








































































































































































































































































































































































































































































































Tape and Mikroport in the Opera House
l\y
OTTO KAPRPELMAYLER

Two first performances important to the discussion below took place
in Berlin in the summer of 1959. The one, “Moses and Aaron” under
Hermann Scherchen’s direction, the other, “Czardas Princess” on a stage
area of 50,000 sq. ft. in the “Deutschlandhalle”.  For the first time in
opera’s history, tape recordings and clectroacoustic trick circuits were
employed by Prof. Scherchen in the former, while the wireless microphone
“Mikroport” was used in the Deutschlandhalle to save the soloists’ voices
becoming lost in the giant stage. The response these two performances
aroused in the musical world, especially abroad, was so lively as to justify
their description as the beginning of a new era in the history of opera.

In “Moses and Aaron”,

tape recordings solved two problems: the live audience was allowed to
hear choruses of a size impossible to accommodate on the stage, and the
radio audience was given a performance which was absolutely transparent
and three-dimensional in effect. The opportunity of reaching these two
ideals has been missed frequently enough in the past for the problem to
have been subject of rescarch for decades, in opera as well as the cinema.
In the Todd A-O wide screen method, 6 tracks are used on 70 mm tape,
while 96 sound sources are used on occasions to record the required sounds
and effects on these tracks.

Although this practice has been regular in the film industry for quite
some time, opera regarded it but as an auxiliary, mainly to improve hall
acoustics, which was of little concern to the conductor, having nothing
to do with musical problems. These do occur, however, once it becomes
impossible to give a performance by natural means such as the composer
envisaged — for the limitation of our subject, let it be said at once that
we are not dealing here with electronic sounds, artificial echo, etc. Modern
means of recording and playback are used only for the performance of
instruments which can, or for some reason should, not be placed on the
stage, and in this case the recording is made in advance and played back
at the performance. This brings with it the possibility of having voices
from the deep or from on high, from afar or from the most intimate
vicinity, of moving the sounds through space at will or of combining
sounds in infinite variety — all this is no longer a problem for an electro-
acoustician today. The Telefunken Directional Control, for example, makes
the sound of an instrument move from left to right over the whole stage,
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while the instrument itself stays in one place all the time. This is but one
of all the ingenious tricks we did not dare to dream of a few years ago.
Intensive and arduous rchearsal with the technician is necessary before
the conductor obtaing the sound which the composer envisaged. The utter
newness of the problem seen in this statement is the fact that conductor
and technician do not speak the same language, and in their work together
cach must adapt his language to the other’s mentality. Just as it is one
of the conductor’s basic talents to impart his artistic wishes to the per-
forming musicians, he will be able to obtain the understanding of the
technician, who must then find the practical means to make a reality of
the conductor’s wishes. However, music can never be very clearly expressed
in language, and the technician must, for his part, possess subtle artistic
insight and the same fanaticism for his work as the conductor has.

Sound Montage.

It is quite natural for conductors to be slow to accept a new
responsibility which is perhaps just as great as the existing one of directing
the orchestra, chorus and soloists. But there are works, especially some
recent ones, which contain parts that can be realized in no other way
than that of montage. While this may be the exception today, it can be
predicted with some degree of certainty that the opera of tomorrow will
be quite unable to do without such methods. It does not even require
exceptional artistic imagination to conceive a future opera consisting
entirely of montage.

The range of possibilities given by such tapes recorded in advance, was
most convincingly demonstrated by “Moses and Aaron”. It is a fact that
Schoenberg himself thought that the work was unperformable, but only
because he could have no conception of these technical developments. It is
Hermann Scherchen’s great merit to have deliberately employed modern
clectroacoustics for the first performance of the unperformable opera. The
approbation from those who were able to hear only the broadcast is one
more proof to the success of the experiment.

The next step

is to use this experience to give Europe’s stagnating opera new life. There
are endless ways by which prerecorded tape could be used to alleviate
the difficulties of personnel, time and money which beset opera .hous.t‘s
nowadays, especially when opera of international standard is desired in
the provinces. But these lines are only intended as encouragement and
inducement to opera directors, conductors and patrons. It V\./Ol.l]d 8o
beyond their scope to extend the examples already given. But this is .Sa'ld
in the hope of starting a discussion which will carry these latent possibilities
to their logical applied conclusion.
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The Mikroport

is an aid which the modern opera conductor applies in a way altogether
different to the facilities described above. It is a tiny microphone with a
miniature transmitter having a range of about 100 yards. A singer
attempting a soft passage from the back of a large stage will not come
through the orchestra as the distance is too great. He simply sings into
the Mikroport and the technician sets the receiving amplifier’s volume
control so as to make the voice sound over a loudspeaker (or loudspeaker
group) at the volume desired for the correct balance.

Other possibilities can only be mentioned here in passing: a solo voice
can be made to stand out from a chorus; or an action taking place above
or below the stage can be made to sound from the front. The Mikroport
makes the soloist entirely independent of the position of other micro-
phones, of the orchestra, and of other simultancous sound sources.

The success of this experiment again opens up some most interesting
perspectives to the opera or theatre producer — especially  when the
Mikroport is used in association with the montage mentioned above. There
are practically no limits to the imagination; but the possibilities must first
of all be known, and the creative spirit must be there to use them on
the stage.

It was but a modest excursion into this virgin country which will be
the joint home of opera and electroacoustics in the future. From now on,
no produccr and no conductor can pass over these means of increasing the
artistic effect, which will be bq,,ottcn by this marriage. But it takes courage
to make the bq.,mmm, The time is ripe. Artists MUSF be ready to rake
advantage of it.
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Joset Anton Riedl

Stiick
fur

Schlagzeug 1957

1 Spicler

Von Grofle Trommel mit T'uBmaschine in I

der Pauke in A

Tiefe  Afrikanische Holzschlitztrommel in B

zur Koreanischer Tempelblodk in C

Hohe 1. Rechteckige Holztrommel aus Ahornholz mit Halter
2. Rechteckige Holztrommel aus Palisanderholz mit Halter
Tiirkisches Becken
Tam Tam
1. Indonesischer Gong
2. Indonesischer Gong  (aus Musikinstrumenten-Sammlungen)
3. Indonesischer Gong

Vorrichtung zum Montieren der Holzerommeln, Beckenstinder mit Schrigstellung

2 Paukenschlegel mit Filzkopf
2 Paukenschlegel mit Lederkopf
2 Paukenschlegel mit Holzkopf
2 Gongschlegel mit Lederkopf
2 Gongschlegel mit Holzkopf

2 Rundeisenstibe



2

Lrsatz im Notfall

Von Grofle Trommel
der Pauke
Tiefe  Holztrommel
zur Folztrommel -
| 3 Arten
Hohe  Holztrommel |

gleiche Art
Holztrommel J

Gong, Tam Tam oder Kuhglocke ohne Schwengel mit Halter | 9 Arten
Gong, Tam Tam oder Kohglocke ohne Schwengel mit Halter
1. Becken
2. Becken
¥ 3 Becken

Vorrichtung zum Montieren von Holztrommeln, Aufhingen der Kuhglodie und Becken
S y Rl

PF Paukenschlegel mit Filzkopf

PL Puaukenschlegel mit Lederkopf

PH Paukenschlegel mic Holzkopf

GL Gongschlegel mit Lederkopf

GH Gongschlegel mit Holzkopf

Rt Rundeisenstab

I'u I'ufmaschine

StKv mit Stiel gespiclt, Schlegelkopf vorne

StKh mit Stiel gespiclt, Schlegelkopf hinten

n normal gespielt

| Note oder tremolo mit linker Hand gespielt

r Note oder tremolo mit rechter Hand gespielt

| 1. Note mit linker, nichste mit recheer, dibernichste mit
! Iimker Hand usw. gespiclt

r 1. Note mit rechter, nichste mit linker, tibernichste mitc
! rechter Hand usw. gespielt

Ir Note mit linker und rechter Hand gespiclt

I bet tremolo 1. Ton mit linker, nichster mit rechter, tibernichster mit

r linker Hand usw. gespiclt

r bei tremolo 1. Ton mit rechrer, nichster mit linker, tibernichster mit

l rechiter Hand usw. gespiclt

Ir bei tremolo Ton, Téne mit linker und rechter Hand im gleichen
Rhythmus gespielt

I'r [‘ellrand
I'm Fellmitre
d dunkel

h hell

R Rand

M Mitte

téen, t tenuto
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ever since the twenties

an immense variety of Philips electro-acoustical equipment has reached its des-
tination. Philips microphones, amplifiers, loudspeakers and sound recorders were
the faithful technical witnesses of more than three decades of evolution in sound
registration and reproduction.

In the designing of quality products research comes first, and where evolution
becomes revolution - and technical instruments play an evermore important part
in the musical creation itself - Philips will continue to further the progress of

EVERY NEW DEVELOPMENT IN SOUND

- m

S ELECTRO-ACOUSTICAL & SOUND RECORDING EQUIPMENT :
Kid Baltan (!.)

Tom Disscovelt (r.)
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ELECTRONIC MUSIC

RECORDED IN PHILIPS’ PHYSICAL LABORATORIES

YEAR
1956
1957
1957

1958

1958

1958
1958

1958

1958
1958
1958
1959

1959
1959
1959
1959

1959

Henk Badings
Henk Badings

Kid Baltan

Henk Badings

Henk Badings

Henk Badings
Edgar Varese

Henk Badings

Tom Dissevelt I

Henk Badings

Tom Dissevelt Il

Henk Badings

Henk Badings
Henk Badings

Tom Dissevelt ]

Henk Badings

Henk Badings

COMPOSER TITLE TIME IN MIN.
Kain & Abel 17
Variations 10
Electroniques
Song of the 3
Second Moon
Sounds of Reality 90
Man & Machine 14
ot Eindhoven
Evolutionen 14
Poeme 8
Electronique
Dialogues for 20
Man & Machine

3
Genese 15

3
Andros 21
Salto Mortcle —
The Barrier =

3
Caopricio 8
Electronic A
Manifestation
of Sound

ART

Ballet-music

Film-music
Popular music

Radio-music
Theatre-music

Suite

Ballet-music

Organised Sound
with Images by
Le Corbusier

Concert-music

Popular music
Concert-music
Popular music
Ballet-music

Television-opera
Opera scene
Popular music

Violin solo &
el. accompaniment

Ballet-music

ELECTRO-ACOUSTICIAN

J. W. de Bruyn
J. W. de Bruyn
3. F. Raaymakers

Kid Baitan

B. F. Roaymakers

B. F. Raaymakers

B. F. Racymakers
W. Tak
J. W. de Bruyn

B. F. Roaymakers

Raaymakers
Raaymakers
Raaymakers
Raaymakers

L
M om.

@
.

. Roaymakers

. Roaaymakers
Raoymakers

® o |
o =13

B. F. Raaymakers

PREMIERE

Holland Festival '56

gramophone record)

Academy of Monumental
Arts, Amsterdam '58

Ballet Hannover '58

Ballet Hannover '58

Philips Pavilion,
Expo, Brussels, ‘58

Int. Days for
Experimental Music,
Expo, Brussels.

I1.D.fEM., Expo

at the request of
the Netherlands’
Government)

Bussum, Salzburg '59
Neth. Government)

Gravesano ‘59

Gravesano 59




Winterlicher Besuch in Gravesano
von

WILLI REICH

Wenige Monate nach der kiinstlerisch und menschlich so wiirdigen und
anregenden  Fiinf-Jahr-Feier des  EFlektroakustischen Experimentalstudios
— drer Tage vor Jahresschlufl — fiithrte mich mein Weg wieder nach
Gravesano. Auflerlich erschien alles verindert: An die hochsommerliche,
in tropischer Farbenglut erstrahlende Landschaft gemahnte nur noch die
kristallklare Sonne, die aber nur wenig Wirme spendete; der Schnee auf
den nahen Bergen setzte ganz neue Akzente, und der cisige Hauch, der
von ihnen ausging, hatte diec weite Bithnenfliche des Freilufttheaters, auf
der im  Sommer statt der Schauspicler die  elektroakustischen Apparate
agierten, mit ciner weilen, glitzernden Reifschicht iiberzogen.  Die drei
Studiordume, die cine neugicrige Menge im Sommer fast zu schr belebr
hatte, waren jetzt ganz verddet; nur ab und zu huschte Herr Walter
Ehrler, der eifrige und iiberaus sachkundige FFamulus Professor Scherchens
durch die beiden kleineren Laboratorien, setzte da und dort Bandapparate
in Bewegung und regulierte Umlaufgeschwindigkeiten, Klangstirken und
die iibrigen akustischen  Bedingungen fiir die Wiedergabe der neuesten
Aufnahmen, dic Maestro Scherchen mir, einem alten I'reunde und Bewun-
derer seiner musikalischen und organisatorischen Arbeit, als erstem vor-
fithren wollte.

Neben dem Maestro allein inmitten des grofien Studioraumes sitzend,
kam ich mir dhnlich vor, wie Kénig Ludwig II. von Bayern, dem Richard
Wagner cinst im leeren Opernhaus mehrere seiner Werke als cinzigem
Zuhorer darbot.

Is erschien mir ganz besonders sinnvoll, dafl die Vorfithrungen gerade
an jene Werke ankniipften, die im Sommer im Freilufttheater zu horen
uns cin plotzlich einsetzendes schweres Gewitter verhinderte. Schonbergs
Monodrama ,Lrwartung® sollte damals zu ciner Stercoaufnahme des Or-
chesterparts mit Helga Pilarczyk als Slebendiger® Solistin erklingen. Zu-
vor war nach intensivster Arbeit auf Grund der Beandbegleitung eine
sterecophonische Gesamtaufnahme des Werkes zustande gekommen, bei der
das ungemein schwierige Zusammenwirken der Solistin und des Orchesters
mit ciner vorher noch nie erreichten Priizision funktionierte und im Vokal
part c¢in Grad von sprachlicher Deutlichkeit und improvisatorischer Freiheit
erzielt wurde, der erst alle kiinstlerischen Feinheiten des Werkes voll zur
Geltung kommen lie und das Ganze zum erstenmal restlos fafllich machre.
Nach dem Gehorten erschien mir Scherchens Mitteilung, die Aufnabme sei,
nach der erwihnten griindlichen Vorbereitung, mit einmaligem, fast pausen-
losem Durchspiclen durchgefiihrt worden, geradezu mirchenhaft. — Ans
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Mirchenhafte — auch in geistiger Bezichung — grenzten auch die drei
Szenen aus ,Moses und Aron®, deren Aufnahme in dircktem Zusammen-
hang mit der Berliner Auffiihrung von Schonbergs Oper im Oktober 1959
stand. Auch hier erschienen mir die Rufe des Volkes (,Wo ist Moses?*),
der von mystischen Gesangslinien durchwobene Sprechchor als |, Stimme aus
dem Dornbusch® und die allem Riaumlichen entriickte Fkstase der als
Ritualopfer erwihlten vier Miadchen den Intentionen des Dichterkompo-
nisten in einer von keiner ,Life“-Wiedergabe erreichbaren Weise gerechr
zu werden.

Bei den dann folgenden Vorfiihrungen reiner Instrumentalwerke machte
das sich stets ereignende Unmittelbar-Angesprochen-werden  durch  die
Musik auf mich den stirksten Eindruck. Obwohl bei den kompatiblen,
abwechselnd sterecophon und monaural durchgefithrten Wiedergaben ab-
sichtlich ganz primitiv gebaute Lautsprecher verwendet wurden, kam es
immer zu einem geradezu ,dialektischen Musizieren, das die alten Defi-
nitionen vom ,, Wettstreit® (concertare) und dem ,Gesprach® der Instru-
mente beweiskriftig neu unterbaute und das die Klinge in subtilster Ab-
schattierung an das Gehor heranbrachte, ohne dafl dieses die geringste
Anstrengung zu machen brauchte. Fiir cinen Menschen wice ich, der aus
Berufsgriinden (als Musikkritiker) sich neben dem akustischen Toral-
eindruck immer auch um gewisse musikalische Einzelheiten der Wiedergabe
kiimmern muf}, war diese mihelose und absolut sichere Art der klanglichen
Wahrnechmung ein ganz besonderes, mich tief beriihrendes Erlebnis.

Daf} diese besondere Art der Wiedergabe nicht auf spezielle Stilbereiche
beschrinkt ist, zeigt die Aufzihlung der Werke, die ich an jenem denkwiir-
digen Nachmittage in Gravesano zu horen bekam und die alle in der eben
gekennzeichneten kiinstlerischen und technischen Vollendung erklangen. T
waren dies: die Beethoven-Variationen von Max Reger (mit dem im Kon-
zertsaal meist ganz unvollkommenen Gleichgewicht zwischen Streichern
und Blisern), Strawinskys dem Andenken Debussys gewidmetes sympho-
nisches Blaserstiick (eines der klanglich am schwersten zu realisierenden
Werke der gesamten Musikliteratur!), das mit bezaubernder Schlichtheit
und uniibertrefflicher Klarheit musizierte , Till-Eulenspiegel“~-Rondo von
Richard Strauf}, das viel zu wenig offentlich vorgefiihrte Adagio aus Bruck-
ners I1. Symphonie (mit hochst cigenartigen Bldsereffekten!), und schlief3-
lich der dritte Satz aus Béla Bartdks ,Musik fiir Saiteninstrumente, Schlas-
zeug und Celesta®, bei der insbesondere die aparten Klinge des Xylophons,
die Glissandos der Pedalpauken und die Celesta mit vorher noch nie ge-
horter Scharfe und Eindringlichkeit wahrgenommen werden konnten.

Nun noch zwei allgemeine Bemerkungen: Vor allem ein Hinweis auf
den duferst hohen Grad der Spiel- und Klangkultur, auf den das Orche-
ster der Nordwestdeutschen Philharmonie durch die Arbeit mit Scherchen
erhoben werden konnte. — Und dann — wohl am wichtigsten! — die,
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unabhingig von dem jeweiligen Platz im Saal, erzielte volle Plastik des
Raumklanges, die anscheinend zu ihrer Verwirklichung kaum mehr des
speziellen stercophonischen Aufnahme-Verfahrens bedarf, sondern sich un-
mittelbar aus der sublimen Art der lebendigen Klanggestaltung ergibt, dic
Scherchen auf der nunmehr erreichten Hohe seiner kiinstlerischen Meister-
schaft zu leisten vermag. — Dennoch zeigte mir unsere sich an die musika-
lischen Vorfithrungen anschliefende Unterredung, daf fiir Scherchens nim-
mermiide kiinstlerische Arbeit all das bisher Erreichte nur Etappen auf
einem Wege sind, der deutlich vor scinem geistigen Auge steht, und auf
dem wir weitere begliickende Verwirklichungen erwarten diirfen.

Wenn ich also Gravesano gegeniiber dem sommerlichen Teste duflerlich
so verdandert fand, in seiner inneren Struktur ist alles uvnerindert geblie-
ben. Und das verbiirgt die weitere lebendige, ganz dem Dienste an der
Kunst geweihte, selbstlose Arbeit Hermann Scherchens.
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A Winter Visit to Gravesano
by

WILLI REICH

Not many months had passed since the Electroacoustic Experimental
Studio’s Fifth Anniversary, the celebration of which had been so full of
human greatness and so stimulating to the artist, when, three days before
the year’s close, my footsteps led once more to Gravesano. On the surface,
everything seemed to have changed: the midsummer landscape, resplendent
in its tropical colours, was recalled only by the brilliant sun, now giving
but little warmth; the snow covering the neighbouring mountains placed
accents altogether new, while its icy breath had clothed the nakedness of
the open-air theatre’s stage, where, in the summer, amplifiers and loud-
speakers had been the actors, in a gown of hoar-frost, glittering in ity
whiteness. Deserted now the three studios which had been thronged almost
to excess; only now and then, Walter Ehrler, Professor Scherchen’s zealous
and expert assistant, could be seen scurrying alone through the two smaller
studios, starting machines here and there, regulating speeds, levels and the
rest of the acoustic requirements for playback of the newest recordings,
which Maestro Scherchen wanted me, an old friend and admirer of hi,
musical and administrative work, to be the first to hear.

Sitting alone with the Maestro in the middle of the big studio, 1 felt as
King Ludwig Il of Bavaria must have done when Richard Wagner had
presented several of his works to him as the sole audience in the huge
theatre.

What I especially appreciated was that the performances set out from
the very works which had been interrupted in the open-air theatre by a
sudden, heavy summer thunderstorm, when Helga Pilarczyk was to have
sung the live solo-part to a stercophonic orchestral recording of Schoen-
berg’s Monodrama “Lirwartung”. Previously, diligent work lmd resulted
in a stereophonic recording of the whole work, a recording in which the
unmmmonl) difficult part-playing and singing had rcuhud an unheard-
of precision, with a clarity of diction .md a freedom in improvisation
which alone allowed all the work’s artistic subtlety to unfold, making i
utterly intelligible for the first time. After what I had heard, Scherchen’s
comment that the work had, after the thorough prcpamtion already
mentioned, been recorded in one go with hardly an interruption, scemed
fabulous to me. Fabulous too, as regards spiritual content as well, were
the three scenes from “Moses and Aaron”, the recordings of which were
dircetly related to the Berlin performance of Schoenberg’s opera in October
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1959. Here again | had the feeling that the shouts of the people: “Where
is Moses?”, the “Voice from the burning bush”, spoken in a chorus
interlaced by mystic vocal lines, and the spaceless extasy of the four
maidens chosen as ritual offerings, did justice to the poet-composer’s
intentions to a degree unattainable in a live performance.

The most lasting impression made on me by the recordings of the purely
instrumental works which followed, was the ever-present feeling of being
directly addressed by the music. In spite of the fact that the most primitive
loudspeakers were intentionally used for the compatible, alternately sterco-
phonic and monaural reproduction, the result was always well-nigh
“dialectic” music-making, throwing new light on the old definitions of
the “contest” (concertare) and “conversation” of the instruments, and
offering the sounds in the most subtle shadings to the ecar without
constraining it to make the least effort. To a man like me, who must for
professional reasons of music criticism always bother about certain musical
details apart from the overall acoustic impression, this effortlessness and
absolute safety of musical perception was a very special and deeply
moving experience.

If any proof is required that this special way of reproduction is not
restricted to any particular regions of style, it is given by a list of the
works T was allowed to hear on this memorable afternoon in Gravesano,
all of them in the same artistic and technical perfection. They were: Max
Reger’s Variations on a Theme of Beethoven (in which, in a concert, the
strings and wind are nearly always most imperfectly balanced), Strawin-
sky's Symphonic Piece for Winds, dedicated to the memory of Debussy
(one of the entire literature’s most difficult works to interpret), the rondo
“Till Eulenspiegel” of Richard Strauss, in which music was made with
enchanting simplicity and unsurpassable clarity, the Adagio from Bruck-
ner’s much too rarely performed 2nd Symphony (most peculiar wind
effects here!), and finally the third movement of Barték’s Music for
Strings, Percussion and Celesta, where especially the unusual xylophone
sounds, the pedal timpani glissandi and the celesta impressed by their
previously unheard-of bite and precision.

Just two more general remarks: first, a reference to the exceedingly high
standard of playing to which Scherchen’s work has managed to raise the
Northwest  German Philharmonic  Orchestra; and, all-important, the
vividness, independent of the listener’s position, which was achieved in
the three-dimensional sound, apparently requiring hardly any longer a
special stercophonic  recording method, being the direct result of the
sublime art of living sound creation of which Scherchen has become
capable at the present height of his arvistic mastery. Even so, our discussion
following the musical performance showed all these achievements to be
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no more than a stage along a road showing clearly to Scherchen’s never-
tiring inner eye. We shall look forward expectantly to the happy realisation
of even higher ideals.

Did I say that, on the surface, everything had changed in Gravesano
since the summertime festival? In its inner structure it has remained the
same. Guarantee of this is Hermann Scherchen’s seltless, vital work, utterly
dedicated to the service of arr.
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DEUTSCHE GRAMMOPHON
APPOINTED WESTMINSTER
LICENSEE IN EUROPE

James Grayson, president of West-
minster Records, announces that
Deutsche Grammophon has
been appointed the Westminster
licensee for West Germany, Holland,
Switzerland, Spain and Portugal.
Deutsche Grammophon will issue
the Westminster catalog in these
countries under the label HELIO-
DOR-WESTMINSTER.

The HELIODOR-WESTMINSTER records will be on sale in all these

countries within the next few weeks.



Dr. Scherchen's Stereophoner is now available all over the world!

Symphony Amplifiers Limited of 16, Kings College Road, London, N. W. 3, Eng-
land are pleased tfo announce that under license from Dr. Scherchen they are
now in full production with the Stereophoner (Spectrophon) — the device which
gives stereophonic sound from any monophonic (monaural) source.

It is housed in an attractively styled metal box measuring 3}” by 317 by
34 with Balance Control on the front.

The price in the U.K. is £ 4.19.6 plus postage 2/6 d.

Overseas it is £ 5.10.0 or US Doll. 16.— (or equivalent) post paid. (Air Mail
extra if required).

Immediate despatch by parcel post anywhere in the world guaranteed!

Fully illustrated leaflet available on mentioning this magazine.

SYMPHONY AMPLIFIERS LIMITED, 16, KINGS COLLEGE ROAD, LONDON N. W. 3




