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4 1S the best receiver you can own.

decoder gives you dramatic channel separation. function readouts, and much, much more. Standard dealer. Or send for our informative
Lots more good stuf¥. It’s all put together incredibly well and interesting book aboutall the new
if yovneedimone amyinciag. . with over-size parts that should last for Stud}O Standard receivers. Write Fisher
the 634 has four individual level meters and years and years. And common-sense design Siadio TDepE HF_Q’ b1 405t Road,
a “joystick” balance control, plus optional with things like plug-in circuit boards LongTstand Ciry, N.Y. 11101.
remote contro! for volume and balance. 10 make servicing a snap in the unlikely event ®
There are Baxandall bass and treble controls that something ever goes wrong.
and a midrange presence control, and tape If this sounds like the receiver you've ls er
outputs on the front and rear panels. And been waiting for, stop waiting. You can ®
4-channel headphone jacks, illuminated try it out at your nearby Fisher Studio Stllle‘Standal'd
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The new Fisher 63

The Fisher 634 has so much power,
performance, versatility, and overall quality,
that whether you use it as the heart ot
a blockbuster stereo system or an exotic
4-channel system it will do more for you
than any other receiver you can buy.

The 634 puts out 45 watts RMS per
channel in the 4-channel mode. And a

special power-boosting “strapping” technique
gives you /00 warts RMS per channel in
stereo, more than some of the most highly-
touted stereo-only receivers and

enough to handle even very inefficient
speakers in very large rooms.

I ogic SQ and CD-4
So you can listen to as much 4-channel
music as possible, the 634 has state-of-the-

art IC decoder circuits for both CD-4 and SQ.

The SQ has “full logic” for increased
separation and clarity, plus Fisher’s exclusive
“Phase Logic” for even more separation
across the rear.

ccentional FM recen

A dual-gate MOS/FET FM front end
gives you terrific sensitivity to haul in many
more stations with brilliant clarity than any
other receiver. A ceramic ladder filter rejects
interference. A Phase Lock Loop multiplex

CIRCLE 20 ON READE
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In response to the needs of the recording
and broadcast industries, Stanton
creates the new calibration standard
....the 68I TRIPLE-€....

A definite need arose.

The recording industry has been cutting discs
with higher accuracy to achieve greater definition
and sound quality,

Naturally, the engineers turned to Stanton for a
cartridge of excellence to serve as a primary cali-
bration standard in recording system check-outs.

The result is a new calibration standard, the
Stanton 681 TRIPLE-E. Perhaps, with this cartridge.
the outer limits of excellence in stereo sound re-
production has been reached.

The Stanton 681 TRIPLE-E offers improved track-
ing at all frequencies. It achieves perfectly flat

frequency response to beyond 20 Kc. It features a
dramatically reduced tip mass. Actually. its new
nude diamond is an ultra miniaturized stone with
only 23 the mass of its predecessor. And the stylus
assembly possesses even greater durability than
had been previously thought possible to achieve.

The Stanton 681 TRIPLE-E features a new design
of both cartridge body and stylus: it has been cre-
ated for those for whom the best is none too good.

Each 681 TRIPLE-E is guaranteed to meetits spec-
ificationswithinexacting limits.and each one boasts
the most meaningful warranty possible: an individ-
ual calibration test result is packed with each unit

For further information write Stanton Magnetics, Inc., Terminal Drive, Plainview, N.Y. 11803.
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music and musicians

Gene Lees WAR ON MORAL POVERTY
Has a climate of corruption deadened our ethics?

PREVIEW OF THE COMING SEASON'S RECORDINGS

Leonard Marcus THE MAN WHO REVOLUTIONIZED MUSIC
What was it that made Schoenberg’'s music so influential?

Charles Rosen THE CONTROVERSIAL SCHOENBERG
The scandal and outrage aroused by his post-1908 work recalled

A SCHOENBERG PHOTO ALBUM
David Hamilton SCHOENBERG ON RECORDS

John S. Wilson WHY IMPORT AMERICAN JAZZ FROM EUROPE?
Records of this art are increasingly appearing in the import bin

audio and video
TOO HOT TO HANDLE

NEWS AND VIEWS
Video cards . . . FCC moves on Dolby FM

EQUIPMENT IN THE NEWS
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record reviews
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David Hamilton FEODOR CHALIAPIN (1873-1938)
Reissues begin the retrieval of his extensive discography
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Here's the best offer you've had all day. A free 12-capacity lucite cassette
holder. Just buy 3 Maxell Ultra Dynamic 90-minute cassettes.

While everybody brags about their high quality tapes, Maxell proves its
superiority in both the laboratory and the living room. And, only Maxell has
developed the ideal cassette housing to keep your sound pure and consistent.

So get your free cassette holder at your local tape store today. You'll need
itto store all that beautiful music Maxell cassettes catch for you tomorrow.

Free for Three cassette holder available 9/1 to 9/30/74.

maxaeill.

The answer to all your tape needs.

Maxell Corporation of America, 130 West Commercial Avenue, Moonachie, New Jersey 07074
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The ultimate others only approaclt.

An exceptional turntable requires the
match of precision, refined strength and
sensitivity. The Thorens TD-125 AB
Mark I1 electronic transcription turn-
table has achieved the ultimate in this
detlicate balance.

At its heart is the most precisc
electronic control circuitry known to
man. The solid state 2-phase Wien Bridge
oscillator is impervious o variations in
the frequency or amplitude of line
current in your home. Even in today’s
uncertain energy environment, constant
and precise platter rotation are ensured.
And typical of Thorens’ attention to
detail, speed sclection is accomplished
witlua gold plated switch.

We've harnessed the strength of
‘T'horens’ unique 16-pole synchronous
motor by reducing the motor speed from

450 rpm to an exceedingly low 210 rpm.
This reduces rumble to inaudibility.

The dynamically balanced 7.1 1bs.
wirntable platter vastly diminishes the
wow and flutter caused by any moment-
ary variations in pitch.

But strength must be tempered
with sensitivity. To minimize acoustic
feedback caused by vibration, a highly
refined split-level suspension system
isolates the tonearm and platter from a
chassis housing the drive system

\ll of this attention to detail is
further evidenced in the TD-125 AB
Mark 11’s uttimate tonearm. Unlike
many high quality tonearms which em-
ploy springs or counterweights for
anti-skating compensation, the Thorens
['P-16 gimbal suspension tonearm
utilizes a frictionless, magnetic system to

guarantee precise stylus contact in the
absolute center of the record groove
at all times.

This then, is the unique combina-
tion of excellence that defines perfection
in turntable design and performance.
\nd the reason Sterco Review said,

_This beautiful instrument provides
a mark for others to aim at.”

If owning the ultimate in sound
cquipmcnt is important to you, owning
the Thorens TD-125 AB Mark 1l is
inevitable. Why not now?

Flpa Marketing Industries, Inc.
East: New Hyde Park, N.Y. 11040;

West: 7301 E. Evans Rd., Scottsdale, Ariz.
85260; Canada: Tri-Tel Assocs.

THORENS

Wien Bridge oscillator
assures precise speed
control. Incorporates

highly reliabie, micro-
miniaturized 1C chips.

SEPTEMBER 1974
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The TP-16 aerospace
tonearm combines the
gimbal suspension
system with friction-
less, magnetic anti |
skating control

CIRCLE 22 ON READER-SERVICE CARD

Split-fevel suspension
system isolates the
tonearm and platter
from the drive system
for shock-iree opera-
tion

| —] P Teomps

Simplified operation
with all controls con-
veniently accessible
on the front panel
Features sliding lever
cueing control

The belt-driven 16-pole
synchronous motor
provides almost instant
start-up. Precise
speed in 15

seconds!



letters

The Vinyl Crunch

Thirty-five years ago. | heard a chemistry pro-
fessor at Columbia declare that future gener-
ations would curse us for burning oil as a fuel
instead of conserving it as a priceless raw ma-
terial for the petrochemical industry. Yet to-
day the very same idea appears startling 10 so
sophisticated a man as Gene Lees [“The Vinyl
Shortage: Does It Mean Poorer and Fewer
Records?” July 1974).

As he notes. our politicians, rather than fac-
ing us with such unpleasant realities. have led
us down the primrose path of squandering ir-
replaceable reserves of oil, and recent events
in Washington indicate that the temporary
abatement of the oil crisis has led to a return to
the same foolish reliance on oil as a perma-
nent resource. There is little likelihood of a
crash program to develop alternate sources of
energy.

We already are seeing the American dollar.
along with other currencies, weakened abroad
by the increased outflow of cash for foreign
oil. At the moment. this hits us as record col-
lectors through list prices of $7.98 (and climb-
ing) for some imports.

With possible financial disaster in the
offing—perhaps not more than a year away—if
the outflow of dollars continues. it seems a bit
trivial to worry 100 much about the price of
records and their availability. but there can be
little doubt that the long-term outlook for
records is not encouraging. Prices will go up,
and quality and variety will suffer.

For what consolation it may offer, records
remain a fantastic buy. Many of us remember
when it took $2.00 to buy nine minutes of mu-
sic in a twelve-inch 78-rpm disc—and gas was
seven gallons 10 a dollar. In terms of 1930 dol-
lars, the same nine minutes now cost less than
ten cents.

Frederick S. Lightfoot
Huntingion Siation. N.Y.

Catalogue Dropouts

Do we really need thirty-seven separate re-
leases of the /8/2 Overture in print when there
isn’t a single available recording of Milhaud’s
Suite provengale? Having heard a broadcast of
this work. I know it has been recorded; so
apparently someone's accountant determined
it wasn't making enough money-less, for in-
stance, than DG’s current release of the Piezas
de clarines by one Antonio Martin y Coll (16--
to 17--). I wonder if Milhaud realized how
esoteric he was?
I'suggest that a recording be kept in print if
it is: 1) the sole recording of a work: 2) a
recording that fills an important gap (such as a
reading of the Ar1 of Fugue on its intended in-
strument, the harpsichord-——currently hard to
find); or 3) regarded by many as the greatest
recording of a work (such as Ferrier’s reading
of Das Lied von der Erde, which was un-
available for five years).
A rather modest proposal, don't you think?
Christopher C. Brewster
Chicago. I11.

Well, we'll certainly buy the principle. but the
specifics are going 10 be tough 1o enforce. 1)

6

There are lots of works whose sole recording
could safely slip into oblivion. 2) Who defines
“an important gap*? (The disc containing the
Martin y Coll pieces is a burogue frumpet reci-
tal. and a lot of Adolf Scherbaum funs would
hate 1o see it go.) And 3) For almost every
recording ever made. you'll find people who hail
it as the greates:.

But of course we get the point, and it’s a good
one. 1t would be nice. for example, to have the
Munch/BSO stereo Suite provengale in the
caulogue again—perhaps on Victrola?

Finallv, we cannot let the statement that the
harpsichord was the “intended instrument” Jfor
the Art of Fugue pass without comment. Ifever
awork seemed “intended” 1o transcend an 1y par-
ticular instrumenial realization, this one cer-
taindy is it. Although it may be no coincidence
that the work can be played on a keyboard,
Bach wrote it in open score. using a separate
pari for each voice.

Grainger and Grieg

I am really surprised at you people, letting
André Watts [“Speaking of Records,” June
1974] get away with identifying Percy Grain-
ger as “the pianist for whom Grieg wrote his
piano concerto.” Grainger. of course, was
born in 1882, fourteen years after Grieg wrotg
his concerto. The true story is that Grainger
and Grieg did meet. and that the composer
was so taken with the young pianist’s playing
that he personally coached him in the con-
certo. Unfortunately, a scheduled perform-
ance in which Grieg was 10 have conducted
the concerto for Grainger was prevented by
the older man’s death.

I must say | enjoyed the Watis piece thor-
oughly and would certainly endorse his pref-
erence for live-performance recordings. Of
course some artists prefer the studio (as Lipatti
1s said to have), and they are entitled to their
preferences; but all one needs to do is com-
pare Sviatoslav Richter as recorded live and in
the studio (in. say. Picrures at an Exhibition or
the Beethoven Appassionata) 1o find out what
is often lost in more controlled conditions.
Who cares about coughs or clinkers when tol-

Percy Grainger
Setting the Grieg story straight.

crating them enables us to hear the difference

between caution and white-hot inspiration?
Leslie Gerber
Phoenicia, N.Y.

By now ! hope someone has passed along to
André Waltts the good news that Percy
Grainger did indeed make a recording of the
Grieg piano concerto, and it is available! It is
of course a piano-roll transfer for solo piano,
and | think Mr. Watts will find it as remark-
able as the Harold Bauer recording of the
Saint-Saéns G minor Concerto mentioned in
his delightful article.

The LP is “Percy Grainger Plays Grieg,”
Klavier KS 101. | broadcast it as soon as Kla-
vier sent it to me and will do so again as soon
as someone drops a hat.

Willian N. Brock Jr.
Concert Music Director, WLEC
Sandusky. Ohio

Piezoelectric Tweeters

I have just finished reading your June issue
and particularly enjoyed Robert Angus’ *Why
Do Speakers Sound the Way They Do?" and
Robin Lanier’s “How Do Speakers Work?"
However. I could not help but feel that there
was a definite omission in not making refer-
ence to the piezoelectric tweeters manufac-
tured by Motorola Communications Division.
The piezoetectric phenomenon not only

provides an extremely clean sound (low dis-
tortion and extremely good transient re-
sponse) but, because it has no magnet or voice
coil, is free of the problems inherent in con-
ventional dynamic speakers. The Motorola
tweeters offer efficiency ratings comparable
with dynamic units. but. because of the high
impedance (400 ohms at 3 kHz) and low
power absorption (no coil to heat up), the
power-handling capability is quite high: up 10
35 volts rms. Also, since the high-end response
goes on up to 40 kHz. the unit adds a new
brightness to speaker systems.

Jonathan Bost

Project Engineer. Motorola, Inc.

Franklin Pagk. Il

The method by which Motorola’s piezoelectric
tweeler generates sound [see “News and
Views.” January 1973) is quite different from
that in conventional dvnamic tweeters, but s
use in a full-range system is very much like thar
of conventional tweeters—and therefore unlike
the “special” tweeter designs discussed in Mr.
Lanier'sariicle. Largely because of its extended
top-end response. a number of manufacturers
have begun substituting it for conventional cone
or domed tweerers in their systems. and Mr
Angus’ commenis on choosing tweeters for the
desired balance between drivers applies 1o the
piezoelectric type as well as 10 the more familiar
ones.

Sequencing Beethoven

We have received many letters concerning the
automatic sequencing of the Beethoven piano
concertos with Viadimir Ashkenazy and the
Chicago Symphony conducted by Sir Georg
Solti (CSA 2404). This was done in order that
all the concertos could be put onto four
records. Had this set been released in manual
sequence, it would have required either using
five records or breaking up many of the con-
certos over two sides in an illogical manner

CIRCLE 33 ON READER-SERVICE CARD —



“Bring it back alive.

‘Professionally, people see me
playing concerts or leading the
Tonight Show orchestra. But
when | relax to the purest sound
of my favorite music, nothing
brings it back alive like the

ncredible Sound of Koss.

‘From the deepest, toe-
curling bass notes of a pipe
organ, to the crisp, brilliant
highs of the brass section,

nothing can match the
excitement of a live
performance as well as Koss
Stereophones. And nothing can
match the incredible sound of
the PRO-4AA. Because the Koss
PRO-4AA features the only
driver elemen- designed
specifically for stereophones.
So when it comes to mixirg the
sound in your head instead of

o ".
- s Al - ’
: ®
7 @ stereophones
from the people who jnvented Stereophones.
KOSS CORPORATION, 4129 N. Port Washingta® Ave., Milwaukee, Wiscafsin 53212“® Kass S.r.l. Milan, ltaly ® Koss .imited, Ontario

live demonstration, or write

for a free full-color catalog,
¢/o Virginia Lamm. Either way,
you'll ‘bring it back alive’

on the walls of your living
room, you'll hear two more
octaves than you've ever
heard before ina
dynamic stereophone

‘Take a tip from old 'Doc’
and hear it like you've never
heard it sefore...on Koss
Stereophones. F-om $15.95 %o
$175, they're the grectest. Just
ask your Audio Specialist for o

Koss PRO-4AA Stereophone

o ©Koss Corporation N
| N






WE HAVE CHOSEN THIS RATHER UNORTHODOX WAY
TO PRESENT THE NEW B'IC"TURNTABLES-BECAUSE THE
NEW B'I-C TURNTABLES ARE RATHER UNORTHODOX.

Traditionally, new audio equipment (new anything for
that matter) is introduced with orthodox “product shots”.

In the case of the B-T-C 980 and 960 we're breaking
that mold. We're taking you inside and underneath—
because much of the real beauty of these instruments lies
in the innovation and engineering that’s there.

In the exploded view at left you see a combination of
things not found in any other turntable—a belt drive
system and a record support post. Never before has there
been a belt drive turntable with automatic multiple play
capabilities. Only B'I'C has this combination.

At right you can see the B'I'C program panel. With it
you can operate these turntables manually. Or you can
elect to play a single disc automatically. Or you can repeat
a single disc as many as 6 times. Or you can play from 2 to
6 discs in series.

For the first time one turntable combines the advan-
tages of a manual unit with the convenience of perfect
automatic record handling — without sacrificing playback
performance.

The Worm's Eve View

The underside of the turntable is revealing.

Compare it with the underside of any unit you choose
%nld ou’ll be struck by the simple, clean appearance of the

Many moving parts found in tumtables with auto-
matic features have been eliminated. (We’ve sold and serv-
iced millions of automatic record players over the past 37
years and one thing we’ve leamned is that simpler is better
and less is more.)

The motor is a 24-pole, 300 RPM unit. It has the torque
to move the platter to playing speed in ¥ a revolution. The
1800 RPM units used in automatic turntables are simply
no match for its smoothness, silence, and durability.

Only B'I-C has a 300 RPM 24-pole motor.

The 4 shock mounts at the edge of the unit plate form
an acoustically damped interface between the unit plate
and base. These hollow rubber, spherical cushions were
designed specifically for B'T'C Programmed Turntables.

Conventional units use metal springs.

Other Intriguing Features
The BT-C tone arm includes features you won't find
on aan\: other arm at any price.
he cartridge shell can be adjusted so that optimum
15° tracking can be achieved no matter how deep or
shallow your cartridge body is. i

Acce
atte bla
e 980 wil

except for the 98

kKm

Cueing time can be adjusted for from 1 to 3 seconds
via a knob on top of the unit.

Seven other adjustments can be made from the top of
the instrument which permit easy fine-tuning of the tone
arm system, to a greater degree than has ever been possi-
ble before.

The control tabs and linear scale for anti-skate and
tracking force adjustment are unique.

The cycle button which controls play is unique.

Etc. Etc. .

Dependability

B'I'C Programmed Turntables are made in the United
States, in our own factories. We mention this because
quality control is probably the most important factor in
building this kind of equipment. The fact that the specifica
tions for these turntables have been created and quality
controlled by B'I-C is more important than you might
guess.

Also, the considerable investment you are making in
a BI-C tuntable is going into the tumtable—not into
import duties, currency fluctuations, and transportation.

Performance

The B'1-C 980 and 960 bring you an order of perform-
ance which is both outstanding and fast becoming essential
in the new era of 4-channel reproduction.

They are bound to be copied.

For the time being, however, they are absolutely
unique in their field—fundamentally different from any
other turntable, be it fully automatic, single-play auto-
matic, or manual.

We barely have space here to hint at the things you
should know about these turntables.

Your audio dealer has a comprehensive 26-page book-
let about them which includes performance figures, dimen-
sions and details about the B-1-C 2-year warranty.

Get this booklet . . . or write for more information to
Dept. B, British Industries Co., Westbury, N.Y, 11590.

We think you ought to compare turntable features
before you buy. And if you compare ours with any and all
others you're considering (price no object) we’ll be happy.
We think you will be too.

B §C

The 980 and 960 are identical
electronic speed
t o} C its lighteo
S av f id

ed-walnut wc se
ded base --and hinged dust cover.
for approximately $ Th r about $15C

B'I-C is a trademark of British Industries Co, Westbury, New York 11590. A division of Avnet In
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ONE OF THE FINEST
REGEIVERS YOU CAN FIND.
IF YOU CAN FIND IT.

The Concord CR-260 is damn hard to find, because
we're just as particular about the stores who sell it as
we are about the quality of workmanship that goes
into it.

And for under $250% it's damn hard to beat. You
simply can'tfind features like ours in such a beautifully
designed receiver for such a reasonable price.

While other receivers may have some of our features,
none have all of them! There's simply no competition
for the CR-260 at this price.

Here’s what makes the CR-260 worth finding:

We've taken the care to make tuning more precise,
even under the most difficult conditions.

While other receivers have one FM tuning knob,
that's not good enough for the CR-260. We went to
the trouble of engineering an additional second con-
trol for ultra-fine FM tuning.

And when it's receiving a stereo station the dial
pointer changes from amber to red.

It even has two FM meters, one for signal strength,

and another for center of
channel tuning.
Other deluxe touches
are the detents on the bass
and treble controls that help you reset any combina-
ation exactly.

And here are some of the vital statistics: 50 watts
rms total power output at 1% total harmonic distortion.
FM capture ratio an incredibly low 1.5 db. And for
just pure aesthetics, a beautiful blackout dial.

You'll want the full story on all the CR-260's fea-
tures before you begin your search; just drop a line to:
Concord Products, Benjamin Electronic Sound Co.,
40 Smith Street, Farmingdale, N.Y. 11735.

We hope it’s easier for you to find than it was for
us to make.

THE CONGORD GR-260.
Damn hard to find. Damn hard to beat.

*Manufacturet’s suggested retail; slightly higher in the west




that would have served the interesis of neither
automatic nor manual sequencing advocates.
Qur policy on the sequencing of classical
records is that works such as operas or long
symphonies extending over more than one LP
will be released in automalic sequence: an-
thology scts such as boxes containing a num
ber of symphonies. concertos. ete.. will nor-
mally be released in manual sequence
We hope thut such a tlexible approach will
serve the best interests ol all our customers.
T. A McEwen
Manager. Classical Division
London Records
New York. N.Y.

Warranties (continued)

In your May 1973 issue | read your article en-
titled “Warranues: Do They Do You Any
Good?” by Dennis Tuchler. An owner ol a
Kenwood 7200 receiver. 1 was experiencing
extremely annoying interterence from a
nearby ham-radio operator. After informing
the dealer from whom | purchased the unit. |
was authorized 0 take the receiver to the
dealer for transportation to the manutacturer.

After approximately eight weeks. my re-
ceiver was returned 1o the dealer. Kenwood
had installed several appropriate audio de-
vices o minimize the disturbing interference.
The only cost | had 10 pay was the normal
dealer handling charge. Kenwood had in-
cluded the parts and labor under the terms of
what | feel is a most generous warranty-—espe-
cially when the source of my problem had ab-
solutely nothing 1o do with defective materials
or workmanship.

And best ol all. the Kenwood service de-
partment’s eflorts have proved successtul! The
only interference 1 now experience is minimal
and on my rarely used AM band. On FM.
phono. und aux. I experience no interterence
whatsoever from my next-door neighbor.
whose ham-radio tower is less than a hundred
feet from my receiver and has the potential of
a 1.000-watt output.

Do warranties do you any good? Based upon
my recent experience. I leel that of the ken-
wood Corp. goes far above and beyond what
any serious music-loving individual might ex-
pect.

Franklin £. Ullrich
Saddle Brook. N.J.

Reuders have a habit of siaying mum except
when they have u complaint. Perhaps there are
other such stories of service above und bevond
the call of warraniv. but we seldom hear them.
More thanks 10 reader Ullrich. then. for bright

ening our (and probubly Kenwood'sj day.

A Little Kindness, Please

In the April “Speaking of Records™ debate be-
tween musicologists Robert Levin and Paul
Henry Lang. my sympathies are all with Mr.
Levin. whose liner notes for Candide’s record-
ing of 4 Mozart divertimento prompted the
dispute—but not for any reasons of *'scholar-
ship™ or the like.

When | read Mr. Lang's review of the
record last November. with his unbridled per-
sonal atiack on the author of the liner notes. |
thought there must be a great scarcity of blue
pencils in your editorial offices. Granted. it1s
the business of liner-note authors o write and
of critics o criticize. But itseemed 1o mie then.
and itstill does. that Mr. Lang went considera-
bly beyond the role of the critic when he lit
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into Mr. Levin the way he did. Whatever the
merit of Mr. Lang’s comments. the gratuilous
verbal slap in the face surely called for the use
of a blue pencil. This is not censorship: it is
simply the exercise of good editorial judg-
ment

Perhaps | am overly sensitive about all this.
because almost forty years ago | wrote the pro-
gram notes for a series of Sunday-morning
concerts presented at the Roxy Theater by an
orchestra of two hundred musicians. They
were probably the worst program notes ever
written. but not one of those who covered the
concerts--Olin Downes. Bill Chase. Francis
Perkins. Sam Chotzinoff. et al.—ever com-
plained. in printor privately. Nor did conduc-
tor Erno Rapee. nor guest conductors Deems
Taylor and Ernest Schelling. nor guest arusts
Felix Salmon. Dusolina Giannini. et al.

Maybe people were a little kinder in those
days. or a hule less impressed by their own
“scholarship.”

Siephen N. Dick
Fayetteville. N.Y

Grappelli and Smith

I notice with interest the letier from J. Honey-
cutt in your ~ “Jalousie” Sweepstakes™ ["Let-
ters.” June 1974).

I am happy t inform both you and Mr.
Honeycutt that the Stéphane Grappelli and
Stuff Smith album he mentions is not out of
print: it is now available in our Archive of
Folk and Jazz Music series. FS 238. And we
plan future releases with Grappelli.

Bernard C. Solomon
President. Everest Records
Los Angeles. Calif.

More on Sir Vivian Dunn

With reterence 0 R. D. Darrell’s review of the
Klavier record of Sullivan orchestral music
{April 1974]. Sir Vivian Dunn was knighted in
the New Year's Honours in ¥969 upon his re-
tirement as Principal Director of Music. Royal
Marines.

Despite the claims of the record sleeve. the
producer is not Harold L. Powell. but Brian B.
Culverhouse. who for over twenty years pro-
duced all Sir Vivian's recordings for EML. In-
cidentally. a new recording by Sir Vivian with
the Bournemouth Symphony Orchestra called
“Music of England™ is to be released on the
Polydor Circle of Sound label. again produced
by Mr. Culverhouse.

Malcolm Walker

Editor. The Gramophone
Kenton. Harrow. Mddx.
England
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THE
EMPIRE
INDOOR/
OUTDOOR
SPEAKER
SYSTEM

NEW JUPITER 6500

Our indestructible 25 inch high
enclosure is made of space-age
acoustic materials with a mdrproof
surface. The speaker drivers are
completely weather-proofed to
tough military specifications.

The Jupiter's perfect three-way
system uses Empire’s heavy 12 inch
down facing woofer for bass so
powerful you can feel it as well as
hear it. Best of all, the sound radiates
in all directions: front, rear, left
and right.

Available at better hi fi dealers.
List price an unbelievably low
$149.95. For your free “"Guide to
Sound Design' write:

EMPIRE SCIENTIFIC CORP,
Dept. EE Garden City, N.Y. 11530

.- ENPIFE
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This IC150 . is the finest and
most versatile control unit | have
ever used. For the first time | can
hook all my equipment together at
once. | find many semi-pro oper-
ations possible with it that | have
never before been able to pull off,
including a ftirst-class equalization
of old tapes via the smooth and
distortionless tone controls. | have
rescued some of my earliest broad-
cast tapes by this means, recopying
them to sound better than they ever

Ui olare
e oy .- Ed Canby, AUDIO

Among the things you can do with an
IC150:

Produce your own taped programs' Re
cord from any of seven inputs: 2 phono,
2 tape, 1 tuner, 2 auxiliary (tape player,
cassette deck, guitar, microphone, etc.)

Clean up record scratch, tape hiss and
turntable rumble with filters which
scarcely alter program material.

Improve frequency response with bass
and treble controls for each channel

Enhance stereo image with the |C150's
exclusive panorama control.

Record two copies of a program at once,
and monitor source and tape for each

Correct ping-pong effect for more en
joyable headphone listening.

The IC150 performs all these func
tions and more with lower distortion
and noise than any other preamplifier

This combination of clean sound
and versatility cannot be bought any
where else for less than $600. But you
can buy it for only $299 at your Crown
dealer. See him today to make your
own comparison. (For independent lab test re-
ports on the IC150, write CROWN, Box 1000
Elkhart, Indiana, 46514.)

crown

Made Only in America
CIRCLE 15 ON READER-SERVICE CARD
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the lees side

War on Moral Poverty

“MORALE IN AN organization.,” | once
heard a business executive say, “doesn’t
seep up from the bottom. it drips down
from the op.”

I don’t know whether the observation

was original or quoted. But it's one of

those dicta that make one stop and think.

A few years ago. | wrote a column in
this magazine projecting what might
happen to popular music if certain
people were clected to the presidency. |
thought that Eugene McCarthy had a
pretty good chance of getting the nomi-
nation (not counting on Bobby Ken-

nedy’s opportunism). | concluded. “If

I'm wrong and everybody's favorite bob-
up clown, Richard Nixon. is clected?
Hell. who'll care what happens to music
then?”

There was another line at the end of

the column: “because this country won't
be fit to live in.” It was deleted by the
editors (with my agreement), because it
secmed hyperbolic. Now [ wish we'd left
iin.

The tragedy of Richard Nixon’s presi.
dency, as | heard a conservative Re-
publican remark, is that he disgraced
conservatism just at the time when its re-
straining voice would have been salu-
tary. And the repercussions of that dis-
creditation are being felt all through
American society.

All of this ran through my mind while
reading, in the Los Angeles Times. an ar-
ticle headlined “Gloomy Ride on the
Rock *n’ Roller Coaster.” on the troubles

of the rock music business in an era of

petroleum and vinyl shortages. It dealt in
part with the recent and unresolved
scandals about payola.

And here’s where it touched the rot-
ting moral core of the situation. David
Geflen, president of Elektra-Asylum
Records, said of the investigations of the
record industry: “The whole thing is a
Joke. There is a climate of corruption in
this country, so whatever the investi-
gators find, it won’t ruin the industry.

People aren’t as shocked by this kind of

thing as they used to be. Besides the gov-
ernment should be investigating oil or
trucking, which could be helpful to the
country. The record industry is small po-
tatoes next to all those giant industries.
Anyway, since all the crookedness in
government came 1o light, when the gov-
ernment investigates anybody it's like
the pot calling the kettle black.”

It is instructive to compare this state-
ment with the defense of the President
made several months ago by Dean Burch
of the White House stafl. Burch said. in
eflect. that he was appalled by the outcry
over the transcripts of presidential con-
versations. What was all the fuss about,

he wanted 1o know. when the conversa-
tions only reflected “life asitis. . . in pol-
itics and business and industry.”

Do you see the interlocking rational-
1ization of the two men’s remarks? One is
saying no one will be shocked by corrup-
tion in business because it goes on in
government. and the other is saying no
one will be shocked by corruption in
government because it goes on in busi-
ness. No comment on the moral poverty
of this mutual support need be made.

Well, Burch and Geffen are as-
tonishingly wrong. as is the Republican
who said of the reaction to Watergate.
“Some of this suffocating moral outrage
will diminish in time.”” The only thing
that has held back greater public outrage
over the scandals of the record industry
is that the country is t0o concerned with
a bigger scandal. But the two issues are
not unrelated. as Burch and Geflen have
unconsciously demonstrated. And when
the scandal is cleaned up in government.
watch for a cleanup in other areas.

For as Joseph Kraft, the political col-
umnist. noted, “The storm raised by ...
the transcripts demonstrates a point
much forgotten late and soon: The
United States remains a deeply moral
country.

“It has been easy enough over the past
few years not to equate America with the
New Jerusalem. The swag has been piled
high as the Rockies. and the self-de-
bauchery of getting and spending has
gone on apace. . . .”

He was talking, I presume. of govern-
ment, but what he said applies equally to
industry, particularly the record indus-
try. In the climate of greed spawned and
abetted by government. the record in-
dustry has failed the people (on the
whole) just as much as the Administra-
ton. h gave us Alice Cooper, after all.

But it's over. As Kraft said, “What
looked like moral inertia in the country
was only a refusal to accept idealistic
nostrums for complicated . . . problems.
Beneath that not unfounded caution. the
Puritan conscience ran strong.”

There have been more than a few
signs that the record industry-parts of it
anyway-—is moving toward cleanup. The
appointment of Ken Glancy (about
whom | will write in my next column) as
president of RCA Records is one of the
encouraging signs.

IUs all working in quite the opposite
way 1o what Geflen apparently thinks.
Instead of being evermore tolerant of
moral horror, the country has had it up
1o here with greed and connivance and
viclous opportunism.

Nothing exists in a vacuum. Not even
the record industry. GENE LEEs

H1GH FIDELITY MAGAZINE



He listens to it with
AR speakers

A lot of celebrated musicians pay AR
speaker systems the finest compliment
possible: they use them at home.

Herbert von Karajan, who conducts the
most distinguished orchestras all over
the world, has AR speakers at home.
Conductors Rafael Kubelik and Karl
Bohm, and baritone Dietrich
Fischer-Dieskau listen with AR
speakers. So do jazz trumpeter Miles
Davis and singer Judy Collins.

Many musicians would seem to agree
with the AR philosophy of accurate

as opposed to “pleasant” — sound
reproduction. After all, the aim of a
speaker system is to give you the music
and let you forget the speakers.

Try it soon. There’s a five-year
guarantee that your AR speakers will
perform as well as Herbert von
Karajan’s.

Herbert von Karajan chose the AR-3a: $295

The AR-7: alinost as good: $§75

Acoustic Research

10 American Drive

Norwood, Massachusetts 02062
International Office:

High Street, Houghton Regis,
Bedfordshire, England

In Canada:

A. C. Simmonds & Sons Ltd.
Toronto

SEPTEMBER 1974

Acoustc Fesearch

A TELEOYNE COMPANY
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speaking n' ONCE AGAIN iU's time to gaze into our vinyl ball. And even

with the perennial Classical Crisis being joined by all our new

renn"ls Crunches (1h¢ Messrs‘..E.ncrgy, ‘O:l. mel. Paper), you won't

find much evidence of' it in the following pages. Last year was

a dandy one for the classical collector; even with rising prices. the coming year looks like
another good one.

The repertory blends the old and the new, the familiar and the unfamiliar—it’s hard to
think of anything that isn’t well represented. (Exception: Sorry, folks. it appears we'll
have no new Ring cycle.)

New licensing arrangements will give us new access to European material. The two
big developments: Columbia will begin releasing Melodiya recordings not issued by
Angel; Vanguard will release selected Supraphon titles.

Hardy new companies continue to appear, joining such stalwarts as Nonesuch, Vox
(which seems well on its way to recording the Complete Everything). and Vanguard in
plugging repertory gaps and championing less-known performers. The fat Columbia
and RCA lists are welcome signs of health in the American classical industry. and the
increased recording of American orchestras—a trend we suspected last year—has be-
come a major development.

Reissues (indicated by a ®) remain an invaluable supplement to new recordings. both
for economically pressed record companies and for collectors. Worth mentioning are
the reactivation of RCA Victrola and the new Turnabout Historical Series. with such
prospects as the wonderful Beecham/London Phitharmonic Mozart recordings. And
apparently to prove that “historical” recordings aren’t automatically treasures, Olym-
pic/Everestis dredging up such forgotten-but-not-gone goodies as the Oceanic operas.

On the four-channel front, the only newcomer is Vox. which has moved in in a big
way. The uncommitted majors remain so, at least as this is written. Not all the projected
quad releases (indicated by a @) will materialize (these are tentative decisions)—or at
least not simultaneously with the stereo versions.

The recordings listed should reach us before next year’s preview (many lists, in fact, go
only through Christmas). But send us no orders.

Something Old, Something New, Something . . .

Albinoni et al.: Orchesiral Works. Academy,
Marriner.

Barwok: Violin Concerio No. 2. Perlman; Lon-
don Symphony. Previn.

Beethoven: Symphony No. 5; Prometheus
Overture. London Symphony, Previn.

Debussy: lmages pour orchesire: Jeux. Or-
chestre National de 'ORTF, Martinon

Elgar: Cello Concerio: Serenade: Introduction
and Allegro. Torteher: London Philhar-
monic. Boult.

Gottschalk: Piano Works. Pennario.

Holst: Choral Symphony. Palmer; London
Philharmonic, Boult.

Holst: The Planeis. London Symphony,
Previn.

Mozart: Piano Concertos Nos. 17. 24. Previn;
London Symphony. Boult.

Rodrigo: Concierto de Aranjue:z. Parish-Al-
vars: Concerto in.G minor. Zabaleta, harp;
Spanish National Orch.. Frihbeck.

Schoenberg:Gurre-Lieder. Arroyo. Baker.
Young, Wolstad. Moller. Paizak: Danish
State Radio, Ferencsik.

Schumann: Frauenliebe und Leben; Lie
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derkreis. Schwarzkopt. Parsons.

Shostakovich: Symphony No. 8 London Sym-
phony, Previn.

Strauss. R.: Don Quixote: Rosenkavalier
Wulizes. Tortelier: Staatskapelle Dresden,
Kempe.

Tchaikovsky: Sieeping Beauty. London Sym-
phony. Previn.

Verdi: Aida. Caballé. Cossotto. Domingo.
Cappuccilli. Ghiaurov; New Phitharmonia
Orch.. Muti,

Verdi: Ovello. Vickers. Freni, Gilossop: Berlin
Philharmonic. Karajan.

Pop Concert with Previn (Bernstein. Enesco.
Tchaikovsky. Vaughan Williams).

ARCHIVE

PRODUCTION

Handel: Harpsichord Suites. Tilney.

Handel-Mozart: Messiah (in German).
Mathis, Finnila. Schreier. Adam; Austrian
Radio. Mackerras.

Monteverdi: Orfeo. Bowman. Rogers. Dean.
Elwes. Partridge. Petrescu. Reynolds: Jir-
gens.

Handel: Siring Concertos er al. Academy.
Marriner.

Schubert: Choral Works. Duruflé: Requiem.
St. John's College Choir. Cambridge.

Vivaldi: La Stravaganza. Academy. Marriner.

Chamber-Orchesira Works (Suk. Janacéek. R.
Strauss). Los Angeles Chamber Orch..
Marriner.

Contemporary music. Continuation of Gul-
benkian Foundation series.

French Baroque Musterpieces. King’s College
Chorr.

French Curols. King's College Choir.

Argo Drama series. Beckett. Wairing for

Godo:: Eliot: Murder in the Cathedral:
Marlowe: Dr. Fausius, Wilde: The Impor-
tance of Being Earnest (Royal Shakespeare
Co.). The Hobbit (N. Williamsor).

Ghe Bach Gui

® Buch: Harpsichord Concerios Nos. 1, 4, 5
Heiller; Vienna State Opera Orch.. Caridis.
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Speakg[s area matter of taste.




@ Musica Reservara. Music of the Middle
Ages and Renaissance.
@ The Virtuoso Flute.

(AMBRILTE RECORS

Bach. C.P.E.: 2 llarpsichord Sonatas. Duphly:
Suite. Gibbons.

Bach. 1.S.: 2 Organ Preludes and Fugues:
Schiibler Chorales. Moc.

Debussy and Fauré: Songs on Verlaine poems.
Bogard. Mornarty.

Marais and Sainte-Colombe: Music for Two
Viels. Meints and Caldwell. gambas:
Weaver. harpsichord.

Elizabethan Organ Music. Leonhardt (Schnit-
ger organ at Zwolle).

Q@ Dvofak: Slavonic Dances. Bamberg Sym-
phony. Dorati

Q@ Liszt: Danie Symphony. Luxemburg Ra-
dio. Cao.

@ Mendelssohn:  Symphonies; Overtures.
Baltimore Symphony. Comissiona.

Q@ Prokofiev: Violin Concertos (2). Ricci:
Luxemburg Radio. Froment.
@ Saint-Saéns: Piano Concerios Nos. 2. 5.
Tacchino: Luxemburg Radio. Froment.
@ Schubert: Choral Works. Buckel: South
German Madrigal Choir. Gonnenwein.
Q@ Strauss. R.: Also sprach Zarathusira. St.
Louis Symphony. Susskind.

@ Tchaikovskv: AManfred. Utah Symphony.
Abravanel.

Thalberg: Piano Concerio: Piano Works.
Ponti: Westphalian Symphony. Kapp.

Q@ Ysave: Violin Sonatas (6). Op. 27. Ricci

C:zech Piano Works. Firkusny.

Q@ French Works for Piano and Orchestra.
Dosse: Westphalian Symphony. Landau.
Q@  Medieval Music. Polonska. Irish harp:

Camerata.

@ olumbia
(Qc. b

Bach: Gamba Sonatus (3). Rose. Gould.

Bach: Well-Tempered Clavier. Book 1. New-
man.

@ Bach: Toccaras und Fugues. Biggs (four an-
tiphonal organs played simultaneously).
Beethoven: Piano Sonata No. 7: 32 Variations:

Ruge over a lost penny. Watts.

Q@ Bernstein: Dybhuk. New York City Ballet
Orch.. Bernstein.

@ Bernstein: Trouble in Tahiti. Columbia
Wind Ensemble. Bernstein.

Q@ Chopin: Piano Works. Horowitz.

® Dcbussy: Orchestral Works. Cleveland
Orch.. New Philharmonia. Boulez.

Q@ Elgar: Pomp and Circumstance Marches.
Imperial March; Crown of India Suite. Lon-
don Philharmonic. Barenboim.

Feldman: Rorhko Chapel. Smith.
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Q@ Haydn: Symphonies Nos. 95-96. New York
Philharmonic. Bernstein.

Q@ lves: Music for Theater Orchesira (13 pre-
mieres). Y ale Music School.

Liszt: Totentan:z. Franck: Svmphonic Vari-
ations. Watts: London Symphony. Leins-
dorf.

@ Mabhler: Das Lied von der Erde. Ludwig.
Kollo: tsrael Philharmonic. Bernstein.

@ Mahler: Svmphony No. 2. Armstrong.
Baker: London Symphony. Bernstein.

Mendelssohn: Piano Concertos (2). Perahia:
Academy. Marriner.

® Mendelssohn: Svnphonies Nos. 3-5. New
York Philharmonic. Bernstein.

® Mozart: Church Sonaras (17). Haydn: Or-
gan Concertos (3). Biggs: Columbia Sym
phony. Rozsnyai.

Mozart: Concertone. Pleyel: Sinfonia Concer-
tante. Stern, Zukerman; English Chamber
Orch.. Barenboim.

Nunes-Garcia: Requiem. Helsinki Phithar
monic. Freeman.

Rachmaninoft: Preludes. Vol |. Laredo.
Rameau: Les Indes galantes. La Grande
Ecurie et la Chambre du Rov. Malgoire.
Schubert: Piano Sonata in A. D. 664: Wan

derer Fantasy. Watts.

Silverman: Elephan: Steps. Thomas. cond.

Homage 10 Stravinsky. Includes two earlier
versions of Les Noces. Crafl.

@ Tchaikovsky: Piano Concerto No. |. Watts:
New York Philharmonic. Bernstein.

® Tchaikovsky: Symphonies Nos. [-3. New
York Philharmonic. Bernstein.

® Wagner: Orchesiral Excerpts. New York
Philharmonic. Bernstein.

Webern: Complete Works. Vol 1. Harper:
Rosen: Juilliard Quartet: BBC Symphony.
Boulez (tour discs).

Bernstein ar Iarvard: The Norton Lectures.
Includes complete performances of Oed-
ipus Rex. Mozart Symphony No. 40.
Becthoven Symphony No. 6 et al. (six vols.
of two. three. or four discs each).

® Grear Performances from Marlboro. Schu-
bert: Trou: Quintet: Brahms: Sextet No. 1:
Mendelssohn: Octet: Mozart: Clarinet
Quintet. Piano Trio No. 4.

“@ MDA

MASTERWORKS

Liszt: Piuno Sonata; HHungarian Rhapsodv No.
6. Slobadyanik.

Mozart: Piano Concerto No. 21. Haydn: Con-
certo in D. Gilels: Moscow Chamber Orch.
Barshai.

Prokofiev: War and Peace. Vishnevskaya. Ar-
khipova et al.: Bolshoi Theater. Melik-
Pashayey.

Rachmaninoff: Symphony No. 2. Bolshoi The-
ater Orch.. Svetlanov

Irinag Arkhipova and Viadislav Piavke: ex
cerpis from Trovaiore and Cavalleria rusti
cana.

Yuri Mazurok: Russian and lalian arias.

Grz/sfal Record Gompam/

Mozart: Vesperue de Dominica. K. 321 con-
cert aria. K. 538. Stevenson. Hurwood.

Wyatt. Nehls: Los Angeles Camerata. Mit-
zelfelt.

Annapolis Brass Quinter: Recital. Works by
Bach. Dahl. Holborne et al.

Berlin Brass Quintet: Recitul. Works by Ar-
nold. Rathaus. Maurer et al.

Catherine Crozier: Organ Recital. Beckerath
organ at the Mission San Luis Rey.

Beethoven: Piano Sonara No. 29. Aitken.
Beethoven: Diabelli Variations. Aitken
Couperin: Pieces de clavecin. Hamilton.
Dupré: Organ Works. Noehren.

Haydn: Symphonv No. 78 Schubert: Sym-
phony No. 5. Mozart Fesuval Orch.. De
Preist.

Marais: Pieces de viole. Heinitz. viola da
gamba: Hamilton. harpsichord.

Scarlatti: Sonatas. Vol. 2. Hamilton.

Scymanowski: Mazurkas. Opp. 50 and 62.
Rosenberger.

Tweniieth-Century Music for Chamber En-
semble. Boston Musica Viva. R. Pittman.

DESTO

Epstein: Veni-ures. Eastman Wind Ensemble.
Hunsberger. The Seasons. DeGaetani.
Freeman. String Quarter No. 1. Phila-
delphia Quartet. Siring Trio. Pacific Trio.

Hovhaness: Firdausi. Husa: Evocations of Slo-
vakia. Long Island Chamber Ensemble. So-
bol.

Kubik: Scholastica: 5 Theatrical Sketches.

Lees: Violin Sonata No. 2. Druian. Alpenheim.
Rorem: Night Music. Carlyss. Schein.

Rochberg: Music for the Magic Theatre Cham-
her Symphony. Oberlin Orch.. Moore.

Schumann: Violin Sonatas Nos. [-2: inier-
me:zzo. J. and R. Laredo.

Siegmeister: Flute and Clariner Concertos. P.
Lloyd. tlute: Brymer. clarinet: London
Symphony. Siegmeister.

American Piano Music. 1790-1970. Mandel
(four discs).

Barogue Concertos for Chamber Orchesira
(Albinoni. Hertel. Telemann)

Bassoon Works (Aitken. Bach. Blank. Persi-
chetti). Weisberg.

Cello Works (Crumb. Hindemith. Wellesz.
Ysaje). Sylvester.

Clarinet Works. M. Webster. clarinet: B.
Webster. piano.

Music for a 20th-Centurv Violinisi. Zukofsky.
Kalish (three discs).

New and Newer Music (five discs).

Three Romantic Americans (Foote. Mac
Dowell. Mason). Bennette, piano.

HiGH FIDELITY MAGAZINE



Discover for yourself
why this Karl Bohm recordin
has won three major awards!

Enjoy MOZART’S SIX GREATEST SYMPHONIES
in your home for 10 days free. All three

Deutsche Grammophon recordings yours for less than the price of 1!

Mozart —music’s
greatest natural genius!

Wolfgang Amadeus Mozart
divinely gifted beyond any other
musician who ever lived! And
into his six greatest symphonies
he poured a multitude of his
most astonishingly beautiful,
incredibly moving inspirations!
Symphony No. 41, “Jupiter”
Symphony No. 40 in G-minor
Symphony No. 39 in E-flat
Symphony No. 38, “Prague”
Symphony No. 36, “Linz”
Symphony No. 35, “Haffner”
Extra! Symphony No. 32

Now you are invited to hear
these miraculous works in their
finest recording . .. interpreted
with extraordinary empathy by
Karl BShm...played to perfec-
tion by the Berlin Philharmonic
Orchestra. .. captured in unsur-
passed stereo realism by Deutsche Gram-
mophon. So outstanding is this recording
that it has won tiiree of the music world's
mos! eagerly sought honors: the Grand
Prix International du Disque, Edison
Award and Deutsche Schallplatten Prize!

Now enjoy and keep these 3 superb albums
for less than the price you'd pay for 1!

Because Mozart’s Six Greatest Sympho-
nies by Karl B6hm has met with almost
unprecedented acclaim, it has been cho-
sen to introduce you to the Great Awards
Collection, a totally new concept in home
listening. You may enjoy all six master-
pieces, on three superb-quality, imported
records, for 10 days absolutely free. Then
keep all three if you wish, for only $6.98
(that's less than the price you'd pay for just
one record)! Simply mail the attached coupon
today.

Collect the world's greatest music—
only in award-winning albums!

As a member of the Great Awards Collec-
tion you will receive only the finest
recordings of prize-winning concert per-
formances by top orchestras, conductors
and soloists. Distinguished jurors each
year select, from the hundreds of classical
releases, the “golden few” that will be
offered to members of the Great Awards
Collection. Every month you'll enjoy free
10-day audition privileges on each award-
winning single LP. Of course, you have
the option of keeping or retuming each
one so you'll never waste a penny on dis-
appointing purchases!

SEPTEMBER 1974

introductory set of Mozart's Six
Greatest Symphonies comes to
you on approval. Audition it free
for ten days, then either retum
it—or keep it for only $6.98 for
all three records, (plus a small
postage/handling  charge and
sales tax where required).

Here at last is the ideal way to
acquire, in easy stages, a con-
noisseur’s record library without
wasting a penny on disappoint-
ing purchases. You listen at
home to every award-winning
selection before deciding wheth-
er to buy it! Please act today!
Begin your money-saving, no-
obligation membership in the
Great Awards Collection by
mailing the attached coupon for
your free trial, with 3 for less than
the price of 1 purchase option of
Mozart's Six Greatest Sympho-
Special half-price bonus nies — a recording for the ages!

ff ! .
R S Seven ways the Great Awards Collection

fn addm'qn 1o (3 at music, yoq’ll enjoy helps you enjoy fine music more than ever!
great savings with our half-price plan.
For every record you buy you may choose
another one from a list of award-winners
and other critically acclaimed LP’s and
pay just half the regular members’ price!
An economical way to build your library
of superb classical recordings.

How many records are you committing
yourself to buy when you return the
attached coupon? Nore at all! Even your

Greatest music by the immortal composers.

A major, award-winning recording each month.
Superior imported LI's —silent surfaces.

. Free ten-day trials of all selections.

. Big savings through Half-Price Bonus Plan.

. No obligation to buy —no minimum purchase.

. Money-saving introductory offer.

Send no money now — Mail coupon TODAY!

Listen for 10 days free.
Keep all 3 for less than the price of 1!

Great Awards Collection
175 Community Drive
Great Neck, N.Y. 11025  w~awe eneprind

Please send for my free audition the tripie award-winning
recording of Mazart's Six Greatest Symphonies by Karl ADDRESS
Bohm. [ may retum it after ten days and owe nothing, or
keep it and pay only $6.98 for all three Deutsche
Grammophon records (plus a small postage/handling CITY
charge and sales tax where required)
[ will also receive a free tenr—gay aufdjtion each month of
another award-winning recording of great music. For
every one of these records | bu a%your members’ price STATE ar
(always below suggested retail), | may also choose one
record at half that price from your special list. | am not 19103/Q58
obligated to buy any mimmum number of records. | may Offen limited to the U.S. and its possessions. Offer expires 1/31/75
cancel my membership at any time Limit: One membership per household — only new members eligible
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Bach: Muass in B8 minor. Janowiz. Ludwig.
Schreier. Ridderbusch: Berlin Philhar-
monic. Karajan.

Barok: Concerio for Orchestra. Boston Sym-
phony. Kubelik.

Beethoven: Svmphony No. 5. Bosion Svm-
phonv. Kubelik.

Berlioz: La Damnation de Fausr. Mathis. Bur-

rows. Mclntyre: Boston Symphony. Ozawa.

Mozart: Die Enifithrung aus dem Serail: The
Impresario. Auger. Grist. Schreier.
Neukirch. Moll: Staatskapelle Dresden.
Bohm. -

Ravel: Bolero: Lu Valse: Rapsodie espagnole:
Athorada. Berlin Philharmonic. Karajan.
Schubert: Wanderer Fantasy: Piano Sonata in

A minor. D. 845. Pollini.

Strauss. R.: Tod und Verk larung: Four Lust
Songs. Janowitz: Berlin Philharmonic
Karajan.

Prussian and Austrian Marches. Berlin Phil-
harmonic. Karajan

® Holst: Choral Fantasia. Finzi: Dies natalis,
J. Baker.

® Khachaturian: Vielin Concerto. Prokofiev:
Violin Concerto No. I. D. Oistrakh: Kha-
chaturian and Prokofiev. cond.

Cante flamenco (five discs).

Al

%

Q Bayle: Divine Comedy: Purgatory.

Berg: Piano Sonata. Biret. Schoenberg:
Chamber Symphony No. I. Schuller. cond.

Q@ Cage: Winter Music (version Sor four pi-
anos). Flynn: Wound. Flynn. piano.

@ Mimaroglu: To Kifl ¢ Sunrise: La Ruche.

Viola Works (Cage. Berio. Maderna. Bed-
ford). Phillips.

NE€E S
C‘el St1¢

Beach: Piano Works. V. Eskin.

Bortkievich: Piano Works. U. Graf (iwo
discs).

Scott. Cyril: Piano Works. Verbit,

Scou. James: Piuno Rugs and Waltzes. Vol. 2.
Jensen.

French Operatic Fantasies. Pines, piano.

More Vintage Bob and Ray.

Piano Trios (Alkan. Thalberg. Henselt.
Litolff). Goldsmith. King, Jensen.
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Barok: Violin Sonatus. Zsigmondy. Nissen.

Beethoven and Schubert: Piano Works
Montgomery.

Baroque Brass. Eastern Brass Quintet.

Impressionistic Violin. Zsigmondy. Nissen.

VMasters of Flute and Guitar. Vol. 2. Macaluso.

Paderewski Plays. Duo-Art piano rolls.

Prokaofiev Plays. Duo-Arnt piano rolls.

Rags & Other American Things. Eastern Brass
Quintet.

Toccatas & Flourishes. R. Morris. organ; Ber-
inbaum. trumpet.

LONDON

RECORDS

Beethoven: Symphonies (9). Chicago Sym-

phony. Solti.

Britten: Death in Venice. Pears, Shirley-
Quirk: English Chamber Orch.. Bedford.
Bruckner: Symphony No. 8. Los Angeles Phil-

harmonic. Mehta.

Delibes: Sy/via. New Philharmonia. Bonynge.

Gilbert and Sullivan: The Mikado. Reed.
Masterson. Wright. Ayldon. Sandford.
Holland. Rayner; Royal Philharmonic.
Nash.

Messiaen: La Transfiguration de notre Seig-
neur Jesus Christ. Soloists; National Sym-
phony. Dorati.

Mozart: Cosi fan tutte. Lorengar. Berganza.
Davies. Krause. Berbié. Bacquier: London
Philharmonic. Solti.

Puccini: Madama Butterfly. Freni. Pavaroui.
Ludwig. Kerns: Vienna Philharmonic.
Karajan.

Stravinsky: Le Sacre du printemps. Chicago
Symphony. Solti.

Takemitsu: Piano Works. Woodward.

Tchaikovsky: The Nutcracker. National Phil-
harmonic. Bonynge.

Contemporary Music. Works by Lutoslawski.
Berkeley. Bedford. Pears: composers cond.

Luciano Pavarotti: Italian Songs.

stereo Treasury series
Haydn: Symphonies. Vol. 9 (Nos. 93- 104) and

Supplementary Vol. Philharmonia Hun-
garica. Dorau.

Louiswille

Dello Joio: Homage 10 Haydn. Welcher: Flute
Concerto. Fuge. flute; Louisville Orch..
Slatkin and Mester.

MEJ10OMA

LER

MELODIYA ANGEL

Bach: Well-Tempered Clavier, Book /1. Rich-
ter.

Mussorgsky: Khovanshehina.  Arkhipova.
Krivchenya. Pvavko. Maslennikov. Nechi-
pailo. Ognivisev: Bolshoi. Khaikin.

Tchaikovsky: Symiphonies Nos. 1-3. Moscow
Radio Symphony. Rozhdestvensky.

® Adam: Giselle (compleie). London Sym-
phony. Fistoulari.

® Bach: Organ Works. Dupré.

® Dvofdk: Cello Concerto. Bruch: Kol Nidrei.
Starker: London Symphony. Dorati.

® lves: Symphonv No. 3; Three Places. East-
man-Rochester Symphony. Hanson.

® Mussorgsky: Pictures at an Exhibition;
Night on Bald Mountain. Dorati.

® Ravel: Bolero. La Valse; Rapsodie espag-
nole: et al. Detroit Symphony. Paray.

® Sousa: Sound Off Eastman Wind En-
semble, Fennell.

® Tchaikovsky: Piano Concerto No. /. Rach-
maninoff: Piuno Concerto No. 2. Janis:
Menges and Dorati. cond.

® Tchaikovsky: Symphonies Nos. 4. 6. Lon-
Symphony. Dorati.

® Royal Family of the Spanish Guitar. The
Romeros.

o
monitonr

Gabrieli: Symphoniae sacrae. Sofia Soloists.
Kazandjiev.

Rachmaninofi: Aleko. Ghiuseley et al.: Plov-
div (Bulgaria) Symphony. Raychev.

Schubert: Works for Violin and Piano. Tarack.
Hancock.

Christian di Maccio: Accordion Recital. Works
by Bach. Liszt. Ravel. Ibert. Rimsky-Kor-
sakov. Beethoven et al.

noncsuch

Bach. J.C.F.: 7 Symphonies. Cologne Cham-
ber Orch.. Miiller-Briihl.

Hindemith: Mathis der Maler Symphony. R.
Strauss: Death and Transfiguration. Lon-
don Symphony. Horenstein.

Q lves: String Quartets (2). Concord Quar-
tet.

Q lves: Violin Sonatas (4). Zukofsky. Kal-
ish.

Q Joplin: Piano Rags, Vol. 3. Rifkin.

Mabhler: Symphony No. 6. Stockholm Philhar-
monic. Horenstein.

Q Martino: Notturno. Wuorinen: Speculum
Speculae. Speculum Musicae.

Q Afier the Ball (Turn-of-the-Century
American Popular Song). J. Morris. Bol-
com.
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The 400 millisecond miracle.

Most people
seem to take for
granted the
smooth, effortless
way in which a Revox works.

And that is as it should be.

For a great deal of time, effort and
sophisticated engineering have gone into
translating extremely complex function
into lightning quick, responsive operation.

For example, when you press the play
button of a Revox, you set in motion a
sequence of events that take place with the
precision of a rocket launching.

It begins with a gold plated contact
strip that moves to close two sections of
the transport control circuit board.

Instantaneously, the logic is checked
for permissibility. If acceptable, a relay
is activated.

Within 15 milliseconds, power is
supplied to the pinch roller solenoid, the
brake solenoid, the back tension motor,

a second relay and, at the same time,
the photocell is checked for the presence
of tape. If present, Relay One self-holds.

Elapsed time, 25 milliseconds.

At 30 milliseconds, Relay Two closes
and puts accelerating tension on the
take-up motor.

The logic checks are now complete and
power is available to actuate all necessary
functions.

From 30 milliseconds to 300 milli-
seconds, mechanical inertia is being
overcome and the motors and sole-
noids are settling down.

”
/Q\ ,

By 300 milliseconds, the brakes have
been released, the pinch roller is in
contact with the capstan shaft, the tape
lifter retracted, the playback muting
removed and the motors have come up to
operating speed.

At 350 milliseconds power is cut off
from Relay Two, which changes over to
another set of contacts, releasing the
accelerating tension on the take-up motor
and completing a circuit through Relay
One that, in turn, restores normal tension
to the take-up motor.

Total elapsed time, 400 milliseconds.
The Revox is now in the play mode.

And it’s all happened in a fraction of
the time it takes to read this sentence.

The 400 milli-
second miracle.
More proof
that Revox
delivers what
all the rest
only promise.
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Revox Corporation in U.S.A.: 155 Michael Drive, Syosset, NY 11791 and 3637 Cahuenga Blvd West, Hollywood, California 90068
Revox in England: C. E. Hammond & Co. Ltd., Lamb House, Church Street, Chiswick, London W4 2PB
Revox Sales and Service in Canada. For other countries: Revox International, Regensdorf 8105ZH Althardstrasse 146, Switzerland.
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Explorer Series. Discs devoted to Sarangi Mu-
sic and Music of the Karakorams.

Medieval Chant and Polyphony. Schola An-
tiqua. Blackley.

Q  Pastimes and Piano Rags (Matthews.
Scott). Bolcom.

Q  Specirum: New American Music. Vols. 4
(works hy Wolpe. Rochberg, Jones) and 5
(works by Babbitt. Anderson. Wernick).
Bryn-Julson. DeGactani: Contemporary
Chamber Ensemble. Weisberg.

Q  Trumper Antiphonies. Schwarz.

Q  Twentieth-Century Flute Music. Sollber-
ger (two discs).

The Worcester Fragmenis. Accademia Monte-
verdiana, Stevens.

obyssey

® Bruckner: Symphony No. 4. Columbia
Symphony. Walter.

® Mozart: Flute and Harpsichord Sonaias.
Rampal, Veyron-Lacroix.

® Mozart: Piano Concerio No. 9. Haydn:
Concerio in D. Kipnis. harpsichord: Lon-
don Strings. Marriner.

® Wecill: The Three-Penny Opera. Lenya et
al.; Briickner-Riggeberg. cond.

Tribute 10 Jennie Tourel.

EDITIONS DE a
L'OISEAU-LYRE

Arne: Harpsichord Sonatas. Hogwood.

Henze: Apollo and Hyacinth; Labyrinth; et al.
London Sinfonietta. Henze.

Henze: Kammermusik; In Memoriam. Lon-
don Sinfonietta. Henze.

Hummel and Crusell: Clarinet Quariets. The
Music Party.

Messiaen: Piano Works. Crossley.

Palestrina: Song of Songs. Cantores in Ec-
clesia.

Purcell: Complete Theater Music. Academy of
Ancient Music.

Cozen's Lute Book. Rooley.

Guitar Recital. T. Walker.

My Lute Awake (lute duos). Rooley. Tyler.

O erest

® Bach: Vielin Sonatas and Partitas (6).
Enesco.

@ Beethoven: Fidelio. Biumer. Sauerbaum.
Hibner. Savelkouls. Engert. Kiihnert. Ho-
rand: Leipzig Radio. Pfliiger.

@ Beethoven: Piano Concertos: in E flai; No.
2. Jacobs: Panis Philharmonic. Leibowitz.

Beethoven: Symphonies (9). Furiwingler.
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Gershwin: American in Paris; Rhapsody in
Blue. Vienna Symphony. Dixon.

® Gluck: Alceste. Semser, Seri. Mollien.
Hoffman: Paris Philharmonic. Leibowitz.

Mozart: Symphony No. 39: Eine kleine Nuchi-
musik. Stockholm Philharmonic. Walter.

® Mussorgsky: The Marriage. Agrov. Des-
mazures. Mollien. Popovitzky; Paris Phil-
harmonic. Leibowitz.

® Nicolai: Die lustigen Weiber von Windsor.
Bohme. Horand. Stein. Kithnel; Leipzig
Radio. Kleinert.

® Rimsky-Korsakov: Mozart and Sualieri.
Linsolas. Mollien: Paris Philharmonic. Lei-
bowitz.

® Rossini: Siabat Maier. Steingruber.
Herrmann. Dermota. Schoetfier; Vienna
State Opera Orch.. Steinberg.

Schubert: Symphony No. 9. Stockholm Phil-
harmonic. Walter.

Strauss. R.: Also sprach Zarathustra; Schlago-
bers: Waulizes. Vienna Philharmonic.
Strauss.

@ Strauss. R.: Salome. Goltz. Karen. Alden-
hoff. Herrmann: Dresden State Opera.
Keilberth.

® Tchaikovsky: Piano Concerto No. 2. Gilels;
Leningrad Philharmonic. Kondrashin.

® Tchaikovsky: Symphony No. 3. Vienna
Symphony. Swarowsky.

® Telemann: Pimpinone. Fuchs, Lassner:
Salzburg Quartet. Messer.

SUPER
STERED
orlonS0UND

dolby process

Ashforth: Byzantia.

Boccherini: Flute Sonatas (6). Op. 5. Stokes.

Haubiel: Gorhic Variations: Nuances; et al.
Granat; Westphalian Symphony, Freeman.

Haubiel: In the French Manner: Masks: Cello
Sonara. Soloists: Haubiel. piano.

Korngold: Violin Works. Granat, Gray.

MacDowell: 2 Piano Sonatas. Y. Takahashi.

MacDowell: Piano Works. Swem.

Marais: Les Folies d'Espagne ei al. P.
Sampson. gamba: S. Shapiro. harpsichord.

Monteverdi-Rodriguez: L'Orfeo. Rodriguez:
Concerto 111. Segall, piano: Nord. cond.

Muffat: Harpsichord Works. S. Shapiro.

Satie for Two Guitars. Kraus, Bird.

Tchaikovsky: /4 Songs. Del Grande, Plesha-
kov.

Wagner, J.: 12 Preludes. Bossert. organ.

Cathryn Ballinger Recital. Songs and arias by
Vivaldi. Piccini. Durante et al.

Baroque Organ Masters. K. Gilbert.

Organ Works (Buxtehude. Mendelssohn,
Stanley, Sowerby. Messiaen, Alain).
McVey.

Piano Works (Muczynski, Kabalevsky, We-
bern). P. Drake.

Poers of the Piano. Pleshakov.

Jean-Pierre Rumpal: Golden Sound. Works by
Marcello, Telemann. Pepusch. Bach.

Swedish Barogue Harpsichord Sonatas. Nord-
enfelt.

Violin-Piano Works (Creston, Kodaly, Sara-
sate, Suk. Engel, Copland). Steiner. Ber-
field.

PHILIPS

Beethoven: Violin Concerto. Szeryng: Con-
certgebouw, Haitink.

Brahms: Piano Concerios (2). Brendel; Con-
certgebouw, Schmidt-lIsserstedt (No. 1) and
Haitink (No. 2).

Brahms: Piano Quariets (3). Trampler: Beaux
Arts Trio.

Brahms: Violin Concerto. Szeryng: Concert-
gebouw, Haitink.

Handel: Caniata Lucretia. Baker: English
Chamber Orch.. Leppard.

Mozart: Arias. Ameling: English Chamber
Orch.. De Waart.

Mozart: Cosi fan tutte. Caballé, Baker. Gedda.
Ganzarolli. Cotrubas. Van Allan: Covent
Garden, Davis.

Mozart: Piano Concerios Nos. 20. 24. Brendel;
Academy. Marnner.

Moazart: Preludes and Fugues (6). K. 404.
Grumiaux Trio.

Mozart: String Quartets Nos. 9-12. Quartetto
Italiano.

Mozart: Early Symphonies. Academy. Marri-
ner (eight discs).

Mozart: Symphonies Nos. 35. 41. Concertge-
bouw, Krips.

Penderecki: Kosmogonia: De natura sonoris,
No. 2: Anaklasis; Fluorescences. Warsaw
Philharmonic. Markowski.

Schumann: Noveleiien. Arrau.

Strauss. R.: Also sprach Zarathustra. Concert-
gebouw. Haitink.

Tchaikovsky: Nuicracker Suite et al. London
Philharmonic. Stokowski.

Tippett: Concerto for Orchestra; Ritual
Dances from A Midsummer Marriage.”
London Symphony. Covent Garden,
Davis.

Tippett: Piano Sonatas (3). Crossley.

Verdi: Complete Ballet Music. Monte Carlo
Opera Orch.. Almeida.

Verdi: Un Giorno di Regno. Norman. Wixell.
Cossotto. Carreras: Royal Philharmonic.
Gardelli.

RED SEAL

STEREO

. LR TS TC R T 1Y

Bach Transcriptions. London Symphony, Sto-
kowski.

Beethoven: Symphony No. 3. London Sym-
phony. Stokowski.

Brahms: Piano Trios (3). Schumann: Piano
Trio No. 1. Szeryng. Fournier. Rubinstein.

Brahms: Symphony No. 4. New Philharmonia,
Stokowski.

Debussy and Ravel: String Quarters. Guarneri
Quartet.

Faur¢: Piano Quartet No. I; String Quarier.
Rubinstein. Guarneri Quartet.

Giuliani: Rossiniana et al. Bream.
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EDITORIAL

The Death of the National Ballet

The demise of the twelve-year-old National Ballet in the nation’s capital is yet
another sign that despite growing government and private support of arts insti-
tutions in this country, the times are still peculiarly out of joint. Ballet is popu-
lar now as never before—community companies are springing up like wild-
flowers and little girls are toddled off to dance classes as they once were to piano
lessons. Many regional and civic companies stimulate strong and loval local
support. But it has not worked that way in Washington. Although the city has
made a determined and self-aware effort to put itself on the cultural map since
the opening of the Kennedy Center, and although the local symphony and op-
era company are holding their own, the ballet has gone down the drain.

The cause was lack of local support. The Ford Foundation had been gener-
ous, having given a grant of $400,000 shortly after the company was founded in
1962/63, and another of $228,000 in 1972. But like most performing arts organ-
izations the National Ballet faced growing deficits, and by last January was
$300,000 in the hole. The management hoped to raise money locally (two
grants were applied for, unsuccesstully) and then to approach Ford once again:
But the money was not forthcoming, and the principal patron, Mrs. Richard
Riddell, had gone as far as she could go.

The loss of the company is deplorable—perhaps not so much for the gap it
will leave in Washington itself, where the world’s finest companies will continue
to come in on tour, but for the coast-to-coast audiences for whom the arrival of
the National Ballet was an artistic event of some significance. The company
toured more widely than any other professional American dance ensemble, and
by its own estimate had reached a total audience of three million. It was a na-
tional asset.

Questions, of course, remain. Could the company have maintained a higher
artistic level than was its norm? Probably. Could management have been more
astute? Probably. Is the peculiarly transient population of Washington a par-
ticularly hard nut to crack when fund-raising time comes around? Apparently.
But the collapse of the National Ballet seems to have a message, and a discour-
aging one: that residents of even so sizable a city as Washington are willing to
take the easy route of importing artistic excellence instead of the long hard
climb of generating their own.

next month in

musical america

Remembering Charles lves, by Sidney Cowell

Ives and American Culture, by Gilbert Chase

Have Cello, Will Travel:
the adventures of a redoubtable instrumentalist

MA-2

LETTERS

Lomax & Cantometrics

SIR:

Congratulations on the musicaL
AMERICA issues |May and June| con-
taining Charles Fowler’s essays on
Alan Lomax’s Cantometrics project.
[ am delighted that your magazine
has boldly tackled and presented—in
very readable form—this pioneering
work in musical style and its relation-
ship to culture and the world. The
work itself is well worth your report-
ing, for it has profound implications
for our understanding of music. And
Mr. Fowler’s analysis is succinct and
informative.

Thanks for doing it.

Alan Jabbour

Director of Folk Arts

National Endowment for the Arts.
Washington, D.C.

SIR:
[ was delighted to see Charles Fow-
ler’s two articles on Alan Lomax’s
work, since I have known Lomax for
many vears and am a great admirer
of his contribution to American eth-
nomusicology. We have Lomax’s
books here and we include discussion
of his work in several of our courses in
the Wesleyan World Music Program.
We will now make the articles in yMu-
SICAL AMERICA availably to our stu-
dents also.
David P. McAllester
Professor of Music and Anthropology
Wesleyan University
Middletown, Conn.

SIR:

Charles B. Fowler’s pieces on Can-
tometrics [May, June| were ex-
tremely interesting and the format of
your magazine very enjoyable.

Richard H. Ekman

Program Officer

Education Programs
National Endowment for the
Humanities

Washington, D.C.

SIR:

We have received copies of Charles
Fowler’s splendid articles on Alan Lo-
max and his research work with Can-

Continued on page MA-4
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Leonard Marcus Editorial Director
Shirley Fleming Editor
Susan A. Elliott Managing Editor
Claire N. Eddings Assoc. Pub.

Dir., Adv. Sales
Stanley Binder Circulation Dir.
Warren B. Syer Publisher

Contributing editors:

Charles B. Fowler, education
Jacqueline Maskey, dance
John Rockwell, new music
Patrick J. Smith, book reviews
Dorle J. Soria, personalities

HIGH FIDELITY

MA-2  Editorial/Letters TUEsSDAY 10 New York City Opera presents a new production of
WMAS  ArtlstLife anon Lescaut with Maralin Niska in the title role.
Dorle J. Soria
MA-8  Donald Martino THURSDAY 12 The centennial of Arnold Schoenberg’s birth is honored
Shirley Fleming by the University of Southern California with a four-
MA-10 The Dance day Institute featuring scholarly discussion and a
Jacqueline Maskey concert series.
MA-12  What's New?
John Rockwell . R :
FRiDAY 13 The San Francisco Opera launches the season with a
MA-13  The Musical Whirl new production of Manen Lescaut; Leontyne Price sings
MA.14 On Education the first Manon of her career.
Harlan Hoffa
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tometrics. I personally found the ma-

terial fascinating and hope that there

will be wide use of Mr. Lomax’s data

and theories. Beyond this, I was much

impressed by Mr. Fowlers’ splendid

prose—some of the best I have ever

read on the subject of music. We

congratulate you for adding him to
your staff as Education Editor.

Joan Gaines

Director of public Relations

Music Educators

National Conference

Vienna, Va.

Does education aim too low?

SIR:

I enjoyed Charles Fowler’s discus-
sion of the Music Educators National
Conference [July], but I think you
chose a singularly inappropriate il-
lustration to go with it: if those juicy,
swinging, well-fed youngsters on
page MA-15 represent the product
and ultimate aim of music education
in America, we are indeed doomed to
mediocrity. They perfectly symbolize
the homogenized commercial flashi-
ness appropriate, perhaps, to Disney-
land or a football cheering section,
but it is sad to think that the lowest
common denominator determines
the level of serious education, in mu-
sic or any other field of learning. I get
the distinct impression from Fowler’s
article that the music education
crowd is trying hard to be all things
to all people, so perhaps your picture
was well chosen after all.

Patrick Malone
Lexington, Ky.

New music notation

SIR:

Cheers for the fascinating article
by Kurt Stone on new music notation
[July]—it is the first exposition of the
subject I have read which makes sense
to people who may not be students of
Milton Babbitt or subscribers to Per-
spectives of New Music. It manages to
clarify not only the subject of nota-
tion, but illuminates also the some-
times rather murky purposes of our
avant-garde composers.

Eliza Philips
New York, N.Y.

Milstein appreciated

SIR:
The article on Nathan Milstein by

MA-4

Dorle ]J. Soria in your July issue (page

MA-7) is one of the most interesting

I’ve read in any music magazine in a
long time.

George Smith

Angwin, Cal.

Rose misnamed

SIR:

Your selection of organist John
Rose as one of the promising young
American performers featured in the
July issue (page MA-23) was much

appreciated, but I'm afraid both he
and vou were victimized by a typo
which changed his last name.

Two years ago in Paris just before
Mr. Rose performed at Notre Dame
de Paris the International Herald-Trib-
une switched the same letter, changing
Rose into Ross, so your publication is
in fairly distinguished company at
any rate.

Phillip Truckenbrod
President

Arts Image Ltd.
Newark, N.J.

NOTICE TO ARTIST MANAGERS

To continue our service in the best interests of local Com-

munity Concert Associations and concert artists alike, Com-

munity Concerts wishes to make available to all Community

Associations the widest possible list of artist availabilities.

Any manager, representing a concert artist or attraction

who desires to perform before Community Concert audiences
and who agrees to grant to Community Concerts a margin
equal to that customarily received by Community Concerts
from artists with comparable fees, is invited to submit such
artist's or attraction’s general availability for the season 1975-
76, together with his established concert fee for Community
Concert Associations. This information will then be furnished
to all Community Concert Associations.

Statements received on or before October 1, 1974, will be
given the earliest possible circulation. Please address all state-
ments in writing to:

J. W. Tapscott

Community Concerts,

A division of

Columbia Artists Management Inc.
165 West 57th Street

New York, N.Y. 10019
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DORLE J. SORIA

N THE NIGHT of last November
7 a fire swept the Metropoli-
tan Opera warehouse on

Third Avenue and 186th Street. The
loss was estimated at three million
dollars. Costumes of forty-one pro-
ductions were destroyed. Among
them were Vanessa and Antony and
Cleopatra.

Samuel Barber mourns the luxu-
rious wardrobe of the early 1900s
which Cecil Beaton had designed for
Vanessa. For Vanessa herself there
were a ruby red velvet first-act dress,
a plum-olored traveling suit, a scar-
let ball gown, ermines for skating and
mink tails 1o trim a saffron chiffon
negligée. “Now they will never do the
opera again,” he says. But the com-
poser has no regrets for Zethrelli’s 4n-

tony and Cleopatra creations. Charles
Caine, the Met’s staff costume de-
signer, recalled them. “There were
about a thousand costumes. The An-
tony group were in earth colors, ar-
mor of gray and brown suede, great
capes and high-laced boots. The Ro-
mans were in colors of steel and silver
and blue. togas and tunics under ar-
mor. The Egyptians wore green and
gold-encrusted costumes made of
nubbly and shiny silks. Leontyne
Price was in pale pastel greens for the
Nile scene, in black and bronze for
the death scene—a dozen different
fabrics were used. And all those wigs!
The metallic coiled wigs Alexandre
had brought from Paris had 1o be dis-
carded. The house-made ones used
things like pipe cleaners, metallic
rope, and sheer pleated materials.”

Only an elephant was missing

It was this mammoth production
of Antony and Cleopatra, the Barber op-
era which inaugurated the Metro-
politan’s new Lincoln Center home
on September 16, 1966. which
crushed and killed the opera at birth.
In the opening scene, “a vision of the
Empire,” Zefhirelh had about three
hundred people on the stage—Ro-
mans, Greeks, Persians, Jews, sol-
diers—not to mention horses, goats,
and a camel. Only an elephant had
been refused him. “It was completely
overproduced,” says Samuel Barber,
looking back to that black night.
“Zefhirelli was so busy with the pyra-

Samuel Barber with Milan Turkovic, bassoonist of the Vienna Symphony
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mid, the chorus, the crowds and the
animals that he had no time for the
singers or the music. He didn’t even
have time to rehearse Leontyne. We
all sat around, waiting, waiting. Be-
sides, Zeffirelli had arrived in New
York only twenty-five rehearsal days
before the opening. He had been de-
layed in Rome, busy with that other
Cleopatra, Elizabeth Taylor, and
with Richard Burton. He was doing a
film with them, Taming of the Shrew,
which was not yet finished. When he
did come he was appalled to find that
he could not have the entire stage to
himself every day. He did not realize
that other new productions were
being simultaneously prepared. Al-
fred Lunt, who was to direct Tranata.
was pacing below.”

That opening night of Antony and
Clesgatra 1s opera history. Everything
that could go wrong on stage went
wrong. It was a fiasco.

The morning after the premiere
Samuel Barber sailed for Europe on
the 8.8. Constutution. “\When I left I had
no idea of the enormity of the failure.
It was not unul I arrived when 1 be-
gan to get letters from friends, letters
of condolence, full of pity. “You poor
thing.” ‘I'm so sorry.” ‘What a
shame!” ” The Metropolitan commis-
sion had paid for a chalet in the Dolo-
mites but it could not repay him for
the fact that no opera house there-
after asked for Antony and Cleopatra.

But, what was, was. Today Barber
can echo what Aeneas said when,
having survived Scylla and
Charybdis and other mortal perils, he
finally reached shore. “Some day this
too will be a joy to remember.” Be-
cause now Antony and Cleopatra, risen
from the ashes, is to be reborn where
it died—at Lincoln Center. Rewrit-
ten, revised, restaged, it will be given
at Juilliard next February and a new
edition will be published by Schir-
mer.

“Gian Carlo let the cat out of the
bag,” said Samuel Barber. Menotti,
in an interview with the New York
Times, had announced: “Something
good has happened to me quite
recently. | will again work with Sam
Barber!” He revealed that Barber
was reworking the score of the opera,
that he was reshaping the libretto,
that it would be done at the Juilliard
Opera Theater and that he would
stage it. “I’'m sure the new version will
be quite a surprise to everybody.”

Menotti, author of the Vanessa li-
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bretto, admitted: “In my long friend-
ship with Sam, and my devotion and
admiration for Sam, the only sorrow
I had was when Sam decided to write
his new work for the Metropolitan
without me. I very much wanted to
collaborate with him again. I think
we make a marvelous team, and I
would have loved to have written a
second libretto for him. Now I’m very
touched and delighted that he has
asked me to reshape this libretto and
also to stage it.”

Barber gently pooh-poohs the idea
that Menotti would have wanted 10
work originally on the Shakespearean
text. “Gian Carlo has always written
his own librettos.” But he is delighted
that Menotti is now helping to prune
the first version into a simpler, more
dramatic, and more practical edition.

Revision underway

“We started before anv perform-
ance was in view. I met Gian Carlo
September a year ago in Spoleto. I
brought the tapes of Antony and Cleo-
patra and we played the opera
through. Gian Carlo made notes as
we went along. We talked of what to
cut, what to add, where a new scene
was needed. Then, last winter, Peter
Mennin called. He said he wanted to
do the opera at Juilliard. I am very
happy about it. There will be four
performances and weeks for rehears-
als.” In May, when we saw Barber, he
had been scouting the cast. He had
been to two performances of the
Juilliard Ariadre, looking for a Cleo-
patra, the role he had first written
with Leontyne Price in mind. If any-
one doubts the moving beauty of the
Barber score he has only to listen to
the Price recordings of the soliloquy
“Give me some music: music, moody
food of us that trade in love,” and of
the death scene, “Give me my robe,
put on my crown.”

Barber showed us the score,
marked by crosses and additions. He
has eliminated several small parts-
senators, watchmen, Antony’s offi-
cers, possibly the soothsayer. “His
part s too dependent on language, on
play on words.” He has cut half the
opening chorus, lengthened the en-
suing duet between Cleopatra and
Antony, and has eliminated the
drunken orgy aboard the Roman gal-
ley: “All that Rotary Club talk by the
Romans.”

It is not a new thing for a composer
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to revise an opera. Verdi completely
revised La forza del destino for its Scala
production, seven years after the St.
Petersburg premiere, omitting num-
bers, changing the order of scenes and
the finale, adding the present over-
ture. Then there was Simon Boccanegra,
a failure in Venice in 1857, which
Verdi retackled twentv-three vears
later, giving Boito the task of improv-
ing the Piave libretto and himself re-
vising the score. Antony and Cleopatra,
lightened and leavened, may well
start a second and successful life at
Juilliard. Derailed at the Metropoli-
tan, it should get back on the inter-
national operatic track. The omens
are good.

We talked with Samuel Barber at
his New York apartment. Capricorn,
the two-winged house in the wooded
isolation of Mt. Kisco which he and
Menotti shared for thirty vears, has
been sold. It was no longer possible 10
maintain it. Menotti, with his work
largely centered in Europe, has
moved to Scotland. Barber, for the
time being, has a pied-a-terre in New
York, on the twentieth floor of a huge
East Side apartment building. There
1s a large living room, walls covered
with pictures, and a smaller room
where the composer’s bed fights an
unequal battle for space with the
nine-foot Steinway which once be-
longed to Rachmaninofl. He needs
more space, he says, and he talks nos-
talgically of Capricorn. He was miss-
ing the excitement of spring in the
country—the early bulbs and the daf-
todils, the dogwood, the lilacs, the
new green of the leaves and the first
flowering trees. The composer has
said that “one of the physical nurtur-
ing components that makes my music
sound as it does is that I live mostly in
the country.” He consoled himself by
thinking of his home at Santa Cris-
tina in the Italian Alps near the Ben-
ner Pass. “It is five thousand feet
high. The most marvelous begonias
grow there.”

Samuel Barber is accepting no new
offers now “although evervbody
wants something for the bicenten-
nial.” The past few years he has writ-
ten several commissioned works:
Fadograph of a Yestern Scene for the
opening of Pittsburgh’s Heinz Hall;
The Lovers, to poems of Neruda, com-
missioned by Girard Bank for the
Philadelphia Orchestra; and three
songs for the Chamber Music Society
of Lincoln Center which we heard in

April sung by Fischer-Dieskau. We
were particularly taken by one called
A Green Lowland of Pianos with these
antic verses: “Herds of black pianos/
Up to their knees in the mire/They
listen to the frogs/They gurgle in wa-
ter with chords of rapture .. ./After
the vacation thev cause scandals in a
concert hall/During the artistic milk-
ing/Suddenly they lie down like
cows/Looking with indifference at
the white Howers of the audience . . .
We said black pianos would never
look the same to us and we asked Bar-
ber where he had found the poem.
“In a little Penguin book of trans-
lated verse. It’s by a Polish author
whose name I can’t pronounce.”

He returned to Antony and Cleopatra.
“It was easier for Verdi. He wrote
music for translated Italianized texts.
Boito, in adapting Shakespeare’s Oth-
ello, added, subtracted, wrote new
verses, augmented the part of Desde-
mona. | had to work with the orignal
Elizabethan text and avoid the sound
of Purcell. There was no danger of
writing Roman music since there is
no Roman music extant. There is
only one piece of music left of the
classic age—a Greek piece in Delphi.
Sometimes, in shaping the text, I
would steal a line or phrase from
other Shakespeare plays.” He got up.
“I want to show vou a very funny
book.” He came back with a heavy
volume. The FHarvard Concordance to
Shakespeare by Spevack. “It has over
five hundred thousand quotations.
Take love ...” He turned to L and
pointed to the hundreds of references
to “us that trade in love.”

“Who will conduct at Juilliard?”
we asked. “I can’t tell you now but it’s
a talented voung man. You know
him.” Barber lapsed into discreet si-
lence. He looked pleased with his
secret.

Red roses for Iturbi

Men are not supposed to receive
flowers, but José Iturbi received red
roses at his New York Avery Fisher
Hall concert. They were sent to him
by Van Cliburn and his mother. Mrs,
Cliburn said: “In Russia they alwavs
send flowers to men artists. I picked
red roses because they mean love.”
She explained that the family aflec-
tion for Iturbi dates back many years.

The Cliburns live in Texas where
they still have their house and farm in
Kilgore. “When Van was eleven Mr.
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A bit of Barber autograph: Cleopatra’s “Give me some music . . .

Iturbi came to Dallas. He was
brought there by Colonel Byrd, the
big oil man, who was a good friend of
ours. My husband was with Mobil.
Through the Colonel Van met Iturbi
and played for him. After he had fin-
ished Mr. lturbi asked who his
teacher was. The Colonel pointed to
me: ‘There she i1s—his mother.” Mr.
Iturbi said: “The bov mustn’t change
teachers.’ I was flattered to death and
thanked him for being so nice. Mr.
[turbi said: ‘I'm not being nice. 1
audituoned somehody else this morn-
ing and I told him to c¢hange teach-
ers”” Mrs. Cliburn added. “I pray
for Van when he plays. And I prayed
for Mr. Iturbi tonight. When I love
someone | always pray for them.”
After the concert we all had supper
with Iturbi at a restaurant near Lin-
coln Center. We were joined by Jean
Dalrymple, Wanda Horowtiz and
her sister Wally Toscanini, and by
Fredric R. Mann, the president of
Robin Hood Dell after whom the
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concert auditorium in Tel Aviv is
named. At the table Mann fingered a
cigar, then put it away—obviously a
sacrifice. He said: “l had mv first ci-
gar from Arthur Rubinstein and I've
smoked them ever since.” Talkative
and entertaining—and a good musi-
cian himself (he was in the same class
with Mrs. Cliburn when they both
studied piano with Arthur Fried-
heim, a Liszt pupil)—he reminisced.
“When I first met Arthur Rubinstein
in the Thirties [ didn’t smoke. He in-
troduced me to a fine Havana cigar.
Before long 1 was ordering them from
the same firm in Cuba which sup-
plied him. Eventually they even
printed my name on the band—a
great honor. In those davs 1 some-
times toured with Rubinstein. The
more | heard him the more | wanted
to hear him. Once we were in New
Orleans together. Rubinstein had a
bad cold. I oflered to call a doctor but
he wouldn’t have it. At that time he
had no faith in American doctors.

Anyhow, he plaved a great concert
and after it there was a supper the
Ladies’ Committee had arranged in
his honor. He wasn’t well but he
went. It was a long drive. Once there
we sat down and Rubinstein cheered
up when he was oftered a drink. He
asked for his usual—a Scotch and
soda. ‘We have punch and we have
ginger ale,” he was told. He began to
be worried. He whispered 1o me: ‘Bet-
ter see if there is any food.” I went to
the kitchen and got friendly with the
help. There wasn’t much, mostly
little cakes, like for a small bar mit-
zvah. 1 reported back 1o Rubinstein.
But, as you know, he is very polite. He
said we must stay awhile. He took out
his cigar. At least he would enjoy
that. Then up came a lady and she
asked him please not to smoke a ci-
gar. That was the end. He said: ‘You
don’t like my cigar. 1 don’t like your
house.’” We left and we went 10 An-
toine’s where he had a wonderful sup-
per and a hne cigar.” A
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musician of the month

DONALD MARTINO

HE music ofF Donald Martino is not, by everyday

standards, easv to listen to: You must meet it

through an intensive eflort of concentration. Each
moment bristles with happenings—quicksilver changes of
dynamics, split-second evolutions of timbre, kaleidoscopic
rearrangements of instrumental relationships, abrupt
shatterings of texture. It is serial, it is austere, it is
strangely persuasive if you live with it long enough. It has
won the forty-two-year-old composer many prizes, the
most recent of which is the 1974 Pulitzer Prize for a cham-
ber work called Notturno, commissioned and premiered
in May 1973 by Speculum Musicae.

Never having met Donald Martino, it was hard 1o re-
concile the composer, as we imagined him, with the writ-
ing of nocturnes. So we sought him out one afternoon at
home—a tidy house on a quiet street in Newton Corners, a
Boston suburb, where he is spending a sabbatical year on
a Guggenheim grant, away from his duties as chairman of
the composition department at the New England Con-
servatory. The creator of the bristling scores turned out
not to bristle at all in person; bearded and bespectacled,
markedly open and easy 1o talk 1o, he invited us in, ex-
plained that his wife was still at work but would be home
shortly and that it was their wedding anniversary, offered
us a glass of beer, and remarked with a chuckle that the
New York Times had given him two extra children—*I
don’t have three, only one daughter, who lives with my
former wife.”

Martino, who is from Plainfield, New Jersev, outlined
for us briefly the three pivotal points of his formal train-
ing: study with Ernst Bacon at Syracuse; two years at
Princeton, the first with Milion Babbitt, the second with
Roger Sessions; two vears on a Fulbright in Florence with
twelve-tonist Luigi Dallapiccola. His own evolution, as he
described it, seemed organic and logical. “After studying
with Babbitt it seemed necessary to me to plot and plan a
piece in advance. Not that Milton demanded that—he’s
not academic or a pedant at all when he works with stu-
dents, he tries 1o see what you’re doing in music, what
you’re interested in, and sharpen you up in that language.
In any case, I felt the necessity then to pre-vision a work.
Now, it is no longer unalterable. I don’t have a total pres-
cription when I start, and I find that after three hundred
bars an entire work may change. An eraser is handy.”

We asked Martino when and how he had arrived at
twelve-tone composition, and it was quickly evident that
he considers it a mistake to place too much emphasis on
the serial label per se. “There isn’t that much difierence be-
tween the twelve-tone language itself and what preceded
it,” he said. “Schoenberg and his school went into the
twelve-tone idiom through chromaticism. I never heard a
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work of Schoenberg’s until almost the time I went to
Princeton, and the first thing I did hear put me off. Then I
began 1o change. In the Fifties I was writing in a kind of
Bart6kian vein, and by the time I went 1o study with Dal-
lapiccola in 1954 I felt my music was getting out of hand,
was getting too chromatic. The serial approach was a way
1o control it. It was a natural evolution for me—I didn’t
just say hey, I’'m gonna write twelve-tone music.

“The twelve-tone technique is an entire world within
which I can work. It’s like a piece in C major: Isital/ in C
major? No, of course not. It’s a framework you can move
around in. Take a Mozart sonata form,” he went on.
“Characters are introduced—a first subject, a transition, a
second subject. One thing at a time. They’d stick to a to-
pic, that’s what those guys did. In serial composition the
argument is not that different. The method is different, the
pitch manipulation, the register manipulation, the way
the characters are introduced. My mind is focusing on an
enormous number of variants at the same time. They’re
tangential but they’re there: Your mind perceives a multi-
plicity of tangents. That’s what’s happening in my own
music, and once I became aware of that I cultivated it.”

Martino’s mind, besides focusing on a multiplicity of
langents, also is capable of an occasional whimsical turn.
He has, for example, writien a piece for clarinet titled
B,a,b,b,1t,t (he himself is a clarinetist), a cello work for Aldo
Parisot called Parisonatina Al’Dodecafonia—“We’ve had a
great success with it”—and Augenmusitk: A Mixed Med:-
ocritique for Actress, Danseuse, or Uninhibited Female Percussion-
ist and Electronic Tape. There is also a piano concerto and a
cello concerto, a Mosaic for Grand Orchestra (which to the
composer’s surprise was received with particular enthu-
siasm at a Munich Radio Orchestra performance con-
ducted by Gunther Schuller), and perhaps a dozen cham-
ber and solo works.

We asked about the prizewinning Notturno, and found
the composer ever so slightly reserved. “Well, it’s a piece
I’m fond of, I wouldn’t disclaim it. But in a way it seemed
100 routine to me. I guess [ didn’t go through enough tor-
ture over it. Virtually evervbody said it was different for
me, that I was getting mellow in my old age, that kind of
thing, but [ don’t see it that way at all. At the first per-
formance in New York a beautiful girl came up to me at
intermission and told me what the whole thing meant to
her. She went on and on. I couldn’t get away from her,
though that was OK, she was really beautiful. But the
thing is, she was wrong. All wrong. The piece had abso-
lutely nothing to do with what she heard.” Wasn’t it grat-
ifying, anyhow, to have aroused such enthusiasm? “Oh
sure. But I’d be just as pleased if somebody came up and
said they really hated it. You have to be held to be re-
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pulsed.” Speculum Musicae itself has been anything but
repulsed and has another commission coming up—a work
which Martino plans to start on momentarily. Record
buyers, meanwhile, will be able to hear Notturno when
Nonesuch releases its Speculum Musicae recording in
early fall. (Other Martino discs currently available in-
clude two CRI recordings, the Concerto for Wind Quintet
of 1964 and a pairing of the Trio for Violin, Clarinet, and
Piano and Fantasy-Variations for solo violin.)

Donald Martino gets up at 4:00 or 5:00 o’clock most
mornings and composes until six at night, apparently un-
daunted by a twelve- or fourteen-hour workday ¢he used
to be almost entirely a night worker, but his present sched-
ule started “after I turned forty”). He calls himself a slow
worker, taking six or eight months to write a piece. When
itis done, one thing is certain: It will be exorbitantly diffi-
cult to play. “As a clarinetist [ like a piece that’s tough to
play, myself. There’s a funny transformation with a per-
former who’s learning a piece of mine. At first I find that
he’s reluctant to do it, he grumbles, he hates you. Then he
gradually sees what you’re trying to do, and by the time of
the performance he’s really into it and wants more time.”

What was he composing now? “Come down to the
room where I work and I’ll show you,” he said, and we
descended to a basement studio packed with books, mu-
sic, an upright piano, audio equipment, built-in shelves
and a desk, and stacks of score paper, all in awesomely
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neat arrangement. A two-foot-high manuscript score lay
on the table and beside it a much-worn copy of Dante’s
Divine Comedy. “For years I’'ve wanted to set something in
Italian. When I got a commission frcm the Paderewski
Fund to write a choral piece I decidec on the Paradiso of
the Divine Comedy. The score calls for two live choruses, ten
little choruses on tape sounding antiphonally around the
hall, a taped orchestra and a live orchestra, and about
fourteen soloists—three important ones and the rest sup-
porting.”

That, we soon found out, was only half the story: The
choral commission was growing into an opera, and Mar-
tino now conceives of a huge three-act setting of the Com-
edy in which Inferno will be composed serially and Purgatorio
in a transitional style, leading to a Paradiso which is purely
tonal, with the “ghosts of Brahms ard Berlioz” readily
apparent. Only the third act is on paper now, and Mar-
tino said half jokinglv that he is only waiting for a com-
mission to start on Acts I and I1. As he spoke of the work it
was clear what he had meant about not pre-visioning a
composition at the outset. “I started this with no main
characters—no Dante or Beatrice or Virgil. I thought of it
as a purely metaphysical kind of thing; I'd get the sex out
of it. It can work without that. Plunge the audience right
into Hell, let the audience be Dante. But all of a sudden
after I’d written five hundred bars Dante needed to get in,

Continued on page MA-20
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the

dance

JACQUELINE MASKEY

HEN THE curtain goes up

on the bustling provincial

courtyard, the first scene
in Kenneth MacMillan’s new full-
length Manon for the Royal Ballet, the
silence is a little unsettling. It is such
an operatic scene that you expect the
thieves and beggars, lightskirts and
gentlemen, workers and idlers to gab-
ble in that semihysterical way crowds
do on the lyric stage just prior to
bursting into a rousing chorus. It is
decorated in operatic style, too, by
MacMillan’s frequent collaborator
Nicholas Georgiadis—heavy, opulent,
in rather subdued earth-toned colors.

It could well be the opening scene of

the Manon with which we are most
familiar, that of Jules Massenet.

Royal’s ‘*‘Manon”

MacMillan does, in fact, use Mas-
senet’s music for his ballet, but none
of it from the composer’s Manon. The
score is a pastiche drawn from a num-
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ber of operas and vocal pieces, among
them Don Quichotte, Ariane, Cendrillon,
La Vierge, and the songs Crépuscule and
I pleuvat, orchestrated and arranged
by Leighton Lucas and Hilda Gaunt.
Objectively, the selection of music
from outside the opera is not a bad
idea. It worked brilliantly for Antony
Tudor in his Romeo and_Juliet in which,
by using Delius, the choreographer
freed himself and his audience from
the demands and associations of the
familiar Prokofiev and Tchaikovsky
scores. The problem with this score is
that l.ucas seems in his selection to
have favored Massenet’s more insipid
eflorts; the maudlin Elégie is promi-
nent and represents, more or less, the
standard of choice

MacMillan, although he returns to
the Abbé Prévost’s original novel for
certain details and incidents, pre-
serves the main line of Manon’s pro-
gression from schoolgirl to glittering
courtesan to the ruined wraith under
sentence of deportation who dies in

g

Antoinette Siblqy,.Anthcny Douwell in Manon: a tender balance

her faithful lover’s arms, as did Mas-
senet’s collaborators Meilhac and
Gille. MacMillan does not, mistak-
enly I think, capitalize upon the semi-
nary scene, the climax of the opera
and one which the astute composer
suggested to his own librettists, It
would seem a splendid opportunity
for a climactic pas de deux, a confron-
tation between Manon and Des
Grieux in which the dictates of the
flesh overpower those of the spirit.
Such a conflict might also give some
color to Des Grieux; MacMillan
seems satisfied to make of him a meek
creature whose chief (and almost
only) characteristic is a dog-like devo-
tion to the amoral Manon.
MacMillan’s neoclassic choreogra-
phy is at its best when it is most ex-
pressive of character, as in a small but
effective solo in Act I for the wryly
brilliant Monica Mason as Lescaut’s
mistress (a personage unthought of
by either Prévost or Massenet). With
its repeated and contrasting motifs of
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flurried temps du fleches and carefully
stretched pointes tendues, the solo man-
ages to speak of both a butterfly tem-
perament and a demi-mondaine’s
strict attention to social form. There
is another trio for the maidenly Ma-
non (Antoinette Sibley), an Old Man
(Leslie Edwards) and Lescaut (David
Wall) in which the girl flirts pretuly
while her brother deftly lifts her bod-
ily out of the persistent clutches of her
aged admirer. The sequence estab-
lishes Lescaut at once as little better
than a charming pimp, bent upon
upping the price to be paid for his not
unwilling sister. MacMillan echoes
this lifting sequence in Act 11, where
the splendidly dressed Manon,
bought and paid for by the steely-
eved Monsieur G.M. (that pillar of
the Royal Ballet, Derek Rencher)
and observed by her former lover Des
Grieux (Anthony Dowell), is dis-
played like a trophy or prize, high on
the shoulders of her admirers. Mac-
Millan also offers a bit of comic relief
in a reeling solo for the drunken Les-
caut, although I suspect Wall’s boy-
ish charm, theatrical skill, and innate
good taste have more to do with its
success than the choreography.

Inexplicably, MacMillan throws
his ballet away in Act 11l which, to be
blunt about it, is a disaster. It opens
with a long, innane, apache-like duet
for the Gaoler and his mistress (David
Drew, Georgina Parkinson) which
continues at dockside where Manon,
exiled as a prostitute from France
and accompanied by Des Grieux, is
landing. Then, an endless proces-
sional of head-clutching dancers give
tedious expression to the humiliation
felt by the shorn young women who
are Manon’s fellow deportées. The
act concludes with the hallucinating,
dying Manon and Des Grieux rolling
about on stage while the fog ma-
chines churn up an atmosphere suit-
able 10 a Louisiana swamp.

It is a pity that MacMillan leaves
his principal dancers in these straits,
because they have served him with
such magnanimity. Sibley, with her
appealing Miss Mouse face and wan
limbs, and Dowell with his shy sweet-
ness and simplicity, give much to the
ballet by merely being. The tender
balance of their long-standing part-
nership lends a smoothness and

sheen—even an Ashton-like aura of

poetry—to MacMillan’s undistin-
guished love duets.
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What Manon needs—if only to give
Sibley and Dowell and the audience
its due—is a trip back to the drawing
board. A new third act would be ap-
preciated; after all, if Swan Lake isn’t
sacred, must Manon be?

Ailey’s ‘‘Fanga’ & ‘‘Wedding"

About the Alvin Ailey City Center
Dance Theater’s season (May
14-]June 2). On the final night of the
engagement I caught up with Pearl
Primus’s Fanga (1949) and The Wed-
ding (1961), produced for the first
time by the company as additions to
its “In the Black Tradition” series.
Earlier in the season I had remained
unenthused before Janet Collins’s
Spirituals (1949) and her work-in-
progress Canticle of the Elements. It was
Collins, a distinguished performer
who—to the undoubted astonishment
of some and dismay of others—made
rews in the early 1950s as the Metro-
politan Opera Ballet’s first black bal-
lerina. Obviously the woman had
drive, talent and guts, qualities
mostly unrealized in her choreogra-
phy. The brief Spirituals was danced
to an overelaborate piano arrange-
ment of Standing in the Need of Prayer,
Nobody Knows the Trouble I've Seen, and
Dudn’t My Lord Delwer Daniel. Even
when performed by Judith Jamison
its attitudes of heaven-directed
pleading and prayer conveyed little

Dudley Williams: “demon of evil”

of the emotional impact which one
assumes 1t had a quarter-century be-
fore. Canticles, a company piece
danced to an odd combination of
Bach and Villa-Lobos sought, with
the encouragement of Archangels, to
give appropriate dance form to the
elements of Air, Water, and Earth
(Fire was unfinished). Not very suc-
cessfully, I might add. The Arch-
angels wheeled about decoratively in
their heavy cloaks, while Air, Water,
and Earth searched earnestly for
something of substance or meaning
to dance.

Unimpressed by the Collins pieces,
I trudged off to give history another
chance. Pearl Primus was another fig-
ure—an unassimilated one—from the
Middle Period of modern dance.
Trinidad-born, the granddaughter of
a voodoo drummer, a Ph.D. in an-
thropology, a maker of African
dances before she had ever set foot on
that continent. It was obvious that
when the drummers (Alphonse Cim-
ber, Ladzi Camara, Onwin Borde)
began and Judith Jamison walked on
beaming pride and welcome that
Ailey had picked a winner. Fanga, a
little dance in whose pulsating
rhythm Liberian earth, sky, and
dancer are almost magically merged
into a single figure of hospitality.
Then The Wedding, a small-scale
drama in which traditional Con-
golese dance, ritual, drumming, and
chanting are neatly put together to
tell the story of a Bride (Mari Kaji-
wara) who, being escorted by rela-
tives, friends, and protectors to her
husband’s village, is wavlaid by the
Demon of Evil (Dudley Williams)
and rescued in the nick of time by
The Healer (Judith Jamison).

This new staging of The Wedding is
highly appropriate to both the “In
the Black Tradition” theme and the
“Roots of American Dance” series
undertaken by Ailey in the past. You
can recognize in the piece the spawn-
ing ground of a lot that has become
familiar vocabulary in the recital hall
and on the social dance floor. Fur-
ther, it provides an opportunity to re-
discover Pearl Primus. Her skillful
theatricalization of" African cultural
elements makes not only entertain-
ment but gripping theater. The Wed-
ding is Joyous, robust, and mysterious,
an unexpected hit from an unex-
pected source, and a most welcome
addition to the Ailey repertoire. A
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newr

JOHN ROCKWELL

HILIP GLaAss, following du-

tifully after those other under-

ground composers who have
yearned for above-ground recogni-
tion, presented a concert of his music
on June 1 in New York’s Town Hall.

The hall’s glory days have faded a
bit; still, it represents midtown re-
spectability, and people like to ap-
pear there to establish their estab-
lishment credentials.

Glass’s concert had been reason-
ably well advertised, and he man-
aged to attract a decent-sized au-
dience of some seven hundred or
eight hundred people. But those
people were hardly midtown concert-
goers, drawn to experiment with a
new kind of concert experience. Glass
simply lured his loyal downtowners
uptown—except those who might
have been put off by the six-hour
length of the affair. The six hours was
no gimmick. The concert marked the
occasion of the first performance of a
work called Music in Twelve Parts
which had occupied Glass for three
years, and the first performance any-
where of the last three of the twelve
parts. Actually, the piece lasts four
hours, but Glass paid oblique hom-
mage to Richard Wagner and Bay-
reuth by inserting a ninty-minute
dinner break in addition to two fif-
teen-minute intermissions.

*Music in Twelve Parts”

Music in Twelve Parts proved to be
an important piece, a pleasure to hear
and a healthy phenomenon in the
.context of serious new American mu-
sic. The work stands as a summation
of what Glass has been up to since
about 1967. Born in 1937, he spent
the first twenty-eight years of his life
fulfilling the expected career pattern
of a Promising Young American
Composer. He earned his B.A. from
the University of Chicago and his
M.A. from Juilliard, worked for two
years on a Ford Foundation grant
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providing Gebrauchsmusik for Pitts-
burgh schools, and even studied in
Paris with Nadia Boulanger.

Butin 1965 his steady progress was
interrupted. He was asked to notate
the music of Ravi Shankar for use in
a movie, and in so doing, he says now,
he misunderstood much of what In-
dian music was all about. But the
idea (as he perceived it) of the addi-
tive rhythmic structure of the music—
large-scale units of time built up from
the stringing together of duple and
triple modules—formed the basis of
all his music since.

Glass returned to New York shortly
thereafter and immediately fell into a
circle of New York visual artists.
Working closely (at that time) with
Steve Reich, Glass produced a series
of spare pieces clearly influenced by
the minimalist and structuralist no-
tions then prevalent in the art world.
Mostly in unison or in strictly parallel
or contrary motion, thev consisted of
a steady stream of rapidly reiterated
eighth-notes played by electric key-
boards and/or winds. They were har-
monically static, dynamically fixed
(loud) and hopelessly simplistic to
most conventionally trained ears. But
for others, less bound to the traditions
of the past, they represented some-
thing fresh and invigorating, a
trance-like kind of music that estab-
lished its own sense of time. Since
then Glass has enriched the textures
and complexity of his idiom, adding
parts and expanding their contra-
puntal relations, introducing even-
more-sophisticated rhythmic notions
and cyclical structures, and gradually
pushing the harmonic vocabulary
towards a rich chromaticism.

Hypnotic idiom

Music in Twelve Parts explores, in
encyclopedic if hardly dogmatic fash-
ion, the variety of which Glass’s ma-
ture idiom is capable. Each of the
twelve parts—scored for a sextet of
electric keyboards, winds (saxes,
flutes, and oboe), and soprano voice—
lasts between eight and twenty-two
minutes (the average is about eight-
een). What was surprising about the
June 1 integral performance (Glass
says the work will probably not be
repeated in one evening, given the
enormous problems of endurance
involved) was how the music man-
aged to sustain the most lively inter-
est. Conventional audiences would
still have great trouble with it. But
given an intuitive appreciation of
such a drone-based, hypnotic idiom,
Glass has succeeded in investing that
idiom with a quite remarkable degree
of variety and—despite what he says
in his notes about superceding old-
fashioned Western notions of con-
trast—drama.

What is most interesting about
Glass’s music (and Reich’s very dif-
ferent music, too, for that matter)
from an historical standpoint is how
it stands in relation to John Cage.
Whatever one may think of the man’s
work, his influence as an aesthetician
and father figure has been enormous.
Cage cleared the decks of the ac-
cumulated debris of a Western musi-
cal tradition gone stale. After him
younger composers felt free to build
up a new kind of music. And that
freedom, crucially, entailed the free-
dom to re-use elements and devices of

Continued on page MA-40

The Philip Glass Ensemble plays Music in Twelve Parts—a healthy phenomenon
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Aspinwall, Poor, Mullen, Trussel, Osborne, Hocher, Silver

Uptown Opera, founded by sometime MA contri-
butor Cenrad Osborne, gave its first demon-
stration concert last spring in New York

and looked pleased with the proceedings.

Left to right: board member Richard Aspin-
wall; bass Harris Poor; violinist William

Mullen; tenor Jack Trussel; general director
Osborne; soprano Barbara Hocher; pianist Jac-
quelyne Silver. . . . John Lewis of the Modern
Jazz Quartet and Robert Mann of the Juilliard
Quartet team up for the first time for a
CBS-TV ““Camera Three’’ show. . . . Conductor
Maurice Peress directed a performance of Ber-
lioz's Beatrice anc Benedict last month

at the Corfu festival; mezzo Betty Allen

was in the cast. . . . Polish harpsichordist
tlizabeth Chonjacka gave the U.S. premiere,
with the Cleveland Orchestra, of Marius
Constant’s Candide for Harpsichord and
Orchestra last spring She looks over the

score here with Cleveland's assistant
conductor, Matthias Bamert.

Pesess, Allen Chonjacka, Bamert
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HARLAN HOFFA

Education Editor Charles B. Fowler has
inwited as a guest columnist this month Dr.
Harlan Hoffa, Head, Department of Art
Education, Pennsylvama State Unwersity
in University Park. Dr. Hoffa’s views on
educational alliances in the arts were stated
in an article appearing in the March 1974
1ssue of the Pennsylvania Music Educators
Assoctation News; he has recast those views
for MUSICAL AMERICA.

HOUGH THE arts have co-

existed in the schools of this

country for a century or more
as separate disciplines, they have re-
mained isolated from the mainstream
of educational thought. Music and
art and theater and dance and, to a
lesser extent, literature and creative
writing have long been considered
“special subjects” by educational
planners; the first to be called up for
the PTA extravaganza and the first to
be shot down by the school board’s
Finance Committee. More to the
point, however, teachers of the sev
eral arts have, themselves, acted as if
they were special. They have tended
to the special interests of special stu-

on

education

A call to the arts to gain strength in unity

dents but have blatantly ignored
those who are not specifically arts-
oriented; they have steered away
from involvements with other sub-
jects, such as history or social studies,
which could be mutually reinforcing;
and most damning, they have rarely
acted as if any relationship could ex-
ist between the visual, the perform-
ing, and the literary arts.

If such a situation were ever toler-
able (which is doubtful, even in the
best of times), it is grossly out of step
with the social and economic tenor of
this decade. For if the 1960s could be
called extroverted times, the 1970s
seem destined to introversion. There
is no question that the entire educa-

tional establishment reflects this im
age of retrenchment and reas-
sessment. It can be seen underlying
performance-based curricula and
competency-based teacher training;
it is evident in the government’s
abandonment of experimental edu-
cational programs; it shows itself in
defeated school bond issues and zero
budgets and hiring freezes; and, of
particular importance to teachers of
the various arts, it is at the root of the
meat-ax slashing of arts programs all
across the country. That, then, is the
first of two fundamental situations.
The second is that collaborative
educational programing, involving
the visual, the performing, and the
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literary arts, has recently been imple-
mented in a variety of places and it
has proven to be far more successful
than even its greatest enthusiasts
could once have predicted. Three
such efforts are nationally recognized
and I assume that they are known to
most arts educators: first, the Arts Im
pact Project; second, the Cemrel
Aesthetic Education Program; and
finally the Arts in General Education
Program of the John D. Rockefeller
3rd Fund. Collectively, these pro-
grams have demonstrated several vir-
tues, not the least of which is that spe-
cialists in any art form need not fear
an erosion of their own professional
integrity—as artists or as teachers
through working in concert with their
peers in other disciplines.

Union now

If art education and music educa-
tion and dance education and theater
education, as such, are now threat-
ened, it is probably a result of over-
specialization, even in an era of spe-
cialization; and if it seems as though
they cannot survive in isolation from
each other, the best alternative may
be 1o work toward a symbiotic rela-
tionship in the same manner as have

teachers in other fields. We rarely
hear of biology education or chem

istry education—we hear, instead, of
science education, even though indi

vidual teachers may be trained as
biologists or chemists and even
though they teach biology or chem.

1stry to their students. We hear, not of
history education or geography edu-
cation, but instead of the social stud-
les, even though most such teachers
work with only one or two of the so-
cial science disciplines. We hear of vo-
cational education, and of health,
physical education, and recreation,
but we hear litle about the separate
vocations for which the students are
trained. These fields have long since
known something which teachers of
the arts now need to recognize about
the survival benefits of collective ef-
fort. By way of contrast it is obvious
that this is not the situation in the arts
for, at every level, teachers of the vis-
ual and performing arts are insular
and 1mpotent. One might wonder,
quite reasonably, about this differ-
ence. Could it be that the arts really
are outside the mainstream of Ameri-
can thought and life? Or could it be
that the myths of individualism and
nonconformity have isolated artists
(and arts teachers) from those de-

cision-making precesses which affect
them most? Or could it be that the art
world is too diserganized and too
narrowly self-conscious to be an effec-
tive social force? None of these hy-
potheses is strange beyond belief,
even if taken individually, but it is
only when seen 1ogether that their
fullest impact is realized. Let’s look at
these three postulates individuall
however.

Three problems

First: Are the arts really outside of
the American mainstream? [t might
once have seemed so, for in the early
years of the republic, when the Puri
tan Ethic combined with a frontier
spirit to form a uniquely American
ethos, the arts were thought to be use-
less at best, and sinful at worst. The
work ethic, the denial of sensuous
pleasure, and an untrammeled belief
in God and country are scarcely char-
acteristic of these 1imes, however, and
furthermore, the explosive growth of
the arts outside of education also says
a great deal about changing public
attitudes toward them. Yet there is a
curious dichotomy here, for the very
same public which flocks to museums

Continued an page MA-27
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Why
Compose

the Waoy | Do

HAT CAN BE TOLD about music that the music it-
self can’t tell? Only how it came to be written.
It is instructive to hear what one composer
says about another because, no matter how biased, he
quite knows what he’s talking about. It is less instructive
to hear what a composer says about himself because, no
matter how sincere, he doesn’t quite know what he’s talk-
ing about. A composer can clarify his method to others,
but not his esthetic. He can tell how he wrote his piece, but
not why. His why s the piece. All else is a smokescreen
through which he explains what you’re supposed to hear
rather than what you do hear. Unless the smokescreen it-
self 1s his music.
A smokescreen is handy but fragile. Let me show you
mine—which may blow away even while I'm talking.

Why do I compose the way I do?

What way is that? As with aflairs of the heart each time
is the first time, and the way of a new composition is no
more predictable than the way of true love. Rules ob-
served last time must be broken this time; vices become
virtues in a different setting.

Years later, when one or another of his “ways” has
faded from public awareness, a composer himself finds it
hard to revive the old flame, nor can he explain why the
spark did or did not flare into fireworks. Of course, experi-
ence eventually teaches him how to play with fire. And it
teaches him not to push comparisons: Love, even love for

Mr. Rorem’s compositions are well represented in Schwann’s; he is
also the author of several prose volumes, including Paris Diary and
Pure Contraption; fus next book, The Final Diary, will be
published next month. The present essay was delivered at a Sym-
posium on Contemporary Music sponsored by the American Music
Center in New York earlier thus year. “Why I Compose the Way
I Do” was set as the topic for several composers who took part.
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music, is never logical, while music, even music that in-
spires love, is always logical.

Why do I compose the way I do?

How answer, unless I know the effect the music has on
others? That effect can never really be known, least of all
while composing. While composing I can only know the
effect I want to project.

No artist hopes, or even seeks, to be understood. In his
heart he feels understanding to be a bit insulting: he is too
complex, too special, and anyway understanding is no ur-
gent ingredient of art as it is of more critical expressions.
What he hopes for is: not to be misunderstood. For an art-
ist, the height of misunderstanding is to be taken for
clothed when in fact he is naked, to be praised for finery
he has no intention of wearing.

For example. My early emigration to France was not
that of an American in need of a change; I had felt myself
born out of context and wanted to go back to a different
womb. When I first played my pieces for my new country-
men [ experienced relief and elation to be finally spilling
forth my oh-so-sensual gallic wit to comprehending ears.
Now, their reaction was: Why so cold and humorless,
Ned, so Nordic and inhibited? Be more French.

Do I then compose because of influences?

We all compose, probably, “through” the first music
which attracted us. That music in turn was heard through
music we already knew. Because I knew Ravel before
Bach, I still hear Bach as I hear Ravel: those baroque se-
quences become static ninth chords. Because I knew
French music before German, I'still hear (and judge) Ger-
man music as French. Istill hear twelve-tone music as to-
nal, and still hear my own jagged airs as mere nursery
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exercises for blues singers. We all grow by 1aking from our
predecessors. To refuse to take from them is itself a tak-
ing—an an affirmation. The difference between a true and
a false artist is the difference between a conscious and an
unconscious thief. The professional disguises a theft by
stamping it with his trademark. The amateur has no
trademark; he doesn’t know he’s stolen; he peddles black-
and-white reproductions.

A trademark can be a speech defect. It makes no sense
to disquality a speech defect, or even a language. Criticize
only what is said in the language, and despite the defect
(which may be engaging). I speak my native tongue as |
can. Will you listen? Do I hold your interest?

Aware of those I've robbed, I smile when others don’t
recognize them. Yet | make no claim to novelty. My sole
originality is that I’'ve never sought originality. Though in
the end that claim cannot apply 10 my music, only to a
point of view about my music.

Do I compose because I’'ve been encouraged? been so
often singled out as a unique melodist?

I’'m not a unique melodist. I am a setter of literature,
which has no special claim to tunes. Any uniqueness
springs from an unactive competition—at least in the do-
main of Recital Song. Every composer worthv of the
name is essentially a vocal composer, be his medium a
quintet of tubas, a percussion ensemble, an electronic syn-
thesizer. He is a setter of literature which makes no special
claini to words. Inasmuch as I’ve been—against my will
pigeonholed as a song writer I have, yes, been encouraged.
Without the practicalities of praise and performance day
after day, I would have given up long ago. And each day

is still touch and go. Admittedly there is a professional
paradox here. Although others who know, because their
ideas are published, say my reputation is that of a song
composer, of the ample variety of commissicns offered me
over the past ten years none has been for songs.

My three mottos for song-writing: Use only good
poems—that is, convincing marvels in English of all peri-
ods. Write gracefully for the voice—that is, make the voice
line as seen on paper have the arched flow which singers
like to interpret. Use no trick beyond the biggest trick—
that is, since singing is already such artifice, never repeat
words arbitrarily, much less ask the voice to groan, shriek,
orrasp. | have nothing against special effects, they are just
not in my language. I betray the poet by framing his
words, not by distorting them.

The setting of words to music, despite a certain built-in
ecstasy of the vocation, has always struck me as a bit silly.
This objectivity—the standing off to observe the silliness
(which possibly Palestrina or Schumann did not)—may
be a help or hindrance as to quality, how can I know?
There 1s silliness in all art, as in all love. That is a
twentieth-century sentiment. So is the faci of this sym-
posium. Can you picture Palestrina or Schumann asking
themselves publicly: Why do I compose the way I do?

Why do I compose, period?

Less from self-expression than because I want to be an
audience 10 something that will satisfy me. The act dispels
the smokescreen between my ego and reality. However
my gifts may seem a luxury to others, I compose for my
own necessity, because no one else makes quite the sound I
wish 1o hear. A

Ned Rorem in a portrait by Alvin Ross
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David Ward as Bluebeard: the right weight and style

I'HE METROPOLITAN OPERA

to go dark in June, or succumb to
ballet. For eighty years and more
June was when singers and managers
took ship for Europe, to be heard and
seen no more until the fall. Then
came Lincoln Center, the fifty-two-
week contract for musicians and
stagehands, and air-conditioning—
respectively the prod and the carrot
that led to the inauguration of the
June Festival
For seven years or so the festival
has plucked hardened operatic ad-
dicts from the city’s streets—and lured
tounst from faraway operatic desert-

IN THE oLD days the Met used
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Shirley Verrett: intense as Bartok’s Judith

lands—into the novelty of big-league
opera at this unusual time of year.
The repertory has generally consisted
of a half-dozen works culled from the
the previous winter’s list, offered with
mildly diluted casts and (too often)
radically diluted conducting. But
there has been enough take at the box
office 1o help meet the payroli and the
Con Ed bill. The June Festival may
not take place next year (there is talk
of some fancy overseas touring for the
company) as the Metropolitan man-
agement tries to back away from
fifty-two-week contracts and cut
down costs; and it may be that New

York will revert to its former condi-
tion of operatic drought in early sum-
mer. If that comes about, the 1974
June Festival may be remembered for
the fact that on June 10 it launched a
pair of new productions into the com-
pany’s regular repertory, a double
bill shared by Barték and Puccini.
Asin the “legitimate” theater, so in
the opera house, double bills tend not
to endure. Of all the thousands of
one-acters composed over the cen-
turies only Cav and Pag keep a tight
grip on each other and the public.
But it was a daring and commen-
dable notion to pair off Béla Bartdk’s
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Bluebeard’s Castle, a somber and por-
tentous turn-of-the-century poem set
to a youthful though nonrevolution-
ary score, with an irrepressibly high-
spirited farce from the unlikely hand
of Giacomo Puccini. Though both
operas were first performed in 1918—
Bluebeard in Budapest, Gianni Schucchi
at the Met—it would be hard to find
any two pieces that resemble each
other less.

Bluebeard’s Castle

Béla Balazs provided the Bluebeard
libretio, and Chester Kallman its
English translation. It opens with
Bluebeard bringing Judith, his new-
est bride, home to the gloom of his
castle. She compels him to open in
turn seven doors, each one revealing a
separate aspect of his tragic and vio-
lent past. At the last door she learns
what happened to three previous
wives, and finally comprehends her
own fate. There is little stage action,
much declamation, some splendid or-
chestral scoring which reaches a lu-
minous climax at the opening of the
fifth door. The dominant values are
musical, orchestral, not dramatc.
One suspects that the future of Blue-
beard lies not so much in the opera
house as in the concert hall: a month
earlier Solti and the visiting Chicago
Symphony offered a memorable and
unstaged performance in Carnegie
Hall.

Perhaps the Met would have done
best to treat Bluebeard with the utmost
visual simplicity, allowing the musi-
cal values to assert themselves. In-
stead director Bodo lgesz and de-
signer David Reppa went wild with
scrim and projector, techniques in
which the Met has not always been
notably successful. As each of the
seven doors opened we were given
specific illustration of the abstrac-
tions invoked by the libretto: troops
and bombers denoting violence, an
oil refinery to show greed, slum scenes
to convey the notion of exploitation
and, inevitably, the astronaut’s view
of the earth and the apocalyptic
mushroom cloud o lead our thoughts
into the Void. In front of this welter
of images stood David Ward and
Shirley Verrett, each moving a litle
this way and then that way, she at the
end being transformed like Lot’s wife
into a pillar not of salt but of some-
thing non-representational, he extin-
guished by the blacking-out of the
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last spotlight. It was a production
that fought every word of the libretto
and every note of the score.

Both performers did verv well, con-
sidering. Each found the right weight
and style for Barték’s phrases and
tried hard to articulate Kallman’s
words, though enunciation became
more diflicult with the increasing
mass ol the orchestration. (Hun-
garian librettos are notoriously difh-
cult to render into singable trans-
lations: the unremitting Magvar
stress on the first syllable of each word
poses insoluble problems.) Nonethe-
less, Miss Verrett did some intense
and atmospherically apt singing,
while David Ward’s sonority was ad-
mirable. But why was he robed and
grizzled like old Gurnemanz? Blue-
beard should surelv be seen 1o be ca-
pable and virile, even if there is a
need for some sort of beard and some
tinge of blue. (After all, there were 10
be three more brides after Judith,
who was Number Four—or am | con-
fusing it all with Henry VIII?)

Conductor Sixten Ehrling and the
orchestra responded with impressive
mastery to the symphonic challenge,
and there was excellent work in the
pit, with some exhilarating brass cli-
maxes at the fifth door movement

In sum, the ears are well served by
the Met’s new Bluebeard, but the eves
have violence done them. Though
Bartok’s gloomy one-acter cannot be
lightly treated—it is by no means 7%e
Merry Widower—it should not be made
to bear any additional load ot svmbol
and portent: there is quite enough of
all that in the thing as it stands.

Gianni Schicchi

Gianni Schicchi was something else.
‘The opera house lit up and the au-
dience chuckled and came alive, as
though it had burst free from the pre-
vious imprisoning gloom. Puccini’s
caper—a precursor 1o the present
wave of “heist” movies—is one of a
precious handful of successful come-
dies in the entire roster of grand op-
era. To an inventive, irrepressible
score, we are told a picaresque tale of
thirteenth-century Florence, ex-
panded from a fragmeniarv reference
in Dante. Greedy relatives conspire
with Schicchi, the rascal of the town,
to amend, criminally, the will of a
rich merchant; but they are helpless
when he skims off the cream for his
daughter, her lover, and himself.
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There were juicv little cameos for
the Met’s house platoon of support-
ing players—Marcia Baldwin, Betsv
Norden, Charles Anthony, Clifford
Harvuot, Lawrence Klein, Herman
Marcus, Gene Boucher, Andrij Dob-
riansky, Russell Christopher, and Ed-
mond Karlsrud. Richard Best (Spin-
elloccio) and Irene Dalis (La
Vecchia) offered more substantial
and no less fetching character-
izations. As the voung lovers Judith
Blegen (lLauretta) and Ravmond
Gibbs (Rinuccio) were, as the phrase
goes, over-parted: both roles need
bigger, fatter voices. “O mio babbino
caro” is an interpolated show-stopper
a descendant of “17ssi darte” in that
respect, and Miss Blegen (who
looked, as alwavs, delectable) did not
have the volume to bring it off fullv.
And Rinuccio’s arta about Florence
needs more spin than Best could pro-
vide.

Frank Guarrera returned 1o the
company to sing the title role. He is a

resourceful actor and brought off

some wildly funny effects during the
impersonation, though his voice is
undeniably small for passages that re-
quire sustained singing; but he
showed both flair and command.

In all, Guanni Schicchi offered a

Blegen and Gibbs, with backdrop

closely integrated ensemble produc-
tion more characteristic of the New
York City Opera than the Met. The
credit must go squarely 1o young
Iabrizio Melano, here given his first
independent chance 1o stage one of
the company’s operas, though he has
previously worked in the house as an
assistant. He is obviously a man with
a future. David Reppa was again the
designer, doing better justice to Puc-
cim than he had to Barték: the set
was both practical and handsome,
the clothes entirely appropriate. But
Reppa is hooked on projections. it
seems. In the closing moments of
Guanni Schicchi we witness the irrele-
vant retraction of two upstage towers
and the projection of a dominating
citvscape of old Florence, Duomo
and all, o surmount the final 1a-
bleau. He would have done far better
to fix our attention on Gianni, where
1t belonged.

Sixteen LEhrling conducted with
conimendable zest and propulsion,
and the musicians did all rhat could
be wished.

In addition to this double-barreled
premiere the June Festival presented
revivals of les Contes d’Hoffimann, Don
Grovanni (reviewed below), Carmen,
Rugoletto. Madama Butterfly, and De
Rosenkavalier—all done last winter in
the regular season. There were also
three performances of Turandot, an
opera not in the main 1973/74 reper-
tory though it did form part of the
Metropolitan spring tour and will be
repeated next winter.

GEORGE MOVSHON

“Turandot”’

Heard on 5 June, Turandot oftered
substantial and secure singing from
the principal ladies (Elinor Ross in
the title role, Edda Moser as Liu);
some predictable sostenutos from
tenor Franco Corelli, who was in av-
erage form; comprimario grunting
and barking trom the Pin-Pang-Pong
trio (Robert Goodloe, Andrea Velss,
and Nico Castel) and fairlv primitive
acting throughout. Corelli made two
unscheduled exits, presumably to
clear his throat. Miss Ross stood tour-
square and delivered. It was not clear
from Miss Moser’s demeanor whether
she was happy that Calal had won
the quiz (and thus saved his life) or
sad, because he was now going to
marry the Princess.

Visually the production has much

Continued after High Fidelity page 106
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Model TX-330

AM/FM Stereo Receiver
Superb stereo with built-in 4
ch. Matrix synthesizer' Has a
direct cpld. diff'| amplifier; 2
tape monitors & dubbing; fine
FM Muting & Sensitivity; ac-
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cap); 2" cone (weeler; 2/Way
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fective with low power. Smartly
styled resonance-free cabinet
has wainut-grained, vinyl
finish.
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The incomparable sound of
our top rated Model 25 in a
smartly re-styled, modern
cabinet with luxurious walnut-
grained finish. Has hearty bass
and superb balance; 14"
molded woofer, domed
radiator mid-range and tweeler;
/W ay crossover network.
Handles 60W (max.) power
with ideal transient response.
$249.95
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