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More than anything else, the Allman
Brothers Band are musicians.
Accomplished, sophisticated
musicians whose blues -rooted
improvisations have carried them to
the top of their field.

Musicians, not rock stars. Their
success doesn't depend on sequins
or serpents. or make-up, or put-on
showmanship. Instead, they innovate.
And they stake their fame on their
music.

R-700

Series R
Series R speakers are designed for
the individual who demands the finest
in styling, design and sound. Styling
and design as contemporary as the
state of the art. And sound as
contemporary as a live performance.

Series R speakers bring new life
to live performances. And truly live
performances to your listening room.
Their high efficiency, extreme
accuracy and zero coloration have
been equally praised by artists,
engineers, critics and musicians.

All of the Series R speakers -
R700, R500 and R300 - deliver the
true vibrancy of a live performance.
In an untouched, uncolored and
unusually natural way.

Project Series
Project Series speakers are designed
to deliver maximum performance per
dollar in a contemporary bookshelf
design. Smallest of the three, the
Project 60 is an extremely efficient
speaker system that delivers a
surprisingly high sound level from
moderately powered receivers and
amplifiers. It is perfect for smaller
hi-fi systems. And equally well suited
for 4 -channel systems - since many
of the new 4 -channel receivers and
amplifiers have less power per
channel than their stereo counterparts.

Project 80 and 100 speaker
systems use their air suspension
design to deliver a beautiful natural

As musicians, the Allman
Brothers Band prefer the sound of
Pioneer speakers. They prefer
Pioneer speakers because of their
clarity and overall sound qua ity. They
prefer Pioneer speakers because they
reproduce the sound of an or ginal
performance without adding
coloration, hyped -up bass or artificial
brilliance. They prefer Pioneer
speakers because exactly wt -at goes
in is exactly what comes out.

With Pioneer speakers, the
Allman Brothers sound right to the
Allman Brothers. It's that simple.

Pioneer makes a variety of
speakers to match any hi-fi system.
Speakers that are consistent in their
clarity, sound quality and ability to
exactly reproduce the sound of an
original performance. Speakers that
vary because people vary, hi-fi
systems vary, room acoustics vary,
budgets vary and tastes vary.

CS- 99A PROJECT 100

sound. Their superb bass response can There are 12 different speakers
effortlessly reproduce the lowest of in the Pioneer line. There are six
lows with minimal distortion and different musicians in the Allman
uncanny accuracy. Their dome Brothers Band. Different people have
tweeters provide exceptionally wide different needs and different tastes.
dispersion and highs of unsurpassed Even the Allman Brothers. But they
clarity. agree that Pioneer speakers deliver

the best sound available.
CS Series
There is a myth about speakers that
handsome cabinets hide inferior
sound. Fortunately, it need rot be the
case.

If you seriously demand the
acoustic quality of custom cabinetry
along with powerfully smooth sound,
the CS series speakers will be your
first choice. Their sound is precise
and natural. And their craftsmanship
is a reflection of an almost bygone era.

The air suspension design of the
CS series speakers
help to provide
the quality of sound
that is the
hallmark of Pioneer
engineering excel-
lence. From the
compact 2 -way 2 -
speaker CS -44 to the
4 -way 6 -speaker
CS-63DX, Pioneer
CS series speakers
offer a combination of
superb sound repro-
duction and custom -
crafted cabinetry.

Model

R-700

R-500

R-300

PROJ. 100

PROJ. 80

PROJ. 60

CS-63DX

CS -99A

CS -A700

CS -A500

CS -66

CS -44

Pioneer speakers are part of a
complete line of Pioneer audio
components - components preferred
by the Allman Brothers Band. A fact
you might consider when you make
your own selection.

U. S. Pioneer Electronics Corp.
75 Oxford Drive, Moonachie,
New Jersey 07074.
West: 13300 S. Estrella, Los Angeles,
Cal. 90248 / Midwest: 1500
Greenleaf, Elk Grove Village, III.
60007 / Canada: S. H. Parker Co.

Type

12" 3 -way

10" 3 -way

10" 2 -way

10" 2 -way

10" 2 -way

8" 2 -way

15" 4 -way

15" 5 -way

12" 3 -way

10" 3 -way

10" 3 -way

8" 2 -way

CD PIONEER®

Maximum
Input Power

Size
(HxWx13) Price

75 watts 26"x 15"x 14" $229.95*

60 watts 24"x14"x12" 159.95*

40 watts 23"x13"x11" 119.95*

35 watts 23"x13"x101/2" 129.95

30 watts 203/4 "x113/4 "x11" 99.95

20 watts 18 1/2 "x105/8 "x81/2" 79.95

80 watts 28"x19"x13" 269.95

100 watts 25"x16"x11" 229.95

60 watts 26"x15"x12" 189.95

50 watts 22"x13"x12" 149.95

40 watts 22"x12"x12" 119.95

25 watts 19"x11"x9" 74.95

'Fair Trade resale price where applicable.

when you want something better



Is it live
or is it
Memorex?

Memorex sings.

If anybody knows what Ella Fitzgerald
sounds like, it's her old friend Count Basie.

So we set up a test. First, we put Ella in a
soundproof booth and recorded her singing
on Memorex with MRX2 Oxide. Then we
invited the Count into the studio.

He listened, but didn't look, as we
alternated between
Ella singing live and
Ella recorded on
Memorex with MRX2
Oxide.

After switching back and forth a number of
times, we asked the Count which was Ella
live and which was Ella on Memorex.

His answer: "You gotta be kidding, I can't
tell."

Now it just stands to reason that if an expert
like Count Basie can't tell the difference
between "live" and Memorex, you
probably can't either.

But, why not buy
a Memorex MRX2
Oxide Cassette and
listen for yourself?

MEMOREX Recording Tape.
©1974, Memorex Corporation, Santa Clara, California 95052

CIRCLE NO. 29 CN READER SERVICE CARD
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No sales talk.
Just numbers.

Three new moderately priced bookshelf speakers for the audiophile:
The Fisher Studio -Standard 400 series.

Specifications :1`

ST -465 ST -445 ST -425

Price: 5169.95 599.95 579.95
Effective frequency response, on axis.

(Pink -noise source, octave hands.): 40-20,000 Hz 50-20,000 Hz 55-20,0(X) Hz
Impedance, nominal: 6-8 ohms 6-8 ohms 6-8 ohms

Continuous power -handling capacity.
2 -second duration : 100 Watts 90 Watts 80 Watts

60 -second duration: 50 Watts 45 Watts 40 Watts
Long-term duration: 25 Watts 22 Watts 20 Watts

Minimum continuous power, amplifier
requirement: 25 Watts 15-20 Watts 15-20 Watts

at 8 ohms at 8 ohms at 8 ohms
Total number of drivers: 3 3 2

Woofer cone diameter: 12" 10" 10"
Voice-coildiameter: 2" 11 " 11 "

Magnet structure: 5 lbs. 4 lbs. .2% lbs.
Midrange speaker type: flare dome cone -

Diameter: !IV 41V -
Voice -coil diameter: lIV 34', -

Magnet structure: 2i/. lbs. 1I, lbs. -
Tweeter type: dome dome dome

Dome or cone diameter: 1" 1" 1"
Voice -coil diameter: 1" 1" 1"
Crossover frequencies: 450, 5,0(X) Hz 650, 5,500 Hz 2.5(x) Hz

Controls: 2 1 1

Midrange: 3 pos. - -
Treble: 3 pos. 3 pos. 3 pos.
Weight: 39 lbs. 30 lbs. 25 lbs.

Dimensions: 24V x 141x" 2312" x 13" 2212" x 1214"
x 111%x" deep x 11" deep x 10" deep

Cabinet finish: 'Walnut Walnut Vinyl NValnut Vinyl

The Fisher
Numbers speak louder than words.

Studio -Standard speakers are
available only at Fisher Studio -Standard dealers.
Fair trade prices where applicable.
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EDITORIALLY
SPEA
By WILLIAVIAE90\

DECEPTIVE PACKAGING
IT

is with no thought of adding to your troubles in these parlous times but of enlist -
ing you in the ranks of a vigilant minority that I call your attention to a kind of

pollution that is likely to cause all of us, in time, infinitely more trouble than might,
say, the whole of Texas covered a six-pack deep in non -biodegradable beer cans. One
tends always to speak of one's own first concerns as if they were of equal moment to
the entire world, but language pollution is unquestionably everybody's business, not
just those of us who work under that infinitely various umbrella called "communica-
tions." Indeed, far too many in the communications business-those who write for
newspapers, magazines, books, radio, TV, and including especially those libertine
litterateurs whose pleasure it is to spread bad grammar over the nation's billboards-
are not language's defenders but its betrayers, and their lazy ignorance (or energetic
connivance) has worked to poison the streams of intellectual commerce, to trash the
ecology of our minds with solecisms, malapropisms, and various syntactical sins.

Words have certainly been abused, misused, and suffered changes of meaning in
years past, but, owing to the disseminating marvels of today's mass communications
media, the destruction of perfectly good words is outrunning our ability to
them, to find others of equal effectiveness to serve a still desperate need to communi-
cate with each other. It is no help to this need to find so many useful words, once
bright with glorious precision, turned literally (and often deliberately) into tarnished
idols of the market place, blunt instruments of the status vocabulary. Thus it is
already probably too late, for quick example, to rescue the vanished meanings of
such recent victims of devaluating fashion as charisma, compassion, and empathy.
And it is most certainly too late to keep Johnny Carson from teaching millions to say
nauseous when they undoubtedly mean nauseated, or to keep practically everybody
else from dropping a leaden hopefully into sentences already foundering with the
ballast of too many "y'knows." Moreover, the world being what it is, even the New
Illiteracy has its cohorts, brazen yahoos who are poised to attack, in the name of a
misguided linguistic democracy, the fearful power of any sesquipedalian magus they
feel threatened by, chanting the while their belligerent Humpty Dumpty credo:
"When / use a word, it means just what I choose it to mean-neither more nor less."

It is not this, however, that most oppresses my soul, but the institutionalization of
these tendencies in college -level hoaxes that call themselves "Studies in Rock Poetry"
and the like. What disturbs me about these warts on the academic nose is not so much
that they represent an unwholesome expansion of that area of "advanced education"
already swollen with courses in Baton Twirling, Surfing, and Beginning Macrame,
or even that they are undoubtedly appeasement tokens being paid out by tired and
defeated faculties. What puts my back up is the impertinent appropriation of the
good word poetry to lend a false dignity, a coloring of intellectual seriousness, to an
activity that is at best an uncritical celebration of mediocrity, a pandering to unde-
veloped tastes unchallenged by any standards. I hasten to add that the blame for this
attaches not to the students nor even to the subject matter, but to those apostates who
give these indulgences catalog room and grant them degree credit.

If we can agree, for purposes of understanding each other, that poet and poetry
mean Shakespeare and his Sonnets, Hopkins and his Pied Beauty, Eliot and The Four
Quartets, then there are no rock "poets," no rock "poetry." What we have are rock
lyricists and lyrics, neither of which will merit our respect and admiration until they
have stood up to be measured against the great examples of the past (and, perhaps,
a few of the present), starting with, say, Sir William Schwenck Gilbert. But they
probably won't, so let us prepare for the alternative: a freshly graduated student
turning around and suing his Alma Mater for deceptive packaging, for failing to
provide the education her prospectus promised. Are you ready, Ralph Nader?
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Noll BIC VENTURrputs to rest
some of the fables, fairytales, folklore,

hearsay and humbug
aim nit speakers.

Fable
Extended bass with low distortion
requires a big cabinet.

Some conventional designs are rela-
tively efficient, but are large. Others are
small, capable of good bass response, but
extremely inefficient. The principle of
the BIC VENTURI systems (pat. pend.)
transforms air motion velocity within
the enclosure to realize
amplified magnitudes 7
of bass energy at the i(

BIC VENTURI coupled
duct as much as 140
times that normally 11n11111111111MERS

derived from a woofer
(Fig. A). And the filtering action achieves
phenomenally pure signal (Scope photos
B & C). Result: pure extended bass from
a small enclosure.

B-Shows output.of low frequency driver when driven at a freq.
of 22 Hz. Sound pressure reading, 90 dB. Note poor waveform.
C-Output of venturi coupled duct, (under the same conditions
as Fig B.) Sound pressure reading 111.5 dB, (140 times more
output than Fig. B.) Note sinusoidal Inondistorted) appearance.

Fairytale
It's okay for midrange speakers to cross
over to a tweeter at any frequency.

Midrange speakers cover from about
800 Hz to 6000 Hz. However, the BICONEX'horn

ear is most sensitive to midrange
frequencies. Distortion created
in this range from crossover
network action reduces articu-
lation and musical definition.
BIC VENTURI BICONEX horn (pat.pend.)
was designed to match the high efficiency
of the bass section and operates smoothly
all the way up to 15,000 Hz, without
interruption. A newly designed super
tweeter extends response to 23,000 Hz,
preserving the original sonic balance and
musical timbre of the instruments
originating in the lower frequencies.

Folklore
Wide dispersion only in one plane is
sufficient.

Conventional horns suffer from musi-
cal coloration and are limited to wide-

angle dispersion in one plane.
Since speakers can be positioned
horizontally or vertically, you
can miss those frequencies so
necessary for musical accuracy.
Metallic coloration is eliminated
in the BICONEX horn by making
it of a special inert substance.
The combination of conical and
exponential horn flares with a
square diffraction mouth results
in measurably wider dispersion, equally
in all planes.

Hearsay
A speaker can't achieve high efficiency
with high power handling in a small
cabinet.

It can't,if its design is governed by such
limiting factors as a soft -suspension,
limited cone excursion capability, trap-
ped air masses, etc. Freed from these
limitations by the unique venturi action,
BIC VENTURI speakers use rugged drivers
capable of great excursion and equipped
with voice coil assemblies that handle
high power without "bottoming"or danger
of destruction. The combination of in-
creased efficiency and high power handl-
ing expands the useful dynamic range
of your music system. Loud musical pas-
sages are reproduced faithfully, without
strain; quieter moments, effortlessly.

I Itinibtig
You can't retain balanced tonal response
at all listening levels.

We hear far less of the bass and treble
ranges at moderate to low listening levels
than at very loud levels. Amplifier "loud-
ness" or "contour" switches are fixed rate
devices which in practice are defeated by
the differences in speaker efficiency. The
solution: Dynamic Tonal Compensa-
tion"" This circuit (patents pending)
adjusts speaker response as its sound
pressure output changes with amplifier
volume control settings. You hear
aurally "flat" musical reproduction at
background, average, or ear -shattering
discoteque levels-automatically.

A systerp for every
requirement

FORMULA 2. The most sensitive,
highest power handling speaker system
of its size (193/1 x12x111/2):' Heavy duty 8"
woofer, BICONEX mid range, super
tweeter. Use with amplifiers rated from
15 watts to as much as 75 watts RMS
per channel. Response: 30 Hz to 23,000
Hz. Dispersion: 120°x120°. $98 each

FORMULA 4. Extends pure bass to
25 Hz. Has 10" woofer, BICONEX mid-
range, super tweeter. Even greater effi-
ciency and will handle amplifiers rated
up to 100 watts. Dispersion: 120°x120°.
Size:25x131/4 x13!' $136 each.

FORMULA 6. Reaches very limits of
bass and treble perception (20 to
23,000 Hz). Six elements: 12" woofer
complemented by 5" cone for upper
bass/lower midrange; pair of BICONEX
horns and pair of super tweeter
angularly positioned to increase high
frequency dispersion (160°x160°).
Size: 261/4 x154/4x143A:' $239 each.

Sturdily constructed enclosures.
Removable grilles in choice of 6 colors.
Optional bases for floor standing place-
ment. Write for brochure SR -3

Audition today's most advanced
speakers at your BIC VENTURI dealer.

BRITISH INDUSTRIES Co., Inc.
Westbury, New York 11590.
A division of Avnet, Inc.,
Canada: C.W. Pointon On

BIC VENTURI
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LETTERS TO
Don't Shoot the Player Piano
 Irving Kolodin's low opinion of reproduc-
ing player pianos, as revealed in his "Choos-
ing Sides" column on Gershwin (January),
puzzled me. So I put Gershwin's piano -roll
recording of Rhapsody in Blue on my Duo -
Art Steinway to see if it was indeed the "awk-
ward, angular, unvital travesty" he said it is.
Not at all. In fact, it proceeded to "delight the
senses anew with body, bouquet, and bite,"
which left me all the more puzzled. Now, I
have a very high regard for Mr. Kolodin. I cut
my musical teeth on his New Guide to Re-
corded Music back in 1947 (I still have and
treasure the book). So I am left with two pos-
sible explanations: (1) I can't recognize an
unvital travesty when I hear it, or (2) Mr.
Kolodin has never heard a reproducing player
piano that was properly tuned, regulated, and
adjusted.

Naturally, I hope it is the latter. It would
not surprise me, because the reproducing
piano was one of the most complex and tem-
peramental machines ever made. It is possible
that the Kolodin Ampico, weary of being fed
Duo -Art fodder, gave up trying to digest even
the Ampico rolls that had been made for it.
But the point is, they can be adjusted to pro-
duce exquisite musical results. I believe mine
is so adjusted, and if Mr. Kolodin feels it
would serve any useful purpose, I would be
honored if he would come and hear it the next
time he is in Chicago. Perhaps then we could
settle whether explanation number one or two
is correct.

Meanwhile, I am not about to throw out my
disc recordings, but then when the gentle
ghost of the divine Wanda, for example, seats
herself at my piano - slippers, robe, and all-
and begins to spin out the exquisite tracery of
a Mozart sonata just for me, I am not about to
throw out my piano rolls either!

ROGER TORKELSON
Chicago, Ill.

Vinyl Analysis
 James Goodfriend's "Going on Record"
in the January issue seems to accept the
senseless popular notion that anything other
than combustion of petroleum products is a
relatively frivolous use, to be particularly cur-
tailed by the present shortage. The curtail-
ment, however, should be confined to com-
bustion and should be drastic enough to per-
mit extension of other oil uses which now

THE EDITOR
consume a scarcely significant part of the
whole. Long before the immediate, politically
caused deficiencies, it was pointed out by sci-
entists that our oil would in time run out and
that (even by crass commercial measure-
ments) the value of a barrel of it in terms of its
potential derivatives-plastics, antibiotics,
and petrochemicals in general-is so many
thousand times greater than its value as fuel
that it is stupid to burn it up for purposes
better served by bicycles and feet. Mr. Good -
friend's "the less oil, the less vinyl" would be
replaced, rationally, by "the less oil for burn-
ing, the more for making things."

The solution to the polyvinyl chloride
shortage and to the pollution crisis as well is
to begin at once a rapid phasing out of all
gadgets such as automobiles which burn frac-
tions of petroleum (or of any fossil fuel, for
that matter). And I propose that, as each ja-
lopy is forcibly retired, its former owner
would be compensated, at government ex-
pense, with its monetary equivalent in PVC
pressed with Bach and Mozart. (The revenue
should come from revoking the oil depletion
allowance.) Suddenly enriched by several
hundred hours of infinitely repeatable music.
these people could then stay at home without
fretting for the road. They could listen, groove
know joy-in short, be men and women.

HARLAN SPORE
Pine Bluff, Ark.

 As a music lover I am much concerned
with the dwindling supply of vinyl owing to
the current petroleum shortage. I suggest that
the industry set up procedures to collect discs
people don't want any more-there must be
millions just lying around in homes over the
country.

S. PHELPS
Columbia, N.J.

M.O.R., Please
 William Anderson's column "Less Means
M.O.R." (January) is the most intelligent, log-
ical, informative summary of the recording
industry I have ever read. Watching any in-
dustry go down the drain is an agonizing expe-
rience, but with one concerned with suppos-
edly artistic, intelligent people it is even more
difficult to comprehend. If "the amateur hour
is over," may we assume this includes record-
ing company executives as well as their stars?

Mr. Anderson's last sentence about the

"classical reservoir" was a gem. Having spent
thirty-five years exploring the endless caverns
of the classics, I welcome the move to the
M.O.R. The tried-and-true repertoire is the
most likely to attract converts to the classics,
not experimental work such as that of Cage.
Classical music needs a broader base, so
maybe M.O.R. has a silver lining beyond rec-
ord -company profits.

ROBERT M. STRIPPY
Jacksonville, Fla.

More !vie Anderson
 In reference to Chris Albertson's fine re-
view of the superb Ivie Anderson and Duke
Ellington set on Columbia (January), I may
add that those interested in Ivie's work with
Duke on RCA Victor can find six of the ten
sides on the following discs: / Got It Bad and
That Ain't Good is on RCA VPM 6042; Me
and You, Five O'Clock Whistle, Chocolate
Shake, and Jump forJoy are on LPV 517; and
Hayfoot, Strawfoot is on LPV 541.

RUSSELL B. POWELL
Cleveland, Ohio

Hines and Gershwin
 Congratulations to Stanley Dance on his
delightful article on jazz pianist Earl "Fatha"
Hines (January) and to Henry Pleasants for
the "Gershwin Season" in the same issue. I
found both ju'S Wonderful!

DENNIS R. HENDLEY
Milwaukee, Wis.

Carpenter Controversy
 In defense of Peter Reilly: do people really
need a review of the Carpenters at all?
They're on TV so much lately-why write
about them? Also, despite the "nonreview"
complaints, the complainers bought the album
anyhow, didn't they? What do they want in a
review, a mere table of contents with indica-
tions as to the key in which each song is per-
formed, the tempo, etc.? Ultimately, they're
reading a review, not hearing the record via a
magazine. Write on, Reilly!

JAMES MAASKE
Pasadena, Calif.

 Amazing. I can't imagine anyone getting
so upset one way or the other about the Car-
penters (Letters, January). To me, they are
about as controversial or exciting as tapioca
pudding, which I would also detest if I could
summon the energy to care that much.

The people responding to Peter Reilly's
review in the November issue seem unaware
of one of rock's primary functions. Psycholo-
gists tell us that a certain amount of adoles-
cent rebellion is both normal and necessary if
a child is to achieve emotional independence,
or whatever you call it, from his parents -in
other words, to grow up. Rock has helped ar-
ticulate and perhaps relieve the fears, anxi-
eties, and resentments (including rebellion
against parents) of growing up for an awful lot
of kids, myself included. If this element is
removed from rock music, that rebellion will
surface in other, perhaps more dangerous or
destructive ways. But then, the Carpenters
have never really been rock -and -rollers in my
book anyway.

What most disturbs me about the letters in
the January issue, and some in several other
issues as well, is their total lack of humor. I
mean, these people sound almost as deadly
serious as some "progressive" rock freaks I
know. Good grief. In my own defense I might

(Continued on page 10)
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add that I'm not crazy about the David Bow-
ies or Alice Coopers either, but they are at
least good for a laugh, which the Carpenters,
except through the medium of Mr. Reilly's re-
view, have never provided me.

Thanks to Peter Reilly and your other re-
viewers for pointing out and denouncing the
pretentiousness, calculating commercialism,
and artistic laziness that seem always ready to
engulf popular music. What else is criticism
for, anyway? We need the gadfly in all areas
of our lives. Incidentally, you will recall that
Socrates was also accused of corrupting the
young. How does Mr. Reilly like his hem-
lock served up?

LINDA FREDERICK
Lebanon, Ohio

Straight, with a twist.

Lori and Roberta
 Certain quotes attributed to myself and to
Norman Gimbel in the Lori Lieberman story
in your December issue have been taken in-
correctly by your reporter, Todd Everett, and
I find it extremely necessary to correct those
points and therefore dispel certain innuendoes
which I feel are damaging.

Norman was quoted in the article as saying
that Roberta Flack has recorded three songs
from Lori's first album, when in fact what he
did say was that she was interested in three
songs, but as of this date she has recorded
only Killing Me Softly.

I do resent deeply the quotation marks
around the words "very nice" as they were
used in the sentence "Roberta Flack has been
'very nice' to Lori . . ." which implies a pa-
tronizing attitude on the part of Ms. Flack
towards Lori. That could not be further from
the truth.

I would like to state that Roberta is a very
sincere and wonderful artist who discovered
a song and worked very hard and devotedly
to produce one of the important records of
the year. In addition, she has always been
very lovely and complimentary to Lori, whose
recording of that song she heard on an air-
line's tape program. Lori is also a young lady
of great integrity and voice, and has only the
most warm feelings for Ms. Flack both as a
performer and as a person. I truly wish that
people would not look for any implication of
unkindness in the story surrounding the birth
of the song Killing Me Softly, as all the people
concerned with it are serious and caring
people who are way above that.

CHARLES Fox
Beverly Hills, Calif.

 Just a note of thanks for the sensational
feature on the newest, most beautiful song-
stress to come along in a while-Lori Lieber-
man. She has such an exquisite appeal and
freshness. Mike Douglas has been captivated
by her as has anyone who has seen her.

NANCY POWERS
Taylor, Mich.

A Compatible View
 The sketch complementing Julian Hirsch's
article "How Important Is Audio -Component
Compatibility?" in your January issue was of
course designed to illustrate the most absurd
and extreme case of audio -component incom-
patibility, to be an example of a condition that
is frustrating but humorous. However, I

strongly disagree with this particular view. I
am the fellow in the sketch scratching his
head, that is my amp he is holding, my speaker

system he is standing in front of-and it all
sounds great!

My amplifier is a five -watt tube type, built
from a kit. The speaker enclosure is over sev-
en feet tall and occupies more than forty feet
of space. There are five drivers, and the entire
unit is completely homemade. The bass per-
formance rivals many a large speaker system,
considering the mere five -watt input.

Upon seeing this picture, I just had to write
to let you know how perfectly this sarcastic
illustration describes at least one of your regu-
lar readers!

RONALD B. D'ALBERO
Staten Island, N.Y.

Compatibility: A Clarification
In my article on compatibility

(January) I strongly recommended that
vacuum -tube preamplifiers never be
used with solid-state power amplifiers.
At the time I wrote that, I was certainly
not thinking of the Audio Research tube
preamplifier, which has design features
specifically intended to make it compati-
ble with solid-state equipment. These
include dual power switches to permit
the power amplifier to be separately
switched on manually after the preampli-
fier has warmed up. In addition, the out-
put impedance of the preamplifier is low
enough (50 to 600 ohms, depending on
tone -control switch setting) to be com-
patible with the input requirements of
any current solid-state power amplifier. I
apologize for the possibly misleading
comment and wish to reassure my read-
ers that I was not referring to the highly
regarded Audio Research preamp, either
directly or indirectly, when I issued my
original caveat. Julian D. Hirsch

Second -Rate Schoenberg?
 In his December "Basic Repertoire" col-
umn, Martin Bookspan wrote: "It is ironic
that nearly a quarter of a century after his
death Arnold Schoenberg's music remains
largely outside the normal experience of the
average music lover." This should not sur-
prise anyone, really. The truth of the matter is
that the average music lover does not care for
Schoenberg's music. In the view of the great
majority of music lovers, it is second-rate
stuff. The ironic thing is that this fact has not
dawned on the musical elite after all these
years.

WELLINGTON ARTHUR
Birmingham, Mich.

Harping on Coppage I would like to enter an objection to the
generally well-done essay by Noel Coppage
in the December issue, "Lo, the Mighty
Harp!" Mr. Coppage seems to write with a
bias against Chicago harp men, as is evi-
denced by his all -too -brief mention of Little
Walter and Big Walter Horton. More than
that, his references to Sonny Boy Williamson
(Willie "Rice" Miller) were jaundiced. The
production on his records may be tinny in
spots, although Sonny Boy left behind more
than a few records -a live album with the
Yardbirds, another live album with Memphis
Slim, a collection of early material on Blues
Classics, and a considerable body of work
collected on the Chess album "This Is My
Story." And Sonny Boy's poetry, which is
considerable, doesn't merely shine through:

not with sidemen ranging from Muddy Wa-
ters, Otis Spann, and Fred Bellow to Buddy
Guy. Mr. Coppage's remarks on Charlie
McCoy, however, were well done and de-
served saying.

DAVID C. MACKENZIE
Tulsa, Okla.

Mr. Coppage replies: Bias? Yeah, I'm en-
vious of all those neat sounds those Chicago
players get that seem so difficult to play. I
think Mr. MacKenzie's complaint refers to
space-and so, ironically, does his praise of
the McCoy part. To the writer, space is some-
thing you fill up; to the reader, it's something
already filled, and the question is, "How do I
like it, filled like that?" To say as much about
McCoy as / felt was warranted by the arti-
cle's overall intentions, I had to skimp else-
where, for these things can be only so long.
And . . . know what just occurred to me? It
just occurred to me that we might have a little
more space for the articles if some people
didn't write such long-winded replies to letters
on this page. Guess this is where we say
Cowabunga.

 In the December issue ofSTEREO REVIEW,
Noel Coppage's article "Lo, the Mighty
Harp!" made an admirable attempt to touch
on all aspects of harp playing. But I was dis-
appointed when there was not even a mention
of probably the greatest (or at least one of the
greatest) blues -harp players of our time, the
late Al Wilson of Canned Heat fame. His un-
timely death was a great loss to the world of
blues, and Mr. Coppage does a great disser-
vice to Wilson and his fans in bypassing this
great musician. John Lee Hooker, the great
black blues artist, called Wilson the greatest,
and any article concerning harp players is
incomplete without mention of Wilson.

KENNETH PELKER
Massapequa, N .Y .

 In his harp story in the December issue,
that idiot Noel Coppage forgot to mention the
late Al Wilson, the very harp player he was
thinking about - listening to, in fact-when it
occurred to him to deliver unto the world a
harp story. Wilson was not, in my judgment, a
better player than those who did receive some
small acknowledgement, but he was one of
the best, if not the best, of the latter-day rock-
ers and rollers and blue-eyed bluesers. He had
considerable influence on young players - I
am continually running into it-and that is one
of the reasons why the harmonica is more
prominent these days. Don't know why he got
left out unless it is true, as the jug player
(tentative) in my jug band (tentative) claims,
that trying to bend the notes in the top three
holes of a harp leads to brain damage, loss of
memory, double vision, and falling mustache.

NOEL COPPAGE
East Hideout

Somewhere in New England

Of Kings and Cassettes
I had no idea, until I read the first item in

Larry Klein's column ("Audio News," De-
cember), that cassettes had been around for
only ten years, and that Philips had started it
all. I appreciate the historical note, as I went
to cassettes about three years ago, directly
from mono records.

Would you be interested in knowing that
cassettes are mentioned in the New Testa-
ment? I may be reaching a bit for this one, but

(Continued on page 12)
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BASF:
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lamproof cassette.

More music is
recorded on BASF
cassette tape than on an
cassette in the world. And
less music is lost, stuck,
jammed, distorted than
in any other cassette in
the world.

Because BASF has the
only important mechanical
innovation that has been
built into cassettes. BASF's
patented Special Mechanics
eliminates distortion and
wow; and guarantees no

jamming, sticking or snap-
ping. That's true of every
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There is a distinct difference between
tape equipment mass-produced by a con-
sumer manufacturer and tape equipment
built by a professional audio manufacturer.
At Crown International this distinct differ-
ence involves five things: over -engineer-
ing, rugged construction, hand -crafting,
exhaustive testing and conservative rating.
After 26 years, Crown is the only remain-
ing original U.S. tape equipment manufac-
turer still marketing professional quality
to discerning audiophiles.

The Crown tape equipment line is
designed for audio pros who make their
living by recording, to whom an equipment
failure at a taping session means money
out the window. After four years, when
many hi-fi models are traded in, Crown
decks still produce recordings with truer
fidelity than most new hi-fi decks. No
wonder Crowns enjoy such high resale
value.

At Crown, each active electronic
component, each circuit module and each
completed unit is tested from every angle.
A tape deck undergoes over 100 hours
cumulative testing. Finally, each unit is
accompanied by its individual hand entered
proof -of -performance report.

For free product data on Crown
professional monaural, stereo and quad-
raphonic tape decks and players, write
Crown, Box 1000, Elkhart, Indiana, 46514.

Li crown
Made Only in America
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the French word "cassette," meaning "cas-
ket" or "box," is actually used in the Jerusa-
lem Bible, which was translated into French
from original sources. Referring to the visit of
the Magi, Matthew wrote in the eleventh
verse of his second chapter: ". . . puis, ouv-
rant leurs cassettes. ils lui offrirent en present
de l'or, de l'encens et de la myrrhe" (". .

and when they had opened their treasures.
they presented unto him gifts; gold, and frank-
incense, and myrrh").

CHARLES J. SHEEDY
Woodhaven, N.Y.

Starshiner
I dm grateful to Paul Kresh for his laudato-

ry review of my "Stars of the Apollo" album
in the December issue, but since I am solely
responsible for concept, content, and produc-
tion of this set, I am rather unhappy about his
giving the credit to John Hammond.

CHRIS ALBERTSON
New York, N.Y.

The Music Editor replies: Both Mr. Kresh
and I apologize to Mr. Albertson for the error.
While John Hammond's name is liberally
sprinkled across the four covers of the album,
there is a definite statement on it that it was
"produced by Chris Albertson," and we
should not hale mui.ssed it.

Classical Rookies
 Your article "Classical Rookies'
(January) just doesn't make it. The only per-
son interviewed who came up with a viable
answer was Arthur Fiedler, who took into
account rock music as music and not just the`.

. . ear -deafening, mind -deafening" noise
described by Hans Werner Henze. Mr.
Henze is obviously totally against rock,
whereas although Mr. Fiedler may not enjoy
it, he realizes some other people do.

Being nineteen myself, I have a preference
for good rock music, and it isn't always deaf-
ening. I can turn the volume down on the
home stereo. At a live concert maybe it is
loud, but I'm also sure you can get into the
same volume levels at climaxes during a live
classical concert.

Another point made by Mr. Fiedler was
that curiosity about other types of music will
lead to branching out. This is so true. I'm
experiencing it myself, and am now buying
some outstanding classics for the overall qual-
ity of the recording itself as well as for the
music. I won't buy a poor recording of any-
thing, be it rock or classical.

This whole thing may sound like an Arthur
Fiedler fan -club letter, but it's not. It's just
that when you print an article containing
twelve interviews and only one is down to
earth and true, it sets me wondering about the
worth of the entire thing.

C. ENGEBRETSEN
Port Reading, N.J.

Or perhaps it only goes to show that what per-
formers know about is performing, and only
listeners know about listening? Even negative
results are useful.

Introduction to Rock
 To the lover of classical music who needs
help in his first explorations of rock, I would
suggest Frank Zappa's "Hot Rats" (Bizarre
6356) and his "Weasels Ripped My Flesh"
(Bizarre 2028).

JOHN GUNNING
London, Ohio

BOOKS RECEIVED
Compiled by

Louise Gooch Boundas

 The Busby Berkeley Book, by Tony
I homas and Jim Terry, with Busby Berkeley;
foreword by Ruby Keeler. New York
Graphic Society, Greenwich, Conn., 1973,
$14.95, 192 pp.

In addition to a short biography of Berke-
ley, the director or choreographer of some of
the most famous movie musicals of the Thir-
ties, Forties, and Fifties, this book contains a
discussion (with complete credits) of each of
his films. As befits the subject, the illustra-
tions are lavish, well chosen, and well repro-
duced. This is a beautiful book, probably es-
sential to any collection on the history of the
movies.

 Songs of the American Theater, by
Richard Lewine and Alfred Simon, with an
introduction by Stephen Sondheim. Dodd,
Mead & Company, New York, 1973, $15.00,
820 pp.

The largest section of the book is a com-
plete listing of all the songs from Broadway
and Off-Broadway shows from 1925 through
1971, plus about three hundred others from
important productions dating back to 1900.
The songs are listed alphabetically by title,
and the names of the composer and lyricist
are provided for each song, as well as the title
and premiere date of the production in which
the song was first sung. Another section is an
alphabetical listing of musical shows with
authorship credits, song titles, information
about vocal scores and record albums, etc.
Also included are a chronological list of
shows and an index of composers and lyri-
cists. This is a useful reference work in a field
where scholarship has been rare.

 Ballet Music, by Humphrey Searle. Dover
Publications, Second Revised Edition, 1973,
$3.00 (paper), 256 pp.

This revised edition is an updating of a
brief survey of music for the ballet, which was
originally published in 1958. The revisions
have not removed a faint air of British provin-
cialism, but the book remains a serviceable
introduction to the subject. An appendix of
details of first performances is interesting, but
the discography is too haphazard to be of
much use.

 Divas, by Winthrop Sargeant. Coward.
McCann & Geohegan, New York, 1973,
$7.95, 192 pp.

Sargeant's profiles of six operatic super-
stars-Joan Sutherland, Marilyn Horne, Bev-
erly Sills, Birgit Nilsson, Leontyne Price, and
Eileen Farrell-support his contention that as
far as sopranos are concerned, the Golden
Age of opera singing is now. Most of the ma-
terial in the book originally appeared in The
New Yorker.

DISCOGRAPHIES

 Discography Series: No. VI, Mendels-
sohn Vocal Music; No. VII, Richard Strauss
Lieder; and No. XI, Debussy and Ravel Vo-
cal Music, by Peter Morse. Available by mail,
for $2 each, from J. F. Weber, 1 Jewett Place,
Utica, N.Y. 13501.
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NEW PRODUCTS THE LATEST IN
HIGH-FIDELITY
EQUIPMENT
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ESS Model 200
Stereo Power Amplifier

 THE Model 200 is the second stereo
power amplifier to be introduced by
ESS, and it offers many of the perfor-

mance characteristics of the original
Model 500 with somewhat less power -
output capability. Specifications rate the
amplifier at a minimum of 100 watts per
channel continuous into 8 ohms with
both channels driven simultaneously
from 20 to 20,000 Hz. Harmonic and
intermodulation distortion is 0.05 per
cent (typically half that amount) at rated
output or below with any frequency or
combination of frequencies over the full
audio bandwidth. Frequency response at

1 watt is ±1 dB from 12 to 133,000 Hz:

at 20 Hz the damping factor is 100. The
amplifier has an input impedance of
47,000 ohms, and a signal input of 1.5
volts drives it to full output. Protective
circuits act to limit the output of the
amplifier under conditions of excessive
current or voltage. The amplifier has a
brushed -gold metallic faceplate accented
with a black Plexiglas strip. Approxi-
mate dimensions are 163/4 x 6 x 13
inches. Price: $399. An oiled walnut
cabinet is optional at $30.

Circle 115 on reader service card

Hear -Muffs QM -440
Four -Channel Headphones

 A four -channel model is now avail-
able from Hear -Muffs, incorporating
four 31/2 -inch drivers positioned so that
one pair rests just in front of the ears, the

other pair just behind, when the phones
are worn. Like the other Hear -Muff
products, the QM -440 "Quadramuffs"
are thickly padded with soft polyure-
thane foam and covered by removable
(and washable) velour fabric. The
phones are worn around the back of the
head, like a high collar, so that the foam
padding forms a cushion for a listener
who is reclining or lying down. Spring -
steel headbands that shape the foam
padding can be bent by hand pressure to
provide the desired amount of clamping

force on the head. The frequency re-
sponse of the phones is rated as 20 to
18,000 Hz. Impedance is compatible
with headphone jacks intended for 4- to
16 -ohm phones. Power -handling capa-
bility is 1 watt. The phones have an inte-
gral 10 -foot coiled cable terminating in
two standard color -coded phone plugs
for the front and rear channels. Weight is
26 ounces, exclusive of cable. Price:
$49.95. The fabric covers are available
in several different colors and patterns.

Circle 116 on reader service card

Toujay Equipment Cabinet Plans  As a service to audiophiles who can't
find or afford equipment housing that
really suits their needs, Toujay is offer-
ing a set of six plans for easy -to -assem-
ble cabinets that permit the builder to
choose his own lumber and finish. All
the cabinets are of simple shelf -type
construction, with dimensions alterable
at the builder's discretion. Several can
be installed either horizontally or verti-
cally; one plan describes a modular sys-
tem, based on identical rectangular bins,
that can be expanded to any size desired.

Toujay has designed the construction
of the cabinets around a two-piece lock-

ing corner connector that permits easy
rearrangement and/or dismantling of the
ensemble. A sample connector is includ-
ed with each set of plans for a total cost
of $2 ($1 of which is credited toward
subsequent purchases of more connec-
tors). Alternatively, a $10 order buys the
plans plus a sufficient number of connec-
tors (thirty-two) to assemble the cabinet
pictured at left. Send check or money
order to: Toujay Desigbs, Inc., Dept.
SR, 443 Park Avenue South, New York,
N.Y. 10016. Prices include the cost of
postage.

Circle 117 on reader service card

Magneplanar Tympani Loudspeakers

 AUDIO RESEARCH CORP. has an-
nounced the latest models in its evolv-
ing series of Magneplanar "Tympani"

speakers and speaker systems. The new
systems, Tympani IA, Tympani II, and
Tympani III, supersede the previous
models in the Magneplanar line. Also
available are mid-range/tweeter units
(Tympani III -TM) for use with low -fre-
quency drivers of the purchaser's choice,
and the Tympani 111-W bass drivers to
reinforce the low -frequency perfor-
mance of existing systems.

The Magneplanar speakers resemble
full -range electrostatic designs in ap-
pearance and radiation characteristics.
However, they are actually dynamic
drivers, employing large Mylar-film dia-
phragms bonded to thin -wire "voice -
coil" grids. Flat bars of magnetic ma-

terial distribute a uniform magnetic field
over both sides of the diaphragm. Ac-
cording to the manufacturer, the speak-
ers present an essentially resistive im-
pedance of 8 ohms to the amplifier.

All the Tympani systems are made up
of hinged panels that are 6 feet high, 16
inches wide, and 1 inch deep; they are
entirely covered in acoustically transpar-
ent fabric. The Tympani IA (shown) is a
three -panel array with a frequency re-
sponse of 50 to 15,000 Hz ±3 dB. The
similar Tympani I I has two panels, with
low -frequency response extending down
to 60 Hz within the same tolerances.
The largest full -range system, the Tym-

(Continued on page 16)
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It's the feeling you get when the music really reaches you. Which may not be often unless
you frequently go to live concerts.
Until now, no sound system could give you the "ambiance" and sense of realism that you hear
at a live performance. That's why two CBS engineers invented the Leslie Plus 2® Speaker
System. On October 16, 1973 Leslie Speakers/ Electro Music was awarded U.S. patent
#3,766,317 for a breakthrough in sound design. It was the first patent ever granted for effec-
tively dealing with the "standing wave problem" -a technical phenomenon that robs stereo
of its "live" qualities.

The new Leslie system produces a dynamic multi -directional or "Multi -planar" sound,
thereby providing the listener with the sense of realism of a live concert. The Leslie Plus 2
system consists of two high-performance speaker systems with their own built-in and matched
amplifiers. When added to conventional stereo systems, they expand the capabilities of the
system to play either stereo or quadraphonic records with dynamic "Multi -planar" sound...
at any location in the room...and at any sound level.
Test your stereo for 504. We have produced a special first -quality test record with isolated
signal tones and test music. Put your stereo through its paces. Then take the record toyour
franchised Leslie Plus 2 dealer. Listen to the same music. And you be the judge!

LESLIE SPEAKER MODEL 430 LESLIE SPEAKER MODEL 450

LESLIE PLUS 2 SPEAKERS, ELECTRO MUSIC/CBS, INC., 56 WEST DEL MAR AVENUE, PASADENA, CALIF. 91105

I want to put my stereo to the test! Please send your 7" LP test record. 500 is en-
closed for postage and handling.

NAME ADDRESS

CITY STATE ZIP

1

Electro Music, CBS Musical Instruments, A Division of CBS. Inc. Leslie and Plus 2 Speakers are registered trademarks of CBS, Inc.
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pani III, consists of a stereo pair of two -
panel assemblies and a single four -panel
bass section. Overall frequency response
is 45 to 16,000 Hz ±2 dB; the bass
section must be driven by its own ampli-
fier, with an external network (available
from Audio Research in passive or ac-
tive configurations) to cross over at 100
Hz. All systems have internal crossover
networks dividing at 1,600 Hz with
slopes of 6 dB per octave. Sound -pres-

sure levels between 90 and 95 dB are
produced at a distance of six feet from
the speakers with an input of 10 watts
continuous at 500 Hz.

Amplifiers with continuous per -chan-
nel output ratings of up to 500 watts can
be used with the Tympani IA. The
Tympani II handles inputs up to 250
watts, while the mid-range/tweeter and
bass sections of the Tympani III have
power -handling capabilities of 350 watts

each. The Tympani I's and II's are sold
in stereo pairs at $1,095 and $795 per
pair, respectively. The complete Tym-
pani III stereo system costs $1,595. The
Tympani III -TM ($850 per pair) and
III -W ($795 each) are essentially the
corresponding sections of the Tympani
III system. All the Magneplanar speak-
ers are available with a choice of grille
fabrics.

Circle 118 on reader service card

Lafayette SQ-W
Four -Channel Decoder

 THE most elaborate consumer form
of SQ matrix decoding to date is offered
by Lafayette in the new SQ-W four -
channel decoder, with SQ "wave -match-
ing" logic and the recently developed
variable -blend technique (called "Vari-

blend" by Lafayette). The new circuitry,
which replaces the front -back "gain -
riding" logic of previous SQ decoders,
augments the front -back separation by
mixing (blending) the front and rear
pairs of decoder outputs in controlled
amounts to electrically cancel "leakage"
information. The blend coefficients are
not fixed; they can vary from moment to
moment according to the encoded "posi-
tions" of sound sources in the incoming
program (position information is con-
verted into control signals that adjust the
Variblend coefficients).

In addition to its SQ facilities, the SQ-
W incorporates the familiar COMPOSER A

and B circuits (for enhancement of two -
channel material and approximate de-
coding of other matrixed recordings),
inputs for discrete four -channel sources,
and conventional stereo operation. A
rotary switch selects these operating
modes. The other front -panel controls are
master volume (affecting all four chan-
nels), a tape -monitor pushbutton (to re-
place the receiver or amplifier tape -mon-
itor facilities that will be taken up by the
SQ-W's installation), and an on/off push-
button. The unit's dimensions are 141/4 x
27/8 x 111/8 inches; its metal cabinet has a
simulated walnut finish. Price: $99.95.

Circle 119 on reader service card

Dokorder Model 7140
Four -Channel Tape Deck

 THE Model 7140 from Dokorder is at
present the least expensive ($549.95)
four -channel record -playback tape deck
to offer full Sel-Sync operation (Dokor-
der's name for this is "Multi -Sync"),

enabling the user to synchronize any
new material with a previously made
recording on another tape track. The
three -motor transport is entirely sole-
noid controlled, with tape speeds of 71/2
and 33/4 ips and a pause switch. Each
channel has its own recording- and play-
back -level controls and tape -monitor
pushbutton. The three -head design per-
mits sound -on -sound and echo effects,
with a special control provided for ad-
justing level. Microphone and line inputs
are accepted, but without mixing capa-
bility. Tape reels of up to 7 inches in
diameter are accommodated, and a re-
tracting pinch roller moves out of the
way to simplify tape threading. Dual
front -panel headphone jacks that will

drive 8 -ohm phones carry the front- and
rear -channel signals.

The Dokorder 7140 can be used with
both standard and low -noise, high -out-
put tapes; a switch sets the recording
bias appropriately for either type. With
the latter tape, specifications include a
frequency response of 40 to 20,000 Hz
± 3 dB at 71/2 ips, and 40 to 12,000 Hz
± 3 dB at 33/4 ips; the signal-to-noise ratio
exceeds'55 dB at 71/2 ips. Wow and flut-
ter for the two speeds are 0.08 and 0.12
per cent or less. A 1,800 -foot reel of tape
can be fast -wound or rewound in 95 sec-
onds. The recording -bias frequency is
130 kHz. Overall dimensions of the deck
are 173/4 x 167/8 x 63/4 inches.

Circle 120 on reader service card

BGW Model 250
Stereo Power Amplifier

A111111111111111111111111111116.

 THE latest and smallest in the BGW
line of stereo power amplifiers is the
Model 250, described as a scaled -down
version of the Model 500R for applica-

tions in which a lower continuous -power
output rating will suffice. With 8 -ohm
loads, continuous output is 90 watts per
channel, both channels driven simulta-
neously. The Model 250 will drive loads
as low as 2 ohms (two 4 -ohm speakers in
parallel, for example), in which case con-
tinuous power output is 170 watts per
channel. Frequency response is flat
within 0.25 dB from 20 to 20,000 Hz,
and -harmonic distortion is less than 0.2
per cent at any power level up to rated
output. Signal-to-noise ratio exceeds 100

dB; damping factor is greater than 500
below 500 Hz.

The Model 250 employs six heavy-
duty output transistors per channel, and
has the company's unique "SCR crow
bar" protection circuitry. Additional
protection is afforded by_ a circuit break-
er in series with the -power transformer's
primary winding. Construction of the
amplifier is modular, with each channel
on its own heat sink. Dimensions: 19 x
51/4 x 113/4 inches. Price: $429.

Circle 121 on reader service card
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An important new service from the world's
largest manufacturer of quad recordings

Now there's a great way to get the quadra-
phonic records and cartridges you want!
It's the brand-new Columbia Quadraphonic
Music Service-and it brings you the same
savings and convenience that made the
Columbia Record & Tape Club the world's
largest for regular stereo!

Look over the selections on this page.
They give you an idea of the kinds of great
entertainment you can choose from as a
member...classical, popular, rock, coun-
try...the best-sellers from Columbia and
many other leading recording companies.

Think of it! No more searching through
record stores for quad recordings...no
more limiting your selections to whatever
they happen to stock...no more buying an
album in stereo and then discovering it was
also available in quad! And, as a new mem-
ber, you get to pick any three albums on
this page-all three for just $1.00.

Your only membership obligation is to buy
just four more quad albums (at the regular
Service prices of $6.98 for records; $7.98
for cartridges, plus processing and postage)
in the coming year... quad recordings you'll
want to buy anyway if you could find them!
But you won't have any trouble finding
them-because you'll receive our music
bulletin, Quad Review, regularly every four
weeks (13 a year). And from time to time,
we may send some special issues of the
RevieW-offering extra -special savings!

This colorful and informative brochure
will tell you about the great new quad rec-

ordings as soon as they're released. We'll
even select an outstanding new release as
"The Selection of the Month"-but there is
no obligation to accept it...order only the
recordings you want when you want them!

A special response card will be enclosed
with each Review...you may use it to order
or reject any selections offered simply by
mailing it by the date specified. And if you
want only The Selection of the Month, you
need do nothing-it will be shipped to you
automatically. What's more, you'll have at
least ten full days in which to make your
decision-if you don't, just return The
Selection of the Month at our expense and
you will receive full credit for it.

You may cancel your membership at any
time after you've purchased four selections
-or continue under our special bonus plan,
which offers you at least 33% savings on all
future purchases. So it's all here...the con-
venience, the savings, the selections you
want... and right from Columbia, the largest
manufacturer of quadraphonic recordings
in the world! Choose your three albums now
and mail the application with $1.00 today!

NOTE: SQ quad records may be played on
your present stereo phonograph with 'ull fidel-
ity and complete stereo effect. However, quad
cartridges can oe played on a quad cartridge
system only.

tiTerm TMLne Indkam4B108

8Q Is a trademark of Columbia Broadcasting System. Inc.
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Columbia Quadraphonic Music Service
lerre Haute, Indiana 47808
I am enclosing check or money order for $1.00 as
payment for the three quad recordings indicated be-
low. Please accept my membership application under
the terms outlined in this advertisement. I agree to
buy four selections (at regular Service prices) in the
coming year . , , and may cancel membership at any
time after so doing. Send my three selections in this
type of recording (check one):

O Quad Cartridges D Quad Records 242
(J7 -V) (J9 -T)

Send me these 3 Quad
recordings for $1.00

MY MAIN MUSICAL INTEREST IS (check one):
(3W I am always free to choose from either category)

0 CONTEMPORARY 7 CI CLASSICAL I

DI Mr.
(I Mrs.

Miss
(Please Print) Initial Last Name

Address

(fly

State Zip

Do You Have A Telephone? (Check one)  YES D NO
APO, FPO addressees: write for specialoffer
NOTE: all applications are subject to review and Columbia

House reserves the right to reject any application.
P83/S74



IT'S AS FARAS

You CAN GO
IF YOU'RE UP WITH WHAT'S HAPPENING IN THE HIGH-FIDELITY INDUSTRY

YOU'LL KNOW HARMAN/KARDON IS CURRENTLY PRODUCING THE WORLD'S .01
01

MOST ADVANCED RECEIVER LINE.

THIS 900+ IS THE CREAM OF THAT LINE.

IT CARRIES BOTH DISCRETE AND MATRIX FOUR -CHANNEL CIRCUITRY. SO

IT WILL REPRODUCE EVERY TYPE OF QUADRIPHONIC MUSIC AVAILABLE. MOST FOUR -

CHANNEL RECEIVERS CARRY ONLY ONE.

THE 900+ PUTS OUT AN ASTONISHING 32 WATTS PER CHANNEL,

CONTINUOUS, WITH ALL CHANNELS DRIVEN SIMULTANEOUSLY. THAT'S A GOOD DEAL

MORE POWER PER CHANNEL THAN MANY STEREO RECEIVERS CAN MUSTER.

THE 900+ DOES NOT WEASEL THROUGH THE PROBLEM OF STEREO

RECORD REPRODUCTION BY MERELY SHUTTING OFF THE TWO REAR SPEAKERS.

INSTEAD, IT USES A UNIQUE PHASE SHIFT NETWORK TO PRODUCE AN ENHANCED

STEREO SOUND THROUGH ALL FOUR SPEAKERS. YOUR STEREO RECORD LIBRARY

WILL SOUND BETTER THAN EVER.

BUILT INTO THIS REMARKABLE MACHINE IS AN ANALOG COMPUTER THAT

DISTINGUISHES BETWEEN MUSIC AND NOISE ON FM SIGNALS. NO OTHER RECEIVER



CAN PIN DOWN A STATIO # CH HAIR-SPLITTING ACCURACY.

AND LIKE OTHER HARMAN/KARDON PRODUCTS, THE 900-CARR ES ULTRA.

WIDEBAND CIRCUITRY. THIS ABILITY TO REPRODUCE FRIEQUENC ES YOU CANNOT

HEAR, SIGNIFICANTLY IMPROVES THE CHARACTERISTICS OF THOSE

REQUENCIES YOU CAN HEAR. HARMAN/KARDON JRODUCTS

ARE WORLD FAMOUS FOR THEF FIDELITY.

IF YOU .AF .E IN QUEST

OF THE PERFECT SOUND, THIS

COULD BE WHAT YOU'RE

LOCKING FOR

0 it

harman kardon
55 AMES COURT. PLAINVIEW, N.Y.11803 U S A AL SO AVAILABLE IN CANA

CIRCLE NO. 17 ON READER SERVICE CARD
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Watergating?
/ find myself faced with at least
. one of the problems dealt with so

ptly by the White House: that is, how
to capture on tape conversations taking
place in my office. My past attempts at
such tapings using a quality recorder
and good microphone have usually pro-
duced an unclear jumble unless the
speaker was very close to the micro-
phone. (1 have not yet had any difficulty
with inexplicable hum and blank spots
on tape nor subsequent loss of the tapes
once made.) Do you have any helpful
suggestions?

HARRY CHILDERS
Newark, N.J.

ASince you haven't asked me about
. the legality or morality of your

intended taping-or even explained your
purpose in making the tapes - I will re-
frain from wading into those murky wa-
ters. Technically, the problem comes
under the heading of signal-to-noise ra-
tio, the signal being, of course, the voice
or voices you wish to capture on tape.
The noise, which is obscuring the voices,
is produced primarily by the room rever-
beration (echo) picked up by the micro-
phone along with the voices. And, of
course, there is some slight additional
noise (hiss) generated internally by the
recorder's electronics. The interfering
reverberation or echo can be coped with
in several ways. The best approach, of
course, is to get the microphone as close
as possible to the person(s) speaking.
The direct sound of the voices will then
override the subsequent reflected sounds
coming from the walls and hard -surfaced
furniture. So you might ask your guest(s)
to speak slowly and distinctly into the
aspidistra plant (actually a disguised
microphone) perched on the corner of
your desk. However, if for some reason
you find that approach impractical (and I
suspect you might) then there are other
things you could try. It would help to
make your office as acoustically dead as
possible so as to minimize the interfering
reverberation. This might mean redecor-

ating to include heavy drapes, a thick
carpet, soft fabric -covered furniture
(rather than leather), an acoustic -tile
ceiling, and a minimum of exposed glass
surfaces. Eliminating noises from the
street and air conditioning will also help.
You need not construct an anechoic
chamber (it would be uncomfortable to
work in), but your efforts should tend in
that direction.

Oddly enough, it would be helpful to
record your guests in stereo-even in
four -channel - because of a psycho -
acoustic phenomenon called the "cock-
tail -party effect." The term is applied to
the ability of the human binaural -hearing
apparatus to "focus" on a specific near-
by conversation even when surrounded
by other equally loud conversations-
such as occur at a cocktail party. This
subjective focusing phenomena can ren-
der a conversation intelligible even
though its volume level may be lower
than that of some closer potentially in-
terfering sound source. (You can check
out the cocktail -party effect-and its
dependence on binaural hearing-by
focusing on one of several conversations
taking place around you, then blocking
off one ear. You'll find a severe loss of
both localization and intelligibility.) Lis-
tening with stereo headphones to a ste-
reo tape made with two microphones
will therefore provide a great enhance-
ment of clarity by enabling the listener to
psychoacoustically "subtract" from
them the accompanying reverberation
and other noises. Using a four -channel
recording setup with the four micro-
phones placed in a square surrounding
the conversation area will allow the tran-
scriber wearing a good pair of four -
channel or normal stereo headphones
(connected to a not -too -complicated
switch box) to change the acoustic
perspective by switching among the sig-
nals picked up by each adjacent pair of
microphones.

The final step in achieving clarity for
transcription would be the use of a one-
third -octave filter device to peak up
those frequencies that contribute toward

intelligibility and depress the rest. And,
of course, the tape recorder used should
be a high -quality open -reel unit and have
two functions built-in or available as
accessories: an automatic recording -lev-
el control and a device that starts the
recorder with the onset of sound. By the
way, are you by any chance in politics,
Mr. Childers?

Dolby De-noiser
Q/ have several stereo tapes that
. have been recorded from FM

and records. Much of this music con-
tains static and other strange noises.
Would a Dolby unit installed in my ste-
reo system get rid of enough of this noise
to make it worth the cost?

KARL W. AVERY
Carbondale, Col.

A(Old-timers among my readers will
. forgive me if I give this perennial

question another go -'round -1 still get
about two letters a week asking it.) No,
Mr. Avery, the Dolby system can do
nothing about noise that is already in the
program material. The only thing Dr.
Dolby has ever claimed his system can
do is to prevent certain kinds of noise
from being added to the program materi-
al by the tape-recording process. It can-
not - repeat - cannot remove noise from
program material if that noise was pre-
sent in the signal before the tape was
Dolby "encoded."

DIN Tape -jack Sensitivity
QThe test reports on various prod-
. ucts with DIN connectors usu-

ally state that they are paralleled with
the normal phono-jack connectors.
However, when I attempted to use its
DIN socket input, my tape recorder ov-
erloaded and distorted severely. Do you
have any idea what happened?

LEONARD FERENZA
Trenton, N.J.

AThe input pins of the DIN socket
. in some tape recorders are con-

nected in parallel with the microphone
input jacks rather than the high-level
"line" or "aux" inputs. Feeding a high-
level signal of 0.5 volt into a mike input
designed to accept perhaps 0.005 volt is
going to produce just what you got-
severe overload distortion. So, either
you'll have to rewire the DIN socket on
your recorder or install some signal -at-
tenuating resistors at the plug to re-
duce the tape -output voltage from your
preamplifier to a suitable level. The ex-
act values of the resistors will have to be
determined by trial and error, or possibly
your recorder manufacturer may have
some recommendations. As to why this
strange state of affairs should be, it
comes about because the DIN inputs
have been designed to accommodate the
very low signal levels provided by some
European equipment.
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For those content to settle
for mere greatness in

an automatic.
We'll be the first to admit it. There is a more advanced auto-

matic turntable than our Miracord 760. It's our own Miracord
50H Mark II, and it costs about $35 more.

But to call the Miracord 760 "second best" is to call a
Bentley "just another car."

For the similarities between the 760 and its more expen-
sive big brother are rather awesome.

They begin with ELAC's unique push-button control sys-
tem that takes the jolt and jar (however slight) out of operation,
and permits enjoyment of ELAC's remarkable versatility with
nary a thought about record damage caused by shake, rattle
and roll.

And the 760 tracks with dead accuracy at as low as I 2gram
stylus pressure (even when the turntable isn't on a level sur-
face). Stylus force is applied at the pivot, in grams, by adjust-
ing a calibrated scale. Anti -skating force is simila-ly adjustable,
with equal precision.

Pitch control? Of course. Like our top -of -the -line Mark II,
the 760 allows you to vary speed over a 6 percent range (equal
to a semi -tone in pitch). And a built-in stroboscope allows for
simple, unerring speed adjustment.

The family resemblance contin-
ues right on down to the twelve -
inch, one-piece die-cast turntable
platter, dynamically balanced

for smooth, steady performance and speed that never varies.
The difference? It's ii the motor. The 760 has a specially -

designed spectacularly consistent asynchronous motor. Its
speed accuracy is virtual y unsurpassed in the audio field.

Except, perhaps, by the 50H Mark II. At $35 more.
Clearly, if the ultimate in fidelity is what interests you,

you're bound to wind up with an ELAC. The only question is
whether you want mere greatness. Or a little bit more.

For some assistance in making the decision, may we send
you literature on the entire ELAC line? It may simplify your
choice when you visit your ELAC dealer to hear these remark-
able automatics in actior.

A word of caution. All of our turntables are handcrafted.
Because it's the only wav to ensure the kind of precision that
ELAC stands for. This means neither the 760 nor the 50H
Mark II may be readily available at your corner audio dealer's.
Frankly, we'd rather be g -eat than easy to get. If you find your-
self having to shop arouild for our turntables, take comfort in
this obvious fact: you doi't find a Rolls Royce dealer on every
corner. Because greatness can't be mass produced.

ELAC Division, Beijamin Electronic Sound Company,
Farmingdale, N.Y. 11735. A division of Instrument Systems
Corporation.

MIRACORD 760

HAI You can't rush craftsmanshi
CIRCLE NO 9 ON READER SERVICE CARD



cred
able.
How else would you describe a
preamplifier with:
 A Peak Unlimiter that restores

dynamics lost in recording to
closely approximate the original.

 A Downward Expander that reads
"gain riding" and expands
dynamics down to precisely the
intended level.

 An AutoCorrelator that makes
record/tape hiss and FM broadcast
noise virtually vanish without
affecting musical content.

 Plus an Active Equalizer that gives
you flat energy distribution over
the full audio spectrum, Joystick
Balance and Step Tone Controls
that allow precise music tailoring
to your listening environment and
SQ* and Phase Linear differential
logic for Quad Sound.

The 4000 is an advanced stereo
preamp that actually puts back in
what recording studios take out ...
lets your music (at last) reach life -like
levels without distortion ... lets you
(for the first time) hear your music
from a silent background. It is, in a
word, incredible. Ask your dealer
for an audition.
Price: $599
Cabinet: $37
Warranty: 3 years, parts & labor.

r e
cZ e
400 0
THE POWERFUL DIFFERENCE

PHASE LINEAR CORPORATION
P.O. Box 549  Edmonds, Wash.  98020

*SQ is a trademark of CBS Labs, Inc.
CIRCLE NO. 36 ON READER SERVICE CARD
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VIEWS AND COMMENT

By LARRY <LEIN
Technical Editor

 IN coming months expect to see an-
nouncements of some startlingly novel
high -cost preamplifiers with previously
unavailable functions and features. The
philosophy behind most of them has to
do with the sonic shortcomings of re-
corded music. If everything in the re-
cording/manufacturing chain from the
microphones to the finished disc were in
fact perfect, then the perfect component
need be nothing more than a "straight
wire with gain." However, we are all
aware of the noise, distortion, compres-
sion, limiting, etc. that find their way.
accidently or on purpose, into virtually
all program material before it gets onto
tape or disc. Obviously a preamplifier
that can do something about these prob-
lems will bring the listener closer to the
original reality than a "perfect" pream-
plifier that simply handles program mate-
rial without introducing further deterio-
ration. And so we will find all sorts of
very sophisticated "correction" circuitry
built into the new equipment.

And it seems almost a "natural" de-
velopment that a few of the acoustically
concerned preamplifier designers are
beginning to look at the other end of the
reproducing chain also. There is at least
one product on the drawing board that,
with an accessory microphone, will mea-
sure (and enable you to correct for) the
specific room -acoustic conditions at your
listening location. The day may be just
around the corner when the only real dif-
ference between the electronic gear in a
recording studio or acoustic laboratory
and an advanced audiophile's home re-
cording and playback equipment will be
the brand names on the front panels.

 And speaking of "super -preamplifi-
ers," it has been just about one year since
Bob Carver of Phase Linear demonstra-
ted for me a noise -reduction circuit that
he intended to build into a forthcoming
Phase Linear preamplifier. In listening
tests it seemed almost too good to be
true. It was able to cope with almost any
kind of disc or tape program material I
could feed through it and yield a noise
reduction at least as effective as that
obtained with the Dolby B system. It did
this without requiring preprocessed ma-

terial and without any detectable side
effects such as "swishing" or high -fre-
quency gain variation. For example,
tapes of a guitar and a harp, both with an
audibly annoying background hiss, were
fed into the device, and what emerg-
ed was the sound of the two instruments
against a velvety silent background. As
far as my ears could tell, there was ab-
solutely no loss of the high frequencies
in the original program material-and
the highs were there to be lost.

I have been playing with the new
Phase Linear preamp for a while now
and am happy to report that the some-
what refined circuit works at least as
well as it did eight months ago. It contin-
ues to do for noisy non -Dolby tapes and
discs just about what the Dolby circuit
can do for Dolbyized tapes. And it was
no surprise that it helps clean up FM
hiss also.

The circuit of Carver's "correlator
noise -eliminator," as he calls it, is quite
complex. It has something like twenty-
three discrete transistors and six inte-
grated circuits, each IC containing the
equivalent of forty-six (!) transistors. All
this hardware is engaged in monitoring
the audio signal and continuously open-
ing and closing a series of electronically
interlocked muting "windows," depend-
ing upon which fundamental frequencies
and their harmonics are present at any
instant. (If you want a better explanation
than that you will have to write directly
to Phase Linear.)

After a week or so of discussion, I
think I convinced Carver of two things.
One, he should make the noise -elimina-
tor circuits available in a separate unit;
two, the major problem that bothers
record listeners is not hiss but snap,
crackle, and pop -the raucous Rice
Krispy noises that somehow manage to
intrude into the grooves of even the most
well -cared -for discs. Carver is working
on the problem, and judging from the
success he's had with his hiss suppres-
sor, the noise -free phono disc may be
in our near future.

 As I was writing the above, I re-
ceived a call from Infinity Systems, re-
sponding to what I thought was a blue-
sky fantasy in my January column. Infin-
ity's new power amplifier, which uses
both the toroid high -frequency power
supply and the class -D operation I wrote
about, will be available in perhaps three
or four months. It isn't quite pocket size,
since it is designed to fit into a 19 -inch -
wide rack. However, it is only 3'/2
inches high and 10 inches deep, and if
you eliminate the chassis and case, it
weighs so little that Infinity is afraid of a
credibility problem. After all, how
powerful can an amplifier be if you can
lift it easily with only one hand? Well,
Infinity rates it conservatively at more
than 200 watts of power per channel,
continuous!
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Separation saved our marriage
thanks to Marantz speakers.

"Where's the flute Henry?" my wife complained con-
stantly. I was about ready to leave her. Then we saw a Marantz
dealer. He told us that separation of sound is a true test of a
speaker system. He suggested we put Marantz and
other popular speakers to the test by listening
to a familiar recording so we'd be able to hear
for ourselves that it's the speaker and not the
recording that makes the difference. Oh, what
a difference Marantz made! What we thought
were two oboes were clearly an oboe and a
flute. And that barbershop quartet...well,
they're really a quintet.

The proof is in the listening. And that's
where Marantz design concepts come into
play. The transducers in Marantz speaker sys-
tems are engineered to handle an abundance
of continuous power, so you get distortion -free

sounds that are as pleasing as a nibble on the ear.
We bought the Marantz Imperial 5G Two Way Speaker

for just $99. Perfect for our budget and it delivers fine sound
separation even with minimum power equipment. And there

are five other quality Marantz speaker models
starting as low as $59 and all are available
with the new Marantz acoustically trans-
parent foam grill.

Whatever your power and budget
requirements, keep this in mind. Marantz
speaker systems are built by the people who
make the most respected stereo and 4 -chan-
nel equipment in the world.

To find out how much better they sound
go to your nearest Marantz dealer and listen.

MUCM.MMILIIIODWII.11111111.1t2IKe
We sound better.

©1973 Marantz Co.. Inc.. a subsidiary of Superscope Inc.. P.O.BOX 998. Sun Valley. Calif. 91352. In Europe: Superscope Europe. S V Bhtsseli Belgium Avajable in Canada. Prices and models subject to change wtthout notice. Consult
the Yellow Pages for your nearest Marantz dealer. Send for free catalog.
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THE SPEAKERS .

You Thought
You'd Never
Find!

RSL, THE FASTEST GROWING
BRAND AMONG PROFESSIONALS
SOUND BETTER THAN THE
COMPETING BRANDS.
They would be very expensive
except that you may purchase them
directly from the factory, saving
about one-half!

GET OUR CATALOG
without hardly lifting a finger!

CALL US TOLL FREE!
800-423-3190

anywhere in the U.S.(except Calif.)

a
6319 Van Nuys BI. Van Nuys, Ca.

91401 Phone 78 -SOUND
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Now...the most enjoyable,
do-it-yourself project
of your life-a Schober
Electronic Organ!
You'll never reap
greater reward, more
fun and proud
accomplishment, more
benefit for the whole
family.than by
assembling your own
Schober Electronic Organ.
You need no knowledge of electronics, woodwork
or music. Schober's complete kits and crystal-
clear instructions show you - whoever you are,
whatever your skill (or lack of it) - how to turn
the hundreds of quality parts into one of the
world's most beautiful, most musical organs,
worth up to twice the cost of the kit.

Five superb models, with kit prices from $500
to around $2,000, each an authentic musical instru-
ment actually superior to most you see in stores.

Join the thousands of Schober Organ builder -
owners who live in every state of the Union. Often
starting without technical or music skills, they
have the time of their lives-first assembling, then
learning to play the modern King of Instruments
through our superlative instructions and playing
courses.

Get the full story FREE by mailing the coupon
TODAY for the big Schober color catalog, with
all the fascinating details!

The &A de/ Organ Corp., Dept. HR -48
43 West 61st Street, New York, N. Y. 10023
 Please send me Schober Organ Catalog.
 Enclosed please find $1.00 for 12 -inch L.P.

record of Schober Organ music.

NAMF

ADDRESS

CITY STATF 7IP

AUDIO
3ASICS

3y RALPH HODGESit 7111111111111=
GLOSSARY OF TECHNICAL TERMS -8

 CD -4 (compatible discrete four -chan-
nel) is the trade name for the four -chan-
nel phonograph -disc system developed
originally by JVC in Japan. The system
manages to get four separate (discrete)
channels of audio information into a rec-
ord groove by recording the extra two
(or, more properly, the additional infor-
mation necessary to recover all four of
the channels) in the form of FM modula-
tion of a very high frequency signal
(30,000 Hz). These separate high -fre-
quency modulations, which are im-
pressed on each groove wall in addition
to the normal left- or right -channel ste-
reo signal carried by that wall, vary in
frequency from 20,000 to 45,000 Hz.
Such records are called "Quadradiscs."

The CD -4 system generally provides
excellent separation between channels,
but it requires a phono cartridge with
exceptional high -frequency response to
pick up all the recorded information, as
well as a special decoder (generically
termed a demodulator) to sort it out and
present it as the intended four -channel
program. Such demodulators are avail-
able as separate components, or as cir-
cuits built into some of the latest four -
channel receivers. When Quadradiscs
are played on reproducing systems not
so equipped, all the music is heard, but
as conventional two -channel stereo.

 Damping, in the audio sense, is the
technique of applying mechanical fric-
tion or its electrical equivalent to a de-
vice in order to control mechanical or
electrical resonances. The styli of most
phono cartridges are damped by the elas-
tic material in which they are mounted in
order to control high -frequency response
peaks. The damping used in speaker sys-
tems is frequently mechanical (the sus-
pension), acoustical (the port arrange-
ment and Fiberglas filling), and electrical
(see damping factor below).

 Damping Factor (DF) is an amplifier
specification that expresses the ratio of
speaker impedance (usually assumed to

be a nominal 8 ohms) to the output im-
pedance of the driving amplifier. For
example, a DF of 10 indicates that the
amplifier has an output impedance equal-
ing one -tenth the speaker's impedance-
that is, 0.8 ohm.

A high damping factor is considered
desirable because a speaker, much like
almost any electric motor, can be
brought to a stop more quickly after the
driving signal has ceased if a very low
impedance (in effect, a short circuit) is
placed across its terminals. Theoretical-
ly, "braking" a speaker rapidly improves
transient response. However, the con-
sensus among experts is that a DF of 10
to 20 is adequate for this purpose.

 dB (decibel: one -tenth of a bel) is a
logarithmic ratio that is useful because
it can express very large quantitities
in comparatively small numbers. A full
definition of the decibel belongs in a
physics or engineering textbook. Suffice
it to say, for basic understanding, that a
decibel, when it is used to express a
change in loudness of a sound (as it usu-
ally is in these pages), represents about
the smallest change that a human being
can perceive. A 3 -dB loudness change is
also very small, but it is generally per-
ceptible to anyone under any conditions.
Frequency -response specifications con-
tain - or should contain -a decibel toler-
ance: 20 to 20,000 Hz ±0.5 dB, for ex-
ample. This means, in effect, that when
the device is called upon to reproduce-
or amplify-audio signals (voice, music,
or whatever), it can do so without im-
properly emphasizing or de-emphasizing
any audible frequency significantly.

There is also a decibel scale to express
absolute levels of sound. The threshold
of hearing-the smallest sound level that
can be perceived-is established at
about 0 dB. The background -noise level
of the "average" residence is approxi-
mately 45 dB; music -listening levels are
generally in the range of 80 to 95 dB, and
sound begins to become uncomfortably
loud when it reaches 115 dB or so.
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Superb performance - lavish engineering
-anew standard in high fidelity

-7r

THE ALL NEW FELVOX 700 SERIES
Stereo Tape Recorder A700 Digital Stereo Tuner/Pre-amplifier A720 Power Amplifier A722

Revox Corporation in USA ;155 Michael Drive. Syosset, NY 11791 & 3637 Cahuenga.Blvd.West, Hollywood, California 90068
Revox in England: 1.arnh House, Church Street. London W121'13  Hewn: Sales and Service in Canada.



Dual presents
the 701.

The quietest turntable ever made.



The new Dual 701 is a
significantly different kind of
turntable-with an entirely different
type of motor and a unique solution
to the problems commonly introduced
by resonance.

Vibration -free direct -drive
electronic motor.

The 701 has an all -electronic,

brushless, DC motor that rotates at
actual record speed, either 33-1/3 or
45 rpm. The motor and platter form
a common rotating mass (weighing
9.7 pounds) and the record spindle is
actually the top of the motor shaft.
This low -speed, direct -drive system
does not introduce any vibration;
thus can be mounted directly to the
chassis without isolation.

Gapless rotating magnetic field.
The 701 motor has a number of

exclusive features that eliminate
problems common to all other
electronic motors.

Dual's unique field coil design
consists of two stacked coil layers,
each with eight coils, offset by 22.5,°
so that each coil overlaps a gap
in the other layer. The result: a
perfectly smooth rotating magnetic
field with no magnetic flux
irregularities.

In addition, each coil is bifilar-
wound, freeing the motor from

hysteresis or eddy -current losses.

Instantaneous electronic
speed control.

Since the motor is energized
by a regulated power supply,
it is impervious to variations
in line frequency or voltage.

In addition, speed is monitored
by an electronic feedback system
using two Hall -effect generators.
A voltage induced from the motor's

magnetic field is continuously
checked against the constant voltage
of the regulated power supply. Any
difference between these voltages is
detected and fed back to adjust the
current to the coils, thus instanta-
neously correcting even the
minutest variations in motor speed.

The solution to resonance
feedback problems.

A potential problem in all
record playback systems is the natural
resonant period of the tonearm/
cartridge system and the turntable
chassis. When resonant energy from
such mechanical disturbances as
acoustical feedback, record warp,
or room vibration reaches the stylus,
distortion is the inevitable result.

Resonance has emerged as a
practical problem with the increasing
sophistication of associated
equipment. For example, with
amplifiers tnat can respond all the
way down to DC. Or with speakers
that can introduce extremely high
energy levels into the room.

Dual's unique solution: two
mechanical, anti -resonance filters
located within the tonearm
counterbalance. One is tuned to the
resonant frequency range of the
tonearm/cartridge, the other to the
resonant range of the chassis.

These filters absorb resonant
energy that would otherwise transmit
feedback to the stylus. The result:
frequency response is cleaner and
smoother, since the stylus is able to
respond to the signals in the record
groove itself without interference.

The Dual 701, $399.95, with base and cover.

This cutaway
view of the 701

counterbalance
reveals the intricate

engineering of the two
mechanical resonance -

cancelling filters.

Other precision features of the 701.
The 701 is a fully automatic

single -play turntable. (Its functional
operation is identical to all other Duals
when used in the single -play mode.)

The tonearm is mounted in a
four -point low -friction gimbal
suspension. The tracking pressure
dial has 0.10 gram calibrations from
0 to 1.5 grams. Anti -skating is

calibrated separately for conical and
elliptical styli. Cue -control is damped
in both directions. Pitch control is
electronic and is set independently
(8% range) for each speed.

For those who want to know more.
We have a six -page full color

brochure on the 701, with detailed
descriptions of the motor and anti -

resonance filters.
Because of these unique

features, the 701 is slightly quieter
than the Dual 1229, but any difference
you detect will be minor. So if you
now own a 1229, or any other
current Dual, we suggest you don't
trade it in for the 701.

Unless, of course, you are
among those who would be happy
only with the quietest turntable ever
made, regardlecs of cost.

United Audio Products, Inc.,
120 So. Columbus Ave.
Mt. Vernon, N.Y. 10553.
Exclusive U S Distribution Agency fer Dual

Dual
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Add the new Sony SQA-2030
decoder/ amplifier and two
speakers to your present stereo
system and you're into four chan-
nel. And what four channel!

Full logic IC circuits increase
separation-side to side, front
to back. SO records and broad-
casts are reproduced with rock -
and concert -hall realism.
Matrix recordings and broadcasts,
other than SO, discrete four
channel tapes (with a quad deck),
retain the excitement of the origi-
nal performance. Even stereo
records take on new depth.

And the SOA-2030 gives you
something extra-a built-in stereo

amplifier. It delivers 18+18 watts,
RMS into 8 ohms at every
frequency in the audio range
(20-20,000 Hz)- plenty of power
to drive your back channel
speakers. It's distortion - free
(THD less than 0.8%). And it's easy
to enjoy. Once you've balanced
your system, the SQA-2030's
master volume control is about all
you'll have to adjust.

Thanks to new integrated
circuits,developed and manufactur-
ed by Sony, this full logic decoder,
control center and stereo amplifier
is housed in a cabinet about
half the size of a standard receiver.
It costs just $239.50.

Sony offers two other choices
to go four channel. The full logic

SQD-2020 has all the quality and
control convenience of the
SQA-2030 plus four calibrated VU
meters to help you balance your
system visually. If your stereo
system has high power output, add
a basic amplifier of equal power
plus two speakers. The SQD-2020
costs $229.50.

Add full logic SO to an existing
four channel system. Or upgrade
stereo to four channel (an inte-
grated amplifier and two speakers
are required).

The full logic SOD -2070 is an
inexpensive choice, $89.50.

Go four channel with Sony.
It's very logical. SONY®

Introorbieino the SPA()
decoder.

',6"vr'k7'511r

rPOWER-i,

Prices suggested retail
Sony Corp of America. 9 West 57th St_ New Yo, k N Y ii

BALANCE

S
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 SPEAKER TESTS VS. SPEAKER
SOUND: Judging by my mail, many
readers seem as unhappy as I am with
the seeming inability of acoustic mea-
surements to "describe" the specific
sound quality of a loudspeaker. The
problem of scientifically quantifying
human subjective response and correlat-
ing it with objective measured data is
basic, and intrudes in many areas of
human perception other than sound.

It is probably not necessary for me to
point out how far we are from being able
to work up, with measurements alone, a
"complete" numerical description of a
speaker system's performance that will
tell an engineer precisely how the speak-
er will sound. Nevertheless, we do have
an evaluating tool at our disposal that
does not depend either on having all the
necessary data or on a simple subjective
evaluation. I'm referring to the simulated
live -vs. -recorded test that, in effect,
compares an original sound against a
speaker's ability to reproduce it accu-
rately. As we have pointed out on sever-
al occasions (see August 1973 issue),
although the test is very useful, it does
have a number of limitations-enough
that we all would be much pleased if an
even better method of speaker evalua-
tion could be devised; but so far I see no
signs of one.

A reader writes to ask why our mea-
surements of the bass distortion and fre-
quency response of a speaker often seem
to lack correlation with our subjective
sonic appraisal of its performance. In a
way, this has its paradoxical aspects.
With close miking, it is possible to make
repeatable and acoustically meaningful
measurements of a speaker's bass per-
formance virtually independent of the
room characteristics. Unfortunately (or
perhaps fortunately), few of us listen
with our ears pressed to the speaker's
grille, so that the sound we hear is heavi-
ly influenced by room resonances and
absorption. Our measurements provide
clues to the relative bass performance of

different speakers, under conditions of
identical placement in the same room,
and with the same listening positions
used for all subjective comparisons
Readers should not infer any more
meaning than this from our comments on
bass response.

One reason why two speakers with
very different measured low -frequency
responses may sound much the same at
their low ends has to do with the limited
low bass content of most program mate-
rial. The majority of musical works-
even those employing instruments cap-
able of low bass output - usually contain

TESTED THIS MONTH

Sansui QRX-3500 Receiver
Hartley Speaker Sentry

Robins Speaker Protector
Marantz Model 4140 Amplifier

E -V Interface:A Speaker System

little energy below about 60 Hz. Ob-
viously, when comparing two otherwise
identical speakers, if one cuts off at
about 60 Hz and the other goes down to
35 Hz or so, they will usually sound very
much alike on most material. Most re-
cordings simply do not have enough en-
ergy in the 30- to 60 -Hz octave to reveal
speaker differences in that range.

It frequently happens that a speaker
with reduced output in the very low bass
sounds "heavier" than one with a bass
response that actually goes lower. A
slight rise in output in the 70- to 100 -Hz
range (2 or 3 dB is enough) can easily
give the illusion of a strong bass re-
sponse, since the lowest fundamentals of
the program are likely to fall in that
range. To further complicate matters,

the listening room can have a far greater
effect -for better or worse-at the low-
est frequencies than the actual differ-
ences between many speaker systems.
This is one reason why a speaker that
seems to have exceptional bass in your
listening room may not display any such
characteristic in our tests.

Bass -distortion measurements, de-
pending on how they are interpreted, can
indicate how loud a speaker can play
without excessive distortion (nonlinear
distortion is usually greatest at low fre-
quencies because of the increased cone
excursion), or they can merely suggest a
useful lower frequency limit, one below
which harmonic distortion rises rapidly
as the fundamental -frequency output
drops off. Our tests fall into the latter
category. At a modest drive level (such
as 1 watt), the woofer distortion remains
fairly constant down to some critical
"break-point" frequency (typically in the
50- to 70 -Hz range for compact speakers)
and then rises abruptly. Increasing the
drive -signal level merely shifts the
break-point frequency upward, usually
by only a few hertz. If the driver signal is
controlled so that a constant acoustic
sound -pressure level (SPL) is main-
tained, the "break" becomes very sharp
indeed, since the speaker's natural fall-
off of response may necessitate rather
high input power at low frequencies. The
actual distortion percentages may seem
excessive in comparison to those of the
electronic components, but it is well
documented that for various psychoa-
coustic reasons, several per cent of low -
bass distortion is rarely noticeable.

As far as we are concerned, there is
little to choose between constant drive
level and constant SPL distortion mea-
surements. Either method will tell us
where the speaker "lets go" and is no
longer an effective bass reproducer, but
neither is much help in revealing how a
given speaker will actually sound in
normal use. The previously mentioned
effects of room acoustics and program
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limitations can overshadow almost any-
thing short of a gross difference between
speakers (for example, two speakers
with 50 -Hz and 80 -Hz break points will
probably sound very different, but one
could not make such a confident predic-
tion if they were 40 and 50 Hz).

We have limited this discussion to the

low bass, since it seems to have aroused
the greatest reader comment and also is
the easiest part of the speaker's spec-
trum to "measure" - if not to evaluate.
At middle and high frequencies, the
problems are much more severe. Mod-
ern technology has made possible a host
of highly sophisticated measurements,

resulting in a mass of data which can tax
the interpretive abilities of the most
technically trained audiophile, and
would surely overwhelm the average
reader. But even with a mountain of such
data available, it remains a regrettable
fact that the only way still to tell how a
speaker sounds is to listen to it!

EQUIPMENT TEST REPORTS
3y Hirsch -Houck Laboratories

Sansui QRX-3500 AM/FM Four -Channel Receiver

 THE Sansui QRX-3500 is a four -
channel AM/stereo FM receiver featur-
ing Sansui's new Vario-Matrix decoder,
a unit that is claimed to provide excep-
tional channel separation with both QS -
and SQ-encoded material. The direct -
coupled audio amplifiers of the QRX-
3500 are conservatively rated at 15

watts per channel, with less than 0.5 per
cent total harmonic (THD) or intermod-
ulation (IM) distortion from 20 to 20,000
Hz, all four channels driven. With one
channel driven, the rated output is 22
watts into 8 ohms, or 30 watts into 4
ohms.

The Sansui QR X-3500 is relatively
large - 203/4 inches wide, 133/16 inches
deep, and 71/s inches high-and weighs
almost 41 pounds. Its satin -gold front
panel has separate bass and treble tone
controls for front and rear channels (with
eleven detented positions), and separate
left -right balance controls for front and
rear channels. The low- and high -cut fil-
ters, operated by pushbuttons, affect all
channels. To the right of this group of
controls are a front -rear balance knob
and a master volume control. The func-
tion switch selects 2 CH, QS SYNTHE-
SIZER, QS REGULAR MATRIX with sepa-
rate SURROUND and HALL settings (they
provide different separation characteris-
tics between front and rear channels),
PHASE MATRIX, and DISCRETE modes.
The last of these can be used with a four -
channel tape deck (there are full moni-
toring provisions for one two -channel
and two four -channel tape decks), or
with an external CD -4 demodulator. The
selector switch has settings for PHONO,
FM AUTO, FM MONO, AM, and two 4 -CH

I

inputs. Pushbuttons control LOUDNESS,
tape monitoring for the three recorders,
and FM MUTING. At the left side of the
panel are separate headphone jacks for
front and rear channels and a pushbutton
power switch.

The upper third of the panel contains a
black -out tuner dial scale with linear
FM -frequency calibrations at intervals
of 0.25 MHz. Above and to the left of
the dial scales, illuminated words appear
to clearly identify the selected operating
mode and program source. The illumi-
nated tuning meter reads relative signal
strength for AM and FM reception, and
the tuning knob operates a smooth fly-
wheel mechanism. On the rear apron are
the signal -input and -output terminals,
including insulated spring -loaded con-
nectors for speakers and antennas. A
LOCAL/DISTANT switch attenuates the
antenna signals to prevent overload by
strong local FM stations. The 2 -CH tape -
monitoring jacks are paralleled by a
DIN connector, and another socket is
provided for use with the optional QBL-
100 Remote Control (a four -channel
"joystick" device for balance plus a slid-
er volume adjustment for all channels).
The AM ferrite -rod antenna slides out a
couple of inches from the rear apron, but
does not rotate or pivot. There are two
a.c. outlets, one of which is switched,
and an input -voltage selector plug that
adapts the receiver for line voltages from
100 to 240 volts. The price of the Sansui
QRX-3500, including a wooden walnut -
finish cabinet, is $599.95. The QBL-100
Remote Control is $35.

 Laboratory Measurements. The audio

amplifiers clipped at 29 watts per chan-
nel with two channels driven, and at 24.2
watts per channel with all four channels
driven. These measurements were
made at 1,000 Hz with 8 -ohm loads. The
two -channel power at clipping into 4
ohms was 41 watts per channel, and with
16 -ohm loads it was 18 watts per channel.

The total harmonic distortion (THD)
was below the noise level at power out-
puts under 1 watt, where it measured
0.023 per cent, falling to 0.012 per cent
at 10 watts and reaching 0.1 per cent at
the clipping point of approximately 30
watts. The IM distortion was 0.027 per
cent at 0.1 watt, 0.058 per cent at 25
watts, and 0.25 per cent at 30 watts. The
IM remained at insignificant levels at
very low power output (0.26 per cent at 1
milliwatt), indicating the relative absence
of crossover distortion. We used 25 watts
per channel as our reference full -power
rating (two channels driven), and found
that the maximum THD was only 0.23
per cent at 20 Hz and less than 0.08 per
cent from 45 to 20,000 Hz. At half power
and less, the distortion remained essen-
tially below 0.08 per cent from 20 to
20,000 Hz, and was typically less than
0.03 per cent.

The amplifiers could be driven to a 10 -
watt output level with 92 millivolts
(Aux) or 1.45 millivolts (pHoNo). The
signal-to-noise ratio (S/N) through either
input was a very good 75 dB, referred to
10 watts. The phono-input overload of
120 millivolts was also better than aver-
age. The tone -control characteristics
were good, with a sliding bass -turnover
frequency moving from below 100 Hz to
above 500 Hz, and high -frequency con-
trol hinging at about 2,000 Hz. The fil-
ters had gradual 6 -dB -per -octave slopes,
with the -3 dB points being 120 and
3,000 Hz. The loudness control provided
moderate boost of both lows and highs.

The phono equalization of the QRX-
3500 was very accurate - within ±0.5 dB
from 30 to 15,000 Hz (actually from 20
to 20,000 Hz, which exceeds the R I A A -

(Continued on page 38)
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1TIME
LIFE

RECORDS

Now -a unique experience
for lovers of the arts

TIME -LIFE RECORDS
presents

RICHARD WAGN ER'S "RING"
This unparalleled 4 -opera cycle, especially produced for stereo

with a "dream" cast, orchestra, and conductor, is offered here in
an extraordinary TIME -LIFE presentation that unlocks its secrets
and brings out all its majestic beauty. The result is a peak cultural
experience in home enjoyment of the arts.

Prove it to yourself by accepting the complete package shown
on the next page for FREE 10 -DAY EXAMINATION

You are invited toenjoy free for 10days an extraor-
dinary cultural adventure.

You will receive the first of four linked music -
dramas by Richard Wagner. as Part I of the
grandest operatic work of all time, "The Ring
of the Nibelung." And with it, you will receive
background material which make the music and
characters come alive with startling vividness,
power, and meaning right in your living room.

Like the literature of Shakespeare and the art
of Michelangelo. the music -drama of Wagner is
a towering artistic achievement that should be
an essential part of your cultural experience.

Yet, surprisingly enough, many people who
genuinely enjoy good music have never dis-
covered the sheer listening enjoyment of
Wagner's greatest work, "The Ring of the
Nibelune It has been difficult to find and
collect satisfactory recordings of the complete
work. and equally difficult to know how to
approach this fascinating but intricate master-
piece.

Wagner Made Irresistible
Now, thanks to TIME -LIFE RECORDS. a once -
in -a -lifetime combination of the arts of compos-
ing, conducting. performing. recording, writing,
and publishing is opening up the enjoyment of
"The Ring" to a wider audience of music lovers.

Took 7 Years to Record
The centerpiece of this superlative presentation
of "The Ring" is a remarkable series of record-
ings by London Records that took seven years
to complete. Instead of trying merely to record
existing productions on the operatic stage, an
inspired producer obtained permission from
London Records to produce the entire work
exclusively for stereo recording.

Internationally Acclaimed
This recorded production of "The Ring- has won
unprecedented international acclaim. Wrote
Paul Hume of The Washington Post, "London's
cycle is not merely a landmark in the history of
the musical art but represents the art and science
of recording at its greatest:' And the English

hi-fi publication. The Gramophone, called the
TIME -LIFE presentation "an enterprise that will
leave its mark for more than a generation:'

What is "The Ring"?
"The Ring- is a revolutionary form embodying
Wagner's ideal of a "total art work- - the intri-
cate fusion of the arts of drama. singing, and
symphonic music that thrills and involves the
listener.

It tells of a magic ring forged from the gold
treasure stolen from the Rhine -maidens by a
dwarf or Nibelung, making him master of the
world: of the curse the dwarf put on the ring
when he is tricked out of it by Wotan. chief of
the gods: of the ill-fated romance between
Siegmunde and Sieglinde. son and daughter of
Wotan: and the adventures of their heroic off-
spring, Siegfried.

It is a story that runs the gamut of human
emotions from love to hate, adoration to envy,
forgiveness to implacable anger. It deals with
the basest of human actions, such as sadism.
greed for power and gold, vengeance, as well
as the most lofty. such as courage, heroism.
sacrifice, pure love. And all expressed in music
of such dazzling splendor and richness that it
has never been surpassed.

The Miracle of Stereo Recording
Wagner's libretto and score call for many special
effects which even the most ambitious opera
company finds impossible to stage. Only in the
recording studio can there be created so con-
vincingly the illusion of the Rhine -maidens
swimming to and fro, or a tenor changing sud-
denly into a baritone as Siegfried pretends to
be someone else wooing his fair Briinnhilde.

And where Wagner's score calls for six harps
for the Rainbow Bridge musitc. there are six
harps (almost never heard in an opera house).
Instead of the usual offstage clanking sound
effects for the sound of the dwarfs hammering
gold. eighteen real anvils were used.

For Donner's hammer striking the rock, a
special steel sheet twenty feet by five feet was

An irreverent contemporary
view of the master

constructed, hung, and struck by two strong
men. For Hagen's horn call and the answering
calls, the score indicates steerhorns: most
orchestras use trombones but this time special
steerhorns were fashioned by an old instrument
maker. And for a horn call by a different char-
acter. Switzerland was combed for a huge
elongated horn about 15 feet in length. still used
in the Alps to summon cattle over long distances.

The All-StarCast
The most illustrious operatic cast ever assembled
an one "stage" was hand-picked for this special
production. It includes virtuoso performances
by Birgit Nilsson. Dietrich Fischer-Dieskau,
Wolfgang Windgassen, Hans Hotter, and George
London. Two legendary stars, Kirsten Flagstad
and Joan Sutherland. consented to sing relatively
minor roles simply to participate in this historic
event. "When Flagstad sang her first line:' the
producer recalls, "the entire orchestra turned
around to gaze in amazement, so extraordinary
was the authority and power of her voice'

And the musical world generally agrees with
the appraisal of the producer that the conductor,
Sir Georg Solti, is "the great Wagner conductor

(continued on next page)



An opportunity to enjoy the
achievement of all time in

(continued from previous page)

of our time:" For ten years he was Musical
Director of London's Covent Garden Opera. He
is now Conductor of the Chicago Symphony
Orchestra and Advisor to the Paris Opera. He
is the only conductor to have won nine awards
of the French Grand Prix du Disque.

The Choice of the Vienna Philharmonic
The use of the Vienna Philharmonic for all
four operas, over a seven year period, provides
an extraordinary artistic unity and texture for
the entire work. "No other orchestra in the world
can approach the Vienna Philharmonic when it
comes to what an orchestra is about:' writes the
producer, "the sense or instinct through which
suddenlya hundred men become a single musical
instrument of infinite flexibility. It is the single
most precious jewel in the heritage of orchestral
performance in Europe:'

Following the Story Made Easy
Following the story is made easy by a booklet
for each opera, containing a synopsis of the
story and a German/English parallel transla-
tion. Thus to the sheer musical enjoyment is
added the excitement of Wagner's powerful
unfolding plot.

To tell his story, Wagner devised his own
musical language of melodic themes or leit
motifs, which identify characters, elements of
Nature, and recurring thoughts and moods. In
the 3 -record Introduction to "The Ring" which
is included in the first shipment, a noted mu-
sicologist identifies all of these motifs, gives
you musical examples, and shows you how
they are blended and developed.

3 Bound Volumes of Rich Background
Your enjoyment will be further enhanced by
knowing more about the work, the composer's
life, and the fascinating inside story of the
production. The first shipment also includes a
unique boxed set of three handsome library
volumes, splendidly illustrated and with covers
stamped in gold:

1, GEORGE BERNARD SHAW, "The Perfect
Wagneriter Delightful, impudent essays on "The
Ring" presenting his own social interpretation of
the dwarfs as the ill-treated laboring classes,
the giants as skilled artisans, and the gods as
the privileged ruling class.

2. RICHARD WAGNER: THE MAN, HIS
MIND, AND HIS MUSIC, by Robert W. Gutman.
A frank, irreverent view of the master's life,
generally considered the best one -volume
Wagner biography of our time; 535 pages,
magnificently illustrated with more than 400
paintings, drawings, photographs, maps, and
charts, many in full color.

3. RING RESOUNDING, by John Culshaw,
the London Records producer's own inside story
of the most impressive achievement in the
history of recorded music.

Send No Money, Just Mail Card
Start your own at-home "Wagner festival" by
mailing the card for the first part of "The
Ring" shown here and enjoy it free for 10 days.
Then if you are enthralled and wish to continue,
you may keep it andocomplete your set on the
terms outlined in the card. Otherwise simply
return everything within 10 days and forget the
matter. Mail card today. If card is missing,
write for details to TIME -LIFE RECORDS,
Dept. 0202, Time & Life Building, Chicago.
Illinois 60611.

To unlock the secrets of
Wagner's greatness
you get all this in your first shipment
FREE FOR 10 DAYS' EXAMINATION

1. DAS RHEINGOLD complete on 3 LP records.

Zkotrotruction to thr Cperoi.

tlne Aid Illiciimutb

2. SYNOPSIS-PLUS
COMPLETE TEXT IN
ENGLISH AND GERMAN
SIDE BY SIDE.

3. COMMENTARY ON "THE RING"
ON 3 RECORDS AND IN PRINT
-IDENTIFYING 193 EXAMPLES
OF WAGNER'S "MOTIFS."

plus-Yours Free If You Decide To Keep The Set

4. A 3 -VOLUME LIBRARY OF
FASCINATING BACKGROUND
 RICHARD WAGNER,
The Man, His Mind,
and His Music, by
Robert W. Gutman.
 RING RESOUNDING,
by John Culshaw.
The producer's own
inside story of this
7 -year recording
achievement.
 THE PERFECT
WAGNERITE, by George
Bernard Shaw. Witty
and penetrating essays
on the meaning of
"The Ring."



most outstanding music -drama
a towering performance
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A cycle of four operas by RICHARD WAGNER...performed by
the Vienna Philharmonic and an all-star cast led by Sir Georg Solti

V11111114

lit_ 1
...........

:oil coonction tu tile cperth,

,,,,,,Its 911jet tigolD f

AWARDED THE HIGHEST INTERNAT ONAL HONORS GIVEN TO ANY RECORDINGS,
including a special "Grammy" award frc m the American National Academy of Recording
Arts and Sciences and the p-emier European honor, the Grand Prix du Disque Mondiale.
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The Q X-35011.1 rear panel groups the jrant- and teat -1 hannel
connectors separately. Speaker terminals are at right center.

In the graph of FM performance, the levels of both pm.
random noise and noise plus distortion are

compared with the audio -output level as signal
strength increases. Both mono and stereo are shown.

defined limits). The equalization was af-
fected only slightly by phono-cartridge
inductance, with a maximum loss (with a
high -inductance cartridge) of 2 dB at
15,000 Hz and 3 dB at 20,000 Hz. This
is considerably better than we have mea-
sured on most receivers and amplifiers.

The FM -tuner section had an I H F
sensitivity of 2.6 microvolts (µV). The
50 -dB quieting sensitivity was 3.6 µV
(mono) at 1.35 per cent THD. The
ultimate distortion at higher signal levels
was 0.16 per cent (mono) and 0.35 per
cent (stereo), and the ultimate S/N was
73.5 dB (mono) and 63 dB (stereo) at a
1,000-µV input. The transition from
stereo to mono FM took place smoothly
and gradually as the input -signal level
was reduced from 40 to 25 µV. The in-
terstation-noise muting threshold was 12
µV. The FM capture ratio was 1.75 dB
(rated 2 dB). AM rejection was 49 dB,
which is adequate. The image rejection
of 77 dB (good) was slightly better than
the rated 75 dB. The QRX-3500's alter-
nate -channel selectivity rating is 50 dB,
which is a moderately low value, though
adequate in most listening situations.
However, its measured selectivity was
somewhat better: 51.5 dB above the sig-
nal frequency and 65 dB below. The 19 -
kHz pilot -carrier leakage was a low
-69.5 dB. The frequency response with
a stereo FM signal was very good,
within ±1 dB from 30 to 15.000 Hz.
Channel separation was excellent, ex -
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ceeding 21 dB from 30 to 15,000 Hz, and
better than 40 dB through the important
mid -range. The AM frequency response
rolled off at low, and high frequencies-
to -6 dB at 50 and 3,300 Hz.

Although our evaluation of the Vario-
Matrix performance was largely subjec-
tive, we were able to make measure-
ments of channel separation between
various channels with the help of a San-
sui QS -encoded test record. The side -to -
side separation was about 12 dB in front
and 14 dB in the rear. Along the left and
right sides, the separation was 7 to 10 dB
front -to -back, and it was 15 to 20 dB
across the diagonals. Other separations,
from the centers of each side of the
"square" to the others, and to the cor-
ners, were typically 10 to 20 dB.

 Comment. If one were to consider
only its audio -power and tuner -perfor-
mance parameters, the Sansui QRX-
3500 would appear to be simply another
good stereo receiver. But it is more than
that: in the important areas of audio and
FM distortion, signal-to-noise ratio, and
channel separation, it is well above the
average for contemporary receivers, and
in many ways it is comparable to the best
separate components.

As so often happens, the real merits of
this receiver are not apparent from its
measured performance alone. It is per-
haps best characterized as smooth in
every sonic respect. There are no turn -

on thumps or clicks, no audible switch-
ing transients, and it has one of the best
FM interstation-noise muting systems
we have come across. Signals are either
heard, with full quieting and low distor-
tion, or are totally absent, with no noise,
thumps, or modulation bursts as the unit
is tuned across the FM band. The FM
dial calibration is very accurate, al-
though we would have preferred 200 -
kHz calibration intervals to correspond
to U.S. channel spacings, rather than the
250 -kHz intervals provided. The tape -
monitoring flexibility of this receiver is
outstanding: not only can three tape
decks be handled, but it is possible to
dub from a two -channel deck (such as a
cassette recorder) to either of a pair of
two- or four -channel recorders, or from
one of the latter to the other. The lack of
switched speaker outputs for more than
one set of four speakers should not cause
inconvenience to most users.

Having heard a public demonstration
of the Vario-Matrix a year ago, we were
anxious to put one through its paces in
our own listening environment. We were
not disappointed in its performance. The
very limited separation characteristics of
the basic QS (or RM) matrix have been
enhanced by an ingenious "logic" sys-
tem. Unlike others, this does not vary
the channel gains to accentuate separa-
tion. Instead, it monitors the phase angle
between the incoming left and right

(Continued on page 40)

Note. curves were made with the receiver in the four -channel mode, with two channels driven (one measured) to equal power outputs.
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way out!
Tape cassettes and cassette
recorders were once regarded
pretty much as novelties. Sure,
they were great for voice record-
ings, but they weren't taken seri-
ously by hi-fi buffs. Then along
came TDK's Super Dynamic, the
tape that started a revolution in
the industry. It gave the cassette
true high-fidelity capability for the
first time, thereby stimulating the
development of improved cas-
sette recorders.

As a result, manufacturers of both
tape cassettes and cassette re-
corders started turning out better
and better products. So today the
question is " how well do they
match each other in performance
capability?" And with the devel-

opment of TDK's great new
Dynamic -series of cassettes, the
whole world of sound reproduc-
tion has changed.

When it comes to matching or ex-
ceeding the performance capa-
bilities of present-day cassette
recorders, TDK's new Dynamic
series is way out front. Extra
Dynamic (ED) cassettes offer an
entirely new dimension in record-
ing fidelity that is vastly superior
to any other cassette now on the
market. Super Dynamic (SD), the
tape that started it all, still has
better -balanced total perform-
ance characteristics than any
other brand made and is available
in cassette or open -reel format.
And Dynamic (D) is an entirely

CIRCLE NO. 51 ON READER SERVICE CARD

new hi-fi cassette offering excel-
lent quality at moderate prices,
with characteristics superior to
most "premium" cassette tapes.

So, if you want to be sure of
using cassettes that provide the
best total performance on any re-
corder ... for performance capa-
bilities that are and always will be
ahead of the industry ... discover
the dynamic world of TDK!

the new dynamic world of

4V1-17DK®
11

TDI< ELECTRONICS CORP.
755 Eastgate Boulevard, Garden City. New York 11530



channels and uses this to continuously
modify the matrix coefficients to achieve
the desired signal directionality.

The Vario-Matrix works exactly as
claimed. We could never hear any
"pumping" or other gain -riding side ef-
fects, yet the subjective effect was al-
most totally unambiguous in its direction-
ality - in other words, it is very close to
"discrete."

In the PHASE MATRIX position of the
function switch, the matrix is modified
for SQ decoding, and the Vario-Matrix
provides a considerable improvement
over the simple SQ matrix found in other
four -channel receivers (or, for that mat-
ter, over the partial or "front -rear" logic
units we have tested). We would judge
that the subjective separation heard with
SQ recordings is not equal to that ob-
tained with the latest "full -logic" SQ
systems, but it is the next best thing.

A significant and valuable feature of
the Sansui, in our opinion, is its QS SYN-
THESIZER function. All matrix decoders
can provide a rear -channel ambiance sig-
nal from stereo program material, and de-
spite the vagueness and lack of side -to -
side directionality, such "ambiance ex-
traction" provides a worthwhile im-
provement over two -channel listening.

Sansui has taken a giant step in the direc-
tion of synthesizing four channels from
two by cross -blending (with controlled
phase shift) some portion of each stereo
channel with the other. When the pro-
cessed signal is passed through the Var-
io-Matrix decoder, the outputs consist of
four distinctly different channels. In
effect, the stereo stage is wrapped
around the listening room so that full left
or right signals appear at the correspond-
ing rear speakers, with the overall spread
of the program smoothly distributed
along the sides to the front of the room,
and then toward the front center (where
mono sounds still originate).

It may seem hard to believe, but our
ears tell us that this system gives a better
"four -channel" effect with most stereo
program material than the majority of
the four -channel matrixed records we
have played through the various less -
than -full -logic matrix decoders. Recog-
nizing that most four -channel reproduc-
tion is not aimed at recreating an "origi-
nal concert -hall reality" for the listener,
and bearing in mind the ambiguous di-
rectionality of the typical matrix repro-
duction, we see this feature as a signifi-
cant advantage of Sansui's synthesis
approach. Few listeners, we believe,

would be able to detect that they were
hearing a four -channel performance syn-
thesized from a stereo program source
rather than an SQ or QS disc.

From our experience with four -chan-
nel receivers (we currently have a num-
ber on hand for testing), it is clear that
the totally self-contained receiver, able
to provide optimum performance with
any four -channel format is yet to appear
on the market. Those having built-in
CD -4 demodulators have simple matrix
decoders, with their acknowledged limi-
tations in channel separation. Those
with advanced SQ logic systems do not
provide comparable performance for QS
or CD -4 records. As of the moment, the
Sansui QRX-3500 is the most effective
and universal matrix receiver we have
seen, but still without CD -4 capability
(though of course it could be easily added
externally via one of the tape -monitoring
circuits). In our judgment, however, the
unit's four -channel synthesizing capa-
bility with stereo program material
goes a long way toward compensating
for this lack - especially when one com-
pares the available number of four -chan-
nel discs in any format with the existing
stocks of two -channel stereo records.

Circle 105 on reader service card

Hartley Speaker Sentry and Robins R47001 Speaker Protector
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 WHEN amplifier power ratings rarely
exceeded 20 or 30 watts, speaker dam-
age from excessive drive levels was un-
usual. Today, with 60- to 100 -watt am-
plifiers almost commonplace, and grow-
ing numbers of home -music systems
equipped with a continuous -power capa-
bility of several hundred watts, the dan-
ger to many loudspeakers is a very real
consideration. Amplifier protection cir-
cuits are usually designed to protect the
amplifier only, although some of them
will disconnect the drive to the speakers
in the event of excessive signal ampli-
tude. Otherwise, the audiophile con-
cerned about the well-being of his speak-
ers has had to depend on speaker fuses-
when the fuses, or information as to suit-
able ratings, have been available from
the speaker manufacturer.

Two interesting low -price accessories

have come to our attention-similar in
their operating principles-that are de-
signed to prevent speaker damage with-
out any interruption of the program and
without requiring the replacement of
a blown fuse. The Robins "Electron-
ic Fuse" speaker protector (Model
R47001) and the Hartley "Speaker Sen-
try" are passive devices (essentially
voltage -controlled attenuators) that are
inserted either in the tape -monitoring
path of an integrated amplifier or receiv-
er, or between the preamplifier output
and main amplifier input if this is more
convenient. The control voltage is ob-
tained from the amplifier's speaker out-
puts by an additional pair of leads. Both
units have two independent stereo chan-
nels. Since neither unit has a tape -
monitor switch to replace the one that
would be taken up by use of the tape -
monitoring path, the second connec-
tion path would usually be preferable.

When connected into a stereo system,
these devices form a closed -loop limiter,
or compressor, whose operating thresh-
old can be set by controls on the device
to limit the maximum signal to the speak-
ers to the equivalent of any power from 1
watt to 100 watts. Up to the output level
for which the control is set, the protector
acts as a simple fixed resistive attenuator

t.

i
RoBINS Qe

MI

with a nominal insertion loss. If the out-
put tries to exceed the threshold, how-
ever, the attenuator swiftly reduces the
drive to the power amplifier, and the de-
sired level of power is not exceeded.

No specifications or other details are
provided with the two units. Since the
Robins Electronic Fuse is sealed, we
could not examine its circuits, but the
Hartley unit apparently has photoresis-
tor/bulb elements to provide the variable
attenuation. We assume that the Robins
unit employs the same technique.

Although they differ considerably in
size, both units are packaged in small
plastic boxes. The Robins Electronic
Fuse is about 4 x 23/4 x 11/2 inches, and
the Hartley Speaker Sentry is about 63/4
x 33/4 x 21/4 inches. In addition to the
signal and speaker connections and the

(Continued on page 42)
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With Sansui you are right on. /A1 kQi\A 4\\\\
Sansui engineering provides a
series of four -channel receivers
that are enough ahead of their time
to put the future in your hands, now.
The unique Sansui QS vario matrix
nives you richer, fuller four -channel
sound from QS (Regular Matrix) as well
as SQ (Phase Matrix) sources, plus de-
modulated CD -4 and discrete tape. With
its superior QS synthesizing section, it I 0
creates realistic four -channel sound from
conventional stereo. Control your future with
the QRX-6500, 5500, 3500, or 3000. Hear them
at your franchised Sansui dealer.
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power -setting controls, all of which are
common to both units, the Hartley unit
has a speaker -impedance switch with 4 -
and 8 -ohm positions. The Robins Elec-
tronic Fuse is priced at $25 and the Har-
tley Speaker Sentry at $35.

 Laboratory Measurements. For test
purposes, we passed a constant -ampli-
tude audio signal through the attenuators
and used a short, high -amplitude tone -
burst to simulate an excessive signal
peak. The tone -burst input pulse and its
effect on the output signal were observed
on a dual -channel oscilloscope. The
Robins unit attenuator circuit turned on
in about 0.5 millisecond compared with a
5 -millisecond attack for the Hartley de-
vice. Both units had a much longer decay
(or release) time, with the Hartley re-
storing normal level about 0.5 second af-
ter the end of the control pulse, and the
Robins returning to normal between 0.5
and 1 second.

We operated both units in the tape -
monitoring path of a stereo receiver cap-
able of delivering about 40 watts per
channel. The insertion loss of the Robins
unit was very noticeable, measuring 5.5
dB, even when its power control was set
to 100 watts. The Hartley had an inser-
tion loss of only about 2 dB. As might be
expected, it became impossible, with
either device installed, to overdrive the
amplifier as long as the power controls
were set to less than 40 watts. The
power calibrations of both units were far
from precise, but there is actually no
need for the user to be concerned with
actual power levels. Probably the best
way to adjust one of these devices is to
play loud music just a little louder than
you normally wish to hear it, and then
turn down the power controls (from the
fully clockwise position) until you can
hear the loudest peaks being affected.
With this control position, the loudest
sounds you hear immediately after ad-
justment are then the loudest sounds

Diagram shows the manufacturer's recom-
mended connection for the Robins device. The
Hartley unit connects in much the same way.

your system will be capable of producing
afterward.

At a 1 -watt setting, the Robins unit
permitted a measured 2.1 -watt output
and the Hartley an output of 8 watts.
Setting the controls to 5 watts increased
these figures to 3.5 watts and 9 watts,
respectively. With a 10 -watt control set-
ting, the outputs were 5 watts and 11.5
watts. The speaker -impedance switch of
the Hartley unit had only a 1 -dB effect
on the output with any control setting.
Neither unit presented any significant
load to the speaker terminals of the am-
plifier; the Robins had an impedance of
about 5,000 ohms, while the Hartley
looked like an open circuit, reading more
than 100 megohms. Neither unit had any
effect on frequency range or distortion.

 Comment. When these limiters are set
to a low power, such as 1 watt, the re-
ceiver volume control has little or no
effect beyond a setting corresponding to
a modest listening level; further in-
creases did nothing at all to the sound
level. There was no audible distortion,
but the characteristic "breathing" of an
automatic gain -control system could be
heard at times with that low a setting.

Although we did not attempt any de-
structive speaker tests, it was apparent
that with either one of these units in use,
it would be difficult indeed to damage a

speaker. Even a super -power amplifier
can be tamed to deliver no more than a
whisper with these units, and the very
rapid response of the Robins unit in par-
ticular would probably protect the most
delicate tweeter. However, it should be
pointed out that neither of these units
can do anything to protect the speakers
in certain types of amplifier failure.

Both devices work essentially as
claimed, and without objectionable side
effects. Still, one must not lose sight of
the fact that with one of these gadgets
connected, an amplifier's output capabil-
ity is then determined by the knob on the
protector rather than by its own inherent
capabilities. To invest a sizable sum in
an amplifier capable of delivering per-
haps 100 watts or more per channel, and
then convert it to a 10- or 20 -watt ampli-
fier with the addition of one of these pro-
tective devices may not seem entirely
logical at first glance. However, there
are circumstances - as, for example,
when the amplifier is used to drive a pair
of remote speakers with less power -han-
dling capability than the main pair- in
which these accessories could be quite
useful. In such a case, the device would
be connected to the remote speaker lines
only (assuming the main pair is not being
used simultaneously). It would then
effectively protect the speakers from
overdrive at a time when the listener is
likely to be far away from the system's
volume control.

If the attack times of the Robins and
Hartley protectors were to be reduced to
provide protection against long-term
signal overdrive but permit brief tran-
sients to pass through unhindered, one
would still have some protection, plus a
reasonably unrestricted dynamic range.
On the other hand, the tweeters - usu-
ally the most vulnerable part of a speak-
er system-would be unprotected. Un-
fortunately, you can't have it both ways.
Circle 106 on reader service card (Hartley)
Circle 107 on reader service card (Robins)

Marantz Model 4140 Four -Channel Amplifier

 THE Marantz Model 4140 is that
company's most powerful and flexible
four -channel integrated amplifier. As its
full name (Model 4140 Stereo 2-Quad-

radial 4 Console Amplifier) indicates, it
can be switched from a four -channel to a
two -channel mode, combining the front
and rear amplifiers on each side to drive

only the front pair of speakers with more
than a doubling of power -output capabil-
ity per channel. The Marantz 4140 is
rated at 25 watts per channel continu-
ous, all four channels driven, and at 70
watts per channel in the two -channel
mode.

The front panel of the 4140, with a
brushed gold and black finish matching
the style of other Marantz components,
is dominated by a rectangular area con-
taining four illuminated meters that in-
dicate the signal levels at the speaker
outputs. To the left of the meters, illu-

(Continued on page 44)
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When two loads Bakers sound
different, at least one of them iswrong.

Maybe both.

Unpleasantly Distorted Reproduction

Which is better : the Rectilinear III, at $299,
or a comparably priced but totally different -sounding
speaker by another reputable manufacturer?

The ready answer to that question by a nice,
clean -living salesman or boy -scout hi-fi exper-.. is:
"It's a matter of taste. Whichever you prefer
for your own listening. They're both good."

We want you to know how irrespon-
sible and misleading such bland advice 15.

Think about it:
A loudspeaker is a reproducer. The

most important part of that word is the
prefix re, meaning again. A loudspeaker
produces again something that has
already been produced once.
Not something new and different.

Therefore, what it correctly
reproduces should be identical to the
original production. And identicalness that electrostaticsTheTruth: Undistorted Reproductionisn't a matter of taste. are inherently superior

For example, it isn't a matter of taste whether to conventional speakers in producing an output that's
the body shop has correctly reproduced the original identical to the input. This superiority is due to scien-
color of your car on that repainted fender. Nor is it a tifically verifiable characteristics, such as flatness of
matter of taste whether your mirror correctly repro- frequency response and low time delay distortion.
duces your visual image. Is the reproduction identical The trouble is that electrostatics create tre-
to the original or isn't it? mendous problems with amplifiers, have difficulty

Okay. We know. The ear is less precise than the playing really loud without distortion and are also
eye. And in the case of loudspeakers, it's usually im- somewhat deficient in bass. But-they're accurate,
possible to compare the reproduction and the live undistorted "mirrors" of sound.
original side by side. Furthermore, the speaker is only The Rectilinear III is the first successful
a single link in a whole chain of reproducers. But these attempt to give you this electrostatic type of sound in

a conventional speaker without any of the above
problems.

It allows you to hear what composers,
musicians and record producers have created
for you and not what some speaker
manufacturer thinks will please you.

So, next time you're in a store
and you hear another $299 speaker
that sounds different from

Rectilinear IIIours, you'll have an idea floor -standing
which of the two is wrong. speaker

( 6 drivers, 3 -wayAnd which is crossover)
the one to buy.

problems only complicate the matter without chang-
ing the basic principle. The reproduction is either
right or wrong. Two diff erent-sounding reproductions
can't both be identical to the original.

The common fallacy is to call the reproduction
wrong only when it's obviously unpleasant ( fuzzy or
shrieky highs, hollow midrange, etc.) . But what
about a pleasingly plump bass, lots of sheen on the
high end, and that punchy or zippy overall quality
known as "presence"? Equally wrong. And, because
of the seductive "hi-fi" appeal, much more treacherous.

To glamorize the original that way amounts
to having a built-in and permanently set tone control
in your speaker. For some program material it can be
disastrously unsuitable. Like the funhouse mirror
that makes everybody look tall and thin, it's great for
short and fat inputs only.

At Rectilinear, we design speakers to approach
facsimile reproduction of the input as closely as is
technologically possible. We restrict the "taste" factor

to twiddling the tone controls
of our amplifier in the
privacy of our home. Not

in our laboratory.
The Rectilinear III

is our best effort to
date in this direction.

And our inspiration
for it was a totally
different and rather
impractical design :
the full -range

electrostatic speaker.
Any serious audio

engineer will tell you

RECrILINEARSeductively Distorted Reproduction Rectilinear Research Corp., 107 Bruckner Blvd., Bronx, N.Y. 10454
Canada: H. Roy Gray Limited, Ontario
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minated words identify the program
source and operating mode. Below the
meters are three horizontal slider con-
trols for front left -right balance, rear
left -right balance, and overall front -rear
balance. Pushbuttons control loudness
compensation and the high -cut filter,
connect either or both of the two sets of
speaker outputs, switch in the tape -mon-
itoring circuit, and select the output of
either of two tape decks for monitoring
while recording.

Along the lower portion of the panel
are a pushbutton power switch, separate
stereo -headphone jacks for the front and
rear channels, and seven control knobs.
The input selector has positions for
PHONO, TUNER, AUX, TAPE 1, and TAPE 2
(the AUX position is also labeled CD -4 -
presumably in anticipation of a separate
demodulator's being used with that in-
put). A MODE switch selects MONO, 2 CH,
and three four -channel modes - DIS-
CRETE, VARI-MATRIX, and SQ, the last
requiring an optional SQ decoder mod-
ule that plugs into a socket and mounts
unobtrusively beneath the amplifier.
Associated with the VARI-MATRIX posi-
tion is a DIMENSION knob that adjusts
the amplitude and phase characteristics
of the rear channels. The VARI-MATRIX
(which must not be confused with the
totally different Sansui Vario-Matrix)
synthesizes the rear channels from two -
channel sources; it also has some decod-
ing capability for matrixed four -channel
programs.

There are three sets of tone controls-
BASS, MID, and TREBLE. Concentric slip -
clutch knobs are used for separate ad-
justment of front and rear channels. Fi-
nally, there is the VOLUME control,
which affects all four channels.

The elaborate rear
panel of the Moroni:

4140 even has
oscilloscope outputs

for all four channels.

In the rear of the amplifier are insulat-
ed spring -clip speaker connectors and
standard phono jacks for all inputs and
outputs. The two sets of tape -recorder
connections, as well as the Aux inputs,
are in quadruplicate for four -channel
discrete sources; the tuner and phono
inputs are for two -channel sources. The
preamplifier outputs and main amplifier
inputs are brought out to separate jacks
joined by external jumpers.

A connector is provided for an option-
al remote balance/volume control acces-
sory, with a switch to transfer control
from the amplifier to the remote unit.
One of the two a.c. outlets is switched. A
small rear -panel knob changes the power
mode from four channels of 25 watts
each to two of 70 watts.

The Marantz 4140 is 153/8 inches
wide, 143/8 inches deep, and 53/4 inches
high; it weighs 33 pounds. Optional ac-
cessories include a walnut wooden cabi-
net ($29.95) and the RC -4 remote bal-
ance and volume control ($39.95). The
price of the Model 4140 itself is $549.45.
The plug-in SQ decoder (Model SQA-1)
with front -back logic is $49.95.

 Laboratory Measurements. With all
four channels driven by a 1,000 -Hz sig-
nal into 8 -ohm loads, the output wave-
forms clipped at 36 watts per channel
continuous. Driving only the front chan-
nels (in the four -channel mode) in-
creased the maximum power to 42 watts
per channel, and all subsequent mea-
surements were made in this mode of
operation, as is our usual practice. With
4 -ohm loads. the maximum output was
54 watts per channel, and into 16 ohms it
was 25 watts per channel. In the 2 x 70 -
watt stereo mode, all speaker terminals
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must be isolated from the chassis or any
common ground. In normal use, this pre-
sents no problem, but because of the
type of input circuit in our test equip-
ment, we are unable to make power or
distortion measurements under such cir-
cumstances. However, a check with a
calibrated oscilloscope that did have iso-
lated input terminals indicated that the 8-

ohm clipping level was at about 97 watts
per channel continuous with both chan-
nels driven.

In its distortion characteristics the
Model 4140 proved itself worthy of the
Marantz name. At 1,000 Hz, the har-
monic distortion was unmeasurable be-
low several watts output, being sub-
merged in the circuit noise (which itself
was very low and quite inaudible). From
8 to 38 watts output, the distortion was
under 0.02 per cent (typically 0.015 per
cent). The intermodulation (IM) distor-
tion was under 0.1 per cent from 40
watts down to about 0.3 watt, and rose
to a low maximum of 0.32 per cent at 1
milliwatt output. At a reference full-

power output of 40 watts per channel,
the distortion was essentially between
0.02 and 0.03 per cent from 25 to 20,000
Hz, rising to only 0.05 per cent at 20 Hz.
The distortion did not change signifi-
cantly at lower power outputs.

An input of 88 millivolts (Aux) or 1.15
millivolts (PHoNo) produced an output of
10 watts with respective signal-to-noise
ratios of 76 and 73 dB. The phono-input
overload occurred at 115 millivolts-
impressively high (and therefore safe) in
view of the amplifier's high gain. The
frequency response with all tone con-
trols centered was as flat as that of our
test instruments, measuring within 0.25
dB overall from 20 to 20,000 Hz. The
bass tone controls had a variable turn-
over frequency, shifting from about 100
to 300 Hz as the control was moved
from its center position. The treble con-
trol affected frequencies above 2,000
Hz. The MID control, whose action was
centered at 1,000 Hz, affected a broad
range of frequencies spanning most of
the audible band. It had a maximum

(Continued on page 46)
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Can you spot
the Camel Filters smoker?

Even at the Zoo everybody
has a gimmick... almost
everybody. Find the one
who doesn't. 1. No. He's
Miles Tugo, underwear

salesman pretending he's a jogger. Gimmick: Cigarettes with
filters so thick every time he inhales, his ears pop. 2. Meet
Livingston I. Presume, gorilla. A latent Homo Sapien, who throws
tires at anybody who doesn't believe in Evolution. 3. Nope. He's
Jerry Bilt, zoo painter. Holds gimmick: A long pole to paint ape's
cage (says he's allergic to fur and having his leg pulled off). His

©1973 R Reynolds Tobacco Co.

Maxi -Long cigarettes easily break in half, too. 4 & 5. No and no. They're
Sam and Janet Evening, movie team making a low budget jungle
picture: "King Kong Gives Detroit A Hickie." 6. He's Skip Tickel.
Was given this address to deliver 12 Chinese dinners. Gimmick:
Smokes cigarettes with filters so hollow he talks with an echo.
7. Right. He prefers wildlife to wild gimmicks. Wants no nonsense
in his cigarette, either. Camel Filters. Good
taste. Honest tobacco. 8. No. It's either the
symbol of a high -quality cigarette, or a high-
rise sheep.

Camel Filters. CAM EL
They're not for everybody

(but they could be for you).

Warning: The Surgeon General Has Determined

That Cigarette Smoking Is Dangerous toYour Health.
19 mg."tar:'1.3 mg. nicotine ay. per cigarette, FTC Report SEPT.'73.



range of ±5 dB, compared to the ±10
dB or more of the other tone controls.

The loudness compensation boosted
both low and high frequencies moderate-
ly. The HI FILTER had a 6 -dB -per -octave
slope, with the -3 -dB frequency being
4,000 Hz. The RIAA phono equaliza-
tion was flat within ±-0.5 dB from 500 to
15,000 Hz, and rose slightly at lower
frequencies. Overall, it was within ±2
dB from 30 to 15,000 Hz.

 Comment. As a four -channel integrat-
ed amplifier, the Marantz 4140 offers an
impressive combination of high power
and ultra -low distortion in a very com-
pact (though certainly not lightweight)
package. Its array of inputs and outputs
should be able to handle almost any con-
ceivable grouping of quadraphonic ac-

cessory components, such as matrix or
discrete disc demodulators, tape decks,
or active equalizers. Of course, it can
also be viewed as a very fine high -power
stereo amplifier. However, we suspect
that most people will rightly consider the
4140 as the control center for a high -

quality four -channel system.
Our test unit did not come equipped

with any of the plug-in decoder options.
We tried the built-in VARI-MATRIX circuit
both as a decoder for some of our ma-
trixed records and as a rear -channel syn-
thesizer with stereo program sources. In
the latter function it did a satisfying job
of providing rear -channel sound with
some control of the spatial effect through
the DIMENSION control. But with the
four -channel matrix records we used
(EV, QS, and SQ), the directionality was

no more positive than that achieved by
"enhancing" most two -channel material.

The Model 4140 is protected by sen-
sing circuits which operate a relay to
disconnect the speakers if excessive
output currents are drawn (they also
provide a few seconds of delay upon
switching on, to avoid problems with
transient thumps). These circuits work
very well, as we discovered during at-
tempts to measure the output in the 2 x
70 -watt mode. Summarizing, the Ma-
rantz Model 4140 offers state-of-the-art
performance in four -channel integrated
amplifiers, with the overall quality and
solid construction we have always asso-
ciated with Marantz products. It is ex-
pensive, but-the old saw to the con-
trary - some of the very best things are.

Circle 108 on reader service card

Electro-Voice Interface:A Speaker System

 THE Electro-Voice Interface:A is an
equalized loudspeaker system with an
unusual combination of design and per-
formance features. Unlike most "book-
shelf" speakers-and any with substan-
tial low -bass response-the Interface:A
can actually be installed on an ordinary
bookshelf. Although the front dimen-
sions are 14 x 22 inches, the system is
only 73/4 inches deep, and it weighs 27
pounds, 4 ounces.

The Interface:A is a two-way system
with a nominally 8 -inch -diameter woofer
that crosses over at 1,500 Hz to a 2 -inch
tweeter. The tweeter operates with a

front -loading arrangement that increases
dispersion at the highest frequencies. A
second tweeter at the rear of the enclo-
sure operates above 7,000 Hz to main-
tain a reasonably constant total energy
output over the full frequency range. A
clear space of at least 2 inches at the rear
and around the sides of the enclosure is
recommended to permit the rear tweeter
to radiate effectively. However, its audi-
ble contribution to the overall sound is
quite subtle, and enclosure placement is
not critical. When the Velcro -fastened
grille is removed, the most striking visi-
ble feature of the Interface:A is the large
passive -radiator cone. This is essentially
an 11 -inch -diameter mass -loaded speak-
er cone in a conventional frame, but
without a voice coil or magnet structure.
The passive radiator is actually a pre-
cisely designed substitute for a conven-
tional vent or port, which would have to
be unreasonably large to achieve the de-
sired 32 -Hz response with an enclosure
of the Interface:A's size.

The frequency response of the E -V
Interface:A even without its electronic
equalizer is certainly respectable. At the
bass end there is a gradual rolloff to
-3 dB at 60 Hz and -10 dB at 32 Hz.
The active equalizer improves this per-
formance even further. Connected in the

amplifier's tape -monitoring path, this
unity -gain equalizer has a flat response
over most of the audio range. The bass
boost begins at 100 Hz, reaching a maxi-
mum of +6 dB at 35 Hz, with a sharp
cutoff below 30 Hz. A switch on the
equalizer provides three high -frequency
response curves. One is electrically flat,
the second rolls off the response to -6
dB at 20,000 Hz, and the third produces
a gentle boost of the highs, starting at
2,000 Hz, to a maximum of +4 dB at
20,000 Hz. The equalizer unit is a.c.
operated, measures 8 x 7 x 23/4 inches,
and has a tape -monitoring switch and
connectors to replace those it supplants
in the amplifier. Another novel feature of
the system is the provision for adding an
optional "tweeter saver," the Model TS -

1, which temporarily disconnects the
tweeters when the amplifier drive level
exceeds a safe value.

Among E -V's design goals for the In-
terface:A were an effective 32 -Hz lower
response limit and uniform total -energy
output over the audible range. In addi-
tion, the use of a vented enclosure con-
fers somewhat greater efficiency than is
typical of acoustic -suspension systems.
Overall, the Interface:A is a noteworthy
example of intelligent engineering to

(Continued on page 50)

Oscilloscope photos show (from left to right) the fine response of the Interface:A's tweeter to tone -burst and square wave inputs (both at
5,000 Hz), and the woofer's response to similar inputs at 1,000 Hz. The input appears above the output in all four of the photographs.
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"A silent giant that's built to last - probably forever"
Stereo & Hi Fi Times

"No acoustic feedback even directly in front of
loudspeakers" Hirsch -Houck Laboratories

Stereo Review Magazine
"Built to last ... gives great results"

FM Guide

N
ST

L.

RL

UT-

"The feel of precision machinery ... rumble was
inaudible" Hi Fi Stereo Buyers Guide

"Absolutely no speed error at either 331/3 or 45 rpm"
High Fidelity Magazine

"The turntable suspension is almost impervious to
jarring or bumping" Audio Magazine

From the public...
"I'm glad I bought it", E.G., Lowell, Mass. "It has no faults", H.W., Birmingham, Ala.  "The whole turntable is
beautiful", D.G., Kalamazoo, Mich. "No plastic parts", T.H., Wilton, Conn.  "Own one for nine years", W.L.,
Houston, Tex. "General overall feeling of quality", R.J., Ft. Knox, Ky. "Best reputation among people who
know",F.A., Sarasota, Fla.."Far out", J.W., Milwaukee,Wisc."Workmanship is outstanding",R.W., Baltimore,
Md."Fantastic",R.E., Canton, Ohio."Empire has a wonderful attitude towards the customer", R.B., Arlington,
Va. "The best turntable in the world", H.M., Honolulu, Hawaii

Listening is believing-ask your hi fi dealer for a
demonstration. Write for your free Empire Guide to
Sound Design. Mfd. U.S.A.

Empire Scientific Coo. 1055 Stewart Avenue, Garden City, New York 11530 .IrrTutt
MON MELT
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GET
MORE and BETTER

FM Stereo Multiplex
BROADCASTS

WITH

FI/VCCP.
Award Winning FM Components

$28.60 list

FM BAND
PASS FILTER
Model 3007

$8.05 list

FM ANTENNA
Model FM -4G

FM INDOOR
AMPLIFIER
Model 65-7
$26.20 list

Write Dept. SR -3-74 for Catalog 20-213

THE FINNEY COMPANY
34 W. Interstate St., Bedford, Ohio 44146

CIRCLE NO. 16 ON READER SERVICE CARD

--- Great
Listening
Pleasure
Does&

neap.
Does It?

Yes, it does! We're one of the
country's largest Mail Order

Houses of Stereo Equipment and
components. We pass our volume

buying power right along to you.

BALTIMORE

term
olesalers

--A-WRITE FOR QUOTATIONS AND OUR
LATEST FREE CATALOG!

7A Aylesbury Road
Timonium,Md. 21093  301,252-6880

CIRCLE NO. 8 ON READER SERVICE CARD

Electra -Voice Interface:A
Speaker System . . .

(Continued from page 46)

achieve stated goals with a minimum of
sacrifice in the inevitable "trade-off" of
design parameters. The Interface:A is
sold as a complete "system" that in-
cludes two speaker enclosures and the
equalizer. Price: $400.

 Laboratory Measurements. Accord-
ing to the manufacturer, setting the
equalizer's high -frequency level switch
to maximum provides the most uniform
energy output from the system, and we
used that setting during our tests. We
measured the integrated frequency re-
sponse from 500 to 20,000 Hz in a nor-
mally "live" room. Below 500 Hz, sepa-
rate measurements were made using a
closely spaced microphone for both the
driven and passive cones; the two result-
ing curves were then combined with
appropriate allowance for their respec-
tive contributions to the total output.
When we joined this combined curve
(corrected for the equalizer response) to
the high -frequency curve, we obtained
an excellent overall frequency re-
sponse of about -1-4 dB from 32 to
20,000 Hz. The impressive bass re-
sponse conformed closely to E -V's pub-
lished curves, with no evidence of a
resonant peak and an overall variation
of only ±2 dB from 35 to 450 Hz. The
output at the extreme highs (which are
most subject to measurement error) rose
to about +5 at 15,000 Hz, relative to
the 1,000 -Hz level. The mid -range re-
sponse, which was generally smooth,
showed two moderate peaks with am-
plitudes of 4 dB at 600 Hz and 3 dB at
3,000 Hz.

The separate measurements of the
driven and passive cones showed (as
theory predicts) that the output below 40
Hz is almost entirely from the passive
cone. At a 1 -watt input, the distortion
from the driven cone rose rapidly below
50 Hz. This is of little consequence,
since its output (again, as theory pre-
dicts) at these frequencies, and hence its
contribution to the overall sound, is very
much reduced. On the other hand, dis-
tortion from the passive cone was un-
usually low, reaching a maximum of only
6 per cent at 34 Hz and actually decreas-
ing to 4.5 per cent at our lower measure-
ment limit of 30 Hz.

The impedance of the Interface:A
reached low points of just over 5 ohms at
30 and 200 Hz, and the highest values
were 25 ohms at 75 and 1,500 Hz. The
response of the equalizer matched E -V's
curves very closely. Aside from a phas-
ing anomaly (the significance of which is
not entirely clear), the tone bursts show
good transient response, with little ring -

50

ing or start-up delay. We repeated this
test with a two -cycle -long square -wave
burst and found that, although the
square -wave output was modified con-
siderably, its basic shape was clearly
recognizable. Unlike most equalized
systems, the E -V Interface:A has rela-
tively high efficiency. Our estimate is
that it is 6 dB more efficient than a typi-
cal acoustic -suspension system in its
price range -a substantial increase. This
lessens the power demands made on the
power amplifier by about 75 per cent
over most of the audible band. At the
very low end, the demand on the amp-
lifier was about equal to that of an
acoustic -suspension system.

 Comment. In our simulated live -vs. -
recorded listening test, the E -V Inter-
face:A had excellent highs with good
dispersion-though not quite the equal
of the better "omni" and "semi-omni"
speakers we have tested. The mid -range
had a slightly "forward" sound quality,
one that in most cases would probably
not be noticed except in a direct A -B
live -vs. -recorded comparison. With pop-
ular and rock music particularly, the
slight mid -range projection would be
considered by many to be a positive
quality, giving the sound a pleasing
"punch." This, of course, is enhanced by
the speaker's high efficiency and its
power -output capability, which together
can produce impressive sound levels
without a super -power amplifier.

Watching the cones with the grilles
removed and while playing some moder-
ately warped records, we became aware
of a major advantage of the equalizer
system. Without the equalizer, both bass
cones showed large excursions at normal
listening levels, probably caused by
"normal" record -surface irregularities.
Switching in the equalizer completely
removed these subsonic signals, even
though the lower audio frequencies were
considerably enhanced. The E -V ap-
proach is obviously far more effective in
this respect than a typical rumble filter.
In addition, and in contrast to some
other equalizer systems that have much
higher bass boosts, the moderate bass
boost required from the E -V equalizer is
not likely to place excessive demands on
the amplifier.

All in all, the sound of the E -V Inter-
face:A was well balanced and clean,
with no hint of its exceptional bass capa-
bilities - unless, of course, the program
called for it. This should be an ideal
speaker for those striving for convincing
home reproduction of the kind of low
frequencies heard from a large pipe or-
gan. Rock listeners as well can approach
the sort of bass reproduction heard in
live concerts, since the E -V Interface:A
can deliver a level of undistorted bass far
superior to that of any other speaker of
its size that we have heard.

Circle 109 on reader service card
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The classics from KLH. Four bookshelf loud-
speakers of such extraordinary quality that each
has set the standard of excellence in its price
range. Pictured to the far left, our popular little
Thirty -Two ($55.00t). Next, one of the best sell-
ing loudspeakers in the country, the Seventeen
($79.95t). Up Wont, everybody's favorite, the
Six ($139.951. And finally, our most spectacular
bookshelf model, the Five ($199.95t). If you
really want to know what KLH is all about, we
suggest you listen to any one or all of these fine

loudspeakers. And when you do, also look for
our other bestsellers-the KLH stereo receivers.
The Model Fifty -Five ($219.95t), the Model Fifty -
Two ($319.95t); and our newest receiver, the
stereophonic/quadraphonic Model Fifty -Four
($525.00t). KLH-the best thing to happen to
bookshelves since books.

For more information, visit your KLH dealer
or write to KLH Research and Development
Corp., 30 Cross Street, Cambridge, Mass.
02139

What's a bookshelf
without the classics?

1111111111111111 " 14:::::: I..... I
KLH RESEARCH AND DEVELOPMENT CORP

30 Cross St., Cambridge, Mass. 02139

tSuggested retail prices-slightly higher in the South and West.
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PACHELBEL'S COMET
NDERGROU ND excitement about a
record or a song develops when

several radio stations coincidentally
program that selection and several
hundred (perhaps several thousand) in-
dependent minds hear it and, without
benefit of any "promotion," get excited
about it. Some such thing has been hap-
pening recently to a piece that is coming
to be known as "Pacobel's Cannon" or
some variant thereof, since that is the
name cited to record stores and the
Musical Heritage Society by those peo-
ple who want to buy the recording. In a
culture that takes such names as Led
Zeppelin, Christopher Milk, and Spooky
Tooth as a matter of course, "Pacobel's
Cannon" can hardly be considered out
of line. Nevertheless, there is a story
here. There are a few LP recordings of
the piece, there may even be a single or
two, and who knows what other develop-
ments are in store for this fragment of
ancient music.

The piece is actually the Canon (one
"n"), or Kanon, in D Major for three
violins and continuo (that is, harpsi-
chord, cello, and bass) by Johann Pach-
elbel, who was born in Nuremberg in
August, 1653, and died in the same city
on the sixth or seventh of March, 1706.
The musical importance of Pachelbel,
according to Grove's Dictionary, "is due
to the fact that he was one of the spiritual
ancestors of Bach." There is a one -col-
umn article on Pachelbel in Grove's, but
the Canon in D Major is nowhere men-
tioned in it.

A canon is a piece for two or more
voices (vocal or instrumental) in which
the melody played by the first voice is
imitated exactly by every other voice,
each voice, however, beginning the mel-
ody at some specified time after the pre-
ceding one. Thus, the round Three Blind
Mice is a canon, the second voice begin-
ning the opening line only when the first
voice reaches "see how they run," and
the third and fourth voices waiting an
equal length of time before beginning.

Such canons are frequently constructed
to be infinite-that is, each voice, when
it has reached the end, starts over again,
and you can keep on singing it until you
arbitrarily decide to stop.

Pachelbel's canon has the added com-
plexity of a separate bass line, over
which the other voices perform the can-
on proper, and that bass line is continual-
ly repeated, thus making the work not
only a canon but a passacaglia too. (A
passacaglia is a set of variations on a
brief theme over a continuously repeated
bass.) The melodic line of Pachelbel's
canon is really a continuing set of varia-
tions on the opening tune. That opening
tune (and the bass line that accompanies
it) is only eight notes long in an unvaried
rhythm, and thus the harmonic progres-
sion formed by the upper voices and the
bass -for those who know about such
things,the progression is I -V -VI- I I I -IV -
I -IV -V - is continuously repeated. Such
close, regularly repeated progressions
can lend a certain hypnotic quality to mu-
sic and, when the variations over them
increase in melodic complexity and tend
to rise in pitch, a certaimcstatic quality
as well. Pachelbel's canon does just this,
and does it splendidly.

What is fascinating to me here is the
at least hypothetical coming together of
lines of musical tradition and interest
that produced the work in the seven-
teenth century and produced a new ap-
preciation of it in the twentieth. To begin
with, it may be a representative work of
its time, but it is hardly a typical one.
Pachelbel was particularly noted for
compositions based on Lutheran cho-
rales, and nothing could be further from
that peculiarly lucid and rational form of
composition than this very sensual and
really rather indeterminate piece.

If those seem like strange adjectives to
use about a work that is, in fact, cast in
two of the nominally strictest musical
forms (textures, more properly), a rela-
tively small amount of aural familiarity
with the work will reveal that the melod-

ic line, once past the opening statement,
is free to go in almost any direction,
bound only" 'by the dictates of the har-
monic progression. In my experience of
playing the work for others, I have found
that it produces an almost irresistible im-
pulse to sing along with it. Yet, the
would-be singer has never heard the
piece before and therefore cannot know
which- way the melody is going to go.
What is happening, in effect, is that the
singer is inspired to improvise over
a stated and understood harmonic pro-
gression - and, of course, whatever he
matches to that progression fits.

It took the incgeased in, erest in things
harmonic of the Baroque era to produce
a situation in which a work of this sort
could have been composed: it could
never have happened in the Renais-
sance. And yet there are antecedents:
Sumer is icumen in, for example, a work
of thirteenth -century England, is a four-
part canon over a repeated lower part
constructed of two intertwining voices.
Its resulting harmonic progression is
shorter and less interesting than Pachel-
bel's, but it too produces the feeling of
harmonic security that allows for melod-
ic improvisation.

The particular ecstatic quality of the
Pachelbel also has its precedents -for
example, passages in Monteverdi's La -
grime d'Amante- as well as its subse-
quents - Vaughan Williams' Fantasia on
a Theme by Thomas Tallis and a good
deal of the music of Alan Hovhaness,
among others.

BUT why this sudden appreciation to-
day? Well, for one thing, there is a very
definite preoccupation now with the idea
of ecstaticism in music (together with its
quasi -religious connotations). The qual-
ity of certain rock music shows that, to-
gether with the new interest in such mu-
sical figures as Scriabin and the continu-
ing fascination with Indian music (where
the ecstaticism received by Western
audiences is perhaps not that intended
by the Eastern music).

In the second place, the security of-
fered by a short, repeated harmonic pro-
gression is a virtual cliche in rock.
Whether one puts this down to the psy-
chological needs of the artist or the audi-
ence, there is no question that rock much
prefers to do variations in place rather
than cope with the idea of an extended
harmonic journey. And it is intriguing
that the progression afforded by Pachel-
bel is really rather close to the harmonic
movement of rock.

What we have here, then, is the musi-
cal idea as a sort of comet, which comes
into our ken and looms very large for a
time, then goes away, being forgotten by
all but specialists, only to appear again a
century or two later and subtly change
the lives of a whole new generation.
Pachelbel, what will they say of you in
the year 2100?
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O 1S1 KYO TX -666
fine quality audio equipment
with an important difference.

That difference is in Transient Response
... and more! Onkyo engineers, through
exhaustive research, determined that a
receiver's Pre & Main Amplifier sections are
of major importance to overall sound
quality. They found that most fine receivers
will "pass" a sine wave efficiently. But, it is
in Transient Response - the ability to han-
dle complex waveforms (musical sound
signals) where others fall short of Onkyo's
high standards. Onkyo achieves this ideal
Transient Response through the use of its
superbly engineered pre -amplifier circuits
and direct coupled/differential amplifier cir-
cuitry. This combination further assures
minimal Total Harmonic Distortion for
dramatically realistic sound reproduction.

But, what about performance in the
"phono" mode? And in FM reception? How
does the TX -666 measure up? Here again
the Onkyo difference is apparent. An
unusually large 200mV (at 1KHz) Phono
Overload Capacity is built into the Pre-
amplifier circuit. This provides the TX -666
with an extraordinary capacity to handle the
extremely pulsive, highly dynamic input
signals from today's fine quality phono car-
tridges & discs . . . for clean, clear, lifelike
response.

As for FM reception, we've incorporated a
highly sensitive Front End and an advanced,
Phase Linear IF Stage design to achieve en
viable FM sound quality over an extremely
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broad bandwidth ... in extra -strong or in
weak signal zones. Dial calibration is ac-
curate, precise . . . and there is no drift.
Capture Ratio and Selectivity are decidedly
superior. FM Muting is "pop -less".

Far power, Onkyo employs the more
definitive RMS ratings - with the TX -666
delivering 53W (per chan.) RMS at 1KHz,
both chan's. driven. This power capability is
guarded by a superbly responsive, detection
type (ASO) electronic circuit for output
power transistors; a sophisticated Transient
Killer Circuit; fused speaker protection and
automatic, shut-off thermal protection.

The experts more than praise the TX -666.
Hirsch -Houck (Stereo Review, March '73)
calls it "A high performance receiver". High

FE Fidelity (May '73) says it "Behaves well
-1 4-4:41- above average". Radio Electronics (Feb.

'73) is "Highly impressed". And FM Guide
(Jan. '73) calls it a "Winner"!

Prove it to yourself. Listen to the TX -666
and all the other outstanding Onkyo audio
products - tuners, amplifiers, receivers,
speaker systems and speaker components
n every price range. You'll discover why
Onkyo is audio with an important difference.

1%1 C)
Artistry in Sound

Onkyo Sales Section/Mitsubishi International Corp. 25-19 43rd Avenue, Long Island Ci'y, N.Y. 11101/(212) 729-2323
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THE SIMELS

3y STEVE SIIELS

GETTING THERE WAS ALL THE FUN
COMEONE, I'm not sure who (and if
Li any of our literate readers would
care to enlighten me, I'd be most grate-
ful), once said that it's the easiest thing in
the world to start a new religion-all
you have to do is be crucified and rise on
the third day. "Easy" or no, there have
been throughout history a number of
aspiring divinities who have not taken
this simple advice to heart, and it ap-
pears to have been similarly wasted on
Teenage America's latest Heavyweight
Spiritual Contender, the sixteen -year -
old self -billed Perfect Master, Guru
Maharaj Ji. In the long run, I think his
credibility is going to suffer for it. As a
matter of fact, I caught his act recently
and frankly I can't see him as serious
competition for either Billy Graham or
David Bowie, the two performers he
most closely resembles. However, the
circumstances attendant on this confron-
tation between the reputed Wisdom of
the East and the sensorium of this re-
porter deserve some explanation, at
least insofar as this is a music magazine.

For several weeks during last fall,
New York City (and, I assume, other
parts of the country) was plastered with
posters featuring the guru's smiling puss
and an invitation to attend "Millennium
'73," a three-day extravaganza at the
Houston Astrodome at which he prom-
ised to announce solutions for all the
world's problems. (Rennie Davis, the
former radical who had gotten religion
and become the Festival's organizer, had
earlier declared it would be "the most
significant event in the history of man-
kind.") Call me a sucker if you will, but
with a hype like that I just knew I had to
attend. My own particular problem
(namely, how to justify a Popular Music
Editor's interest in such spiritual matters
to my more pragmatic associates at STE-
REO REVIEW) was soon solved, and I
took it as a Good Omen. It seemed that
Eric Mercury, Stax Records' latest entry
in the "Let's Fill the Void Left by the
Passing of Otis Redding" sweepstakes,

had been invited to perform during the
Millennium's first day. The guru's people
were predicting a massive turnout of
premies (devotees) from all over the
world, and, although Eric himself was not
a follower (apparently the only reason he
was approached in the first place was his
recording of a highly secular soul num-
ber entitled Love Is Taking Over), the
Stax organization was obviously recep-
tive to the idea of presenting him to the
hordes expected to pack the Astrodome
to overflowing. So, being generally cu-
rious about outbreaks of mass psychosis,
I allowed myself to be the guest of Stax,
and, along with some other journalistic
types, made the trek down to Houston.

My immediate impression upon arriv-
ing was that the seemingly unlikely alli-
ance between Stax's Memphis Funk and
the guru's Himalayan Homilies was not
as farfetched as I had anticipated: it
turned out that both the Stax executives
and the Holy Stripling were inordinately
fond of expensive limousines (the guru's
was a spiffy green Mercedes, which I
encountered in the hotel parking lot). But
a vague air of uneasiness surrounded the
whole undertaking; the record company
people were promoting an artist, trying
to sell records, while the guru-noids
were jabbering about saving the world
and offering "a thousand years of peace
for those who want it." Strange bedfel-
lows, to say the least.

Nonetheless, after a breakfast press
conference at which both Rennie and
Eric (a very likable and engaging young
fellow, it turned out) hyped their respec-
tive things, we were off to the Astro-
dome to see at first hand What It Was
All About. Oddly, it was a total bust; the
biggest excitement (for me, anyway) was
provided by occasional harassment by
the assorted competing sects (Krish-
nists, fundamentalists, etc.) who were
picketing at the gate. After all the pub-
licity, the multitudes inconsiderately
neglected to appear (official crowd esti-
mates ranged from ten to twenty thou-

sand, which struck me as excessive), and
in any event those that did couldn't have
cared less about the entertainment pro-
vided for them; the kids I talked to were
full of excited rumors about scheduled
UFO landings and the like, and, under-
standably, traditional show biz must
have struck them as pretty irrelevant to
the grander scheme of things. So poor
Eric, backed by the full-scale Stax pro-
duction-big band and gospel singers-
was left on stage to parade his wares
before a crowd at best only vaguely
aware of his presence. It was a shame,
actually - Eric isn't Otis, but he's quite
good; he has an excellent voice and lots
of energy. But he is not Divine, and was
therefore beneath the audience's notice
(perhaps they should have booked Bette
Midler). At any rate, I'd probably enjoy
hearing him again under more reason-
able conditions.

For those of you who may be wonder-
ing, I did indeed stay for the guru's open-
ing appearance, and, although the faithful
responded to him with worshipful enthu-
siasm, I didn't find him all that hot. For
starters, he couldn't dance. Even worse,
his material was lousy: he retold the
same parable at least four times with
different characters (owl and goose, fox
and crow, etc.), and he was given to say-
ing things like "I don't have to tell you
. . . you know." Somehow, one expects
more from a Living God.

Now that I've gotten all that out of
my system, and just by way of a snap-
py closing, I would like to mention here
the runners-up that I had to cut (due to
space limitations) from my last month's
1973 Ten Best list. Normally, I wouldn't
indulge in this sort of nit-picking, but I
can't help feeling that the list as pub-
lished may in some ways have misrepre-
sented my thinking. So, briefly, a tip of
the Hatlo Hat and a Better Luck Next
Year to: the Hollies' "Romany," the
debut of the New York Dolls, "Roger
McGuinn," Procol Harum's "Grand
Hotel," Lou Reed's "Berlin," The
Band's "Moondog Matinee," Mike Old -
field's "Tubular Bells," Matthew Fish-
er's "Journey's End," "Ringo," and the
soundtrack of The Harder They Come.
As for singles, well, I had lots of favor-
ites, among them the Raspberries' To-
night, Wings' The Mess (the live B-side
of My Love, which proved conclusively
that Paul McCartney still knows how to
rock) and / Lie Around, Wizzard's
Carlsberg Special, the Kinks' One of the
Survivors, and, best of all, Stealers
Wheel's Everyone's Agreed That Every-
thing Will Turn Out Fine. Finally, Tur-
key of the Year was a toss between Dav-
id Bowie's version of Let's Spend the
Night Together (the real rock-and-roll
suicide) and the entire "Living in the
Material World" album by the late
George Harrison. Thank you and good
night.
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For the world of STEREO-
XV-15/1200E

Designed for use with all stereo and four -channel
derived compatible systems.

"PRECISION" is the one word that best characterizes
the extraordinary quality of the new Pickering XV-15/
1200E cartridge. We sincerely feel that the 1200E is
the furthest advance achievable today-and perhaps
in the foreseeable future-in stereo cartridge design
and performance. Its exceptional ability to pick up
all the material recorded at the lightest possible track-
ing forces make it totally unique and superior.

And all of Pickering's exhaustive testing shows that
the 1200E is superior in the flatness of its frequency
response and channel separation in comparison to
competitive cartridges.

SPECIFICATIONS:

Frequency Response. 10 Hz to 30 kHz
Channel Separation, Nominal: 35 dB
Tracking Force: 3/4 gram. + 1/2 gram, -1/2 gram.
Nominal Output: 4.4 my
Stylus Tip: 0.0002" x 0.0007"

PICKERING

For the world of DISCRETE 4-CHANNEL-
UV-15/2400 -0

Desigred and engineered specifically for
playback of discrete recordings.
The discrete 4 -channel system requires a

QUADRAHEORAV completely new cartridge that could not
only faithfully reproduce the 20 Hz to 20 kHz AM sig-
nals, but also the 30 kHz FM modulated signals. The
result is the Pickering UV -15/2400-Q. It consists of a
completely redesigned cartridge and a new high per-
formance stylus assembly, the QuadrahedrallM, spe-
cially developed for this application. The UV -15/
2400-Q performs in a superior manner by every test,
and is capable of satisfying all technical and aesthe-
tic recuirements for playback of both discrete and
stereo disks. Moreover, its stylus is designed to re-
duce record wear.

SPECIFICATIONS:
Frequency Response':
Channel Separation:
Tracking Force':
Output':
Stylus:

10-50.000 Hz
35 dB

1-3 grams
3.6 my ± 2 dB
Quadrahedral

Notes: 1 Recommended by manufacturer for optimum
Performance 2 When the cartridge is terminated in the
ecommended load of 100K ohms and 100 PF 3 Output
with reference to 5 5 cm/sec record velocity.

The right Pickering cartridge for your equipment is the best cartridge money can buy.

for those who can hear the difference"
For further information write Pickering & Cc., Inc., Dept. V 101 Sunnyside Boulevard, Plainview, New York 11803
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RECEIVERS

TUNERS

AMPLIFIERS

LOW

PRICES

TAPE

RECORDERS

DECKS

ON FAMOUS BRAND
NATIONALLY ADVERTISED

STEREO
COMPONENTS

FAST DELIVERY

FACTORY SEALED CARTONS
WRITE TODAY FOR OUR QUOTE

A. D. R
AUDIO

6200 CHILLUM PLACE N.W.
WASH., D.C. 20011

(202)
723-6060

SEND FOR

OUR FREE
CATALOG

SPEAKERS

CARTRIDGES

COMPACTS

ALL

STEREO

SYSTEMS
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ELIABILITY . . . Rabsons
means reliability. Over
68 years of experience.

UDIO SPECIALISTS ... Our
staff at Rabsons are all
knowledgeable audio
specialists. Personal serv-
ice has been a byword
for over 68 years.

EST PRICES! ... Our prices
are really wholesale,
actually. lower than dis-
count. Requests for quotes
are immediately given.

ATISFACTION . . . Is guar-
anteed. All merchandise
brand new in factory
sealed cartons, shipped
double -packed, fully in-
sured from our warehouse.

UTSTANDING VALUE . .

As one of America's
largest mail order houses
we pass our volume and
buying power along to you.

ATIONALLY ADVERTISED
BRANDS . . . We carry
over 60 brands.

AVE MONEY NOW! Write
us now or even better,
come down and see for
yourself . . .

RABSONS
119 W. 57 ST.

1444..4 N.Y.C., N.Y. 10019
Tel (212) 338-2268

68 years

In London:

SERGIO

AND BRASIL71
MENDES

By Henry Pleasants
BANDLEADER -COMPOSER Sergi() Men -

des became a big name in the music
world in 1966 with a group called Brasil
'66. The group with which he toured
England a short while back is called
Brasil '77. An obvious first question:
"Why '77?"

"Because," he replies, "it seems to
give us time to move forward, to experi-
ment, to improve, to try out new sounds,
new techniques, new combinations, new
colors, new rhythms. I don't want wha1
we are doing to be tied to a date in the
present, let alone a date in the past. Bra-
sil '77 follows nicely on Brasil '66, but,
more importantly, it gives us musical
elbow room."

Mendes, at the moment of speaking,
had little elbow room of any other kind.
He had just been moved from one room
to another at Claridge's. Indeed, he was
still being moved, and the setting, with
two foot lockers waiting to be opened,
ten assorted pieces of hand luggage piled
on the floor, and bellboys arriving at
roughly five-minute intervals with racks
of suits, shirts, costumes, and other
items of stage attire, suggested an epi-
sode in a George Kaufman comedy. But
Mendes, when he talks about his music,
is oblivious to all else.

"Just as I don't want to be pegged to
any certain date," he told me, "so also I
don't want to be pegged to any one geo-
graphical area or any one musical idiom
or style. I'm a Brazilian. I love Brazilian
music, and I'll always play it. I'll keep
Brazil in the name of my grOup. But I
love classical music, too, especially
Debussy and Ravel, and even Webern
and some of the modern electronic com-
posers. And I love jazz.

"When I was a boy studying classical
piano at the conservatory in Rio de Ja-
neiro, I was fascinated by what the
young American jazz pianists were play-

ing at that time. My early idols and mod-
els were Bud Powell, Horace Silver, and
Dave Brubeck. I have kept up my asso-
ciation with jazz and jazz musicians, and
I play with them whenever and wherever
I can.

"From that jazz experience I have
learned to appreciate and treasure what
North and South American styles have
in common, although what distinguishes
them from one another is treasurable,
too. The important thing to recognize is
that all this music is Afro-American, or
Afro -European.

"The blacks came to the Americas
from many different parts of Africa, and
there were-and still are-as many dif-
ferent kinds of African music as there
are different kinds of North and South
American music - probably more, since
the differences in Africa are tribal as well
as regional.

"And, having arrived in the Americas,
they were exposed to a variety of Euro-
pean cultures and to different kinds of
European music - British, northern Eu-
ropean, and Protestant in North Ameri-
ca; Spanish, Portuguese, and Catholic in
South America. The resulting musical
blends varied accordingly."

THE composition and repertoire of
Brasil '77 reflects the wide range of Ser-
gio Mendes' experience and enthusiasm.
An essentially Latin rhythm is provided
by two sets of congas and bongos and a
vast assortment of rattles, triangles,
bells, gongs, etc. But there is also, ap-
propriately between the other two, an-
other drum set of distinctly North Amer-
ican appearance and function.

There are bass guitar and lead guitar,
but no horns, their place in sustaining a
melody line being taken by two girl sing-
ers, with nicely matched voices, who
sing both Brazilian and North American
popular songs and give a simple, easily
followed continuity to the complex poly -
rhythms being churned up behind them.

And there is Sergio Mendes himself,
of course, right in the middle, accom-
panying, commenting, and controlling on
both acoustic and electric piano, taking
solo choruses now and then, usually on
the electric piano, that reflect his early
infatuation with jazzmen Powell, Silver,
and Brubeck.

It is not, except for a fifteen -minute
carnival suite, "Brazilian" music, and
it is not jazz in any conventional sense,
but rather a blend compounded from
elements of both as they have met in the
intensely musical sensibilities of Sergio
Mendes. Call it Mendes music.

At his Royal Festival Hall concert he
asked if there were any Brazilians in the
house, and was delighted to be assured
that there were many. But there was
another there whose presence pleased
him just as much, possibly even more, as
confirmation of his objectives and his
accomplishments. It was Count Basie.
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Heathkit AR -2020 4-Channel
11 -Fill Receiver

A

minimum
investment in
maximum audio
enjoyment...only 24995*

The enjoyment of 4 -channel sound is now within almost everyone's
budget. The new Heathkit AR -2020 4 -Channel AM -FM Receiver was
planned from the start to give more 4 -channel performance for your
dollar than you can get anywhere else. And the kit -form components
go together so easily you'll wonder why you ever considered costly
ready-made gear.
The conservatively -rated four -section amplifier delivers a clean 25 watts
IHF, 15 watts continuous, per channel into 8 ohms. The AR -2020 is de-
signed for maximum versatility with individual level controls for precise
adjustment of each channel, a master gain control, and built-in SO
circuitry so you can reproduce matrixed 4 -channel material as well as
discrete 4 -channel, stereo or even mono through four separate amps.
A versatile rear panel phone socket arrangement provides inputs for
Phono, Tape, Auxiliary - plus outputs for "Tape Out". Front -panel push-
button switches give you fingertip control of on -off, speakers, and all
modes of operation. Two front panel headphone jacks are provided for
private listening.
The tuner section boasts two integrated circuits and two ceramic filters
in the IF to produce a selectivity greater than 60 dB, with superior am-
plifying/limiting characteristics. A phase lock multiplex demodulator
offers 40 JB typical channel separation at less than 0.75% distortion.
The FM tuner, providing 2 µV sensitivity with a 2 dB capture ratio,
comes preassembled to make kit -building even easier.

The Heathkit AR -2020 - one of
the most outstanding quality/price
values on the 4 -channel market.
Kit AR -2020, includes cabinet, 31 lbs. ....249.95*

AR -2020 SPECIFICATIONS
AMPLIFIER SECTIONS - Dynamic power output per channel (Music Power
Rating): 25 W (8 ohm load), 30 W (4 ohm load), 14 W (16 ohm load). Contin-
uous power output per channel: 15 W (8 ohm load), 20 W (4 ohm load), 10 W
(16 ohm load). Power bandwidth for constant .5% total harmonic distortion: 5
Hz to 30 kHz. Frequency response (1 W level): ±1 dB 7 Hz to 50 kHz. ±3 dB 5
Hz to 70 kHz. Harmonic distortion: Less than 0.5% from 20 Hz to 20 kHz @ 15
W output. Less than 0.25% @ 1000 Hz with 1 W output. Intermodulation distor-
tion: Less than 0.5% with 15 W output. Less than 0.25% @ 1 W output. Damp-
ing factor: Greater than 30. Input sensitivity: Phono: 2.2 mV. Tuner, Aux, Tape:
200 mV. Input overload: Phono: 35 mV to greater than 5 V. Tuner, Aux, Tape:
Greater than 3.0 V. Hum and noise: Phono: -60 dB. Tuner, Aux, Tape: -70 dB.
Tape output: 0.4 V out with 0.2 V in. TUNER SECTION - FM (mono) - Fre-
quency response: ±1 dB, 20 to 15,000 Hz. Sensitivity: 2µV. Selectivity: 60
dB. Image rejection:- 50 dB." IF rejection: 75 dB. Capture ratio: 2 dB.* AM
suppression: 50 dB. Harmonic distortion: 0.5%. Intermodulation distortion:
0.5%.* Hum and noise: 60 dB. Spurious rejection: 70 dB. FM (stereo) -
Channel separation: 40 dB typical. Frequency response: ±1 dB from 20 to
15,000 Hz. Harmonic distortion: 0.75% @ 1000 Hz with 100% modulation. 19
kHz and 38 kHz suppression: 60 dB. SCA suppression: 55 dB typical. GENERAL
- AC outlet sockets: 2, 1 switched and 1 unswitched. Dimensions: 5" H x 20"
W x 14" D. Rated IHF Standards.

New Heathkit 4 -Channel Ampli=fier divides 100 watts
IHF into any format you choose
Our AA -2005 4 -Channel Amplifier will reproduce any discrete or matrixed 4 -channel ma-
terial on the market today. You can use it as a monophonic amplifier, stereo amplifier or
as four individual amplifiers. Performance is impressive - 25 watts IHF, 15 watts contin-
uous per channel; power bandwidth 5 Hz to 30 kHz for 0.5% THD; intermodulation distor-
tion less than 0.5%; hum and noise, -60 dB for phono, 670 dB for tuner, auxiliary and
tape. Complete specs are given in the amplifier section of the AR -2020 above. For quality,
performance and price, you can't find a better 4 -channel amplifier value.
Kit AA -2005, includes cabinet, 28 lbs. 179.95*

HEATHKIT ELECTRONIC CENTERS
Units of Schlumberger Products Corporation
ARIZ.: Phoenix; CALIF.: Anaheim, El Cerrito,
Los Angeles, Pomona, Redwood City, San
Diego (La Mesa), Woodland Hills; COLO.:
Denver; CONN.: Hartford (Avon); FLA.: Miami
(Hialeah), Tampa; GA.: Atlanta; ILL.: Chicago,
Downers Grove; IND.: Indianapolis; KANSAS:
Kansas City (Mission); KY.: Louisville; LA.:
New Orleans (Kenner); MD.: Baltimore, Rock-
ville; MASS.: Boston (Wellesley); MICH.:
Detroit; MINN.: Minneapolis (Hopkins); MO.:
St. Louis; NEB.: Omaha; N.J.: Fair Lawn; N.Y.:
Buffalo (Amherst), New York City, Jericho,
L.I., Rochester, White Plains; OHIO: Cincin-
nati (Woodlawn), Cleveland, Columbus; PA.:
Philadelphia, Pittsburgh; R.I.: Providence
(Warwick); TEXAS: Dallas, Houston; WASH.:
Seattle; WIS.: Milwaukee.

Free '74 Heathkit Catalog
The FREE 1974

Heathkit Catalog
has over 350
easy -to -build
kits - in all

price ranges -
offering better

performance
features for

less money -
and the satis-

faction of build-
ing your own.
Send for your

free copy
today!

r

L

Heath Company
Dept. 40-3
Benton Harbor, Michigan 49022

0 Please send my free 1974 Heathkit Catalog.

0 Enclosed is $ plus shipping.

Please seed model(s)

Name

MEATH

Schlumberger

Address

City State lip
*Mail order prices; F.O.B. factory HF-280

.1
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At Pilot, our best four -channel receiver
is our best stereo receiver.

It takes a lot more than adding two plus two to
produce an outstanding four -channel receiver.

Technological change must be antici-
pated, as well as the needs-present and
future-of those who will use the equipment.

Unfortunately, not all companies
recognize this.

Fortunately, Pilot does.
We knew from the beginning that many

of you would not be able to make the switch
to four -channel all at once. That's why the
Pilot 366 four -channel receiver (30/30/30/30
Watts RMS into 8 ohms) incorporates an
ingenious "double power" circuit that permits
you right off to enjoy the full power of this
receiver in stereo (60/60 Watts RMS into
8 ohms).

Not only does the 366 provide advanced
SQ circuitry, but it can also reproduce any
other matrix system currently in use. Plus it
will extract hidden ambience information
from conventional stereo material.

Naturally, the 366 is fully adaptable to
any discrete system.

We didn't stop there, however, in
considering the manifold uses of this receiver.
An ultra -sensitive FM tuner section (1.8µV,
IHF) has a special detector output to
accommodate proposed FM four -channel
transmissions.

Finally, we saw to it that setting up in
four -channel would be a simple operation.
The 366 provides a special balancing signal,
we call it Pilotone, which makes channel
balancing a virtually foolproof procedure.

No matter how you use it, the very things
that make the Pilot 366 our best four -channel
receiver also make it our best stereo receiver.

And yours too.

For complete information and the name
of your nearest Pilot dealer write: Pilot,
66 Field Point Road, Greenwich, Conn. 06830.

The Pilot 366 Fcur-Channel Receiver

flints TMI tOMS
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MOZART'S CLARINET CONCERTO (K.622)

1 HE clarinet as we know the instru-
ment today seems to have evolved

during the early years of the eighteenth
century as a single -reed woodwind. The
instruments referred to in scores of that
time as "chalumeaux" may have been
early versions of the clarinet, and the
term "chalumeau" is still used today to
describe the lowest register of the clari-
net. The first certain use of the clarinet in
a serious way appears to have been in a
Mass composed in 1720 by the Belgian
composer Jean Adam Joseph Faber.
There were further tentative uses of the
instrument by largely obscure compos-
ers during the next several decades.
Something of a stir was created in Lon-
don in the winter of 1763 when clarinet-
ists were summoned to take part in the
premiere of the opera Orione by Johann
Christian Bach (the "London Bach").
But Charles Sanford Terry, in his biogra-
phy of J. C. Bach, says that the use of the
instrument in Orione was really neither
adventurous nor remarkable.

It remained for Mozart to seize upon
the expressive possibilities offered by
the clarinet, transcending, in his sympa-
thetic usage of the instrument, every-
thing done by his contemporaries and
immediate predecessors. First in Mann-
heim, and then subsequently in Paris,
Munich, and Vienna, Mozart became
well acquainted with the instrument-
though he had first employed it as early
as 1771 (when he was fifteen!) in his
Divertimento in E -flat, K. 113. The final
flowering of Mozart's writing for the
clarinet was prompted by the presence,
in Vienna, of two extraordinary virtuo-
sos of the instrument, brothers named
Stadler, who were members of the Em-
peror's Harmonie of eight wind players.
The older of the two, Anton, became a
close friend of Mozart's; they were
fellow Masons, and Anton was a fre-
quent guest at the Mozarts' table. It was
for Anton Stadler that Mozart composed
his greatest music for the clarinet, in-
cluding the Quintet of 1789 (K. 581), the

obbligato parts in the opera La Clemen-
za di Tito of 1791 (K. 621), and the Clar-
inet Concerto of the same year (K. 622).

The Clarinet Concerto was Mozart's
last concerted work for any instrument;
he completed it on September 28, 1791,
about two months before his death. The
original manuscript of the work is lost,
but there is strong evidence to indicate
that Mozart wrote it with the basset
horn -a lower -voiced clarinet -as the
solo instrument. In the ten years inter-
vening between the composition and
publication 9 801), certain passages
seem to have been raised an octave for
practical purposes related to the still
evolving instrument.

Albert Einstein, in his biography of
Mozart, wrote of the Clarinet Concerto:

The greatness and the transcendent beauty of
this work are such as its high Kochel number
would lead us to expect. . . . The first move-
ment is from beginning to end in Mozart's last
style, informed throughout by the closest rela-
tion between the soloist and the orchestra,
and by the utmost possible vitality in the or-
chestral portion itself. . . . Significantly, in
this work the basses are sometimes separated
from the cellos; in the Adagio, a counterpart
to the Larghetto of the (Clarinet) Quintet,
there are passages of transparent sonority in
which the contrabass is silent. And how all
the registers of the solo instrument are ex-
ploited, yet without any exhibition of virtuosi-
ty! There is no opportunity for free cadenzas.
One need only compare this work with similar
compositions by another great lover of the
clarinet and master in writing for it, Carl Ma-
ria von Weber . . . to see the difference be-
tween the supreme effectiveness of simplicity
and more virtuoso exhibition.

The first great recording of the Clari-
net Concerto was made in London in the
late 1930's by Reginald Kell, the distin-
guished British clarinetist. About a dec-
ade later Kell re-recorded his fluent and
polished performance of the score, this
time in Symphony Hall, Boston, with the
conductorless Zimbler Sinfonietta for
the newly emerging long-playing record
format. This Kell re-recording set the

modern standard of performance where
this score is concerned, and all subse-
quent recordings owe it a debt.

THERE are currently nearly a dozen
different performances of the Clarinet
Concerto listed in the Schwann Record
and Tape Guide. Several of them have
special qualities of excellence: Gervase
De Peyer's (London CS 6178; tape
L 80053) is a good-humored, beautifully
articulated virtuoso approach with rich
sonics; Karl Leister's first recording of
the score (with Rafael Kubelik conduct-
ing, Deutsche Grammophon 136550) is
a perky, exuberant performance (unlike
his later, soporific one on Angel S-3783);
and Robert Marcellus' version, with
George Szell and the Cleveland Orches-
tra providing a matchlessly alert instru-
mental framework (Columbia MS 6968),
has a special dignity and eloquence that
many listeners find unequaled.

My own favorite of all the available
recordings, however, is the one by Jack
Brymer, with Neville Marriner conduct-
ing the Academy of St. Martin -in -the -
Fields (Philips SAL 6500378). For more
than a quarter of a century Brymer has
occupied the principal clarinet chair in a
succession of London's great orchestras,
beginning with Sir Thomas Beecham's
Royal Philharmonic in the later 1940's,
then the BBC Symphony Orchestra, and
currently (since 1972) the London Sym-
phony Orchestra. Indeed, his collabora-
tion with Marriner marks the third time
he has recorded Mozart's Clarinet Con-
certo: his first version, with Beecham
conducting, is still available as a low -
price Seraphim reissue (S 60193); his
second recording, with Colin Davis con-
ducting the London Symphony, was
apparently never released in this coun-
try. Both performances have a liquid
grace and charm, but the new one adds
the qualities of greater bite and inten-
sity. This is particularly so of the slow
movement, where Brymer and Marriner
make rather more of the troubled waters
that seethe beneath the surface of the
music. Throughout, Brymer produces a
tone of uncommon clarity and purity,
and he and the ensemble are given beau-
tifully balanced sound by the Philips
recording engineers. I must also men-
tion the easygoing manner and relaxed
tempo applied by Brymer and Marriner
to the last movement, characteristics
which give it an additional feeling of
spontaneity.

The disc also includes an equally fine
performance of Mozart's Bassoon Con-
certo (with Michael Chapman as soloist),
and a very good one of Mozart's An-
dante for Flute (with Claude Monteux
as soloist).

Mr. Bookspan's 1973-1974 UPDATING OF THE BASIC REPERTOIRE is now available in convenient pam-
phlet form. Send 250 to Susan Larabee, Stereo Review, 1 Park Avenue, New York, N.Y. 10016 for your copy.
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COMPOSER MICHAEL TIPPER
An appreciation by Bernard Jacobson

ATTHE TIME these notes appear in print, quite a
number of American concertgoers in dif-

ferent cities are about to undergo-or will
already have undergone-their most concentrated
encounter thus far with the music of a man I believe
to be the most important English composer writing
today. I know thaiiatipifiaim made on behalf of
Michael Tippett runs the risk of appearing danger-
ously hyperbolic to American readers more familiar
with such bigger "names" as Benjamin Britten and
William Walton. But in making it I am worried less
by the risk of exaggeration than by the likelihood of
understatement, for Michael Tippett is for ;Tie one
of the supreme composers of any time or place, and
I fancy that a good many of those who come upon
his Third Symphony and his Piano Concerto at the
Chicago Symphony, or his Concerto for Double
String Orchestra at the New York Philharmonic
this month, or those who saw his third opera, The
Knot Garden, produced at Northwestern Universi-
ty February 22 will not only agree with me but may
find themselves wondering where he has been all
their lives.

These are not the first opportunities Tippett has
had to place his imprint on American musical life.
Apart from the slowly growing availability of his
music on disc and the occasional live performance
of such works as the Concerto for Double String
Orchestra, the Second String Quartet, and the ora-
torio A Child of Our Time, he enjoyed something of
a personal triumph as composer -conductor as long
ago as April 1968, when he filled in on short notice
for Igor Stravinsky, conducting the St. Louis Sym-
phony in his own 1963 Concerto for Orchestra as
well as works by Purcell, Hoist, and Ives and a
magnificent performance of Elgar's "Enigma" Vari-
ations as well.

At that time Tippett was sixty-three. Neither in
the United States, where the ripples from that eve-
ning in St. Louis had little effect, nor in England,

Sir Michael Tippett turns from his piano
(a big, German Steinway) to look through the
reflecting picture window of the studio of his home.

where Britten is still widely accepted as the top
composer ("If Britten sneezes, they record it," one
compatriot has ruefully remarked), was his reputa-
tion particularly high outside a small but dedicated
circle of admirers. It is only in the last five or six
years that the balance of reputation has tipped radi-
cally, and the number of British listeners to whose
minds the name Tippett comes first when they think
of their country's musical resources has multiplied.

The advocacy of conductor Colin Davis has had
something to do with the change. Davis had already
recorded the Second Symphony and the Concerto
for Orchestra when, in 1968, he led a revival of
Tippett's first opera, The Midsummer Marriage, at
Covent Garden. Then, shortly after taking over as
music director at the Royal Opera House, he
mounted Midsummer Marriage again (and re-
corded it), and in December 1970 he conducted the
premiere of The Knot Garden, a new recording of
which I review on page 79.

The Knot Garden was really the fulcrum of Tip-
pett's elevation to a new plane of recognition,
though it was an elevation that had, regrettably, just
a touch of succes de scandale about it. I did not see
the production, but it was evident from the reviews
that at least part of the opera's appeal derived from
its quite obvious elements of titillating novelty: the
unaccustomed presence of a black and white homo-
sexual pair on the operatic stage and of an electric
guitar and jazz combo in the orchestra pit. But
though these elements may have helped Tippett's
new opera to make an impact, they are so carefully
integrated into the fabric of the work that any accu-
sation of cheap opportunism would be inappro-
priate. What can justly be said-and perhaps it is
just a positive way of rephrasing that negative word
"opportunism" - is that Knot Garden is a part of
Tippett's deliberate aim to widen his range and, by
simplifying his musical style, to reach a larger audi-
ence, In any case, the move had its roots much ear-
lier in the composer's output.

The bare lines and stark scoring of the opera
King Priam (1961), for example, had come with the
disconcerting effect of a sudden cold shower after
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the apogee of polyphonic complexity and sensual
richness of sound attained in Midsummer Marriage
(completed 1952) and its cognate work, the Piano
Concerto of 1953-1955. Similarly, the Second
Symphony of 1956-1957, though still complex
enough, represented a noticeable pruning of musical
thought in comparison with the First Symphony of
a dozen years earlier. It is in such subsequent works
as the Concerto for Orchestra and The Knot Gar-
den, however, that the drive toward simplicity has
been fused most fruitfully with the complex subtle-
ties of Tippett's earlier style, producing a line of
development full of exciting possibilities as the
composer approaches his seventieth birthday.

Complexity nevertheless remains central both to
Tippett's mind and to his music. Even after the
change of direction initiated by King Priam, the
premiere of the ambitious choral and orchestral Vi-
sion of Saint Augustine in 1966 showed that Tippett
was still liable to be driven by the workings of an
extraordinarily intricate musical imagination to
expression of a formidable density - in this case, for
all its evident power, one that I have not yet been
able to penetrate.

As early as the Concerto for Double String Or-
chestra, completed in 1939 and probably Tippett's
most popular work still, the vivid modern re-crea-
tion of the flexible rhythmic methods of the Elizabe-
than and Jacobean madrigalists (a resource funda-
mental to Tippett's style) had demonstrated this
tendency toward the complex in one technical
sphere. The extravagantly proliferating arabesques
in the piano part of the song cycle The Heart's As-
surance (1950-1951), which shade the meaning of
the words with polychromatic washes of thirty-sec-
ond notes, show it in another form.

Beyond musical technique, or rather beneath it,
this propensity for the many-sided is characteristic
of Tippett's world-view. And just here is to be
found the nub of the difference between Tippett and
Britten, a difference far more wide-ranging than that
of their disparate attitudes to (and uses of) tonality,
though these attitudes and uses may indeed be said
to exemplify the basic difference on one relatively
obvious level. Britten's treatment of tonality is of-
ten fresh and striking, but rarely subtle or profound;
the same is true, I think, of his perception. Tippett,
however, tackles far more taxing issues on both
levels. Unusual among contemporary composers in
adhering to tonality even to the point of continuing
to employ key signatures, he is still more unusual in
being able to invest traditional chord formations
with all the mystery of previously unimagined con-
textual twists. And in his relation to the world, to
humanity, and to whatever may be his gods, Tippett

The Midsummer Marriage's debt to Mozart's Magic Flute is evi-
dent visually in these two scenes from the Covent Garden . . .

seems to take a broader and deeper range of experi-
ence into account than Britten does.

Compare, for example, Britten's facile evocation
of the subject of war in the so -easily -slipped -in bit
of muted military fanfare that shades "Out on the
lawn I lie in bed" in his Spring Symphony, or the
more portentous military figurations that pervade
the War Requiem, with Tippett's handling of similar
issues in a A Child of Our Time, and you will see
the difference between a gift for apt illustration and
a much more interior one for telling illumination. A
similar distinction may be drawn between the black -
and -white moral world of Britten's Billy Budd
(again, "illustrated" with fatal ease by a major -mi-
nor juxtaposition far too insubstantial to bear the
weight of Melville's ethical implications) and the
much more multifarious and genuinely, messily
human interrelationships of the people in Tippett's
operas. It is hard to imagine Britten's characters
ever acting out of character; Tippett's (like E. M.
Forster's) often do, and the result is not loss of fo-
cus and force but rather a richer and more profound
characterization.

THE operas, and particularly The Midsummer
Marriage and The Knot Garden, offer the clearest
demonstrations in Tippett's output of the way his
multifaceted mind works. His subject, in these two
works especially, is man's quest for wholeness, and
perhaps the most striking aspect of his treatment of
this theme is its wholeness: confronting the Carte-
sian dichotomy of flesh/spirit, Tippett is, I think,
one of the few contemporary artists subtle, far-
seeing, and intelligent enough to perceive that the
dichotomy is an illusion. Here, as in the more readi-
ly schematized good/evil opposition of A Child of
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. . . production produced by Ande Anderson, designed by Tony
Walton. In both operas, the priest is man's mediator with God.

Our Time, he faces the contradictions and shows us
that they are not contradictions but elements of an
interdependent whole. For once, we are presented
not with an "either/or" situation, but with an insight
that truly strives to reconcile.

It is this wholeness of view, together with the
capacity for profound joy through which it is ex-
pressed, that evokes an exhilaration of response
rare in an age of neurotic art. Andre Gide, when
asked once to name France's greatest poet, replied,
"Victor Hugo, helas." If, like me, you have ever
had a similar feeling about Wozzeck among twen-
tieth-century operas, a feeling that it is certainly one
of the masterpieces, coupled with a regret that so
neurasthenic, tortured, and ultimately life -denying a
work should have to be so regarded, then you may
well, like me, find the life -affirmation of The Mid-
summer Marriage an extraordinarily reassuring and
even bracing experience.

The work depicts the progress of two young cou-
ples toward self-knowledge. Tippett's libretto in-
vests characters and action with a wealth of mythol-
ogical and anthropological background, and of allu-
sion to other works of art as well. Mozart's Die
Zauberflote is clearly to be felt as the central "par-
ent" work. Tippett's first and more arduously self-
questioning couple, Mark and Jenifer, correspond
to Tamino and Pamina. The relatively easy-going
Jack and Bella, like Papageno and Papagena, act as
mundane foils to the other pair's spiritual heroism.
In place of Sarastro, we have Sosostris, "famous
clairvoyante," purloined by Tippett from Eliot's
The Waste Land. Myth-Greek, Hindu, and Celt-
ic - and Jungian psychology are both liberally ap-
plied in the shaping of the piece.

This web of varied references, along with what

was alleged to be the "obscurity" of the libretto,
provoked many critical strictures when the opera
had its first performance in 1955. Certainly, if it is
bad for a creative artist to be conscious of his uni-
versalist aims and to plan his mythological refer-
ences deliberately, some of the criticism was justi-
fied. But, for myself, I never saw the difficulty. I

was bowled over by music that exhaled a lyrical
exuberance, an intensity of celebration unsurpassed
in our century. As for the action, it seemed to me
not only perfectly lucid in itself, but perfectly real-
ized through the music. The success the work has
had in revival (and in the excellent Philips record-
ing) suggests that more and more people are begin-
ning to feel that way, and it can surely not be much
longer before some of the major American opera
companies essay productions of their own.

THE Knot Garden is a less fully realized work of
musical theater than Marriage. Concerned with
themes of at least equal complexity, it endeavors to
resolve them a little too hastily for complete convic-
tion, and its musical invention, though still prodigal
by the standards of any other living composer,
doesn't quite match - doesn't, indeed, aim to
match -that of Midsummer Marriage. But it is still
an enormously valuable piece. Starting with people
and situations that border much more closely and
explicitly on the abnormal and the neurotic than
those of the Marriage, it still reaches a conclusion
of robust mental and emotional health. Though the
process of growth toward self-awareness is here
carried through less coherently, it may be that the
attainment of equilibrium is even more remarkable
than in the earlier work, given the still wider range
of human material subsumed in the first place.

King Priam is a work that points in quite other
directions, not only in the move toward an austerity
of texture exceptional for Tippett, but also in its rel-
atively faithful interpretation of one pre-existing
story. It is a hard work to come to grips with, but
upon closer acquaintance its very bareness comes
to be understood as an ideal medium for the
stripped -down projection of ritual emotion. Expres-
sively, if not in musical terms, Tippett here comes
closest to Stravinsky, who achieved a comparable
effect through different means in the hard -edged os-
tinatos of his Oedipus Rex. This hieratic view of
ritual may appear ascetic, but in the hands of a
master it can be the reverse: by removing the flesh
through which we usually perceive emotion, it lays
open to us the bones of feeling that lie below. King
Priam may eschew sensual allure, but there is no
lack of human expression in it.

It is to be hoped that Philips, which has already
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recorded the other two operas and is shortly to re-
lease the Third Symphony, will soon give us Priam
as well. Productions of these works do not exactly
lie thick upon the ground, and, with Tippett more
than any other composer I know, appreciation of
the music depends on actually hearing it. Even a
work as lucidly laid out as A Child of Our Time
yields comparatively little to inspection of the print-
ed page. It is Tippett's unerring aural imagination,
reaching our understanding through the corporeal
ear, that turns what looks banal on paper into a kind
of magic.

It is for much the same reason that formal analy-
sis of Tippett's musical technique tends to be fairly
unproductive. But there are a few telltale finger-
prints, impressed on all his work, that may be use-
fully pointed out. Central, and strongly in contrast to

the metaphysical cast of the composer's work, is an
empiricism that, along with the rhythmic debt to the
madrigalists already mentioned, is his most funda-
mentally English characteristic. Thus, a delight in
rhythmic play and experiment is a constant ele-
ment. Yet, whereas another great rhythmic experi-
menter, Messiaen, resorts to systems and even
builds up new super -systems of his own based
sometimes on Indian metric theory, sometimes on
strict serialism, Tippett, even at his most elaborate,
never subordinates the free flow of his invention to
any preconceived schema. The superimposed
rhythmic modes of Messiaen's Turangalila Sym-
phony, for example, and the bewitchingly inter -
faceted rhythms of the Scherzo of Tippett's Second
Symphony exemplify opposite poles of artistic
method.

SIR MICHAEL TIPPETT (he was
knighted in 1966) was born January

2, 1905, in London, of parents of Cor-
nish descent. He studied at the Royal
College of Music - composition with
Charles Wood and R. 0. Morris
(significantly for Tippett, Morris was the
author of a noted book on sixteenth -cen-
tury contrapuntal technique) and con-
ducting with Sir Malcolm Sargent and
Sir Adrian Boult. His compositions prior
to 1935 (they have all been suppressed
by the composer) reportedly showed the
influence of Sibelius. But beginning with
the Fantasy Sonata of 1938, Tippett es-
tablished a highly personal and individu-
al compositional style. Its rhythmic basis
was founded upon the madrigal tech-
nique of the sixteenth century, in which
the bar line has no more than a visual
significance and the rhythmic indepen-
dence of every voice is emphasized, each

providing continually fresh impetus to
the others.

Tippett is unusual among contempo-
rary composers in that his music cannot
really be divorced from the rest of the
man. His concerns with life are his musi-
cal concerns and vice versa. His operas
and his oratorio adopt philosophical, reli-
gious, and psychological positions which
are as intrinsic to them as the music. As
a conductor, he is an extraordinary inter-
preter of the works of such composers as
Purcell and Tallis (he conducted the first
recorded performance of Tallis' now
familiar Forty -Voice Motet for 78 -rpm
discs), and though he is deeply con-
cerned with matters of authenticity in
those performances, somehow the works
themselves expand to take on something
of the personality of Michael Tippett as
his own personality seems to subsume a
perception and assimilation of the music

he conducts. He has critical and literary
talents as well, and is highly regarded as
a radio commentator on music. He has
written much about music, including a
volume of essays under the title Moving
into Aquarius, a name chosen, by the
way, long before the current public fasci-
nation with that zodiacal sign. Not least,
Tippett has for many years been an es-
teemed teacher, formerly at Morley
College, where he succeeded the com-
poser Gustav Holst.

Bernard Jacobson's new estimate of
Sir Michael Tippett as composer and as
man comes none too soon for so brilliant,
if so previously underestimated, a talent.
But the composer, now in his seventieth
year, can take some satisfaction in the
knowledge that his message is at last get-
ting through, and that this tribute, though
not the first, is not likely to be the last
either. Music Editor



Baritone Raimund Herincx as Faber (left) )and tenor Robert Tear
as Dov in a scene from Act II of Tippett's The Knot Garden.

In the matter of assigning differentiated thematic
material to specific instrumental groups within the
orchestra, Tippett's practice has been similarly
undoctrinaire. In his case, the notion grew naturally
out of the more or less traditional association of
musical ideas with particular characters in King
Priam. Even here, the technique is employed with
all the freedom of an allusive rather than a system-
atic mind, and with none of the stiffness of the Wag-
nerian leitmotiv. And when he carried it over to a
purely instrumental work, the Concerto for Orches-
tra, he used it with a flexible sensitivity much closer
to Ives' method in the Second String Quartet than
to the relatively theoretical orderings of, say, Elliott
Carter's Double Concerto, in which the distribution
of differentiated intervallic material among instru-
mental groups, though fully intelligible on paper,
scarcely works at all in actual sound.

Again, in the sphere of formal organization, the
varying exigencies of block juxtaposition on the one
hand and of development on the other draw from
Tippett a response that is always related to the
compositional urge at a particular moment, and to
the listener's needs in connection with a particular
work. Even though, in a work like the Second Piano
Sonata (based on material from King Priam), he
may set himself the task of building a structure from
sharply differentiated blocks, proceeding essentially
through statement rather than through develop-
ment, yet development is not thrust aside at the
very few moments when the course of the piece
demands it.

In an opposite context, the Second Symphony,
which functions basically through development of
an authentically "symphonic" kind, is also able to
use elements of stark juxtaposition in its slow
movement, and to turn in its finale to a musical
method that is an extraordinarily original fusion of

developmental with juxtapositive method. This
remarkable and utterly convincing movement con-
sists of a chain of broadly conceived sections (the
most rational analysis would probably find there are
four) each of which seems to grow inevitably out
of its predecessor, but which are almost devoid of
any conventional kind of repetition or recapitula-
tion. Most astonishing of all is the penultimate sec-
tion, a long -breathed melody of great lyrical beauty
which sweeps along in the violins in a series
of (mostly) arcs. It requires thirty-six measures for
its initial statement, and is then repeated in the
lower strings, to diverge midway into a tonal variant
as refreshing as it is subtle.

The use of delicate tonal shifts, often up or down
by a single tone or half -tone, to produce visionary
expansions of the musical landscape is, of all Tip-
pett's resources, probably the most powerful and
characteristic. The sheer breadth of the resultant
idea is elsewhere unexampled in the music of our
time, and seems to me to represent a reshaping of
musical time as radical as Beethoven's was to the
ears of his contemporaries. In Tippett's own youth-
ful musical initiation, Beethoven was the central
figure, and Tippett has become, in his turn, one of
the few composers who do not disappear when set
against that supremely demanding precursor. For
Tippett, like Beethoven, has revolutionized the
musical world around him, though the manner of
the Tippett revolution will not be fully apparent for
a long time; such judgments need perspective.

FROM the standpoint of the present, the process is
all the harder to define in that it follows lines ob-
viously different - different, at least, from those
pursued by the contemporary musical schools most
commonly regarded as revolutionary. Perhaps the
best illumination is provided by an analogy with the
book Without Marx or Jesus, in which Jean -Fran-
cois Revel argues that it is in the United States that
the true political -social revolution of our time is tak-
ing place. It is a thesis presented with dazzling inge-
nuity, and in the course of it Revel transforms the
very concepts we use in thinking about "revolu-
tion," not merely propounding new answers to all
the old questions, but showing that a whole new set
of questions, fashioned from new terms, has to be
asked. In the music of the twentieth century, Mi-
chael Tippett has wrought a parallel marvel. He has
not only written a different music, he has trans-
formed the terms.

Bernard Jacobson, formerly a Contributing Editor of STEREO
REVIEW is now Director of Great Britain's Southern Arts
Council and, we hope, a frequent contributor to these pages.
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"What I'd really like
to be called

is just a singer"
By Bonnie Marranca

COMMUNICATIONS systems may be more efficient and
ubiquitous than ever, but now and then we hear to

our surprise of a great performer or musician- a singer in
a Paris café, an aging bluesman in the Mississippi Delta-
tucked away contentedly in his or her own little corner of
the world and virtually unknown to the greater world
beyond. Such has been the case-at least here in Ameri-
ca-with England's Cleo Laine, who until recently has
been known on this side of the Atlantic only to a small
coterie of well -traveled jazz fans. Now, however, after
concerts in New York (one at Alice Tully Hall and two at
Carnegie Hall), three weeks at the Rainbow Grill, a na-
tionwide tour, and two American album releases, she has
become one of the most talked -about singers in the
country.

One music critic has raved that she is "quite simply the
greatest singer in the world." Another has compared her
sound to "smoked salmon on toast." Blessed with a voice
that can soar to F above high C, she has been free to at-
tempt just about every vocal form: opera, lieder, jazz, and
pop. But a surprising thing about Cleo Laine is that she's
an actress as well; her British stage credits run from Ti-
tania in A Midsummer Night's Dream and Mrs. Yajna-
valka in Sandy Wilson's Valmouth in London, to Hedda
Gabler at Canterbury and the lead in Brecht-Weill's The
Seven Deadly Sins at the Edinburgh Festival and later at
Sadlers Wells. Miss Laine has also taped numerous Brit-
ish and American television shows (she made a cameo
appearance here year before last on the Tony Awards
telecast, singing Bill, which had been her big number in
the London production of Showboat, acted in at least one
film, and performed in Carson McCullers' A Member
of the Wedding on British radio. Her versatility in this
age of specialization is, to say the least, remarkable.

Looking trim and sexy in a pair of white slacks and a
royal blue blouse dipping to a low V, Miss Laine talked
easily about her multiple careers during a quick luncheon
at Sardi's, which she had somehow managed to squeeze
in between two radio shows. I asked if she'd rather be
known as a singer or actress. "Singing for me is very nat-
ural," she answered. "I don't have to make too much
effort to get it right. Acting is not such a natural thing for
me, and I have to work very, very hard at it. I think the
gods have been very good to me and given me a voice that
has a natural resonation.

"When I'm doing whatever I'm doing, I'd like to be
known as that. I hate when I'm acting to have a critic
write about me as a singer acting. When I did A Mem-
ber of the Wedding on radio, the thing that pleased me
more than anything in the world was that the critic who
reviewed me in the Financial Times didn't even talk
about me as a singer-though I sang His Eye Is on the
Sparrow in that version - but as an actress. I carry that
review close to my heart."

Her experience as an actress has been a tremendous
asset to Miss Lathe in her development of a lyrical style
that lies somewhere between Sarah Vaughan and Mor-
gana King. She readily acknowledges the relationship
between drama and song. "Most of the songs I have sung
in the past have needed a certain amount of acting to
make them live in some way or other. Words have always
meant quite a lot to me. If people sing songs and I'm more
aware of the voice than the words, I'm not interested.

"For instance, with the song What Are You Doing the
Rest of Your Life? I thought this way: I'm an older wom-
an who is in love with a very young man. I have that

66 STEREO REVIEW



thought in my mind when I sing it. In Tea for Two, I
think: I'm someone who has just been married for a
short time and is very, very fed up with the city life, and
I'm telling my thoughts and my dreams."

The repertoire Miss Laine performs embraces an un-
usual assortment of musical styles, each of them treated
with a jazz stylist's feeling for improvisation. On records
she sings with equal assurance songs by composers as
dissimilar as George Gershwin, Johnny Mercer, Richard
Rodgers, Charles Aznavour, Carole King, and Joni
Mitchell. And at Carnegie Hall last April, she sang Noel
Coward's Mad About the Boy and Bessie Smith's Gimme
a Pigfoot back to back -and somehow made the com-
bination work.

Commenting on her varied repertoire, she said, "It's
been my problem, in fact, that I do so many different
things on record. People don't know quite what to expect.
People like to put you in a box. They generally like a
whole album of 'slows' written by so-and-so. But I

wouldn't be satisfied if I was just a commercial artist.
And I wouldn't be completely satisfied if I did all jazz. So
I'm gonna please myself- that's what 'a fancy," she con-
cluded in a mock Cockney accent, tossing the dozens of
bronze curls that frame her expressive face.

Cleo Laine-born Clementine Dinah Campbell, of
West Indian -English parentage, forty-five years ago-had
her first taste of applause when, at three years of age, she
sang Let's All Sing the Barmaid's Song for a community
variety show. In later years she auditioned for singing
jobs, entered contests-her Embraceable You always
lost to an overweight soprano's aria from Madama But-
terfly-played a few club dates, and held a succession of
odd jobs. John Dankworth, one of the first British musi-
cians to be influenced by American jazz (he has com-
posed music for orchestra, film, theater, and television,
and has conducted the leading British symphonies), gave
the hopeful singer her first start with a professional band
in 1952 at a salary of seven pounds a week. The two were
married in 1958, and by 1961 her record sales were hit-
ting the million mark. The marriage has had many musical
rewards, as listeners who have heard Cleo scatting head
to head with Dankworth's alto sax in one of their frequent
duets will testify. It's nearly impossible to tell who is pro-
ducing which sound.

THE female half of this celebrated duo is almost casual
about her vocal pyrotechnics. "Over the years, I've had
the natural instrument and I've worked at technique. So I
know that when I go for certain things now, I'm going to
get them." Does she practice every day? "Only when I
need it," is her reply. But she does admit to humming a lot
and singing in the shower. "I'm not constantly listening to
music," she remarks unconvincingly, then stops a few
seconds to reconsider. "My ears are always large and I
apparently am not listening, but I am," she confesses
with a mischievous smile. When she does listen, it's most-
ly to music other than singing. "I'm not very keen on
singers; I prefer instrumentalists," she concedes. "I went
to hear Stan Getz the other night. Ah, he's a dream, and
my old man knocks me out."

John Dankworth and Cleo Laine operate the nonprofit
Wavendon Allmusic Plan, a summer and Easter vacation
music program for students, on their seventeen -acre
Buckinghamshire estate, Old Rectory. There, trained
teachers, including Dankworth's sister, offer guidance to
both beginners and advanced students who write. per-

form, and finally even produce their own music programs.
At Wavendon students can attend lectures, concerts,

and demonstrations in music that ranges from classical to
jazz to pop. "A jazz guitarist-John Williams, for in-
stance - will come along and give lessons, or Andre Prey -
in come and give a lecture on jazz and classical music.
They're all people who think the way we do-that things
shouldn't be put in boxes," the singer says emphatically.
She teaches there herself when she can. "If you're a mu-
sician you should know everything that's going on be-
cause it's something that will benefit you in your working
life."

As a performer Miss Laine is willing to give an audi-
ence all the benefits she's got, but she expects an audi-
ence's attention too. "Audiences to me are friends, that's
why I hate cabaret -it's battling, mainly. You can't make
friends with clinking cups and saucers. At a concert the
people are friendly or they wouldn't have come. So when
I go there, I want to please them." And please them she
does; her Carnegie Hall concert last fall lasted over three
hours, and the audience still begged for more encores.
Coming to America may well be a turning point in this
singer's life. Her first visits here were well timed. Since
some are proclaiming a "back to style" movement in this
country coupled with a revival of interest in the pop -stan-
dard repertoire, perhaps the wider American audience is
now ready for Cleo Laine.

UNLIKE many other popular singers, she has no single
easily categorized style. But her reasons for choosing
material are simple. "Either the tune is better than most
that are around at the time, or the words have some
meaning for me, or it fits in with my program. There's
nothing intellectual about the way I choose songs."

Her recent albums bear that statement out. Her latest.
"I Am a Song" (RCA), arranged by Dankworth and Ken
Gibson, is a superb collection mostly of standards. But
earlier last year, Stanyan Records released "Day by
Day" (produced by EMI in London), which is heavy on
contemporary pop; it features at least three James Taylor
songs. "If you're going to record you've got to sing popu-
lar songs; you can't sing standards all the time. I was with
a new label, and they wanted songs a bit more commer-
cial," she said, not the least bit defensive about her com-
mercial pop album. It is, after all, in keeping with her flex-
ible musical tastes. It includes her excellent rendition of
David Gates' seductive / Want to Make It with You and
a dazzling treatment of Carole King's simple Music.
However, Miss Lathe expressed some disappointment
over the briskness of the album's tempos. "The record
was made during an electricity strike in England. Each
part of London had the electricity cut off, and EMI had
just one day when they were going to have electricity. So
I had to do the whole LP in one day. Tempos hadn't set-
tled down, and most of them are faster than I would have
liked. I would have got them spread out slightly more if
we had had more time to work."

When you ask her where she's going, musically, Cleo
Laine will tell you quite frankly: "I don't really want to go
in any direction. I like doors to be open. Today, I'll go
through this door, tomorrow through that door. At the
moment, in America, there are so many doors open, I
could go in any direction. It's a bit difficult for me. I'm
still very easy. What I'd really like to be called is just a
singer. It's really what I am, after all-unless I start act-
ing," she adds for the benefit of the critics.
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So you're about to buy

YOUR FIRST

TAPE

ECOR
Careful ...that initial

step is a great big one

By Ralph Hodges

ANYONE who is about to buy his first tape re-
corder faces the quandary illustrated by this

month's front cover: there are three tape
formats to choose from, open -reel, cassette, and
eight -track cartridge. The question is, why should
there be three, and, further, what advantages (if
any) does any one of them have over the others?

The three formats were developed at different
times and were intended for different, rather spe-
cific purposes (and I should explain that "format"
refers both to the forms in which the tapes come to
you and to the non -interchangeable machines on
which they are played). Open -reel, which is the for-
mat that usually comes to mind when someone says
"tape recorder," was the first of the existing config-
urations. The open -reel tape is wound in a pancake
shape on a plastic reel much like home movie -film
reels (Figure 1). And, like film, the tape in an open-

reel machine has to be physically, and carefully,
handled. You must unwind a length from the "sup-
ply" reel, thread it through the tape machine's
guides and across its tape heads, and finally attach
it firmly (usually by winding one or two layers over
the loose end) to the hub of the "take-up" reel.

Open -reel machines for consumer use are almost
always four -truck, which is to say that they are de-
signed to record and play back two -channel stereo

Figure 1

in both directions of the tape. Some open -reel tape
machines require that you switch the reels around
in order to play or record in the reverse direction.
Others-the automatic -reversing types-are de-
signed to reverse direction when all the tape has
been transferred from the supply reel to the take-up
reel (completion of the forward side), winding the
tape back onto the original supply reel as side two is
played. It's a confusing business to describe, but it's
not especially difficult to deal with when the ma-
chine is in front of you. The reason for it is that
there is room on the tape for four parallel recorded
tracks-one stereo pair running in one direction and
a second pair running in the other, as shown in the
diagram on page 71. Utilizing the available space in
this way saves tape, and the other two formats fol-
low the example set by open -reel, though in differ-
ent ways. (Discrete four -channel, or quadraphonic,
open -reel tapes are not recorded in both directions:
all four tracks are played simultaneously in one pass
by the special machines equipped to handle them.)

The eight -track and cassette formats came later.
They are both "cartridge" systems, with the tape
being enclosed in a plastic shell - ideally, you
should never have to touch it. Eight -track cartridges
were initially designed for use in automobiles,
where disc recordings and open -reel tape would be
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impractical. These cartridges are somewhat larger
than cassettes and contain only one reel on which a
long continuous loop of tape is, remarkably, wound
and unwound simultaneously, as shown in Figure 2.
You simply plug an eight -track cartridge into the
player or recorder, and it does the rest. As its name
implies, the cartridge has eight parallel tracks-it
accommodates four stereo programs or, more re-
cently, two four -channel programs. But the tape
never reverses direction; instead, the tape head
in the machine is periodically and automatically
shifted to intercept the various sets of tracks.

Cassettes and the machines on which they are
played were first envisioned as low -fidelity devices
for recording speaking voices only, but somewhere
along the line the cassette became a serious music
medium. Cassette tapes themselves are small -a bit
larger than a pocket address book. In their layout
they resemble a miniaturized open -reel system,
except that the two reels (simple hubs, actually) are
within the plastic shell, and the tape is accessible
only through openings along an edge of the hous-
ing (Figure 3). Cassettes are also recorded and
played in two directions and must usually be flipped
over for side two, although some automatic -revers-
ing machines for home and automobile use are
available.

Now that you know what the three formats are,
let's look at their respective merits for your mod-
est - or elaborate - tape-recording purposes. The
considerations will be: fidelity, suitability, flexibili-
ty, reliability, and portability. Maybe one of these
points will be a deciding factor in your case: maybe
others will intrigue you and encourage you to dig
deeper.

 Fidelity. If you plan to do most of your listen-
ing to commercially prerecorded tapes, their fi-
delity will determine the limits of the fidelity you
get in playback. It is rare that audiophiles are really
knocked out by the sound of a prerecorded tape
produced by one of the big duplicating companies.
In general, prerecorded tapes, at their infrequent
best, sound as good as discs. Of the three formats,
open -reel prerecorded tapes are probably still the
best in overall frequency response, noise level,
dynamic range, and so forth. Cassettes rank second,
and eight -track cartridges are a somewhat distant
third. This is no necessary reflection on the po-
tentials of the formats -or how they might sound
if you make your own tapes. It's simply the way
things are with the prerecorded products.

A prerecorded tape that doesn't have hiss is rare
in any format. Dolby B processing, the hiss-reduc-

MARCH 1974 69



Your first toe recorder...
ing treatment for tape introduced to consumers
some years ago, is available on a number of cassette

'.releases and (so far) on a few open -reel prerecorded
tapes. According to Ampex, it will soon be offered
on eight -track cartridges. This process is the most
effective way of dealing with hiss on your tapes,
but you will have to pay more for a tape machine
with Dolby circuits or buy a separate, add-on Dolby
unit. Equipment with built-in Dolby circuits is
much more expensive in the open -reel format than
with cassettes, probably because the open -reel ma-
chines generally use four Dolby modules (to encode
for recording and simultaneously to decode the
monitor -head output). Cassette machines, on the
other hand, almost all use two Dolby modules that
are switched to encode during recording and to
decode during play. The exceptions are the very
expensive cassette decks (about $700 and up) with
full -response monitor heads.

There are no Dolbyized eight -track cartridges
available at this moment (their introduction has just
been announced by Ampex, however), but there is a
Dolby -equipped eight -track record/play deck (from
Wollensak) that will enable you to make your own
Dolbyized cartridges. I would expect the results to
far outshine any commercially recorded cartridge.
And the same would be true for tapes you make on
your own Dolbyized equipment in the two other
formats as well. Open -reel and even cassette re-
cordings that are home-made on the best equipment
are often audibly perfect. There are, however, cer-
tain unavoidable inconveniences in recording on
eight -track cartridges, and these will be discussed
later on.

 Suitability. None of the three formats is compati-
ble with any other, which means that you cannot
play a cartridge on an open -reel or cassette ma-
chine. (However, there are a few tape decks avail-
able that have special separate facilities for two of
the three formats. There are also adaptors that will
permit cassettes to be plugged into eight -track play-
ers, but they seem somewhat unreliable at best.)
Therefore, you must think about the suitability of a
particular tape format to your present and future
needs and way of life. For example, if you bought
your present automobile with a tape player already
installed, chances are it's an eight -track unit, and
this is a persuasive argument for owning a home
eight -track recorder/player to generate new materi-
al for car play and to be able to play at home the
tapes you have acquired to listen to while driving.

But if you're starting from scratch, an automatic-

reversing cassette player is fully as convenient (and
safe) to use in a car-and four cassettes will fit in
the space occupied by one eight -track cartridge.
Also, with a cassette deck connected to your high-
fidelity system, you'll be able to make tapes to play
either at home or in your car.

One question you'll have to deal with sooner or
later is whether to buy a tape recorder or a tape
deck. A recorder, in current parlance, is a machine
that comes complete with its own amplifiers and
speakers-in other words, a self-contained music

THIS MONTH'S COVER

"Synecdoche" is one of those oddly useful
turns

little
of the rhetorical art that only the rhetorical

Greeks thought important enough to have a word
for. It means using a part of something to stand for
the whole, and it is exactly what we need to de-
scribe this month's cover. The "whole" in this case
is the universe of tape recorders, and the "part" is
the trio of tape units we have quite arbitrarily
brought together to symbolize all the rest. For the
curious, they are, from left to right, Nakamichi's
Model 700 cassette deck ($690), Tandberg's Model
9000X reel-to-reel deck ($699.50), and Realistic's
TR-800 ($159.95), an eight -track cartridge deck
designed for home use. There are, of course, plenty
more where these came from-just check these
pages or the groaning shelves of your local audio
dealer regularly. - Editor

system. A deck is designed to be connected to an
existing music system (appropriate plug-in jacks
must be provided on the amplifier or receiver), and
it will never make a sound until it is. Recorders and
decks are available in all three formats. (It might
also be mentioned that many recorders can function
as decks as well if they are connected to an external
music system through special output jacks; in this
mode of operation the recorder's own built-in
speakers and amplifiers are simply by-passed.)

Four -channel prospects enter into the question
of suitability to your needs. Should you want four -

channel sound, which of the formats is best for
you? In the eight -track and open -reel formats, four-

channel recording is now a reality. You can buy
discrete quadraphonic eight -track tapes and a few
open -reel quadraphonic releases, as well as special
machines to play them and even to record your
own. But be warned that the equipment to play the
Dolbyized discrete quadraphonic open -reel tapes
that are emerging is going to be expensive.
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Philips, the firm that licenses the cassette format,
endorses discrete four -channel cassettes only in a
form that is technically difficult to cope with. It in-
volves four parallel tracks running in one direction,
and four tracks running in the other-an eight -track
cassette, in other words. The technical problem
arises because the track width of an eight -track cas-
sette is half that of the eight -track cartridge. This
means increased difficulties with noise and over-
load, to say nothing of the problems of producing
the special tape heads required. So far, only JVC
has grappled with the many problems, and availabil-
ity of its machine is limited. Since other manufac-
turers don't seem to be racing to catch up, it may be
that the first prerecorded four -channel cassettes will
carry two -track programs that have received so-
called "matrix encoding" for four -channel repro-
duction through a suitable decoder.

 Flexibility. The idea behind the first high-fidelity
cassette deck was to approach the same perfor-
mance and flexibility afforded by open -reel equip-
ment, but in a form that was more compact and eas-
ier to use. By and large, this goal has been reached.
Cassettes are generally available in playing times
from 15 to 90 minutes in each direction of tape trav-
el, which nicely corresponds to what can be re-
corded on the various lengths of open -reel tapes (on
7 -inch reels at 71/2 inches per second). Cassettes are
much easier to handle (threading some open -reel
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Figure 4. Most home tape recorders use the four -track
(quarter -track) configuration. In the, open -reel format,
the tracks alternate in direction. The two -track (half-
track) layout is preferred for recording -studio purposes.
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machines requires a knack that some master more
quickly than others), and dozens of them will fit in
an ordinary shoe box. Editing a cassette tape is con-
siderably more difficult than editing an open -reel
recording, but some people seem willing to attempt
it. Since the prices of the best cassette decks gener-
ally end where those for good open -reel decks begin
(somewhere around $300), the two formats do not
really compete on the basis of cost.

Look at the eight -track cartridge and you'll imme-
diately see that it's a system basically intended for
playback. Cartridge recording is a clumsy business,
and for this reason there have been few cartridge
recorders on the market until recently. The longest -
playing cartridges I know of run 94 minutes in four
segments of 231/2 minutes each. Every 231/2 min-
utes the endless loop of tape in the cartridge com-
pletes one full circuit, and the tape head shifts auto-
matically, with a "chunk," to engage another set of
the parallel tracks on the tape. It does this three
times (once for the Q-8 four -channel cartridges),
and then you're back where you started. The cy-
cling process is the same for recording as for play-
back, and since there is a break in the program
every time the tape head has to reorient itself, the
recordist has to keep careful track of the passing
minutes if he doesn't want his music interrupted.
He can't just look (as he can with cassettes and
open -reel) to see whether he is running out of
tape-even if he could see it, which he can't, he
couldn't tell. A timer is therefore required. Some
Wollensak and JVC eight -track recorders, inciden-
tally, have such timers built in.

Although most eight -track decks provide a fast -
forward speed, you can't reverse an eight -track car-
tridge. Thus, backtracking for editing or any other
purpose is simply out of the question. To return to a
specific point on the tape you must fast -forward
along through the entire loop until the spot comes
up again.

All this has effects on the prerecorded product as
well. A disc's worth of music offered in eight -track
form has three interruptions instead of the disc's
one. This is okay for popular songs, but disturbing
for long classical works such as Beethoven sym-
phonies or Strauss tone poems. On one such car-
tridge I heard recently each track -switching break
was preceded by an aesthetically disturbing fade-
out - then a fade-in after the track switch! In a car
one could perhaps live with such anti -musical dis-
tractions, but not in the home.

 Reliability. According to reports, cassette and
eight -track troubles are most frequently caused by
the tape and its container, and open -reel difficulties
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generally result from failures of the transport mech-
anism. Whatever the causes, the malfunctions mani-
fest themselves in two ways: mechanically (the
moving parts become erratic or inoperative) and
electrically (one or more channels become weak,
distorted, or noisy, or go dead altogether). Electri-
cal problems can occur with any format, at any
time; it's up to the designer of the equipment to
foresee and prevent them. But tape -motion trou-
bles, if they are caused (as happens with cassettes
and cartridges) by the tape pack itself, reflect on the
whole format. Open -reel has tape -pack problems of
its own - warped reels and, sometimes, rippled tape
edges. But transferring open -reel tape to a new reel
is easier than prying open a cassette or cartridge to
rescue the jammed tape inside.

Tape jamming within the plastic container has
plagued cassettes since their beginning, and only in
the past year or so has it seemed that jamming will
diminish to a "normal" defect rate. Eight -track car-
tridges have a special problem. Since layers of tape
wound on the reel must be free to slide past each
other, the tape has to be treated with some kind of
dry lubricant, and it appears that in time the lubri-
cant can wear out (or off). If there is a way to avoid
this, it is simply to buy only cartridges of the very
highest quality-good advice, incidentally, for any
of the tape formats.

The tape industry does offer warranties on its
products. Many manufacturers of premium cas-
settes advertise unconditional replacement if their
product ever causes trouble. The written guaran-
tees for high -quality blank eight -track cartridges are
less specific, but spokesmen for several of the major
companies assure me that cartridges are also rou-
tinely replaced when a defective one is returned.

 Portability. This is a consideration that will in-
terest only certain readers of this magazine. Some
are looking for carry -along entertainment, and for
them cassettes and cartridges should be equally
suitable. The size of a portable tape player is mostly
determined by the size of its speaker, but you can fit
more cassettes than cartridges into your coat pock-
et. However, if you already have a large collection
of cartridges, this might influence your choice and
make you decide on one of the portable eight -track
players.

Other readers may want to make high -quality
recordings on location. The best-and in some
cases the smallest-machines for this purpose are
the special -application, battery -powered open -reel

units (Nagra, Stellavox, Uher, and so forth) de-
signed for recording film soundtracks and other pro-
fessional uses. Ironically, the smaller they are, the
more horrendously expensive they are. There are a
few pocket-size battery -operated cassette portables
that do a surprisingly good job of recording music
with their built-in microphones. And Sony makes a
stereo portable cassette recorder (Model TC-
1 52SD) with built-in Dolby circuits and provisions
for chromium -dioxide tape.

A few home cassette decks are available with
high -quality microphone inputs, and, since they're
small to begin with, they can be carried any place
there's an a.c. socket to plug into. And, of course,
there are portable versions of many popular full-
size (and heavy) a.c.-operated open -reel decks.
They are termed "portable" because they are sup-
plied with carrying case and handle, but you have to
supply (a lot of) muscle and a.c. power. Such a tape
machine is not the kind you'd choose for recording
bird calls.

I do not know of any portable eight -track units
designed for recording.

 Summary. The foregoing discussion of the pres-
ent state of tape recording and its formats should
provide you with the basic information you need in
choosing the format for a first tape recorder. There
are other factors that could have an effect-for
example, the availability of the kind of music you
like in one format or another. Ampex Stereo Tapes
reports that sales of prerecorded cassettes last year
amounted to a considerably smaller share of the
prerecorded tape market than the year before. Also,
prerecorded open -reel tapes have been growing in
popularity since Dolbyized offerings were intro-
duced. Personally, I don't think these data show
anything but the inclination of cassette -deck owners
to record their own material (sales of blank cas-
settes are way up) and the interest of open -reel en-
thusiasts in new prerecorded offerings of high qual-
ity. I don't think these reports indicate the future
dominance of open -reel in the prerecorded market
or the disappearance of cassettes from it. If you are
concerned about the availability of the kind of mu-
sic you like prerecorded for a tape format you are
considering, a quick check of the Schwann catalog
will reassure (or discourage) you.

In any case, trends of the moment are risky as
long-term indicators. It seems clear that all three
formats are going to be with us for quite a while, and
your choice of format and particular model should
be made on the basis of your current recording re-
quirements rather than on an attempt to guess what
the distant future holds.
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RODRIGUES ON TAPE
By Charles Rodrigues
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A few guidelines to help you plan your own

HOME RECORDING STUDIO
By Craig Stark HEN most of us think of a recording stu-

dio, we conjure up the image of a huge
control board with more knobs than we

could learn to use in a year; of massive sixteen -

track recorders that use 2 -inch -wide tape; and of
forests of microphones in an adjoining, acoustically
treated, glassed -off room large enough to house a
symphony orchestra. But, for most professional
recording, all that complex and costly flexibility
simply isn't needed. In fact, it is quite possible to
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construct a suitably scaled -down version of a com-
mercial facility in your own home. Moreover, even
if you are not interested in becoming a professional,
being known in your area as "the guy to get in touch
with about a recording" will open up a world of
acquaintances you'll find immensely rewarding.

The point to begin, perhaps, is at the recognition
of some of the differences in perspective between
the amateur and the professional recordist. (Even if
you don't intend to charge for your services, for the
moment, at least, "think pro.") When an audiophile
dubs a disc or a radio broadcast, records his child's
first words or his grandmother's last, the tape he
makes is essentially a finished product. Much of
what goes on in a commercial studio, however, con-
cerns the processing of an original "raw master."
Except in rare instances, the original tape made is
not the same as the tape delivered. Let me illustrate
this with a personal example.

I recently recorded the retirement ceremonies for
a local bishop, beginning with a massive church
service and ending with a large testimonial banquet
at a nearby hotel. The result was two 101/2 -inch
reels of tape, one for the service and one for the
dinner speakers - and I find that at least a couple of
dozen people want copies (some cassettes, some
open -reel). My real job is just beginning, for I must:
(1) edit the tapes, taking out some-but not all, or it
wouldn't sound natural - of the verbal fluffs of the
speakers, and a loud scraping noise when a clergy-
man's vestments accidentally brushed against a
microphone; (2) equalize (change the tonal re-
sponse) where the sound isn't quite right, cutting
down the voice level of some of the guest speakers
and raising that of others so I can make a "working
master"; and (3) make the necessary number of
copies, adding such "professional touches" as lead-
ers and labels.

Just this listing of steps should convince you that
you'll spend many hours in your studio (without
ever turning on a microphone) for each one you
spend making the original recording. Judging from
my experience, very often you won't even have the
opportunity to record the raw "master." As you
become known, musicians will spring from every
nook and cranny with reels of tape (usually
wretchedly recorded) from past performances, of
which they need copies for friends, radio broad-
casts, or audition purposes. Although I'll discuss
live recording in your home later, it will probably
constitute but a small portion of your operation.
After all, you do have to go "on location" to tape
the original of a choir, school commencement or
play, wedding, orchestral or rock concert, or a recit-
al on a church pipe organ. This should be reassuring

if you live, say, close to an airport or highway,
where no practical amount of soundproofing could
make your living room or basement quiet enough to
use microphones satisfactorily.

Another basic difference in perspective between
the audiophile and the professional has to do with
developing the most important piece of equipment
you have: your ear. When you play a commercial
disc or tape, you expect -or at least hope - that the
notes will be right, the distortion inaudible, the fre-
quency response brilliant and full, and the back-
ground noise (almost) inaudible. Therefore, as at a
concert, you can afford to let yourself go and con-
centrate simply on enjoying the music. When you
operate as a recording engineer, however, you can't
think like that-at least not until the job is done.
Instead, you must listen for the faults, either in the
performance or the recording process. Developing
this kind of "recording -engineer's ear" will make
you bad company in a concert -hall audience, for
you will find yourself instinctively wincing (and
mentally noting "retake this section") at errors you
would ordinarily ignore in a live performance.
Committed to tape, however, the same mistakes
will be heard again and again, and what the listener
(to say nothing of the artist!) will come to anticipate
is not the musical line, but the errors. And that kind
of expectation, whether of wrong notes or hiss dur-
ing a quiet passage, can destroy all feeling for the
music.

PERHAPS the best time to start developing your
ear is when you are checking out the equipment you
are considering for your studio-the music is up to
the performers, but providing proper and reliable
recording gear is up to you. Suppose, for the mo-
ment, that you have a high -quality, quarter -track
audiophile recorder and some good discs that you
can dub (and play back at equal volume) to compare
directly with the originals. At the 71/2 -inch -per -
second speed the differences between original and
tape copy should be barely audible, but you should
learn to listen for them. If you have trouble spotting
them at 71/2 ips, try the following comparisons at
the 33/4-ips speed, where they'll be more apparent.
First, listen for hiss during some very quiet sec-
tions; you'll hear more on the copy than on the
original. (Studios traditionally monitor at an almost
ear -shattering volume level, partly to make any hiss
audible). Then listen to moderately loud selections
of a solo violin. Your copy will probably have a
slightly "fuzzy" or "edgy" quality, as if the hiss
and/or distortion were riding on top of the original
sound. Also, you'll likely hear (especially at 33/4
ips) a slight dulling of the "highs" on a cymbal and
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a slight vibrato -like effect (called wow) on sustained
single piano notes.

At this "first -generation" level the differences
will probably be so slight (particularly at 71/2 ips)
that you can safely surmise that a customer could,
like you, hear them only in a direct A -B comparison

with the original. Good! That's what you want. But
if you have to make a copy of your tape copy, and
still another copy of that copy, small differences
are likely to become glaring. You must therefore
minimize these defects at the very outset so that
the final product will be acceptable.

Choosing the Master Recorder(s)
In addition to using top-quality tape (a high-out-

put/low-noise type) and employing noise -reducing
accessories (Dolby, dbx, and Burwen are the best
known), you have two main weapons in your arsen-
al: high tape speed and wide track width, and for
studio purposes I recommend that you use them
both. Unfortunately, this means that normally the
recorder(s) you use for mastering will not conform
to the normal quarter -track stereo format.

The track width and spacing of a conventional
quarter -track recorder and those of a half-track ma-
chine are illustrated in the drawing on page 71.
Half-track obviously doesn't allow you to turn over
a stereo tape and play "the other side," for what
you'd get would be the same recorded material
backwards. The quarter -track deck lets you get
twice the play time out of a reel of tape, but at
the cost of narrower tracks. For mastering work,
that cost - roughly 3 dB in signal -to -hiss level, or
about the difference between an original and a
copy-is too high. Moreover, you'll probably have
to edit, so you can record in only one direction
anyway, and you'd be silly not to use the whole
width of the tape.

To convince yourself that a 3 -dB loss in signal -to -
hiss ratio between quarter -track and half-track op-
eration is significant, just dub a good mono record
onto both left and right channels of your own ma-
chine, using 0 VU for the maximum record level in
one channel and -3 VU for the maximum record
level in the other. Then listen to them, setting your
playback controls so that both channels sound
equally loud, and check the relative hiss levels of
the two channels.

The track -layout drawing also shows the incom-
patibility between two track and four track. A nor-
mal audiophile recorder could play back the left
channel of a two -track tape, but the right channel
of the four -track machine falls primarily in the un-
recorded space on the half-track tape. Obviously,
then, for duplication of tapes intended for most of
your customers you will also need a quarter -track
machine. If your tapes are destined for broadcast or
LP mastering, however, leave them in the half-track
format or other professional machines won't be able
to play them.

For mastering work, too, 15 ips is the speed of
choice, and you should never use less than 71/2 ips. I
asked a friend what he'd do if he had to tape a live
concert and found that, at 15 ips, he couldn't get all
the music on and wouldn't have time to change
reels. Without hesitation he said he'd bring two 15-
ips machines, and as the first reel came near the
end, he'd start the second one, then splice the tapes
together later, rather than use 71/2 ips. Indeed, he
went on, there's a tendency in modern studios to
return to using 30 ips.

This may seem surprising today, when many
good home tape machines can honestly claim a fre-
quency response that is flat to 18 kHz or higher.
Part of the reason for using faster speeds lies, again,
in preventing noise. You'll find several decibels of
difference in signal-to-noise ratio (S/N) between
33/4 and 71/2 ips on almost all machine specifica-
tions. And the faster the speed, the less wow and
flutter there's likely to be. The most pressing rea-
son, however, is disclosed by the curves shown in
the graph on the facing page. In order to achieve
flat response at the very high frequencies, recorders
must boost the highs before they reach the tape -a
process called "recording equalization" or "pre -
emphasis," and the slower the tape speed, the great-
er is the need for such treble pre -emphasis.

For most notes in most music this presents no
problem, for they contain very small amounts of
really high -frequency energy (say, 10,000 Hz). But
some sounds, such as a cymbal crash, do contain a
tremendous amount of high -frequency energy. To
add 1 dB of treble pre -emphasis at 10,000 Hz -all
that's required at the 15-ips speed-would be no big
deal. But to add 10 dB boost to a "hot high -end"
signal as the recorder would do at 33/4 ips is a sure
invitation to tape saturation (overload) and audible
distortion.

Your studio must also be equipped to handle the
big 101/2 -inch reels, and unless you want to buy a
separate machine for on -location mastering, porta-
bility is a factor. Most machines you will consider
will have three heads: one for erase, one for record,
and a third for playback. A few, however, have
space in the head -mounting area for a fourth, addi-
tional playback head, and this can be a tremendous
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plus. For years I got along with only two recorders,
one with three half-track heads and a fourth quar-
ter -track playback -only head. The other machine
had three quarter -track heads plus a fourth, half-
track, playback -only head. In this way, if someone
brought me a regular quarter -track tape and needed
a quarter -track copy, I could play it on the first
machine and run off the duplicate on the second.
Half-track to half-track (for discs, broadcasts, or
making submasters) was just vice versa. My own
masters are, of course, all half-track, but I could
make quarter -track copies of them for home use.

Today, of course, you'll have to add the ability to
make hvgh-quality cassette copies (with or without
Dolby -B). And, as I suggested in my "Tape Hori-
zons" column last month, for making quarter -track
copies, for four -channel recording, or, in a pinch,
playback of half-track tapes (using channels 1 and 4
only), you might well consider one of the new quad-
raphonic recorders. (To make four -channel record-
ings using the track width provided by the half-track
format requires 1/2 -inch -wide tape, machines for
which usually start at about $3,000 -a little steep
for a beginning home studio.)

Microphones
If you're going to be doing any live recording, ei-

ther in your home studio or on location, you'll ob-
viously have to have microphones. This is perhaps
the most controversial aspect of picking your equip-
ment. Ask six different recording engineers how
they would mike some musical instrument -and
with what-and you're likely to get eleven different
answers. If you're contemplating starting your own
studio, let me recommend a just -published work by
Lou Burroughs titled Microphones: Design and
Application ($20 from Sagamore Publishing Co.,
Inc., 980 Old Country Road, Plainview, N.Y.
11803), and then confine myself here to the basic
choices.

(1) Microphones are categorized according to three
basic directivity patterns. (a) Omnidirectional mikes pick
up sound equally well from all directions, generally tend
to have the smoothest frequency response, and are to be
preferred when you have to cover a large area-an or-
chestra, pipe organ, chorus or choir, etc. (b) Unidirection-
al (also called "cardioid") mikes reject sound from the
rear, and, to some degree, from the sides, and so are use-
ful in keeping out audience noise in a live performance,
miking a single instrument or section, or a soloist. (c) Bi-
directional (or "figure -eight") microphones reject sound
from the sides only and are useful in some situations, but
not very many. My recommendation for a minimal be-
ginning studio, then, is one quality pair each of omnis and
of cardioids.

(2) Microphones are also classified according to their
impedance. High -impedance (generally 50,000 ohms
down to about 10,000 ohms) and middle -impedance (a
couple of thousand ohms up to about 8,000) microphones
are generally wired "single -ended" or "unbalanced" -
that is, with single -conductor shielded cable, similar to
-but thicker than-the cable used in home hi-fi hook-
ups. For studio work, avoid both and get low -impedance
(50 to 250 ohms) microphones that take "two -conductor
plus shield" cable. This is necessary to preserve high -
frequency response and eliminate hum when you have
to-and you will-use long cables.

(3) Microphones also vary according to type: ribbon,
dynamic, or capacitor (also called. "condenser"). Ribbon
mikes, rare today, tend in most cases to be fragile but are
capable of excellent performance. Dynamic microphones
are the most popular type, and they list from about $50 to
$200 for professional models. Generally very smooth in
frequency response, they tend to droop at the extreme
ends of the audible range, though some are exceptions to
this rule. For extended high -frequency response, how-
ever, condenser mikes are the almost universal choice of
professional studios, though they usually require a special
power supply and cable and generally cost from about
$125 to $500 each. Recently several companies have in-
troduced a new type of capacitor microphone, called the
"electret" type, that requires only internal batteries.
Some of these rival good dynamic microphones in sound
quality. They are worth considering-if you can remem-
ber to change batteries and turn them off when not in use.

This is only the most rudimentary introduction to

Typical recording pre -emphasis characteristics of a 114 -inch tape at three speeds. As the tape speed becomes slower, a consider-
able amount ( f high frequency boost must be applied b.) th, signal u be recorded to offset the tquiyoidable high -frequency losses.
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microphones, of course, but it should convince you
to look into the matter with great care before you
commit too much of the (probably) slender re-
sources of your burgeoning home studio.

In planning your mike setup, count on one floor
stand plus an accessory baby boom for each. (A

boom not only helps you position the microphone in
front of an instrument more exactly, but can extend
the maximum height of your stand, a feature often
needed in concert -hall recording). Count too on one
50 -foot and one 25 -foot cable, with appropriate
Cannon -type connectors, for each mike.

Controlling the Signals
If your experience with a home studio is like

mine, you won't start out with-or ever progress
to- a $50,000 recording console. However, it's
important to understand something about the vari-
ous functions of such equipment and how it differs
from hi-fi gear in order for you to pick out the prop-
er units for your home studio. A typical stereo
preamplifier doesn't allow you to "mix" - com-
bine - several different inputs (microphones) on
each channel, each with its own separate volume
control. There's just no need for that feature in hi-fi
equipment. However, for studio work, you do need

this capacity. (This month's and next month's
"Tape Horizons" discuss "mixers," so I won't go.
into the subject further here).

As your home studio becomes more sophisticat-
ed, you'll probably feel the need for tone controls
("equalizers"), not simply on each channel, but on
each of the separate inputs you're feeding into each
channel, and "pan -pots" that can electronically
place a soloist anywhere on the stereo stage. Simi-
larly, you'll probably come to want the ability to use
artificial reverberation and limiters - but that goes
beyond the requirements of a basic home studio.

The Studio Itself
We come, finally, to your live recording and mon-

itoring environment. Mine is in my basement; one
friend's is carefully built-in - and so hidden-in an
average -looking living room of a suburban three-

bedroom home: still another's is so elaborate that
he literally built his home around his recording stu-
dio. You can get unsatisfactory sonic results from
any of them, but the converse is also true. You can't
record Callas in a closet or put the Mormon Taber-
nacle Choir into your bedroom, and obviously the
more cubic space at your disposal, the more flexible
you can be regarding what you can record in your
home and what must be recorded in an auditorium
elsewhere. My rule of thumb is simple: if the sound
of the actual speaker, singer, or instrument(s) is
good in your recording room, you ought, through
proper placement of mikes and performers, to be
able to get a really good recording without resorting
to artificial reverberation unless you're looking for
special electronic effects. The test, obviously, is
playback in your own living room, through a good
reproduction system, for that's where the final prod-
uct will be judged.

Even the best of home listening environments
may require a little help to be suitable for live re-
cording, however. All of us learn to automatically
disregard certain persistent noises that others, un-
accustomed to our specific acoustic environment,
will notice. By this I mean the sound of a furnace, a
clothes drier, or even the tape deck; the sound of
water through pipes; the rumble of distant trains or

trucks; children playing outside (keeping your
storm windows on is a good precaution against this);
and even the sound of a ticking clock or high -flying
airplane overhead. Before you try to use your home
studio for live recording, check these things by set-
ting up your mikes and recording four or five min-
utes of "silence," then playing it back at an above -
normal volume. You'll be surprised how much ex-
traneous noise (besides tape hiss) you will hear, and
this is what you must minimize.

Occasionally, too, echoes, a lack of "presence,"
or some other acoustic defect will be found in your
recordings. These can sometimes be cured by "baf-
fles" - either absorptive or reflective. An ordinary
sheet of plywood, coated on one side with acoustic
tile and on the other with heavy-duty aluminum foil,
gives you a multipurpose tool that can increase or
decrease the reflected sound reaching a microphone
and thus modify the sound quality. And, as you
learn to listen not to what you're used to, but to
what others will hear, you'll find, for example, that
there's a quite different sonic environment even
when heavy curtains across a bay window at one
end of the room are open or closed.

No article, or even a series of them, can give you
all the answers about planning a studio for your
home. In the final analysis, the most important
device you are going to bring to your recording
tasks is your ear. It's worth training, for ultimately
that's what any high-fidelity recording is designed
to delight.
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STEREO REVIEW'S SELECTION OF RECORDINGS OF SPECIAL MERIT

BEST OF THE MONTH

CLASSICAL

THE KNOT GARDEN: A NEW OPERA BY MICHAEL TIPPETT
The composer continues his exploration of the myths that might make us whole

THE U.S. release of The Knot Garden, the
second opera by the British composer Mi-
chael Tippett to be recorded, has been neat-

ly timed by Philips Records to coincide with the
first American production on the campus of North-
western University in Evanston, Illinois, on Febru-
ary 22. The recorded performance, led by devoted
Tippett champion Colin Davis, is a notable though
not flawless achievement, and it offers American
audiences beyond Evanston an opportunity to ac-
quaint themselves with one of the most recent-and
most thought -provoking - works of a composer still
too little known on their side of the Atlantic.

It might seem curious that the first evaluative
phrase inspired by this three -act opera should be an
intellectual one such as
"thought -provoking." Ratio-
cination is not an activity
commonly associated with
opera, but it may as well be
said at once that The Knot
Garden is not primarily a piece
for connoisseurs of the human
voice, though Tippett's lyrical
gift is such that, even when he
is thinking of other things, his
singers generally end up with a
more grateful vehicle for vocal
allure than most contemporary
composers provide for them.

Tippett's first line of interest,
at any rate, is far removed from
conventional notions of colora-
tura warbling -and from the
more "serious-minded" natu-
ralistic -dramatic concerns of
most Italian opera in the nine-
teenth and twentieth centuries

COLIN DAVIS
Tippett's worthy champion

as well. In his first opera, The Midsummer Mar-
riage, completed in 1952, he was already seeking a
new concept of opera as a trenchantly philosophi-
cal, essentially mythic art form, close to the cosmo-
logical explorations of Der Ring des Nibelungen
but worlds apart from Wagner's musical style in its
joyful, affirmative character, its freedom from mor-
bidity, and its magical, light -winged celebration of
life: dance rather than dirge.

In the appreciation of Tippett that appears else-
where in this issue. I have tried to give some general
account of the way the composer has prosecuted his
quest, first in The Midsummer Marriage and later
in King Priam (completed in 1961). In this review,
it may be useful to offer a word on how The

Knot Garden, finished in 1970,
stands in dramatic and musi-
cal relation to its two predeces-
sors. For one thing, it is more
obviously oriented toward
present time and present con-
cerns than either of them.
Marriage was set in a "pres-
ent" of sorts, but a timeless
present whose mythic terms
of reference were emphasized
by its overt components of
ancient Greek, Hindu, and
Golden Bough -anthropological
cult and culture. Priam ex-
plored humanity and its re-
lation to an immanent world
through the framework of one
specific ancient myth. The
Knot Garden, in contrast, is
explicitly modern, as a glance
at the list of characters immedi-
ately shows: Faber is "a civil
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ENGLISH BARITONE THOMAS HEMSLEY
Superb in the role of Mangus

engineer," his wife Thea "a gardener," and Flora,
their ward, "an adolescent girl." Denise, Thea's sis-
ter, is "a dedicated freedom -fighter"; Mel "a Negro
writer in his late twenties"; his white friend Dov
is "a musician"; and, most symptomatic of all for
our time, Mangus is "an analyst" who has been
called in by Faber and Thea to advise on Flora's
problems.

But, for all this, the "eternal" aspects of plot and
character are just as central as in The Midsummer
Marriage. In an elaborate network of links with
The Tempest, Tippett (as usual, his own librettist)
makes it clear that Mangus is as much Prospero
magician -figure as analyst. And the action, as be-
fore, is only the surface layer of a searching inquiry
into the human personality and its complementary
body -soul elements.

Superficial consideration might suggest that the
"up-to-date" touches - analysis, freedom -fighting,
and a nod at racism-are themselves superficial at-
tempts to exploit "with -it" attitudes and interests.
On the musical side, a similar criticism could be
leveled at the score's various bows in the direction
of blues and jazz idioms. But my developing ac-
quaintance with the work leads me to believe that
such comment would be wide of the mark. The po-
litico -social "props" are merely useful contempo-
rary symbols for concerns that have been central
throughout Tippett's development. Further, black

idioms have been equally genuine elements in his
musical language, not only in obvious cases like the
spirituals in the early oratorio A Child of Our Time
and the blues settings in the recent Third Sympho-
ny, but on a much more pervasive level of harmonic
and rhythmic coloration.

The Knot Garden has, I think, its faults. They are
not, however, the result of a basic dishonesty of
outlook, but of shortcomings in execution. One of
these is purely verbal: Tippett has not succeeded in
reconciling the banalities quite reasonably permit-
ted entry through the "modernistic" aspects of the
libretto with a tendency toward more formalistic
utterance of an "old-fashioned" kind. Phrases like
"You'd like to take the mickey out of me" and
"Take that, you cur, you coward" hardly sit well
together in the same work. More seriously, the allu-
sive brilliance of Tippett's mind has misled him into
a degree of ellipticality too concentrated to work in
stage, or generally dramatic, terms. The opera is
simply too short for the length of its story. Nei-
ther in words nor in musical development is the final
reconciliation of Faber and Thea convincingly pre-
pared, so that their closing line, "The curtain rises,"
which would be a telling use of paradox if the plot
had fully made its point, instead remains merely on
the level of a cute trick.

FLAWS and all, this is a stimulating work whose
rewards multiply on closer familiarity, and the inex-
haustible freshness of Tippett's vocal and orches-
tral writing is masterfully deployed in a style that
reconciles the hard -edged clarity of King Priam
with the prodigal textural luxuriance of The Mid-
summer Marriage. Colin Davis' understanding of
the piece is as sympathetic as his previous Tippett
advocacies, though, surprisingly, he lets some of the
singers (Robert Tear in Dov's ecstatic Californian
song and Josephine Barstow at a crucial point in the
last act) get away with damagingly lax rhythms. But
these are small blemishes. The superb Mangus of
Thomas Hemsley, a great baritone who ought long
before now to have been heard in the U.S., is more
characteristic of the whole, and Philips' recording is
impeccable. Even the complex septet at the end of
Act I emerges with perfect lucidity, and the test
pressings I heard were absolutely silent.

Bernard Jacobson

TIPPETT: The Knot Garden. Yvonne Minton (mezzo-
soprano), Thea; Josephine Barstow (soprano), Denise;
Jill Gomez (soprano), Flora; Thomas Hemsley (baritone),
Mangus; Thomas Carey (bass -baritone), Mel; Robert
Tear (tenor), Dov; Raimund Herincx (baritone), Faber.
Orchestra of the Royal Opera House, Covent Garden,
Colin Davis cond. PHILIPS 6700 063 two discs $13.96.
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ENGLISH COMPOSER JOHN BULL (c. 1562- 1628)
An extraordinary In Nomine

The Bull by force
In field doth Raigne
But Bull by Skill
Good will doth Gavne.

THE HARPSICHORD
IN TUDOR ENGLAND

Colin Tilney presents a carefully chosen
and splendidly stylish program on Argo

THOUGH the catalog is not lacking in recordings
of English harpsichord music of the time of

Henry VIII's later years and, especially, those of
Elizabeth I, Argo's new collection titled "English
Virginal Music" played by Colin Tilney is not only
most satisfying but musically important as well.
There is, first of all, a splendid selection of pieces,
ranging in time from Hugh Aston's sprightly horn-
pipe (one of the first pieces that can be described as
idiomatically written for harpsichord rather than
any general keyboard instrument) of about 1540 to
some early -seventeenth -century miniatures by John
Bull. Second, although Tilney includes in this
collection a few of the more popular examples of
virginal music ("the virginals" was the generic term
for harpsichord in England during this period), he
alternates them with several elaborate master-
pieces, grand creations such as Bull's extraordinary
ninth In Nomine or Byrd's superb Fantasia in A,
both of which stand at this repertoire's pinnacle.

The careful and intelligent program planning is
aided not a little by Tilney's choice of the two in-
struments he plays, both of them reproductions of
historical models: one side is played on an Italian
harpsichord made by Jean-Pierre Batt after the
well-known 1677 Faby of Bologna instrument, and
the other is played on a Flemish virginal copied by
Derek Adlam from a 1611 instrument made by
Andreas Ruckers. Both of these sound exceptional-
ly good on this disc, mellow, glowing, and utterly
natural in recording perspective-which is to say
not unnaturally close or strident.

Finally, there remains to be mentioned only Til-
ney's superbly stylish, deeply felt, immaculately
executed, and musically penetrating performances.
There are so many delights in this disc that it can be
recommended with enthusiasm to any collector of
early keyboard music. Let us hope that Colin Til-
ney, one of England's most admirable keyboard
performers, will not be long in giving us a second
volume of the same. Igor Kipnis

ENGLISH VIRGINAL MUSIC. Byrd: Pavan and Gal-
liard "Tregian"; Fantasia in A Major. Anon.: Upon La
Mi Re; Chi Passa. Bull: In Nomine No. 9; My Grief;
Two Almans in D Major. Gibbons: Ground in A Major.
Farnaby: Woody -Cock. Philips: Pavan and G alliard "Do-
lorosa." Aston: Hornpipe. Colin Tilney (harpsichord).
ARGO ZRG 675 $5.98.

POPULAR

THE STURDY ELOQUENCE
OF THE KINKS

"Preservation Act 1" is another move
in their campaign to keep rock honest

rr HE Kinks' album "Village Green Preservation
1 Society" (my copy of which is lost, lost, lost

. . .) is said to have resulted from a remark some-
one made to Ray Davies to the effect that the Kinks
"preserve things," meaning, one supposes, the mu-
sic -hall flavor and all that. Now we have "Preserva-
tion Act 1" (notice that there's no comma between
Preservation and Act) from RCA as a sequel to that
album - another bash at it, as they say over there.
Johnny Thunder is back, "a little overweight/And
his sideburns are turning grey," riding his motor-
bike with Fifties rock-and-roll thumping in his head,
One of the Survivors. Just before he reappears, the
Tramp poses the musical question Where Are They
Now? (meaning the Teddy Boys, Christine Keeler,
the Beatniks, and others of recent memory) in a
song that ends with the line (punctuated by some of
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THE KINKS: John Dalton, Dave Davies, Ray Davies, Mick Avory, and John Gosling

those marvelous Dave Davies guitar chords),
"Yeah, rock-and-roll still lives on."

Now, then: I don't know just how ambiguous
Ray thought this thing ought to be, but the record
does seem to view itself in part as a holding action
for rock-and-roll, no less. And why not? The Kinks
may be the very people best qualified for that kind
of "preservation act." Ray Davies continues to see
the music as belonging still to underpowered people
(which is how it started out), and here he proves
again, as he has so many times before, that its sim-
ple beat and chord layout can be used to produce
songs that should have been in our heads all along-
we should have been born that way. Ray does more
with melody than any post -Beatles rock composer,
and of course nobody can touch him at making sim-
ple, blunt, working-class language and speech
rhythms come out eloquent. These songs are singu-
larly - well, sturdy. Daylight alternates between
pastoral chorus and nitty-gritty, Oh -God -it's -morn-
ing verse. Sweet Lady Genevieve is a beautiful bal-
lad with a great opening line ("Once under a scarlet
sky I told you never-ending lies"). Cricket has the
Vicar idling away his time making cute analogies of
the "life -is -a -game -so -play -fair -and -square" sort.

The Kinks' performances are steadier also, al-
though the scrappy, disorganized sound remains.
The horns (now permanent) are better integrated,
and Laurie Brown (now listed as a member of the
group) does some vocal backing of the "aah" and
"ooh" kind that seems well-nigh vital now that I
hear it in there. Just about everything else fits too.
Will it all preserve Rock and Other Good Things
from the ruling classes and their Alice Cooper bill-
boards and their Maidenform commercials? It just
may, I should think, help. Noel Coppage

THE KINKS: Preservation Act I. The Kinks (vocals and
instrumentals); Krysia Kocjan, Sue Brown, Pamela Trav-
is, Lewis Rich, Lee Pavey (backing vocals). Morning
Song; Daylight; Sweet Lady Genevieve; There's a
Change in the Weather; Where Are They Now?; One
of the Survivors; Cricket; Money & Corruption/I Ain
Your Man; Here Comes Flash; Sitting in the Midday
Sun; Demolition. RCA LPL 1-5002 $5.98, L PS1-5002
$6.98, LPK 1-5002 $6.98.

THE NEWPORT
FESTIVAL BLUES

Buddah brings in a bumper harvest of great
originals from last summer's jazz gathering

FOR the past fifty years or so, America's popular
music, whether it came from the Tennessee hills

or Tin Pan Alley, has not been able to escape the
influence of the blues. No one can pinpoint its
origin, but year after year, from cat house to concert
hall, the blues in its most basic form has been able
to evoke an emotional response rivaling the kind a
gifted Baptist preacher can conjure up.

When Bessie Smith and her colleagues bared
their souls in the Twenties and Thirties, audiences
were whipped into near frenzy. Helen Humes,
Wynonie Harris, and Eddie Vinson carried on the
tradition in the Forties. Big Mama Thornton, Ar-
thur Crudup, and Muddy Waters saw many white
performers turn their blues into gold during the last
two decades, and they have survived to carry their
emotional impact themselves into the Seventies, the
age of electronic rock.
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New York has had its share of fine blues con-
certs, but the one Buddah recorded at Lincoln Cen-
ter's Avery Fisher Hall as part of last year's New-
port in New York festival has to be one of the finest
the city has heard in recent years. Big Mama Thorn-
ton, whose Hound Dog helped launch the career of
Elvis Presley, opens the program with two of her
own songs which became hits in versions by the late
Sam Cooke and Janis Joplin, and she is simply
magnificent. Arnett Cobb's Smooth Sailing is su-
perbly played by violinist Claude Williams, a sixty-
six -year -old veteran of Andy Kirk's band whom the
producers fail to credit on the album. There is a
remarkably faithful rendition of Meade Lux Lewis'
Honk), Tonk Train Blues played by pianist Lloyd
Glenn. Muddy Waters, in top shape, comes off bet-
ter than he has on his recent Chess albums. Jay
McShann, the Kansas City band leader whose or-
chestra launched the talents of young Charlie Par-
ker, sings Confessin' the Blues (a popular number
which Walter Brown, his late vocalist, used to fea-
ture) and plays superb piano accompaniment on
many other tracks. Eddie "Cleanhead" Vinson is
heard to great advantage in a set of four of his old
favorites. Arthur "Big Boy" Crudup, who, from
some place in obscurity, saw Elvis Presley make a
hit out of his That's Alright Now Mama, is not as
strong as he once was, but he has enough left in him
to demonstrate why he has had such great influence.
Clarence "Gatemouth" Brown, who has quietly
maintained his musical activity in Houston for the
past twenty years, is represented by two selections
that prove he is far too good for mere local re-
nown. B. B. King, the evening's master of cere-
monies, is, of course, the most famous member of
this impressive assembly, but, ironically, his single
track, Outside Help, turns out to be the least in-
teresting of the lot.

I find no fault with the album's music, but I do
think the producers could have listed the people
responsible for some of the excellent accompani-
ment heard throughout. But that's minor. If you
want to get the blues, I recommend you get them
in the form of this exquisite set. Chris Albertson

THE BLUES: A Real Summit Meeting. Little Red Roost-
er; Ball and Chain (Big Marna Thornton). Smooth Sail-
ing (Claude Williams). Confessin' the Blues (Jay Mc-
Shann). They Call Me Mr. Cleanhead; Hold It Right
There; Back Door Blues; Kidney Stew (Eddie "Clean -
head" Vinson). That's Alright Now Mama (Arthur "Big
Boy" Crudup). Honky Tonk Train Blues; After Hours;
Pine Top's Boogie Woogie (Lloyd Glenn). Long Dis-
tance Call; Where's My Woman Been; Got My Mojo
Workin' (Muddy Waters). The Drifter; Please Mr. Nixon
(Clarence "Gatemouth" Brown). Outside Help (B. B.
King). BUDDAH BDS 5144-2 two discs $6.98.

BIG MAMA THORNTON

EDDIE -C LEA NHEAD VINSON

C LARENCE BROWN

MUE MY 'WATERS

ARTHUR "BIG BOY- CRUDUP

B. 111%(,
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They put a rotary engine in a car.
We put a cam shaft in a turntable.

For the same reason.

The reason?
To make it quieter, smoother, more reliable.
The basic record changer mechanism-like the

automobile's piston engine-has been a fairly reliable
device that has served with some success for many
years. But the very action of the engine-or the
changer-produces constant vibration and
strong, sudden movements that can
ultimately wear it out. Now we
have alternatives. For cars,
the Wankel rotary engine.
And for record players, the
sequential cam shaft drive
mechanism used in BSR's
finest automatic turntables.

Its even rotating motion pro-
grams the complex automatic functions
of the BSR 710 and 810 smoothly and
without noisy and potentially harmful quick
starts and stops, without slamming metal against
metal. And because the cam gears are mounted on
a carefully machined central shaft, they are all but
impossible to put out of alignment by rough handling
or constant use.

The result: consistent
care -free performance,
and good music. With
the BSR 710/X and 810/X
Transcription Series
Total Turntables.

B
BSR (USA) LTD., BLAUVELT, NEW YORK 1C913
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POPULAR DISCS AND TAPES
Reviewed by CHRIS ALBERTSON  NOEL COPPAGE  PAUL KRESH  PETER REILLY  JOEL VANCE

RECORDING OF SPECIAL MERIT

GREGG ALLMAN: Laid Back. Gregg Allman
(vocals, guitar, organ): Bill Stewart (drums):
Chuck Leavell (piano, vibraphone): Tommy
Talton (guitars); Scott Boyer (guitars, piano);
Buzzy Feiten (guitar): Jimmy Nails (guitar);
Charlie Hayward (bass): Johnny Sandlin
(bass): David Brown (bass): Butch Trucks
(casaba): Jaimoe (congas): David Newman
(saxophone); Paul Hornsby (clavinet, organ).
All My Friends; Please Call Home; Multi-
colored Lady; These Days; Don't Mess Up a
Good Thing; Queen of Hearts; Midnight
Rider; Will the Circle be Unbroken. CAPRI-
CORN CP 0116 $5.98, M 8 0016 $6.98, ©
M 5 0116 $6.98.

Performance: Superb
Recording: Excellent

Each time I hear this album I am more grate-
ful for it. In fact, if Gregg Allman ever made a
public statement that the earth is flat, I would
be willing to give it serious consideration.
Here is one of those rare singers whose voice
can aptly be called an instrument: any guitar-
ist, trumpeter, pianist, or saxophonist would
be proud to invent embellishments and impro-
visations on tunes the way Allman does. Most
of the tunes here are taken at slow tempos, yet
he manages to inject syncopation into his
vocals, a wondrously effective technique. But
there's nothing studied here, just soul.

Allman keeps reminding us that in loneli-
ness there is a strange kind of comfort. The

Explanation of symbols:
* = reel-to-reel stereo tape

= eight -track stereo cartridge
= stereo cassette

 = quadraphonic disc
E = reel-to-reel quadraphonic tape
E = eight -track quadraphonic tape

= quadraphonic cassette

Monophonic recordings are indicated
by the symbol lit

The first listing is the one reviewed;
other formats, if available, follow it.

twilight wail in his voice seems to summon up
every lonely Scots -Irish ghost from his South-
ern ancestry that ever went looking for a
friend. His music is real Southern matrix -mu-
sic. The mesh of Allman and his supporting

GREGG ALLMAN
His voice is an instrument with soul

players is perfect, too. There isn't one thing
wrong with this album. J.V.

THE BLUES: A REAL SUMMIT MEETING
(see Best of the Month, page 82)

BING CROSBY: Rare Early Recordings,
1929-1933. Bing Crosby (vocals); various
orchestras. My Kinda Love; Let's Do It; I'm
in Seventh Heaven; Great Day; Face the
Music Medley; Brother Can You Spare a
Dime?; Street of Dreams; I've Got the World
on a String; My Honey's Lovin' Arms; and
four others. BIOGRAPH BLP-C 13 $5.98
(available from Biograph Records, P.O. Box
109, Canaan, N.Y. 12029).

Performance: Pleasant memories
Record Authentic to a fault

There was a time during the Thirties when, if
you turned on the family radio, nine chances

out of ten, it seemed, Bing Crosby's voice
would emerge from it. Here was cool before
the word was invented, a bland, good-hu-
mored, reassuring sort of sound which, what
with his movie appearances, his records and
his radio turns, practically sang us out of the
Great Depression.

Mr. Crosby's "rare early recordings" are
supplied in this collection so conscientiously
undoctored that some of them come complete
with the original cracks, ticks, and needle
chatter. Yet "Der Bingle," as he was coyly
called in his heyday for some reason, makes
everything musical sound smooth as cream
anyhow. The earliest records have been gar-
nered from New York sessions for Okeh and
Columbia in 1928 and 1929. The singer is in
distinguished company, but he is not yet his
recognizable crooning self. In My Kinda
Love, Let's Do It, and I'm in Seventh Heaven,
the voice already reveals that relaxed quality
but is surprisingly pallid and undistinguished.
Most of the time, in fact, the not -yet -celebrat-
ed Mr. Crosby is only a member of a trio. But
the accompanists! The Dorsey Brothers,
Glenn Miller, Roy Bargy, Bix Beiderbecke -
names of the first magnitude in the history of
jazz and pops. As we move forward to the
records Crosby made for Brunswick in the
early Thirties, he begins to emerge rapidly as
the self we knew-cheering up the penniless
populace of the period with Great Day, I've
Got the World on a String, Someone Stole
Gabriel's Horn, and that phony, romantic
Southland of Sewanee Rivers and tapdancer-
infested levees in There's a Cabin in the
Pines. But Crosby could move us close to
tears, too, in those days, when he chanted the
sad lyrics of the Blue Prelude or Buddy, Can
You Spare a Dime? These performances hold
up remarkably well. And the pageant of name
players in the background unfolds with star-
tling spectacularity: Bunny Berigan, Benny
Goodman, Joe Venuti, Paul Whiteman, the
Mills Brothers, Matty Malneck, Victor
Young. A fascinating entry in the current
nostalgia sweepstakes. P.K.

RECORDING OF SPECIAL MERIT
CHEO FELICIANO: With a Little Help from
My Friend. Cheo Feliciano (vocals); Ray Bar -
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retto (conga); Vinnie Bell (guitar); Larry Har-
low (piano); Charlie Rodriguez (tres); Bobby
Valentin (bass); Orestes Vilato (timbales);
others. Nabori; Tema de Tu Regreso; Hace
Furo; Pensar en Ti; Armonioso Cantar; and
five others. VAYA VS -21 $4.98.

Performance: Terrific
Recording Good

Cheo Feliciano is a vocalist noted for his
interpretations of boleros, those steamy love
songs that might sound a little peculiar in
English translation ("You are my heat, my
fever") but in Spanish are, urn, well, they
work. Feliciano (no relation to Jose) is not
quite in the class of a Santos Colon yet, but
as his career progresses and he matures, he
is looked upon as an eventual successor to
Tito Rodriguez-in other words, he is a
corner.

This album is one of the best Latin sessions
I have heard. There is an all-star backup
group- Ray Barretto, Larry Harlow, Charlie
Rodriguez, Bobby Valentin, Orestes Vilato,
and Vinnie Bell. And it is another argument, I
think, for my contention that the best-maybe
the only-way that an all-star band works out
is when it's backing up a singer all the musi-
cians really like. Larry Harlow takes a
splendid piano solo on the opening piece,
Nabori: Bobby Valentin's arrangements are-
there isn't any other word - perfect; and
Charlie Rodriguez is a virtuoso on the tres.
Salome cheerfully lifts chunks of its melody
line from Ellington's Satin Doll, which
is understandable, considering the lyrics:
"Slightly Latin/My satin doll. . . ."

What a happy session this must have been!
Part of it may have been that Feliciano, who
free-lances as a vocalist with bands in Puerto
Rico and New York, just happened to be in
town, and the locals got excited. I am re-
minded of the story about the bass player who
walked thirty blocks through a New York
winter to get to a Charlie Parker jam session,
because, he said, it was worth it. This album
is worth a lot of things-it is certainly worth
the money and the all -too -brief time it will
take you to listen to it-and the pleasure will
last and last. J.V.

ROBERTA FLACK: Killing Me Softly. Rober-
ta Flack (piano, vocals, arr.); instrumental
accompaniment. Killing Me Softly with His
Song; Jesse; No Tears (in the End); I'm the
Girl; River; and four others. ATLANTIC SD
7271 $5.98, TP 7271 $6.98, © CS 7271
$6.98.

Performance: Excellent
Recording: Excellent

Roberta Flack was/is a jazz singer who acci-
dently crossed into pop fame with The First
Time Ever I Saw Your Face and Killing Me
Softly with His Song. The latter was played so
often on the radio that, with its hypnotic me-
lodic structure, it drove several of my friends
pleasantly mad. Miss Flack is still very much
a jazz singer; she has a polished and medita-
tive style that is quietly red-blooded-even, at
times, blue-blooded. She knows what she
wants as a performer, the material for her al-
bums is carefully chosen, and the production
by Joel Dorn is impeccable. (Dorn, by the
way, is an art lover, and says that his method
of producing is to find a painting that reflects
the tune to be done; he then translates into
sound what he sees in the painting. In Miss
Flack's case the method seems to work very
well.)

Apparently neither Miss Flack nor Dorn is
in a hurry to get albums on the market, prefer-
ring to spend whatever time they feel is neces-
sary to make superior recordings. Thus this
album, for one that contains a "smash" hit, is
rather late in arriving. The title tune over-
whelms everything else (it is hypnotic). I'm
the Girl is a marvelous ballad that sounds as
though it were written thirty years ago, in the
era of great ballads. When You Smile is, for
Miss Flack, unusual in that it is kiddingly
coquettish and features some fine Dixieland
trombone fills. River is a half -gospel tune and
thoroughly delightful. Although Leonard
Cohen's Suzanne receives merciful and gen-
erous treatment here, I still think it is a mean-
dering, tuneless, and comatose thing.

Miss Flack has a voice like a prism;
through it the colors of songs shine. Reports
from show -business journals have it that she

4.00
ROBERTA FLACK

The Ella Fitzgerald of the Seventies

will be starring in a movie based on the life of
Bessie Smith. But she seems to me more like
the Ella Fitzgerald of the Seventies. J.V.

GRAND FUNK: We're an American Band.
Mark Farner (vocals, guitar): Don Brewer
(drums, vocals): Mel Schacher (bass); Craig
Frost (keyboards). We're an American Band;
Stop Lookin' Back; Creepin'; Black Licorice;
The Railroad; Ain't Got Nobody; and two
others. CAPITOL SMAS-11207 $5.98, ®
8XW-I 1207 $6.98, © 4XW-11207 $6.98.

Performance: Surprising
Recording: Very good

Believe it or not, Grand Funk has improved:
they are beginning to sound more like a band.
Though their music is still best taken in small
doses, to avoid monotony and high -volume
headaches, they seem to be playing, writing,
and performing better.

Why should this be? I can't say for sure, but
I can make an educated guess: the departure
of their former manager and producer, Terry
Knight. Without him, the group seems to
breathe easier. The group has also added a
member, Craig Frost, who helps balance the
sound with his keyboard work, relieving gui-
tarist -vocalist Mark Farner of his former tri-
ple duty. Todd Rundgren's production and
engineering job also contributes to Grand
Funk's improvement, not only in their playing

but in their recorded sound, which is clean
and dry without being sterile-and for a group
that plays as loud as Grand Funk, Rundgren
has done as right by them as any engineer
could.

I never worried about why audiences liked
Grand Funk as much as some pop journalists
did. The public's happy with Grand Funk-
the group has nine gold albums to prove it,
including this one. So why worry? The pub-
lic's getting what it wants, and what it wants is
getting better. J.V.

THE J.B.'s: Doing It to Death. The J.B.'s
(vocals and instrumentals). Doing It to Death
(Parts I & 2); More Peas; La Di Da La Di
Day; Sucker; You Can Have Watergate Just
Gimme Some Bucks and I'll Be Straight.
PEOPLE PE 5603 $4.98.

Performance: Good
Recording: Good

The J.B.'s are the backup band for soul star
James Brown (hence their initials), under the
direction of Fred Wesley. The "tunes" here,
we are told, were "written" by Brown - which
is to say they comprise one or two riffs with
no melody, no lyrics, and a lot of huff and puff.
But they are saved and made interesting by
the band's ability to huff and puff with a will
and spirit. The band is extremely well -drilled,
they have commendable panache and skill,
and they blow good jazz. Their performances
indicate what might be if these were actual
tunes. Brown is served well, beyond what he
deserves.

I must also note that Fred Wesley, whose
name appears on the label but not the jacket
of the album, wrote the only decent song in
the soundtrack that Brown applied to the film
Black Caesar, and he is credited in newspaper
ads for Slaughter's Big Rip -Off as being the
co -composer with Brown of that score (but
his name is in smaller type). I don't want to
get Wesley in trouble, but I begin to wonder
how much of Brown's current strength and
reputation is based on Wesley's efforts. I be-
gin to wonder very much indeed. J.V.

ELTON JOHN: Goodbye Yellow Brick Road.
Elton John (vocals, piano, organ, mellotron);
Dee Murray (bass); Davey Johnstone (guitar);
Nigel Olsson (drums). Funeral for a Friend;
Love Lies Bleeding;-Candle in the Wind;
Bennie and the Jets; Goodbye Yellow Brick
Road; Grey Seal; Sweet Painted Lady; Satur-
day Night's Alright for Fighting; Roy Rogers;
Social Disease; Harmony; and seven others.
MCA MCA2-10003 two discs $11.98, CI
MCAT2-10003 $ 12.95, © MCAC2-10003
$12.95.

Performance Grace and garbage
Recording. Variable

Elton John's part in this is just dandy, up to a
point. The music he wrote for Bernie Taupin's
lyrics is much better than they deserve, and
Elton's vocals-on all but a few lost causes-
are of that forceful yet delicate nature that
first made him attractive. He really can lay the
phrasing on you, when he applies himself. But
he is ultimately responsible for the lyrics,
too-it is his album and he could have sent
Taupin back to the drawing board or, better
still, out on a snipe hunt with Lou Reed and
Harry Chapin; the lyrics, by and large, are a
mess. Taupin ranges far and wide, but always
on what he considers the "other" side of the
tracks, romanticizing your moderately seamy

(Continued on page 92)
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THE LAST
LOUDSPEAKER

(REVIEWED).
When we introduced the Ohm F a few

months ago, we called it the last loud-
speaker.

We explained that this new invention
(U. S. Patent 3,424,873) is the last loud-
speaker in the same sense as the wheel was
the last device for transmitting rotary or
rolling motion.

Like the wheel, we said, our speaker is a
mathematically perfect engineering con-
cept, utterly simple and unimprovable. Only
its physical construction can evolve further,
not the design itself. When a single cone re-
produces 30 to 20,000 Hz without crossovers
and has a cylindrical output in perfect phase
with the input signal at all frequencies ("co-
herent sound"), the design can be consid-
ered final.

Since then, our claims for the Ohm F have
found support in the authoritative editorial
pages of Stereo Review. In the November
1973 issue, the Equipment Test Reports by
Hirsch -Houck Laboratories asserted:

"The Ohm F can do some things that no
other speaker in our experience is capable
of."

After acknowledging that "the cone has
not been designed to function as a 'piston'
(as virtually all other cones are),
but should be viewed as a termi-
nated acoustic transmission line,"
the review states that "the Ohm F
produced one of the flattest ex-
tended curves we have ever seen
... it has a uniform energy output
across the full audio -frequency
range ..."

Square -wave tests of the Ohm
F against "several other fine
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speakers we had on hand," in the words
of the review, showed that "only the
Ohm F was able to produce a reasonable
facsimile of a square wave." This plus the
toneburst response of the speaker "tended
to confirm ... that it has transient -response
capabilities surpassing those of the best
conventional (piston) speakers."

Further excerpts from the Ohm F test
report:

"In our simulated live -vs. -recorded test it
rated A to A+ ... with one of the larger
power amplifiers, able to deliver 100 watts
or more, the sound began to warrant the use
of such words as 'awesome' . . . achieves
state-of-the-art performance."

The conclusion of the review requires
some reading between the lines:

"As to whether or not the Ohm F is there-
fore the 'best' speaker available-we will
leave that to the ears of audiophiles; we
are prepared to say, however, without reser-
vations, that it is easily one of the best."

Think about that. Wouldn't any re-
sponsible journal hesitate to declare
categorically that a totally new and un-
familiar product is the best, period? Even if
they thought so?

The Ohm F comes in a striking,
tapered column cabinet, about
31/2 feet high, and is priced at
$400. If your local dealer doesn't
carry it yet, write us and we'll help
you.

We want your next loudspeaker
to be the last loudspeaker.

Ohm Acoustics Corp.,
241 Taaffe Place,
Brooklyn, N.Y. 11205.
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THE
EX-BEATLES

Surmounting
the aftermath

Reviewed by
NOEL COPPAGE

WE are still affected by the energy of
stars that flared and died long ago.

The speed at which light -information - can
travel is simply not great enough, given the
distances involved, to keep us up to date;
we're always perceiving what was. Another
sort of lag-this one not in front of our per-
ceptions but behind them-has us similarly
affected, after the fact, by the Beatles. We
are still reacting to Beatle Energy, and . .

there . . . are . . . no . . . Beatles. Radio
stations still have their "All-Beatle" week-
ends. Shops specializing in Beatle memora-
bilia are still opening up, after-how many
years? The value placed on those Yellow
Submarine drawings defies objective analy-
sis beyond the conclusion that something
happened that made waves that are still be-
ing felt. Headline writers consider it stan-
dard procedure, still, to put "Former Bea-
tle" in front of any of those four names, and
the rumors continue to go beyond the head-
lines, year after year, picked up and passed
along with that hopeful -cynical, one -eye-
brow -out -of -control look that's so useful
these days. This last time the pushiest ru-
mor of all -"Fab Four to Reunite?" - seems
to have culminated in something less than
the reopening of Camelot but in something,
at least, something tangible: a Ringo Starr al-
bum called "Ringo" in which all four former
Beatles perform, though not all at once, nev-
er four abreast. That isn't really the Beatles
in that album, but Beatle Energy attends it,
making it a carefully received, painstakingly
examined, soberly evaluated social (and, of
course, economic) event. The same goes, as
it always does to some degree, for the new
solo albums "Mind Games" by John Len-
non and "Band on the Run" by Paul Mc-
Cartney-and, of course, even Yoko Ono's
latest, "Feeling the Space," is to be assessed
just outside the distracting vortex of Beatle
Energy.

Consider how they must feel; one does
not ignore "that whole Beatle thing." One
cannot say, "That's all in the past," because
not all of it will get in the past and stay there.
John may have tried to yank the Band-Aid
off, to put it all behind him quickly and
cleanly, and so forth, with "I don't believe in
the Beatles," but it wasn't that easy. The
headline writers put the relevancy-or per-
haps the potency -of such a statement in
perspective the very next time he or even
Yoko ("Wife of Former Beatle . . .") did
something.

And now, Paul.

BUT let us save that, hoping for a modest
build-up while we try to figure the angles of
Ringo's "reunion" and the later adventures
of Johnandyoko. This is written at a time

when gossip columnists are hinting at a rip
in the union of John and Yoko, and presum-
ably is being read when more is known
about that one way or the other-but this
seems to be the place for information lags of
various sorts. John's new album is largely
about Yoko, in any case. Her face is the
mountain behind his image in the chintzy
jacket photograph, and while there may
have been some kidding in that, the songs
are laced with phrases about how she "blew
away life's misery" and how Liverpool and
Tokyo got together and made east west and
vice versa and how they share in each
other's minds and how she's the honey and
he's the bee and all he has to do is call her
name and things clear right up, and on and
on. There's nothing wrong with committing
such sentiments to song, but the album is so
redundant, so . . . hard -sell. And predict-
able: the range of ideas in John's music
seems to grow ever narrower. There's Yoko
loved a thousand ways, and a play or two on
words in this one, and, of course, politics.
The album is beautifully produced, but the
Plastic Ono Band, behind John, has evolved
an increasingly stylized sound, and one not
very far from the silvery -gritty aspect of the
Beatles, at that. Nor did this project catch
John in a mood to startle anyone with melo-
dies; / Know (I Know) has a fine one, and a
few others are better than average, but the
surge into composing that the first album
("Plastic Ono Band") seemed to promise
has not come. "Mind Games" is pleasant,
but the harder one listens, the less he hears.

THE Plastic Ono Band behind Yoko is
something else - versatile, expressive, reel-
ing with ideas. Yoko herself is not versatile
or expressive, but she does have ideas. One
of her ideas in making "Feeling the Space,"
which is "dedicated to the sisters who died
in pain and sorrow and those who are now
in prisons and in mental hospitals for being
unable to survive in a male society," was to
show men, the rats, how it feels to be a sex
object. One way of doing that was to close
out the album with Men, Men, Men, which
tells its object, "Your muscles are not for
fighting in war/Your lips are not for voicing
opinions/Your eyes were made for us to
look into. . . ." Another way was to in-
clude in the credits what Playboy would
call "vital statistics," only they're for the
males in the band. And did you know that
drummer Jim Keltner has a 42 -inch chest?
That's not the half of it; he's a dazzling 42-

33-37. I hate him. This sort of thing could
drive a fellow to one of those mental hospi-
tals for being unable to survive in a male
society. But let it be said that Yoko's album
reads much worse than it sounds. She hasn't
done anything special with melody, and
what she's done with words is no more spe-
cial than what they do with them on the
walls of truck -stop restrooms, but some
synergy does occur when she puts the two
together. Her melodies are provocative
enough to interest the band, and, male chau-
vinists that they are, the musicians appar-
ently pursue that interest in their own way
rather than looking to Yoko for definitive
hand -and -arm signals. Don Brooks (who is
Waylon Jennings' -got that?-Waylon Jen-
nings' harp player) and David Spinozza in-
terweave mahvelous, abs'ly smashing lines
in If Only, a rather engaging and perplexing
song in which Yoko's singing is a thousand
million times worse than horrible plug-ugly.
So it goes.

BUT Ringo, now, Ringo -ah, shucks,
what can I tell you about Ringo? According
to the write-ups, he is the most amiable hu-
man being in the history of the world. Paul,
it was written, once told Ringo he would
"get" him - but there Paul is, and Linda too,
helping Ringo sing Paul's Six O'Clock. True,
Paul doesn't sing a high harmony part that
would show off that fancy vocal range of his,
and of course Paul isn't let in with the other
former Beatles. Ringo, John, and George
play together (although whether they re-
corded at the same time is another matter) in
I'm the Greatest, written by John and writ-
ten for, it seems, both Ringo and John. Else-
where Ringo shares the honors with no
more than one other ex-Beatle at a time.
Harry Nilsson, Marc Bolan, most of The
Band, and those fine examples of the Bea-
tles' bench strength - Billy Preston, Klaus
Voorman (who also contributes some fine
lithographs for the lyric booklet), and Nicky
Hopkins-were all brought in to help, for if
there's one thing Richard Perry doesn't
spare when he's producing an album it's
expense. The album is cute, mainly. Some
kind of chemistry that's all out of scale with
the quality of the song itself does happen in
I'm the Greatest, and George's guitars seem
catalytic there. Photograph, which the
booklet says was written by George and
Ringo, could have been in George's "All
Things Must Pass" album and gone unno-
ticed by everyone-but here it stands out.

The Lennons:
Yoko and John
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offering lyrical relief in an album that is just
a bit smug about its rock-and-roll savvy. It is
the kind of song that keeps AM radio from
going down the tube altogether. Nilsson was
somehow persuaded to exert himself on
such an old featherweight as You're Sixteen,
and his assorted back-up voices do keep the
thing from dying right on your living room
rug. Step Lightly, a Ringo original, has some
nice rhythmic things in it, but thirty seconds
of it is about enough. The only other out-
standing cuts are Six O'Clock and the clos-
ing You and Me (Babe), written by Harri-
son and Mal Evans, an old Beatle insider,

The Starrs: Maureen and Ringo

and given a voice-over treatment by Ringo
in which he thanks all the musicians and
says one of those prolonged, grand -ballroom
goodnights. Six O'Clock is a quiet, vaguely
blues -based tune about standards not met,
and I suppose it is drawing the usual more -
fluff -from -Paul comments in the usual
places, but it's a song one can stand to listen
to repeatedly, and more than likely with in-
creasing respect. In general, "Ringo" is bet-
ter off being cute than what else might have
happened to it-it has some intellectual
tooth -marks, expertly contrived "nostalgia
licks" and such -and it probably comes out
as well as it does because Ringo's likable
nature can match Perry's production shuffle
for swagger.

Ringo seems destined to land on his feet-
if the Great Purge comes and they're getting
rid of "poor" singers, they'll vote a special
exception so Ringo can stay -but of course
Ringo in a mano a mano showdown with
Paul Simon or someone for the troubadour
championship of the universe would be
overmatched. So would John and so would
George, the way things are going.

PAUL MCCARTNEY, though, is showing
signs of snapping out of it. Right now he
seems the ex-Beatle most likely to become
an ex-ex-Beatle, to surmount the aftermath.
Paul not only has much greater vocal range
(and to my ears a more pleasant sound) than
the others but is turning out to have rangier
vision about arrangements also-and he has
the gift of ambiguity. His new tunes may
sound something like, oh, some "Rubber
Soul" tunes, and then again they may not. It

depends on how you listen. But of course
where the gift of ambiguity really pays off is
in the lyrics: poetry is what song lyrics as-
pire to be, and poetry in English is almost by
definition ambiguous. I mean, who wants a
poem that only says what it says it says?
Not you and me and Bob Dylan, that's for
sure.

Paul's gift is exercised with some cunning
in "Band on the Run," which might be a
superb album if Let Me Roll It didn't sound
so tired, Bluebird weren't so effete and aim-
less, and Helen Wheels did not exist. Songs
aren't necessarily related to one another, or
don't seem to be, but the album does have
some fuzzy application of the sonata form
(or at least the Side -Two -of -"Abbey Road"
form) punched into it, and there are all these
sneaky little references scattered through-
out, so that one (not the only one, of course,
but one) way it can be interpreted is as an

The McCartney's: Linda and Paul

attempt to put the Beatles behind him, get
the Beatles off his back, bury the Beatles.

It is subtler and less direct than John's
attempt has been, to be sure, so subtle that
Paul may not be doing it consciously at all.
Possibly he isn't doing it at all, period. But
there are little things-what does "stuck in-
side these four walls" in the title song really
mean? And what about Jet? Very puzzling,
this Jet; there's something about a sergeant
major, a lady suffragette, and a line that
goes, "Ah, Mater, want Jet to always love
me," which of course sounds as if he's say-
ing "Want ya to always love me." Question:
what former Beatle has this loss -of -mother
pain to the degree that he underwent "pri-
mal scream" therapy and then wrote a raw,
agonized song called Mother-and wrote
another song that was kind of nasty and ad-
dressed to Paul?

And yet, if Paul is answering, he is not
being openly malicious. Jet makes no sense
at all in any kind of literal reading, but it has
powerful tones and is grandly arranged.
Mrs. Vandebilt is another fascinating song,
at least in its tricky changes and its double-

think resolution: "What's the use of worry-
ing?/What's the use of hurrying?/What's the
use of anything?" There are nice rhythms,
Latin and otherwise, scattered about in the
album (which was recorded in Nigeria), a
curious tribute to Picasso with a snippet
fromJet spliced into it and more reprises in
the last few seconds of the last selection.

Paul's band, Wings (and here's another
lag: lead guitarist Henry McCullough and
drummer Danny Seiwell have left), sounds
something like the Beatles sometimes, but
then the Beatles never sounded any one way
and neither does Wings. That doesn't seem
to bother anyone - no identity crises -and it
doesn't bother me either. John's new album
is infinitely more conservative than Paul's
is, and, naturally, Paul's is somewhat more
uneven than John's is. Smarter people may
find God knows what in Paul's cagey revela-
tions, but ambiguity, for all its usefulness, is
also a hedge. Paul is moving toward individ-
uality, but whether he's jetting or mostly
drifting is not all that clear to me. It is a diffi-
cult direction to take, either way, consider-
ing the negative pull (on former Beatles, that
is) of that black hole where the supernova of
the Sixties was.

And now isn't. There are no Beatles.
Long live the Beatles.

JOHN LENNON: Mind Games. John Len-
non (vocals); Ken Asher (keyboards):
David Spinozza (guitar); Gordon Edwards
(bass); Jim Keltner (drums); other musi-
cians. Mind Games; Tight A$; Aisumasen;
One Day (At a Time); Bring On the Lucie
(Freda Peeple); Intuition; Out the Blue;
Only People; I Know (I Know); You Are
Here; Meat City. APPLE SW -3414 $5.98,

8XW-3414 $6.98, © 4XW-34I4 $6.98.

YOKO ONO: Feeling the Space. Yoko Ono
(vocals); David Spinozza (guitar); Jim Kelt-
ner (drums); Ken Asher (keyboards); Gor-
don Edwards (bass); other musicians.
Growing Pain; Yellow Girl (Stand By for
Life); Coffin Car; Woman of Salem; Run,
Run, Run; If Only; A Thousand Times Yes;
Straight Talk; Angry Young Woman; She
Hits Back; Women Power; Men, Men, Men.
APPLE SW -3412 $5.98, O 8XW-34 12
$6.98.

RINGO STARR: Ringo. Ringo Starr (vocals,
drums): John Lennon (vocals, piano);
George Harrison (vocals, guitar); Paul
McCartney (vocals, mouth sax); Klaus
Voormann (bass); Jim Keltner (drums);
Robbie Robertson (guitar); other musicians.
I'm the Greatest; Hold On; Photograph;
Sunshine Life for Me (Sail Away Richard);
You're Sixteen; Oh My My; Step Lightly;
Six O'Clock; Devil Woman; You and Me
(Babe). APPLE SWAL-3413 $5.98, CD 8XW-
3413 $6.98, 4XW-34 13 $6.98.

PAUL McCARTNEY: Band on the Run.
Paul McCartney (vocals, bass, guitar, key-
boards); Denny LaMe, Linda McCartney,
and Wings (vocals and instrumentals). Band
on the Run; Jet; Bluebird; Mrs. Vandebilt;
Let Me Roll It; Mamunia; No Words; Hel-
en Wheels; Picasso's Last Words (Drink to
Me); Nineteen Hundred and Eighty -Five.
APPLE SO -3415 $5.98, ® 8XW-34I5 $6.98,

4XW-3415 $6.98.
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Enclosure: Oiled walnut airtight
cabinet having a volume of
approximately 2.5 cu. ft.

Contour control with
four distinct settings
permits precise
acoustic matching of
the WDDS-12 to the
acoustic require-
ments of almost any
listening room.

Angled dome tweeters generate a uniform sound
field over 1200 dispersion. Location of all
drivers in the same curved plane, creates a
Wide Dispersion Discrete Source (WDDS.
vital for realistic stereo location and
making the most of the speaker's
outstanding transient response.
WDDS avoids spurious sound
scatter and infuses the sound field
into the listening room in a pattern
virtually analogous to that of a stage or
auditorium performance. As a result,
the listener remains unaware of the
speaker- the music seems "simply there:'

Heavy 12 -inch acoustic -suspension woofer
with massive magnet and low -resonance
cone produces powerful true bass to the
very lowest regions of musical sound.
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Woofer response, on and off axis, shows effec ive output below 30Hz, reaching the
lowest range of musical sound.
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3/4 -inch Mylar dome tweeter
projects uppermost highs
with exceptional clarity
over broad arc, resulting in
"open" sound with accurate
stereo space image.

Optional base in
handsome matte black

WDDS-12
NOMINAL IMPEDANCE:

FREQUENCY
RESPONSE:

LOW FREQUENCY
DRIVER:

HIGH FREQUENCY
DRIVERS:

CROSSOVER
FREQUENCY:
DISPERSION:

GUARANTEE:

PRICE:

11/2 -inch Mylar dome
tweeter assures smooth
frequency transition
into midrange while
providing wide
dispersion and crisp
transients in the
crucial "presence
range:

SPECIFICATIONS
6 ohms

30Hz.-25KHz -± '2 db. Average over 120°
lateral radiation field and anechoic
conditions above 300Hz.

12" high compliance, heavy duty.
Two 1, 2 " dome radiators and two 'a"
dome radiators.
Crossover takes place gradually between
600Hz and 5KHz.
Frequency Response varies by no more
than 3db from the "on axis" response
over a 120° lateral field.
5 years, as detailed in our guarantee form.
All service to be carried out by authorized
dealer or agent, eliminating need to return
speaker to factory.
$350.00

Woofer tone burst at 45Hz and supertweeter tone burst at 16 and 4 kHz attest
remarkable clarity of transients throughout audible spectrum.
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Tweeter response curves on and off axis almost coincide, proving uniformity of sound
spread in listening space.

Supertweeter response curves off axis also closely parallel on -axis response, showing
superior sound dispersion.



Introducing the WDDS-12 Pritchard Loudspeaker System

More
confusion?

There are literally hundreds of speakers on the market. There are
2 -way systems, 3 -way systems, omnidirectional, rearward sound pro-
jection, et al.. All, according to their makers, are outstanding. And,, frankly,
several are.

Small wonder the public is confused. And good reason why serious
listeners rely on expert opinions, as well as recommendations from
knowledgeable equipment owners.

Our new Pritchard system will surely add to the confusion. And our
claims will fall, unfortunately, on many deaf ears.

But among those people who, over the years, have learned to
separate fact from fiction...who trust their own ears...and who respect
"inside" opinions, this new speaker will be a revelation.

If you're a serious listener, unfamiliar with ADC speakers, we urge
you to talk to people familiar with our products. They know that, among
the relatively few outstanding speaker systems on
the market, ADC's line ranks among the best.
And, now, with the introduction of the
Pritchard System, ADC's probably number one!

For most, the confusion about speakers
will continue. For some, the WDDS-12
Pritchard System will shout "hello:'

ADC speakers
-the insider's choice.

.02c "kJ D I 0 DYNAMICS CORPORATION, Pickett District Road, New Milford, Conn. 06776



crowd the way Harry romanticizes the more
spectacularly grotesque idiots among us. Ber-
nie takes us into the mind of a tired sort of
man who does his living vicariously, via Roy
Rogers movies on the telly-and, as Taupin
reports it, there's nothing particularly inter-
esting on that person's mind. He also takes us
into bed with a prostitute, where, Taupin pro-
foundly observes, "There's a place in the
world for a woman like you." And so on. We
could probably settle once and for all who is
the most "unorthodox" bubblegum lyricist by
having a tennis match between Bernie Taupin
and Harry Chapin, with Lou Reed taking
Howard Cosell's part. Or maybe not.

Anyway, Elton makes the most of it Candle
in the Wind is another of those dopey salutes
to Marilyn Monroe as a "real" but tragi-
cally misunderstood person, as trite and be-
nign as Taupin's thoughts on foreign aid prob-
ably would be, but El has given it such a nice
melody and sings it with such emotional credi-
bility that the words actually do begin to mean
something. Something similar could be said
for the scoring and performance of the title
song. The hit, Saturday Night's Alright for
Fighting, leads a small battery of dead cells in
which Elton slugs it out with his Fifties rock
fixation, and I wish he'd hurry and get that out
of his system. Saturday Night has its beat
screwed up somehow, but straightening that
out obviously wasn't necessary for commerce
and would be laughable if undertaken for art.
The arrangements, when they aren't thick and
murky, are simply overblown; when there
isn't something else interfering between you
and the music, Nigel Olsson contrives to bang
the damned cymbals. There are places where
an overlay of sheer noise seems to have been
dropped on the basic arrangement just for the
hell of it. There are a few places, though.
where Elton makes sure his piano and vocals
are clearly heard, and both are striking in their
subtlety, their stylish economy. One such
place is I've Seen That Movie, Too. The al-
bum has some good music on it, enough per-
haps for a fairly decent one -disc album. It is,
of course, a two -disc album. N.C.

MORGANA KING: New Beginnings. Mor-
gana King (vocals); orchestra. Jennifer Had;
All in All; A Song for You; We Could Be
Flying; and five others. PARAMOUNT PAS -
6067 $5.98, 0 M 8091-6067 $6.98.

Performance: Highly styled
Recording: Frilly

What turns me off Morgana King is probably
what turns me off Chris Connor: they both let
their styles intrude on everything they per-
form to the extent that every track sounds
very much like every other one. Both are real
musicians, each has a devoted cult audience,
and neither has had broad success on record-
ings. Now Miss King is back, probably pro-
pelled by her success in the role of Mama
Corleone in The Godfather (although all men-
tion of that is omitted in the liner notes),
bringing us another collection of mannered -
to -the -point -of -preciousness performances.
The perfume abates every once in a while, as
in Stevie Wonder's You Are the Sunshine of
My Life-a really fine job in all respects -but
Jennifer Had or Like a Seed is more typical-
ly fussy. King is a very good singer indeed
when you hear her late at night in a club and
you've had a little alcoholic lubricant. Listen-
ing to her on a clear, crisp day only made me
think how glad I am that I gave up cigarettes.

The production, by Vince Mauro, is as dim-

ly lighted as an aging beauty's bedroom and
every bit as elaborate. P.R.

THE KINKS: Preservation Act 1 (see Best of
the Month, page 81)

KRIS KRISTOFFERSON AND RITA COO-
LIDGE: Full Moon. Kris Kristofferson (vo-
cals); Rita Coolidge (vocals); Donnie Fritts
(organ); Terry Paul (bass); Lee Sklar (bassi;
David Bromberg (guitar); Vassar Clements
(fiddle); Josh Graves (dobro); other musi-
cians. Hard to Be Friends; It's All Over (All
Over Again); I Never Had It So Good; From
the Bottle to the Bottom; and eight others.
A&M SP -4403 $5.98.

Performance: Real pretty
Recording: Excellent

It isn't a case of Rita helping Kris, as one

PA I I I LABELLE
Knows how to use a marvelous voice

might expect in this case-hardened Man's
World of ours, but a matter of Kris doing the
helping. It's mostly Rita's album, a result in
part of a decision forced by simple mechanics:
it seems their best ranges aren't quite an oc-
tave apart, so Kris' best key for a given song
is not the same as Rita's best key. In a situa-
tion like that, you shoot your best stick (or
producer David Anderle does, anyway) and
tune to the better singer of the two. Rita
sounds almost as beautiful as she looks, too,
and Kris is both conscientious and graceful in
his supporting role. The singing is so nice, in
fact, that the album is mighty ingratiating for
an album of such unsatisfying songs. The
backing is generally excellent; recorded in
Los Angeles, the thing brings together Mem-
phis, Nashville, and California's own personal
Mexico-such diverse musicians as Booker
T. Jones on piano, Josh Graves on dobro, and
Herb Alpert on trumpet. And they get along.

Kris wrote only two, and he and Rita are
listed as co -writers of two other songs, all
bland and unassuming. The album is over-
stuffed with soft country ballads from various
sources-the kind whose unfolding, line by
line and note by note, you can just about pre-
dict after hearing the first four bars. The song
that comes off best, by far, is Bobby Charles'
Tennessee Blues. Kris' From the Bottle to the
Bottom (the amazing thing about which is that
Kris hasn't used that title before) is embar-

rassingly similar to, and embarrassingly inferi-
or to, the Bill Rice -Jerry Foster tune Special,
whose train metaphor would come in handy in
an album hurting for changes of pace. But no
coupling is perfect, as they say around the
turntable; maybe they figgered all the feath-
erbedding was railroad metaphor a -plenty.

N.C.

LaBELLE: Pressure Cookin'. LaBelle (vo-
cals); instrumental accompaniment. Pressure
Cookin'; Can I Speak to You Before You Go
to Hollywood?; Sunshine; Mr. Music Man;
Let Me See You in the Light; Last Dance;
and three others. RCA APL -1-0205 $5.98,
® APS-1-0205 $6.95, © APK-1-0205 $6.95.

Performance: Very good
Recording: Excellent

LaBelle is a female vocal trio named after
lead singer Patti LaBelle, who in the early six-
ties led a group called Patti LaBelle & The
Bluebelles. Their best-known single was
Through the Years, in which LaBelle dis-
played her remarkable vocal range and techni-
cal powers. The lady has lost none of that
with time; if anything, she's improved. During
one song on this album I thought she sounded
like Aretha Franklin, but it's just 'possible,
considering their careers chronologically, that
Aretha Franklin sounds like LaBelle, espe-
cially in the modulated yips and whoops they
tack onto the end of a lyric line.

As a group, LaBelle has been around for a
few years and is gathering a faithful following
in the New York area. It has a stage act that is
probably equal to that of the Supremes or any
major girl -group of the last decade. LaBelle
hasn't had a hit record yet, but that doesn't
mean it won't. I'm not terribly impressed by
the material on this record, but the production
and sound are first-rate and the group is in fine
form. If you've not heard Patti LaBelle before
or recently, I suggest you avail yourself of this
album. So-so material or not, she has a mar-
velous voice and knows how to use it. J.V.

JAMES LAST: M.O.R. James Last. Chorus
and orchestra, James Last arr. and cond. In-
terludelFeel Alright; If You Could Read My
Mind; Jenny Jenny; Killing Me Softly with
His Song; Delta Queen; I'm Just a Singer;
Walk on Water; and five others. POLYDOR PD
5538 $5.98, ® 8F 5538 $6.98, CF 5538
$6.98.

Performance Mediocrity rampant
Recording: Fair

A printed blurb that fell out of this album,
containing the declaration that "throughout
Europe, 'Last Is First'," is the only clue I
have to the background of the gentleman who
perpetrated it. The "M.O.R." in the title,
however, stands for "Middle of the Road,"
and what James Last does is to take rock and
pop hits and strain them smooth until they are
suitable for piping through the sound system
of an old -age home.

Not that Mr. Last is looking to compete
with the sound of 101 Strings! On the contra-
ry, his arrangements are imbued with a pecul-
iarly nagging beat and given over to the vocal
harmonizings of a chorus of adolescents who
must twitter hard and long to achieve the am-
biance of demented banality that made his
previous album, "Non -Stop Dancing," such a
spectacular success (even though I can't seem
to find anyone who ever heard of it). Whether
Last's carefully coached chorus and orchestra

(Continued on page 94)
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The Realistic QTA-751 is the kind of
4 -channel receiver that has a future!
Available exclusively at Radio Shack.
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4 -Channel Everything
Here's what we mean by a

receiver with a "future": Aux -4
inputs for discrete 4 -channel
tapes. SQ decoder for matrixed
LP's, tape & FM. Built-in
Quatravox' synthesizer for
4 -channel realism from any
stereo source. And a detector
output jack for a discrete
4 -channel FM adapter when
the FCC says "Go".

And Stereo "Two"
Using the four aux inputs,
and remote speakers, you can
play two different stereo
sources in two different rooms
at the same time. It's like having
two stereo systems in one!

No -Skimp Circuitry
FET-FM tuner, with ceramic IF
filter, gives 3.3 /IV sensitivity
and high selectivity. Wideband
AM. OTL audio for 20-20,000
Hz ±1 dB power bandwidth.
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Perfect Loudness' for proper
bass -to -treble balance at any
listening level. Dual FM & AM
tuning meters. Power: 100
watts ±1 dB, 80 IIHF, 60 RMS.

Controls for Everything
17 in all, including Glide -Path'
sliding controls for volume
settings you can see and feel.
Front and rear balance.
Pushbuttons for tape
monitoring, loudness, front and
rear speakers, mono. Clutched
bass and treble for separate
front and rear adjustment.
4 -channel headphone jacks.

Value -Wrapped Beauty
Gold -color brushed aluminum
front panel. Edge -lighted linear
dial. Glowing yel ow dial
pointer. Plus an oiled walnut
veneer enclosure at no extra
cost! The QTA-751 is the
4 -channel receiver you can
afford to live with. Forever.
Come in for a demonstration.

Now Playing at Over 2000 Stores in ALL 50 States 29995

FREE 1974 CATALOG 361

AT YOUR NEARBY STORE OR
MAIL THIS COUPON

180 Pages ... Full Color! Hi-Fi, CB, Kits,
Recorders, Antennas, Parts, More!
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System Featuring QTA-751

Four Realistic
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with Base, $12.95 Mag.
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Save 4915
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SUPPORT BLOSSOM DEARIE!
Rex Reed is delighted to review

her flawless new album
AI.OT has been written by the cultured
and the wise about the delicacy and

freshness of Blossom Dearie's singing,
about how her light, polite voice caresses
the lyrics of the very best songs, about her
unflagging good taste, and about the legion
of admirers she has developed through the
years in the intimate jazz rooms and supper
clubs her hip musicianship has graced, ad-
mirers who come from far and wide to hear
real music instead of noise. But too little has
been conveyed, I'm sorry to say, of just
what a swinging dame she is. Nestling be-
neath that daffodil hair bobbing just above
eye level at the grand piano is a worldly-
wise Lorelei ready to lure us all to destruc-
tion. When she sings, the songs are literate
and sophisticated and always laced with
joyous good humor. But there's another
element involved: the lady has lived, and,
like an actress pulling out all the stops, she
has reached down into her experience to
produce, finally, an album that demonstrates
clearly the full measure of her musical
knowledge and talent.

She had to produce the disc herself, but
that's OK with me. The good things in life
are always harder to find, but after the
search proves fruitful you enjoy them all the
more because of the trouble you went to.
Blossom Dearie's fans have carried her
banner in more parades than she can count,
but the get -rich -quick recording companies
in search of Top 20 hits instead of artists
with integrity and endurance have turned a
deaf ear to her special gifts, making it man-
datory for her to turn out records on her
own label. This new one is not available in
many shops, either, so you probably will
have to order by mail. Just send a check for
$5.98 to Blossom Dearie Enterprises, P.O.
Box 522, Radio City Station, New York,
N.Y. 10019. It's one way of inoculating
yourself against the pollution (some people
call it music) cluttering up the airwaves to-

day. Blossom Dearie provides the quality,
you provide the check. The spirit of com-
merce is satisfied, and the resonance of
beauty, sensitivity, and craftsmanship is

your musical reward.
Clear as a bubble. Blossom's voice has

never been in better shape, but the ten new
songs she has composed for this debut out-
ing on her own label demonstrate new facets
and dimensions of her ability to write as well
as she sings. Equally at home with bright,
swinging jazz and melancholy ballad tem-
pos, she has fashioned a musical picnic that
is bracing as well as stimulating. With John-
ny Mercer, she tells in I'm Shadowing You
of a love even J. Edgar Hoover couldn't
break up. With Bill Anthony (Home) she
lights a flame in the heart that will not go
out. And in Baby You're My Kind she
brings home the bacon with the best of the
blues wailers. Blossom Dearie's music
doesn't hate anyone. It is created specifically
to charm and to chill, and all her songs are
stories told with sympathy and understand-
ing. Her writing cannot be crammed into
conventional phrase lengths and patterns,
yet her rhythms are so natural and flowing
that you are never aware of the oddly mea-
sured periods, phrases, and cadences, only
of how "easy" it sounds. Blossom Dearie is
one of the all-time great singers and com-
posers of popular music, and this is one of
her most agreeable albums. I'm not in a very
elated state about today's music, but this
record has filled me with delight, enthusiasm,
and ecstasy. It is simply flawless.

BLOSSOM DEARIE: Blossom Dearie Sings.
Blossom Dearie (vocals, keyboards); instru-
mental accompaniment. I'm Shadowing
You; Sunday Afternoon; Home; Hey John;
You Have Lived in Autumn; Baby You're
My Kind; and four others. DAFFODIL RE-
CORDS BMD 101 $5.98.

are turning Killing Me Softly with His Song
into a vehicle suitable for the Mormon Taber-
nacle Choir or further prettifying the already
unbearably pretty tints of Delta Queen, the
natural flavor of everything from Neil Dia-
mond's Walk on Water to Ave Maria has been
removed and the musical equivalent of so-
dium glutamate substituted to preserve the
mixture. Middle of the road or not, I suppose
there must be an audience for all this, but I
don't want to be in it. P.K.

RECORDING OF SPECIAL MERIT
DAVE MASON: It's Like You Never Left.
Dave Mason (vocals, guitar); Jim Keltner
(drums); Mark Jordan (keyboards); other
musicians. Baby . . . Please; Every Woman:
If You've Got Love; Maybe; Head Keeper;
Misty Morning Stranger: and three others.
COLUMBIA KC 31721 $5.98, @ CA 31721
$6.98, ©CT 31721 $6.98.

Performance: Great, perhaps
Recording: Excellent

Well . . . the jacket has this back -lighted pho-
tograph of Dave Mason playing a fancy gui-
tar, the thing one really notices being his right
forearm-which looks just like my right fore-
arm. Even has that little extra curve on the
top, which in my case resulted from endless
summers of "turning the ball over," trying to
throw a screwball. Now, I don't know why I
never paid any particular attention to this
swell musician and wonderful human being
before, but it is obvious that Dave's technical
skill blah blah blah, sensitivity blah blah blah,
depth of insight blah blah. . . . The point of
this, for those who must have points in these
things, is that objectivity, if it exists at all, can
be shattered by the damndest things.

I still think it is fair for me, even me, to say
that this is Mason's best work since he left
Traffic and probably his best work on record.
One may not find any cosmic answers or even
very substantive questions in the lyrics, but
they won't embarrass anybody, and the melo-
dies are better than average. Mason's vocals
are not distinctive, but they're smooth and
competent. If we stopped there the album
would be listenable and mildly pleasurable,
and only slightly more so when we allow for
Graham Nash's harmony vocals on three
songs-but stopping there would leave out the
best part: Dave's guitar playing. It's clean, so
clean and smooth that nobody will mind his
borrowing a lick from Harrison or Clapton or
somebody now and then. The acoustic pick-
ing, especially, in such cuts as Maybe and Si-
lent Partner, is just elegant, just elegant. It's
that extra little curve, you see, on the top of
the forearm that does the trick. N.C.

MARIA MULDAUR. Maria Muldaur (vocals);
orchestra. Any Old Time; Mad Mad Me; The
Work Song; Three Dollar Bill: Long Hard
Climb; and six others. REPRISE MS 2148
$5.98.

Performance: Good
Recording: Good

Maria Muldaur, late of Kweskin's Jug Band
and late of two very good albums with her
husband Geoff, makes her solo bow on an
album that never seems to make up its mind.
Her previous work has always been eclectic
in style and performance, but here it becomes
unfocused and jumbled. She is very talented,
strikingly so in such comedy songs as Don't

(Continued on page 96)

94 STEREO REVIEW



THE UNDRESSED
KLIPSCHORN®

SAVES YOU $350
Stripped to essentials, the style "D"*

KLIPSCHORN loudspeaker has sound
reproducing components identical
with those in the fully dressed style "B:'
Permits you to create your own cover-
up or to leave it in the altogether. Lets
you put your money into quality repro-
duction of sound; not cosmetics. You
may order it in fir plywood, unfinished,
or painted flat black.

These prices for contiguous U.S.A. only. Higher in Alaska,
Hawaii, and foreign countries.

But, if cabinetry is not
your forte, save $265 on
unfinished style "C"*"
Supplied with top and
grills, it is made of birch
veneered plywood. You
can stain it, apply an

antique finish, or leave it natural.
Send this coupon for information on

all Klipsch loudspeakers.

Klipsch and Associates, Inc.
P.O. Box 688
Hope, Arkansas 71801

Please send me your latest brochure and list of dealers.

Name

Address

City State lti-

*K-D-FR or K-D-FB **K -C -FR or K-C-FB
CIRCLE NO. 24 ON READER SERVICE CARD



You Feel My Leg (Don't You Make Me
High), in which her slightly disheveled so-
prano is used to raffish effect, and Three Dol-
lar Bill, a tirade along the lines of the classic
Why Don't You Do Right? But what to say of
her performance in Dolly Parton's My Ten-
nessee Home, where she sounds like Stella
Dallas confiding to a tea -leaf reader, or in a
couple of drooping Wendy Waldman clink-
ers? Only that Muldaur becomes indistin-
guishable from hundreds of others out there in
Sensitivityland. That the surrounding produc-
tion is consistently grand and garish is no
help at all.

Real coarse of me, I know, to like only
them knee slappers that she sings so good.
But I never could make much out of them
soap operas. P.R.

GILBERT O'SULLIVAN: I'm a Writer,
Not a Fighter. Gilbert O'Sullivan (vocals):
orchestra. A Friend of Mine; Ooh Baby; Get
Down; Not in a Million Years: and six
others. M.A.M. MAM 7 $5.98, ® M87
$6.95, M57 $6.95.

Performance: Mills' Redi-Mix
Recording. Excellent

Gilbert O'Sullivan says his song Get Down is
actually an instruction to a dog, "Get down,
get down, get down/You're a bad dog baby,"
and he was shocked by the Stateside reaction
to it. I believe him after listening to the track.
I'm even beginning to believe that he might be
Irish (although with Gordon Mills as his man-
ager I wouldn't really be surprised if he turned
out to be an Albanian viscount), since his
songs and performances seem to fade in and
out in that particularly elusive way that char-
acterizes the Gaels. There is a decidedly mis-
ty quality to even the writhing Ooh Baby. He
sounds much more comfortable extolling his
dog, Homer, in A Friend of Mine, confirming
again his Irishness in the skittishness about
matters sexual.

In any case, it's another gleaming commer-
cial smash. O'Sullivan's lyrics are improving,
his voice is still serviceable, Mills' crafty pro-
duction cushions and strengthens at the same
time, and if you are a fan I'm sure already own
this one. Mills Marches On! P.R.

FREDA PAYNE: Reaching Out. Freda Payne
(vocals); orchestra. Mood for Love; For No
Reason; If You Go Away; Reaching Out;
and six others. INvicrus KZ 32493 $5.98,

ZA 32493 $6.98, © ZT 32493 $6.98.
Performance: Very good
Recording: Implacably monumental

Freda Payne is a very foxy lady both in looks
and in performance. That she not only sur-
vives but at times (in If You Go Away and
Mood for Love) triumphs over the noisy semi -
entombment of the grandiose Holland -Do-
zier -Holland arrangements and production of
this album is surely proof of basic talent. She
is the possessor of a big, flexible voice, and as
she slices through something as banal as Two
Wrongs Don't Make a Right, driving it along
by sheer will power, or tackles head-on the
soupy inanity of Mother Misery's Favorite
Child and makes artistic sense of it, then you
know that the future is bright for Miss Payne.
What she needs now is repertoire that she can
relax with instead of having to wrestle with.
When she finds it I'm sure there will be no
need for this kind of production, which
sounds the way one of Mussolini's railway
stations looks. P.R.

HELEN REDDY: Long Hard Climb. Helen
Reddy (vocals); orchestra. Lovin' You; Long
Hard Climb; The Old Fashioned Way; Delta
Dawn; The West Wind Circus; and five
others. CAPITOL SMAS-11213 $5.98, IT

8XW-11213 $6.98, © 4XW-11213 $6.98.

Performance: Upbeat
Recording: Excellent

Helen Reddy's work here is relentlessly jaun-
ty. Even Buffy Sainte -Marie's poignant clas-
sic Until It's Time for You to Go (done here
with a solo piano accompaniment that at first I
thought was a put-on or a Hildegarde imita-
tion) and Long Hard Climb, all about the tra-
vails of "making it," are sung directly and
strictly on beat with an undertone of boom-
dee-dee. It all works just fine on Leave Me
Alone or The Old Fashioned Way, and Reddy

LINDA RONSTADT
Delicious phrasing on a tasty album

struts through them,
and upbeat all the way.

That this album is headed dead center for
the charts, that Reddy is a very good commer-
cial singer with a strong, melodic voice, and
that she has been magnificently managed by
her husband, Jeff Wald, is obvious. Also ob-
vious, once you listen to the album, is that
underneath all of Reddy's chrome -plated sur-
face lies . . . pure stainless steel. P.R.

securely professional

RECORDING OF SPECIAL MERIT
LINDA RONSTADT: Don't Cry Now. Linda
Ronstadt (vocals); J. D. Souther (bass, guitar);
Spooner Oldham (piano); Sneaky Pete Klei-
now (steel guitar); Mickey McGee (drums);
other musicians. I Can Almost See It; Love
Has No Price; Silver Threads and Golden
Needles; Desperado; Don't Cry Now; Sail
Away; Colorado; The Fast One; Everybody
Loves a Winner; I Believe in You. ASYLUM
SD 5064 $5.98.

Performance Purely lovely
Recording: Excellent

Ah, Linda, Linda, when are you going to take
me away from all this? I mean that in a musi-
cally metaphorical sense, of course, and I

must say she almost did it this time. In fact,
had not producer J. D. Souther (whose work
on the sound -recording aspect of it is first-
rate) imposed three of his own fairly weak

songs into the program, I might not be here
now at all. There are a few other trifles that
nag me, too: Linda's interpretation of one of
my favorites, Randy Newman's Sail Away, is
clipped and lacking in irony, and I'm still not
very impressed with Rick Roberts' Colorado,
no matter how it's sung. The Newman song,
though, is hurt by an approach that helps most
material, and I'm fair agog at the rest of the
album. Linda's tendency-unless she's swing-
ing with a country tune like the classic Silver
Threads and Golden Needles-is to under-
play the drama of a song. This not only gets
around the pomposity of forced dramatics
that is built into many songs, it not only cre-
ates a subtler, more effective kind of drama,
but it allows her to pay more attention to her
phrasing, which is simply delicious. Silver
Threads establishes that, if she declared her-
self a full-fledged country singer, Linda would
be one of the best. The other really outstand-
ing cuts are of Eric Kaz and Libby Titus'
Love Has No Pride and, particularly, Neil
Young's / Believe in You. There are no very
weak cuts, except for the cold ones (mostly
liverwurst) I toss to the cat to get him to keep
cranking the phonograph so I can hear the
record again. N.C.

SPENCER DAVIS GROUP: Gluggo. Spencer
Davis Group (vocals and instrumentals).
Catch You on the Re -bop; Don't Let It Bring
You Down; Alone; Today Gluggo, Tomorrow
the World; Feeling Rude; Legal Eagle Shuf-
fle; Trouble in Mind; Mr. Operator; Tumble
Down Tenement Row. VERTIGO VEL- I 015
$5.98, VC8-1015 $6.98, © VCR4-1015
$6.98.

Performance: Boogie on!
Recording: Very good

Listening, as I often do, to "golden oldies"
radio stations, 1 am reminded that there were
other reasons, besides the Beatles, why the
music of the mid -Sixties and the British inva-
sion was so exciting and satisfying. Songs
like the Searchers' Needles and Pins and the
Nashville Teens' Tobacco Road are exam-
ples. Another example is Spencer Davis,
whose 1965 hit Gimme Some Lovin' was mea-
ty, beaty, big, and bouncy. Davis disappeared
for a while and his group splintered (Stevie
Winwood left to join Traffic). He turned to
acoustic music for three years, but he has now
re-formed most of his old group and the result
is that he sounds as good as ever.

"Gluggo," the album, is happy, loose, thor-
oughly professional, and a lot of fun. There is
a perfectly acceptable version of the old blues
Trouble in Mind, a Nashville -style twanger,
Legal Eagle Shuffle (about divorce, which,
with truck driving, is the story line for almost
every pop -country song), and an instrumental,
Today Gluggo, Tomorrow the World. But
more typical of the Sixties Davis sound, with
its dead -on drumming, sprawling organ play-
ing, and holler -style vocals, are Catch You on
the Re -Bop, Mr. Operator, and Tumble Down
Tenement Row.

Gluggo, the thingie, is never defined, but it
is apparently something between a detergent
and an aphrodisiac. The album packaging is a
mixture of subway -type advertisements with
"unsolicited personal testimonials" and "9
Out of 10 Doctors . . ." come-ons.

As album and thingie, "Gluggo" is great
fun. It's good to have Spencer Davis back,
undiluted and unbowed. J.V.

(Continued on page 100)
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Scott
challengesyou
to find another
speaker system
in this magazine
which offers the
value of the
Scott S-71

There are many three-way acoustic suspension speaker
systems on the market which, like our S-71, have 12" woof-
ers and advanced design tweeters and cover the full audio
frequency range. Five of these produce clean, uncolored
sound free from audible distortion even at high listening
levels. They, like our S-71, come in tastefully designed wal-
nut cabinets and fit on bookshelves. They are made by
respected manufacturers and widely advertised.

Where our S-71 separates itself from these competitors is in
the value you receive for the price you pay. The speakers
which compete in quality with the S-71 are priced at $285,

$199, $273, $199, and $299 respectively. We sell our S-71 for
$189.95.
Ask your Scott dealer to play some music with which you
are familiar through our S-71 speakers using the best
electronics he has available. Then, after you've listened
awhile, ask him to play the same material through any
other speakers advertised in this magazine (or any others,
for that matter). We believe you'll find the Scott S-71
offers you the greatest value for the price of any of those
advertised. To take up our challenge, circle reader service
for full product information and the name of your local
Scott dealer.
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THE WAILERS
Making Jamaican reggae more accessible

Reviewed by Gary Kenton

FvER since those pictures of four long -
haired musicians from Liverpool first

started appearing in the mass media, at least
one part of the audience has reacted by,
shall we say, freaking out. Of course, long
hair has long since ceased to be offensive to
the majority of record buyers, but our new-
er, cleverer, rock idols have found newer,
cleverer, ways to disgust, disgruntle, and
dismay. And don't think that's easy: after
Alice Cooper has axed babies in front of
you, been guillotined above you, spit beer
on you (Budweiser, no less), and sold mil-
lions of records behind your back, it should
take something like a half -ton crane just
to raise your eyebrows.

It kind of stands to reason that there'd be
some sort of backlash. Unless we're going to
start featuring real live kamikaze pilots in
our rock shows for some thrills, or give up
altogether and listen to the Carpenters,
there's going to have to be a new musical
development with some kind of value be-
yond that of pure shock. And there is. It's
called reggae.

Which is not to say that reggae won't
knock you out-it just won't do it in one
K.O. punch. It gets to you in pokes and jabs,
content to win you over by a decision. Many
have to be exposed to reggae live, however,
before it really gets under their skin, for it is
a raw, multi-rhythmed music which cannot
be separated from the people who perform
it. Reggae emanates from the troubled Shan-
ty Town area of Kingston, Jamaica, where
people live in cardboard houses in the shad-
ow of the elegant resort hotels patronized by
tourists on weekend junkets to the Islands.
Perhaps as a result of the omnipresent pres-
sure that seems to hover over Kingston,
reggae does not blast or explode. Instead, it
seethes hypnotically, revolving around the
central instrument-the bass guitar-work-
ing into a quiet, often pretty, frenzy, like a
tea kettle that wants to let off its steam but
simmers just short of the boiling point. It is
only the sparseness of the sound, the utter
simplicity of the style, that sometimes
causes people to dismiss it lightly. As Mi-
chael Thomas put it in Rolling Stone, it is
"the throb of the Island, the dead -simple
beat that's so easy nobody else can play it,
only illiterate Jamaicans."

Reggae music is not simple to classify
exactly; it is an organic admixture of rock,
soul, and African tribal music. If you know
what calypso sounds like you have an ink-
ling-reggae is to Jamaica as calypso is to
Trinidad-but reggae's roots are as firmly
fixed in the sounds of Fats Domino, Smiley
Lewis, and Amos Milburn as they are in the
native sounds of the West Indies. Paul
McCartney, one of the many rock recording
artists to be attracted to the studios in
Kingston (others include Paul Simon, the
Rolling Stones, Johnny Nash, and Cat Stev-
ens) explains reggae as a mutation of the Fif-
ties rock-and-roll that Jamaicans picked up
on the radio. However it began, reggae has
become the absolute pulse beat of Jamaica,
and has begun to conquer other lands as
well: reggae records sell quite respectably
in England, and the U.S. finally seems to be
on the verge of accepting it to some degree.

So far, reggae (or "ska" or "rock steady"
or "bluebeat" as it is also called) has had too
little exposure here, however, to catch on in
a big way, although a few years ago there
was a U.S. reggae hit (Israelites) by Des-
mond Dekker and the Aces that was popu-
lar despite its irregular beat and the fact that
no one knew what on earth the song was
about. Dekker is still a large figure in the
booming Jamaican music scene, along with a
host of other artists including Toots and the
Maytals, Jimmy Cliff (star of the first large-
scale Jamaican movie production, The
Harder They Come), the Melodians, Big
Youth, Joe Higgs, and my personal favor-
ites, the Wailers. Bob Marley, acknow-
ledged leader of the Wailers, has written one
of the few reggae songs you possibly have
heard (Stir It Up, a single by Johnny Nash,
which was a moderately successful follow-
up to his reggae -influenced hit I Can See
Clearly Now), and he could emerge as the
poet laureate of Jamaica-he has already
been tagged as "the first genius of reggae"
by England's Melody Maker magazine.

But there is a definite cultural gap facing
Marley & Co. in their quest for general
acceptance in the States. The Wailers are
Rastafarians (briefly, as I understand it,
Rastafarianism is a brotherhood based on
the tenets of Marcus Garvey, a Jamaican
evangelist of the Thirties, who preached that

all black men are lost tribesmen of Africa
and the goal of all exiled black brothers
should be to return to their Mount Zion and
join their African ancestors), and they have
their own way of doing things, right down to
their own dialect. Would-be interviewers
who have gone to see them in Boston, New
York, and Los Angeles have found it diffi-
cult to understand any two consecutive
words, and invariably walk away scratching
their heads, wondering what they're going to
make up for their interviews. Not so good
for publicity.

Another example of the type of obstacle
keeping American record buyers and the
Wailers from getting together: just before
their first U.S. tour, one member of the six -
man group, Bunny Livingstone, decided he
didn't want any part of it. It seems that the
group was warned about some of the, er . . .

strange sights that might await them in
America, especially since they were booked
to play at Max's Kansas City, New York's
den of ambisexual iniquity. They were told
not to be surprised if they saw some fine
examples of young American manhood pa-
rading around in women's clothes and make-
up. "Oh no," Bunny said, "Bunny no go
where man wear frock." He stayed home in
Jamaica.

But all language and cultural barriers melt
away when you hear the Wailers wail. Al-
though their records are a pale approxima-
tion of their concert performances, their
new album, "Burnin'," is a giant step for-
ward, in terms of accessibility, from their
only other U.S. release, "Catch a Fire."
There are two instant classics in the newer
package. The first, Get Up, Stand Up, a
rallying cry for the oppressed, is basically a
1970's civil-rights anthem. Part of the ap-
peal of the song, and of reggae music in gen-
eral, is that the social message it carries
has a validity in the context of Jamaican so-
ciety that it hasn't had here since the last
protest songster went out and bought him-
self an electric guitar. The second gem.
Small Axe, is a perfect example of Marley's
mixing Biblical wisdom with stoned Rasta-
farian morality. Both songs have melodies
that will stick like glue both to your tongue
and to your psyche, as do most of the
Wailers' compositions.

IT is doubtful, given the subtlety of their
music and the intensity of their message.
that the Wailers will become an overnight
sensation here, at least not right away. After
all, reggae sings out the heart and soul of an
island and its people; it is not merely an in-
nocent form of entertainment between cock-
tail parties for them, and it is impossible to
expect most Americans, who ignore their
own ghettos so blatantly, to be attuned to
the plight of artists living in ghettos else-
where. But the Wailers-and reggae-will
catch on eventually. Questions of sociology
aside, reggae is just about the best musical
medicine for rock culture shock on the mar-
ket today.

THE WAILERS: Burnin'. The Wailers
(vocals and instrumentals). Get Up, Stand
Up; Small Axe; I Shot the Sheriff; Rasta
Man Chant; Hallelujah Time; Burnin' and
Lootin'; Put It On; One Foundation; Duppy
Conqueror; Pass It On. ISLAND SMAS
9338 $5.98, OO 8XW 9338 $6.98.
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dn Quest f,Perfection...

"Jonathan Livingston
Seagull" is a story about
striving, struggling, soaring
in quest of perfection.

In the film adaptation of
the best selling book,
"Jonathan Livingston Sea-
gull," the spirit of the quest
in a moving original music
posed and performed by Neil

is captured
score com-
Diamond. *

Transforming the celebrated book
into an unique motion picture was
a monumental task that demanded
the finest cinematography and music reproduction
modern technology could produce. So Neil Diamond
selected BOSE 901®Speakers to reproduce his music
for the press premieres of "Seagull," commenting:
"After auditioning what were reputed to be the best
high fidelity speakers on the market today, I chose
BOSE 901 Speakers because they offer the ultimate
in theatre music reproduction." This is no surprise to
thousands of 901 owners around the world who believe
they enjoy the ultimate in music reproduction in
their homes.

In our ever -continuing quest
of audible perfection, we
developed the new BOSE
901 SERIES II Speakers --
a product of over 15 years
of research in musical
acoustics.t We invite you
to compare the BOSE 901

SERIES II with any speaker on the market
today. Judge for yourself if you agree
with Neil Diamond's selection and with the
critical acclaim the original 901 received
from professional music and equipment
critics.

For information on the BOSE 901
SERIES II, complimentary copies

of the rave reviews on the original 901, and a report on
the theatre sound system competition, circle your
reader service card or write Dept. S 1.
*Original motion picture soundtrack recording available on Columbia
records and tapes.
+This research is presented in the article "Sound Recording and Repro-
duction" put/lig-led in TECHNOLOGY REVIEW (MIT), Vol. 75, No. 7,
lune '73. Reprints are available from BOSE for fifty cents a copy.
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DUKE ELLINGTON: Yale Concert. Duke El-
lington and His Orchestra. A Chromatic Love
Affair; Drag; Up -Jump; Put -tin; Salome; and
four others. FANTASY 9433 $4.98.

Performance: Dukishly good
Recording: Excellent

Here's another superb Ellington concert re-
cording, this time from a January 1968 ap-
pearance at Yale University's Woolsey Hall.
What makes this a particularly interesting set
is the inclusion of material that has not pre-
viously appeared on records. There's even a
spur-of-the-moment version of that old Yale
favorite Boola, Boola.

There's not a bad track in the lot, and
Duke's witty commentary helps keep things
moving along: his introduction to the two-part
The Little Purple Flower could stand by itself.
There are fine solos by Paul Gonsalves, Coo-
tie Williams, Johnny Hodges, Cat Anderson,
and Russell Procope, who provides one of the
highlights, playing clarinet in the New Or-
leans tradition on a Mooche-ish Ellington
opus entitled Swamp Goo.

It is easy to see why the world loves Duke
madly, but I would like to see some celebra-
tion of the men who form the backbone of his
success. Will Dick Cavett ever play host to
Harry Carney or the all -but -forgotten Sonny
Greer? C.A.

DILL JONES: Davenport Blues.Dill Jones
(piano). In a Mist; Candlelights; Flashes; In
the Dark; Davenport Blues; Big Boy; From
Monday On; I'd Climb the Highest Moun-
tain; and four others. CHIAROSCURO CR 112
$5.98.

Performance Disappointing
Recording: Very good

Here is a project that is long overdue: a re-
cording of the four extant notated Bix Beider-
becke piano compositions.

Bix was one of the two great horns of clas-
sic jazz, the other being Armstrong. Toward
the end of his life, he found jazz insufficient
for the new direction of his compositional tal-
ents and he turned more to the piano. He
spent a lot of time with Bill Challis, who had
written special arrangements featuring Bix
with the Paul Whiteman band, and Challis
notated the pieces for him-since Bix always
had trouble reading and writing music. In A
Mist, Candlelights, Flashes, and In the Dark
are all related. There are references from each
to the others, and all are probably part of a
larger, ambitious, but 'undefined piece that the
ambiguous Bix was trying to write. Had he
lived longer (he died in 1931, at twenty-eight)
he might have gained more confidence and
made more progress.

Bix recorded In a Mist in 1928, and it was
his only unaccompanied piano recording.
Like its fellows, In a Mist was harmonically
advanced for its time: it was not jazz per se,

but it contained jazz elements. It was roman-
tic, with sentimental rather than melancholy
passages, and-this is important, I think- Bix
played it at the sprightly tempo that was his
trademark.

Dill Jones' performances-the first time the
four pieces have been recorded together-go
in for interpretation rather than a literal ren-
dering. His versions of the pieces are more
introspective than they were written to be,
though perhaps not more than they were in-
tended to be. The result is that Jones slows
the tempos to a crawl, or interrupts them (as
in In a Mist) for "introspective" effect. It gets
maddening after a while. Beiderbecke may
have wanted to do various things with his
piano music, and had he lived he might have
done them, but I think it would have been bet-
ter for this project to introduce the audience
to what Beiderbecke did do and play the

MCCOY TYNER
His multifaceted talent shines throughout

pieces as written. There is enough music in
them. They are charming prototypes with
fine passages, and any speculation about had-
Bix-lived should be left to-and not imposed
on-the listener.

The other selections on the Jones album
contain tunes associated with Bix, including
his first, Davenport Blues. It isn't a blues,
really, but it is a nice little thing. Bix cut it
with a pickup band in 1923, and it received a
fine and well -arranged treatment by Adrian
Rollini's Orchestra in 1934 (Benny Good-
man, Jack Teagarden, and Bunny Berigan
were present). Jones' version, alas, starts out
a /a Gershwin and then blithers on in a pas-
tiche of worn-out blues piano phrases: again, 1
think we would have been better off if the
piece had been played more as written.

Less interpretation and more fidelity to the
originals would have made this album better,
but since it is the only one of its kind it's not
dismissable. As an introduction to Bix's piano
music for those who've never heard it, it
serves its purpose. The project is a laudable
one, but an indication of why this particular
effort went astray is to be found in the liner
notes, which refer to "the creative music [Biz]
played on the trumpet."Sigh. Bix, for specific
and well-known reasons, played the cornet.
Small wonder they didn't listen to how he
played piano. J.V.

MARIAN AND JIMMY McPARTLAND:
Monticello. Jimmy McPartland (cornet):
Marian McPartland (piano): others. I'm Gon-
na Sit Right Down and Write Myself a Letter;
Avalon; Basin Street Blues; and four others.
HALCYON $4.98 (available from Halcyon
Records, Box 4255, Grand Central Station,
New York, N.Y. 10017).

Performance: Pros meet locals
Recording: Very good

When Marian and Jimmy McPartland were
married in 1945, many regarded them as an
odd couple: a Chicago veteran who used to
hang around with the likes of Bix Beider-
becke, and an English post -War bopper with a
pop music background. The McPartlands,
however, turned out to be quite compatible
musically, for Marian, though generally
pursuing a more modern path, is completely
capable of romping stylistically into the past.
She does so in this set, recorded in November
1972 at a Rochester, New York, concert that
united the McPartlands (they divorced in
1968) and teamed them up with local talent.

The repertoire ranges from such standards
of Jimmy's era as Royal Garden Blues and
Wolverine Blues, played Dixieland style, to
Willow Weep for Me and Ellington's Things
Ain't What They Used to Be, played in more
up-to-date fashion by Marian and a trio. The
affair, held in something called the Monticello
Room, was a happy one. The band plays well,
there are good solos by clarinetist Jack Ma-
heu, and flugelhorn player Sal Sparazza does
a noteworthy job on Wolverine Blues. Ms.
McPartland chomps through the Dixieland
stuff with the ease of a veteran, and Jimmy is
as good as ever. These local bashes often turn
out to be you -had -to -be -there
is one that holds up nicely on disc. C.A.

RECORDING OF SPECIAL MERIT
McCOY TYNER: Song of the New World.
McCoy Tyner (piano, arr.): various orches-
tras, William Fischer cond. Afro Blue; Song
of the New World; The Divine Love; and two
others. MILESTONE MSP 9049 $5.98, ® 8-
9049 $6.95, ©9049M $6.95.

Performance: The real McCoy
Recording: Excellent

This is quite a change from McCoy Tyner's
last album on Blue Note: in fact, it represents
a whole new sound for the former John Col-
trane pianist. The result of two sessions fea-
turing large orchestras made up of flutes with
brass and strings, respectively, the album
places Tyner's impressionistic piano playing
in an enhancing frame and gives us a good
demonstration of his arranging talent.

The scores throughout are reminiscent of
some of Cal Tjader's work, particularly the
"Several Shades ofJade" album, but the simi-
larity ends when Tyner takes over. Forceful
and intensely rhythmic piano ripples cascade
potently against choirs of brass and flutes, and
play a rhythmic game of tag with Alphonze
Mouzon's drums and Sonny Morgan's conga
on Mongo Santamaria's Afro Blue-but the
excitement does not end there. The remaining
four tracks show that Tyner is not to be over-
looked as a composer. Virgil Jones has a good
trumpet solo on Little Brother and Sonny
Fortune's flute gets a spot on Some Day, but
it is Tyner who truly shines throughout. There
seems to be no end to his development. C.A.

(Continued on page 102)
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Bert. Bert. Bert.

Permit us this momentary bit of self-indulgence, because our intentions
are pure: to assist you in choosing the best phono cartridge for your hi-fi
system, within the practical limitations of your audio budget. To begin,
if you feel uncomfortable with anything less than state-of-the-art playback
perfection, we heartily recommend the Shure V-15 Type III, a cartridge of
such flawless performance it is the perfect companion to the finest turn-
tables and tone arms available today - and those coming tomorrow. At a
more moderate level of performance and price, we suggest the Shure
M91ED, a superb performer second in trackability only to the Type Ill.
Finally, for optimum performance under a budget austerity program, the
yeoman Shure M44E is for you. All in all, these are three great ways to
enjoy music with the kind of system you have decided is best for you.

Shure Brothers Inc.
222 Hartrey Ave., Evanston, III. 60204
In Canada: A. C. Simmonds & Sons Ltd.
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MOTHER MAYBELLE CARTER. Maybelle
Carter (autoharp, guitar); Chuck Cochran
(piano); Jim Colvard (guitar); Bob Moore
(bass); Bobby Thompson (banjo); Charlie
McCoy (harmonica); other musicians. Good
Old Mountain Dew; Still; Arkansas Travel-
ler; Black Mountain Rag; Waterloo; Wabash
Cannonball; Rocky Top; Release Me; and
eleven others. COLUMBIA KG 32426 two
discs $6.98, ® GA 32436 $7.98.

Performance: Uneven
Recording: Adequate

Country instrumentals can become wearing
on the listener; despite a foundation in instru-
mental music, country has evolved-and its
melodies show it-as storytelling music, with
the vocal its most important element. A two -
record set of country instrumentals is a bit
much, no matter who the players are, and
that's strike one against this album.

The autoharp is a quirky and charming
backup instrument, an okay solo instrument
on certain songs like The Bells of St. Mary,
but it is not versatile enough, in the hands of
any player I know, to be a solid lead instru-
ment for song after song. That's strike two.

And now comes the high, hard one: Pro-
ducer Larry Butler has either despaired of
ever getting some of these tracks down right,
or has concluded that sloppiness is charm-
ing-or both. Wildwood Flower, one of the
few tunes for which Maybelle picks up the
guitar, on which she developed the thumb -
picking style still heard wherever folksingers
congregate, is a disaster of bad timing, missed
notes, and general shakiness-steel guitarist
Pete Drake sounds absolutely lost in his
break, and even the reliable Charlie McCoy
sounds pretty worried. Several of the auto-
harp -led numbers are plagued by similar,
though less blatant, unsteadiness. The half -
dozen or so cuts-headed by Still and, of all
things, Never on Sunday-in which the band
is tight do not quite make this a bargain. May -
belle is a legendary figure, of course, and there
is some value, I suppose, in the "dialogue"
tracks that catch her joking with the musi-
cians. There is some particularly fine work,
too, by guitarist Jimmy Colvard and piano
player Chuck Cochran. That said, it still
doesn't look like a bargain. N.C.

RECORDING OF SPECIAL MERIT

LEADBELLY: Leadbelly. Huddie Ledbetter
(vocals and twelve -string guitar). Recorded in
concert at the University of Texas, June 15,
1949. Goodnight, Irene; Ho -Day; Ain't Goin'
Down to the Well No More; Rock Island
Line; Old Hannah; Shine on Me; What Can I
Do to Change Your Mind; Skip to My Lou;
Mary and Martha; Scrambled Egg Song;
Whoa Buck; John Henry; Backwater Blues;
Ella Louise; I Don't Want No More of Army
Life; Relax Your Mind; Old Ship of Zion; I

Will Be So Glad When I Get Home. PLAY-
BOY PB 119 $4.98.

Performance Historic find
Recording: Excellent restoration

I first met Huddie Ledbetter at a radio station
where 1 was turning out "continuities" for
folk music back in 1940 -just six years after
his release from a Louisiana prison and nine
years before his death in 1949. There was
never anybody quite like him. I never under-
stood much of what he had to say but I was
always fascinated to hear him saying it. Those
who claimed to understand his mumbly way
of mouthing an anecdote explained that he
was usually telling stories about growing up in
Louisiana in the 1880's, learning how to play
the concertina given to him by his Uncle Ter-
rell, or how he got his nickname.

It was in Texas that he saw a man at a car-
nival one night playing a twelve -string guitar,
and decided to buy one for himself; folk music
was certainly the richer for that decision. He
got started as an entertainer when he met
Blind Lemon Jefferson, a street singer, and
they joined up to play the guitar and sing the
blues in the red-light district of Dallas. Much
later, during a bout in jail, he met John A.
Lomax, the folk -song collector for the Library
of Congress, and it was then he started to
become an institution-he certainly was one
by the time I met him.

Leadbelly, as I said, was hard to under-
stand when he talked, but when he sang it was
something else again. I had never heard
Goodnight, Irene or The Midnight Special or
Pick a Bale of Cotton until I heard Leadbelly
sing them, and I never expect to hear them
sung better. There are a number of his records
still available (notably "The Midnight Spe-
cial," LPV-505 in the RCA Vintage series),
but this prize from Playboy is in a class by it-
self. They have managed to unearth a wire
recording of a concert he gave at the Univer-
sity of Texas in Austin on June 15, 1949, just
six months before he died. Moreover, their
engineers have done a beautiful job of dub-
bing from the wire; the sound is remarkably
clear. You can almost (though never quite al-
together) understand Leadbelly as he talks in
and around every song. The repertoire is a
generous one, ranging from "hollers" he
learned in childhood to the Scrambled Egg
Song he wrote in Paris after he found out how
to order scrambled eggs for breakfast (he nev-
er found out how to order anything else, so
that was all he ever got to start his day in that
town). There are blues and work songs like
Whoa Buck (preceded by a hilarious tale
about an ox -driver), spirituals like Old Ship of
Zion, and even Irving Berlin's / Don't Want
No More of Life. For the children in the
audience he leads a rousing run-through of
Skip to My Lou. He also sings his favorite
railroad work song, Rock Island Line, and of
course he sings Goodnight, Irene-but as it
sounded before it was sentimentalized by the
Weavers (Irene actually is a girl who won't
come across, and the key line isn't "I'll see
you" but "I'll get you in my dreams"). During
Baptist hymns like Shine on Me he persuades
the audience to join in, telling them over and
over how "wonderful" they are (he was al-
ways an expert showman), and there is some-
thing eerily prophetic about his final encore, /
Will Be So Glad When I Get Home. Wher-
ever "home" turned out to be, I have the feel-
ing there must be a crowd of adoring souls
around, not understanding a word he's telling
them, but loving every minute of it. P.K.

SPOKEN WORD

RECORDING OF SPECIAL MERIT

CARL REINER AND MEL BROOKS: 2000
and Thirteen. Carl Reiner and Mel Brooks
(comedians). Will to Live: Slow Growth:
Natural Foods; Phil; Asparagus; Origin of
Words; Great Inventions; Strawberries: Mir-
acle Fruits; The Greatest Invention; Ancient
Poetry; The Fig Leaf, Paul Revere: and elev-
en others. WARNER BROS. BS 2741 $5.98.

Performance: A welcome comeback
Recording: Very good

The "medically certified" bimillenarian who
makes his long-awaited return engagement in
this funny album first found his way to the na-
tion's turntables in 1961, when straight -man
Reiner and funny -man Brooks (still speaking
with traces of the Yiddish accent he acquired
at the dawn of time) cut "2000 Years with
Reiner and Brooks" for Capitol. They were
back a year later with a sequel which suffered
the falling -off in comic quality typical of
sequels. The old man made a brief reappear-
ance in 1963 in "Reiner and Brooks at the
Cannes Film Festival," after which I assumed
he had padded off to permanent occupancy of
some ultra -old -age home. But he has turned
up now at Warner Brothers, where the results
of his reappearance, for collectors of comedy
records, mean an indispensable acquisition.

Thirteen years older and not a whit wiser,
the old man reports to interviewer Reiner on
the results of his bicentennial checkup in Los
Angeles by a geriatric specialist. The doctor
has forbidden him to eat practically anything,
with the result that he is living these days on
"cool mountain water ten degrees below room
temperature and a stuffed cabbage," not be-
cause cabbages are less dangerous than cho-
lesterol -rich eggs or iodine -deadly fish or gas -
producing fruit and vegetables, but because "I
gotta eat something."

Although he has been around for so long
and is more of a vulgarian than ever (don't
look for subtleties with two -thousand -and -
thirteen -year -old men), our hero has not stag-
nated mentally, and in the past decade he has
even changed some of his most fundamental
ideas. His admiration for Saranwrap, for
example, which he formerly considered the
greatest achievement of human ingenuity, has
given way to a worship of the qualities of liq-
uid Prell. Deodorant sprays draw his scorn:
"There's a spray for everything and every-
body smells like a strawberry." Only one fac-
tor in his long existence seems to remain con-
stant: of his 42,000 children -two thousand
of them doctors-not one comes to visit him.
They don't know what they're missing. P.K.

102 STEREO REVIEW



Other fine turntables
protect records.

Only PE also protects
the stylus.

Some of the more expensive precision
turntables stress their ability to protect records.
Which is important. But this still leaves the
problem of damage to the stylus.
And even the finest tonearm
can damage records if it
plays them with a
damaged stylus.

Among all the quality
changers, only PE protects
the stylus. For only PE has
the fail-safe stylus protection system which
prevents the tonearm from descending to the
platter unless there's a record on it. It's simple,
yet foolproof.

But this is not the only reason to buy
a PE. For example, even the
lowest -priced PE, the
3012, has
many
quality
features
associated
with far
more expen-
sive turntables.
These include: a variable speed control that
lets you match record pitch to live instruments
and compensate for off -pitch records; a cue
control viscous -damped in both directions so

PE 3015, $139.95

the tone arm rises and descends with gentle
smoothness; and a single -play spindle that rotates

with the platter instead of sitting loosely in
the shaft where it can bind and cause

eccentric wear of the center hole.
For those who want additional

refinements, there are two other PE
models to choose from. The 3015
which has a rack-and-pinion counter-
balance; anti -skating synchronized

9 95 with tracking pressure; and a
dynamically

balanced
non-ferrous
platter. Or the
3060 which

features a gimbal -
mounted tonearm;

synchronous motor;
two -scale anti -skating;

and vertical tracking angle adjustment.
High Fidelity magazine reported the 3060's

"performance and features ... rival those found in
other automatics costing the same or even higher."
And Stereo Review placed the 3060 "in the top
rank of automatic turntables:

The best way to decide which PE model you
want is to visit your PE dealer. But if you'd like to
read our new brochure first, just circle the
number at the bottom of the page.

PE
Impro Industries, Inc., 120 Hartford Ave., Mount Vernon, New York 10553
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SCHUMANN AND THE SCHUMANNESQUE
rr o paraphrase an aphorism of the late

W. C. Fields, "A man who plays Schu-
mann well cannot be all bad." As there is
scarcely any limit to the amount of perform-
able Schumann, the proposition is, happily,
an (almost) all -embracing one. It can take in a
pianist whose only redeeming social value is
the ability to play well the forty-two measures
of Warum? as well as one who has mastered
the fifty-four pages of the two editions of the
Davidsbiindlertanze. There is a vast range
there, so vast that rather than being divisible
into the mere three parts that sufficed Caesar
for carving up all Gaul, Schumann's piano
music must be divided into four territories or
domains.

There is, in the first instance, the Schumann
Everybody Knows, those works that provide
a common meeting ground for the nations as
well as the sexes. I would cite as examples
Carnaval (Sergei Rachmaninoff and Guiomar
Novaes) or the Etudes Symphoniques (Percy
Grainger and Claudio Arrau), the Fantasia,
Opus 17 (Walter Gieseking and Edwin Fisch-
er), Papillons (Eileen Joyce and Wilhelm
Kempff), and even the Toccata (a challenge
for the forty fleet fingers of Simon Barere,
Vladimir Horowitz, Sviatoslav Richter, and
Josef Lhevinne).

Then there is the Schumann Somebody
Knows, a delectable range of works that have
profited from the specialized attention of par-
ticular pianists over the years. people who
have invested a lifetime's effort to producing
the one, the insuperable rendition. I think of
Kreisleriana, which Arrau recorded on five
Columbia 78 -rpm discs in the Forties and has
recently re-recorded for Philips (6500 394);
the Kinderszenen, which Benno Moiseiwitsch
played as boy, man, and petit maitre; of the
Waldscenen, a particular passion of Clara
Haskil; and of the Arabeske, for which Artur
Rubinstein was famous when he was famous
for little else (his latest version is not only on
LP but on eight -track cartridge and cassette
as well).

Inevitably, there must be the Schumann
Hardly Anybody Knows, those works of
which even the merely adequate perfor-
mances are so infrequent that their names are
a command to the attention whenever they
appear on the program of a reputable pianist.
Heading the list would be the Bunte Matter,
whose sole listing in the current catalog is by
Robert Silverman (on Orion 7146) and which

was once issued (in part) with credit to a per-
former provocatively identified as Anon. (on
the General label in 78 -rpm days); followed
by the Nachtstficke, whose charms Arrau and
Gilels presently propagate; and the Novellet-
ten, of which Beveridge (Unabridged) Web-
ster is the contemporary sponsor of the only
complete version in general circulation.

JORG DEMUR: the man for Schumann

A recent freshet of releases has provided
something of interest in all these categories.
One of the most regenerating is the drenching
shower of pianism lavished by Arrau on the
Fantasiestiicke, Op. 12, and the Waldscenen
(Philips 6500 423); the release is the seventh
in his current series of Schumann recordings
for Philips. Tonally and technically, the re-
sults match any going (or gone) standard, and
temperamentally Arrau renders unto Schu-
mann's miniatures a miniaturization of the
grand passion appropriate to the larger works.
Youthful Murray Perahia, who won the
Leeds (England) International Piano Compe-
tition in 1972, also shares with us, on Colum-
bia 32299, the unique privileges of the Fanta-
siestiicke. He is a singularly magnetic pianis-
tic personality-meaning that what he does
holds the attention-as well as what the late

Sir Thomas Beecham would have called a
"strong" pianist, one whose intentions are
decisive and unambiguous. In the present in-
stance, the magnetism and the strength are
less suitable to the Fantasiestficke than they
are to the Davidsbundlertiinze with which they
are coupled. In either case, let us hope that
someone up there on Columbia's executive
floor really likes Perahia, for his is a talent to
be nurtured as well as sponsored. No such
prayerful hope need be invoked on behalf of
Maurizio Pollini, whose blossoming Deutsche
Grammophon career now has a proclamative
Fantasia, Op. 17, and a boisterously energetic
F -sharp Minor Sonata to its credit.

Of larger dimensions and wider implica-
tions is an issue of four discs from Telefunken
(SKA 25 082/1-4) impressively labeled
"Schumann, Das Klavierwerke I," performed
by Karl Engel. These discs overlap Perahia's
to the extent of including the Davidsbfind-
lertiinze, but they go on to such uncommon
matter as the Intermezzi, Op. 4 (a rare in-
stance of "dull" Schumann, if the contradic-
tion can be tolerated), the "Abegg" Varia-
tions (Op. I ), and the B -Minor Allegro (Op.
8), as well as the more expectable Carnaval
and Etudes Symphoniques (the latter provided
with the five posthumously published varia-
tions the composer deleted from the original
sequence). Engel-with whom I have no prior
familiarity-has plenty of strength to dispose,
but less magnetism than either Perahia or Pol-
lini. In Schumannesque terms, the answer to
the question "What's in a name?" could be
"A Papillon by any other name would still be
a Novelette." For Engel, all too often, a Pap-
illon or a Novelette is but a primrose by the
river's brim-the final touch of fantasy that
causes the petal to flutter and the leaf to glow
is all too seldom at his command. In all, this
release does not argue overpoweringly for
Engel as the man to fulfill the promise of a
complete Schumann cycle, as the designation
"Das Klavierwerke I" implies.

THE informed reader might well ask, with
proper skepticism, "Who is such a man?" My
nomination for the man to do the job, and to
take on our fourth, hitherto unspecified cate-
gory - the Schumann Nobody Knows-is
Jiirg Demus. This is not a choice based on a
hunch, a random impression, or even a per-
sonal predilection, but on the best of all rea-
sons: a palpable demonstration (on nineteen
discs, available through the Musical Heritage
Society) of Demus' fitness as interpreter for
the whole canon of solo -piano Schumann.

In the first three categories, Demus' Carna-
val does not make us forget Rachmaninoffs,
nor does his Kreisleriana put Cortot's to
shame, or his Etudes Symphoniques surpass
Ashkenazy's. I will, however, say that in each
there are insights and outputs that identify
Demus as a man with the truly Schumann-
esque spirit-which is to say one with a mind
for the picturesque and the picaresque (as
well as the Humoreske and the Arabeske)
which make Schumann the most poetic of
composers. In the big, broad body of work for
which phonographic credit is now exclusively
the property of Demus, the consequences
leave little desire for a contrary point of view.

Included are not only the Eight Polonaises
for four hands (played with Norman Shetler)
which, though published as Op. 3, are actually
the first known compositions of Schumann,
but also some of the very last works of his of
which we have knowledge-the Albumbliitter
(Op. 124) and the Morning Songs (Op. 133).
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Here the Schumann "quality," to borrow a
painting term, is deeper in tint, the brushwork
less sparkling. But the turn of phrase and the
originality of attitude still surge to the surface
in these works, even after such values have
receded beyond the reach of Schumann's fal-
tering mind in most other contexts.

Demus also shows his affinity with the
greatest Schumann, those works in which
planning leaves off and sheer impulse takes
over. I think, for example, of the second of the
Nachtstiicke (in F Major), where it is Schu-
mann's pleasure to ponder the possibilities of
one two -measure, descending -ascending fig-
ure no fewer than forty times in a structure of
approximately one hundred and twenty mea-
sures (there is an occasional contrasting idea).
No two statements are quite the same, but
Demus illuminates each deviation with a re-
finement of taste that supports my view that
although Schumann may not have invented
the inner voice, he did more to give it an indi-
vidual identity than almost anyone else.

This affinity, demonstrated so briefly in the
F Major Nachtstiick, works to swing wide the
portals of perception on such superior, little-
known works as those involving the pianiza-
tion of Paganini (Op. 3 and Op. 10), composi-
tions that sparked an impulse that subse-
quently communicated itself to Liszt,
Brahms, Rachmaninoff, Casella, Dallapicco-
la, and others; the Album fiir die Jugend (not
to be confused with the Kinderszenen): sun-
dry Fughettas (Op. 126); and the far-out, all
but totally unexplored Sonatas for the Young
(Op. 118), which Schumann wrote -one
each -for his three children. Here is an in-
comparable multum in parvo in which Schu-
mann at forty-three (1853) reduced to the es-
sentials of technical simplicity the wisdom
and sophistication of his musical mastery.
After experiencing what Demus makes of
them, it is my opinion that every virtuoso
should be required to demonstrate a like
command of content before being allowed to
confuse the issue of artistry with the mere
capacity to execute complex passagework in
works of greater note.

FOR those to whom he is an amorphous enti-
ty on the musical scene, Jorg Demus may be
identified as one of a trinity of pianistic talents
that emerged from post -World War II Vienna.
The others, faster off the mark but less en-
dowed with staying power, were Friedrich
Gulda and Paul Badura-Skoda. Schumann-
by-Demus may be found in the earliest annals
of Westminster (early Fifties), and the pianist
has furthered his involvement with the Schu-
mann style in the intervening years through
various ensemble undertakings - including
collaborations, as accompanist, with the peer-
less Dietrich Fischer-Dieskau.

It is a tempting invitation to participate in
all four categories of Schumann that the Musi-
cal Heritage Society offers: each three -disc
volume-superbly reproduced, incidentally-
is available at a mail-order price of $10.50
(plus 75e handling charge, from M HS at 1991
Broadway, New York, N. Y. 10023). I rec-
ommend particularly Volume I, titled "Schu-
mann and the World of Childhood" (with the
three Sonatas for the Young), and Volume V.
"Fantasies and Fantasy Pieces" (with the
Nachtstficke, Op. 23, Romances, Op. 28, and
the Fan. tasieAtficke, Op. 111). Should you go
for the lot, you may not have to buy another
Schumann piano record as long as you live-
an extraordinary statement, but an entirely
defensible one.

Another amazing
achievement of modern

cassette technology.

Round screws in square holes.
Big deal, you say? Well, it really is.
Square holes are better because

plastic shavings from the threads
drop into the corners of the holes
and create a much tighter grip.

Once the shavings are in the holes,
they won't cause trouble bouncing
around in the works.

Square holes are just one of the
many little improvements that give
you a lot more pleasure out of
Maxell Ultra Dynamic cassettes.

There's a timing leader that
gives you exactly five seconds
up front, so you always know
where the music starts.

The timing leader is also
a head -cleaner. And since
it's non-abrasive, it
doesn't rub as it cleans.

One last thing.The Maxell
UDC -46 is 23 minutes per side.

Which just happens to be the
playing time of the average

long-playing record. (Our other cas-
settes are 60, 90 and 120 minutes long).

Together, all our little improvements
add up to one great cassette tape.
Maxell cassette tapes. Where one

great idea leads to another.

The answer to all your tape needs.
Ma kelt Corporation of America, 130 West Commercial Avenue. Moonachie. N.J. 07041

CIRCLE NO. 28 ON READER SERVICE CARD

If you have
a head for
numbers,
look at
these:

Lightweight, comfortable,
headphones from
Audio-Technica deliver
superb sound at a modest
price. Open -back bipolar
design needs no heavy
earcups or harsh springs,
yet delivers full bass and
impressive transient
response. No unneeded,
redundant controls or
gimmicks. Just simple
listening pleasure. Now
at your Audio-Technica
dealer. Get your head
into better sound today.

Model
AT -701

AUDIO-TECHNICA U.S., INC., Dept. 34F, 1655 W. Market Street, Fairlawn, Ohio 44313
CIRCLE NO. 3 ON READER SERVICE CARD
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For your listening enjoyment

THE OPERAS IN MARCH

IL BARBIERE DI SIVIGLIA
The most popular of all operatic
comedies and with good reason.
Rossini was so lazy he wrote in
bed. When a sheet of music would
fall to the floor he didn't bother
to pick it up. He merely dashed
off another and that is the way
the music sounds-completely ef-
fortless, high-spirited, gay, and
without a rival.

I VESPRI SICILIANI
A murky tale of the French occu-
pation of Sicily in the thirteenth
century. The bells which ring out
after a wedding are the signal
for the massacre of the French.
You know the overture, which has
been acclaimed Verdi's best. Now
hear the rest of this powerful work
which is being heard this season
for the first time at the Metro-
politan.

LES TROYENS
The work of a great and original
genius and another first at the
Metropolitan. It is actually two
operas united by the epic theme
of the founding of Rome and cov-
ers no less than the fall of Troy
and Aeneas' affair with Dido at
Carthage. As a boy Berlioz de-
voured Virgil and he meets the
poet on his own heroic plane.

DIE GOETTERDAEMMERUNG
The last and loftiest peak of that
singular and towering range, "the
gigantic mountain -chain of the
Ring," as Liszt called it. This is the
conclusion of the whole matter.
Greed and treachery have done
their work and Siegfried, the
hero, is slain. By her self -immola-
tion Bruennhilde opens the way to
the redemption of the world by
love.

Please send quiz questions to Texaco Opera Ouiz, 135 East 42nd Street, New York, N.Y. 10017.

DIRECTLY FROM

THE STAGE OF

THE METROPOLITAN

OPERA HOUSE

IN NEW YORK

These live broadcasts, heard throughout
the United States over the Texaco -Metro-
politan Opera Radio Network, and in
Canada over the CBC English and French
Radio Networks, are proudly presented
by Texaco for the pleasure of opera lovers
everywhere. This season's broadcasts will
be the 34th consecutive year of Texaco's
exdusive sponsorship.

DATE

1973
Dec. 8

Dec. 15
Dec. 22
Dec. 29

1974
Jan. 5

Jan. 12
Jan. 19
Jan. 26
Feb. 2

Feb. 9

Feb. 16
Feb. 23
Mar. 2
Mar. 9

Mar. 16
Mar. 23
Mar. 30
Apr. 6

Apr. 13
Apr. 20
Apr. 27

OPERA COMPOSER TIME (E.T.)

L'ITALIANA IN ALGERI (Rossini)
DIE ZAUBERFLOETE (Mozart)
RIGOLETTO (Verdi)
MANON LESCAUT (Puccini)

2:00
2:00
2:00
2:00

SALOME (R. Strauss) 2:00
CARMEN (Bizet) 1:30
SIMON BOCCANEGRA (Verdi) 2:00
TRISTAN UND ISOLDE (Wagner) 1:00
LES CONIES D'HOFFMANN (Offenbach) 2:00
OTELLO (Verdi) 2:00
LA BOHEME (Puccini) 2:00
DER ROSENKAVALIER (R. Strauss) 1:30
IL BARBIERE DI SIVIGLIA (Rossini)
I VESPRI SICILIANI (Verdi)
LES TROYENS (Berlioz)
DIE GOETTERDAEMMERUNG (Wagner)
MADAMA BUTTERFLY (Puccini)
L'ELISIR D'AMORE (Donizetti)
DON GIOVANNI (Mozart)
PARSIFAL (Wagner)

*TURANDOT (Puccini)
'21st Broadcast Live From Boston

2:00
2:00
1:00

12:30
2:00
1:30
2:00
1:00
1:30

Schedule subject to change
Please check your local newspaper for radio station
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CLASSICAL DISCS A\D TAPES
Reviewed by RICHARD FREED  DAVID HALL  GEORGE JELLINEK IGOR K I PN IS

PAUL KRESH  ERIC SALZMAN

RECORDING OF SPECIAL MERIT

ALBRECHTSBERGER: Organ Concerto in B -
flat Major. F. J. HAYDN: Three Organ Con-
certos in C Major (Hob. XVIII, Nos. 1, 5, and
8). M. HAYDN: Concerto in C Major for Or-
gan, Viola, and Strings. Danitl Chorzempa
(organs of the Bergkirche, the Franziskan-
erkirche, and the Stiftskirche der Barmherzi-
gen Bruder, Eisenstadt); Bruno Giuranna
(viola, in M. Haydn); German Bach Soloists.
Helmut Winschermann cond. PHILIPS 6700
052 two discs $6.98.

Performance: Very enjoyable
Recording: Excellent

All five of these concertos date from the late
1750's or early 1760's, and they exhibit the
tuneful and galant characteristics of the music
of that post -Baroque era. Haydn's three ex-
tant concertos are not, perhaps, his most dis-
tinguished contributions to the art of the con-
certo, but they are pleasant and engaging. The
same may be said of the concerto by Johann
Georg Albrechtsberger (1736-1809), another
Austrian who was a friend of Haydn, who
eventually rose to the position of organist at
Vienna's famous St. Stephen's Cathedral, and
who is perhaps best known today as one of
Beethoven's counterpoint teachers. Joseph
Haydn's younger brother, Michael, is repre-
sented by the most unusual concerto in the
album, a work featuring not only the organ as
solo instrument but also the viola, both with a
more virtuosic display than in the other
works.

Explanation of symbols:
0 = reel-to-reel stereo tape
® = eight -track stereo cartridge
© = stereo cassette
 = quadraphonic disc

= reel-to-reel quadraphonic tape
= eight -track quadraphonic tape
= quadraphonic cassette

Monophonic recordings are indicated
by the symbol

The first listing is the one reviewed:
other formats, if available, follow it.

All three composers had greater or lesser
associations with Eisenstadt and the Esterha-
zys. Joseph Haydn, 6f course, was the resi-
dent composer, Michael Hadyn wrote various
works for Prince Esterhazy, and the manu-

MICHAEL HAYDN
Engraving by J. F. Schriiter

script of the Albrechtsberger concerto at one
time belonged to the Esterhazy library. It is
thus entirely appropriate that the organs used
for these recordings should be connected with
Eisenstadt, and this historical association is
the album's most interesting feature. Three of
the four extant eighteenth -century organs at
Eisenstadt are played here, and these concer-
tos display not only the transparency and deli-
cacy of these instruments but the acoustical
environment of their locales as well. (The
fourth organ, at the Stadtpfarrkirche, may be
heard in E. Power Biggs' recording of the
same three Joseph Haydn concertos on Co-
lumbia MS 6682).

There can be nothing but the highest praise
for the performances of the twenty -nine -year -
old Daniel Chorzempa and that first-rate en-

semble. the German Bach Soloists, under the
direction of Helmut Winschermann. Tempos
are sprightly, rhythms are bouncy, and the
precision of the instrumentalists (especially
considering the acoustical difficulties of re-
cording in some of these over -resonant
churches) is entirely admirable. The repro-
duction is splendid. 1. K .

C.P.E. BACH: Flute Concerto in D Minor (W q.
22). CIMAROSA: Concerto in G Major for
Two Flutes and Orchestra. Aurele Nicolet
(flute); Christiane Nicolet (flute, in Cimarosa);
Stuttgart Chamber Orchestra, Karl Miinchin-
ger cond. LONDON CS 6739 $5.98.

Performance: Good
Recording: Good

Unlike the celebrated Oboe Concerto Arthur
Benjamin fashioned from Domenico Cimaro-
sa's keyboard works, this delicious confection
for two flutes (with oboes, horns, and bassoon
in the orchestra as well as strings) is all Cima-
rosa. Twenty years ago Angel released a re-
cording of this work, played by Arrigo Tassi-
nari and Pasquale Esposito with the Scarlatti
Orchestra of Naples under Franco Carac-
ciolo, which, for all its tubby sound, was magi-
cal. The new one hasn't quite that magic, but,
with two such fine soloists and London's
shimmering sound, it is a good deal more than
merely attractive.

So is the splendid C.P.E. Bach Concerto, a
really substantial work with a good deal of
drama, but Hans -Martin Linde makes a
stronger case for it in his performance with
the Lucerne Festival Strings on Deutsche
Grammophon Archive 198435 (coupled with
a G Major Flute Concerto by the same com-
poser); Linde is more aware of the style of
this music and its particular demands, and
after hearing his performance, one is more
likely to notice how wide a vibrato Nicolet
uses. But those for whom a single C.P.E.
Bach flute concerto is ample will not be un-
happy with this London disc - and, of course.
there is that lovely Cimarosa. R.F.

BEETHOVEN (arr. Liszt): Symphony No. 9, in
D Minor, Op. 125 ("Choral"). LISZT: Festival
Cantata for the Unveiling of the Beethoven
Monument in Bonn (1845). Richard and John
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Contiguglia (pianos). CONNOISSEUR SOCI-
ETY 0 CSQ 2052 two discs $11.96.

Performance: Good
Recording: Spacious

I am second to none in my admiration for the
many fine contributions Connoisseur So-
ciety has made to the recorded repertoire -
Ivan Moravec's outstanding Beethoven and
Chopin performances, for example, or the
dazzling Scriabin sonata series of Ruth Lare-
do, or the splendid recordings of classic In-
dian music by Ali Akbar Khan and traditional
Andalusian music done by Manitas de Plata.
But I am baffled by what seems to me Con-
noisseur Society's erratic lurches into reper-
toire byways that either take the company out
of its depth with the big-time competition (as
in their version of the oft -recorded Tchaikov-
sky Fourth Symphony) or that delve into the
realm of sheer oddity-odd even to the musi-
cal interests of those in search of the unusual.

The album under consideration here I put
in the oddity category. I can't see for the life
of me who, outside of musicologists and piano
pedagogues, would want to own a recording
of the Beethoven Ninth Symphony in two -
piano transcription. Of course, in the days
before radio and sound recording, the piano
reduction - whether for two, four, or eight
hands-was invaluable in bringing at least the
bare bones of the major orchestral repertoire
into every home possessed of a piano. Even
today, there is some salutary educational ex-
perience to be gained from actually playing a
major standard repertoire work in a first-rate
piano version. However, the idea of recording
the Liszt transcriptions of Beethoven sym-
phonies seems to me an exercise in irrelevan-
cy, if not futility.

I must say, though, that for the first three
and one-third movements, Liszt's Beethoven
Ninth comes off remarkably well. But with
the onset of the vocal sections, it becomes a
bit embarrassing, even as Liszt himself feared
when he was working on the transcription for
the publishers Breitkopf & Hastel. It is signifi-
cant that Liszt wrote out the vocal parts on
separate staves above the piano parts in the
score he eventually submitted for publication.

The Festival Cantata was Liszt's earliest
large-scale work with orchestra. Frankly, I'm
sorry that Connoisseur Society couldn't see
its way clear to recording the work in its origi-
nal vocal -orchestral form, regardless of any
textual banalities. With or without orchestra,
the cantata strikes me as a pretty loose -knit,
rambling affair, with more rhetoric than sub-
stance, up to the fine transcription of most of
the Beethoven Archduke Trio slow move-
ment, which serves as centerpiece for the
whole.

The brothers Contiguglia acquit themselves
with distinction throughout this very curious
recording enterprise. The recording locale is
spacious without sounding unduly cavernous,
and the recording as heard in two -channel ste-
reo conveys effectively the dialogue elements
in the Beethoven Ninth transcription. Heard
in quadraphonic format, the sonic ambiance is
enlarged noticeably, but the dialogue effects
of the two keyboards tend accordingly to be-
come diluted. D.H.

RECORDING OF SPECIAL MERIT
BERLIOZ: La Damnation de Faust. Nicolai
Gedda (tenor), Faust; Jules Bastin (bass),
Mephistopheles; Josephine Veasey (mezzo-
soprano), Marguerite; Richard Van Allan

(bass), Brander; Gillian Knight (mezzo-
soprano), Celestial Voice. London Symphony
Orchestra and Chorus, Ambrosian Singers,
Colin Davis cond. PHILIPS 6703 042 three
discs $20.94.

Performance: Very good
Recording: Excellent

With the completion of La Damnation de
Faust, this unique and forever fascinating
"dramatic legend," another imposing pillar
has been added to the edifice Philips is con-
structing under the heading of "The Colin
Davis -Berlioz Cycle." By now the conduc-
tor's credentials as the leading Berlioz inter-
preter of our time are well established, and
here again he is the principal strength in the
enterprise, bringing to the music an authority
based on painstaking study and an obvious
sympathy. His reading reveals the dazzling
colors of the orchestration and revels in those
quicksilver flashes of thematic hints, those

JOSEPHINE VEASEY
A sensitive, musicianly Marguerite

interjections and slashing strokes that are part
of Berlioz's unique orchestral language. For
my own taste, Davis perhaps understates the
sensuousness of the music, but there is no
lack of lyricism in his support of Marguerite's
two arias, and the episode of the Will o' the
Wisps is a miracle of precision.

The quality of the singing is never less than
good, but it does not match the exceptional
level of the musical leadership. This is Nicolai
Gedda's third recorded Faust (counting An-
gel S-35941, a fine single disc of highlights
recorded with Andre Cluytens in 1961), and it
is once more an effective and resourceful
triumph over a demanding and even treacher-
ously written part. There is perhaps a little
more strain in the tenor's tones now than
there was in years past, but there is still no
one around to do the role better. Josephine
Veasey is a sensitive and musicianly singer
whose achievement leaves little room for crit-
icism, save for pointing out that it lacks the
tonal lustre of such previous recorded Mar-
guerites as Janet Baker and Rita Gorr.

The debonair Mephistopheles of Jules Bas-
tin is reminiscent of past models of the Gallic
school (Singher, Souzay, Bacquier): there is
not much in the way of tonal solidity, but an
abundance of style and pointed expression
make up for it. Furthermore, Bastin's com-

mand of legato enables him to sustain "Voici
des roses" well, if not spectacularly, and Ri-
chard Van Allan does Brander's little song
effectively.

With good choral work well balanced with
the orchestra, and very fine engineering that
allows the shimmering musical textures to
emerge with clarity, this new recording now
becomes the preferred version of La Damna-
tion de Faust: it is distinctly superior to the
Angel set under Pretre, the Deutsche Gram-
mophon version (Markevitch) is abridged,
and RCA 6114 (Munch) is in mono. The lat-
ter two are remarkably well conducted, but
they offer no singing superior to that available
in this new, sumptuously packaged Philips
album.

A note of caution: you may be slightly tak-
en aback by the unusually slow pace Davis
has chosen for the famous Rakoczy March
episode early on. It may take a little getting
used to, but stay with it: it is completely justi-
fied by the unflagging orchestral splendors
that follow through to the end. G J.

BIZET:Jeux d'Enfants (see GERSHWIN)

BOYCE: Symphonies (complete). No. 1, in B -
flat Major; No. 2, in A Major; No. 3, in C
Major; No. 4, in F Major; No. 5, in D Major;
No.6, in F Major; No. 7, in B -flat Major; No.
8, in D Minor. Menuhin Festival Orches-
tra, Yehudi Menuhin cond. ANGEL S-36951
$5.98.

Performance: Mellow
Recording: Good

These wonderful little symphonies are in
themselves so ingratiating that virtually any
thoughtful performance is irresistible, wheth-
er the emphasis be on intimacy, charm, or.
sheer vigor. Menuhin gives joyous, stimulat-
ing performances-in which, however, I feel
the "thoughtfulness" gets in the way of the
feeling of robust spontaneity one really wants
most of all in this music. Antonio Janigro,
who conducts his Zagreb Soloists in the
Boyce cycle on Bach Guild HM-23SD, and (I
believe) Jorg Faerber, in his Turnabout re-
cording with the Wiirttemberg Chamber Or-
chestra (TV 34133), use Max Goberman's
edition of the symphonies, based on the origi-
nal publication of 1760; Menuhin uses one
prepared for him from the same source-and
incorporating "additional dynamic markings
and ornamentation . . . from a contemporary
manuscript copy" -by Neville Boyling, who
has also edited several of the Handel works
Menuhin has recorded (and who has served as
engineer for most of his recent recordings as
conductor, including this one). The instru-
mentation is the same as in Goberman's ver-
sion, but what is heard - whether accounted
for by the arranger or by the conductor-is
conspicuously different at many points. The
differences may be intriguing to some, but the
Angel version strikes me as a little fussy, an
while I do want to hear the harpsichord and
bassoon continuo, I don't care much for their
often being given near -solo prominence.

I like the spontaneity of the phrasing and
the uncomplicated robustness of Faerber's
performances, and particularly the smooth
balance of the strings and horns in his han-
dling of Nos. 2 and 4. Only in one movement
among the twenty-three does he really dis-
appoint: his timpani are barely audible in the
jubilant opening of No. 5, the only one of the
eight symphonies which calls for trumpets and

(Continued on page I I I )
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be discrete
Going quad - you'll want to know everything there is to know about 4 -channel and our
discrete 4 -channel system, CD -4. For the ultimate in quad, JVC introduces 3 receivers de-
signed for all tcicay's 4 -channel sources ... plus advanced engineering features for future
4 -channel innovaticns, like discrete 4 -channel broadcasting.
The new JVC receivers - 4VR-5436, 46 and 56 feature a built-in discrete CD -4 demodulator
plus matrix decoder circuits with an aJtomatic switching computer (4VR-5446 & 56) so
you can play a mixed stack of CD -4 and matrix discs without making any adjustments. Each
CD -4 receiver is equipped with JVC's patentee Sound Effect Amplifiers that break the sonic
spectrum into 5 bands so you exercise tDnal control and complete freedom over sound in all
crucial frequency anges to compensate nor room acoustics and individual tastes. Then there's
JVC's Balanced Transformer Less Circuitry that links up the amps so that all four are used
when playing 2 -channel stereo for double the rms output power.
These are only a few of the many JVC innovations that reflect the ultimate in 4 -channel
engineering and performance. Get all the facts today. Write for your copy of this brochure.
Use the handy coupon or visit your local JVC Hi-Fi Dealer. For his name and address, call
this toll free number: 800-243-6000. In Conn., call I-(800)-882-6500.
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ALBENIZ'S

IBERIA
Alicia de Larrocha's

performance is virtuoso
in both technique and feeling

Reviewed by William Anderson

IN his excellent book The Music of Spain*,
Gilbert Chase quotes Manuel de Falla,

that most Spanish of Spanish composers,
writing on the subject of a projected stage
work: "My desire is to represent ...through
music that is intensely expressive and evoc-
ative ...all that is greatest in the musical
heritage of our race, be it in a natural or an
artistic manner." It is a statement which,
without too great a wrench out of context,
can be read as an admirably concise and
refreshingly unambiguous summation of
the nationalist credo in music, one as ap-
plicable in Bohemia or Hungary as in
Iberia. It is also, for Falla as well as for a
number of other Spanish composers of his
time, an apt description of a working
method-the pragmatical exploitation of
folk and popular -music sources as material
for the creation of art music.

One particularly successful example of
this method is Isaac Albeniz's piano suite
Iberia, the four books and twelve individ-
ual pieces of which are brilliantly distilled
and therefore stunningly evocative "im-
pressions" (Albeniz's word) that take their
titles from Spanish dances, places, and, in
one case (Fete-Dieul, a religious festival.
Pianist Alicia de Larrocha has just recorded
for London a two -disc album that contains
the whole of Iberia together with Navarra,
a piece that-symmetry be damned-prob-
ably belongs in the suite as well, and the
six Cantos de Espaiia, the Albeniz most of
us already know, whether from the piano
originals or from guitar transcriptions.

Though we know a little of the music of
Albeniz, we know much less of Albeniz the
man. As Paul Kresh pointed out in his
December review of two other Albeniz al-
bums, the composer -virtuoso's life story
reads rather like a movie script. A child
prodigy who was playing in public at the
age of four, he was a Paris Conservatoire
reject (too high-spirited) at six, a runaway
(very likely from a father Albeniz himself
characterized as being "a little mad") at
eight, and a stowaway on a ship bound for
Buenos Aires at twelve. He toured (bummed
around?) South America, Cuba, and finally
the United States, returning to Spain (at

Dover Publications Inc., New York, 383 pp., $3.50.

fifteen) and a royal pension (from Alfonso
XII) that enabled him to go to Brussels to
complete his musical education (there
being, doubtless, little else anyone could
still instruct him in at that late date).

There is more, of course, and although
the Albeniz biographies-"su vida inquieta
y ardorosa"-have not yet, as far as I can
discover, been translated into English, the
extensive notes (both biographical and mu-
sical, and dating from the late Twenties) by
the German musicologist Edgar Istel in
London's generously illustrated album bro-
chure have. The whole story is not a little
reminiscent of the career of our own Louis
Moreau Gottschalk-in fact, Albeniz ar-
rived in San Francisco on his American
"tour" only a few years after Gottschalk
had precipitously embarked from that city
for South America. It is fascinating, in-
deed, to let the mind run with the possibil-
ity that Albeniz was, in some strange way,
following a warm trail left by Gottschalk.
Albeniz was born in 1860; Gottschalk had
left Spain in 1852 after a two-year sojourn
as the darling of the court, so his music
almost certainly would still have been on
Spanish keyboards and in Spanish ears
during the prodigy's childhood. Albeniz
reached Cuba about 1873, and Gottschalk
had returned to the U.S. in 1862 after
spending a number of years in the Antilles.
Is it just possible that Albeniz got the idea
for an American tour in a Havana that was
still echoing with the exemplary "national"
music (La Iota Aragonesa, Souvenirs
d'Andalousie, El Sitio de Zaragoza) of the
older composer -virtuoso?

Albeniz, however, did not follow Gott-
schalk back to South America, though he
did end up, in a rather involuted way,
back on his trail: Liszt once claimed to
have met Gottschalk, and Albeniz was to
study with the Hungarian master, though
details of just what that study involved are
lacking. In any case, it was only after
Albeniz's later contacts in Paris (where he
wrote Iberia) with Faure, Dukas, and
d'Indy that his music began to take on a
new seriousness and dedication to."the musi-
cal heritage of [his] race"-to say nothing
of a technical difficulty that may not have
daunted the sage of Weimar but that did

cause other pianists to pronounce Iberia
unplayable. It may be that what Liszt in-
pired in him was the slow -ripening devel-
opment of those abstractive gifts of which
he was so renowned a master, the ability,
well -demonstrated in his transcriptions of
Paganini's violin music and Schumann's
vocal music, to get down to essences, to
translate into the idiom of struck strings
musical ideas that were born on others that
have to be stroked-by bow or by air, as
the case may be. With Albeniz, it was not
a matter of transcription but, as mentioned
previously, of distillation. Iberia, except
for El Polo, is fashioned not of specific,
identifiable examples of Spanish folk or
popular songs, but of their classically ab-
stracted essence, a kind of "idea" of the
originals that, like a perfume essence, is
more pungent, more powerful than the mu-
sical flowers from which it came. (Album
commentator Istel doesn't agree with most
critics that Iberia occupies the more ex-
alted plane in Albeniz's art, feeling that
you can't write real Spanish music, "with
folkwise amiability," on any but Spanish
soil. But that is another, a sentimental or
perhaps even political, kind of nationalism,
one foreign, I think, to the artistic purposes
of Albeniz and of Falla as well.) Albeniz's
problem, beyond the attainment of tran-
quility for recollection and the mainte-
nance of a necessary aesthetic distance,
was in most cases that of translating from
plucked strings to struck strings; that so
many of his piano works have been ar-
ranged back into the guitar idiom and "re-
turned to the folk" is testimony to his
success.

ALICIA DE LARROCHA'S success in per-
forming these pieces stands the guitar test
as well: the instrument's unique throb is as
omnipresent in her interpretations as the
almost palpable sense of the Spanish air is
in Albeniz's music. I have heard Sra. de
Larrocha perform Iberia twice in the con-
cert hall, both times experiencing, at the
close, an extraordinary impulse to rise to
my feet and shout jOle! I obeyed the im-
pulse, of course, as did the other members
(all those admiring pianists!) of the audi-
ence, for Sra. de Larrocha's victory over
these considerable technical and (particu-
larly) rhythmic challenges finds its most
apt parallel-the skill, the style, the risk,
and the bravery-in the bull ring. She al-
ready has my ole's, so I am tempted to
award her, in gratitude for these splendid
recordings, Albeniz's ears. And I would,
too, were I not so sure she has them al-
ready, and his fingers as well.

The recorded sound is excellent through-
out -rich and resonant-though perhaps
miked a shade too closely for my personal
taste. No matter; there is no better, no
more authentic, Iberia to be had anywhere.

ALBENIZ: Iberia. Book I: Evocacion; El
Puerto; Fete -Dieu a Seville. Book II: Ron-
rleius Triana. Book III: El Albai-
cin; El Polo; Lavapies. Book IV: Malaga:
Jerez:- Eritana. Navarra. Cantos de Espana:
Prelude; Orientate; Sous le Palmier: Cor-
doba; Seguidillas. Alicia de Larrocha
(piano). LONDON CSA-2235 $11.96.
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drums; his tempo in that movement is a little
headlong, too. Menuhin's timpani are much
more in the picture, but his harpsichord is ob-
trusively rambunctious and his tempo is just a
bit stiff. Janigro is outstanding in this particu-
lar work: not only is his basic tempo ideal, but
he, alone among the three conductors, uses an
organ instead of harpsichord for continuo in
No. 5, a most effective touch. Of the three
recordings, Menuhin's Angel offers the most
opulent sound. marred only by what appears
to be an imperfect tape join in the allegro of
No. 8.

Each of the three versions of the sympho-
nies is really very satisfying in its own right,
and each conductor is more persuasive than
the others in certain of the individual pieces.
Menuhin probably shows the greatest individ-
uality but, as I have suggested, the least spon-
taneity. Also, it is worth noting that for the
price of the Menuhin you could buy both the
other versions. Pressed for a single recom-
mendation, I would probably go with Faerber,
but I would surely miss the grand effect both
Menuhin and Janigro make in No. 5. R.F.

BRITTEN: The Young Person's Guide to the
Orchestra (see PROKOFIEV)

CHABRIER: Trois Valses Romantiques (see
GERSHWIN)

CIMAROSA: Concerto in G Major (see C.P.E.
BACH)

DVOitAK: Slavonic Dances (see MOZART)

GERSHWIN: Rhapsody in Blue. MILHAUD:
Scaramouche. CHABRIER: Trois Valses
Romantiques. BIZET: Jeux d'Enfants. Frances
Veri and Michael Jamanis (pianos). CONNOIS-
SEUR SOCIETY 0 CSQ2054 $6.98.

Performance: Bright bonbons
Recording. Excellent quadraphonic

The husband -and -wife team of Frances Veri
and Michael Jamanis have been getting them-
selves grants, winning competitions, and de-
lighting concert -hall audiences ever since they
met at the Juilliard School and decided to be
duo -pianists together.

The long suit of the team is charm, and they
seem to choose their programs accordingly.
Nothing could be more charming than Darius
Milhaud's popular Scaramouche, written as
incidental music for a children's play in 1937.
With its marionette -dance opening that recalls
Golliwogg's Cakewalk, its flowing lyrical mid-
dle movement, and the Brazilian rhythms of
its colorful, succinct finale, the nine -minute
suite is hard to resist, and the pianists make
the most of its pretty graces and winning har-
monies. Here is music as light and insubstan-
tial as a meringue, and they know just what to
do with it. If the Milhaud piece is a meringue,
Chabrier's Trois Valses Romantiques add up
to a musical soufflé; again the touch is light,
the colors clear, the shadings deftly drawn. Of
the twelve pieces for children in Bizet's feta
d'Enfants, the team has picked the five the
composter himself chose to orchestrate. The
little march, the lullaby, the spinning top of an
impromptu, the duet for "little husband and
little wife," and the dazzling galop are brought
off with fleet Gallic sparkle.

When the team approaches Gershwin's
original version for two pianos of his Rhap-
sody in Blue, however, it is of course no long-
er dealing with French divertissements. The
Gershwin work, particularly when the lavish
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orchestral colors are lacking, calls for a broad-
er, bigger, less delicate approach. Symphonic
jazz is nothing if you take away the jazz, re-
fine to delicacy the strident vulgarity and syn-
copation that are the work's very fiber, and
try to transplant the Broadway glitter to some
sunlit vineyard of French impressionism. The
Veri and Jamanis version, by the way, is
billed as the "only recorded performance" of
the four -hand score. It is the only LP perfor-
mance, but there was an old Victor two -disc
set of 78's by Fray and Bragiotti years ago. It
captured the Gershwin idiom far better . . .

but never mind. On the whole, this is a salu-
tary recording debut and makes for a pleasant
listening experience, especially with the
sharply defined sound of the two instruments
in counterpoint passages which the good SQ-
matrix four -channel recording makes possible.

P.K.

HAYDN, J.: Three Organ Concertos (see
ALBRECHTSBERGER)

HAYDN, M.: Concerto in C Major for Organ,
Viola, and Strings (see ALBRECHTSBER-
GER)

IVES: The Celestial Country. Hazel Holt
(soprano); Alfreda Hodgson (alto); John
Elwes (tenor); John Noble (baritone); Schutz
Choir of London; London Symphony Orches-
tra, Harold Farberman cond. COMPOSERS
RECORDINGS, INC. CRI SD 314 $5.95.

Performance: Fair to good
Recording: Ineffective

In this cantata Ives the daring experimenter
seems to have been smothered by Ives the
practicing church musician (he was organist -
choirmaster at New York's Central Presby-
terian Church from 1899 to 1902 while he
was learning the ropes in the insurance busi-
ness during the week). Except for some in-
triguing dissonance woven into the organ pre-
lude, some effective rhythmic drive and syn-
copation in the opening chorus, a very lovely
string -quartet intermezzo, and some fine part-
writing for the a cappella double chorus that
follows, the music moves along at a fairly
standard Victorian-churchy pace.

Unquestionably part of my negative re-
sponse to The Celestial Country, at least this
recording of it, stems from the production it-
self, which is marred by an over -prominent
electronic organ and an instrumental and vo-
cal ensemble sound that simply does not come
together for effective and full-bodied projec-
tion in the first and last parts of the work.
There are individual excellences throughout,
however: the aforementioned string quartet
intermezzo, the unaccompanied double -choir
episode, and the beautifully graded dynamics
that baritone John Noble brings to the con-
cluding lines of his "Naught that country
needeth" aria. Conceivably a genuine church
acoustic would have provided the richness
and body lacking in this recording. It is too
bad that Harold Farberman, for many years a
strong Ives proponent, had to carry out this
project under what appears to have been less
than ideal conditions, despite the excellent
reputation of his performing forces. D.H.

RECORDING OF SPECIAL MERIT

JANAtEK: Music for Male Chorus. The Sol-
dier's Lot; Our Birch Tree; The Evening
Witch; Leave -Taking; Czech Legion; The
Wandering Madman; Schoolmaster Halfar;

Maryeka Magdonovd; Seventy Thousand.
Bela Sykova (boy soprano); Jan Jokl (tenor);
Leopold Firley (baritone); Moravian Teach-
ers' Choir, Antonin Tueapskji cond. NONE-
SUCH H-71288 $2.98.

Performance: Idiomatic
Recording: Good

This is a splendid addition to the Jandeek dis-
cography. The songs were written between
1885 and 1922, most of them for the Moravi-
an Teachers' Choir, which was founded in
1903 and with which Jankek's relationship
was especially close ("You grew with me; I
grew with you," he told the singers during his
last years). The texts are from folklore, from
Czech national poets, and, in the case of the
extraordinary piece The Wandering Madman,
from the poetry of Rabindranath Tagore,
whose appearances in Prague in 1921 so
moved the composer that he translated this
poem into Czech himself and set it to music
the following year.

The Tagore poem is about a man who has
spent his life seeking the philosophers' stone,
which turns plain things to gold; when a little
boy asks him why he wears a golden chain, he
reminds himself his chain was only iron-and
becomes aware that he must have picked up
the magic stone and discarded it without paus-
ing to recognize it. Most of the other songs-
along with some on love, parting, and the sor-
rows of war-are on Czech themes; none is
merely "patriotic" in any common, jingoistic
sense, but all are profoundly moving, as if
expressing in their tales of hope, martyrdom,
and irony the deepest aspirations of a proud,
long-suffering people.

Most memorable, perhaps, are the songs
that end the two sides: Czech Legion, written
at the end of World War 1, with a text by An-
tonin Horak honoring the Czechs who had
fought and fallen for the Allies in France, and
Seventy Thousand, composed a few years
earlier to a text by Petr Bezrue (a pseudonym
for a Brno postal clerk who wrote revolution-
ary poems about the German -Polish -domi-
nated Tegin area). Two of the other songs on
the discs also use words of Bezrue, to.whom
Jandeek once wrote: "Your words came at
the right moment, and I brought to them a
storm of wrath, despair, and pain."

All nine of the songs are superbly sung -
indeed, "sung" seems too slight a word for
these marvelous performances. The sound
quality is more than satisfactory, full bilingual
texts are provided, and Nonesuch has further
enhanced this distinguished release with a
characteristically excellent set of notes by
Jack Diether. R.F.

LISZT: Annies de Pelerinage-Deuxiiine
Annee: Italie. S posalizio; II Pensieroso; Can-
zonetta del Salvator Rosa; Sonetti del Petrar-
ca Nos. 47, 104, and 123; Apres une Lecture
de Dante. Alfred Brendel (piano). PHILIPS
6500 420 $6.98.

Performance Very good
Recording: Excellent

Alfred Brendel's first exciting records for
Vox, back in the Fifties, included five discs of
Liszt; his fabulous account of the B Minor
Sonata is still available on Turnabout TV -S
34424, together with the Mephisto Waltz and
the so-called "Dante Sonata," which con-
cludes the sequence on the new Philips re-
lease. It is good to have him recording Liszt
again, and to have the Deuxieme Annee in full

(Continued on page 114)
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as listening
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favorite
recordings.

Stereo Review's

L1S1C
What you need to know

to increase your listening pie
/ r

David Randolph

Stereo Review is proud to announce an important
new set of recordings created to help you
expand your understanding of music.
This unique four -disc album is interesting, easy
to comprehend, and instructive. It is the first
project of its kind to approach the understanding
of music through its basic elements:

rhythm ... melody ... harmony ... texture

If you have wanted to know more about music -
or simply to enjoy it more - Stereo Review's
GUIDE TO UNDERSTANDING MUSIC will be the
most rewarding step you can take in that direction.

Written and narrated exclusively for Stereo Re-
view by David Randolph, Music Director of the
Masterwork Music and Art Foundation, this fas-
cinating set of stereo records will help you become
a more sophisticated, more knowledgeable listener
- and a more completely satisfied one as well. It
will give you an "ear for music" you never thought
you had.

In the GUIDE TO UNDERSTANDING MUSIC, David
Randolph first discusses, by means of recorded
narration, how the composer uses and unifies all
the basic musical elements. After each musical
point is made in the narration, a musical demon-
stration of the point under discussion is provided.
Thus you become a part of the creative musical
process by listening, by understanding, by seeing
how music's "raw materials" are employed by com-
posers and performers to attain their highest level
of expressivity and communication through musical
form.

FREE BONUS OFFER
If you are among the first 1,000 to order
this completely fascinating new GUIDE -

TO UNDERSTANDING MUSIC Record
Set, you will also receive - absolutely
free - the eight -volume library The
Masters of Music. Ordinarily an $8 value,
this unusual set offers an instructional
and entertaining look at the careers
of eight famous master composers. After
this limit is reached, the Guide to Under-
standing Music alone will be shipped.

FOUR LONG -PLAY STEREO
RECORDS
Record I - The Elements of Music

1. Rhythm 3. Harmony
2. Melody 4. Texture

Record II - Sense and Sensation in Music
(The Instruments of the Orchestra)
How Music Is Unified

Record III - Farm in Music
Words and Music

Record IV - Can Music Tell a Story or Paint a
Picture?

The Interpretation of Music

The GUIDE TO UNDERSTANDING MUSIC contains

OVER 200 MUSICAL EXAMPLES
which have been carefully chosen from among
thousands of recordings by major record com-
panies as the best illustrations of musical points
made in the recorded narration. In addition, supple-
mentary musical demonstrations were specially re-
corded for this album.

FREE BOOKLET INCLUDED
The accompanying booklet is a valuable comple-
ment to the album. It presents David Randolph's
straightforward professional approach to music,
and shares the insights and understanding of his
many years of experience in bringing music to

listeners . . . as well as advice on how you cam
make the best use of the album.

If you already have some knowledge of music, the
Guide to Understandilg Music can expand anc
enrich that knowledge. It you've always wanted tc
understand music but have been discouraged be
cause it looked too dirt icult and time-consuming
the Guide to Unde-standing Music can show yon
how easily and quickly you can make yourself a:
home with any must.

IPThe Guide to Understanding Music has
been several years in the planning and

First Time Ever Offered

pro-
duction stages :o assure that it would be as
complete, as up-to-date, and as effective a
presentation of its subject as possible. The
exclusive four -disc recording is now ready,
available for the fist time through Stereo
Review. The specie low price is just $15.98,
postpaid, for all four 331/2 rpm stereo long -
play records, a price made possible by the
availability of the c3nsultative and produc-
tion facilities of Stereo Review and its staff.
Under ordinary aus3ices, a work of this na-
ture and importance would cost much more.

.00

Records, Ziff-r,Th.,s Service Division 595 Broadway, New York, N.Y. 10012.

Yes, I wart to enrich my musical background! Please send the GLide to Understanding Music
at $15.98 postpaid. I understard that if my order is among the firs- 1.000 received. I will receive
The Masters of Music books as a free bonus offer.
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George Jellinek reviews
THE BARBER
OF BAGDAD
pi TER CORNELIUS (1824-1874), musician,
poet, and all-round man of learning, was

a friend of Richard Wagner and Franz Liszt
and a resident of Weimar during the most
important period of his short life. His comic

von Bagdad (1858) was a
minor masterpiece in the tradition of We-
ber's Abrr Hassan (1811) and Nicolai's The
Merry Wives of Windsor (1847). In an open-
minded society it would have been greeted
with jubilation, but in the Germany of the
post- 1848 years it was met with incompre-
hension. Cornelius was a composer who
aspired higher than did the popular and suc-
cessful Gustav Lortzing (180 I -1851), but
his aspirations strayed from the Wagnerian
path, and those were not the years to seek
musical independence.

Hurt by the work's failure, Cornelius
withdrew it and died without ever seeing it
staged again. He was thus spared the efforts
of such well-meaning friends as Franz
Liszt and Felix Mottl, who attempted to
remodel the opera according to the require-
ments of the Zeitgeist, but without success.
An entire generation had to pass before the
opera could regain its original shape, and,
after a successful revival in 1905, begin to
claim its rightful place in the German opera-
tic literature. It may never become an inter-
national repertoire piece, but Eurodisc's
new recording of the work, the first com-
plete one in stereo, will go a long way to-
ward enlarging its audience.

The story is based on an episode in A
Thousand and One Nights. Abul Hassan
Ali Ebn Bekar (his full name recurs enough
in the opera to become a leitmotiv of sorts)
is a tonsorial busybody with an immense
respect for his own cleverness, just like his
counterpart in Seville. Unlike Figaro, how-
ever, Abul is very old and not exactly nim-
ble. Furthermore, his help is unwanted, and
his meddling almost frustrates the efforts of

the two lovers, Margiana and Nureddin, to
be united.

The opera has some built-in weaknesses.
The plot takes a long time to get under way.
and then the resolution comes too soon -it
lacks a center, so to speak. But the text it-
self, Cornelius' own, is a gem. A versifying
wizard, Cornelius had the virtuoso facility
with the German language Wagner thought
he had. (There is an inspired dialogue in
Der Barbier in which Cornelius actually
parodies the Wagnerian obsession with allit-
eration.) The lines are full of wit and light-
hearted sophistication, and, to compensate
for the structural weaknesses, there are
some comic situations of surefire hilarity.

Musically, too, the opera is delightful.
The musical idiom has inherited Weber's
urgency and inventiveness of instrumenta-
tion, and shows the influence of Berlioz in
the use of woodwind color and special har-
monic devices (Cornelius translated the
Berlioz operas into German). These influ-
ences, however, do not becloud the fresh-
ness and originality of the composer's cre-
ative invention. Cornelius may have been
too much a craftsman: he believed in con-
stant variation and took great pains to avoid
predictable turns by unexpected modula-
tions or harmonic variants, sometimes with-
in the same musical number. This may ex-
plain the fact that, while the music is easy on
the ear, it lacks the simpler magic of immedi-
ately memorable melodic phrases. But the
score is unceasingly refreshing, with mo-
ments of great lyrical beauty in the second -

act Muezzin scene.
About sixteen years ago, in the opera's

first complete recording (Angel 3553, mono
and deleted), Elisabeth Schwarzkopf and
Nicolai Gedda, in peak vocal form, set a
standard for the music of Margiana and
Nureddin which is not fully matched in the
present performance. Nonetheless, Sylvia
Geszty and Adalbert Kraus are both appeal-
ing singers, perfectly in character. The rich-
ly comic title role fits the high basso can-
tante of Karl Ridderbusch to perfection, and
he makes the most of his many opportunities
for inspired comedy and virtuoso vocal dis-
play. Trudeliese Schmidt, who has been
heard in previous Eurodisc sets in serious
roles to good advantage, does the comic part
of Bostana very well, and the expert buffo
tenor Gerhard Unger repeats the role he
created for Angel sixteen years ago with
undiminished zest. Hollreiser conducts alert-
ly and lovingly, and both chorus and or-
chestra carry out their assignments with the
precision and lightness the music calls for.

The set is attractively packaged but con-
tains only the German libretto. An English
synopsis is supplied, but it is not enough to
acquaint a wide public with an opera in
which so much depends on textual felicities.

CORNELIUS: Der Barbier von Bagdad.
Sylvia Geszty (soprano), Margiana; Adal-
bert Kraus (tenor), Nureddin; Karl Ridder-
busch (bass), Abul Hassan; Bernd Weikl
(baritone), the Kalif; Gerhard Unger (tenor),
Baba Mustapha; Trudeliese Schmidt
(mezzo-soprano), Bostana; others. Chorus
and Orchestra of Bavarian Broadcasting,
Heinrich Hollreiser cond. EURODISC 86 830
two discs $13.96 (available from the Ger-
man News Co., 218 East 86th Street, New
York, N.Y. 10028).

("in full" except for the three-part supplement
Venezia e Napoli)-a release that presumably
heralds his coverage of the entire series.
There has been no complete domestically
available recording of the Armies de Pelerin-
age since the retirement of Edith Farnadi's
Westminster set several years ago, and the
only one of the three Annees in circulation
since then has been the serviceable but hardly
"world class" version of the Premiere Annee
(Suisse) by Sergio Fiorentino on Dover
HCR-ST-7257. So there is certainly room for
such a project, and Brendel would seem a
very likely candidate for it. But there is some-
thing missing from these performances.

The earlier Vox recordings of the three Pe-
trarch Sonnets were among the very few less
than superlative things Brendel did for that
company. His new performances of these
pieces are somewhat more persuasive, but
after enjoying them I listened to Wilhelm
Kempff's 1951 Liszt package, which includes
all but the first and last of the seven pieces in
the Deuxieme Annee (formerly on London,
now on Turnabout TV -S 34385), and 1 heard
at once what was missing on Brendel's new
disc. Kempff seems to go instinctively and
effortlessly deep into the spirit and essence of
this music -he makes me forget about him, in
fact, and hear only the music. Brendel does
not work this kind of magic here; with the
exception, curiously, of the two pieces not on
the Kempff record, which he does very effec-
tively-he gives only "very good" perfor-
mances, abetted by first-rate engineering.

The sound of the Kempff record, in phony
stereo now, stands up remarkably well, and
for less than the price of Brendel's new Phil-
ips one might buy both the Kempff Turn-
about and Brendel's earlier recording of the
"Dante Sonata"; that would leave Sposalizio
unaccounted for, but would include Kempfl's
performances of a half -dozen additional
pieces (four of them from the A nnees) as well
as the B Minor Sonata played by Brendel.

There is, by the way, another towering
Liszt interpreter on Philips' own roster: if
Philips can record both Brendel and Claudio
Arrau in all the Beethoven sonatas, perhaps
they can give Arrau, too, a crack at all of the
A nnees. R.F.

LISZT: Festival Cantata (see BEETHOVEN)

LISZT: Hungarian Rhapsodies, Nos. 1-19;
Spanish Rhapsody. Roberto Szidon (piano).
DEUTSCHE GRA M MO PHON 2709044 three
discs $23.94.

Performance: Brilliant and controlled
Recording: Good

Five -and -a -half LP sides of Liszt Hungarian
Rhapsodies, with the Spanish Rhapsody as a
final encore, would seem to be much of a
muchness, but the fact is that there is a tre-
mendous variety of music in these pieces. By
no means do all the rhapsodies follow the
same lugubrious -slow, frenetic -fast (lassu-
friss) pattern familiar to us from the more
famous examples. Rhapsody No. 3 is an odd-
ly brooding work almost wholly in slow tem-
po, while No. 15 is a substantially straightfor-
ward version of the "Rakoczy March" tune
Berlioz elaborated upon for part of his Dam-
nation de Faust, and there are all kinds of var-
iants and combinations of episodes in various
tempos throughout these pieces.

Most of the Hungarian Rhapsodies were
composed between 1846 and 1853, and or-
chestrations were made of Nos. 2, 5, 6, 9, 12,
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and 14. The last four of the set belong to the
last years of the composer's life and range
from the strange and cryptic No. 17, lasting
little more than three minutes in performance,
to the expansive final one of the series, lasting
almost twelve minutes.

My own special favorites are No. 7, with its
genuine gypsy flavor, and Nos. 16 and 17
from the 1882-1885 series, with their antici-
patory "modernisms." Rhapsody No. 8 is of
more than passing interest, not only because
of its cymbalom effects but because it and the
Brahms Third Hungarian Dance share the-
matic material.

Brazil -born (but of Hungarian ancestry)
Roberto Szidon offers brilliant and sternly
controlled performances, and. though he by
no means lacks fire and spontaneity in his
readings, his treatment of the more familiar
works, such as the famous No. 2. is quite dif-
ferent from the freewheeling versions to
which we have become accustomed over the
years. In short, he forces us to listen to the
music from a fresh point of view. The re-
corded sound is clean and full-bodied
throughout, and Deutsche Grammophon is to
be complimented for the comprehensive and
informative fourteen pages of notes that go
with the album. D.H.

MAHLER: Early Songs (see SCHUMANN)

MILHAUD: Scaramouche(see GERSHWIN)

MOZART: Concerto in A Major for Clarinet
and Orchestra (K. 622); Concerto in B -flat
Major for Bassoon and Orchestra (K. 191);
Andante in C Major for Flute and Orchestra
(K. 315). lack Brymer (clarinet); Michael
Chapman (bassoon); Claude Monteux (flute):
Academy of St. Martin -in -the -Fields, Neville
Marriner cond. PHILIPS 6500 378 $6.98.

MOZART: Concerto in G Major for Flute and
Orchestra (K. 313); Concerto in C Major for
Oboe and Orchestra (K. 314). Claude Mon-
teux (flute): Neil Black (oboe); Academy of
St. Martin -in -the -Fields, Neville Marriner
cond. PHILIPS 6500 379 $6.98.

MOZART: Concerto in C Major for Flute,
Harp, and Orchestra (K. 299); Sinfonia Con-
certante in Ellett Major for Oboe, Clarinet,
Horn, Bassoon, and Orchestra (K. 2976).
Claude Monteux (flute); Osian Ellis (harp):
Neil Black (oboe); Jack Brymer (clarinet):
Alan Civil (horn); Michael Chapman
(bassoon); Academy of St. Martin -in -the -
Fields, Neville Marriner cond. PHILIPS 6500
380 $6.98.

Performance: Stylish
Recording: Good

There have been, and still are, many attrac-
tive recordings of these works, but only a
handful of really outstanding ones. Also, most
of the individually desirable items have frus-
trating couplings in the form of (a) material
certain to be duplicated (for instance, two of
the horn concertos with the incomparable
Gervase de Peyer/Peter Maag version of the
Clarinet Concerto on London CS 6178): (b)
uninteresting material (a Reinecke harp con-
certo with the K. 299 performed by Karlheinz
Zoller and Nicanor Zabaleta on Deutsche
Grammophon 138853); or (c) a less than win-
ning version of an important work, represent-
ing either a grudging compromise or provoca-
tion to further duplication (the K. 364 at-
tached to Karl Bohm's K. 297h on DG

Minolta helps you
celebrate the morning.
You can find the wonder in a new day with a camera that doesn't

hold you back, a camera fast enough to catch the fleeting moment.
From the moment you pick it up, you're comfortable with a Minolta

SR -T. This is the 35mm reflex camera that lets you concentrate on mood
and insight. The viewfinder gives you all the information needed for correct
exposure and focusing. Because you never have to look away from the finder
to adjust a Minolta SR -T, you're ready to catch the one photograph that
could never be taken again.

And when subjects call for a different perspective, Minolta SR -T
cameras accept a complete system of interchangeable lenses, from "fish-
eye" wide angle to super -telephoto.

Next time you're up with the dawn, be ready with a Minolta SR -T. For
more information, see your photo dealer or write Minolta Corporation, 200
Park Avenue South, New York, N.Y. 10003. In Canada: Anglophoto Ltd., P.Q.

Minolta SR -T 101/Minolta SR -T 102

poonamob.

minolfor

When identified by a factorysealed "M" tag, Minolta 35mm reflex cameras are warranted by Minolta
Corp. against defects in workmanship and materials for two years from date of purchase, excluding
user -inflicted damage. The camera will be serviced at no charge provided it is returned within the war-
ranty period, postpaid, securely packaged, including $2.00 for mailing, handling and insurance.
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139156). Heinz Holliger's recording of the
Oboe Concerto on an earlier Philips (6500
174) is a happy exception, in that the overside
Strauss concerto provides perhaps even more
incentive to buy the disc than the Mozart it-
self, but the problems otherwise present add
up to a good argument in favor of an "inte-
gral" series of uniform high standards, which
is what is offered here.

These three new discs come into direct
competition with another such series, the re-
cent Angel set (SC -3783) of the same material
(minus the K. 315 Andante) by Karajan and
his Berlin Philharmonic players. There is an
abundance of elegant playing from both
teams, but the Berliners' is unsatisfyingly
faceless (except in their K. 299), while Marri-
ner and his associates offer much more indi-
vidual character, more of both the vitality and
the intimacy one wants in this music. Unlike
the Angel set, the new Philips discs need not
be bought en bloc, but the consistently high
level of these stylish performances leaves lit-
tle possibility of disappointment, either indi-
vidually or collectively.

The first record is especially successful.
The splendid Jack Brymer is heard to better
advantage in the Clarinet Concerto here than
in his earlier recording with Beecham, whose
over -romanticized approach drained the work
of its momentum. Michael Chapman, whose
name is less familiar than those of his col-
leagues, gives an exceptionally persuasive
account of the Bassoon Concerto (with a
tasteful cadenza), and the Andante for Flute,
on its smaller scale, is no less impressive. All
three of these soloists are heard again on the
last disc, which pairs the two works for multi-

ple soloists. This, in general, is another win-
ner, with little to fault it; my only reserva-
tions-neither of them too serious-are that
the final movement of K. 299 is a bit faster
than ideal and the balance between the four
soloists in the last movement of K. 297b is
less well judged than in the older but smooth-
er Bohm recording on DG.

Philips favors a very close-up focus on the
soloists, which tends to exaggerate Claude
Monteux's gasps for breath in the Flute Con-
certo. This would not be enough to put me off,
for both works on the second record are
played very beautifully, but the Holliger disc
is one I consider indispensable, so I would
pass up this part of the new series in favor of
Holliger's Oboe Concerto and one of the
other versions of the Flute Concerto. R.F.

MOZART: Clarinet Concerto, K. 622 (see also
the Basic Repertoire, page 59)

MOZART: Symphony No. 38, in D Major (K.
504, "Prague"). DVORAK: Slavonic Dances,
Op. 46, Nos. 1, 3, and 8; Slavonic Dances, Op.
72, Nos. 2, 5, and 7. London Symphony Or-
chestra, Zdenek Koster cond. CONNOISSEUR
SOCIETY CSQ 2051 $6.98.

Performance: Distinguished
Recording: Good four -channel (SQ)

Czech conductor Zdenek Koller gives one of
the finest performances of the "Prague" Sym-
phony yet recorded. His pacing is superb, his
phrasing natural, the balance between winds
and strings (in the finale, especially) just about
ideal. His way with the Dvofik dances is both
as idiomatic and as refined as one could want.

Sonically, too, this strikes me as one of the
handsomest, most natural -sounding orches-
tral items in the quadraphonic catalog. In two -
channel playback, however, as with so many
of the 'compatible" discs I have had occasion
to play (both SQ and CD -4), the sound seems
less sharply defined than in the best of straight
two -channel recordings. The surfaces on my
copy are distractingly noisy, unlike those of
this fastidious company's previous releases.

Much as I enjoyed Kosler's excellent per-
formances, the record, I think, is primarily for
those who insist on four -channel or like to
have more than a single version of a favorite
work. Peter Maag's remarkable version of the
"Prague," which contains all the repeats,
remains incomparable: it is now available on
London STS -15087 for only $2.98, and Lon-
don's fifteen -year -old sound is still impres-
sive. Also, six of the Slavonic Dances just
aren't enough for Dvofik enthusiasts, and
there is available a three -disc Telefunken set
(SAT -22523/5), in which Neumann and the
Czech Philharmonic perform all sixteen of
them, together with The Wood -Dore (Dvo-
fak's finest tone poem), the three Slavonic
Rhapsodies, and the Czech Suite. R.F.

PROKOFIEV: Peter and the Wolf. BRITTEN:
The Young Person's Guide to the Orchestra.
Mia Farrow (narrator, in Prokofiev); Andre
Previn (narrator, in Britten); London Sym-
phony Orchestra, Andre Previn cond. ANGEL.
SFO 36962 $5.98, 8XS 36962 $6.98, 10
4XS 36962 $6.98.

Performance: High on the list
Recording. Excellent

What's the gimmick with
newAvid Speaker Systems?

There isn't any. Just quality design and thorough
engineering. That's what makes the difference.

Avid's Series 100 Speaker Systems are the
premium quality products of extensive research
and testing by a team of audio experts whose
knowledge and experience is unsurpassed in the
field today (Avid has pioneered in the design of
quality audio components for broadcasting,
industry and education for the past 20 years).
Each Series 100 model is unrivaled for perform-
ance and value in its class.

Superlatives come easy, but the only way
you'll be convinced is to visit your Avid dealer,
listen to the accuracy of sound reproduction
and see the innovative styling for yourself.
We're confident of your favorable verdict.

Avid Corporation, 10 Tripps Lane, East
Providence, R.I. 02914 Tel. (401) 438-5400.
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posed by Purcell as part of the incidental
music he wrote in 1695 for a play called The
Moor's Revenge. This delicious score, too,
I prefer without narration, but Mr. Previn
makes a charming pedagogue (his only com-
petition on records is Metropolitan Opera
director Schuyler Chapin's son Henry nar-
rating to a performance led by Bernstein) and
is in top conducting form on this occasion
-all but outshining Britten's own version of
the work on the London label. The recorded
sound is simply glorious. P.K.

RECORDING OF SPECIAL MERIT
RACHMANINOFF: Vespers, op. 37. Kon-
stantin Ognevoi (tenor); Klara Korka (mezzo-
soprano); U.S.S.R. Russian Chorus, Aleksan-
der Sveshnikov cond. MELODIYA/ANGEL
SRB-4124 two discs $11.96.

Performance: Outstanding
Recording: Good

Sergei Rachmaninoff had a special fondness
for big choral works. He unequivocally desig-
nated the choral symphony The Bells, Op. 35,
his favorite composition, and found almost
equal pleasure in his Vespers, Op. 37, written
soon thereafter (1915).

Vespers consists of fifteen numbers for a
cappella chorus, some with solists. Nine of
these come from traditional liturgy, and six
are original compositions. It is a dignified
work just over one hour long, sumptuously
harmonized, and full of vocal effects that re-
veal an expert compositional technique
(sharply contrasted dynamics, humming, bell -
like sonorities, deep basso underpinnings, and

the like). While such a work is probably not
intended for a mass audience, it would not
surprise me if it were now welcomed by a
very broad public on the strength of this ex-
ceptional performance by the U.S.S.R. Rus-
sian Chorus. This is indeed a spectacular
group, strong and well-balanced in all ranges
and performing with exceptional coordina-
tion. The cavernous basses that sustain the
"pedal point" in the conclusion of the fifth
chant ("Prayer of St. Simeon," Rachmani-
noff's personal favorite) are really something
to hear. The soloists, not otherwise known to
me, are also very fine: the tenor properly ar-
dent, the mezzo soothingly opulent. Both
voices sound as if they have been amplified to
make them rise above the massed chorus.
While the effect is somewhat artificial, it is
imposing. There is some distortion in forte
passages, but the engineering is good. An
unusual treat and a welcome addition to the
recordings catalog. G J.

RAFF: Symphony No. 5, in E Major ("Le-
nore"). London Philharmonic Orchestra,
:Bernard Herrmann cond. NONESUCH H-
71287 $2.98.

Performance: Vigorous
Recording: Loud and clear

Joachim Raff, a Swiss -born disciple of Men-
delssohn and Liszt, found himself acclaimed
in the middle 1870's as one of the major sym-
phonists of the day (the first of Brahms' four
masterpieces was not heard until 1876). But
for almost two generations, until the so-called
Romantic revival of the late 1960's, Raft's
music-eleven symphonies and two hundred -

Deal Selections from the ANGEL family of OPERAS

Ever since Peter and the Wolf became a hit
after the Boston Symphony recorded it for
RCA Victor in the 1930's, it has served as a
vehicle for the unlikeliest people to try their
hand as narrators. Richard Hale brought an
unabashed elocutionary style to the first re-
cording, in a performance that still reverber-
ates in memory. Since then, we have had
every sort of actor from Sean Connery to
Peter Ustinov, Boris Karloff, George Raft,
and Beatrice Lillie doing the honors; Leonard
Bernstein both narrates and conducts; even
Captain Kangaroo has had a turn at it. Per-
sonally, I prefer my Peter without any of
them, uninterrupted, as available on the Ever-
est label (on the other side of Captain Kanga-
roo) in a pliant reading by Leopold Stokowski
with the Stadium Symphony. However, I am
among the millions fond of the personality of
Mia Farrow, who happens to be the wife of
conductor Andre Previn, and so I turned to
the results of their collaboration with eager
interest. I was not disappointed. Miss Farrow
takes the fable of Prokofiev's "musical tale
for children" and makes the most of it. She
starts in ladylike, quiet tones but proves quite
equal to the challenge of the drama, letting
herself go as the occasion demands. The
sound Mr. Previn evokes from every solo in-
strument and from his orchestral forces is a bit
cool, too, at first, but develops like a burgeon-
ing sunflower into something simply gorgeous.

The conductor himself takes over the mi-
crophone for the stunning music lesson Ben-
jamin Britten devised in his brilliant Young
Person's Guide to the Orchestra, originally
written for a film. The lesson is based on a set
of variations worked up from a theme com-

Puccini

BUTTERFLYE

Victoria
De Los Angeles

ajoerlIng

Verdi

LA TRAVIATA
Beverly Sills Gedda

Rolando Panerai
eons mem Chorus Royal PhoMeosone Orchsevs

Aldo Ceccato

LAMiCO FRITZ
Pavarotti  Freni  Sardinero

Or a Chorus ot the
Royal Opera House. Covent Garden

GAVIUZEle

MARCH 1974

49 SUPER -SPEED MAIL-ORDER SERVICE!
PER FREE MAILING ANYWHERE IN USA!

RECORD Use ad as order form; check items and mail today!

 SEL 3793 ROSSINI: WILLIAM TELL (comp.). Caballe,
Bacquier, Gedda, Mesple. (5 records).
0 SCL 3791 VERDI: GIOVANA D'ARCO (comp.). Caballe,
Domingo, Milnes, London Orchestra. Levine, cond.
(3 records).
 SB 3737 MASCAGNI: L'AMICO FRITZ (comp.).
Pavarotti, Freni. (2 records).
0 SCLX 3780 VERDI: LA TRAVIATA (comp.). Sills,
Gedda, Panerai. (3 records).
 SEL 3777 WAGNER: TRISTAN UND ISOLDE (comp.).
Vickers, Dernesch, Ludwig. Von Karajan, cond.
(5 records).
 SBLX 3782 PUCCINI: MANOR LESCAUT (comp.).
Caballe, Domingo. (2 records).
0 SDL 3563 R. STRAUSS: DER ROSENKAVALIER (comp.).
Schwarzkopf, Ludwig, Edelman, Gedda. Von Karajan,
cond. (4 records).
0 SBL 3601 DONIZETTI: LUCIA DI L'AMMERMOOR
(comp.) Callas, Tagliavini. Serafin, cond. (2 records)
 SBL 3603 BIZET: THE PEARL FISHERS (comp.).
Micheau, Gedda. (2 records).
 SCL 3604 PUCCINI: MADAME BUTTERFLY (comp.).
De Los Angeles, Bjoerling. (3 records).
 SCL 3615 BELLINI: NORMA (comp.). Callas, Corelli,
Ludwig, La Scala. Serafin, cond. (3 records).
 SDL 3631 MOZART: COSI FAN TUTTE (comp.).
Schwarzkopf, Ludwig, Kraus. Bohm, cond. (4 records).
 SDL 3633 MOUSSORGSKY: BORIS GODOUNOV
(comp.). Christoff, Lear. Cluytens, cond.
O SCL 3639 SAINT-SAENS: SAMSON AND DELILAH
(comp.). Vickers, Gorr. Pretre, cond. (3 records).
 SEL 3641 WAGNER: LOHENGRIN (comp.!. Ludwig,
Thomas, Fisher-Dieskau, Grummer, Vienna Philharmonic.
Kempe, cond. (5 records).
0 SBL 3643 PUCCINI: LA BOHEME (comp.). Freni,
Gedda, Sereni. Schippers, cond. (2 records).
0 SCL 3718 VERDI: RIGOLETTO (comp.). MacNeil,
Gedda, Grist. (3 records).
0 SDL 3622 GOUNOD: FAUST (comp.). De Los Angeles,
Christoff, Gedda. Cluytens, cond.
 SCL 3734 GOUNOD: ROMEO & JULIET (comp.).
Corelli, Freni. (3 records).

LAngel

I

 SCL 3742 VERDI: OTELLO (comp.). McCracken,
Jones, Fisher-Dieskau. Barbiirolli, cond. (3 records).
 SCL 3735 MASSENET: WIERTHER (comp.). De Los
Angeles, Gedda, Mesple. Pretre, cond. (3 records).
 SCLX 3650 BIZET: CARMEN (comp.). Callas, Gedda,
Paris Opera. Pretre, cond. (3 records!.
 SCL 3653 VERDI: IL TROVATORE tcomp.). Corelli,
Tuccl, Merrill, Simionato. Schippers, cond. (3 records).
 SBL 3655 PUCCINI: TOSCA (comp.). Callas,
Bergonzi, Gobbi. Pretre, cond. (2 records).
0 SCL 3671 PUCCINI: TURANDOT (comp.). Nilsson,
Corelli, Scotto. (3 records).
0 SDL 3765 VERDI: LA FORZA DEL DESTINO (comp.).
Arroyo, Bergonzi,Cappucci II i.Gardel I i,cond.(4 records).
 SEL 3776 WAGNER: DIE MEISTERSINGER (comp.).
Adam, Donath, Kollo. Von Karajan, cond. (5 records).
0 SBLX 3784 DELIUS: A VILLAGE ROMEO & JULIET
(comp.). Tear, Harwood, Shirley -Quirk. Davies, cond.
(2 records).
 SPL 3774 VERDI: DON CARLO (comp.). Domingo,
Caballe, Raimondi, Verrett, Milnes, Royal Opera.
Giullini, cond. (4 records).
0 SDL 3608 MOZART: DON GIOVANNI (comp.).
Schwarzkopf, Sutherland, Wachter, Alva. Giullini, cond.
(4 records).
0 SBL 3618 LEONCAVALLO: I PAGLIACCI (comp.).
Corelli, Gobbi, Amara. (2 records).
0 SCL 3625 BEETHOVEN: FIDELIO (comp.). Vickers,
Ludwig. Klemperer, cond. (3 records).
 SCL 3772 BELLINI: IL PIRATA (comp.). Caballe,
Marti, Cappuccilli, Riamondi. (3 records).
0 SBLX 3790 J. STRAUSS, JR.: DIE FLEDERMAUS
(comp.). Rothenberger, Gedda, Fisher-Dieskau.
Boskovsky, cond. (2 records)
 SCL 3638 ROSSINI: BARBER OF SEVILLE (comp.).
De Los Angeles, Bruscantini, Alva. (3 records).

SPECIAL: HIT ALBUM OF THE YEAR.
0 SRB 4124 RACHMANINOFF: VESPERS (comp.). The
U.S.S.R. Russian Chorus; Aleksander Sveshnikov with
Konstantn Ognevoi, Klara Korkan. (2 records).

WE CARRY THE ENTIRE ANGEL CATALOG AT 25% OFF LIST!
Write for FREE CATALOG of World's Largest Selection of Records & Tapes.

Send Mail Orders to: King Karol Records, P.O. Box 629, Times Sq. Station, New York 10036
New York City residents add 7% sales tax. Other New York State residents add sales tax as applicable.

'Add 15% on foreign orders.
RETAIL STORES / 1500 Broadway; 111 West 42; 460 West 42; 940 -3rd Avenue; 609 -5th Avenue; Queens 40-46 Main Street
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plus other pieces-went virtually unheard.
It was the ever -enterprising composer -con-

ductor Bernard Herrmann-now resident in
England after spending fruitless years in his
native U.S. pioneering for Ives and others-
who was the first to unearth Raff for the pur-
poses of a large-scale recording, for this None-
such issue of the "Lenore" Symphony was
initially released some three years ago on
England's Unicorn label. Since then the Can-
dide label in this country has added Raff's
Third Symphony ("1m Walde"), Ode to
Spring, and Piano Concerto to the disc reper-
toire, while Genesis has issued a sheaf of
piano pieces and a second recording of the
Piano Concerto.

Based on the same Gottfried Burger ballad
that inspired Duparc's symphonic poem
Lenore, composed two years later (and excel-
lently recorded on RCA LSC-3151), Raft's
Fifth Symphony is considerably more extend-
ed in scope, if not in harmonic originality. The
Lenore ballad deals in essence with a love -
tormented maiden who curses God for having
taken her lover to a warrior's death, whereup-
on the lover reappears as a ghostly armored
rider and takes her on a wild ride that ends
amid the shrieks of the demons and spectres
of hell.

Raff s symphony begins with a full-scale
allegro and slow movement, evocative of the
lovers, Wilhelm and Lenore. There follows a
brazen folk -like march depicting Wilhelm's
departure for the wars, and the finale deals
with the actual substance of Burger's ballad,
complete to whinnying woodwinds conjuring
up the image of the wild death ride.

A world-shaking masterpiece Raff s "Le-
nore" is not, but it is an entertaining and-in

movement-often beautiful period
piece. And no one can complain that the
march is not highly effective in its own way -
a kind of link between the delightful pageantry
of the march in Weber's Konzertstiick for
piano and orchestra and the frenetiC deviltry
of Tchaikovsky's in the Pathetique Sympho-
ny. Herrmann plays this one to the hilt.

In any event, though, I would advise listen-
ers not to pay too much mind to the program.
The music is very enjoyable for its own sake,
especially in this zestful performance. The
recorded sound is generally excellent. D. H .

RIETI: Concerto for Harpsichord and Orches-
tra. Sylvia Marlowe (harpsichord); chamber
orchestra, Samuel Baron cond. Partita for
Harpsichord, Flute, Oboe, and String Quartet.
Sylvia Marlowe (harpsichord); Samuel Baron
(flute); Ronald Roseman (oboe): Charles Li-
bove, Anahid Ajemian (violins); Harry Zar-
atzian (viola); Charles McCracken (cello).
COMPOSERS RECORDINGS. INC. CRI SD 312
$5.95.

Performance: Definitive
Recording: Close-up

One of the major losses when U.S. Decca
abandoned its classical catalog was the collec-
tion of recordings made by Sylvia Marlowe-
her Couperin (both solo and with various as-
sociates), Bach, Handel, Purcell, the Falla
concerto, Elliott Carter's sonata, and so on.
It seems unconscionably wasteful to allow
these performances to disappear permanently,
and it is heartening to find CRI rescuing some
of the American material from the limbo to
which Decca had consigned it.

Marlowe herself commissioned Vittorio
Rieti's Partita in 1945 (and first recorded it
shortly thereafter, with Julius Baker, Mitchell

Miller, and the Kroll Quartet), and the Con-
certo was written for her ten years later; she
has enthusiastically championed both works
and certainly leaves nothing unsaid in their
favor in these crisp, affectionate perfor-
mances. The sound of the mid -Sixties record-
ing is still excellent, though the focus is quite
close-up. Both works, incidentally, reflect
"Americana" in surprising ways: after the
quasi -Oriental impressions of the Partita's
earlier movements, one of the subjects of its
double fugue resembles an old popular song
called Should 1 ("Should I reveal/Exactly
how I feel?"), and the concluding movement
of the Concerto, although marked alla taran-
tella, is evocative of the Hoedown in Cop -
land's Rodeo. R.F.

RECORDING OF SPECIAL MERIT

SARASATE: Nine Spanish Dances. Mala-
guelia and Habanera, Op. 21, Nos. 1 and 2;

BERNARD HERRMANN
Resurrects an evocative Raff symphony

Romanza Andaluza and Jota Navarra, Op.
22, Nos. 1 and 2; Playera and Zapateado,
Op. 23, Nos. 1 and 2; Dances in A Minor and
C Major, Op. 26, Nos. 1 and 2; Miratnar, Op.
42. Victor Martin (violin); Miguel Zanetti
(piano). MUSICAL HERITAGE SOCIETY MHS
1646 $2.99 (plus 75e handling charge from
Musical Heritage Society Inc., 1991 Broad-
way, New York, N.Y. 10023).

Performance: First-rate
Recording: Very good

This program duplicates much of Aaron
Rosand's excellent Sarasate recital on Vox
512760, and the playing is on a similar level
of excellence. Unfortunately, in the unholy
tradition of record merchandising, the liner
notes repeat the few sketchy details about
Pablo Sarasate that are easily available from
encyclopedias, but say nothing whatever
about his gifted interpreter Victor Martin.

Senor Martin (he must be Spanish) address-
es himself less to the flaming abandon and
more to the silken elegance of Sarasate's style.
He avoids frantic tempos, but clearly articu-
lates all notes and faultlessly dashes off all
those fiendish chords (well, virtually all) and
virtuoso tricks. But virtuosity for its own sake
never intrudes on the music; throughout, one
is conscious of the beautiful writing and beau -
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tiful playing. The loving treatment of the
music is best exemplified in the Playera,
where self-conscious virtuosity is absent.

Miguel Zanetti does more with the modest
piano writing than any Sarasate pianist (now
there is a new concept!) in my previous expe-
rience. His assertive playing in the data Na-
varra makes him a real collaborator. Good,
clean recording, too. GJ.

SCHUMANN: Davidsbiindkrttinze, Op. 6;
Fantasiestlicke, Op. 12. Murray Perahia
(piano). COLUMBIA M 32299 $5.98.

Performance: Staunch
Recording: Good

These performances have everything but the
one thing Schumann cannot do without:
poetic fantasy. The Dances of the Merry
Anti -Philistine Band of David are the more
successful here: not in the least dreamy, but
good solid stuff. Perahia imparts energy, for-
ward motion, and a bardic quality that isn't
half bad. But his Aufschwung doesn't soar,
and there is nothing at all whimsical about
Grillen, and his Funtasiestiicke are without
much fantasy! Perahia is an excellent pianist,
but his Schumann has not yet ripened. E.S.

SCHUMANN: Kinderszenen, Op. 15; Sonata
in G Minor, Op. 22. Wilhelm Kempff (piano).
DEUTSCHE GRAMMOPHON 2530 348 $7.98.

Performance: Good
Recording: Very good

RECORDING OF SPECIAL MERIT
SCHUMANN: Kreisleriana, op. 16; Sonata in
G Minor, Op. 22; Presto in G Major, Op.
posth. Claudio Arrau (piano). PHILIPS 6500
394 $6.98.

Performance: Compelling
Recording: Excellent

These two records exemplify the contrasting
characteristics apparent in the preceding in-
stallments of the respective pianists' Schu-
mann cycles: in general, Claudio Arrau dis-
plays greater poetic latitude, in immediate
contrast with which Wilhelm Kempff fre-
quently tends to sound prosaic. But play
the Kempff record on its own and it is any-
thing but prosaic-it is a fine, musicianly
account of music the pianist obviously loves
deeply. In the one instance in which Kempff
and Arrau offer the same coupling-the Fan-
tasia in C with Carnaval-Arrau's dream-
iness and rubato seem overdone, and Kempffs
firm, straightforward approach more con-
vincing. Elsewhere among the eleven discs
to date (four from Kempff, seven from Arrau),
though, I find Arrau's way with Schumann
invariably the more interesting, and his new
disc is the most fascinating so far.

The same qualities of straightforwardness
and occasional understatement that made
Kempff's Carnaval so attractive serve the
Kinderszenenespecially well; this is a very
satisfying performance. Kempff's rendition of
the G Minor Sonata, however, does sound
rather bland, particularly when it is compared
with Arrau's compelling realization, which is
alive with the most credible air of youthful
impetuosity and yet so subtly and judiciously
proportioned. For good measure, Arrau in-
cludes the alternative finale for the sonata, an
"appendix" very much worth having.

Arrau's Kreisleriana is so brilliantly evoca-
tive of the work's varied moods that there is
no real point to be served in comparing it with

If you can't find this record, Harold Pool has it for $5.98 plus 350
postage at the Lynchburg Drug Store, Lynchburg, Tennessee 37352.

JACK DANIEL'S SILVER CORNET BAND
reached its peak in 1894. Thanks to Paramount
Records, you can still hear their music today.

Jack Daniel started the group to sell whiskey
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anybody else's. It is an interpretation that
makes its own standards. Arrau is not given
to understatement here, but judges perfectly
the line between "expressive and "exces-
sive." This happens also to be extraordinarily
beautiful playing- not mere "pianism," but
virtuosity on the highest level.

Philips, in addition to providing first-rate
sound, has put separating bands between the
sections of Kreisleriana as well as the move-
ments of the sonata-not a must, but a conve-
nience in encoring this or that portion of the
work. R.F.

SCHUMANN: Liederkreis, Op. 39. MAHLER:
Lieder und Gesange aus der Jugendzeit. Schei-
den und Meiden; Nicht Wiedersehen; Urn
schlimme Kinder artig zu mac -hen; Friihlings-
morgen; Phantasie; Hans und Grethe; Ich
ging mit Lust durch einen griinen Wald;
Starke Einbildungskraft; Erinnerung. Anna
Reynolds (mezzo-soprano); Geoffrey Par-
sons (piano). L'OISEAU-LYRE SOL-R 327
$5.98.

Performance: Very good
Recording: Good

Anna Reynolds has recorded opera and orato-
rio before, but this appears to be her first solo
recital, and it is most impressive. A dignified
and musicianly performer in the Ferrier -Bak-
er mold, she is gifted with a voice of warm and
velvety timbre, which she uses with great sen-
sitivity and with expert control in matters of
color and dynamics. Miss Reynolds is a na-
tive Briton, but her early studies in Italy
doubtless contributed to the lovely legato line
she is able to sustain, and extended work with
such conductors as Karajan, Jochum, and
Klemperer must account for her command of
and affinity for the German language and mu-
sical styles.

Not surprisingly, the artist is at her best in
the Schumann songs that call for the feminine
touch, though she does make a brave attempt
to convey fierceness in Waldesgespriich. The
closing song, Friihlingsnacht, could use more
sense of rapture, but in the main this is a beau-
tiful rendering of the cycle.

The Mahler songs are all early (1880-1888)
and of variable quality. Most interesting
among them are those that foreshadow the
later Mahler. Nicht Wiedersehen, with its
sombre mood of a funeral march, looks ahead
to Das Lied von der Erde, while Ich ging mit
Lust presages one of the Wayfarer Songs. As
William Mann puts it in his informative notes,
"Mahler in his twenties was an expert, adult,
highly imaginative composer." The songs are
important to round out our full picture of him.
They are not easy to find elsewhere, and
Anna Reynolds gives us here a committed
and thoroughly sympathetic performance of
them.

The accompaniments are generally fine,
though I found a certain rhythmic unsteadi-
ness in the Schumann Intermezzo, and the
extremely difficult piano part of Friihlings-
morgen was not handled with the sovereign
command Gerald Moore reveals in this mu-
sic. Nor was Mr. Parsons favored with any-
thing better than routine reproduction of the
piano tone. No texts are supplied -an unpar-
donable omission when it comes to the gen-
erally unfamiliar Mahler songs. G J.

RECORDING OF SPECIAL MERIT
SCHUMANN: Piano Sonata No. 1, in F -sharp
Minor, Op. 11; Fantasie in C Major, Op. 17

Maurizio Pollini (piano). DEUTSCHE GRAM-
MOPHON 2530 379 $7.98.

Performance: Superb Schumann
Recording: Excellent piano sound

This is a model of huw to play and record
Schumann. Maurizio Pollini finds exactly the
right balance between the gorgeous details of
Schumann's keyboard writing and the more
difficult problem of larger form and pacing. In
particular, he makes the sprawling and diffi-
cult F -sharp Minor Sonata the almost -mas-
terpiece that it is. He cannot really make the
endless rambling finale hold together, but he
gives it a good try. The approach is clever.
Instead of pushing on to get through it -the
usual desperation try-he takes his time, set-
ting a modest tempo, lingering a bit over the
improvisational details (just as though he
thought them up himself), and building things
up only here and there. The result is a slower
performance that is actually more meaningful
and therefore seems to pass more quickly.

For all the merits of the sonata, it is the
superb reading of the great C Major Fanta-
sie - curiously placed here as side two-that
will attract most listeners. Florestan and Eu-
sebius - the names Schumann gave to the
twin halves of his schizophrenic personality-
were never so well served as here. The ex-
pressive range is enormous, and, for once, the
Fantasie emerges as the great epic of Roman-
tic piano music. Beautiful piano sound. E.S.

RECORDING OF SPECIAL MERIT
S'l'RAVINSKY: Serenade in A; Piano Rag
Music; Circus Polka; Ragtime; Tango; Sonate;
Four Etudes; Les Cinq Doigts; Valse pour les
Enfants. Marie-Francoise Bucquet (piano).
PHILIPS 6500 385 $6.98.

Performance: Excellent
Recording: Strong

Stravinsky composed all his life at the piano
keyboard, but he wrote only a handful of
works for solo piano. Among these there are
only two or three really big works, notably the
Sonate of 1924 and the Serenade of the fol-
lowing year. The Ragtime of 1918 and, espe-
cially, the incredibly intense Piano Rag Mu-
sic of the following year are notable examples
of Stravinsky's interest in the stylization of
pop elements. This interest was also dis-
played in the early children's pieces (Les Cinq
Doigts and the little-known Valse, originally
published in a Paris newspaper) and was
prominent during Stravinsky's American peri-
od (Circus Polka "for a young elephant,"
Tango). But it is a strong element also in the
larger neo-Classical pieces such as the Sere-
nade and Sonate. An important and little -dis-
cussed element in Stravinsky's neo-Classi-
cism was the old Russian ballet and salon tra-
dition of which he was clearly very fond and
which he extended into our own day.

There is no reason (beyond its forbidding
and rather misleading reputation) for this
music to have remained somewhat esoteric.
Strong, open, vigorous performances like
those of Marie-Frangoise Bucquet should do
a great deal to change this state of affairs.
Mlle. Bucquet has recently appeared rather
suddenly on the scene with a barrage of re-
cordings and concerts of twentieth-century
classics, and this recording should enhance
her reputation. The early, Rachmanin-
off/Scriabin-like etudes are a bit out of her
line, but everything else has an energy and a
frank way of speaking that are delightful.
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Stravinsky, so widely regarded as an aristo-
cratic, elitist type, had a certain notion that,
given half a chance, there was a wide, not
overly sophisticated audience that could ap-
preciate and even play his simpler neo-Clas-
sical music, and, in one way or another, his
solo piano music was created with this in
mind. These performances and the excellent,
lively piano presence achieved by the record-
ing should go a good way toward achieving
that not -so -secret ambition. E.S.

TIPPETT: The Knot Garden (see Best of the
Month, page 79)

COLLECTIONS

MARIA CEBOTARI: Recital. Mozart: The
Marriage of Figaro: Venice, inginocchiatevi;
Che soave zeffiretto; Deh vieni, non tardar
(with Margarete Teschemacher, soprano).
Verdi: Rigoletto: E it sol dell'anima; Tutte le

JOSE VIANNA DA MOTTA
Consummate pianism by a Liszt disciple

feste al tempio; Piangi, fanciulla (with Helge
Roswaenge, tenor, and Willi Domgraf-Fass-
baender, baritone). Luisa Miller: Scene from
Act I (with Hans Hopf, tenor, and Josef
Herrmann, baritone). La Traviata: Un di,fel-
ice, eterea; Ah, fors' e Sempre libera;
Scene from Act 2 (with Helge Roswaenge and
Walther Ludwig, tenors). Puccini: La Bo-
heme: Mi chiamano Mimi; 0 soave fanciulla
(with Peter Anders, tenor). Madama Butter-
fly: Love Duet from Act I; Un bel di (with
Helge Roswaenge, tenor). Richard Strauss:
Der Rosenkavalier: Final Scene (with Tiana
Lemnitz, soprano, and Paula Buchner, mezzo-
soprano). Salome: Final Scene. Maria Cebo-
tari (soprano); various orchestras, Karl Bohm,
Artur Rother, Karl Elmendorff, Hans Stein-
kopf, and Robert Heger cond. BASF KBF
21483 two discs $9.98.

Performance: Fair to good
Recording: Vintage sound

This varied documentary collection from
radio broadcasts of 1938 to 1944 will delight
the many admirers of Maria Cebotari (1910-
1949), whose adventurous and tragically brief
life probably contributed to a posthumous
reputation based more on legends and recol-
lections than on factual evidence. She did
make a number of very fine studio recordings
for HMV in the late Forties (Ariadne's "Es

giht ein Reich" comes to mind, among others),
and these clearly establish her major stature.
The broadcast material that began to circulate
in the early LP days, and continues to repre-
sent her art in the present release, attests to
the dramatic awareness and intense feminini-
ty of her singing-but also reveals certain
technical shortcomings. Hers, then, is a
flawed legacy, but it is cherishable nonethe-
less, and perhaps more faithful than that of
some of her contemporaries who lived longer
and had more opportunities to record under
controlled studio conditions.

Surely, Cebotari's HMV recordings offered
more polished, more carefully drawn exam-
ples of her Mozart interpretations than these
souvenirs of her Susanna in The Marriage of
Figaro. Nor is there much distinction in the
Verdi excerpts. Willi Domgraf-Fassbander
offers a somewhat unpolished but dynamic
and convincing Rigoletto in the extended
scene from Act III, but the heavy -breathing
Duke of Helge Roswaenge is not much help.
Cebotari's Violetta is consistently moving,
but her intonation is faltering in "Un di,felice,
eterea" and in the aria as well.

Puccini and Strauss elicit happier results.
Both Mimi's aria and the succeeding duet
with the elegant Peter Anders are very fine,
and Butterfly's vulnerability is conveyed with
passion and conviction. Cebotari's Sophie
comes across as a rather mature -sounding girl
in this 1943 account of the Rosenkavalier
finale, but the singing itself is pleasurable. So
is her Salome in a 1941 version that is, I sup-
pose, identical to the long -deleted Urania
7036.

Some of the best German conductors of the
period assure orchestral performances of mer-
it, but the recorded sound is variable: at times
surprisingly clear, at times considerably dis-
torted (in the Luisa Miller scene and in the
Butterfly duet), with really damaging results in
the Salome finale. G .

JOSE VIANNA DA MOTTA: Piano Recital.
Liszt: Eglogne, from Armies de Pelerinage,
Stii.s.se, No. 7; Totentanz. Schubert -Liszt:
Wohin? Schubert: Minuetto, from Sonata in
G Major, Op. 78. Busoni: Elegie No. 4,
Turandots Frauengemach. Mozart-Busoni:
Duettino Concertante. Chopin: Polonaise in
A -flat Major, Op. 63. Da Motta: Cantiga de
Amor, Op. 9, No. I; Chula (Danse Portu-
gaise); Valse Caprichosa. Jose Vianna da
Motta (piano); Mlle. de Castello Lopes (pi-
ano, in Mozart-Busoni); Portuguese National
Symphony Orchestra, Pedro de Freitas
Branco cond. (in Liszt Totentanz). INTERNA-
TIONAL PIANO LIBRARY ® IPL 108 $6.00
(available from International Piano Library,
215 West 91st Street, New York, N.Y.
10024).

Performance: Extraordinary
Recording: Excellent transfers

Among Franz Liszt's many important late
pupils -Siloti, Sauer, D'Albert, Rosenthal-
one of the least known is the Portuguese pia-
nist Jose Vianna da Motta (1868-1948). Da
Motta studied with Scharwenka in Berlin in
1882, took part in Liszt's master classes in
Weimar in 1885, worked with Hans von
Billow, and was a friend and musical associate
of Busoni (who dedicated a volume of his
Bach organ chorale transcription to him). He
was based in Berlin for some thirty years on
and off, touring as far afield as the United
States, South America, Scandinavia, and
Russia, as well as in central Europe, and spent
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the latter part of his life heading the Lisbon
Conservatorio. He was evidently very much
admired as a teacher, as well as for his all-
round musicianship, knowledge of repertoire,
style, and technical skills.

Judging from the only surviving recordings
he made in France in 1928 or 1929, Da Mona
was certainly worthy of admiration. His
choice of pieces as represented in this collec-
tion itself is unusual: only Chopin's A -flat
Polonaise could in any way be described as a
stock item: with the exception of Liszt's
transcription of a Schubert song, the rest is
remarkably esoteric. Da Motta's friendship
with Busoni may be behind the inclusion
here of the fourth of Busoni's Elegies (the
one that uses the Greensleeves tune in the
mistaken assumption that it was of Chinese

origin) and the quite straight transcription for
two pianos of the finale from Mozart's Nine-
teenth Concerto. There is a Schubert minuet,
played with masculinity and expressiveness
though not quite with the lilt Schnabel gave
it. But what I consider the gem of the collec-
tion is a perfectly exquisite performance of
the Eglogue from Liszt's Annees de Merin -
age that combines marvelous dance -like
rhythms and delicate filigree- really ideal
Liszt and an object lesson for so many of to-
day's hard-hitting and unsubtle Liszt inter-
preters. Da Motta's playing style is remark-
ably direct, and, except perhaps for parts of
the Chopin, it is uncluttered by stop -and -start
mannerisms. He gives the music definite per-
sonality, and there are few of his interpreta-
tions that do not sound "right." On the second
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side are three minor salon pieces by the pi-
anist, sounding a little like a cross between
Granados and Saint -Satins, fairly charming
but inconsequential. The real surprise, how-
ever, is a live -performance recording of Liszt's
Totentunz made on January 19, 1945, when
Da Motta was not quite seventy-seven. This
is a powerhouse of an interpretation with not
one dull moment: there are, to be sure,
smudged passages, but these do not detract
from Da Motta's consummate understanding
of the Lisztian temperament.

Overall, although it is far from meeting to-
day's standards, of course, the sound is re-
markably good. There is also a very interest-
ing illustrated booklet that accompanies the
record. I cannot recommend this important is-
sue highly enough: if you enjoy the piano and
its most outstanding practitioners, don't under
any circumstances fail to acquire it. I.K.

DIABELLI VARIATIONS: Variations on a
Waltz by Anton Diabelli. Composed by Lud-
wig van Beethoven, Ignaz Assmayer, Carl
Maria von Bocklet, Leopold Eustache Cza-
pek, Carl Czerny, Joseph Czerny, Moritz
Graf von Dietrichstein, Joseph Drechsler,
Emanuel AlQys Forster, Franz Jakob
Freystadler, Johann Baptist Gansbacher,
Josef Abbe Gelinek, Anton Halm, Joachim
Hoffmann, Johann Horzalka, Joseph Hugl-
mann, Johann Nepomuk Hummel, Anselm
Hiittenbrenner, Friedrich Michael Kalkbren-
ner, Friedrich August Kanne, Joseph Kerz-
kowsky, Conradin Kreutzer, Heinrich Ed-
uard Josef Freiherr von Lannoy, Maximilian
Joseph Leidesdorf, Franz Liszt, Joseph May -
seder, Ignaz Moscheles, Ignaz Franz Edler
von Mosel, Wolfgang Amadeus Mozart, Jr.,
Joseph Panny, Hieronymus Payer, Johann
Peter Pixis, Wenzel Plachy, Gottfried Rieger,
Philipp Jacob Riotte, Franz de Paula Roser
von Reiter, Johann Baptist Schenk, Franz
Schoberlechner, Franz Schubert, Simon
Sechter, the Archduke Rudolph, Maximilian
Abbe Stadler, Josephe de Szalay, Wenzel
Johann Tomaschek, Michael Umlauf, Fried-
rich Dionysius Weber, Franz Weber, Charles
Angelus de Winkhler, Franz Weiss, Johann
Nepomuk August Wittassek, Jan Hugo Wor-
zischek. Rudolf Buchbinder (piano). TELE-
FUNKEN SM A 25 081-T/1-3 three discs
$17.94.

Performance: Good
Recording: Good

Everyone knows how Beethoven came to
write the last of his great piano works: the
composer and publisher Anton Diabelli ap-
proached him and dozens of others in 1819 to
write one variation apiece on his own little
waltz tune, his intent being to boost his new
firm by publishing the jointly created set as
the work of the Vaterliindischer Kfinstlerver-
ein ("Patriotic Association of Artists"), ex-
emplifying the best of the empire's musical
talents (with a few well-chosen journalists,
clerics, pedagogues, and nobles included).
Beethoven rejected the idea of a small contri-
bution, but he did get round to writing a mag-
nificent set of thirty-three variations on Dia-
belli's waltz, and Diabelli published them in
1823 as Part I of his giant set. An even fifty
other participants were represented in Part II,
completed the following year. Among them
was the eleven -year -old Franz Liszt, whose
brilliant contribution was the first of his cre-
ative efforts to be published. W.A. Mozart, Jr.,
and Gottfried Rieger came up with two pairs
of variations each, from which Diabelli chose



one pair each: Carl Czerny (to whom Joseph
was not related) wrote a coda as well as a vari-
ation; each of the others produced a single
variation, as requested, and the fifty-three
segments were published in alphabetical se-
quence, from Assmayer to Worzischek (the
German spelling of the Bohemian Voi-Rek).

What is perhaps most remarkable about this
Telefunken release is that no one has done it
before: I would have expected a Vox Box
years ago, but it appears that the only portion
of Part II recorded heretofore is the Schubert
variation, a lovely piece more or less in
Landler style which Kathleen Dale once de-
scribed as "so tenderly ethereal that even an
angel might dance to it."

As one might expect-from contributors
who were not comparing notes-both diversi-
ty and a certain degree of similarity may be
noted in this vast sequence. Some of the varia-
tions are quite brilliant, some unusually imagi-
native, some funny (both intentionally and
otherwise), and some just plain dull. There are
not too many really dull ones, though, and
there is no need, after all, to feel compelled to
digest all of this at a single sitting. One of the
more interesting variations is the three -minute
piece by the Archduke Rudolph, which ends
with what seems to be a reminiscence of the
opening of Beethoven's Eighth Symphony.
Carl Czerny's variation is one of the dull
ones, but his coda has more to offer: it is a
rather overt hommage it Beethoven, including
a hint at the Mozart aria ("Nolte e giorno fati-
car," from Don Giovanni) used by Beethoven
in his own Diabelli set.

Collectors may wish Telefunken had fol-
lowed Diabelli's example and released the
Beethoven work and Part II separately. Ru-
dolf Buchbinder gives a generally satisfying
account of the Beethoven, but it is not a per-
formance one would choose in preference to
Brendel, Serkin, Schnabel, Richter-Haaser,
or Stephen Bishop. In the lesser -known
works he leaves nothing to be desired: he has
evidently given some time and thought to
these fifty-three pieces, and sets each one
forth in its individual character. Telefunken
has captured the sound of his Steinway with
exemplary realism. The accompanying leaflet
is as valuable in its way as the music itself, for
it contains brief biographical sketches of Dia-
belli and his fifty collaborators of Part II, and
pictures of him and thirty-eight of those gen-
tlemen, as well as Ludwig Finscher's concise
but informative annotation. R.F.

DOMINGO CONDUCTS MILNES! MILNES
CONDUCTS DOMINGO! Bizet: Carmen:
Votre toast. Massenet: Herodiade: Vision fu-
gitive. Gounod: Fuust: Avant de quitter yes
lieux. Giordano: Andrea Chenier: Nemico
della patria. Mascagni: Cavalleria Rusticana:
II cavallo scalpita. Placido Domingo (tenor);
New Philharmonia Orchestra, Sherrill Milnes
cond. Bizet: Carmen: La flew cue tit m'avais
jetee. Boito: Mefistofele: Giunto sul passo
estremo. Giordano: Andrea Chenier: Come
un he! di di maggio. Verdi: Rigoletto: Parmi
ceder le lagrime. La Traviata: De' miei bol-
lenti spiriti. Sherrill Manes (baritone); John
Alldis Choir; New Philharmonia Orchestra,
Placid() Domingo cond. RCA ARL 1-0122
$5.98.

Performance: Professional
Recording: Good

Sales gimmicks are sometimes useful in ener-
gizing an industry's tired blood. Devoted as 1
am to the good of the industry, I sympathize

with the active minds that steer it away from
dullness and predictability. But this is a gim-
mick and rates only a brief review.

Both artists are well -trained musicians, and,
working with an experienced orchestra, they
have no difficulty in securing acceptable pro-
fessional results. But the flaws cannot be hid-
den: rhythmic unsteadiness, textural imbal-
ances (barely audible chorus in the Toreador
Song: prominent saxophone but hardly any
orchestra in "Vision fugitive"), and, above all.
an absence of natural flow, caused by the kind
of "bar by bar" conducting that reveals the
inexperienced hand. Concluding the Mefisto-
fele with such a prosaic "concert ending" is
another sign of inexperience.

Although Placido Domingo is below his
best vocal form, his singing is nonetheless
notable for directness and tonal polish. Sher-
rill Milnes's contribution is disappointing,
however. He offers the appropriate vigor and
brusqueness needed in the Toreador Song and
in Alfio's aria, but his other three selections
lack refinement and careful phrasing. Doubt-
ful intonation and strained top notes do noth-
ing to help. G J .

ENGLISH VIRGINAL MUSIC (see Best of the
Month, page 81)

THE FOUR FACES OF JAZZ. Weill: Songs
from "The Three Penny Opera." Gershwin:
Variations for Piano and Orchestra on "I Got
Rhythm." Stravinsky:Ragtime. Milhaud: The
Creation of the World. London Festival Re-
cording Ensemble, Bernard Herrmann cond.
LONDON SPC 21077 $5.98.

Performance Sturdy program,
sluggish handling

Recording: Excellent

It was a happy thought of Bernard Herr-
mann's to bring together these four exam-
ples of symphonic jazz on one program for
London's Phase 4 series-just as it was to as-
semble the elements he did for the earlier al-
bum called The Impressionists." Weill's mu-
sic from The Three Penny Opera is the es-
sence of German music -hall jazz of the Twen-
ties, sticking out its tongue to flash its tawdry
wares with a deliberate yawn that conceals
the restless, revolutionary bitterness beneath
the banal medodies that express to perfection
the play's ambiance of cynicism, poverty, and
corruption. Gershwin's ingenious, witty, and
entertaining Variations on I Got Rhythm re-
present a more lighthearted, exuberant, sly
use of jazz combined with the resources of the
symphony orchestra and concert piano on
quite another level; the piece never fails to
scintillate and strut its stuff beguilingly. Mil-
haud's ballet based on the African legend of
creation antedated Gershwin's Rhapsody in
Blue by a full year. It is endlessly interesting
rhythmically, paints an atmospheric sound
picture of sensuality and primitive modernism
with enormous skill, and deserves the wel-
come back it has been getting in recent years
on records -quite aside from its historical
musical importance. Finally. Stravinsky's
four -and -a -half -minute wry encounter with
the idiom in Ragtime is a treasurable gem
from the century's reigning musical master.

Unfortunately, Mr. Herrmann's conducting
does not seem to be on a par with his pro-
gram -making. The Weill suite is done with an
admirable feeling for its style but nevertheless
rather woodenly; the Gershwin is arty and
slow to the point of dragging pretension -

(Continued on page 125)

Free!
New 14th
Edition of

the Midwest
Hifi Catalog!

Save on stereo!
Buy direct from us, and you save
money with our high -volume prices
on more than 100 name brands.
Order from the branch nearest you.

Midwest Hifi
Wholesale
& MAIL ORDER DIVISION
2455b Wisconsin Ave,
Downers Grove, Ill 60515
3309 E. J W Carpenter Frwy,
Irving, Tex 75062
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Updatings and
cond Thoughts

VERBUM SAP.: Critic Martin Book -
span again presents his annual revision
of the Basic Repertoire series. In handy
pamphlet form, it includes his 1973/74
disc and tape recommendations for
156 standard orchestral works. To get
your copy, send .25 in coin to Susan
Larabee, STEREO REVIEW, 1 Park
Avenue, New York, N.Y. 10016.
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DMITRI SHOSTAKOVICH'S First Sympho-
ny, composed as his conservatory grad-

uation piece when he was eighteen, enjoyed
international success from its very first per-
formances outside the Soviet Union. Bruno
Walter, Leopold Stokowski, Otto Klemper-
er, and Arturo Toscanini all conducted it
and helped make it well known. It has re-
mained almost a repertoire standard and has
never lacked for first-rate recorded perfor-
mances, beginning with the Stokowski-Phil-
adelphia Orchestra recording of around
1934 to the latest one by Kiril Kondrashin.
Listening to Kondrashin's new recording for
Melodiya/Angel, I marvel at how well the
piece stands up as both music and sonic
rhetoric. There is absolute formal mastery
here-and overwhelming fire and imagina-
tion as well.

Kondrashin, in my opinion one of the best
of the veteran Soviet conductors, takes a
surprisingly mellow view of the First Sym-
phony, in contrast to those (such as the late
Artur Rodzinski) who tend to stress the
work's sardonic and brilliant qualities. Kon-
drashin searches out the poetic aspects of
the score, emphasizing the phrasing of its
lyrical elements and eliciting the richest
possible color and sonority from his players
at the climactic moments. His argument
along this line is wholly convincing, and his
reading is for me a different and revealing
view of the music.

As is now well known, after the smashing
success of his First Symphony Shostako-
vich went in for a good deal of experimenta-
tion, much of it influenced by the Europe-
an - particularly German - avant-garde of
the late 1920's, since at that time there was
relatively free cultural intercourse between
the U.S.S.R. and Western Europe. A major
result of this experimentation was the Sec-
ond Symphony, a one -movement piece writ-
ten in 1927 to commemorate the tenth an-
niversary of the October Revolution. Al-
though the opening pages, with their multi -
metric polytonal polyphony for strings, are
something of a tour de force for the period,
as music the piece is no match for the First
Symphony. The middle section is entertain-
ing in its brilliant use of counterpoint and
sharp blotches of instrumental color, but the
final chorus, "To October," is sheer rah -rah
stuff reminiscent of the West Point cheering
section at an Army -Navy football game.
Just as Shostakovich's Fourth Symphony
had enough ideas in it for a dozen works, so
the Second is over -full of mere devices; still,
it is good fun for an occasional hearing.

Melodiya/Angel has coupled the Second
Symphony with the First on their new re-
lease. Kondrashin's, the fifth recording of
the Second Symphony since its resurrection
in the post -Stalin era and the third to be list-
ed in Schwann, is unquestionably the best
from the standpoint of convincing orchestral
performance, topnotch choral work, and
good recorded sound. Morton Gould's pi-
oneering RCA disc (1968) still offers some-
what greater clarity of texture and rhythmic
incisiveness in the central section, and it
contains on the overside the only recorded
version of the less interesting Third ("May
Day") Symphony, but his chorus sounds
rather anemic next to the Russian one. The
earlier Melodiya/Angel issue, with Igor
Blashkov conducting the Leningrad Philhar-
monic, suffers from inferior sonics.

Clearly a decision on whether to acquire
the new disc depends on one's preferences
in repertoire coupling. The excellent alter-
native versions of the First Symphony by
Bernstein for Columbia and Weller for Lon-
don offer the lightweight Ninth Symphony.
Ormandy's First (recorded under Shostako-
vich's supervision), also on Columbia, offers
a superb version of the Cello Concerto with
Rostropovich. I consider the latter disc in-
dispensable, but I am still drawn to the
Kondrashin recording for its highly convinc-
ing and individual interpretation.

The Shostakovich of the Symphony No.
8, in C Minor, is a very different composer
from the brilliant smart -aleck of the earlier
works. The Seventh and Eighth Symphonies
stand as Shostakovich's epochal commemo-
ration of the Russian people's battle for sur-

Three new releases
inspire

A
SHORT

DISQUISITION
on

DMITRI
SHOSTAKOVICH

by
DAVID HALL

IfYlf

vival against the German invasion. One has
only to read the accounts of the siege of
Leningrad and of the battle of Stalingrad to
get some realization of what was at stake for
the Russians (and ultimately for the Western
Allies). If the Seventh Symphony can be
taken as a rallying cry, the Eighth is surely a
harrowing statement of the human tragedy
of war. Both symphonies, from a musical
standpoint, seem flawed to me, but there are
individual movements in both that contain
some of Shostakovich's finest music-the
slow movement and much of the finale of
No. 7, and the first, third, and fourth move-
ments of No. 8.

The Eighth Symphony opens with a slow
movement some twenty-five minutes in
length, a lamentation on a monumental
scale. The second movement serves as a
kind of intermezzo, but it is fiercely rhyth-
mic in character, embodying thematic figura-
tion that plays a major role in the three suc-
ceeding interlinked movements. The first of
these is a satanic toccata -scherzo whose
shattering climax leads to a shadowy passa-
caglia of the utmost bleakness. This fades
into the lengthy finale, designed to end the
symphony on a note of hope. There is some
wonderfully brilliant writing here, much of it
built out of materials heard earlier in the
score. But somehow the thing fails to hang
together, the lovely pianissimo ending for
strings coming, it seems to me, altogether
too abruptly, as though Shostakovich sud-
denly had run out of ideas and simply had to

halt. Despite the unconvincing end, I have
come back to this work many times. The
finest pages are wholly gripping, not only in
their rhetoric but in their command of the
material; Shostakovich is a past master of
the art of thematic transformation, to say
nothing of orchestral technique.

Kondrashin's new Melodiya/Angel disc
offers the best overall recorded representa-
tion we have yet had of the Eighth Sympho-
ny. The reading is fine and suitably broad -
scaled, though not as intense as Mravinsky's
early MK mono disc, and the slightly exces-
sive reverberation in the new recording
makes for a texture less clean than that of
Kondrashin's earlier MK stereo album. But,
for the present, this recorded performance is
without appreciable competition (or will be
until the Andre Previn-London Symphony
performance issued in England this past
October becomes available in this country).

The Shostakovich First Violin Concerto,
though not premiered until 1955, was com-
posed in 1947-1948 and shares some the-
matic material with the somewhat later
Tenth Symphony. I find this work, like the
Tenth Symphony, masterly in every re-
spect - absorbing in content, brilliantly writ-
ten for the soloist, and displaying total
command of its materials. The opening slow
movement, a nocturne, is intensely lyrical
with a fine use of subtle pinpoints of color
from an orchestra devoid of trumpets and
timpani but with a full complement of winds.
plus celesta, xylophone, and two harps. The
scherzo is brilliant and piquant in the best
Shostakovich manner, but the crown of the
work is the majestic passacaglia, which pro-
gresses to the scintillating Burlesque finale
by way of a singularly challenging cadenza.

David Oistrakh, to whom the concerto
was dedicated, recorded it with Dimitri Mi-
tropoulos and the New York Philharmonic
for Columbia at the end of 1955 during the
course of his first visit to the U.S., but to my
mind that superb performance was marred
by recording that put the soloist in the spot-
light at the expense of the all-important or-
chestra. Though there have been other re-
cordings since, it has taken until now to
come up finally with a first-rate stereo re-
cording of one of Shostakovich's finest
works. Angel is to be complimented on real-
ly getting it all together: David Oistrakh is
again the soloist, the composer's son Mak-
sim is the conductor, and Shostakovich pere
was on hand to supervise. One can assume
that this is the definitive recorded perfor-
mance from the composer's point of view. It
certainly sounds superb to my ears.

SHOSTAKOVICH: Symphony No. 1, in F
Minor, Op. 10; Symphony No. 2, in B Major,
Op. 14 ("October Revolution"). R.S.F.S.R.
Russian Chorus; Moscow Philharmonic
Symphony Orchestra, Kiril Kondrashin
cond. MELODIYA/ANGEL SR -40236 $5.98.

SHOSTAKOVICH: Symphony No. 8, in C
Minor, Op. 65. Moscow Philharmonic Sym-
phony Orchestra, Kiril Kondrashin cond.
MELODIVA/ANGEL SR -40237 $5.98.

SHOSTAKOVICH: Violin Concerto No. 1, in
A Minor, Op. 99. David Oistrakh (violin);
New Philharmonia Orchestra, Maksim
Shostakovich cond. ANGEL S-36964 $5.98.

124 STEREO REVIEW



hopelessly grounded compared with the viva-
cious version by Earl Wild and Fiedler on the
RCA label; Le Creation du Monde lacks the
necessary acerbity which the composer brings
to it under his own direction: Ragtime, too,
contains a bit too much musical vermouth for
the dry tang it needs. But the recorded sound
is gorgeous, and Mr. Herrmann is blessed
with a magnificent ensemble. And the four
works taken together certainly do offer a pro-
file of the sound of "symphonic" jazz at its
best. P.K.

ARTHUR LOESSER: Con Amore. Haydn:
Sonata No. 42, in D Major (Hob. XVI 42).
Mozart: Adagio (K. 540); Gigue in G Minor
(K. 574). Beethoven: Variations on "Kind,
willst do ruhig, schlafen." Schumann: Sonata
No. 2, in F Minor, Op. /4. Prokofiev: Sonata
No. 5, in C Major, Op. 38. Chopin: Nocturne,
Op. 9. No. 3; Mazurka in F -sharp Minor, Op.
59, No. 3; Variations Brilliantes on a Melody
from the Opera Ludovic, Op. /2. Arthur
Loesser (piano). INTERNATIONAL PIANO
LIBRARY IPL 5003/4 two discs $15.00.
(Available from the International Piano Li-
brary, 215 West 91st St., New York, N.Y.
10024).

Performance: Wise
Recording: Tapes from live

performances

This is a sequel to the very captivating "Sic
Transit Gloria Mundi" recital by Arthur
Loesser previously issued by the Internation-
al Piano Library. That album was devoted to
music by forgotten composers: this one fea-
tures forgotten works by well-known compos-
ers. All of the music here was recorded at
faculty recitals at the Cleveland Institute of
Music, where Loesser taught for many years
before his death in 1969.

Arthur Loesser was a genial and witty man
as well as a musician of the first mark. He had
an intense interest in everything, music above
all, and was certainly not the man to restrict
himself to the life of the touring concert per-
former playing a handful of programs and
pieces hither and yon.

One of the charms of the earlier recording
was Loesser's own comments, but here his
voice is heard only once, just before the final
little Mozart Gigue. And technically his play-
ing is nowhere near the level of the other re-
cital. But the man's wit and musicality always
come through.

All of this music was worth reviving, but I
think the outstanding piece is the Schumann
Sonata-also referred to as the Concerto
Without Orchestra and generally called Sona-
ta No. 3 (although it was in fact the second in
order of composition). By any name or num-
ber it is a masterpiece, and I regret only that
Loesser chose to cut the last movement so
drastically. In spite of all my reservations. I
enjoyed these performances, and they are
worth listening to. Arthur Loesser was a wise
man. Beneath the ironic exterior he liked to
affect, there was always a great deal of human
insight. The sound is nothing special, but it
will do. The set comes with a booklet of
pictures, material on Loesser, and his own
program notes. E.S.

RENATA TEBALDI AND FRANCO COREL-
LI: Great Opera Duets. Puccini: Marion Les -
cant: Tu, tu, amore. Verdi: Aida: Gia i sacer-
doti adunansi. Cilia: Adriana Lecouvreur:
Ma dunque e vero? Ponchielli: La Gioconda:
Oh! la sinistra voce. Zandonai: Francesca

da Rimini: Inghirlandata di violette. Renata
Tebaldi (soprano); Franco Corelli (tenor);
Remo Cambiati (baritone, in La Gioconda);
L'Orchestre de la Suisse Romande, Anton
Guadagno cond. LONDON OS 26315 $5.98.

Performance: Uneven
Recording: Fair

"Together for the first time on records," says
the special label affixed to this release. True,
but Tebaldi and Corelli should have recorded
together about a dozen years ago, when the
results would have been spectacular.

It is the long and torrid love scene from
Francesca da Rimini that elicits the best
overall performance from the pair: they are
convincing both in the early moments of re-
strained passion and in the end, when restraint

gives way to the outbreak of emotion. The
remainder of the recital offers a very brief
glimpse from Adriana Lecouvreur, the opera
that united these artists in better days, and the
duet from Manon Lescaut, in which Tebaldi
is a too mature -sounding Manon and Corelli
a fervent but undisciplined Des Grieux. It is
interesting to hear Tebaldi in the unaccus-
tomed roles of Amneris and Laura, but the
scenes are not particularly memorable. There
are flashes of former splendor, but for the
most part the concentration takes too much
out of both artists to leave room for attention
to metric accuracy, niceties of phrasing, or
even purity of intonation. Their fans, how-
ever, will be forgiving. The orchestral contri-
bution is subdued and unassertive, the record-
ing quality undistinguished. GJ.

1(g, C=I 7).]

MSC' v6;

SOME
CASSETTES

JUST CAN'T COPE.
Ever buy a cassette that sticks and jams...
sometimes gives up before it even gets started? How
about the ones that pick up dirt better than a
vacuum cleaner? And these aren't just the bargain
cassettes either. Some of these things are so-called
premium grade products.

If any of this sounds familiar to you, you're not using
Columbia "Fail -Safe" cassettes. Columbia
cassettes have graphite impregnated Mylar slip
sheets and self-lubricating Delrin rollers to prevent
sticking and jamming... any kind of orneriness.
And sealed windows to keep out dirt, dust ...
anything that could give you problems.

We use gamma -ferric oxide low noise/high output
tape. So it picks up every sound you hear... and then
some. They can really cope.

We call Columbia cassettes "Fail -Safe." You'll call
them "fantastic."

OLUMFI

0))A COLUflBIA
44AGNETCS Blank RecordingTape
Columbia Magnetics, CBS. Inc., 51 West 52nd Street, New York, N.Y. 10019
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NON -DISPLAY CLASSIFIED: COMMERCIAL RATES: For firms or incmilduals offering commercial products or services. $1.60 per word (including name and
address). Minimum order $16.00. Payment must accompany copy except when ads are placed by accredited advertising agencies. Frequency discount: 5% for 6
months; 10% for 12 months paid in advance.
READER RATE: For individuals with a personal item to buy or sell. $1.00 per word (including name and address). No minimum! Payment must accompany copy.
DISPLAY CLASSIFIED: One inch by one column. $215.00. Two inches by one column. $430.00. Column width 2-1/4-. Advertiser to supply film positives. Please
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preceding cover date (for example. March issue closes January 5th). Send order and remittance to: Hal Cymes. STEREO REVIEW. One Park Avenue. New York.
New York 10016.

EQUIPMENT

WRITE for quotation on any Hi-Fi components: Sound Re-
production Inc., 460 Central Avenue, East Orange, N.J.
07018. 201-673-0600.

NO fair trade laws in D.C. Write for discount prices on your
choice of components. District Sound, Inc., 2316 R.I. Ave,
N.E., Wash., D.C. 20018. (202) 832-1900.

DIAMOND NEEDLES and Stereo Cartridges at Discount
prices for Shure, Pickering, Stanton, Empire, Grado and
ADC. Send for free catalog. All merchandise brand new
and factory sealed. LYLE CARTRIDGES, Dept. S, Box 69,
Kensington Station, Brooklyn, New York 11218.
COMPONENT CABINETS. Direct from the factory at low
factory prices. Finished-Unfinished-Kits...free brochure.
Audio Originals, 546 S. Meridan St., Indianapolis, Ind.
46225.

STEREO SPECTRUM, the money saver for hifi buyers,
write us, Box 1818, Miami Beach, Florida 33139.

LISTEN TO TV
THROUGH YOUR

Dealer
STEREO WITH Inqudy Imeted
TELEDAPTER!
Works with any television and stereo - just takes minutes to plug It
in. Then enjoy all TV programmtng, such as concerts and movies.
with a fantastic high fidelity sound. Complete and ready to use with
instructions. Send only $2.00 for C.O.D. or $16.95 check, money
order or Mastercharge No. for PPD to:

RHOADES & COMPANY, Dept. SR -73
P.O. BOX 017  HENDERSONVILLE, TENNESSEE 37075

SPEAKERS, speaker kits, crossover kits. Catalog free
Crossover design guide 25 cents. SPEAKERLAB, 5500X
35th NE, Seattle, WA 98105.

QUADRASIDE, new cabinet design accepts all
components, stands 8 different ways. Our plans and revo-
lutionary new KD connectors let you build for as little as
$30.00. 32 connectors and plans $10.00 postpaid. Sample
connector and plans $2.00. Toujay, 443 Park Ave. So.,
N.Y.C. 10016.

AR, KLH, ADVENT, DYNACO, RECTILINEAR, ADC
OWNERS - Our electronic equalize.' gives your speakers
an octave of new bass, plus three broadband tone controls.
Three reviews, literature, from NORMAN LABORATORIES,
2280 Industrial Boulevard, Norman, Oklahoma 73069.
AUDIO COMPONENTS at guaranteed lowest prices.
Specializing in Pioneer, Sansui, AR, Fisher, and Sony.
Write for prices on over 50 brands, including color
televisions and musical instruments, Discount Sound, P.O.
Box 6346, Washington, D.C. 20015.
MATTES -MARTIN SSA/200 Amplifer preamplifier
combinations formerly $875.00 retail. New and Rebuilt.
Guaranteed perfect working order. $400.00 each. Write or
call for further information. (312) 869-7802. Send check to
save C.O.D. charges. Mattes -Martin Electronics, Inc., 909
Pitner Ave., Evanston, III. 60202.

TAPE AND RECORDERS

SCOTCH RECORDING TAPE, lowest prices. TAPE CEN-
TER, Box 4305, Washington, D.C. 20012.

OLD Time radio programs -all your old favorites. 50 cents
for catalog. Robert Mussehl, R. 1, Brooklyn, Wisc. 53521.
RENT 4 -track open reel tapes -all major labels -3,000 dif-
ferent -free brochure. Stereo-Parti, 55 St. James Drive,
Santa Rosa, California 95401.

LIVE OPERA PERFORMANCES on reel-to-reel tapes. In-
credible performances dating back 40 years. From Pon-
selle-Callas. Catalog: Mr. Tape, Box 138, Murray Hill
Station, N.Y.C. 10016.

OLD Radio Show Monthly Special Club-TBOR, Box
1692B, F.D.R. Station, New York 10022.

THRIFTIEST "Live" -Operatic, Symphonic -Tapes
Cassettes. P.O. Box 1101, Woodhaven, New York 11421.
IMPORTS: 8 track, Cassettes, Classical and international,
catalogue 50 cents refundable. Howards International, 61-
25 98th Street, Rego Park, N.Y. 11374.

OLD RADIO PROGRAMS. All your favorites. Lowest
Prices, Prompt Service. Catalog 25 cents. Nostalgic Radio,
Box 29-B, Peoria, Ill. 61601.

SCOTCH MAGNETIC TAPE ( Used)
#150, 1800 ft., 7 inch reel, 1 mil
polyester, recorded once, bulk erased
(no box) 99i, plus 10% shipping and
handling (min. order $10.00); slightly
used 101/2 inch fiberglass reels, 3/8"
hole. 500 metal nab, $1.00 each plus
shipping by weight and zone.

SAXITONE TAPE SALES
_1776 Columbia Road, N.W., Washington, D.C. 20009_

OPERA TAPES -Open Reel and Cassettes -Historical
performances of past 40 years. Unbelievable treasures and
rarities. Also LP records. Ed Rosen, Box 97, Freeport, N.Y.
11520.

TDK, BASF, Memorex, Scotch cassettes, reels, 8 -tracks.
THE LOWEST PRICES. S&S Audio, Box 523-D, Skokie,
Illinois 60076.

1930-1962 RADIO PROGRAMS. Reels, $1.00 hour!
Cassettes, $2.00 hour! Send $1.00 for mammoth
catalog...with hour samples, $2.00. AM Treasures, Box
192J, Babylon, N.Y. 11702.

EVERYTHING ON OPEN REEL! Pre-recorded
classical/popular tapes. Latest releases. Dolby. Quad. 96 -
page catalogue $1. Barclay -Crocker, Room 857 S, 11

Broadway, NYC 10004.

NEW! Record, Dub, Edit, Mix, Fade, Monitor. Eliminate
"jungles" of tangled wires with Dubie Tape Aid control for
1 to 3 tape decks. Dubie Tape Aid Corp., Dept. E, 2305 N.
Penn., Oklahoma City, Oklahoma 73107. (405) 524-8588.
SCOTCH new low noise tape 10-1/2" metal 3600', 5 for
$30.00. Reels, POB 88338, Dunwoody, GA 30338.

SOUNDTRACKS -Lowest Prices, Catalog: 25 cents. Write:
REV, Box 75, Florissant, MO 63033.

MAJESTIC RERUNS. Best source for custom recorded
vintage radio programs. $1.00 (refundable) brings catalog.
Box 13128, Sacramento, California 95813.

GOLDEN AGE RADIO -your best source for radio tapes.
Box 25215-T, Portland, Oregon 97225.

VIDEOTAPE SPECIAL -1 hour, $8.75. Also audio and
Cassettes. Acoustic Dynamics, Box 205-5, Hewlett, N.Y.
11557.

TAPES important singers, conductors, instrumentalists in
live performances. Emphasis on Superior Sound. Catalogs
available. Good Sound Associates, P.O.B. 489,
Planetarium Station, New York, N.Y. 10024.

RECORDS

SHOW ALBUMS, Rare, Out -of -Print LP's. 52 pg. list. 50
cents. Broadway/Hollywood Recordings, Georgetown,
Conn. 06829.

"HARD To Get" records -all speeds. Record Exchange,
842 Seventh Avenue, New York, N.Y. 10019.

PROTECT your records -Poly sleeves for jackets 6 cents;
Inner sleeves 5 cents; Poly lined paper sleeves 12 cents;
white jackets 27 cents. Postage $1.00. Record House,
Hillburn, N.Y. 10931.

THOUSANDS of like new LP's and prerecorded tapes.
Catalogue $1.00. Records, Hillburn, New York 10931.
COLLECTORS' Soundtracks. Mint. List 25 cents. Jemm's,
P.O. Box 157, Glenview, III. 60025.

FILM -STAGE soundtracks. Extensive free list. Box 7342,
Miami, Fla. 33155.

FREE 200 -PAGE CATALOG. 1,400 New Stereo Recordings.
Renaissance, Baroque, Classical, Romantic, Modern
Music. Not sold in stores. Not listed in Schwann's. Highest
quality! Budget label prices! Available only by mail.
MUSICAL HERITAGE SOCIETY, Box 932 ST, New York,
N.Y. 10023.

NOSTALGIA CATALOG: Radio. Films, Theatre. 25 cents
(refundable). Howards International, 61-25 98th Street,
Rego Park, NY 11374.

RARE Soundtracks show albums. Show Music, Box 12,
Wood River, Illinois 62095.

SOUNDTRACK RECORD ALBUMS -Mail Auction -Free
List. VVhalon, 2321D Hill, Redondo Beach: Calif. 90278.

RARE Recordings -Soundtracks, Shows, Personalities.
Reasonable Prices. Large New Catalog. Free. Hiott, Box
471, Miami, Fla. 33144.

FREE Catalog -Film soundtracks, shows. Lowest prices!
Roseman, Box 16083, Philadelphia, PA. 19114.
FREE CATALOG, large variety -rare records, tapes -lowest
prices. Goodtimes, P.O. Box 30032, Chicago 60630.
FOR DISCOUNTS on records and tapes send 25 cents for
catalog to: Kevin Heinrich, P.O. Box 122, Hayes Center,
Neb. 69032.

QUADRAPHONIC RECORDS AND TAPES -ALL labels,
over 500 titles -at discount prices! For your free illustrated
copy of the world's most complete quad catalog, write:
SOUND CONCEPTS, 2713 West Radan, Dept. A3, Peoria,
Illinois 61604.

SOUNDTRACKS -Large Free Catalog. Star -50, Box 850,
Arroyo Grande, CA 93420.

TUBES

TV and Radio Tubes 36 cents. Free 48 page color catalog.
Cornell, 4215-H University, San Diego, California 92105.

INSTRUCTION

LEARN Electronics Organ Servicing at home. All makes,
including transistors. Experimental kit -trouble -shooting.
Accredited NHSC, Free Booklet. Niles Bryant School, 3631
Stockton, Dept. A, Sacramento, Calif. 95820.
DEGREE IN ELECTRONICS through correspondence. Free
catalog. Grantham, 2000 Stoner Avenue, Los Angeles,
California 90025.

MUSICAL INSTRUMENTS

30% DISCOUNT name brand musical instruments. Free
catalog. Freeport Music, 4550, Route 110, Melville, N.Y.
11746.

30% +DISCOUNTS. Name Brand Musical Instruments.
Free Catalog. Continental Music, Dept. J, P.O. Box 3001,
Garden City, New York 11530.

FOR SALE

QUADRAPHONIC ADAPTOR... $12.95 postpaid. Converts
any stereo into 4 channel, concert hall, sound. Free infor-
mation. Electro-Research, P.O. Box 20285, Ferndale,
Michigan 48220.

WANTED

QUICKSILVER, Platinum, Silver, Gold, Ores Analyzed.
Free Circular. Mercury Terminal, Norwood, Mass. 02062.
MRF RECORDS WANTED. Please send lists to: Conway,
Box 81, P.O. Marrickville 2204 AUSTRALIA
JBL Drivers and Horns wanted. Apt. 1, 200 SW 9th Street,
Ft. Lauderdale, Fla. 33315.

JENSEN G610 Speaker. Meier, 3320 Noeske, Midland,
Michigan 48640.

GOVERNMENT SURPLUS

JEEPS, TRUCKS, Cars From $31.50... Airplanes, Type-
writers, Clothing, Multimeters, Transceivers,
Oscilloscopes, Photographic, Electronics
Equipment... 100,000 Surplus Bid Bargains Direct From
Government Nationwide Typically Low as 2 cents on
Dollar! Complete Sales Directory and Surplus Catalog
$1.00 (Deductible First $10 Order From Included Catalog).
U. S. Surplus Disposal, 2200 Fuller 601B-SRW. Ann Arbor,
Michigan 48105.

RUBBER STAMPS

RUBBER address stamps. Free catalog. 45 type styles.
Jackson's, Box 443G. Franklin Park, Ill. 60131.
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HYPNOTISM

Free Hypnotism, Self -Hypnosis, Sleep Learning Catalog!
Drawer H400, Ruidoso, New Mexico 88345.

SLEEP LEARNING. Hypnotic Method. 92% effective.
Details free. ASR Foundation, Box 7566 EG, Fort
Lauderdale, Florida 33304.

AMAZING self-hypnosis record releases fantastic mental
power. Instant results! Free trial. Write: Forum (AA3), 333
North Michigan, Chicago 60601.

BOOKS

MOVIE FILMS

16rnm SOUND Features, Shorts, New, Used for Sale. Free
Catalog. National Cinema, 333 W. 57th St., N.Y., N.Y.
10019.

EDUCATIONAL OPPORTUNITIES

LEARN WHILE ASLEEP. Hypnotize! Strange catalog free.
Autosuggestion. Box 24-ZD. Olympia. Washington 98501.

EMPLOYMENT INFORMATION

HI -Fl Books! "Cassette Tape Recorders -Working, Care &
Repair." .$4.95. Free Catalog. TAB BOOKS, Blue Ridge EXCITING Overseas Jobs. Directory $1.00. Research As -
Summit, Pa. 17214. sociates, 1167-0, Kailua, Hawaii 96734.

BUSINESS OPPORTUNITIES

I MADE $40,000.00 Year by mailorder! Helped others make
money! Start with $15.00 -Free Proof. Torrey, Box 318-N
Ypsilanti, Michigan 48197.

MAILORDER MILLIONAIRE helps beginners make $500
weekly. Free report reveals secret plan! Executive (1K3),
333 North Michigan, Chicago 60601.

HI -Fl ENTHUSIASTS WANTED!! Earn more than just spare
money in your spare time. We need campus
representatives to sell name brand stereo components at
discount prices in your area. High commission, no
investment required. Serious inquiries only, please.
Contact: Mike Santillo, K&L Sound Services Co., 264 No.
Beacon St., Watertown, Mass. 02171. (617) 787-4073.

FREE Secret Book. "2042 Unique, Proven Enterprises."
Fabulous, "Little Knowns." Work Home! Haylings-BH,
Carlsbad, California 92008.

DO SIMPLE ADDRESSING -Mailing. Receive $12.95
orders. Keep $8.00 profit. Details free. Quality. Box 9-ZD,
East Rockaway, N.Y. 11518.

ADVERTISING BUSINESS -You own it! $400 first week or
money back. Write: Action Ad Clock, Room AC -252 -DC,
1512 Jarvis, Chicago, III. 60626.

EXCITING package, descriptive literature, with free gift! All
for 25 cents. Exhibitor, 16-A Oakley Ave., Monticello, N.Y.
12701.

EMPLOYMENT OPPORTUNITIES

HI-FI Salesman: Large wholesaler needs college
representatives to sell audio equipment to students during
spare time. Opportunity to earn good money. Write: Stereo,
2122 Utica Avenue, Brooklyn, New York 11234.

REPAIRS AND SERVICES

SPEAKER Repairs Altec, EV, EMI, etc. ALTEC Diaphragm
in stock. AST, 281 Church St., New York, N.Y. 10013.

RECORDS, TAPES, CASSETTES, COPIED (one or more).
Also complete record production and demos from your
tapes. Trutone Records, Box 830, Dept. S, Saddle Brook,
N.J. 07662. (201) 868-9332.

PERSONALS

MAKE FRIENDS WORLDWIDE through international
correspondence. Illustrated brochure free. Hermes, Berlin
11, Germany.

RESORTS & TRAVEL

BERTH AND PARTOWNERSHIP in 155 ft. 3 -masted
Barquentine for $10,700. Join in Europe, assist conversion
then help sail on 2 -year Adventure & Business World
Voyage. Write R. Bruderer, IYC, Box 149 BROADWAY,
NSW Australia 2007.

MISCELLANEOUS

WINEMAKERS. Free illustrated catalog of yeasts, equip-
ment. Semplex, Box 122760, Minneapolis, Minn. 55412.
OLD RADIO PROGRAMS ON CASSETTES OR REELS.
Thousands of your favorites live again. Low prices, high
quality. Catalog 50 cents. Remember Radio, Box 2513-I,
Norman, Oklahoma 73069.

CATALOGS! Receive many! Catalog Directory, $1.00. Box
33098. District Heights MD 70028.

CLASSIFIED ADVERTISING ORDER FORM

Please refer to heading on ,irst page of this section for complete data concerning terms, frequency discounts, closing
dates, etc.
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28

33
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WORD COUNT: Include name and address. Name of city (Des Moines) or of state (New York) counts as one word each. Zip Code
numbers not counted. (Publisher reserves right to omit Zip Code if space does not permit.) Count each abbreviation, initial, single
figure or group of figures or letters as a word. Symbols such as 35mm, COD. P0, AC, etc., count as one word. Hyphenated v.ords
count as two words. SR -374
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CASES
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The ideal way to save your valuable copies, keep
...them well protected and make it easy for you to

refer to any issue at any time. Both decorative and
attractive enough to enhance the decor of any room,
each case holds a full year's copies. Constructed of
reinforced fiberboard, these durable cases are
covered in a rich -textured leatherette. The gold
embossed back adds to its elegance and makes
each case a welcome addition to your bookshelf
or cabinet.

Magazine cases are available for any of your
favorite magazines. They're only $4.50 each, 3 for
$12.50, in any combination of titles ordered. Add
50c per case for postage and handling. Outside

U.S.A. add $1.00 per case ordered.

CHARGE YOUR AMERICAN EXPRESS D.A.....
OR BANKAMERICARD ACCOUNT

Ziff -Davis Pub. Co., Dept. 23, 1 Park Ave., N.Y. 10016
LI My remittance in the amount of $
is enclosed. Please send magazine cases for the
titles indicated below. SR -374
CHARGE: U AMERICAN EXPRESS DBANKAMERiCARO

Account #

Signature
TITLE QUANTITY

Check One:
El All Black [1 Maroon Back, Black Sides

Print Name

Address_

City State Zip

Let us know 6 to 8 weeks in advance so that you
won't miss a single issue of STEREO REVIEW.

Attach old label where indicated and print new
address in space provided. Also include your mail-
ing label whenever you write concerning your sub-
scription. It helps us serve you promptly.
Write to: P.O. Box 2771, Boulder, Colo. 80302,
giving the following information.

 Change address only.
El Extend subscription. CI Enter new subscription.
"' CI 5 years $26 12) 0 3 years $18 13101 year $7
CI Payment enclosed (1 extra issue per yr as a
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TAPE
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MICROPHONE MIXERS
o most people, a "mixer" is a mul-
tipurpose kitchen appliance. In au-

dio recording, however, it's an indispen-
sable device that combines at least two-
but probably many more-different sig-
nals into a single, controlled composite.
Why do you need a mixer? Suppose
several microphones are required to
capture the full sound of a group of
performers or even a single instrument.
You can't just plug them all together
like a.c. plugs into a wall outlet, for that
could cause distortion and frequency -
response losses arising from what is
called "impedance mismatch." Further,
to achieve the desired acoustic balance
- between instruments and a vocalist,
for example-each of the input sources
to be combined needs its own individual
volume control. So you use a mixer.

However, picking a mixer that best
suits your needs (and budget) requires
careful investigation. To begin with,
there are two basic types: passive and
active. The passive units are quite inex-
pensive (under $10) since they consist of
little more than several isolating resis-
tors and volume controls whose outputs
are connected together. I do not recom-
mend a passive mixer for high-fidelity
recording, however, for its controls can
only turn down the level of any micro-
phone plugged into it, and this may mean
a poorer signal-to-noise ratio.

Active mixers, by contrast, use tubes
or semiconductors to boost each mike's
signal before it reaches its respective
level control. Thus the signal never
drops below its original strength. Even
here you must be careful, however. A
few such active mixers supply just
enough amplification to overcome their
internal losses, and so must still be
plugged into your recorder's microphone
inputs. That's acceptable if your own
machine's mike circuits are themselves
relatively free of hum and hiss, but in my
view many are not. How can you tell?

A simple experiment will give you the
answer. With your mikes plugged into
your recorder but with no sound being

fed to them, start recording while simul-
taneously monitoring from the tape
through headphones as you slowly turn
up your microphone record -level con-
trol. (If your machine does not permit
monitoring off the tape, just use its index
counter to make a log of when the record
control is at each of the numbered set-
tings so you will know where you are
when you play back the tape.) At some
point you will notice that the playback
hiss level will not just increase gradually,
as you'd expect it to, but will take a sud-
den jump. Turn the record -level control
back to just below that point and start
talking into the mikes normally. If your
VU meters respond by swinging far into
the red, well and good: your mike cir-
cuits are quiet enough for your mikes.

Incidentally, microphones whose im-
pedance is too low for your recorder
may make it appear that the recorder's
inputs have insufficient gain. If you sus-
pect such an impedance mismatch,
check with the manufacturers of the re-
corder and the microphone. If you're
told that your otherwise excellent mikes
don't match your recorder's input, you
then have a choice of using input -match-
ing mike transformers or using a mixer
that provides a choice of high- or low -
impedance inputs. The microphone
company will be able to advise you on
the relative costs and advantages of each
approach. But aside from the imped-
ance -matching question, for reasons
involving noise and gain you should look
for a mixer that has an output of about
one volt or more.

Needless to say, it would be a good
idea to connect the mixer to your re-
corder and try the test outlined above on
the mixer itself. You may find that some
units are so noisy that they are poor buys
despite their flexibility or low cost. A
top-quality mixer, on the other hand, is
almost always quieter than your re-
corder's mike preamps, and can often be
used plugged into the recorder's high-
level line inputs-even on occasions
when you don't need its mixing facilities.
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Our most expensive turntable
has direct drive.

So does our least expensive.
When Technics introduced direct drive,
we set new standards for turntable performance.
That's why we use direct drive exclusively
in all Technics turntables.

No other system measures up to direct drive.
Wow and flutter are less than 0.03% WRMS.
And rumble is down to -65dB (DIN A) and
-70dB (DIN B).

WOW AND FLUTTER
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-0.20
 BELT DRIVE DIRECT DRIVE

Our DC motor has no noise- or static -
producing brushes and virtually none of the
hum normally found in AC motors.
It reaches playing speed in half a revolution

speed changes due to line fluctuations.
All Technics turntables have illuminated

stroboscopes, cast aluminum platters and
variable pitch controls. The SL -1200 also has
a precision tone arm, viscous damped cueing
and low -capacitance 4 -channel phono cables.

So does the SL -1100A but with a heavier
platter, bigger motor and longer tone arm.

FREQUENCY SPECTRUM OF RUMBLE

20 25 30 40 50 60
 BELT DRIVE  DIRECT DRIVE

80 100 200
FREQUENCY Hz

And the SP -10 is for those who insist on
choosing their own tone arm.

No matter which Technics turntable you
choose, you get the finest drive system that
money can buy. But don't take our word for it.
Read the reviews.* And you'll agree.

The concept is simple. The execution is
precise. The performance is outstanding.
The name is Technics.
*5P-10 Audio, 8/71; Stereo Review, 9/71.
st.-1100A: Stereo Review, 7/73; High Fidelity, 9/73.

200 PARK AVE., N.Y., N.Y 10017 FOR YOUR NEAREST
AUTHORIZED TECHNICS DEALER, CALL. TOLL FREE
800 447-4700. IN ILLINOIS, 800 322-4400.

Technics
y Panasonic

CIRCLE NO. 52 ON READER SERVItE CARD
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JBL's Century 100.
(In two years it became the most

successful loudspeaker we ever made,
and it's not even an original. It's a copy.)

About five years ago, we
developed a new speaker
-a studio monitor for the
professional recording
business. It had the big sound
that the studios required, but
it was a compact. The size of
a bookshelf speaker.

The Original
JBL's 4310. Especially designed for
control room installations. Available
only through professional audio con-
tractors.

Would it impress you to know that
the top professional recording studios
like Warner Brothers and Capitol and
Elektra and MGM use JBL loud-
speakers to record, play back, mix
down and master their music? It's true.

Instant success.
(Very flattering, too. It's nice to
have a talented, opinionated
recording engineer pick your
speaker to go with his
$100,000 sound system.)
We sold more than we

dreamed possible.
Then we figured out why:

The professionals were
taking our studio monitors
home, using them as
bookshelf speakers.

Well, if you were JBL, what
would you do?

That's what we did.
JBL's Century 100. $273

each. The size of a compact
studio monitor. Almost its twin,
in fact, except for oiled walnut
and a sculptured grille that
adds texture and shape and
color.

Come hear JBL's
Century 100. But ask for it by
name. With its success, some
of our admiring competitors
have begun using words like
"professional" and "studio
monitor" to describe their
speakers. They're only kidding.

Century 100. The perfect
copy. From the people who
own the original.

James B. Lansing Sound, Inc. / High fidelity loudspeakers from $129 to $2,700 / 3249 Casitas Avenue, Los Angeles 90039.
CIRCLE NO. 26 ON READER SERVICE CARD
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And then there was music.
And then came Sony tape recorders
to capture the words and music
with perfect fidelity. Right from the
start, Sony has always been first wish
the best, the newest and the broadest

selection of tape recording equip-
ment in the world. Sony tape
recorders, Sony accessories, Sony
microphones, Sony recording tape.
We could go on and on and on.
We are. SONY Ask anyone.

Brought to you by SUPERSCOPE.

CIRCLE NO. 63 ON READER SERVICE CARD

01973 Superscope. Inc 8144 Vineland Ave Sun Valley. Calif 91352 Prices and models subject to change without notice Consult the Yellow Pages for your nearest Suprscope dealer. Send for free catalog



The Koss HV/1LC.
A new twist to High Velocity Sound.

When you've already developed the finest high velocity
Stereophone in the world, you've got to come up with
a new twist to top it. And that's the HV, 1LC. The world's
first lightweight, hear-thru, high velocity Stereophone
with volume -balance controls on each ear cup. So
when you want to hear more of the violins and less
of the bassoons, they're right at your fingertips.

But then, the new HV/1LC isn't the world's
finest high velocity Stereophone just because it
features volume -balance controls. It's a
revolutionary new design concept that vents
the back sound waves thru the rear of the cup
without raising the resonance or inhibiting
transient response. So you can hear your
favorite music like you've never heard
it before and still be able to hear what's
going on around you.

And speaking of sound, the HV/I.LC is in a class all its
own. Why? Because Koss engineers not only created a

unique new ceramic magnet, but they also
developed a way to decrease the mass of the
moving diaphragm assemblies. The result is a

fidelity and wide -range frequency response
unmatched by any other lightweight,

hear-thru Stereophone.
But there's only one way to hear the

difference the HV/1LC makes. See your
Audio Specialist for a live demonstration.

And write for our free full -color
catalog, c/o Virginia Lamm. The new

HV/1LC in ebony teak and champagne
gold with rosewood grained

inlays should add a beautiful
twist to your favorite music.

KOSS ste ones
from the people who invented Stereophones.

KOSS CORPORATION, 4129 N. Port Washington A -'e., Milwaukee, Wisconsin 53212
Koss 5,1., Via dei Voltorta 21 20127, Milan, Italy. Koss Limited, Ontario, Canada.
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