways assumed but not always demonstrable Phil Sipser
sees the musicians’ attitudes as part of a more general
“white collar revolution. We represent the doctors in the
hospitals as well as Local 1199 [the hospital, hotel and res-
taurant workers’ union]. Everywhere vou see this discov-
ery by semi-executives of what union power can do.”

Sipser has suggested elsewhere that unionism in the or-
chestras could evolve into a cooperative form of organiza-
tion, like that of the European orchestras. Harold Law-
rence, the new manager of the Philharmonic, was for
some years manager of the London Symphony Orchestra,
which is a cooperative; he doubts strongly that it can be
done. “The English musician thinks of himself as a free-
lance. His income-tax status lies in Schedule D, ‘self-em-
ployed person.” The member of the London Symphony
Orchestra agrees 10 accept any engagement offered him at
least twenty-eight days before the date, unless he is ex-
cused by the release commiittee, but he does rot think of
himself as part of a contract orchestra. The New York
Philharmonic has seven weeks’ paid vacation, a health
and welfare plan, a pension plan, and extra pay for any
services beyond eight a week. Rehearsals are two and a
half hours long, except that a sectional rehearsal on a
double-rehearsal day—Wednesday—cannot be more than
Continued after High Fidelity page 106
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DOUBLE

Now you can enjoy

the best in both musical

worlds —in one colorful magazine:
HIGH FIDELITY/MUSICAL AMERICA.

SUBSCRIPTION ORDER FORM

[] Please enter a one year subscription to HIGH FIDELITY/MUSICAL
AMERICA in my name. l'll receive 12 issues of HIGH FIDELITY, plus
about 32 pages per issue of news and reviews of important musical
happen