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“Phase 4 stereo” can only be described as a marvel of sound, a 

radically new and dramatically potent concept in the art of high fidelity 

reproduction. It is Decca’s trademark for the most advanced and 

flexible of all stereo recording techniques; it stands for motion and an 

uncanny sense of spatial realism unapproached by conventional disc 

standards; it is your assurance of unmatched quality control, rigorously 

applied from studio to finished disc, throughout every single step of 

the manufacturing process. Perhaps the most remarkable innovation 

of “phase 4” is the use of Decca’s custom built 20-channel console 

mixer. This complex and forbidding-looking machine permits sounds 

from no less than twenty separate sources to be combined and 

blended in precise perspective. Each instrument can be pinpointed to 

exact locations from extreme left to extreme right along the horizontal 

plane, or forward and back through an astonishingly large depth of 

field. This, of course, is only part of the “phase 4” story. The making of 

the master tape, then cutting of the master lacquer disc, production of 

the final copy for the consumer – all are done with custom equipment, 

under the constant supervision of both engineers and musicians. The 

statement that the 500,000th record produced is identical in sound 

performance with the very first copy pressed is no boast: it is part of 

the unique and proud credo of “phase 4 stereo”.

phase stereo
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subjected an unsuspecting victim to music which disconcertingly trotted 

around in circles, darted from side to side, and otherwise cavorted in highly 

unmusical fashion.

It was in 1962 that Decca Records broke the sonic barrier, as it were, and unveiled 

the marvel of “phase 4 stereo”. A radically new and dramatic concept in the 

art of high fidelity reproduction, it combined the most attractive features of 

all earlier stereo techniques, and added a good many others as well. It vividly 

expanded the scope and the spectrum of recorded sound; it permitted amazing 

flexibility in instrumental placement; it introduced striking ideas in orchestration, 

especially designed to take fullest advantage of the stereo medium. Perhaps the 

most remarkable innovation was Decca’s custom-built 10-channel console mixer, 

which permitted a sense of motion and an uncanny illusion of spatial realism 

unapproached by conventional disc methods.

And, of course, behind the sounds came the music – exciting music by 

such established artists as Edmundo Ros, Stanley Black and Ted Heath. 

Brilliant newcomers like Ronnie Aldrich joined the performing roster, and the 

revolutionary techniques of phase 4 were displayed in such dazzling musical 

showcases as the now-famous “Pass in Review” album. Not surprisingly, the 

impact of the initial twelve releases in the phase 4 series was tremendous. Ten of 

them immediately swirled up to the best-seller charts, and the critics seconded 

the public’s enthusiasm with phrases like “awesome sonic experience” and “most 

exciting sound ever.” “Comes close to black magic” raved a reviewer in “High 

When the stereo disc first appeared on the American scene in 1958, new vistas 

were opened for the recording industry. Using the enormously potent tool of 

directional sound, home recordings could at last approach concert hall realism. 

Listen to even the earliest Decca stereo recordings, and you are immediately 

struck by the startling advances over monophonic discs in terms of balance, 

inner definition of voices, spaciousness of sound and general faithfulness to 

the original performance. The lofty standards set by Decca in this first phase of 

stereo, enhanced still further over the years by various technical improvements, 

are essentially those which have continued to set the pace ever since.

The second phase of stereo was marked by a concerted effort to expand the 

purely technical horizons of home recordings. Audio engineers were spurred to 

dazzling new heights of inventive genius, with a result that Ping-Pong balls rattled 

from speaker to speaker, and listeners everywhere experienced the ineffable joys 

of freight trains roaring from the kitchen and out to the hall. Separation was King, 

and all the music merely puppets, dutifully dangling at his royal command.

As the public – perhaps suspecting with Shakespeare that “by my fidelity, this 

is not well” – grew tired of endless variations on this separation theme, the 

recording industry moved into its third phase of stereo development. Here the 

engineers were fascinated by moving sounds, by their ability to make voices or 

instruments, or even whole orchestral sections, wander magically across the line 

of sonic. At its best, this illusion of stage movement added dynamically to the 

effectiveness of opera and musical comedy recordings. At its worst, it merely 
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pomp and pageantry of “Trooping the Colour” at the Queen’s Birthday 

celebrations in London – these were some of the subjects spotlighted in 

stereo “spectaculars” that vividly lived up to their billing.

Then in 1964, the classics came to phase 4, and Decca inaugurated their phase 

4 stereo “Concert Series” with dazzling performances of Tchaikovsky’s “1812 

Overture” and Ferde Grofé’s “Grand Canyon Suite”. Once again, public and 

critics alike were lavish in their praise; once again phase 4 recordings brushed 

aside the competition to nestle comfortably atop the sales charts. Here, of 

course, there was absolutely no tampering with the original orchestrations, no 

addition of special effect or other gimmicks. Only the music came through, 

masterfully performed, and glowing as never before with the sumptuous colours 

and breath-taking spaciousness of phase 4 stereo.

This then is the musical story of phase 4, but there is more too, phase 4 

is your assurance of unmatched quality control, rigorously applied from 

studio to store throughout every single step of the manufacturing process. 

The audiophile is invited to revel in a few of the technical specifications 

of phase 4 stereo. They are vastly impressive, as are indeed all the other 

feats of engineering wizardry which lie behind the process. The layman, 

of course, need not concern himself with such extra-musical details – the 

proof of the phase 4 pudding, to mix a metaphor, is most assuredly in the 

listening. The glowing colours and expansive realism of these recordings 

are not elsewhere to be duplicated; they are unique to phase 4 stereo.

Fidelity Magazine” while Dorothy Kilgallen summed it up quite nicely 

when she wrote in her syndicated column: “phase 4 is the ultimate in  

stereo sound.”

Decca engineers enjoy laurels as much as anyone, but on principle they refuse 

to rest on them. Thus, even with the roars of acclaim ringing in their ears, they 

set to work to make this “ultimate in stereo sound” even more ultimate. The 

10-channel console mixer was redesigned into a 20-channel mixer, a complex 

and forbidding-looking machine which permits sounds from no less than twenty 

separate sources to be combined and blended in precise perspective. Each 

instrument or voice could now be pinpointed at exact locations from extreme 

left to extreme right along the horizontal plane, or forward and back through an 

astonishingly large depth of field. There were nine releases in this second group 

of phase 4 recordings, and the year’s wait was eminently worth it: most of them 

lost no time in joining their older brothers on the best-seller lists.

In 1963, Decca took another giant step forward with the first of the phase 

4 stereo spectaculars. In effect these were the same stunning discs, except 

more so. The scope was again enlarged, the programming became more 

ambitious, the orchestral and choral forces were greatly augmented, and the 

sense of spectacle was overwhelming. “Victory in Review,” with its cavalcade 

of patriotic themes passing in grand parade; “Film Spectacular,” with Stanley 

Black conducting an orchestra of 110 hand-picked players; “Kismet,” with a 

brilliant international cast and Mantovani’s famous Orchestra; the expansive 
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memories of phase stereo

Tim McDonald 
Recording producer, Phase 4
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The first thing most people ask on coming across the Phase 4 label is....

why ‘Phase 4’? In the very early days of the label, a so-called technical 

explanation appeared on many sleeve notes, ostensibly demonstrating 

how the recording technique developed through various ‘phases’, 

eventually reaching its final format with the fourth ‘phase’ – Phase 4. It 

sounded good but, in truth, it was little more than the outpourings of 

a somewhat overheated marketing imagination. The plain basic fact is 

that no-one seemed to know exactly how the name arose. It just had a 

good ring to it – it sounded ‘American’, which was only logical as the 

USA was, in fact, the birthplace of the label.

Phase 4 had started up in 1961 at the instigation of London Records, an 

American subsidiary of Decca, whose executives were disappointed at 

what they regarded as the British studios’ rather ‘tame’ deployment of 

the then fairly novel concept of stereophony. They wanted something 

which exploited the left-right potential much more dramatically and 

duly sent their own man over to the UK to fulfil this requirement. The 

individual in question was Tony D’Amato, a first-generation American 

(with an Italian background), absolutely bursting with ideas and hell-

bent on bringing them to fruition. His energy seemed boundless and he 

often had us working right through the night! As with so many creative 

people, not all of his concepts worked. But it all added up to a record 

label which simply couldn’t be ignored. There was no halfway house 

with Phase 4 – you either loved it or loathed it.
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Leopold Stokowski & Tony D'Amato

The basic philosophy of the label was simple. The record was a quite 

individual medium, with its own characteristics and potential. It wasn’t 

a concert hall, a recital hall or any other performance venue – it was 

a unique environment in which it was possible to create effects and 

sensations unobtainable in any other context. In which case, why not 

exploit those distinctive qualities and give the listener an experience 

he or she would be unable to obtain anywhere else? Why not take the 

microphones right into the heart of the performing arena, be it a solo 

artist or a full symphony orchestra, and thus achieve an immediacy of 

sound and an uncovering or separation of detail not always evident 

in a concert venue nor, indeed, in a studio with more conventional 

microphone dispositions?

To begin with, album concepts were specifically designed to 

take maximum advantage of the spacial opportunities offered by 

what quickly became known as ping-pong stereo. There was the 

splendid Pass in Review, a sonic recreation, directed by Robert 

Sharples, of a military parade traversing the two speakers to the 

accompaniment of assorted marches, anthems and well-known 

international melodies, along with a background buzz of an excited 

crowd. Then came a series of percussion-orientated releases, 

with the kitchen-sink department spread right across the stereo 

spectrum. The piano then became the focus of attention, leading, 

in due course, to the excellent series featuring Ronnie 
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Aldrich and his Two Pianos. Needless to say, Ronnie only ever had 

one piano in the studio; he simply multi-tracked, first with the pan 

spot to the left, then to the right!

In 1964 Phase 4 took its first steps into the classical arena. This was, 

and remained, a controversial move and created considerable tension 

between the label and the Decca establishment in London. Decca’s 

mainstream classical productions were held in almost religious esteem, 

rightly admired for their artistic and technical purity. The presence of 

what was seen as an American upstart, with its garish, technicolour 

perspectives, muscling in on the scene was keenly resented, not least 

by the stern, upper-crust English founder and chairman of Decca, Sir 

Edward Lewis. Apart from an undoubted personal dislike of the brash, 

‘vulgar’ New Yorker, Sir Edward was further infuriated when a number of 

D’Amato’s classical releases began to outsell the company’s own label! 

Phase 4 was able to benefit from what, to us today, seems to be the 

extraordinary fact that, amazing as it might appear, maestros of the 

podium such as Antal Doráti, Charles Munch, Anatole Fistoulari and 

Leopold Stokowski were being largely ignored in the 60s and 70s. All 

were approached by D’Amato and all agreed to record for his label. 

Other performers also expressed willingness to come aboard – and 

Phase 4 thus built up an impressive roster of classical artists.

Leopold Stokowski
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My own memories of Phase 4 are made up of both personal  

experience during my time with the label, from the 1972 through to 1978, 

and hours of anecdotes with Tony D’Amato over drinks in The Old Father 

Thames, a pub which stood right alongside the Decca HQ on London’s 

Albert Embankment. 

The first disc in this Phase 4 compilation features the Band of the 

Grenadier Guards conducted by their then Director of Music, Lt Col 

Rodney Bashford. The Grenadier Guards had been involved in the 

above-mentioned Pass in Review album, not least in helping to create 

the impression of tanks passing by. Tony’s request for an actual squadron 

of tanks to be made available was (hardly surprisingly) turned down. 

Instead, as he himself put it, “the Grenadier Guards managed to get 

every non-commissioned officer with an automobile to cross in front of 

our microphones in first gear. And then we slowed [the recording] down 

to half speed.” It may well be that the Sousa Marches recording was a 

way of saying thank you to the regiment.

Stanley Black was one of the Phase 4 stalwarts. A small, softly spoken 

man, he had a dapper appearance that often belied his huge talent 

as a pianist, arranger, composer and conductor.  Stanley  excelled 

in every field imaginable from Latin-American to theatre to film to 

classical. He was a thorough professional but could be a little hot-

tempered at times. I will never forget his indignant reaction during 

Tutti Camarata

the recording of his memorable album Spirit of a People, a tribute to 

his Jewish heritage. He had brought in the excellent Cantor Herstik 

from a local synagogue to sing Kol Nidrei. While I was writing up 

the credit details, I inadvertently asked the Cantor what his 

Christian name was. Stanley was furious, accusing me of 

insulting his friend . He most certainly was not offended 

and was still laughing as he left the studio, but it took 

Stanley quite a while to regain his equilibrium!

Salvatore Camarata, known to everyone as 

Tutti, came from a similar background to Tony 

D’Amato, both men belonging to Italian families 

who had emigrated to America. Tutti was the 

most affable individual you could wish to 

meet, as well as being a hugely accomplished 

musician and a very astute businessman – 

he was co-founder and musical director of 

Disneyland Records as well as a founder 

of London Records. He also ran his own 

prestigious recording studio, Sunset Sounds, 

on Sunset Boulevard in Hollywood. I remember 

how, on one occasion, around 1976 or 1977, he 

mentioned that The Beatles had been meeting 

in secret at his studio, ostensibly to discuss 



10

the possibility of another album. No recording ever emerged, as far 

as I know, and I’ve often wondered whether the Fab Four did indeed 

hold that get-together. 

The most intriguing release conducted by Antal Doráti in this package 

is CD 9 – Peter and the Wolf with The Young Person’s Guide to the 

Orchestra, featuring Sean Connery as narrator. Once again, the famous 

D’Amato chutzpah turned up trumps. He just bowled into the offices of 

the actor’s agent and said he wanted Connery, then at the height of his 

James Bond fame, to narrate - the Prokofiev in the manner of James 

Bond and the Britten as himself. As it happened Connery wanted to 

undertake this kind of work and agreed immediately. Sir Malcolm Sargent 

was originally intended to conduct the sessions and Tony headed off to 

Sir Malcolm’s apartments close to the Royal Albert Hall to discuss the 

arrangements. In true style, Tony had rewritten the narrative of Peter 

and the Wolf to bring it  into line with modern New Yorkese. Needless 

to say, this did not go down well with the  rather traditional English 

maestro. Things reached a head when they came to the line about “the 

dumb duck quacked”. How could a dumb duck make any sound, asked 

Sir Malcolm. Dictionaries were sent for to indicate that in contemporary 

parlance, ‘dumb’ could also mean stupid. Sir Malcolm was unconvinced 

and Tony left there and then and immediately got in touch with Antal 

Doráti, who agreed without hesitation to conduct both works! 

Connery only had four hours in which to record the narrative. The sessions 

took place at his suite in the London Hilton where they had to record 

against a background of cleaning, hoovering and general housekeeping 

noises. The engineer was also a little perturbed at Connery’s highly 

distinctive accent, not least that the composer on whose theme Britten 

had written his variations seemed to be a certain Henry “Poorshell”.  

But Tony was delighted that Connery was being himself/James Bond 

and kept the tape running and the result was one of Phase 4’s best-

selling classical releases.
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Another legendary name that appeared on the 

label was that of Anatole Fistoulari, usually 

known just as ‘Fisty’. By the time he came 

to Phase 4, he was well into his sixties. This 

amazing man, who had made his debut on 

the rostrum at the age of seven, conducting 

Tchaikovsky’s Pathétique Symphony, and 

who at one time had been married to Mahler’s 

daughter, Anna, was now a more or less totally 

forgotten figure. There was a curious sort of 

haunted aura about him, an impression enhanced 

by his quiet, subdued way of speaking. Here, you 

thought, was a spiritually elevated man, detached 

from earthly matters – until, that is, you realised that, 

prior to a recording or editing session, Fisty was usually 

to be found ensconced in a corner with one of the tape 

reclaimers, Charlie Glenister, going carefully through that 

day’s race card and picking out the likeliest runners with 

consummate skill. 

For the prominent violin solos in 

Fistoulari’s complete recording of 

Swan Lake, the services of no 

Anatole Fistoulari

less a figure than Ruggiero Ricci were obtained. It was quite a revelation to learn 

from the diminutive American virtuoso, celebrated for his flawless renditions 

of Paganini, Wieniawski and other composers of the most technically 

challenging works for the instrument, that he found the Swan Lake solos 

amongst the most difficult passages he had ever encountered!

And then there was Bernard Herrmann, another redoubtable figure 

closely associated with Phase 4. Benny, as he was known, was the original 

‘Mr Angry’, notorious for picking fights with anyone who crossed his path. 

I first encountered Benny at the end of a telephone line. The phone rang 

in the office late one afternoon. I answered it and was promptly asked 

by a gruff, rasping voice: “Who the hell are you?!” I explained and was 

promptly subjected to forty minutes of general griping. At the end of this 

tirade, there was a brief silence and then the voice said: “Who  did you 

say you were?” I repeated my original answer, and received the response: 

“Well, don’t take this phone call personally.” And that was the end of the 

conversation – or monologue, I should say! 

I quickly got used to Benny and realised that behind the somewhat off-

putting exterior was actually quite a decent man. His anger stemmed as 

much as anything from frustration. He was another great artist whom the 

world had decided to ignore and some of his belligerence arose from 
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seeing less talented individuals getting all the work that used to come 

his way. He didn’t exactly help himself with his physical appearance. 

Although only just into his sixties, he had the demeanour of a much 

older man, with a head of untidy grey hair, a huge stomach covered by 

an old cardigan spattered with the remains of that week’s meals, and 

stomping around with the help of an old gnarled walking stick. Add to all 

this that curious grating, rough-edged voice – well, you get the picture. 

But there’s no denying his stature as a composer, especially as a creator 

of film music. Just listen, for example, how Benny plumbs the orchestral 

depths in Journey to the Centre of the Earth, a sonority which gave the 

cutting engineers at Decca nightmares as they wondered how on earth 

their equipment was going to cope with such subterranean frequencies.

Another Phase 4 personality with a somewhat strange speaking manner 

was Leopold Stokowski. Supposedly born and brought up in London, he 

spoke with an extraordinary quasi-East European accent and eschewed 

any use of definite and indefinite articles! So, on passing the Houses of 

Parliament one day in a taxi, he pointed at Big Ben and asked his fellow 

passenger: “What is name of big clock?” No less eccentric were some of 

his musical decisions. When recording Beethoven’s Seventh Symphony, 

he took everyone aback by deciding to drastically shorten the wonderful 

third movement. In this imaginative presto, Beethoven runs through 

the scherzo-trio sections twice and then appears to be heading for a 

third shot at it. But then he veers away, seems almost to laugh at the 

listener as if to say “fooled you” and skips hastily to a conclusion. It’s a 

great example of Beethoven’s somewhat rough-hewn humour. But all 

of this appeared to be totally lost on Stokowski, and he simply hacked 

out the second run-through leaving a senseless mangled mess behind. 

Fortunately, the Seventh is not included in this compilation!

But you will hear the Ninth Symphony, rewritten in places where Stoki 

(as he was usually referred to out of earshot) deemed he could improve 

on Beethoven. Similarly, the Infernal Dance of King Kastchei in the 

Firebird Suite comes in for some ‘touching-up’, resulting, so it is said, in 

a furious row with Stravinsky!

However, for the most part, what we have are some astonishingly 

intense performances, directed by a man who seemed to have an 

almost supernatural control over orchestras. In many ways, Stoki was 

the perfect Phase 4 artist as he too enjoyed powerful, brightly-lit, 

grab-your-attention interpretations which you either took to or you 

didn’t. He could draw a sound from an orchestra that was positively 

overwhelming. This was hardly surprising when you saw the make-up 

of a Stokowski ensemble. He would pile up the double basses, on one 

occasion demanding twelve of the grumbling beasts. But what a sonic 

foundation those dozen stringed instruments provided – serving as a 

rock-solid base on which Stoki would build his fabulous sound.
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When it was mooted in the late Seventies that some of his recordings 

should be remixed and issued in quadraphonic, he had no objection to 

the proposed title of the package – “Leopold Stokowski: The Quadfather.” 

Happily, this planned release never materialised.

Not all the names on the Phase 4 roster were big established artists. The 

label took on newcomers as well, such as the Israeli pianist Ilana Vered. 

Ilana arrived on the scene looking as though she should be gracing the 

front cover of a leading fashion magazine rather than perching in front 

of a Steinway. Incredibly glamorous, she also possessed the smallest 

hands I have ever seen on a concert pianist. But what a phenomenal 

technique she had at her command. Yes – she could draw sounds of 

the most poetic expressiveness from the instrument but she could 

also release a veritable avalanche of sound, making the most of the 

biggest Romantic concertos in the repertoire. Her Royal Festival Hall 

performance of Tchaikovsky’s First Piano Concerto brought forth the 

incredble observation from the Daily Telegraph: 

“Not since Horowitz have I witnessed that combination of iceberg and 

volcano, that relentless single-mindedness in applying a high pressure 

jet at all points of the pianistic and interpretive spectrum.”

And all of this with hands that could barely span an octave!!

Ilana Vered
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It was my idea, I have to admit, to record the magnificently corny 

Yellow River Concerto, a curious creation, reportedly put together by 

a committee in China, of what seemed to be an eccentric distillation 

of oriental folk tunes, watered-down Rachmaninov, Liberace and 

Hollywood B-movie scores. But having said all that, it was undeniably 

entertaining. A copy of the score was found in London’s Chinese quarter 

in Gerrard Street, parts were made up, a first-class session orchestra 

was brought in (the National Philharmonic) and no less a figure than 

Elgar Howarth agreed to conduct. Having recorded it, there was nothing 

obvious to put on the other side of the album – except an earlier session 

of Ilana playing the Mozart C major Concerto, K467. And thus was issued 

what must stand as one of the strangest couplings of all time. 

The explosion of critical opprobrium which greeted the record’s release 

in the UK was mighty indeed – reviewers dug deep into their arsenal of 

invective in order to express their outrage. Tremors were felt emerging 

from Sir Edward Lewis’ office at Decca headquarters, and the factory 

was instructed to restrict the number of pressings as it was felt that 

demand for such an offensive offering would be minuscule. The one 

sector that seemed not to share these negative sentiments was the 

record-buying public itself. During the first week of the Yellow River 

Concerto's life, the Phase 4 office was inundated with calls from retailers 

pleading for extra copies such was the huge number of folk wanting to 

purchase this supposed abomination!! 

Stories about Phase 4 would fill a book. To outsiders, it probably seemed 

that the label consisted of a veritable army of creative personnel 

but, in fact, it remained to the end no more than a small collection of 

individuals working crazy hours! There were, essentially, just two sound 

balancers, both called Arthur – Lilley and Bannister – but fortunately, 

for clarity’s sake, Arthur Bannister was always known as Butch. They 

were completely different in every respect (apart from a shared ability 

to produce masterly recordings); Arthur Lilley was a quiet, self-effacing 

little man who seemed to spend the whole day with a gentle smile on 

his face and whose recordings gave the impression of being bathed 

in a warm glow. Butch, always impeccably dressed, was a much more 

forcible character, occasionally inclined to fly off the handle if he 

disagreed with something (or someone). His sound-world had a much 

harder-edged quality and a touch more immediacy than Arthur Lilley’s. 

On the production side, in addition to Tony D’Amato and myself, there 

was the inimitable Raymond Few, a larger-than-life avuncular character 

with more than a passing physical resemblance to the actor Charles 

Laughton. He had a splendidly theatrical way of talking which often 

involved much waving of the arms (like a demented windmill, as I once 

heard one of his fellow Savage Club members describe him). And finally, 

mention must be made of the effervescent Joyce Bright, Tony’s loyal  

office boss, always bubbling and a great believer in living life to the full.
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This, then, was the world of Phase 4 which shone brightly for 

approaching twenty years before politics, personalities, tastes and 

sundry other human foibles led to it being – dare we say – phased out!! 

In truth, there probably wasn’t much immediate public lamentation 

at the label’s passing, but it was by no means forgotten and was 

occasionally referred to in magazine nostalgia columns in tones of a by 

no means unaffectionate nature. And then, as the years rolled by, a new, 

wider interest in Phase 4 began to manifest itself. There were reports 

of records exchanging hands at ‘collectors’ prices.’ A separate market 

arose for Phase 4 sleeves, with their idiosyncratic artwork. And finally – 

inevitably, I suppose – reissues began to appear in the shops! 

And now, with this bumper 41 CD package, Phase 4 Stereo Concert 

series re-emerges in all its acoustic glory. There are plans I hear for a 

second volume devoted to the easy listening catalogue. Long-term 

aficionados will be able to renew pleasurable acquaintances but, just 

as importantly, hopefully, a completely new generation will be able to 

discover exactly what it was that caused such a stir back in the 60s 

and 70s. As was stated at the outset, you will either love it or loathe it. 

But, either way, prepare for a very individual, distinctive and absorbing 

listening experience. Welcome to the World of Phase 4.
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PHASE 4 STEREO + I.M. 20 CR. (“INDIVIDUALLY MONITORED 20 

CHANNEL RECORDING") IS THE MOST ADVANCED AND FLEXIBLE OF 

ALL STEREO RECORDING TECHNIQUES. THE NEW AND SPECIALLY 

BUILT DECCA 20 CHANNEL CONSOLE MIXER, BECAUSE OF ITS 

UNIQUE AND REVOLUTIONARY DESIGN, CAN TAKE THE SOUND 

FROM ANY INSTRUMENT OR GROUP OF INSTRUMENTS AND CAUSE 

IT TO BE HEARD AT ANY POINT FROM EXTREME LEFT ALONG THE 

HORIZONTAL PLANE TO EXTREME RIGHT. IN ADDITION, THE SIGNAL 

CAN BE PLACED FORWARD OR BACK IN PERSPECTIVE. 20 SEPARATE 

CHANNELS (RECORDED INDEPENDENTLY AND ISOLATED) CAN BE 

PLACED ON THE 4 TRACK MASTER TAPE WHEREVER THE RECORDING 

DIRECTOR, COMPOSER OR ARRANGER HAVE PLANNED THEM TO BE. 

THIS MEANS THAT THE POSITIONS OF ANY NUMBER OF MUSICAL 

INSTRUMENTS, VOICES, SOUND EFFECTS, OR REMOTE SIGNALS CAN 

BE FIXED SIMULTANEOUSLY IN SPACE WITH GREATER PRECISION, 

DEFINITION AND PRESENCE THAN BEFORE. IT BECOMES POSSIBLE 

TO ACHIEVE COMPLETE SEPARATION OF SOLOIST AGAINST 

ORCHESTRA, OR CHOIR AGAINST ORCHESTRA. PHASE 4 STEREO + 

I.M. 20 CR. IS THE ULTIMATE IN SOPHISTICATED TECHNOLOGY.
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THIS PHASE 4 RECORD IS A HIGH PRECISION PRODUCT REFLECTING 

THE UTMOST CARE IN MANUFACTURE FROM RECORDING IN THE 

STUDIO TO THE FINISHED DISC. THE MICROPHONES USED IN PHASE 

4 RECORDING INCLUDE THE FOLLOWING:

NEUMANN M-50, NEUMANN M-49, NEUMANN KM-56, NEUMANN KM-

53, TELEFUNKEN 251, AKGC-12, DECCA DESIGNED AND BUILT FR-1A, 

DECCA DESIGNED AND BUILT FR-1B.

The signals from the microphones are fed into a 4-track, 20-channel 

console mixer (built by Decca). Each channel has its own preamplifier 

with built-in equalization and echo facilities (switchable to electronic 

reverberation or chamber reverberation). Each channel is switchable 

to any track. Each track is individually monitored and metered and 

is capable of being “limited” individually. The mixer console utilizes a 

Decca built limiter and Cinema equalizers on each channel which can 

vary any part of the frequency spectrum by ± 8DB.

The mixer console mixes and controls signals to an Ampex 4-track tape 

recorder. The transfer mixer, used in re-balancing the original 4-track 

to standard 2-track tape (specially built by Decca) has facilities for 

instantaneous switching of any of the 4 tracks to any of the 2 tracks 

of the EMI TR-90 recorder. The master disc is cut from the original 2 

-track master tape (under the supervision of both engineer and musical 

staff) utilizing a Teldec cutting head with Decca built amplifiers feeding 

the cutter which is mounted on a Neumann lathe equipped with fully 

automatic variable pitch and electronic depth control systems.

Preparatory to electroplating, the master disc is thoroughly cleansed 

with utmost care to insure that the silvered master is a perfect facsimile 
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of the original master. In each stage from master to mother to stamper, 

the stripping of metal parts is performed under rigorously controlled 

conditions to make certain that the delicately recorded wave forms of 

the recorded groove retain their original characteristics, thus eliminating 

the introduction of distortion. The strictest quality control is employed 

at every stage of processing to such an extent that the 500,000th 

record produced is identical in sound performance with the very first 

copy pressed! Not only the specially trained personnel who are expertly 

adept in visual and microscopic inspectaion, but also the studio engineer 

and musical staff employ their authority as guarantors of a recorded 

musical performance, etched in the grooves of the finest quality virgin 

vinyl pressing, comparable in minutest detail to the arranger’s original 

Phase 4 musical concept.

From the 4-track master tape to your 2 loudspeakers is a complex 

process. This graphic illustration reduces to its simplest elements the 

capturing of 4 separate tracks of sound on tape and how they are 

ultimately funnelled through your 2 speakers. Note that tracks 1 & 3 

of the original 4-track master tape are rebalanced to provide track 1 

(left) of the 2-track master tape; tracks 2 & 4 of the 4-track master tape 

provide track 2 (right) of the 2-track master tape.
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