
and you wi l l hear 
how perfect a 

tape recorder can be 

On the Ampex 600 you will hear no 
difference between what goes in and 
what the tape plays back. (The 600's 
moniforing switch lets you make this 
test; your dealer can demonstrate.) 
Listen . . . after an Ampex has run for 
thousands of hours. Still you will hear 
no difference. This is why the Ampex 
600 is a permanent investment in satis
faction—for recording from F-M radio, 
copying of valuable records, playing 
of pre-recorded tapes or the making 
of personal or professional recordings. 

Arthur f i ed ter l istens . . . 

"A studio Ampex is a clierislied par t of my 
home high f ide l i ty system. But hear ing this new 
Ampex 600 was a real surprise. It's such a con
venient size, yet l ike my b ig Ampex i t is a 
superb recording and reproducing instrument." 

s i k ^ 
(Nohd conductor of the Boston Pops Orchestra) 

AMPBX 600 

A portable tope record
er of top professional 
quality. Prices are $498 
unmounted and $545 in 
portable case. 
A matching amplif ier-
speaker unit, the Ampex 
620, is avai lable. It 
weighs but 25 pounds and provides remarkably 
high f idel i ty for its convenient size. Price of the 
Ampex 620 is $149.50 in portable case. 

Full description and specifications of both the 
Ampex 600 and 620 ore available by writing 
bept. KK-JSS4 

C/ignahire oj cJeyjecUon in C/oitnd 

AMPEX 

Letters to tlie RECORDINGS Editor 

934 Charter Street 

CORPORATION Redwood City, CaKf. 

Distributors in principal cities (see your local tele
phone directory under "Recording Equipment"). 

D R A W I N G OUT THE A G O N Y 

H.1VING KEAD IRVING KoLODi>i's compen
dium of my inconsistencies in his review 
of "The Agony of Modern Music." I still 
find no inconsistencies. Let's have a look 
at them. 

Kolodin refers to my statement that "in 
the seventeenth, eighteenth, and n ine
teenth centuries gifted composers were 
numerous. Their purpose was to please 
and to prosper from approval." And then 
he asks; "Who were they required to 
please? Haydn's Prince Esterhazy? Bee
thoven's Archduke Rudolf"? Wagner's 
King Ludwig?" Who is using half- truths 
here? Or quar ter - t ru ths? Or one-six
teenth truths? Was it Prince Esterhazy 
who commissioned the Salomon sym
phonies? No. It was an impresario whose 
interest was pecuniary and based on the 
correct assumption that Haydn's great 
fame and popularity would pay ofi with 
the big public in England. Irving Kolodin 
knows this as well as I. [1] 

Who produced the Beethoven sym
phonies and concertos? Who commis
sioned the sonatas and quartets? Who 
produced the "Fidelio" which took Vienna 
by storm in 1814? Archduke Rudolf? The 
answer is no, and Irving Kolodin knows 
this as well as I. [2] 

Who produced "Rienzi," "The Flying 
Dutchman," "Tannhauser, ' ' and "Lohen
gr in?" King Ludwig? The answer is no. 
Irving Kolodin knows as well as I that 
Wagner was the most famous and p r o b 
ably the most popular composer in Ger 
many before he ever met King Ludwig. 
And Irving Kolodin knows as well as 1 
that Wagner's fame and popularity were 
earned in the theatre and with the big 
public of the time. [3] 

Kolodin compares my statement that 
"grants, fellowships, and commissions" 
given to composers now represent a sign 
of debility, with my subsequent s ta te
ment that the commissions from which 
Schubert and Mendelssohn lived were a 
sign of strength, and calls this incon
sistent. 

Well, people gave commissions to Bee
thoven, Schubert, Mendelssohn, Schu
mann, and Brahms because they thought 
there was a demand for their music. 
Commissions are given nowadays not by 
people who believe there is a demand, 
but by people who think that there 
ought to be a demand. Does Irving Kolo
din think that Beethoven's commissions 
were philanthrophy? Beethoven himself 
wrote: "My compositions bring me in a 
great deal, and I can say that I have 
more orders than I can execute. I have 
six or seven publishers for each one of 
my works and could have more if I 
chose. No more bargaining; I name my 
terms and they pay." What was that about 
Archduke Rudolf? 

Does Irving Kolodin think that the 
Rockefeller Foundation is giving $400,-
000 to the Louisville Symphony Orchestra 
because there is a similar demand for the 
music that will be commissioned? It is 

not, and he knows it as well as I. [4! 
He offers as an inconsistency my jnen-

tion in one place of Haydn, Handel. 
Mozart, and Beethoven as popular com.-
posers and my reference elsewhei'e to 
"the melancholy circumstances under 
which such composers as Mozart, Bee
thoven, and Schubert lived and died". 
Life is inconsistent here, not I. That just 
happens to be the way it was. Some peo
ple are better adjusted than others. Some 
manage their affairs better than others. 
Some have more luck than others. It is 
possible to be popular and poor, to make 
money and to lose it. Populari ty is no 
guarantee of security. [5] 

Another alleged inconsistency is my 
statement that "Rigoletto," "La Travi -
ata," "II Trovatore," and "Aida" continue 
to be more popular than "Otello" and 
"Falstafi," as compared with my later 
reference to the "rapturous approval'" 
of "Otello" and "Falstaff" at their 
premieres. Where is the inconsistency? 
"Otello" and "Falstaff" were rapturously 
applauded at their premieres, but "Rig
oletto," "U Trovatore," "La Traviata, ' ' 
and "Aida" continue to be more popular. 
I did not say that "Otello" and "Falstaff'' 
were not popular. I said that the others 
are more popular. They are, and Irving 
Kolodin knows it. And I should like to 
emphasize the rapturous approval "not 
only by the audience in the theater, but 
by the crowd outside" at the premieres 
of "Otello" and "Falstaff" to those who 
continue to propagate the legend that 
contemporary music is not appreciated in 
its own time. For what modern opera 
have there been "crowds of admirers'" 
outside as well as inside the theatre? [6J 

And then we have Mr. Kolodin's ref
erence to my statement that, "Those 
who have courted the public, such com
posers as Weill and Menotti, have e n 
joyed some popular success bu t little 
esteem in the profession." He quotes 
Virgil Thomson's "Evviva Menotti" at 
the close of a review of "The Medium" 
and "The Telephone." Well, I can quote 
Thomson, too, and at the close of his r e 
view of "The Consul" Mr. Thomson said: 
"I doubt if it makes musical history . . . 
Mr. Menotti, though not quite a first-class 
composer, is surely a bold, an original 
dramatic author." [7] 

So I suggest that Kolodin start all over 
again and, instead of this either silly 
or vicious Beckmesserish quibbling, r e 
view the book and come to grips with 
the problems exposed in it which he ad
mits exist. On second thought, let some
body else t ry it! [8] 

HENRY PLEASANTS. 
New York, N. Y. 

EDITOR'S NOTE: 1. Haydn wrote 'ninety-
two symphonies (most of them for Ester
hazy) before he wrote the twelve for 
Salomon. Thus, the composer's "great 
jame and popularity" were long since 
established as a composer for the elite. 

2. Before he was thirty years old 
Beethoven was trmde a present of three 
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Guarnieri string instruments (for quartet 
purposes) by Prince Lichnowsky; Prince 
Lobkowitz aided him financially from his 
early days in Vienna; and in 1809 the 
two joined with Archduke Rudolf in 
guaranteeing him an annual income. As 
the dedications of his symphonies (not 
to mention the Rasumovsky quartets, the 
"Waldstein" sonata, and various concerti) 
suggest, Beethoven's favor was founded 
in high places. 

3. Wagner borrowed copiously from all 
available sources during the period in 
which he wrote the works mentioned; and 
it was not until he was rescued from debt 
by Ludwig that he had the financial ease 
to accomplish the best work of which he 
was capable. 

4. The distinction between one kind of 
commission and another is one that 
Pleasants mukes in his letter, not in the 
book. What is the diference between 
Benny Goodman paying Aaron Copland 
for a clarinet coyicerto and Count Rasou-
movsky commissioning Beethoven to write 
some quartets? Each patronized the best 
source available. 

6. The non-popularity of "Otello" and 
"Falstaff" are cited by Pleasants as proof 
that the "non-melodic" works of Verdi 
lack popular appeal. More people eat 
frankfurters than steak. That does not 
prove they are more nourishing. 

7. The jury is still out on Menotti. 
Perhaps a Pulitzer Prize for "The Consul" 
will remind Mr. Pleasants that he (Men
otti) has had esteem from other than 
popular sources, as he has had profes
sional acclaim from the Music Critics' 
Circle of New York for "The Saint of 
Bleecker Street." 

8. One review per book is par for the 
course. If Pleasants writes another, per
haps he will have his wish. 

In conclusion, I make note of his flatter
ing reference to my "Beckvfiesserish" 
quibbling. Inasmuch as Wagner's char
acter was based on Eduard Hanslick, 
the Viennese critic of whom Pleasants 
thought well enough to compile a recent 
published collection of his writings, I can 
hardly ask for more honorable company. 

TOO MUCH AUTHORITY 

I APPRECIATED I. K.'s revicw of Henry 
Pleasants's book. But I wonder if such 
ridiculous, mundane views should be dis
tinguished by his clear-thinking, objec
tive analysis. Not a cocktail-party goes by 
where some fool doesn't conclude that 
"Liberace must be good, better even than 
Serkin. Look at the following he has." 
This was bad enough. Now they have an 
"authority" to back up their bad taste. 

MRS. WILLIAM G. ERICSSON. 
Evanston, 111. 

LAMBS TO THE AGONY 

IT IS ONLY the esthetic profundity of the 
issues involved in what I. K. so aptly 
dubbed the "Agony of Henry Pleasants" 
that prompts me to suggest that probably 
the simplest diagnosis of brother Pleas
ants's jaundice can be derived from two 
sources: to wit, Charles Lamb's "Free 
Thoughts on Some Eminent Composers" 
and Mary Lamb's "Letters to Vincent 
Novello." Extrapolating from and inter

polating into these verses, we can imagine 
Henry saying: 

Cannot a man live easy and free 
Without admiring Ravel and Satie? 
Or in his chair in comfort sit 
Who never heard of Hindeniith? 

It would be prudent to ask of Henry, 
had he lived in 1735: 

Would he have gone four miles to 
visit 

Sebastian Bach (or Batch, which is 
it?) 

Mary's answer might have been: 

The reason our Henry is so severe 
My friends, is he too has no ear. 
His spite at modern music is a whim 
He loves not it, because it loves not 

him. 
L . LiBERTHSON. 

Chicago, 111. 

RIGHT WORD, RIGHT TIME 

"THE AGONY OF Henry Pleasants" is an 
article saying the right word in the right 
time. It is astonishing that a musical 
correspondent of The New York Times 
can cook together such a nonsense of a 
musical book. 

WALTER K. FRANKEL, M. D. 
Dover, N.J. 

ISN'T BACH'S BACH ENOUGH? 

OBVIOUSLY Vaughan Williams's utter
ances in his article "Where Craft Ends 
and Art Begins" [SR Mar. 26] were 
motivated by his personal distaste for 
the harpsichord, baroque organ, and 
other instruments widely used in Bach's 
day. What else could account for such 
specious statements, completely devoid 
of reason, perception, and insight? One 
would expect a man of his station to be 
immune from involvement in such ca
pricious conjectures concerning what 
Bach would have done if he hadn't had 
to do what he did with what he had! 

DON HATCH. 
Toledo, Ohio. 

ALL TOO FACTUAL 

MAY I COMMEND SR for publishing "Who 
'Forced' Whom?" [SR Mar. 26] and thank 
Russ Nixon for writing it. As someone 
who was intimately acquainted with the 
conditions in Nazi Germany, I know 
every word of his letter to be in accord 
with the facts. 

VERA GOLDBERG. 

Jackson Heights, N.Y. 

THE NAZIS WERE FOR REAL 

I WISH TO express my gratitude to you for 
printing the letter "Who 'Forced' Whom?" 
This should serve to enlighten those who 
now prefer to believe that the Nazi Party 
did not and does not exist in Germany. 

ETHEL LANDERMAN. 
Pittsburgh, Pa. 

PLAIN AND UNPLEASANT 

I WANT to express my deep satisfaction 
in reading the letter from Russ Nixon, 

(Continued on page 66) 

STROIMBERC-CARLSON 

'(^400" 
HIGH ° S " FIDELITY 

Your favorite music 

comes to life with this 

breath-taking high fidelity! 
Now, hear all the music on your records 
—from the playful lilt of the piccolo to 
the mellow tones of the cello—just as 
the artists recorded it! 

Stromberg-Carlson "Custom 400" high 
fidelity is specially designed and built 
to bring you the full tonal range of all 
your records—so lifelike you can almost 
reach out and touch the artists! 

This is true high fidelity, produced in 
the fine tradition of Stromberg-Carlson, 
an established leader in quality music 
reproduction for the home. 

And you can bring "Custom 400"beau-
ty into your home in a variety of physical 
forms: The components may be assem
bled in fine cabinets; or built into your 
home; or used as replacement parts to 
modernize a cherished old radio-phono 
cabinet. 

Your dealer will gladly explain how 
easily you can have "Custom 400." Mail 
the coupon for his name and descriptive 
literature. 

SPEAKEB3 TUNERS and CHANGERS 
AMPLIFIERS 

Stromberg-Carlson^ 
Sound Equipment Division 

1 2 2 7 Clifford Avenue • Rochester 2 1 , N.Y. 

Please send me literature on "Custom 
400" High Fidelity Equipment and the 
name of my nearest dealer. 

NAME 

ADDRESS.. 
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acclaimed 
in Europe 

<;r,riano and Argenta are the artists 

E:irr;tr°^es 
]l performance '̂  f f J g J ^.tar 

?:;risi'r;rr%-
TSlce between orchestra and 

guitar is brilliantly solved. 

The Gramophone 

-March. 1955 

Falla: 
NIGHTS IN THE 

GARDENS OF SPAIN 
(with Gonzalo Soriano, piano) 

Rodrigo: 
CONCIERTO DE ARANJUEZ 

(with Narcisco Yepes, guitar) 

both with Madrid Chamber Orchestra 
(augmented) 

conducted by Ataulfo Argenta 
12" -TW91019-$4 .98 

OTHER NEW RELEASES 
VIves: BOHEMlOS-complete Zarzuela 
Soloists and the Madrid Singers with the 
Grand Symphony Orchestra conducted by 
Ataulfo Argenta. 

12"-TW91038-$4.98 

JEAN-MICHEL DAMASE PLAYS PIANO MUSIC 
OF FAURE AND RAVEL 
Eight selections Including Fauri's Nocturne 
No. 12 In E Minor, op. 107 and Ravel's 
valses Nobles et Sentimentales. 

12"-TW91035-?4.98 

Schumannt HUMORESKE 
Liszt: BENEDICTION DE DIEU DANS LA 
SOLITUDE; CONSOLATION No. 1; LA LU6UBRE 
GONDOLA No. 2 

12"-TW9l041-$4.98 

THE FOLK MUSIC OF ALSACE 
A collection of the outstanding airs and 
dances of the province of Alsace by Jules 
Mayer and his band from Schnockerloch. 

10"-W91057-$2.98 

^OAPO^ 

INTERNATIONAL 
LONG PLAYING RECORDS 

539 W. J5th St. • New York 1, N. Y. 

Is Your Turntable Level? 

By R. S. LANIER 

AS EVERYBODY knows, a separate 
/ % "record player" has a restless 

-^ •*• life in the average living room. 
It is the pawn of activities like dusting, 
rearranging the furniture, or finding 
a place for the overflow from the 
teatray. So even if it is carefully 
levelled at some point in time, this 
state of evenness is at best occasional. 

Turntable equipment in large cabi
nets or in built-in furniture also too 
often fares badly, as far as being in
stalled in a truly level position is 
concerned. Most people buying a cabi
net machine understandably assume 
that it is only necessary to put it in 
the most convenient position in the 
room. And custom builders are not 
invariably concerned with, or under
standing of, the need for precise 
turntable levelling. 

Thus, the answer to the question 
at the head of this piece is a loud 
"no" in a huge number of cases. This 
is a shame, because a turntable out 
of level can hurt the performance of 
a phonograph, producing distortion of 
the music and high record wear; and 
it is quite easy in most cases to put 
a turntable level. 

A non-level turntable allows the 
weight of the pickup arm to push in 
the downhill direction. The stylus is 
constantly pushed against one side 
of the groove, and can be forced into 
lopsided vibration, a source of distor
tion. If the sidewise force against the 
groove is strong enough, the pickup 
will jump grooves, or break down 
the groove wall. If you have a spate 
of groove-jumping on your phono
graph, a non-level turntable is a lead
ing suspect. (There are other pos
sible causes for groove-jumping, in
cluding friction or binding in the arm 
which keeps it from moving freely.) 

You need just one piece of equip
ment to find a level position for your 
turntable: a record with a perfectly 
blank, flat surface, no grooves, no 
music. An inexpensive recording 
blank, twelve-inch size, is just right. 
You can get one in most equipment 
or record shops. 

Put the blank record on the tu rn
table, start the motor, and put the 
pickup down gently near the outside 
idge of the turning record. If the 

rntable is level, the pickup will stay 
lut, without lateral movement, one 

way or the other. If there is a slant 
to the table, the pickup will slide 

in the direction of the slant. Try the 
pickup at several points across the 
face of the turning record to uncover 
any sliding tendency that may exist. 
If there is a slide, the direction in 
which the pickup moves tells you 
which side of the turntable is low, 
and you can correct this until all 
sliding is eliminated. 

With record players, this is of course 
just a matter of propping up one edge 
of the "box." With cabinet machines, 
you can adjust the level of the whole 
cabinet, or you can in many cases 
adjust the screws on which the record 
changer rides. With built-in equip
ment, you can use the screws sup
porting the record changer, or, in the 
case of manual players, screws sup
porting the whole motor board. 
(Screws which allow for levelling the 
motor board should be included in 
every custom-built machine. They 
can be easily added in most cases if 
they were originally omitted.) 

You have probably noticed that no 
mention is made of a spirit level as 
an instrument for finding the level 
position. The blank-record method 
produces "dynamic levelling," or the 
elimination of sidewise arm push un
der operating conditions. A turntable 
which has been brought to a flat po
sition with a spirit level is not neces
sarily dynamically level. 

The main reason for the difference 
between "dynamic level" and "geo
metric level" lies in the bent head 
of the pickup arm. The friction be 
tween the record groove and the tip 
of the stylus tends to drag the stylus 
in the direction the groove is moving. 
If the head of the arm is bent or 
curved, this pull of the record on 
the stylus throws the arm off. 

We offset this inward push of the 
arm, in dynamic levelling, by slanting 
the turntable a little in the opposite 
direction. The outward slant can be 
made to just balance the inward push 
of the arm, which arises from the 
bent-head geometry. The arm be
comes neutral, and follows the stylus 
without pushing it one way or the 
other. 

On the small record players, with 
short arms and sharply bent heads, 
dynamic levelling often means a tu rn
table quite sharply slanted toward 
the outside. The inward push of the 
arm with a sharply bent head is so 
strong as to be a source of serious 
distortion and very high record wear 
with small players. Watch it! 
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