
The Tougher 
The Music, 
The Greater 
Bozak's 
Superiority 

There are scores of loudspeakers which 
will do a more-than-adequate job of re
producing "Chopsticks," played as a piano 
solo. 

But, as musical patterns become more 
complex, the ranks of loudspeakers which 
can realistically reproduce them begin to 
thin rapidly. 

By the time you've climbed the ladder 
of musical complexity to a full orchestra 
playing a major symphony, the qualities 
which are designed into Bozak loud
speakers stand out with singular clarity. 
Bozak speakers are designed to repro
duce, with all the naturalness available 
from modern scientific knowledge, every 
instrument - from piccolo to tympano -
solo or in concert. 

Consider The Auto 

You might draw an analogy to the auto
mobile. A twenty - horsepower engine 
might be adequate to maintain normal 
speed on a smooth, level road, but it 
could fail dismally on an uphill pull. A 
drive around a city block is not an ade
quate test. 

For similar reasons we urge you to com
pare loudspeakers under the most trying 
musical conditions possible. Only then 
will you be able to appreciate to their 
fullest extent the superiorities which have 
made Bozak the most respected name in 
the re-creation of music. 

We'll gladly suggest a couple of record
ings which will adequately test a loud
speaker's mettle. 

^m/A 

T H E O T H E R S I D E 

"Musicassettes," Dennis Brain Memorial 

DARIEN, CONNECTICUT 

LONDON. 

FALL HAS SEEN the launching in 
Britain of "Musicassettes"—minia
ture cartridge tapes and the pocket-

sized recorders upon which to play them 
—by some of our leading manufacturers 
(though, perhaps significantly, nothing 
has yet been announced by Decca). 

Judging from the lists of recordings so 
far released, this latest development will 
not have much significance for those in
terested in serious music. Indeed, one 
of the most striking contrasts between 
Britain and the United States in this field 
is the fact that, even today, prerecorded 
tapes of music other than the most 
ephemeral kind are virtually nonexistent 
on this side of the Atlantic. Why it 
should be thus is difficult to analyze, for 
there is no shortage of tape recorders in 
British households. It is more than twelve 
years since EMI first marketed such 
tapes, and our bizarre purchase tax 
structure exacts a duty from discs while 
leaving tapes untouched. 

It could be said that Decca's consist
ent aloofness, allied to the rather half
hearted manner in which EMI and 
others have sought to promote the prod
uct, has never given tape a real chance 
to become estabhshed as an alternative 
to discs. It may be, too, that British 
record collectors tend to share my view 
of tape as providing, not a substitute for 
discs, but rather a complementary fa
cility of an exciting, though somewhat 
specialized, type. I cannot see its latest 
manifestation as likely to affect the wider 
situation, however much Musicassettes 
may delight teenagers as a portable al
ternative to the ubiquitous transistor 
radio—especially if, as now seems likely, 
our off-shore pirate radio stations are to 
be silenced by government action. More
over, how can tape hope to compete 
with discs now that we are witnessing 
so remarkable a proliferation of bargain 
labels? 

This really has been the dominant 
trend these past two or three years, and, 
however much the more far-sighted ob
servers may view its ultimate effects 
upon the industry with misgivings, the 
record-buying public has by now shed 
its erstwhile suspicions or incredulity 
and accepts the new price structure as 
part of the natural order of things. Su-
praphon, which really opened the flood
gates here and, for a while, reaped a 
rich harvest, now plays a less important 
role because of a repertoire which leans 
heavily toward Czech composers as well 
as toward chamber music. (Even when 

it produces a real winner such as the 
Suk/Navarra disc of Brahms's Double 
Concerto, extra supplies arrive too slow
ly to meet the demand of the moment.) 

The latest release to arrive from 
Prague includes only a single orchestral 
disc—the Second Piano Concertos of 
Chopin and Liszt—but plenty of cham
ber works: quartets by Bartok and Mil-
haud; Schubert's B-flat Trio; violin/cello 
duos by Hindemith, Martinu, and Ko-
daly; Bach sonatas for cello and harpsi
chord; a recital of modern French or
gan music; and two rather surprising 
vocal collections—a Caruso recital and 
an operatic concert, with the Prague 
National Theater Orchestra, by baritone 
Giuseppe Valdengo, of whose transat
lantic activities between 1947 and 1950 
I need hardly remind American readers. 

Nowadays our own major companies 
offer formidable competition in the 
$2.50 to $3.50 price range. Among re
cent outstanding reissues of this type 
one notes Decca's Parsifal (Bayreuth, 
1951)—still a marvelous set—and Zaub-

'...the most exciting 
Messiah of the 
stereo age! "^ 

COMPLETE / ORIGINAL INSTRUMENTATION 
" . . . the most vocally ornamented Messiah I have 
heard, and literally the only one instrumentally orna
mented in the authentic Handelian style." 

— THE AMERICAN RECORD G U I D E * 
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erfldte (the 1955 Bohm album, in stereo 
as well as mono). EMI has put out its 
fine Flying Dutchman (with Fischer-
Dieskau) on World Record Club, and 
Beecham's performance of Die EntfUhr-
ting is scheduled as a forthcoming bar
gain. Not only that, its new recording of 
The Messiah, conducted by Charles 
Mackerras, will appear on an economy 
label straightaway—a fact which will 
hardly delight Philips, which is putting 
out the Colin Davis set at full price. 

Then, too, one must consider the 
superbargain labels which, while they 
may offer a fair amount of rubbish and 
not a few superannuated recordings, 
every now and again come up with is
sues which few thrifty collectors can 
resist. This month I noted, on Saga, a 
very decent stereo version of Schubert's 
C-major Quintet (Aeolian Quartet), for 
less than $1.50, and a new label from 
the same stable. Pan, has been launched 
with initial releases ranging from an 
ancient Creation conducted by Clemens 
Krauss to an obviously new recital of 
music for—of all things—mandolin and 
forte-piano! These discs, which cost 
$1.80, come in "two-faced" sleeves 
with program notes printed on the 
inner sleeves. 

But enough of the marketplace! There 
is still, it can happily be reported, no 
shortage of high quality issues for those 
prepared to pay for them. Decca has 
two major albums—Bruckner's Seventh 
by Solti and the Vienna Philharmonic, 
including, as Klemperer did before them, 
Wagner's Siegfried Idyll in the original 
scoring and Rossini's Scmiramide. The 
Bruckner is splendidly played and 
sounds gorgeous, yet Solti's reading 
seems to me rather shapeless compared 
to the readings of Walter or Klemperer 
(however much these two may differ 
from each other). With the Rossini, it is 
not so much the performance as the work 
itself that is open to question: All my 
love for this composer cannot persuade 
me that Semiramide is anything other 
than a diverting vehicle for vocal pyro
technics. The mvisic is splendid in a way; 
the two principal ladies (Mesdames 
Sutherland and Home) sing superbly; 
and the recording is all that anyone 
could wish. But from a dramatic point of 
view the work's impact seems to me 
negligible. 

A third Decca album, entitled Vienna 
Chamber Music Festival contains no new 
recordings. Its four discs offer a delec
table assortment of previously issued 
performances by Viennese ensembles; a 
Haydn quartet, Mozart's Clarinet Quin
tet (plus a march and some dances), the 
Beethoven Septet, Schubert's Octet and 
the Trout Quintet. Over the latest recital 
by Mario del Monaco—so-called "Sacred 
Songs" with organ accompaniment — I 
would like to draw a discreet veil, and 
the same goes for a Pliase-4 "Verdi 
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Spectacular" by Camarata and the 
"Kingsway Symphony Orchestra" (in
tended for anyone who likes Verdi but 
hates the human voice!). 

On Argo, a varied and interesting list 
includes more choral music by Gustav 
Hoist—Six Medieval Lyrics for Men's 
Voices, and Seven Part Songs, Op. 44, 
for Women's Voices, both with string 
orchestral accompaniments — conducted 
by Imogen Hoist; a fine collection of 
Handel aries sung by the gifted young 
Irish contralto, Bernadette Greevey; and 
Carols of Today, a splendid anthology 
of original settings by Britten, Bennett, 
Gordon Crosse, Peter Wishart, Peter 
Maxwell Davies, Rawsthorne, Fricker, 
Phyllis Tate, and many others, excel
lently sung by Louis Halsey's Eliza
bethan Singers. Richard Rodney Bennett 
and Phyllis Tate are also represented on 
a British Council-sponsored disc of in
strumental music, the former by a skill
fully wrought Trio for Flute, Oboe and 
Clarinet; the latter by a more diffuse 
Sonata for Clarinet and Cello. Sharing 
this issue is a most attractive Horn Trio, 
with the same scoring as the Brahms, by 
Australian-born Don Banks, and Ian 
Hamilton's brief, atmospheric Sonata 
Notturna for Horn and Piano. The re
cordings are exemplary and feature an 
impressive array of instrumental talent, 
including Barry Tuckwell, Gervase de 
Peyer, and William Pleeth. 

Mention of Tuckwell leads one na
turally to one of this month's EMI issues, 
a disc commemorating the incomparable 
Dennis Brain. Nine years have passed 
since this greatest of horn players died in 
an auto crash on the outskirts of London 
after an all-night dash from an Edin
burgh concert to a recording session at 
the EMI studios, yet he remains the 
shining model whom all aspiring practi
tioners seek to emulate. The latest econ
omy-priced LP devoted to his art 
features some of his earlier recordings, 
transferred from 78s, when he was still 
using an old and notoriously battered 
French instrument. These include the 
Beethoven Sonata (with Denis Mat
thews), Mozart's Concerto No. 2 (with 
the Philharmonia under Susskind), and 
the Dukas Villanelle and Schumann's 
Adagio and Allegro (both with Gerald 
Moore). What matchless playing! 

Another EMI offering is the Bourne
mouth Symphony, aided by the Band of 
H.M. Royal Marines and "pyrotechnic 
effects," performing the 1812 Overture 
and other Tchaikovsky favorites, under 
Silvestri's baton, in one of its gimmicky 
Studio Two recordings (only half as ef
fective as Phase 4?). And there is yet 
another little set of EP discs that intro
duce the four orchestral families in sepa
rate consorts—a project clearly intended 
for school use, but offering, for the most 
part, excellent entertainment value in 
the bargain. —THOMAS HEINITZ. 

A Short 
Quis 

far the 
Canascente 

Below, five musical masterpieces 
available on MACE RECORDS; 
beneath them, names of composers. 
Who composed which? 

Place the number of the 
correct match next to the 
composition. If all the 
answers are correct, 
you win the latest 
MACE album. 

D 
D 
D 
D 
D 

Stabat Mater 

The Christmas Tree 

Wie Schon Leuchtet 
der Morgenstern 

Symphony in D Major 

Overture to 
Orlanda Paladino 

1 . Bach 4 . Liszt 

2 . Haydn 5 . Hertel 

3> Pergolesi 

Don't forget to include the name 
of your record dealer on the line 
indicated. If you have won an 
album you will be notified by mail 
— and your prize will be waiting for 
you at your dealer's. Send the com
pleted quiz to: MACE RECORDS, 
254 W. 54th St., New York 10019. 

Name 

Address-

City/State - -Zip-

Name and address of your local 
record dealer: 

Name-

Address -

City/State - -Zip . 

F 

1 
or the connoisseur -

LkTj ̂ ^ 

the world's finest music! 

M H M B l H p H H ^ I H H ^ 

RECORDS! 

254 WEST 54 ST., NEW YORK, N.Y. 10019 
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ELECTRONIC POP MUSIC OF THE FUTURE 
•. Created by PERREY-KINGSLEY 

tllE 

SOUND 
FROM 

1 

ourr THefiftt "pop" recording embodyiriK a tynfhesis 
tSlar-tui electronic sounds, electronic instrnmenls 
and musique concrete witii "live" musical elements. 

HEAR IT TO BELIEVE IT! 

Uflidentlfied Flying Objwt 
The UMe Man from Mars-GwmiC Ballad 

$mif$ Splashdown'•^*:^iwffiNisiini at 6 
-;Sarnyard in Orbit —Spooks in Space 
Girl fren #MtB - Electronic Can-Caa 

Juii0e Btues from Jupiter 
Compute t ^ l f v e - Visa to the StxSt 

VRS-9S|l!!{fMWH))& VSS'7Ur2 .'btcre^ 

•^IsabisivE ON 
j t VANGUARD 

Brri'nriNr;'; TI'.B THE r'lN-.i'.KSFiiR 

Chesterfield Music Shop, 12 Warren St., N.Y.C. 

Music in New Orleans 
The Formative Years, 1791-1841. 
By Henry A. Kmen. A lively ac
count of the years when New Or
leans, with three resident companies, 
was the opera center of the hemis
phere. The precursors of jazz—dance 
music, minstrels, brass bands, street 
cries and songs—are also treated at 
length in this important book by a 
musician-historian. Illiis., $7.50 

The American 
Composer Speaks 
A Historical Anthology, 1770-1965. 
Edited by Gilbert Chase. Thirty 
American composers, representing 
every type of music and the entire 
span of our history, speak in these 
pages and answer such questions as: 
Who is the American composer? 
What are his theories of music and 
creativity? What are the special 
problems of the artist in our society? 

$7.50 

I n i i l c i n n n (^tnto 
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University Press 
BATON ROUGE 
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Listening in Leningrad 

BERTRAND RUSSELL once re
marked that we very much over
estimate the amount of freedom 

in the West and very much underesti
mate it in the East. This principle of 
underestimation, which we apply so of
ten on frequently questionable grounds, 
can be examined in every field, not the 
least of them music. Partly on behalf of 
the pursuit of evidence for or against 
the existence of musical freedom in the 
Soviet Union, I spent an afternoon re
cently in Leningrad at the world-fa
mous Conservatory, listening to tapes 
and discussing new music and musical 
culture in the Soviet Union and the 
United States. 

The Leningrad Conservatory, housed 
in an old building now undergoing 
much repair, glitters with the departed 
great and the illustrious present. Among 
portraits of Nicholas Rubinstein, Tchai
kovsky, Liadow, Rimsky-Korsakov, Pro
kofiev, Glazounov and other figures, one 
also sees Shostakovich, who is on the 
faculty today, dividing his itinerary be
tween Leningrad and Moscow. 

One of the directors of the Conserva
tory, Flavi Sokoloff, critic and musicolo
gist, kindly arranged a most unusual 
event for the benefit of Fred Lazarus 
III, a Cincinnati department store presi
dent and patron of music, and myself. 
We were part of the touring Cincinnati 
Symphony Orchestra Women's Com
mittee (with some male accompani
ment ). 

In a high-ceilinged room, with mod
ern stereo equipment, we heard tapes 
of scores by composers Uspinsky, No-
govizin, and Slonimsky. These are young 
men in sufficiently good standing to be 
singled out as exemplary. Uspinsky is a 
pupil of Shostakovich's, and Slonimsky 
is already on the faculty of the Lenin
grad Conservatory. 

Uspinsky's Piece for Violin and 
Chamber Orchestra achieves lyric feel
ing by the use of Russian themes much 
altered into discrete sequences. Fugal 
texture with strong tonal episodes re
calling Shostakovich in his chamber 
music—for example, the Piano Quintet-
was a distinct early feature of the com
position. The tonal implications often 
were submerged by sharp, dissonant at
tacks upon the material and indeed 
upon the violin concerto idea. The violin 
writing produced middle-range melodi
ousness, with the qualifications indicated 
above, and upper-register timbre experi
mentation. One senses rebellion, repose, 
and the reconciliation of the traditional 
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and modern viewed in the Soviet context. 
Young Mr. Slonimsky, a nephew of 

the American musician and lexicogra
pher, Nicholas Slonimsky, offered two 
tapes for our inspection. The first was 
Four Polish Stanzas for voice and or
chestra, with texts by a Polish poet. A 
kind of post-Webern pointillism charac
terized the idiom, with flute and vocal 
exchanges. But one also had the feeling 
of Slavic musical bias combined with a 
Renaissance chromatic-textural fabric. 

Mr. Sokoloff stressed the fact that 
young Russian composers seek new 
modes of expression, but that naturally 
enough they bring certain contexts to 
them. These contexts are not necessarily 
framed by Marxism or sociahst realism 
at all, but simply by such earlier music 
as can be appropriately absorbed into 
the new idiom. 

More advanced from the fonnal point 
of view was Slonimsky's Konzert Bouffe, 
consisting of a canonical fugue and im
provisations. The fugue began strictly, 
but the introduction of clashing, angular 
timbres quickly modernized it. Timbre 
became the dominant field of develop
ment, in precise opposition to the notion 
of fugue. Sounds of great variety and 
opposition overcame considerations of 
fugal form, thus preparing the field for 
improvisation. The old art of fugal im
provisation was supplanted by the new 
esthetic of timbre exploitation. From 
this there emerged once again the 
traditional concepts and techniques of 
rhythmic pulse, thematic statement, 
and instrumental sequence. The piece 
wound up in a propulsive reiteration of 
the fugal theme, with piano, percus
sion, trumpet, and other instruments. 

Mr. Nogovizin thereupon played at 
the piano his own Toccata, after ex
plaining that his basic instrument was 
the violin. The work was in the manner 
of Prokofiev, with faint hints of jazz. 
Later that day, during a reception at the 
Palace of Friendship, Sokoloff ques
tioned me about U.S. attitudes on such 
idioms as we had heard earlier. I ex
plained that terms such as "mainstream" 
and "avant-garde" are applied differ
ently in the United States and the 
U.S.S.R. The U.S.S.R. (and Czarist 
Russia) has achieved world stature with 
music in certain styles, and obviously 
is anxious to retain that stature. One can 
hardly blame the Soviet Union for en
couraging in one way or another those 
idioms in which it has triumphed. The 
United States has quite different consid
erations to maintain. Ours are much 
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