Bose's
Controversial

F. D E L." Amplifier — How

Good Is It?

The Menace
ofthe |
lenograph /

hn Philip Sousa

A N3IIYO9 132VH
g
H>0Ng
a%ZVHHanHOAH

nN>m

‘l J
7 .

Why You Have a
Tough Time Finding
4-Channel Discs

2EETY



Your next receiver should
2/4-channel. like the new

be

Fisher 504 Studio-Standard. You'll

get

power into 2 o1 4 speakers,with all
amplifiers working all the time.

The new Fisher 04-series receivers
(of which the 504, shown here, is the
most elaborate ) represent Fisher’s latest
thinking on the subject of high-fidelity
electronics in general and 4-channel in
particular. They are part of an entirel
new generation of professional-quality
components for the serious audiophile,
distinguished from other Fisher prod-
ucts by the “Studio- Standard”
designation.

Their most dramatic new feature
is that, unlike other 4-channel receiver
they are not restricted to half of their
total power when only 2 channels are in
use. A front-panel switch permits com-
bining. or “strapping,” the outputs of
the 4 amplifier channels when regular
2-speaker stereo is being played. Thus
you get the benefit of every precious
watt vou pay for. whether or not 4-
channel material is your main interest at
the present time.

For example, the Fisher 501
delivers 4 times 32 watts continuou
sine-wave power at any frequency from
2010 20.000 Hz into 8 ohms (or 1+ times
40 watts into 4 ohms). With its ampli-
fiers strapped for 2-speaker stereo. the

corresponding ultraconservative speci-
fication at 8 ohms is 2 times 90 watts,
which is actually more than the arith-
metical sum of the 4-channel ratings.
You can, in effect. switch back and torth
hetween a ratlier high-powered 4-
channel receiver and a super-powered
stereo receiver. .

Of course, there is a lot more than
that to the most ambitious receivers
oftered by Fisher to date. Both the 504
and the middle-of-the-line 404 feature a
single-lever master halance control or
“Jovstick™ for adjusting the relative
volume levels of the 4 channels. This
sophisticated device works exactly like
the pan pot used in protessional record-
ing studio consoles 1o localize a particu-
lar sound source in space.

Another feature of the entire (4-
series is the \({ decoder, for accurate
4-channel playback of records made with
the SQ matrix system developed by
CBS Laboratories. Among a number of
rival systems. SQ appears to have a
good chance to become the industry’s
tinal matrix standard for +-channel LP
records. Inaddition, each of the (M4-series
receivers has inputs to accept any other

4-channel decoder. present or future.

We could go on endlessly about all
the other advanced features. including
the dual-gate MOSFET front end with
AGC. the completely original “lumped
selectivity” IF circuitry. or the satellite-
inspired phase-locked loop MPX decoder.
But we would rather give you the
complete story. including all the
specifications. which are part of The
Fisher Handbook. a 68-page guide to
high fidelity. It is nothing less than
required reading for anvone interested
in the state of the 4-channel art. Not to
mention the stereo art.

The Fisher Handbook is a $2
value. but if you'd like a free copy. write
Fisher Radio, Box 1001, Long Island
City, N.Y. 11101.

(For same-day reply. enclose $1.)
FISHER 404,8429.95*  FISHER 304 B,$399.95*

Numbers speak louder than words.
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Should your

next receiver be
stereo or 4-channel?
Fishers answer

is: YOS,
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The best of both worlds—
PICKERING'S STATE-OF-THE-ART
CARTRIDGES...

Pickering has done it aga'n! In 1957—the first American-made magnetic
stereo cartridge that helped build the industry was a Pickering. Now—in 1973
—the first American-made discrete, 4-channel cartridge that will change the
world's listening is a Pickering. Today, Pickering invites you to enjoy the best
of the world of your choice

For the world of
STEREO-—
XV-15/1200E

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

'PRECISION" is the one word that
best characterizes the extraordi-
nary quality of the new Pickering
XV-15/1200E cartridge, the cul-
mination of Pickering's 25 years in
contributing important technolog
ical advances to the manufacture
of magnetic cartridges. We sin
cerely feel that the 1200E is the
furthest advance achievable today
—and perhaps in the foreseeable
future —in stereo cartridge design
and performance. lts exceptional
ability to pick up all the material
recorded at the lightest possible
tracking forces make it totally
unique and superior. This cartridge
is for the sophisticate —one who
possesses components of such su-
perlative quality that the superiority
of the XV-15/1200E is a require-
ment

And all of Pickering’'s exhaustive
testing shows that the 1200E is
superior in the flatness of its fre
quency response and channel
separation in comparison to com
petitive cartridges

SPECIFICATIONS

Frequency Response: 10 Hz to 30 kHz

Channel Separation,
Nominal: 35dB

Tracking Force 3 gram, + Y2 gram,
—Ya gram

Nominal Output: 4.4 my

Stylus Tip: 0.0002” x 0.0007”

Yy

For the world of
DISCRETE 4-CHANNEL-—
UVv-15/2400Q

Designed and engineered
specifically for playback
of discrete recordings.

The introduction of the
discrete 4-channel system

~ required a completely new
QUADRAHEDRAL cartridge that could not
only faithfully reproduce the 20 Hz to
20 kHz AM signals, but also the 30 kHz
FM modulated signals. The result is the
Pickering UV-15/2400Q discrete 4-
channel cartridge, which represents a
new level in the state of the art. It con-
sists of a completely redesigned car-
tridge and a new high performance
stylus assembly, the Quadrahedral™,
which was specially developed for this
application, and features a revolution-
ary new diamond stylus. The UV-15/
2400Q performs in a superior manner
by every measurable test, and is ca-:
pable of satisfying all the technical and
aesthetic requirements for playback of
all the material recorded on both dis-
crete and stereo disks. Moreover, its
stylus is so designed that it not only
perfectly reproduces the music re-
corded, but also reduces record wear

SPECIFICATIONS

Frequency Response?: 10-50,000 Hz
Channel Separation 35db
Tracking Force’: 1-3 grams
Output®: 3.8mv +2dB
Stylus Quadrahedral
Note:

1. Recommended by manufacturer for optimum per-
formance

2 When the cartridge is terminated in the recom
mended load of 100K ohms and 100 PF
Outp! with reference to 55 cm/sec record
velocity

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

(%)

For turther information write Pickering & Co., Inc

‘ @ PICKERING ! Dept. G , 101 Sunnyside Boulevard, Plainview, New York 11803

“for those who can the difference”
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music and musicians
Warren B. Syer CORNELIUS G. BURKE—1903-1973

Edward Greenfield DAVIS MEETS THE DON
Behind the scenes in London

George Marek JOHN PHILIP SOUSA
The March King is still in step in the Seventies

James Felton PUSHBUTTON MUSIC FOR THE PUBLIC
A Philadelphia exhibit offers do-it-yourself electronic composition

S. J. London THE IMPRESARIO
The Garcia—Malibran duo gave America a fiery first look at Italian opera in 1825

John Rockwell THE STRANGE CASE OF THE FOUR-CHANNEL DISC
The big problem in enjoying these much-touted recordings is finding them

audio and video
TOO HOT TO HANDLE

NEWS AND VIEWS
Dolbyized cartridges at last. . .Black composers get a hearing

EQUIPMENT IN THE NEWS

EQUIPMENT REPORTS

Pilot 254 receiver

Bose 1801 power ampilifier

Pickering XV-15/1200E phono cartridge
Akai GXC-46D cassette deck

Lafayette bird call module

Peter E. Sutheim WHAT'S WRONG WITH FM SOUND?
‘our ears may be right when they tell you you're not hearing what you should be

record reviews

Ciifford F. Gilmore THE PASSIONS OF SCHUTZ AND BACH
Six new releases survey the "twin peaks'’ of this antique art

Robert P. Morgan THE STRING QUARTET IS ALIVE AND WELL
Vox’s collection of modern American pieces shows new vigor in an old form

John S. Wilson PRESENTING IVIE ANDERSON
A cool and original jazz singer finally receives her recorded due

CLASSICAL
Pears conducts Weelkes's madrigals

IN BRIEF

LIGHTER SIDE
Waylon Jennings. . .Michael Johnson. . .Miklos Rozsa’s film music

JAZZ
Duke Ellington. . .Eddie Condon. . .Claude Hopkins

R. D. Darreil THE TAPE DECK
The Met/Bernstein Carmen. . .Handelian rejuvenators

American parlor piano music

etc.
LETTERS
What's great Quadriphonic dissent

PRODUCT INFORMATION
An “at home'' shopping service
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Opera arrives.
See page 70.
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Four-channel searcn.
-t See page 75.

Twin peaks.
See page 85.
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Comelius G. Burke—1903-1973

C. G. Burke is dead. | wonder how many of our readers remember the writ-
ings of that unique human being? He laid a kind of foundation for the in-
fant publication HiGH FipeLi1y that will probably remain as long as we
publish.

I shall never forget my first meeting with Cornelius. It was in March of
1953, and | had just joined a staff whose very names (as a devoted reader-
admirer) then struck me with awe. C. G. Burke. however, was the greatest
awe-producer of them all. His scholarly and articulate record reviews of the
classic symphonists leaped forth from HiGH FIDELITY's pages like thunder-
bolts from Olympus and the appearance and demeanor of the man matched
perfectly (at least to this then fledgling staffer) the thrust of his writing.

As our association (we were both members of the early Board of Direc-
tors) and friendship ripened and matured my awe retreated and my respect
advanced. What a man this was! Haughty—but not vain: commanding—but
never cruel; strong of mind and body—but the gentlest of God’s creatures.

His command of the English language was legendary and theé legend was
no myth. His knowledge of the facts of the world was as great as anyone's
I've ever met. | suspect Beethoven commanded his respect more than any
other composer—though he never said that to me. Some of this suspicion is
based on the single most important thing he ever did for HiGH FIDELITY. As
an act of devotion to and belief in this new magazine he wrote. without fee.
the first discography we ever published: a massive critical review of all the
then available LP discs of Beethoven's music. for the Spring 1952 issue.
Number 4 (at that time Higu FIDELITY was a quarterly). Furthermore he
convinced his friend and neighbor, artist Stanley Bate. to create for the
cover of that issue a craggy and powerful drawing of the composer’s head.

I deem that issue, because of Burke's work in it and influence on it. our
turning point from relative obscurity to the beginnings of international rec-
ognition. And in that. and other internal influences. Burke seems to me not
only to have given significant focus to HiGH FIDELITY. but also to have laid
the groundwork for our many imitators.

The warmth with which that first discography was received by our readers
surpassed even our fondest hopes and encouraged us to treat other compos-
ers similarly. Of the Higu FipeLiTy discographies that followed. Burke
wrote only a handful. but his influence loomed large in those by other au-
thors, right down to the most recent Beethoven discography, which
sprawled over nine issues—during 1970-"71—and required the services of
a number of authors. It would. however. be a protound mistake to over-
emphasize the discographic element of his contribution. He was. above all.
an uncompromising enthusiast; and that is the element in his contribution
that we most jealously try to keep alive today.

Cornelius, his wife Janet (who died of cancer some dozen years ago). his
three or so Great Danes. his rambling house in Ghent. New York. are all
parts of that kind of memory that grows rather than dims as the years pass.

All of you who knew him or of him will gricve with me that he has gone.
You who were not touched by him are the poorer.

W B L
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The Technics SA-5400X.
4-amplifier 4-channel
and 4-amplifier 2-channel.

Technics doesn’t force you to choose between
2-channel or 4-channel. We give you both in
one unit. The SA-5400X.

It’s a very impressive 4-channel receiver.
Each of its 4 amplifiers delivers 11 watts RMS,
8¢, each channel driven. And its full discrete
capabilities include jacks for a CD-4 demodu-
lator. Plus jacks for both 4-channel and
2-channel tape sources. And two tape monitor
circuits.

There are also two different matrix decoding
circuits that can handle all the popular matrix
methods.

The SA-5400X is a great 2-channel receiver,
too. Because it has Balanced Transformerless
(BTL) circuitry. Our special way of strapping
the front and rear amplifiers in tandem for
4-amplifier 2-channel. Which more than
doubles the power per channel in stereo.
Producing 25 watts RMS per channel (each
channel driven) at 8.

The amplifiers all have direct-coupled
circuitry which vastly improves their low-

frequency performance and power bandwidth.
And a special phonc-equalizer circuit so you
can use virtually any kind of pheno cartridge
efficiently.

There’s also a very potent FM section that
boasts sensitivity of 2.0u v (IHF). With a 4-pole
MOS FET and IF amplifiers whose ceramic
filters yield 65 dB selectivity.

We knew you’d have a hard time trying to
make up your mind abeut which kind of
receiver to buy. So we put both 2-charnel and
4-channel in one easy-to-afford unit.

The 5A-5400X. The concept is simple. The
execution is precise. The performance is
outstanding. The name is Technics.

200 PARK AVE,, NEW YORK,N.Y. 10017
FOR YOUR NEAREST AUTHORIZED
TECHNICS DEALER, CALL TOLL FREE

800 447-4700. IN ILLINOIS, B0OO 322-4400.
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A TEAC tape deck
isn’t a tape deck.

A TEAC reel-to-reel deck is a
whole’nother thing. It is a creative
tool. A partner in the creative
process itself.

Every member of the TEAC reel-
to-reel family is designed to expand
your imagination and enhance your
creativity. From our classic 2300S with
its reliable 3-motor, 3-head transport
system to our 4-channel 3340S with
its 8-nput jack and Simul-Sync® that lets you overdub, sweeten, echo,
cross-echo and stack tracks —there’s a TEAC in the family whose
creative configuration best suits your particular creative bag.

Our 3300S, a semi-professional 15-77: ips, 102 inch-reel deck, comes
in either 1/4-track or 2-track configuration and has “running splice”
which enables you to record directly from playback.

Our 4300 with cue-out connection jack, two-position level meter and
full reverse circuitry, our 5300 with center capstan drive, DC reel
motors, dual-scale VU meters and plug-in electronic boards, our
5500 with dual-function Dolby* circuitry are examples of TEAC
creative engineering in the service of creative use. And all TEAC
reel-to-reel decks offer complete remote control capability.

Think of your TEAC as an extension of yourself. Then open your
head and explore your personal world of sound.

You'll be surprised at the beauty that’s there.

Or maybe you won’t be.

I¥'s you, it’s you.
TEAC

TEAC 1973
The leader. Always has been. S

* Dolby is a trademark of Dolby [.aboratories, Inc.

TEAC Corporation of America— Headquarters: Dept. A-17, 7733 Telegraph Road, Montebello, California 90640 — TEAC offices in principal cities in the United States, Canada, Europe, Mexico and Japan.
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letters

Must It Be Great?

As a long-time Winthrop Sargeant enthusiast.
1 was glad to see his “Don't Speak Il of the
Great Classics™ (July 1973]. I share many of
the feclings he expressed. but | would like 1o
make a point of friendly rebuttal to his remark
that a critic should champion a neglected com-
poser if that composer is “really great.”

Greatness is of course a catchall term that
suggests many things. including the very desir-
able quality of craftsmanly technique. But too
often it implies music written according 10 an
aesthetic position established in (and no doubt
suited to) another time and place. One illustra-
tion of the possible inappropriateness of the
term is the French composer Erik Satic. who
would no doubt have been horritied to be la-
beled a “great” composer. He was never-
theless a good composer—well worth the atien-
tion of critics and concertgoers. | wonder how
many highly placed critics. misunderstanding
his very different aesthetic, have resisted the
Satie vogue because the music is not “great.”
We all heard quite a lot about greatness a few
years ago in connection with the bicentennial
celebration of a famous composer’s birthday.
It scems to me that the fact that this distin-
guished composer has now been dead almost
150 years ought to suggest there are other
roads to travel in music. Is it impossible. for
cxample, that “modest” music should cver
have its day?

In a healthy and thriving musical climate. |
can’t believe that ancestor worship has much
of a place. I would even argue that philistinism
of a very dangerous sort lurks behind the pro-
longation of the ““greatness™ ethic in this coun-
try. if I am not a great fan of the classics. it
may be because | feel that they usurp a good
deal of attention that could otherwise be di-
rected toward more recent endeavors. The
public looks to the professional confraternity,
including critics. for leadership in such mat-
ters. it is ume for all of us 1o explore new ave-
nues and to revitalize our sometimes anti-
quated and unimaginative programming.

Fred Fisher
Denton. Tex.

Quadriphonic Dissent

Robert C. Marsh's August review of the new
Boulez/Columbia four-channel recording of
Bartok's Concerto for Orchestra raises a fun-
damental question about the philosophv of
recording.

I believe itis a prime responsibility of classi-
cal-music recording to bring to the listener as
accurale a representauon of the composer’s
intentions as is possible. Ideally. in this view,
the recording medium is merely a means to an
end and should not call attention to itselt. To
attempt anything else in recording may be in-
teresting. even enlightening on occasion. but
the product should be clearly labeled and
marketed as something that originated as
much in the mind of the producer (or whom-
ever) as in that of the composer.

It is tragically ironic that as recording tech-
nology has advanced in its ability to reproduce
accurately a given sound. that very ability has
been utilized increasingly to change and even
distort that sound. Thus sterco. when in-

telligently employed. has brought greater real-
ism: but it has also brought more and more
recordings with false balances (false in that
they are electronically—not musically—pro-
duced). “highlighted” instrumental solos.
even recordings of vocal ensembles where one
or more parts are recorded on different occa-
sions. Splicing to correct occasional errors is
perfectly in order: obviously the composer did
not want his work to be heard with wrang
notes. poor ensemble. cte. But a recording put
together nearly note by note is not music buta
laboratory concoction. To present it as a “per-
formance™ 1s traudulent.

Four-channel sound raises these questions
more nsistently. When used to supply con-
cert-hall ambience. the rear channels mayv be
valid. although here too there are problems-
and anyway for many consumers money and
listening-room space are in short supply. But
“surround™ sound is something else cntirely.
Mr. Marsh admits that what is good for Bartok
may not be good for Mozart. Well. the fact is
that both Bartok and Mozart intended their
concert music to be pertormed with the musi-
cians either in front of the audience or sur-
rounded by it—nor surrounding it.

If a contemporary composer writes a piece
with “surround™ recording in mind. that's
fine. Mozartand Bartok did not. Whether thev
would like it is a moot point. We have the
means o give reasonable tacsimiles of what
we know thev meant (even allowing for disa-
greement on questions involving performing
cighteenth-century music for twenticth-cen-
tury ears) and we should do so. If Boulez and
Thomas Shepard want to do something else.
letitbe called " Concerto for Orchestra by Bou-
lez and Shepard based on Bartok.” and let’s
continue to have occasional recordings of
Concerto for Orchestra by Bartok.

Michael Weber
New York. N.y.

In a recent letter titled “Progress™ (Mav 1973]
Don E. Manning correctly chastises those who
would shun quadriphonic sound. light bulbs.
radios. Lizzies. and trips to the moon. How:-
ever | hope he didn’t imply that quadri-
phonics is the ulumate in listening excitemert.
On the contrary. | look torward with great an-
ticipation to eight-channel sound. Just as the
four-channel proponents awoke us to the

Erik Satie—
Was he great or just good?

sound that reaches us from the rear. 1 feel that
we should not overlook the sound that comes
1o us from above. as it does in the concert hall.

Technically the problems are not great. let
alone insuperable. Eight-channel tape is only
a slight variation on eight-track tape. We
would need onlv an eight-channel amplifier
and four additional speakers suspended from
the four corners of the ceiling.

The prospects are heady indeed. Just imag-
in¢ the celestial choir in Fausr announcing
Marguérite’s salvation from on high—or
Romeo in the lower-left-front speaker singing
to Juliet in the upper-right-front!

Until the expected resistance is overcome,
the industry may have-to offer adapters to give
us four channels of derived sound and per-
haps an outboard tour-channel amplifier. And
all of this is years in the offing—long enough to
scll scads of the old-fashioned tour-channel
stufl being turned out now. But the point is:
Why should anyone tight progress? Isn't it un-
American to do that?

Abraham Koltun
Little Neck, N.Y

Mr. Manning scems to think that four-channel
sound is a technological development of un-
precedented importance. Rubbish! As one
who has heard it. | do not think it equal in im-
portance to the development of the LP or
stereo. let alone the electric light. the airplane.
and the automobile. as he would indicate.
How would Mr. Manning feel about elec-
tritying his home. for ¢xample. if he were
taced with three competing systems. each just
marginally compatible with the others?
Quadriphony is no fraud, but neither is it a
revolution. It is a step forward in the develop-
ment of recordings. which is being marketed
prematurely. With the acceleration in tech-
nological progress. unless he has unlimited
funds the consumer cannot afford to commit
himselt wholeheartedly to every change intro-
duced. So tor the ime being | think I'll just sit
this “revolution™ out with my stereo. and oc-
casionally console myself with some damn-
tfool Toscanini or Furtwingler record. Maybe
in a few years I'll be ready to join.
Edwin R. Kammin
Lenox. Mass.

Open-Reel Copycats

After reading “The Curious Case of the Open-
Reel Revival™ [August 1973]. | wish 0 sound
off on open-reel tapes. Besides sound quality.
I think the most important feature of open-
recl tapes is versatility in length. but. to my dis-
gust, the industry has not been giving us this
versatility. For instance. one can have an
equivalent of one LP record on a 5-inch tape
at 7'2 ips. but one can also put a Wagnerian
opera completely on a 7-inch. 2400-foot tape
at 3% ips.

Yet every recel in the catalogue today is an
exact replica of an LP. Morcover. most LP sets
are transferred to more than one 7-inch reel.
Thus the inconvenience of changing records
has become the inconvenience of changing
tapes.

One might argue that some tape producers.
such as Ampex. have no power 1o assemble
music on tape except by direct transfer. Then
how about Angel. Columbia. DG. or RCA?
Each 7-inch reel (1800 feet or longer) should
be recorded more or less to its fullest capacity
with music pertinent to that reel (i.e.. not 4
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ZERO 100c

ZERO 92

True tangent tracking
geometry. Zero 100c
and Zero 92 tonearms.

Garrard introduces

Error
Tonearm

MOCEL 82

MODEL 70

MOOJEL 62

Dist. By British Industries Company, Westbury. New York 11580 © A Div. of Avnet, Inc

Mfg. By Plessey Ltd

its new models.

This season, we have brought out four entirely new
units in the Component Line, and refined the already
famous ZERO 10C, now in its third year of production.
This unique Zero Tracking Error automatic turn-
table, which has earned the overwheiming regard
of the critics, now becomes the ZERO 700c, and
includes further advancements; including a built-in,
automatic record counter . . . making the ZERO 100¢
the finest automatic turntable available at any price.

The Garrard policy of pursuing useful technical
innovations and resisting ‘‘change for the sake of
change,” has paid off handsomely this year. Most
notably, the articulating Zero Tracking Error Tone-
arm, Garrard's revolutionary patented design, has
been incorporated in the ZERO 92, a new model at
lower cost than the ZERO 100c. In addition, three
other models, the 82, 70 and 62 have been intro-
duced. The entire series both in styling and
features, reflect the ZERO 100c design philosophy.

This year, more than ever, there is a Garrard
automatic furntable to suit your specific needs. Your
dealer will help you select the model that will best
compliment your system . . . whether that system
is mono, stereo, 4-channel, matrix or discreet.

ZERO 100c

Two speed Automatic Turntable with articulated
computer-designed Zero Tracking Error
Tonearm. Features: Variable speed *3%;
Illuminated Stroboscope; Built-in automatic
record counter; Magnetic anti-skating control;
Sliding weight stylus force setting; 15° verticai
tracking and cartridge overhang adjustment;
Damped Cueing/Pausing in both directions;
Patented Synchro-Lab Synchronous Motor.
$209.95*

ZERO 92

Three speed Automatic Turntable with articulated
Zero Tracking Error Tonearm. Features: Lever
type anti-skating adjustment; Sliding weight
stylus force setting; 15° vertical tracking

and cartridge overhang adjustments; Cueing;
Pausing control, Damped in both directions;
Patented Synchro-Lab Motor. $169.95*

MODEL 82

Three speed Automatic Turntable with low-mass
extruded aluminum tonearm. Features: Lever
type sliding weight anti-skating adjustment;
Sliding weight stylus force setting; 15° vertical
tracking and cartridge overhang adjustments;
Cueing/Pausing controi, Damped in both direc-
tions; Patented Synchro-Lab Motor. $119.95*

MODEL 70

Three speed Automatic Turntable with low-mass
aluminum tonearm and fully adjustable stylus
pressure setting. Features: Torsion spring
anti-skating control; Cueing/Pausing control;

2 point record support; Patented Synchro-Lab
Motor. $89.95°

MODEL 62

Three speed Automatic Turntable with low-mass
aluminum tonearm, fixed counterweight, and
adjustable stylus pressure. Features: Torsion
spring anti-skating control; Cueing/Pausing
control; 2 point record support; Heavy duty
four-oole Induction Surge Motor. $69.95°*

*Less base and cartridge

GARRARD



potpourri unless it is designed to be one). |
think most open-reel tape collectors want this
sort of thing. What the tape producers need
are consultants who know what consumers
want so that open-reel tapes can be more in-
telligently produced. In the past we had to ac-
ceptwhat was thrust upon us, and many of us
Just stopped buying.

James C. Chang

Cedar Rapids. la

The Audio-Video Editor replies: | agree whole-
heartedly that continuity is what tape is all
about and that present duplication praciices
ofien hamstring this inherent virte of the
medium. However. as the article explained.
since tapes already must sell for more than the
disc product. 1ape duplicators must work hard

10 keep costs down if tapes are to compete. To
this end, they almost invariably seek to reuse
artwork and printed matter developed for the
disc issue. Hence the exact duplication of con-
tenis no matter what the formar. though the
organizaiion of the conienis often does vary
berween formars. Moreover. the indusiry has
found that 3%-ips tupes have u poor sules record.
and past failures argie against future attempts.

The Superiority of Grandeur

Fam grateful to reader Garry Margolis for the
news [“Letters.” July 1973] that the original
all-dialogue version of Song o’ My Heart with
John McCormack has been rediscovered and
is now safe.

The Finer Things In Life

Jaguar XJ-12—one of the finest cars made today. If you want to buy
one, you have to find a Jaguar dealer. They're not on every corner, as
are some car dealers. But when you want the best, you go out of your

way to obtain it.

Fairfax FX-300—recently tested and top rated by one of the leading
consumer reporting magazines among 20 of the most popular
speaker systems in the $85to $120 price range. Not every high fidelity
dealer can sell you a Fairfax FX-300 though. You'il have to visit the dealer
we've selected to carry the Fairfax line. But then, isn't the best worth

going out of your way for?

The FX-300 is a two-way, two-speaker system with a ducted port. It
uses a heavy-duty 10-inch bass driver and a 3-inch wide-dispersion
tweeter. Frequency response is an honest 24 to 20,000 Hz, and power
capacity is 40 watts rms (7 watts min.) into 8 ohms. The cabinet of selected
walnut veneers—we do our own veneering—measures 22 x 14 x 10%

inches and is 1-inch thick on all sides

If we can build the top rated FX-300 for only $109.95, think of what
our other seven models must sound like from $69.95 to our $399.95 Wall
of Sound |. Visit a Fairfax dealer and let your ears judge for themselves.

To find out which dealer in your area has been chosen to carry the
Fairtax line of speakers, call (201) 485-5400 or write
for a full line catalog, Fairfax Industries, Inc.,
900 Passaic Avenue, East Newark, New Jersey 07029,

the SUPERSOUND line ENTXIXS

Made in U.5.A

However I disagree with Mr. Margolis’ con-
clusion that the still-lost 70mm version would
not have a superior soundtrack. He says. “The
track dimensions were exactly the same as
those of 35mm film.” Not so.

Under the personal supervision of William
Fox. Earl L. Sponable. the Fox studios’ chief
research engineer. perfected the 70mm-wide
film process known as Grandeur as early as
the fall of 1927. A trademark was registered
around the beginning of 1928. Not only was
the film double the width of standard 35mm
film. but its soundtrack was 7mm wide. in con-
trast to the 2mm width of standard film. (This
is roughly 0.24 inch as against 0.10 inch.) The
brilliant quality of Grandeur sound was ob-
served by all the trade periodicals of the day
during private screenings and public showings
alike. Readers interested in further informa-
tion might check Cinemarographic Annual.
1930. Vol. |1 and Cameron’s Encyclopedia-
Sound Motion Pictures.

The world premiere of Grandeur took place
on September 17, 1929. at the Gaiety (now
Victoria) Theater on Broadway. with a two-a-
day showing of the William Fox Movietone
Follies of 1929. This film had been seen
months before on standard 35mm film and
was being revived in Grandeur for a special
engagement only. The bill also included views
of Niagara Falls and a special newsreel.

The all-star revue Happy Days came next.
opening at the Roxy on February 13, 1930.
The famous Raoul Walsh western The Big
Trail, with John Wayne. was the third and fi-
nal feature released in this process. However
Song o’ My Hearr and at least portions of other
features were filmed in Grandeur. and numer-
ous Grandeur shorts were shown at Fox the-
aters throughout 1930. There is every reason to
assume that the sound of these was enor-
mously superior to that of standard 35mm
films.

Miles Krueger
New York. N.Y.

Wanted: Hugo Friedhofer

A few months ago | lost approximately half
my record collection in a fire. including many
irreplaceable discs. Now | have urgent need of
some of them.

I'm doing a series of broadcasts for a num-
ber of radio stations. Several are on film com-
posers. and I need tracks from several albums
I no longer have and which are out of print. |
parucularly need three Hugo Friedhofer
scores—Boy on a Dolphin. One-Eyed Jacks.
and The Young Lions. Sadly even Hugo no
longer has these. If anyone out there has them
(or indeed any other of his scores), | would be
most interested in talking to him. Please drop
me a line in care of HigH FIDELITY.

Gene Lees
Toronto. Ont.

Hindemith's Harmonie

In his report on DG's recording of **Pfitzner’s
Metaphysical Palestrina” [“Behind the
Scenes.”™ July 1973). Edward Greenfield
quotes conductor Rafael Kubelik as asking
rhetorically. “Where else do you find an opera
that deals with metaphysics?” The answer is
Paul Hindemith's Die Harmonie der Welt (The
Harmony of the Universe). This monumental
opera—not only metaphysical. but symbolical.
theological. political. and astrological—is most
relevant 1o our present age. for its hero is Jo-

HiGH FIDELITY MAGAZINE



They put arotary engineinacar.
We put a cam shaftin aturntable.

m——

Forthe samereason.

The reason?

To make it quieter, smoother, more reliable.

The basic record changer mechanism—like the
automobile's piston engine—has bezn a fairly reliabl2
device that has served with some sLccess 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
tinest 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. BSR (USA) LTD., BLAUVELT, NEW YORK 10913
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Sony

steadfastly
refuses to let Briinnhilde

overpower Mimi.

Music comes in big, loud, powerful varieties
and in small, weak, delicate types. So. as it
haopens, do FM stations. If you have your
heart set on listening to Mimi on a weak
station, while some powerful, nearby station
on the dial is thundering out Wagner, relax!

Sony receivers are dedicated to the
proposition that the little stations of the world
deserve their fair share of the MHz. And Sony
is possessed of a rare talent for bringing in
the weak sister stations

To bring in the weakest of stations
without intrusion by stronger ones, Sony's
FM frontend includes newly developed junc-
tion FETs in its mixer and RF stages. The iF
section has permanently aligned, solid-state
filtars and a high gain IC limiter for excellent
selectivity and superb capture ratios

And Sony receivers deliver clean,
distortion-free power from low, low bass
(where you need it) right through the highest
frequencies. (We rate amplifier power in
terms of “continuous power output per
channel with both channels driving 8-ohm
loads within the entire audio spectrum’’)
For example, from 20Hz to 20kHz for the
7065, 7055, 6046A and 6036A receivers
Direct coupling means no output coupling
capacitors to get between you and the music

Sony receivers satisfy a wide variety
ot listening needs. Qur STR-7065 (60+ 60W
RMS from 20Hz to 20kHz with less than
0.2% distortion) plucks stations from even
the most crowded dials with its excellent
sensitivity and remarkable 1 dB capture ratio!
You can click in your choice of three speaker
pairs, monitor two tape recorders, dub

directly and mix one or two stereo micro-
phones. Function indicator lights and a
preamp-out/amp-in eonnection are wel
come conveniences. $499 50.*

The 7055 has all the features of the
7065 except mic mixing, function lights
and signal strength meter. A bitless power,
(35+35watts 20Hz to 20kHz with less than
0.2% distortion}, and an exceptional tuner
section. $399.50 *

Our new STR-6046A represents a
new standard in its power output and price
category. Output is 20+20W RMS (20Hz to
20kHz) with THD less than 0.8%. A tuner
section with2.2uV IHF sensitivity, and 1.5dB
capture ratio! Features include mic input
and line mixing facilities, tape monitoring
function indicator lights and choice of two
speaker pairs. $249 50

Qur under $200, STR-6036A is con-:
servatively rated at 15+15W RMS (20Hz to
20kHz). It has all the facilities of the 6046A
except the mic mixing control and function
lights. A remarkable 1.5 dB capture ratio is
a clue to the tuner’s impressive perform-
ance, $199.50.*

An all-around, 4-channel performer,
the SQR-6650-SQ, the other matrix systems
and discrete (with quad tape deck). It fea
tures Double-Stacked Differential circuitry
for extra power in stereo. $329.50.*

The only thing overpowering about
Sory receivers is the value they offer. Hear
them at your Sony dealer. Prices include
walnut finish cabinets. Sony Corporation

of America, 9 West 57th St.
SONY.

New York, New York 10019
* Suggested retail




The three dollar bill.

The stylus shown above is phony. It's represented as a replace-
ment stylus for a Shure cartridge, and although it looks somewhat
authentic, it is, in fact, a shoddy imitation. It can fool the eye, but
the critical ear? Never! The fact is that the Shure Quality Control
Specialists have examined many of these imposters and found
them, at best, to be woefully lacking in uniform performance —and
at worst, to be outright failures that
simply do not perform even to mini-
mal trackability specifications. Re-
member that the performance of
your Shure cartridge depends upon
its patented stylus, so insist on the
real thing. Look for the name SHURE
on the stylus grip (as shown in the
photo, left) and the words, “This
Stereo Dynetic® Stylus is precision
manufactured by Shure Brothers
Inc.” on the box.

Shure Brothers Inc.
222 Hartrey Ave., Evanston, lllinois 60204 g_‘ SIHURRE
InCanada: A. C. Simmonds & Sons Ltd y |

CIRCLE 53 ON READER-SERVICE CARD

14

hannes Kepler. the astronomer who discov-
ered the three planetary laws of motion and
set the movements of the planets to music as
well. and who was one of the turning-point
figures between the Renaissance and the mod-
ern scientific age. Hindemith worked on this
opera for nearly twenty years. and it was pre-
miered in Munich in 1957. If Palestrina de-
serves to be preserved on recordings (and it’s
all the more important considering the rarity
of theatrical performances). so does Die Har-
monie der Welr. Such a recording could go a
long way toward proving Hindemith's great-
ness.

James D'Angelo

New York. N.Y

Discographies—New and Old

My friend Peter Morse has prepared three
new discographies: the vocal music of De-
bussy and Ravel. the Lieder of Richard
Strauss. and the vocal music of Mendelssohn.
Each lists all the recordings ever made of all
the works. Copies are available at $2.00 each.
In addition. eight other discographies are cur-
rently obtainable: readers are invited to write
for a complete listing.

J. F. Weber

1 Jewett Pl

Utica, N.Y. 13501

As an aid in compiling a ten-year supplement
to Braun and Gray's Bibliography of Dis-
cographies. the compilers would appreciate
any information on privately published or un-
published discographies. Works on any sub-
ject are welcome. All citations will be ac-
knowledged

Michael H. Gray

Gerald D. Gibson

Descriptive Cataloguing Division

Library of Congress

Washington. D.C. 20540

Fair Trade

Although | have great admiration for things
British. ! am not the editor of High Fidelit)
News (published by Link House Publications.
London) as your credit line stated for my ar-
ticle [*Cartridges and Cassettes—Should You
Have One or Both?"] in your August issue. but
rather High Fidelity Trade News (St. Regis
Publications. New York).

J. Bryan Sianton

New York. N.Y.

High Fidelity, November 1973, Vol. 23, No. 11. Pub-
lished monthly by Billboard Publications. inc., publisher
of Stereo, Stereo International, Modern Photography.
American Artist. Billboard, Vend. Amusement Business.
Merchandising Week. Music Labo, Photo Weekly
Gift & Tableware Reporter, Record & Tape Retailer
Record Mirror, Discografia Internazionale. World
Radio TV Handbook

High Fidelity/Musicai Americs. Edition published
monthly. Member Audit Bureau of Circulations

Editorlal correspondence should be addressed to The
Editor. High Fidelity, Great Barrington, Mass. 01230
Editorial contributions will be welcomed. Payment for
articles accepted will be arranged prior to publication
Unsollcited manuscripts should be accompanied by
return postage

Subscriptions should be addressed to High Fidelity
2160 Patterson St., Cincinnatl, Ohio 45214. Subscrip-
tion rates: High Fidellty’Musical America: In the U.S.A
andits Possessions. 1 year $14; elsewhere, 1 year $15
National and other editions published monthly: In the
U.S.A. and its Possessions. 1 year $7.95. Subscription
rates. for all other countries available on request

Change of address notices and undelivered copies
(Form 3579) should be addressed to High Fidelity, Sub-
scription Fultillment Dept., P.O. Box 14156. Cincinnatl
Ohio 45214
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Now there’s another.

Nakamichi 1000

used to be the world’s
only 3-head cassette
deck with quality

and performance
comparable to
professional 15 ips.
reel-to-reel machines.

Nakamichi 700

That's right...only two cassette decks available
today parallel the performance and reliability of profes-
sional 15 ips. reel-to-reel machines...and Nakamichi has
them both!

Nakamichi 1000—the world's most expensive cassette
deck—designed for rack mounting, offers instantaneous off-
the-tape monitoring; large peak-level meters; built-in user-
adjustable phase-sensing azimuth alignment beacon for
record head, dual-motor drive system including a DC servo-
motor driving dual capstans and equipped with speed ver-
nier; Tri-Tracer 3-head configuration featuring specially
designed recording and playback heads; two complete

HEARING IS
BELIEVING

NAKAMICHI RESEARCH (U.S.A.) INC.

West Coast Office » 1101 Colorado Ave., Santa Monica, Calif. 30404

noise reduction systems (Dolby B® and DNL); 3-point sound
pickup; peak limiter; instant-acting jam proof device; sole-
noid action feather-touch controls with timing-logic system
—everything you'd expect at $1100.

The surprise is how much of these outstanding features
are shared by the new Nakamichi 700. Like frequency re-
sponse 35-20,000 Hz %= 3 dB; wow & flutter less than 0.10%
(WTD Peak); better than 60 dB signal to noise ratio (WTD
at 3% distortion); total harmonic distortion less than 2.0%
(at 1 KHz, 0 dB). A ot of deck for $690.

For complete infoarmation on these unique Tri-Tracer
3-head Cassette Systems, write. ..

220 Westbury Ave., Carle Place, N.Y. 11514 + (516) 333-5440
Dolby" is a Trade Mark of Dolby Laboratories. Inc



People who are really serious

about their records are the best ones
to ask about turntables.

Most people who decide they want wildest curves ever impressed on a
components turn to a friend who knows record groove, and not leave a trace
something about high fidelity equipment. The tonearms of of its passage.

If fh(la friend is a reader of this magazine, 7 s Pudk 1216 anc) And they know that a Dual will
that's good. And if the friend happens to s perform smoothly, quietly, and reliably
be someone who reviews recordings, nown scientific year after year after year. Despite all the
that's even better. ,";}g‘g,”;fgg,';g';m precision built into it, they know it's

Record reviewers must select their i one turntable that doesn't have to be
equipment with great care, since they must balanced in all handled with undue concern. (Even if the

planes of motion

listen with great care. To such things as

tonearm is locked when play is started, or
the interpretation of the artist. To the Unlike conventional o if the tonearm is restrained in mid-ir
recording and microphone techniques. foped e, i TVY % while cycling no damage will result.)
And fo the quality of the record surface ords at the original o
iself. 150 onel TP If youd like to know more.
Al this is why the professional mgf/t;g;?,'g ;ﬁgfj A few examples of Dual precision
listeners select their turntables so carefully. ,;52‘1 i cslf;%l:"gj engineering are shown in the illustration.
x . adjustment is pro- il But if you would like to know what several
What most serious listeners know. _ vided inthe S
cartridge housing independent test labs say about Dual

Professional listeners know that what we ll send you complete reprints of their

they hear (or don't hear) often depends on n oll Dual models reports. Plus a reprint of an article from a
the turntable. g*g;‘;,;g’fgfgggg the leading music magazine that tells you what
After all, the turntable is the one Pivr?;d"‘é‘y':::fl‘icng to look for in record playing equipment.
component that actually handles records, lance of the Better yet, just visit your franchised

spinning them on a platter and tracking D United Audio dealer and ask for a
their impressionable grooves with the demonstration.

unyielding hardness of a diomond. And For porfect trackin Dual turntables may seem expensive

the professional realizes that much belcpemin each \;gl 4 at first, but not when you consider your
o o e Stereo A4 .
depends on how well all this is done. seporate anh-gkotln% present and future investment in records.
Which is why so many record Cg‘;d'g.*,'f;;fcg?';ﬁ?ﬁfe And now that you know what the

reviewers listen to their records on a Dual. provided on all Duols
And why the readers of the leading music
magazines buy more Duals than any
other quality turntable.

They know that their records
will rotate at precisely the right speed, to
give precisely the right pitch. (If a record
happens to be off pitch a Dual can
compensate for it.)

They know that the Dual tonearm will
let the most sensitive stylus track the

professional listeners know, doesn't it
make sense to own what they own?

Duat 1218

Duat 1229

Dual 1214

United Audio Products, inc., 120 So. Columbus Ave., Mt. Vernon, N.Y. 10553
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Poputar Music

AX 1o Storeo 5t to Hear - and Quadraphonics Too

Now you can enjoy

the best in both musical

worlds —in one colorful magazine:
HIGH FIDELITY/MUSICAL AMERICA.

How to Make Your Record-Playing
Components Compatibie

SUBSCRIPTION ORDER FORM

[] Please enter a one year subscription to HIGH FIDELITY/MUSICAL
AMERICA in my name. I'll receive 12 issues of HIGH FIDELITY, plus
about 32 pages per issue of news and reviews of important musical
happenings throughout the world —concert, opera, etc. —for only $14.

[J Please enter my subscription to HIGH FIDELITY only. | want to take
advantage of your special offer of 15 issues for only $9.47.

[J New Subseription [] Payment enclosed
(] Renewal [ Billme

Name

Address

City = State__ Zip Code

For postage outside U.S.A., Possessions: Add $1.00 for
HIGH FIDELITY/MUSICAL AMERICA subscription (12 months),;
add $2.00 for HIGH FIDELITY subscription (15 months). LI Ima2]

First Class
Permit No. 111
Cincinnati, Ohio

BUSINESS REPLY MAIL

No postage stamp necessary if mailed in the United States

Postage will be paid by —

Reader Service 73
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I bought a Marantz 4 channel

receiver because I refuse to be
stuck with an electronic antique.

Not one to tolerate obso-
lescence (planned or un-
planned), I considered
the stereo vs. 4-channel
P question carefully, then purchased
a Marantz receiver for three compelling reasons.

One. Marantz has Dual Power. This means
you get full power of four discrete amplifiers working
all the time. When youre listening to regular 2-channel
tapes and reccrds you can combine the power of all
four channels into the front speakers. This means
even if youre rot ready to commit yourself to a com-
plete 4-channel system, you can buy Marantz now
and when you get the other two speakers just flip a
switch. You have 4-channel. Meanwhile, you're not
compromising 2-channel because you're getting more
than twice the power for super stereo.

Reason number two. Marantz receivers fea-
ture the exclusive snap-in snap-out adaptability to
any 4-channel matrix decoder. This means that your
Marantz stereo will never be made obsolete
by any future 4-channel technology
because the Marantz snap-in SQ
module is designed to keep up with
the changing state of the art. What's
more, Marantz receivers have
Vari-Matrix— a built-in circuit that
will synthesize 4-channel sound
from any sterec source (including
your stereo records and tapes)
and will also de-
code any matrix
encoded 4
channel disc or
FM broadcast.

vasesavencsO e

1973 Marantz Co..
Available ir da. Price

a subsidiary of Superscope Inc.. P.O. Box 99A, Sun V.

Reason number three. Marantz receivers, from
the Model 4230 up, feature built-in Dolby” " noise
reduction to bring you the quietest FM reception
ever. And you can switch the built-in Dolby into your
tape deck for noise-free. no-hiss recording from any
source. A real Marantz exclusive.

| chose the Marantz Model 4270 because it
suits my needs perfectly. It delivers 140 watts con:
tinuous power with under 0.3% distortion. And it’s
literally loaded with features. However, your require:
ments may be more modest than mine. In which case
you can own the Marantz Model 4220 which delivers
40 watts with Dual Power. Or you can go all the way
and get the Marantz Model 4300 with 200 watts. It is
the verv best. Choose from five Marantz 4-channel
receivers from $299 to $899.95.

The point to remember is this — whichever
model Marantz 4-channel receiver you do buy, you
can buy it today without worrying about its being
obsolete tomorrow. Look over the Marantz line of
superb quality receivers, compo-
nents and speaker systems at
your Marantz dealer. You'll find
him listed in the Yellow Pages.
Think forward. Think Marantz.

|l L 1 T3 2=V Y\ VA
We sound better.

anevewanmate

“$Q is a trademark of Columbia
Broadcasting System. Inc

‘™

Srvencrcnnnag

ey. Cahf. 91352 In Europe: Superscope Europe, S A. Brussels. Belgi
0 nce without notice. Co t the Yello st Marantz dealer. Send for free cata
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HERE’S
THEY'RE SAYING ABOUT
“THE BEST
TURNTABLE
IN THE WORLD”:

From the critics...

“A silent giant that’s built to last — probably forever” “The feel of precision machinery ... rumble was
Stereo & Hi Fi Times inaudible”

HiFi St B s Guid
“No acoustic feedback even directly in front of CPLECreO el i

loudspeakers” Hirsch-Houck Laboratories “Absolutely no speed error at either 33%3 or 45 rpm”’
Stereo Review Magazine High Fidelity Magazine
“Builttolast. .. gives great results” “The turntable suspension is almost impervious to
FM Guide jarring or bumping” Audio Magazine

From the public. ..

“I'm giad | bought it”’, E.G., Lowell, Mass. * “It has no fauits”, 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.}., Ft. Knox, Ky. * “Best reputation among people who
know” F.A., Sarasota, Fla.*"'Far out”, J.W., Milwaukee, Wisc.e'‘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 e

Sound Desigr. Mfd. USA. |
)

Emmhﬁc Conp.1055 Stewart Avenue, Garden City, New York 11530 |z
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behind the
SCenes

Colin Davis Meets the Don

LONDON

“If you lay down rules, you incarcerate
yourself in a prison!” said Colin Davis
adamantly between tight lips. He was
laying down the law-—or rather not lay-
ing it down—during sessions at Brent
Town Hall for his latest Philips opera
recording, Mozart's Don Giovanni. The
subject was the endlessly tricky one of
appoggiaturas, and Davis—with more
earnest intensity than I have ever heard
from him--poured out his doctrine of
freedom for the performer. a search for
the truth. Each instance must be exam-
ined for itself alone. Automatically ap-
plying the decision in one instance to the
next leads to imprisonment, he argued.

His lecture was directed. in the in-
timacy of the control room, at a baffled-
looking Stuart Burrows. who had just
contributed with golden tone to Ot-
tavio’s Act | duet with Donna Anna
(Martina Arroyo). On the phrase
“Anima mia, consolati! Fa core!” Bur-
rows had made the not unreasonable
point that the cadential phrases should
be treated alike. only to be greeted with
this declaration of faith. Davis argued
passionately that an intensifying appog-
giatura on “Anima mia” weakens the ef-
fect of an appoggiatura on “Fa core.”
which is where you want the music to
concentrate 1ts emotion.

Such a tiny detail. pursued relent-
lessly, was typical of the Davis approach
1o what he regards as the most dramatic
of all Mozart operas. What was not typi-
<al in this intense interlude in the pro-
ceedings was the absence of a smile.
Through every trial Davis is. as a rule.

22

the man who keeps spirits up. quietly
helped by one of the shrewdest produc-
ers in the industry, Erik Smith.

The Philips team was spared one trial:
The Covent Garden orchestra had just
played a series of Don Giovannis with
Davis, and their confidence and stylish-
ness reflected the live performances.
Davis' rehearsing was full of sung illus-
trations. I suggested that he could win a
voice contest for conductors, but he tact-
fully reminded me of a newcomer to the
podium named Dietrich Fischer
Dieskau (whose forthcoming recording
with the New Philharmonia of Schu-
bert’s  Unfinished—highly individual.
with phrases you can almost hear him
singing—I was recently able to sample on
EMI's master tape).

I was lucky in the Don Giovanni ses-
sion | attended, for all eight principals
were taking part. The great quartet “Non
1i fidar” was the musical climax of the
day. with Ingvar Wixell (the Don) and
Kin Te Kanawa (Elvira) joining Arroyo
and Burrows. In casting the opera Philips
has had a shrewd look at the vocal suc-
cesses of Davis® Figaro recording: Wixell
switches from the Count to the Don,
Wladimiro Ganzarolli from Figaro to
Leporello. Mirella Freni from Susanna
to Zerlina. Richard Van Allan (Masetto)
and Luigi Roni (the Commendatore)
complete the cast. Only Burrows is from
the Covent Garden cast, but most Lon-
don critics would agree that that s all to
the good.

Don Giovanni is Davis’ third Mozart
opera recording (following /domeneo
and Figaro). Next in line, according lo
current plans. 1s Cosi fun tutte (also on
Georg Solti’s calendar for Decca/Lon-
don), to be followed eventually by a

Magic Fluie. The Don Giovanni will face
new competition from EMI, which has a
recording in the works with the English
Chamber Orchestra under Daniel
Barenboim. with Roger Soyer in the title
role.

Sutherland Settles a Score. | was lucky
too in my choice of sessions for Decca/
London’s second recording of Bellini’s /
Puritani, with Joan Sutherland, Luciano
Pavarotti, Nicolai Ghiaurov, and the
London Symphony under Richard Bon-
ynge. Sutherland and Bonynge agree
that of all her recordings the one that
most needed replacing is the decade-old
Puritani. This time the text will be really
complete, which means some twenty ad-
ditional minutes of music. (Puritani fans
face a dilemma: ABC is also recording
the opera—with Beverly Sills, Nicolai
Gedda. Louis Quilico, Paul Plishka, and
the New Philharmonia under Julius Ru-
del)

I arrived just as Sutherland, imper-
sonating the distraught heroine, was pro-
ducing her most headily beautiful tone
as she approached from afar for “Qui la
voce.” As she always finds, each take of
such an item is a formidable emotional
strain. She prefers to do a couple of com-
plete performances and leave it at that,
but this time for various technical rea-
sons there were several stops and starts.

It was striking how even taking up in
the middle of a cadenza Sutherland was
immediately “switched on,” with no
pause before full intensity arrived. As
ever she was constantly making faces of
dissatisfaction with herself and would
sometimes add complicated arm maneu-
vers—with no effect on the apparent ease
of the coloratura display.

At the climax of the first take of the
cabaletta “Vien dilerto.”” which had gone
marvelously well unul then, she hit the
top note momentarily sharp. In a live
performance she would have adjusted at
once, but knowing that this would never
do for a recording she simply let her feel-
ings go and turned the offending note
into a scream that would have done
credit to a Marx Brothers farce. Next
time it was perfect. and at the end of the
session Sutherland. still making faces of
self-disapproval, suddenly skipped
round and faced Bonynge. “What's for
supper?” she asked, jutting her jaw ag-
gressively.

My other Puritani session was just as
fascinating, for it included the brilliant
showpiece “Son vergin vezzosa.” in
which the heroine has a pop-style
backup group composed of the other
principals. With five singers on stage the
introductory recitative and the necessary
movements brought complications.
Pavarotti would duck carefully when he
passed in front of the singing Sutherland.
but it was hard to avoid making the
Kingsway Hall stage creak.
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For those content to settle

for mere greatness in
an automatic.

We'll b= the first to admit it There is a more advanced auto-
matic turntable than our Miracord 760. it's our own Miracord
50H Mark |, and & costs abouz $35 mere.

But to call th= Miracord 460 “second best” is to call a
Bentley “just anotaer car. ’

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

They kegin with ELAC's unique push-button control sys-
tem that ta<es thejolt and jar (howeverslight) out of operation,
and permits enjoyment of ELAC's remarkable versatility with
nary a thought about record damage zaused by shake, rattle
and roll.

Andthe 760tracks with dead accuracy at as low as Y2 gram
stylus pressure (even when the turntable isn't on a level sur-
face). Stylus force is app ied et the pivot, in grams, by adjust-
inga calibrated scale. Ant -skafling force is similarly adjustable,
with equal precision.

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

The family resemblance contin-
ues right on down to tha twelve- 4
inch, one-piece di2-cast turntable 4
platter, dvnamically ba‘anced 4 -

Y J sesco@ovoee
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for s mooth, steady perfarmance and sgeed that never veries.

The difference? It's in the motor. The 7€0 has a spezially-
designed spectacular y consistent asynchronous motcy. lIts
speed accuracy is virtually unsurpassec in the eudio field.

Z«cept, perhaps, o» the 50H Mark |. At $35 more.

Zearly, if the ultimat= in fidelity s what interests you,
you'~e bound to wind up witn an ELAC. The only question is
whether you want me-e gr=atness. Or a little bit more.

~or some assistance in making the decis on, may we send
you literature on the =rtirs ZLAC line? It may simplify your
choize when you visit yaur ELAC deale- to h=ar these re mark-
able automatics in acticn.

A word of caution. All of our turntables are handcrafted.
Becavse it's the only way to ensure the kinc of precision that
ELAC stands for. This means neither the 760 nor the 50H
Marx Il may be readily aveilable at your corner audio dealer’s.
Frar kly, we'd rather be great than easy to get. If you find your-
self having to shop around for our turn-ables, take comfort in
this obvious fact: you don't find a Rolls Royce cealer on =very
correr, Because greatn=ss can’t be mass orcduced.

E1L AC Division, Benjamin Electronic Sound Company,
Farm ngdale, N.Y. 11735. A division cf Instrument Systems
Corporation.

MIRACORD 760

2004p” %,
*
Mgy ",

ELAL| You can’t rush eraftsmanship.
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TDK’s ED has more of what
audiophiles want...

TDK EXTRA DYNAMIC (ED)

Competitor A

Compelitor B

extra dynamic performance

If you're an audiophile you know what you want —the best
cassette there is. That's why you'll insist on TDK’s top-of-
the-line EXTRA DYNAMIC (ED). Once you discover ED’s
superior total performance, you won't settle for anything less
than the cassette with more of everything.

EXTRA DYNAMIC offers audiophiles an entirely new dimen-
sion in cassette recording fidelity. Its performance charac-
teristics—shown above on TDK’s Circle of Tape Performance
(see opposite page) — are better balanced and superior to
those of any other cassette now on the market, including the
two competitive so-called “hi-fi”’ cassettes also shown.

A 4
AT DK
iy

TDOK ELLECTRONICS CORP.
755 Eastgate Boulevard., Garden City. New York 11530

ED's superior total performance results from use of TDK's
exclusive new “Stagnetite”® (stabilized magnetite) coating
plus a special binder and proprietary techniques. ED cas-
settes have the industry’s highest MOL (maximum output
level), broader dynamic range, extended frequency response,
higher signal-to-noise ratio and other characteristics for
incomparably fresh, rich and full-bodied sound on any re-
corder, without need for special bias.

Ask your dealer for TDK EXTRA DYNAMIC cassettes when
nothing but the very best total performance will do. Once
you try ED, you'll wonder why you ever used anything else.

TDK's EXTRA DYNAMIC (ED), SUPER DYNAMIC (SD) and DYNAMIC (D) cassettes are available in
45, 60, 90, 120 (SD & D) and even 180-minute (D only) lengths, TDK KROM (KR) chromium-dioxide
cassettes are available in 60 and 90-minute lengths. At quality sound shops and other fine stores.



more about

TDK’s circle of tape performance

-..-a whole new way to evaluate tape

Atape’s ability to provide “‘real-life” sound reproduc-
tion depends not only on its MOL (maximum output
level) values end the familiar frequency response
characteristics. but also on the value and proper
balance of a number of other properties. TDK has
arranged the twelve most important tape character-
istics on their exclusive CIRCLE of TAPE PERFORM-
ANCE diagramrs, shown below. Each of the radii
represents one of the twelve factors, and the outer
circle represents the ideal, well-balanced character-

istics of a “perfect” tape. The closer the charac-
teristics of any cassette tape approach those of the
ideal (the larger and more regular the pattern),
the better the sound reproduction capabilities of the
cassette. The goal is to reach the outer circle.
Compare TDK's well-balanced characteristics with
those of the two leading so-called “hi-fi"’ competitive
cassettes and a typical conventional tape. Judge for
yourself which provides the best characteristics for
true high fidelity performance.

EXTRA DYNAMIC

for the discriminating audiophile, an
entirely new dimension in cassette re-
cording fidelity. Vastly superior to any
other cassette, with unmatched per-
formance on any deck. 45, 60 and 90-
minute lengths.

1-MOL @ 333Hz

2-Sensitivity @ 333Hz
3-Sensitivity @ 8kHz

5-MOL @ 8kHz
6-Erasability

SUPER DYNAMIC

turned the cassette into a true high-
fidelity medium. Qutstandingly clear,
crisp, delicate reproduction of the com-
plex characteristics of ‘‘real-life”

sound. 45, 60, 90 and 120-minute
lengths.
4-Sensitivity @ 12.5kHz 7-Bias Noise

8-Print-Through
9-Modulation Noise

DYNAMIC

excellent hi-fidelity at moderate prices,
with well-balanced performance char-
acteristics superior to most “premium”’
cassettes. 45, 60, 90, 120 and 180-
minute lengths — the world’s only 3-
hour cassette.

10-Output Uniformity
11-Uniformity of Sensitivity
12-Bias Range

Competitor A ® CompetitorB 5 Typical ®
@ —T @ ® @ Conventional g
/ Cassette
@, ® ©) ® 0)
/
@{ +—® @ ¢ ® @[ ®
@ ® ® @

©

®

ED’S EXCLUSIVE NEW “STAGNETITE® COATING

TDK EXTRA DYNAMIC is the world’s only tape with a
magnetic coating of ‘‘Stagnetite”. The coating con-
sists of microscopically fine particles of stabilized
magnetite in a special binder. Magnetite is a material
with magnetic properties which make it ideal as a
recording medium. except that in its natural state it is not
sufficiently stable. TDK discovered a way to permanently
stabilize magnetite particles; the result (Stagnetite) is a
perfect coating material for magnetic recording tape,
contributing to ED’s unrivaled ‘“‘real-life” sound repro-
duction capabilities.

THE IMPORTANCE OF HIGH MOL

TDK’s EXTRA DYNAMIC tape has the highest MOL values
of any cassettes on the market today. MOL means max-
imum output level, and is perhaps the most important
single characteristic of a recording tape. MOL is the out-
put signal level resulting from an input signal which pro-
duces 5% distortion in the output. A tape with high MOL
can be recorded at higher input levels without audible
distortion on playback. High MOL lets you faithfully re-
produce all the complex transient phenomena, subtle
overtones and important harmonics that give the original
sound its natural warmth, richness, depth and feeling.
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Listen for ten days free...
Discover for yourself why

the Karl Bohm recording of

MOZART'S
SIX GREATEST
SYMPHONIES

has won three

major awards!

Then keepit if you wish, for less than HALF the regular price!




Let Deutsche Grammophon's famous triple award-winning
recording of Mozarts Six Greatest Symphonies introduce you to
a totally new concept in listening enjoyment!

ONLY THE WORLD'S GREATEST MUSIC...
ONLY IN AWARD-WINNING RECORDINGS !

Buy just the records you wish—after you hear them at home free!

BEAUTIFUL
AND MAGNIFICENT
BEYOND COMPARE...
THE SUPREME
SYMPHONIC MASTERPIECES
OF MUSIC'S
GREATEST NATURAL
GENIUS!

Symphony No. 41, “Jupiter”
Symphony No. 40 in G minor
Symphony No. 39 in E-flat
Symphony No. 38, “Prague”
Symphony No. 36, “’Linz”
Symptony No. 35, “Haf fner”
Extra! Symphony No. 32

Wolfgang Amadeus Mozart—divinely gitted beyond
any other musiciar who ever lived! And into his six
greatest symphonies he poured a multitude of his most
astonishingly beaufiful, incredibly moving inspirations!

Now vou are invited to hear these miraculous works
in their finest recorcing . .. interpreted with extraordinary
empathy by Karl Bohm, world-tamous conductor
played to pertectior by the fabulous Berlin Philharmonic
Orchestra. .. capturad with unsurpassed stereo realism
by Deutsche Gramrmophon's brilliant audio engineers!
So outstanding is tais recording that it has won Hiree of
the music world's most eagerly sought honors: the Grand
Prix International du Disque, Edison Award and
Deutsche Schallpfatten Prize!

Because Mozart's Six Greatest Symphonies, by Karl
Bohm, has met with almost unprecedented acclaim, it
has been chosen tw introduce you to the Great Awards
Collection, a totally new concept in home listening, You
may enjoy all six rasterpieces, on three superb-quality,
imported records, tor ten days absolutely free. Then keep
them, if you wish for less than /ulf the manutacturer's
suggested list price! Simply mail the postpaid card today.
Six spel.binding symphonies:
melodic . .. tender . .. powerful

Listeners new to the classics love Mozart at first hear-
ing for his simplioty, charm and unforgettable melodies.
Listeners already ramiliar with these symphonies never
stop discovering new subtleties, new joys. Mozart stands

Imported from Deutsche Grammo-
hon for superior sound quali?’!
ompare these with almost any do-

mestic record. You'll be amazed at

their silent surfaces...freedom from
defects...crisp, natural stereo fidelity!

Send no money now —
just mail coupon today!
Listen free for ten days.

Then save more than 50% off
ar price if you decide
to keep Mozart’s Six
Greatest Symphonies!

NovEMmBIR 1973

unequalled for his tluent, effortless transitions between
moods .. . exhilarating drama, rapturous lyricism,
poignance beyand words, imresistible gayety . .. all in the
span of a single, mastertully architected symphony.

You listen spellbound, from the powerful opening
statement ot the Haffrier Symphony . . . through the warm
and colorful Linz . .. to the scintillating finale of the Prague
Then you are utterly overwhelmed by Mozart’s last three
symphonies, the passionate No. 39, tempestuous No. 40,
and—its closing fugue leaving you breathless with ex-
citement—the mighty Jupiter! (You also receive the brief
but delightful Symphony No. 32)) Of all the great com-
posers, it is Mezart, in his deep humanity, who inspires
the most aftection!

What a wondertul library, with Mozart's Six Greatest
Symphonies as a comerstone, the Great Awards Collec-
tion helps you build for yourself and your family! For
this is the only organization that offers you exclusively
those recordings that have won major intemational
awards! Distinguished jurors each year select, out of
many hundreds ot classical releases, a “golden few”
adjudged the very finest for music, interpretation, per-
tormance and sound-quality.

Collect award-winning albums!
Save through half-price bonus offer!

Every montnly selection you receive from us —for your
free ten-day audition—is chosen from among those
“golden few.” Without charge or obligation, vou wiil
thrill to the favorite concert music of three centuries, in its
most honored performances, by top orchestras like the
Boston Symphony, Concertgebouw Orchestra of Amster-
dam, London Symphony, | Musici .. . under Herbert von
Karajan, Colin Davis, Rafael Kubelik and other cele-
brated conductors. .. featuring such exciting soloists as
Sviatoslav Richter, Dietrich Fischer-Dieskau, Claudio
Arrau, Montserrat Caballé and Mstislav Rostropovich.
Famous awards won by these recordings include Grand
Prix Intemational du Disque... Deutsche Schallplatten
Prize... Academie National du Disgue Lyrique...
Edison Award...Pnx Mondial du Disque...Record
Academy Pnze of Japan.. Grand Prix National du
Disque .. . Grand DPrix des Discophiles ... and Grand
Premio del Misco Ondas.

Each monta you will be shipped the latest selection to
audition. Then either return it, or keep it at our special
members’ price, always below suggested list price. And
save even more under this half-price bonus plan: for every
record you buy at members’ price, choose another one, if

Special Introductory Offer

MOZART'S
SIX GREATEST
SYMPHONIES s

OFFER limited to US. Citv
ard its possessions

Name

(Please Prnt)

you wish, at 50% off members’ price, from a generous list
of award-winners and other citically acclaimed LPs!
You m.ay cancel your membership privileges at any time.
How many records are you committing yourself to
buy when you retum the coupon below? Nore at all!
Even vour introductory set of Afozart's Six Greatest Sym-
plionies comes to you on approval. Audition it free for ten
days, then either retum it—or keep it for only $9.95
for all three records, plus a small postage/ handling charge
(and sales tax where required).
Here at last is the ideal way to acquire, in easy stages,
a connoisseur’s record library without wasting a penny
on disappointing purchases. You listen at home to every
awarc-winning selection before deciding whether to buy
it! Please act today! Begin your money-saving, no-obliga-
tion membership in the Great Awards Collection by
mailing the postpaid card for your free trial, with pur-
chase optional at less than half-price, of Mozarts Six
Greatest Symplionies— a recording tor the ages!
Seven ways the Great Awards Collection
help:. you enjoy fine music more than ever!
1. Greatest music by the immortal composers
2. A major award-winning recording chosen every montn
3. Superior imported 1.Ps —silent surfaces.
4. Free ten-day trials of all selections.
5. No obligation to buy —keep only the records you want.
6. Bigsavings through Half-Price Bonus Plan.
7. Sensational introductory offer. Mail card today/
Mail this coupon if card is missing

CHF=5

Great Awards Collection - 333 North Michigan Avenue - Chicago, lllinois 60601

Please send, for my free audution, the triple award-winning recording ot
Mozart's Six Greatest Symphonivs by Karl Bohm. 1 may retum it after ten days
and owe nothing, or keep it and pay only $9.95 for all three Deutsche
Grammophon records (plus a small postage/handling ch
where required) — a better-than-50% discount off suggest
alsc receive a free ten-day audition each month of another award-winning
recording of great ncusic. For every one of these records 1 buy at your
members’ price (ahwvays below suggested retail), | may also choose one
record at half that price from your spedial list. [ am not obligated to buy any
minimum number of records. I may cancel my membership at any time.

e, and sales tax
list price! | will

State Zip
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Previn's Prokofiev. It was again at
Kingsway Hall a few days later, again
with the LSO, that I attended sessions
for along-needed complete recording of
Prokofiev’s ballet Romeo and Julier. En-
couraged by the success of their recent
complete Nurcracker, EMI has chosen
the Prokofiev as a follow-up for André
Previn and the LSO. Producer Chris-
topher Bishop originally thought that the
fifty-two numbers in this absolutely
complete version would require some-
thing like twelve sessions. In fact the
schedule was cut down to eight, and
Previn and the orchestra—always chal-
lenged by a tight schedule—completed
everything with half a session to spare.
I can bear witness that at the sixth ses-
sion things could not have been happier,
the orchestra roaring with laughter at ev-
ery excuse but settling down to crisp,
brisk takes that required very little edit-
ing. Previn, who has since taken a few
days off to recover from exhaustion, was
leaping about with all the energy in the
world. It always fascinates me to see
Previn during performance giving little
indications of thank you to individual
players after they have negotiated partic-
ularly tricky passages. He even managed
a nod of hello to me in the middle of a
take, when he noticed that I had arrived
at the back of the hall. (As with the Puri-
tani drought, so with Romeo: Aflter years
of neglect, the complete score has now
also been recorded by Lorin Maazel and

the Cleveland Orchestra for Decca/Lon-
don, and a Soviet Melodiya stereo
recording by Rozhdestvensky has found
its way to Western Europe.)

Stokowski's ‘‘New World.”" Peter
Munves, RCA’s classical chief, was in
London for an important international
repertory meeting with RCA a & r men
from all over the world, and he ook the
opportunity to drop in for one of the two
sessions that Leopold Stokowski was de-
voling to a new Dvofak New World Sym-
phony with the New Philharmonia. This
is Stokowski’s first record in many years
for his original record company, and
Munves plans to celebrate by including
with the new version Stokowski’s classic
Philadelphia version made in the
Twenties, long available on Victor 78s as
album number M 1

To save the maestro’s energy on a hot
summer afternoon, when everyone
might have been forgiven for feeling
limp, RCA had rigged up speakers in the
auditorium of the Walthamstow Assem-
bly Rooms so that he wouldn’t have to
walk to the control room to monitor
playbacks. The ninety-one-year-old got
so involved in the replays that he in-
stinctively gave cues again, reliving all
the climactic moments. At first he
seemed too frail to cope, but that impres-
sion was dispelled when he clapped his
hands and snapped out a sharp “to-
gether!” with all the acuteness of a con-

ductor half his age. RCA plans a series of
new records with Stokowski, most in
conjunction with concerts or broadcasts.

Barenboim's Beethoven. Deutsche
Grammophon’s plans to record Beetho-
ven's Triple Concerto with Daniel
Barenboim, Pinchas Zukerman, and Jac-
queline du Pré, and the English Cham-
ber Orchestra were foiled when Ms. Du
Pré’s tendon trouble failed to clear up in
time. It was inspiration to have Baren-
boim conduct from the keyboard in an
even less known Beethoven concerto, the
composer’'s own piano version of the
Violin Concerto. The wonder was that
with a flexible style that challenged the
orchestra (playing without benefit of a
separate conductor) Barenboim made
the work sound far less stiff than usual—a
genuine piano concerto.

Producer Giinther Breest was con-
cerned about getting the best possible pi-
ano lone, as Barenboim insists on facing
the orchestra at the keyboard with the pi-
ano lid removed. In the end, with
amazingly rich string tone in the warm
acoustic of Brent Town Hall, everyone
was happy, and as ever Barenboim com-
pleted everything with a minimum of de-
lay. “Is there going to be a separate ses-
sion for the cadenza?” asked a member
of the orchestra. “Yes,™ Barenboim re-
plied, adding with heavy irony, “We’ll
have to have two sessions for that!”

EpbwARD GREENFIELD

The Beomaster 4000

One part of a system developed to reproduce sound as itis.

The Beomaster 4000 is a quality receiver created
for the exceptionally critical listener. The result of
an uncompromising program of research and engi-
neering, it offers utter simplicity of operation and
the functional elegance of understated design

Consider some of its features: A highly sensitive
FM tuner which allows up to six stations to be pre-
set with electronic accuracy. Ambiophonic circuitry
which uses two additional speakers to recreate

important spatial and acoustical information
present in the original performance area. A con-
tinuous power output of 60 watts per channel into
4-ohm speakers and 40 watts per channel into
8-ohm speakers. Levels of distortion below 0.1% at
rated output.

A fine instrument for the reproduction of music, the
Beomaster 4000 warrants the serious evaluation of
all those who want quality to be an important part
of their lifestyle.

Bang & Olufsen

Excellence in engineering —Elegance in design
Two traditions from Denmark

Bang & Olufsen, 2271 Devon Avenue, Etk Grove Village, lllinois 60007
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KLH is well into its second decade of manufacturing
extraordinary high performance loudspeakers that don't
cost an extraordinary amount of money. We've kept
costs down by making every loudspeaker ourselves. And by
selling a staggering number of them

In short, we ve had a lot of practice.
And that’s perfect for you

For now you can own a pair of our new Model
Thirty-Ore loudspeakers for just $89.95F. Think of it.

Two superb sounding full-range loudspeakers at a price
you might consider fait for just one! A pair of Thirty-Ones
deliver a truly inordinate amount of sound for their
modest size. You can drive them to big listening levels

with virtually any decent amplifier or receiver. They're
handsome, featuring a new sculptured acoustically trans-
parent foam grille. Rugged. And best of all, incredibly
inexpensive. With the money you save, you might even
trade-up to a better turntable or receiver, perhaps
even get info quadraphonic sound. The Thirty-Ones can
help make it happen. A pair is at your KLH dealer now.
Listen to them soon. We'rz sure you'll agree that no one
has ever offered you a berter value in sound.
And we've had a lot of practice.

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

What
does it take to
make an important new
loudspeaker and
sell it for
$8995
apair?

Practice.
A whole lot of practice!

11

ML

:

]
|

Ki{H RESEARCH AND DEVELOPMENT CORP

30 Cross St

Combridge. Mass. 02139

tSuggested retoil prices—slightly higher in the South and West
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I understand that you can buy counterfeit
copies of name-brand loudspeakers, but
that the quality is not equal to the originals.
Is there anything to this?—David Weiss,
Worcester, Mass.

Unfortunately, yes. We know of one case
where faulty Brand X enclosures were
bought up, fitted with surplus drivers to
give the appearance (if not the sound) of
the original product, and sold through
other than X’s authorized dealers. But the
copies” were quickly removed from the
market when Brand X discovered how its
name was being (mis)used. However you
may be thinking of legitimately manufac-
tured models that bear a curious resem-
blance to such successful and distinctive-
looking speaker systems as the Bose and
AR’'s LST. This “coincidence’ seems to be
growing more common recently. While
some of the similarities may be traced sim-
ply to the adopting by one manufacturer of
a design feature that has worked well for
another, some models do indeed seem per-
ilously close copies of others. In such a sit-
uation the copying manufacturer will not
use the name of the other, however; and
the newer product, however similar to the
original, cannot fairly be called a “'counter-
feit.”

In your May 1973 issue you listed the war-
ranty policies of many component manu-
tacturers, but omitted that for the BSR/
Metrotec Graphic Stereo Frequency
Equalizer. This warranty states that the
unit is guaranteed for two years “against
all defects in material and workmanship.”
However the owner must pay shipping to
the factory and $5.00 ““to cover cost of han-
dling and postage.’ Since it cost me $1.50
for shipping and insurance one way, this
means that the owner has to pay shipping
both ways and an additional $3.50 under
the terms of this so-called ‘‘guarantee.” |
might also add that it took seven weeks to
have my unit returned; also, no notification
was sent me that the factory received the
unit, until | wrote a follow-up letter. —W.
Rothstein, Baltimore, Md.

We must admit that in these terms the war-
ranty doesn't appear very attractive. But
this is not a typical component, and per-
haps Metrotec is justified in its approach.
Certainly $3.50 is not going to cover the
overhead involved in handling the unit at
the factory—let alone the time-and-mate-
rials cost of repairing it. On more complex
and expensive units, with a higher inherent
dollar profit, the manufacturer not only can
afford to absorb this overhead but feels
some obligation to see that repairs are
made correctly—to protect his equipment’s
reputation, if nothing else. The Metrotec
equalizer, being essentially very simple
and therefore easy to repair, might just as
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too hot
to handle

well be serviced locally as sent to the fac-
tory. Apparently Metrotec has chosen to
discourage warranty claims in order to
keep costs—and therefore price—low.
Even so, we can't help wondering whether
you could have had the repair done in Balti-
more for $6.50, though surely it would have
taken less than seven weeks.

You have convinced me that | should try
out the Dolby open reels now on the mar-
ket. | should be able to refer to the classi-
cal review section and quickly determine
which recordings are available in this
form, but you are omitting this information.
In tuture, can’t you use the open-reel sym-
bol with a “D”" so that | can pick them out
and not have to hunt back through three or
four issues looking for the review once a
Dolby tape comes to light?—Anthony F.
Harber, Wainut Creek, Calif.
Unfortunately, no. At the time the reviews
are prepared—from the disc—there often is
no available information on the tape issues.
When that happens we not only have no
way of telling which tape issues will be
Dolby processed, we can't even tell
whether a given recording will be issued on
tape at all. So if we held up our reviews
waiting for the tape processors to give us
complete information we would never get
some of them into print. We'd suggest that,
instead, you make a note of any particularly
attractive recordings from companies that
supply Ampex with masters (since Ampex
is the only processor presently supplying
Dolby-processed open-reel issues aside
from the quadriphonic recordings on Van-
guard tapes) and then keep an eye peeled
for the tape issue.

The information I've read In magazines
about the JVC CD-4 discrete-quadri-
phonic discs seems to contradict the
phrase on RCA’s record jackets to the ef-
fect that Its Quadradiscs are playable on
present stereo equipment, Since | don’t
plan to buy either a new phono cartridge or
a demodaulator in the near future, should |
assume that | can play the Quadradiscs
now in stereo without damaging the ul-
trasonic carrier? My turntable is a Garrard
SL-75 and my pickup Is an Emplire SE/
X999.—Dan Pitney, Plttsburgh, Pa.

All studies that we've examined seem to in-
dicate that you can—and, in fact, that you
could even if you were using less expen-
sive (and less gentie) playback equipment.
But when you cite what you've read **about
the JVC CD-4 discs” rather than what
you've read about the (nominally identical)
Quadradiscs you seem to put your finger
on the source of the apparent contradic-
tion. When the technology of these discs
was still under development, it was known
by JVC's original designation. In later

stages of development, RCA got into the
act and coined the term Quadradisc. Early
estimates of developmental samples did
seem to indicate fragility, in normal stereo
play, of the ultrasonic carrier. The studies
we mentioned were made with the final
production pressings from RCA.

| have tried to stay with good cassette
tapes (Sony, Memorex, TDK, 3M, Hitachl,
Panasonic, and BASF) for my Panasonic
RS-272US and would like to do more with
the C-120s. But they drag on the first few
numbers as a rule, so | stick with C-90s. Is
this an inherent fault of the cassettes, or of
my recorder?—Donald G. Gaedy, St.
Cloud, Minn.

In a sense, of both. The tape in C-120s
being thinner than thatin the smaller sizes,
it also is limper and therefore more diffi-
cult to control. This puts a premium on the
degree to which all mechanical factors in-
volved—in both the cassette and the
recorder—balance each other. Change
one factor (say, the friction within the cas-
sette) and you might have to adjust another
(perhaps the hub torque in the deck) to
compensate. We use many different cas-
sette types in evaluating cassette decks
and rarely have a problem. C-120s have im-
proved and today usually work fine, but we
have had more problems with them than
with the shorter sizes in recent months.
Their misbehaviors, when they occur,
seem to have little to do with the over-all
quality of either the deck or the cassette as
long as the quality level of both is reason-
ably high.

| am looking for a digital clock that Instead
of giving power to a built-in AM/FM radlo
would turn a component system on and offt.
Can you help?—James Andrick, Toronto,
Canada.

Some clock radios have a switched acces-
sory outlet that can be used to startan elec-
tric appliance automatically, but we can't
cite any specific digital models. Assuming
the wattage rating of this output is high
enough (it should be) you could drive your
component system from it. Be careful that
any motor-driven components, like a turn-
table or tape recorder, do not have to be
left in gear while waiting for the timer to
turn them on, which a good many can't.
Yamaha makes one quadriphonic receiver
(CS-70R, about $370) with a built-in digital
timer-clock. And with several tape-equip-
ment manufacturers now offering decks
that can be timer-operated even for record-
ing, future components may include more
timer-equipped models.

I’'m planning to put a 7-inch open-reel tape
transport into my car. The preamp and
power amp wiil be driven by 12-volt DC.
But what can | do about heating the trunk
(where the equipment will be installed) in
the winter and about the deck’s AC drive
motor? Where can | get a remote control?
will tape motion be unstable when | take
curves? Also | will need to locate a cheap
transport, but it will have to be talrly rug-
ged.—Harvey Shear, West Hartford, Conn.
It seems to us that your questions answer
themselves: All things considered, you're
much better off to scrap the open-reel idea
and buy a cassette or cartridge unit specifi-
cally engineered for automobile use.
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The 400 millisecond miracle.

Most people
seem to take for
granted the
smooth, effort-
less way in which a Revox works.

And that is as it should be.

For a great deal of time, effort and
sophisticated engineering have gone
into translating extremely complex
function into lightning quick, respon-
sive operation.

For example, when you press the
play button of a Revox, you set in mo-
tion a sequence of events that take
place with the precision of a rocket
launching.

[t begins with a gold plated contact
strip that moves to close two sections
of the transport control circuit board.

Instantaneously, the logic is checked
for permissibility. If acceptable, a
relay is activated.

Within 15 milliseconds, power is
supplied to the pinch roller solenoid,
the brake solenoid, the back tension
motor, a second relay and, at the same
time, the photocell is checked for the
presence of tape. If present, Relay
One selZ-holds.

Elapsed time, 25 milliseconds.

At 30 milliseconds, Relay Two
closes and puts accelerating tension

on the take-up motor.

The logic checks are now complete
and power is available to actuate all
necessary functions.

From 30 milliseconds to 300 milli-
seconds, mechanical inertia is being
overcome and the motors and sole-
noids are settling down.

By 300 milliseconds, the brakes have
been released, the pinch roller is in
contact with the capstan shaft, the
tape lifter retracted, the playback mut-
ing removed and the motors have
come up to operating speed.

At 350 milliseconds power is cut off
from Relay Two, which changes over
to another set of contacts, releasing
the accelerating tension on the take-up
motor and completing a circuit
through Relay One that, in turn,
restores normal tension to the
take-up motor.

Total elapsed time, 400 milliseconds.
The Revox is now in the play mode.

And it's all happened in a fraction of
the time it takes to read this sentence.

The 400 milli- Y &
.

second miracle.
More proof that 4
Revox delivers 4
what all the rest
only promise.

Revox Corporation 155 Michael Drive. Syosset. N.Y. 11791, Calif.- 3637 Cahuenga Blvd. West. Hollywood 90068
England: C.E. Hammond & Co.. Lid., Lamb House, Chiswick. London W4 ZPB. Available in Canada.
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news and
Views

And Now It's Dolby B
In Eight-Track Cartridges

Probably our biggest “‘why-don’t-they** file of reader
correspondence in recent months has concerned the
possible application of Dolby-B noise reduction to the
admittedly noisy eight-track cartridge tape format. All
we could say in reply until recently was that Ampex was
rumored to be investigating this area and that some
hardware companies (notably 3M’s Wollensak group
and Craig) were expressing interest.

Then came news that EMI would be issuing Dolby-en-
coded eight-track cartridges in England—though as far
as we know no British equipment manufacturers offer
the Dolby circuit built into a cartridge player. Almost im-
mediately thereafter Columbia‘'s Pierre Bourdain an-
nounced that beginning with a group of August re-
leases, all new Columbia eight-tracks—stereo and
quadriphonic—would be Dolby encoded, just as its cas-
settes have been for some time. And Ampex finally ad-
mits that it is **seriously considering” the use of Dolby
noise reduction in its cartridges.

Black Composers Get
R Hearing on Columbia

in the middle of July CBS/Records Group president
Goddard Lieberson announced a new series of record-
ings featuring the concert works of black composers,
undertaken pursuant to an agreement between Colum-
bia Records and the Afro-American Music Opportuni-
ties Association. Four records of the *‘at least twelve"”
planned will be issued next January. Most of the com-
posers represented in this initial list will be unknown to
the average American record buyer: Chevalier de Saint
George, Clarence Cameron White, George Theophilus
Walter, and Roque Codero. Three names should al-
ready have a familiar ring, however: those of William
Grant Still, Samuel Coleridge-Taylor, and Ulysses Kay.
Judging by the titles invoived (and as yet we have little
else to judge by, black composers having been poorly
represented in concert halls in the past) the content will

be more ambitious than one might expect insuch a proj-
ect. No Scott Joplin, no orchestrated spirituals; instead
there are two symphonies, a string quartet, a sym-
phonie concertante, and two concertos, plus some less
generic titles.

A Catalogue for Build-it-Yourselfers

Our article on constructing your own loudspeaker sys-
tems (June 1973) has brought a number of reader let-
ters asking about companies that offer unmounted driv-
ers for use in scratch-built systems. Most of the
companies that are well known in that context (Altec,
E-V, JBL, Jensen, University, Utah, etc.) were men-
tioned in the article and have been offering both drivers
and complete systems for years. One important com-
pany that is less well known to the average reader be-
cause it offered no systems until recently is CTS Corpo-
ration.

CTS of Paducah, as it used to be called, makes a
broad line of drivers—many of which find their way into
systems offered under weli-known brand names—and
claims to be the *world’'s number one speaker manu-
facturer.”” And it's now offering a free eight-page cata-
logue of drivers.

CIRCLE 146 ON READER-SERVICE CARD

3M’s Simplification Simplified

Scotch recording tape, as all open-reel recordists
should know by now, no longer comes in the “stand-
ard" lengths—1,200-ft. (running some 64 minutes max-
imum per pass at 3% ips), or 1,800-ft. (96 minutes), and
so on—but in R-60, R-90, and similar sizes. In choosing
the new designations, 3M has tried to bring open-reel
length designations into line with the relatively simple
cassette nomenclature.

Unfortunately, open reels aren't as simply cate-
gorized. The R-60 designation is intended to specify a
reel that will hold sixty minutes, "recording both direc-
tions at 7% ips,'’ according to 3M. But it also means a
quarter-track mono recording running to 120 minutes,
or a half-track stereo tape holding only thirty minutes at
that 7% ips. Still the new designations look to us as
though they should be helpful once we get used to
them.

There's one more catch, however. An R-60 designa-
tion, for example, doesn't in itself specify reel size; with
standard tape it would be a 7-inch reel; with double-play
it would be a 5-incher. We think it might make things a

A Note for Wordwatchers

Orthographers—like ornithologists—will go to great
lengths in pursuing a specimen of interest; in our indus-
try they are still atwitter over those coined for four-chan-
nel sound. We originally chose *‘quadriphonics’ (used
from September 1969, explained in January 1971)
and—despite its mixed Latin and Greek roots—find it the
least bothersome of the specimens we’ve sighted. But
we were chicken; when the majority of the industry

seemed to have accepted quadraphonics’” we went
along, preferring to put our emphasis on ready under-
standability rather than purity of style. Now the Institute
of High Fidelity has officially backed our original spell-
ing, and effective with this issue we revert to it. The nick-
name "‘quad’’ is, incidentally, presently being pursued
through judiciary thickets; Acoustical Manufacturing of
England insists that it infringes the company’s regis-
tered tradename ‘“Quad‘’—as in electrostatics—and a
judgment from a Washington, D.C. court is awaited at
this writing.
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3 g00d reasons for owning the AR3 4

The AR-3a is the best hcme speaker system that we . .. the best speaker trequency response
know how to make. And professional audio critics curve we have ever measured using our
and musicians agree that it is probably the best present test set-up . . . virtually perfect
speaker system you could own. It has the lowest dispersion at all frequencies . . . AR
distortion, the widest and flattest frequency _ Speakers set new standards for low
response and broad dispersion. No matter what distortion, low-frequency reproduction,

and in our view have never been
surpassed in this respect.
STEREO REVIEW

kind of music you favor, or what form you
prefer for playing it. . .if you
want to clearly hear what the
composer, the musicians, and
the engineers put on the
recording you will be

satisfied and thrilled with

the fidelity of the AR-3¢

In addition to the 12" bass
frequency driver with which AR
introduced the acoustic
suspension system to home
music listeners, the AR-3a was
the first speaker syster to use two
miniature hemispherical dome
drivers for mid-range and high
frequencies. For detailed
specifications, please write.

measured an extremely smooth
frequency response from 30Hz. to
17kHz. Its overall distortion was
extremely low . . . in our opinijon,
one of the two finest speakers
systems available today.’
CONSUMER GUIDE

‘The harmonic distortion at bass
frequencies was outstandingly low
.. the high-frequency dispersion
is the widest of any speaker we have
tested . . . a new high standard of
performance at what must be

considered a bargain price.
AUDIO

AR

Acoustc Resewch

A TELEDYNE COMPANY

Acoustic Research, Inc., 10 American Drive, Norwood, Mass. 02145
CIRCLE 1 ON READER-SERVICE CARD
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The breathtaking sound of an AR-1500

The Heathkit AR-1500 Stereo Receiver — you'll hardly believe your ears

One of the most universally praised AM/FM raceivers
on the market — and in kit-form! That way we can give
you the kind of circuitry a knowledgeable engineer would
design for himself for no more than you would day for
someone else’s ordinary receiver.

Conservatively rated, the AR-1500 puts out 18C watts,
90 per channel, into 8 ohms, with fess than 0.2% inter-
mod distortion, less than 0.25% harmonic cistortian. Two
computer-designed five-pole LC filters and the imoaroved
4-gang 6-tuned front end combine for an =M selectivity
better than S0 dB, 1.8 uV sensitivity. And here arte some
things the specs won't show you. There are outputs for
two separate speaker systems, two sets of headpnones,
biamplification, and oscilloscope monitoring cf FM.
Standard inputs — all with individual level controls. Elec-
tronically monitored overload circuitry. There are even
two dual-gate MOSFETS, one J-FET and a 12-pole LC
filter In the AM section for super sound there!

But don't let the astounding performance throw you.
You can build yourself an AR-1500 even if you hava never
built an electronic kit before. Parts are packaged in con-

veriient sub-packs, so you assemble one circuit board at
a time without confusion. And there's no second guess-
ing the Heathkit Assembly Manual. Every step is ex-
plained and illustrated. Plus there are extensive charts
showing voltage and resistance measurements in key
circuits as they should appear on the built-in test metes.
You fully check-out your work as you go! Of course, all
this special circuitry stays with the receiver so you can
periorm service checks over the life of the component.

The AR-1500 is simply the best receiver we have ever
offered. And at the low kit-form price, it's an incredibia
value for the audiophile who demands excellence. Build
it, listen to It, and you'll believe it.

Kit AR-1500, less cabinet, 53 Ibs., mailable ....379.95*
ARA-1500-1, walnut cabinet, 8 Ibs., mailable . ...24.957

Attention: U.S. Military Personnel in W. Germany:
All Heathkit products and catalogs are available at
your nearest Audio Club.

SPECIFICATIONS

AR-1500 SPECIFICATIONS — TUNER — FM SECTION (Monoahonic): Tunicg
Range: 88 to 108 MHz. Intermediate Frequency (IF): 10.7 MHz. Frequen-
¢y Response: =1 dB, 20 to 15,000 Hz. Antenna: Balanced input for ex-
ternal 300 ohm antenna, 75 ohm antenna input may be used between
either FM antenna terminal and ground. Sensitivity: 1.8 uV.* Volume Sen-
sitivity: Below measureable level. Selectivity: 90 dB.” Image Rejection:
100 dB." IF Rejection: 100 dB.* Capture Ratio: 1.5 dB.* AM Sumpres-
sion: 50 dB.* Harmonic Distortion: 0.5% or less. Intermodulation Bistor-
tion: 0.1% or Jess. Hum and Noise: 60 dB8.* Spurious Rejection: 100
dB.* FM SECTION {Stereophonic): Channel Separation: 40 dB or greater
at midfrequencies; 35 dB at 50 Hz; 25 dB at 10 kHz; 2G db at 15 kHz.
frequency Response: *1 d8 from 20 to 15,000 Hz. Harmonic ®istor-
tion: 0.5% at 1000 Hz with 100% modutation. 19 kkz and 28 kHz
Suppression: 55 dB or greater. SCA Suppression: 55 dB. AM SECTION:
Tuning Range: 535 to 1620 kHz. intermediate Frequency (IF): 455
kHz. Sensitivity: 50 uv with external input; 300 uV per meter with
radiated input. Selectivity: 20 dB at 10 kHz; 60 dB8 at 20 kH:. AM
Antenna: Built-in rod type; connections for external antenra and
ground on rear chassis apron, Image Refection: 70 dB at €00 kHz; 50 dB
at 1400 kHz, IF Rejection: 70 dB at 1000 kHz. Harmonic Distortion: Less
than 2%.* Hum and Neise: 40 db.* AMPLIFIER — Dynamic Power Qutput
per Channel (Music Power Rating): 90 watts (8 ohm load)*; 120 watts (4
ohm toad); 50 watts (16 ohm load). Continugus Power Output per Zhan-
nel: 60 watts (8 ohm foad)*; 100 watts (4 ohm load); 40 watts (1€ ohm

load). Power Bandwsdth fob Consiant .25% Total Harmonic Distortion:
Less tran 8 Hz to areater than 30 kHz.* Frequency Response (1 watt
level): ~1 dB, 7 Hz to 8O kHz; —3 dB, Jess than 5 Hz to 120 kHz. Har-
monic Jistortion: Less than 0.25% for 20 Hz to 20 kHz at 60 watts out-
put; leus than 0.1% at 1000 Hz with 1 watt output. Intermodulation Dis-
tortion: Less than 0.1% with 60 watts output, using 60 and 6,000 H2
mixed 3:1; less than 0.1% at 1 watt output, Damping Factar: Greater
than 60. fnput Sensitivity: Phono, 1.8 millivoits; Tape, 140 millivolts;
Aux, 140 millivolts; Tape Mon, 140 mitlivolts. Input Overload: Phono,
145 miflivolts; Tape, greater than 10 volts; Aux, greater than 10 volts;
Tape Mon, greater than 10 voits. Hum & Noise: Phono (10 millivolt refer-
ence), —75 dB. Volume control in minimum position. —90 dB referred
to rated output. Channel Separation: Phono, 55 dB; Tape and Aux, 55 dB
or grealer. Output Impedance (each chanmel): 4 ohm through 16 ohms.
Tape Output Impedance: Approximately 50 ohms, Input Impedance: Pho-
no, 49 & ohm (RIAA®* Equalized); Aux, Tape and Tape Mon, 100 k ohms.
Tape Output: Tape or Aux inputs, 1 volt output with 0.2 volt input.
GENERAL — Accessory AC Outlet Sockets: Two. One switched and one
unswitcned (240 watts maximum). Power Requirements: 120 of 240 volts
50/60 hz AC. 40 watts idling (zero output) and 356 watts at full output
with no-lead on accessory outlets. Dimensions: Overall — 182" W x S¥"
H x 13%s” D.

*Rated IHF (Iastitute of High Fidelity) Standards,

+eRated RIAA (Record Industry Association of America).
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HEATH COMPANY, Depi. 8-11 [ e ]
Benton Harbor, Michigan 49022 Schiumberger
[ Pleese send FREE Heathkit Catalog.

OEnclosedis$——___, plus shipping.
Pleasesendmodel

Name
Address

City _____ State________ Zip
*Mail order prices; F.O.B. factory. HF-277
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little clearer if the designations would read 7R-60 and
5R-60 respectively. Then they would be so unequivocal
that we would hope other manufacturers would adopt
them, as they have the standard cassette designations.
And how about an 8T-90 type designation for a 90-min-
ute blank eight-track cartridge, as a simplification of
3M's current S-8TR-907?

Projections of Things to Come

Just as Advent’s VideoBeam (N&V, June 1972) is finally
offered for sale, we're hearing more about another,
older projection television system that is claimed to
deliver an image whose size and impact can make ‘‘the
tube' look like a postage stamp. The Swiss-made units,
one of which was featured (in Las Vegas) on Jerry
Lewis' Labor Day telethon, are sold here (by Conrac,
under the Eidophor name) at something between
$50,000 and $150,000—a bit high for the average con-
sumer, to be sure. Prices for home-size systems may
never come within range, but the operating principle is
an interesting one

Eidophor uses xenon lamps as the light source and
claims brightness levels eight to ten times those of other

projection systems. The heart of the projector is a con-
cave reflector with a thin coating of oil. An electron
beam like that in a conventional picture tube scans the
reflector; the electrical charge that it deposits on the oil
distorts its surtace, the distortion varying from point to
point with the intensity of the beam. As the light from the
xenon lamp reflects from the oil-coated surface, its
brightness is altered by the distortion. A lens system
then focuses the light onto a viewing screen. For a color
image three of these reflector assemblies (one for each
primary color) are used.

Something for DXers

For those hobbyists interested in distant listening (or
DXing) with FM equipment, the Worldwide TV-FM DX
Association ofters a free brochure of basic information
on DX signal propagation. The brochure discusses the
weather conditions favorable to DXing in those VHF and
UHF bands where FM and TV stations are found and
outlines the functions of the WTFDA. It may be obtained
by mailing a self-addressed stamped envelope to
WTFDA, Box 163, Deerfield, llt. 60015

equipment in the
news

A power amplifier from BGW

Behind the sleek, unfussy brushed-satin silver front panel of BGW
Systems’ new Mode! 500R is a power amplifier said to deliver 200
continuous watts per channel into 8 ohms with both channels
driven. The unit has the company's ‘‘crow bar’ circuitry that dis-
charges all stored energy in the power supply and turns the unit off
in case of dangerous electrical surges or failure of output transis-
tors. The price is $685.
CIRCLE 147 ON READER-SERVICE CARD

BIC's Venturi speakers

The Formula Six is the top of the new Venturi line (which also in-
cludes the Formula Four and Formula Two) of speakers from British
Industries Co. BIC says the Formula Six, with its 12-inch woofer, a
midrange consisting of a 5-inch cone speaker and two horn drivers,
and two dome tweeters, can handle 125 watts per channel with an
effective response from 20 Hz to 23 kHz. All speakers in the line have
removable front grilles of reticulated foam in a choice of colors. For-
mula Six price: $239. Base is optional.
CIRCLE 148 ON READER-SERVICE CARD
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*Suggested retall price.

KLH has always made a lot of very good loud-
speakers. Now we make a lot of very good receiv-
ers, too. And like our loudspeakers, our receivers
deliver an inordinate amount of performence at o
very modest price. For instance our new Model
Fifty-Five is an AM/FM stereo receiver with power,
dependability and every feature you could pos-
sibly want—all for $199.95.* Team it with our nifty
Model Thirty-Two loudspeakers and our rew auto-
matic turntable made especially for us by Garrard
{includes base, dust cover, Pickering cartridge and
diamond needle) and you've got a super sys-

tem for just about $300! Cr step up to a pair of
Sixes with the Model Fifty-Two. Or match a pair of
Seventeens with the Model Fifty-One. Or simply mix
and match them anyway they sound best to you.
It's fun. It's easy. And it recdlly daesn't cost a whole
lot of money. So why settle for sameone else's “bar-
gain” system, when you can get the best for less?
Complete KLH .component music systems. At your
KLH dealer now.

For more information on KLH components, write
to KLH Research and Development Corporation,
30 Cross Street, Cambridge, Mass. 02139.

for as Iltﬂeycsls $300.

e |

KLH RESEARCH AND DEVELOPMENT CORP.
30 Crass St., Cambridge, Mass. 02139
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Multi-sync in $550 Dokorder quad deck

Among the many features to be found on Dokorder's Model 7140
tape deck are four-channel record and playback, multi-sync, sound-
on-sound, sound-with-sound, electronic echo, tape/source moni-
toring, four large VU meters, and bias switch. The two-speed (7%2
and 3% ips) deck has three heads (erase, record, and playback) and
three motors—two high-torque, eddy-current motors for fast tape
wind and a hysteresis synchronous-drive motor. Price: $549.95.
CIRCLE 143 ON READER-SERVICE CARD

Hartley devi tect k . Yy ’
artiey device protects speakers ey ms:’ﬁg.
To protect speakers from overloads, Hartiey Products Corp. has in- 1 i
troduced the Hartley Speaker Sentry. Using a closed-loop feedback g "
circuit, the device automatically reduces the input signal to the am- - ‘ * tom f ‘ "
plifier if the power reaching the speaker exceeds a preset level be- ' 100 ' 180
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tween 1 and 100 watts. Price: $35.

L
CIRCLE 150 ON READER-SERVICE CARD © I

Sennheiser offers top-of-the-line headphone

The HD-424 is the new top-of-the-line headphone model from Senn-
heiser Electronic Corp. The unit features the company's 'open-aire’’
design said to increase wearing comfort by eliminating the need for
airtight seals on the ear cups. The ear cups also have foam cush-
ions, and a removable cushion is also provided on the headband.
Sennheiser rates the HD-424's impedance at 2,000 ohms. Price:
$69.95.
CIRCLE 151 ON READER-SERVICE CARD

New Leak receiver from Ercona

The Delta 75 stereo FM/AM receiver from the British firm H. J. Leak
s now available in this country through Ercona Corp. The phono,
tape, and headphone inputs are located on the front panel, and the
unit can receive long-wave AM programs as well as standard AM
and FM. Ercona rates the set for 150 watts per channel (continuous
power) into 8 ohms with both channels driven, and its frequency re-
sponse is said to be within 3dB from 12.5 Hz to 50 kHz. Price is $595.

CIRCLE 152 ON READER-SERVICE CARD

Jensen unveils its Model 15 speaker

To increase tlexibility in speaker placement, Jensen Sound Labora-
tories has used a rubbed walnut finish on the back as well as the
sides ot its new Model 15 four-way, five-driver loudspeaker system
The top is a washable simulated slate, and the front grille has a
sculptured styling. Inside are a 15-inch woofer, an 8-inch midrange
driver, a 5-inch rear-damped tweeter, and two of Jensen's Sono-
dome ultratweeters. The company recommends that the Model 15
be used with a minimum amplifier power of 10 watts and says it can
handie up to 100 watts. It costs $396
CIRCLE 153 ON READER-SERVICE CARD
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Now BIC VENTURI puts to rest

some of the fables, fairytales, folklore,
hearsay and humbug
about 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
of bass energy at the
BIC VENTURI coupled
duct as much as 140
times that normally
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.

v
-

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

NOVEMBER 1973

BICONEX ™horn

angle dispersion in one plare.
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 dispetsion, equally
in all planes.

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

It can't,if itsdesign 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”ordanger
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.

Humbug

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.

CIRCLE 66 ON READER-SERVICE CARD

A svsu'm forevery
requirement

FORMULA 2. The most sensitive,
highest power handling speaker system
of its size {19%x12x1114)"" 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:25x13Y% 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: 26%4 x15% x 143" $239 each.

Sturdily constructed enclosures are
finished in genuine oiled walnut veneer.
Removable grilles in choice of 7 colors.
Optional bases for floor standing place-
ment. Write for brochure HF-11.

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

BRITISH INDUSTRIES Co., Inc.
Westbury, New York 11590.

A division of Avnet, Inc.,

MIMN Canada: C.W. Pointon, Ont.

BlC VENTURI
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What makes Evolution One sound so good are all
the speakers which are supposed to sound so much better.

Some honest talk about
a new speaker and its non-
revolutionary advances.

Is the world ready for a non-
revolutionary speaker?

We think the serious lstener
might be. Behind the develop-
ment of Evolution One is the
same philosophy that has made
Sherwood a leading name in
receivers.

We've deliberately not sought the
sensational oreakthroughs.

We put the emphasis on refining
technology which currently
exists. Refining, perfecting,
evolving the state of the art.

Our design engineer.

Great design only comes frcm
great designers.

Which is why our Dirsctor of
Loudspeaker Desigr and
Research, Charles L. McShane,
is an important factor in the
development of this new speaker.
He has spent over twenty years *
in research and design of
loudspeakers. With the top
manufacturers in the indust-y.
His design credits irclude some
of the best selling acoustic-
suspension speakers now on the
market (several are considered
standards of the industry).

Equally important, he believes,
as Sherwood always has, in
design simplicity.

No tricks. No gimmicks.

You will find Evolution One s the
essence of simplicity.

A two-way loudspeaker system
utiliz ng a 10-inch woofer and a
1.3-inch tweeter. lt is ar acoustic
suspension design.

While the design is funcamentally
simple the execution irvolves a
variety of techniques which
cumulatively produce a
remarkable sound.

Just how good is it?

You'll be surprised. Especially
when you pit it against speakers
three and four times higher

in price. §

It has an extraordinary wide
rance. Low distortion at all
frequencies. Wide dispersion.
And uniform flat response.

In fact its low frequency output
and distortion are better than any
speaker system we know of for
home use.

The Wooler.

A 10" unit utilizing a low density
cone pulp and polyurethane
surround—both complstely air
sealed by using exclusive

chem cal treatments and produc-
tion techniques which do not
affect the sound (a rarz achieve-
ment, the result of long years of
“cLtznd try” experience).

Specifically, the wocfer's 3 dB
down point is 34 Hz and distor-
tion at that frequency with a
10-watt input is about 2%.

Its ‘'ow frequency resanance (in
the cabinet) is 40 to 44 Hz.
Response is plus or minus 1Y2 dB
from 40 to 1300 Hz. It rolis-off

3 dB at 1400 Hz (the cross

over ooint).

The Tweeter.

The Evolution tweeter because of
its tiny physical size car be
considered omnidirectional over
mcst of its operating range.- This
cha~acteristic preserves the
corect ratio of direct-tc-
r=flectec energy.

In addition, the tweeter can be
extended down to 1300 Hz
without distortion.

Response is plus or mirus

1%2 d3 from 1500 to 20.000 Hz.
its 3 dB down point is 1400 Hz
(the point of cross overj.

A two-position (“FLAT' and

-3 dB’"i switch on the >ack of
the speeker varies the high
frequency energy to aczom-

moc ete different room acoustics.

The one revolutionary feature.

W2 nave priced the Evolution
One speaker at under $100.
When you hear how it sounds,
vcu | know why we think that it
offers the outstanding
oerfcrmance-per-dollar we're
farmcus for.

Wnie us for complete informa-
tior, and the list of selected
Evclution One loudspeaker
dezlers.

Snerwcod Electronic Laboratories
roudspeaker Division

4300 N. California

Cricago, Hllinois 60618 ¢

evolution one

Another best buy from Sherwood
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The new
ADC-XT 10.

If you believe, as we do, that
the ultimate test of any speaker is
its ability to produce a true audible
analog of the electrical signal fed
to it, you'll be very impressed with
the new XT 10.

The XT 10 is a two way, three
driver, system employing a newly
developed ten inch, acoustic sus-
pension woofer with an extremely
rigid, light weight cone and a
specially treated surround that
permit exceptionally linear
excursions.

Matching the XT 10’s out-
standing low frequency perfor-
mance are two wide dispersion
tweeters that extend flat frequency
response to the limits of audibility
(see accompanying frequency
response curve) and significantly
improve power handling capacity.

All three drivers are mounted
in a beautifully finished, non-
resonant, walnut enclosure. And
in place of the conventional grille
cloth is an elegant new foam
grille.

An extraordinarily accurate
transducer, the XT 10 is charac-
terized by very flat frequency

g °q9 response, excellent high frequency
It dOCS pYQCISely What ltS tOkl- dispersion and extremely low
distortion. Finally, it is distin-
guished by outstanding transient
response assuring exceptional
clanty and definition.

As aresult, the ADC-XT 10
rivals and in many instances, sur-
passes the performance of units
costing several times as much.

But why not experience for
yourself what a truly well behaved
] 1] speaker sounds like. Audition the
Frequency response (in anechoic room). XT 10 at pLE ADC dealer now.

. “.\ \ For more detailed information
J\l

reiquency response: 37Hz fo POK * 3dB

Dynamics Corporation, Pickett

on the ADC-XT 10 write: Audio
(R District Road, New Milford,

Conn. 06776.
il =~ Y AudioDynamics
‘\r/?rrt‘\?atl)ll;rsc;:g:lggoxzz\;t%?ongzﬁérios?ggzl generator above Corporatlon

and speaker below demonstrate superior transient response.
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Bose’s Behemoth Amplifier Challenges Some Truisms

The Equipment: Bose 1801, a stereo power amplifier
(for use with separate preamp-control unit). Dimen-
sions: 18 by 7' by 18'% inches. Price: $986 with monitor
display feature consisting of meters and light-emitting
diode (LED) array, $799 without display. Manufacturer:
Bose Corp., 100 The Mountain Rd., Framingham, Mass.
01701.

Comment: Those familiar with Bose loucspeakers
(Model 901, HF test reports, August 1968, Model 501,
September 1971) know that the Bose philosophy of
audio product design is fairly unorthodox and at the
same time linked to some very successful results. The
subject of both disagreement and imitation, the Bose
approach has attracted a wide following here and
abroad, and the company has grown rapidly in a few
years.

From time to time Bose has indicated a desire to offer
a suitable amplifier to drive power-hungry speaker sys-
tems (its own and others). That amplitier—tne 1801—
has arrived. It stands as one of today's most powerful
and "'best listening" superamplifiers, capable of pro-
digious output with great stability and reliability. It does
all that Bose claims for it, and can be recommended for
use in the highest-quality sound systems—hcme or stu-
dio—and to drive any type of loudspeaker including
electrostatics.

It is a monster of a product, though, and we urge that
the buyer read with more than usual care the instruction
manual supplied with it. Aside from the well-taken cau-
tion about having a friend help you litt it—it weighs 82
pounds—pay special attention to such matters as the
gauge of wire to use for hooking up speakers, and the
recommendations for speaker fuses—matters that are
important, actually, to ali high-powered amplifiers (or
receivers) despite an apparent and inexplicable lack of
coverage in most other high fidelity equipment man-
uals.

The 1801 is offered in two versions, the costlier one
containing an elaborate visual display of amplifier
power readings. Both versions have the following: five
front-panel control knobs for power off/on, left-channel
gain, input selector, right-channel gain, and speaker

Equipmeni reports are based on laboratory measurements and controlied listar
are obtained by CBS Laboratories, Stamtord. Connecticut. a division of Columbia Broadcasting System Inc
research organizations The choice of equipment to be tested rests with the editors of HIGH FICELITY Manutaclurers are not permitted to read
reports in advance of publication. and no report, or port

REPORT POLICY

selector. On units equipped with the visual display, the
power switch also se.ects different types of display. in-
puts and outputs are located at the rear. There are two
stereo pairs of inputs per channel—phone jacks (not
phono jacks) requiring the use of standard %-inch
diameter phone plugs. Cables with suitable plugs are
supplied with the amplifier. The “‘main’* and "remote"’
speaker outputs are pinding posts that accept stripped
leads or banana plugs (or both at once, for driving two
pairs of stereo speakers simultaneously, assuming the
total load does not come to tower than 4 ohms). Note
that although there is no "‘both'' position on the speaker
selector (it was omitted deliberately to minimize the
danger of inadvertertly running at a load of less than 4
ohms since at 2 ohms a current-limiting action occurs),
you can drive two stereo pairs of speakers whose total
load does not go below 4 ohms—simply connect their
leads in parallei to the 1801's outputs. For bestresults in
such a hookup, run independent sets of wires to each
speaker system rather than "‘bridging’’ the connections
across the speaker input terminals.

Also at the rear arz a fuse-holder, a convenience AC
outlet (controlled by the front-panel power switch), and
the AC line cord. The fuse here protects the main AC
line rather than the amplifier which itself has a built-in
thermal cutout feature and a front-panel warning light.
The line cord terminates in a three-prong grounding
plug. If powered from a two-hole outliet, the 1801 must
be used with an adapter plug correctly grounded to the
outlet. The bulky 1801 requires care during installation,
and while the sides and rear of the unit have very large
heat sinks they amd the other exposed surfaces require
about an inch ot space all around for adequate ventila-
tion. If it is placed in an enclosed or recessed area,
holes or other openings should be provided to allow air
to pass by the cooling fins on the heat sinks.

The visual monitcr display option includes two modi-
fied VU meters, each calibrated from -20 to +3dB, to
show, separately for each channel, the average or inte-
grated values of amplified signals. A true VU meter is a
compromise between a fast-peak and an average-level
indicator. For the 1801, Bose has used a meter design
that "‘performs more integration' on the signal than

ted. test data ana measurements
one of the nation's leading

1g tests Uniess otnerwise f

thereo!. may be reproduced {or any purpose or in any form without written per-

mission of the publisher All -eports should be construed zs applying to the specific samples tested: neither HIGH FIDELITY nor CBS Laboratories

assumes respc
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sibility for product performance or quality
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POWER QUTPUT DATA

CHANNELS INDIVIDUALLY

Left at clipping: 253.1 watts for 0.023% THD
Left at 0.5% THD: 270.2 watts

Right at clipping: 258.7 watts tor 0.036% THD
Right at 0.5% THO: 273.7 watts

CHANNELS SIMULTANEQUSLY
Left at clipping: 215.5 watts for 0.20% THD
Right at clipping: 215.5 watts for 0.020% THD

POWER BANDWIDTH
{for 0.5% THO; 0 dB = 250 watts)

Below 10z to 20 kHz

w O

FREQUENCY RESPONSE
(for 1 watt output)

+0, -3 dB, below 10 Hz to 55 kHz

RESPONSE IN DB
oo &

10 20 100 1K 10K 20K 100K
FREQUENCY IN HZ
20
1.0 i
07 HARMONIC DISTORTION CURVES
& 250 WATTS OUTPUT
03 ——1Left channel: <0.20%, 20 Hz to 10 kHz
- ~==Right Wel: <0.11%, 20 Hz to 10 kHz
0.2
125 WATTS OUTPUT
== - Left channel: <0.056%, 20 Hz to 10 kHz
0.1  ~==<—--Right channel=<0.075%, 20 Hz to 10 kHz

03
02 2.5 WATTS QUTPUT
’ ——Left channel: <0.23% 20 Hz to 10 ki
-~~Right channel: <0.14%, 20 Hz to 10 kHz

0.1

0.07
0.05

0.03
— 180172
ol 50 1K 2K 56 10K 20K

FREQUENCY IN HZ

20 50 100 200

1.0
0.7
0.5

INTERMODULATION CURVES

8-ohm load: <0.1%, below 0.8 to 270 watts
----- 4.ohm load: <0.2%, below 0.4 watts to 440 watts
0.3 - — - 16ohm ivar <0,03% below 0.1 to 150 watts

02 _

e o
oo @
N =g

i
|
|
{~-~-.

PERCENT IM DISTORTION

0.01 1801/3
2 ) 10 20 5% 100 200 500 1K
POWER OUTPUT IN WATTS

does the conventional VU meter. In addition there are
two series (one per channel) of light-emitting diode in-
dicators that show instantaneous peak-power levels.
These LEDs are calibrated in decibels from =12 to + 24.
Beyond the +24 LED in each series is a pair of addi-
tional indicators that light up when the amplifier is
driven to its clipping level. The display thus permits you
to “watch’ as well as to hear what the amplifier is doing
at any moment. How important or useful this display is
can be debated, particularly in view of its added cost.
The display should prove a conversation piece, though
unless you are looking for an indication of possible
speaker overload or wantto check for amplifier clipping
it can be forgotten in normal use, especially if the unit is
installed out of sight. Professionals, using the amplifier
in a recording or broadcasting studio, may of course
welcome the visual monitor feature.

The accompanying response and distortion charts,
based on CBS Labs' test data, confirm Bose's specifi-
cations for the 1801 and indicate how the new amplifier
departs from conventional specifications. The full Bose
philosophy of amplifier design is explained in an engag-
ing booklet issued by the company. Briefly, while it fa-
vors high power and stability, it denies the importance
of ultra-low figures for distortion (below 0.5 per cent
generally) and the value of extended response or very
low distortion beyond the frequency of 10,000 Hz. it
sees no point in going after a damping factor higher
than 40. It holds that while noise and hum should be
kept very low (on the order of 100 dB down) this should
be accomplished not by using a very low value of input
impedance (which can load down the output of some
preamps and thus degrade bass response) but by using
a high input impedance (at least 50,000 ohms) which
then requires careful circuit design to maintain both the
desired response of the amp/preamp combination and
an inaudible noise level. These concepts, Bose points
out, were arrived at after years of research to determine
what is audibly significant and desirable, and what is
audibly of no importance and therefore could be ig-
nored. And Bose appears to have gone to.considerable
lengths—for example in the special “*amplifier starting™
circuit—to satisfy the desiderata of this study. Presum-
ably as a result, the 1801 has a five-year warranty for
parts and labor.

For its rated distortion figure of 0.5 per cent, the 1801
produced more than the 250 watts specified per chan-
nelinto an 8-ohm load. Note too that while the harmonic
distortion curves do indeed reflect Bose's avowed un-
concern about what happens beyond 10,000 Hz, the
distortion is so low o begin with that at full rated power it
is no more than 0.2 per cent up to 10 kHz, rising to 1.9
and 1.8 per cent (left and right channels respectively) at
20,000 Hz. At half-power and lower-output levels distor-
tion also is minuscule, and remains under 1 per cent
even at20,000 Hz. The IM charts show that the amplifier
will deliver over 400 watts into a 4-ohm load without
coming near its rated distortion (0.5 per cent). Power
bandwidth response holds firmly to the levels specified,

Square-wave response

HiGii FIper i1y MAGAZINE



Bose 1801 Amplifier Additional Data

Damping factor 123
Input characteristics (for 250 watts output)
Sensitivity S/N ratio
input 1 1.5V 98 dB
input 2 15V 985 dB

as does the low-level frequency response, the latter
being a ruler-straight line from 20 Hz to 20,000 Hz, with
very little rolloff at the subsonic end, and a more pro-
nounced rolloff beyond 20,000 Hz. The damping factor
of 123 is considerably more than the 40 specified. Hum
and noise, referenced to a 1.5-volt input, are on the
mark at almost 100 dB.

It should be pointed out that the test results, which
obviously are as good as or better than Bose claims, do
not mean that Bose has stated its case '‘too conserva-

The Pickering XV-15/1200E,
Top of a New Series

The Equipment: Pickering XV-15/1200E, & magnetic
phono pickup with replaceable elliptical diamond stylus
and attached Dustamatic record-cleaning brush. Price:
$79.95. Manufacturer: Pickering & Co., Inc., Sunnyside
Blvd., Plainview, N. Y. 11803.

Comment: For some time now Pickering—and some
other cartridge manufacturers—have been promoting a
concept that should be obvious to anyone familiar with
high fidelity but that some of us often seem to lose sight
of: that the matching of a cartridge to a tone arm is im-
portant for optimum results. The engineering of the XV-
15 line is based directly on this conceptin thatthe range
of eight interchangeable styli, which make the differ-
ence between one model and another, “‘tailor’ the car-
tridge for specific applications. The increasing DCF
(Dynamic Coupling Factor) numbers imply three things:
progressively lighter tracking, increased demands on
the quality of ancillary equipment, and better perform-
ance—assuming that both tracking force and ancillary
equipment are chosen appropriately

Since CBS Labs uses the SME arm in evzluating car-
tridges, we chose the XV-15 model appropriate for such
an arm—the top-line XV-15/1200E—for lab testing. Its
DCF number is 1200; the "E" specifies its elliptical
stylus. Other elliptical models range down to the 140E at
$34.95; conicals range from a DCF of 350 (XV-15/350,
$39.95) to 100 ($29.95). These models represent a
broad range of applications, from the highest-grade
turntables to inexpensive record changers, and we're
glad to note that Pickering’s literature gives a compre-
hensive list of recommendations for matching its car-
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tively'" or "'too modestly’’; they simply confirm that Bose
quotes only the minimum figure it deems necessary for
‘audible perfection.” The implication here is that the
actual unit will do better than that, and indeed our tests
show that it does.

We have listened at length to the 1801 driving low-ef-
ticiency speakers and handling very complex, demand-
ing program material. The reproduction is among the
most natural, realistic, and satisfying we have ever
heard. There were moments when the presentation
seemed to “‘open up’ as never before, with a sense of
detail and utter transparency that suggested the oft-
stated criterion of "'listening back through the system”
(rather than to ithe system) directly to the source. Ob-
viously one can argue about the Bose philosophy and
accept it wholly, partly, or not at all. But whatever ap-
proach you care to tare, it must be acknowledged that
the 1801 is one hell of an ampilifier.

CIRCLE 142 ON READER-SERVICE CARD

tridges (including the XV-15 series) to most of the popu-
lar record-playing equipment models, including many
withdrawn models that are still widely used.

The accompanying graph shows that the response of
the 1200E in the SME arm and working into a 47,000-
ohm load remains cuite flat up to about 10 kHz. The
characteristic high-frequency resonance peak occurs
at about 15 kHz and s a little more noticeable (5.5 dB) in
the right channel than the left. Separation is good,
though the lab's findings fall a little short of the 35 dB of
“nominal channel separation’ at which the series is
rated by Pickering. Output, at 2.9 millivolts in the left
channel, 2.7 in the right (at 5 cm/sec), also is short of
Pickering's rating (the equivalent of about 4 millivolts at
this modulation velocity). The cartridge tracked the
standard torture-test band at 0.5 grams; the lab used 1
gram for the remaining tests. (Since Pickering recom-
mends a tracking force of % gram—plus %2, minus %
gram—we used % gram for most of our listening tests.)
Comparing the 1200E with other pickups in its price
range, harmonic distortion proved to be about average,
intermodulation better than average—particularly by
contrast to typical pickups of only a few years ago. The
1-kHz square-wave shows some ringing, but it is not se-
vere. Low-frequency resonance in the SME arm was
measured at 8 Hz. Vertical tracking angle measures 18
degrees; tip geomeiry appears good, with ellipse dimen-
sions of 0.3 and 0.7 mils—confirming within normal
measurement tolerances Pickering's spec of 0.2 by 0.7
mils.

We also had samples of the 750E, 400E, and 200E,
which we tried with two different turntables. The results,
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using Shure's '‘trackability’’ test records, were fairly
predictable. In moving from a cartridge with a high DCF
number to ones with lower numbers the tracking capa-
city is eventually reduced, though the difference be-
tween one cartridge and its neighbor in the series gen-
erally was not very great in any given test. In moving a
given cartridge from our changer to a sophisticated
manual player, however, we did not always find an im-
provement in performance that one might expect.
Those tests that depend primarily on the tracking of
high frequencies showed little difference between
arms; those depending most on low-frequency tracking
sometimes produced better results on the changer. The
moral of this test is obvious: You can’t get the best per-
formance out of a fine turntable and arm unless you
choose a cartridge that is engineered for it.

These tests were relatively easy to perform because
of Pickering's special snap-in plastic mounts, which
need no screws and therefore made the job of changing
cartridges simplicity itself. While they don't fit all arms,
Pickering includes with each cartridge a selection of
these plastic adapters to match most popular models.
Most users won't need to do such instantaneous
switching, of course, but should welcome the simple
mounting procedure nonetheless.

Another welcome feature is the Dustamatic brush at-
tached to the stylus mount. But since the setting of
tracking force with this brush in place seems to have
confused readers in the past, we'll run through it again.
The brush weighs exactly one gram and is self-support-
ing while you are playing a record, but is dead weight
while you are balancing the arm. Tracking force must
therefore be set for one gram more than is recom-
mended. If 1.5 grams is the recommended tracking
force, you must set it for 2.5 grams; 1.5 grams of that
setting supplies the needed tracking force, while the
other gram replaces the weight of the brush when it be-
comes self-supporting in playing the record.

Aside from the eight standard styli in the series, there
are two accessory models—an 0.1-mil spherical for
playing mono 45s and LPs, and a 2.7-mil spherical for
playing 78s. We have not yet tried these styli, nor the re-
maining four models in the XV-15 line, but on the basis
of the four elliptical models we have tried our impres-
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sion of the line as a whole and the 1200E in particular is
quite positive. The sound compares well with that of
other cartridges in other medium-priced lines: quite
smooth, with a high-frequency resonance up in the
range where most speaker systems are beginning to roll
off—and therefore objectionable only with a speaker
thatitself tends to peakiness at the extreme top. In using
wide-range speakers, we did detect a hint of hardness
in the sound by comparison with some premium car-
tridges; in using tne XV-15s—particularly the middle
models of the series—with medium-priced equipment
(the sort of equipment, in fact, that we would expect to
findin a system with a cartridge costing around $50), we
judged the sound to be better than average. The series
is very much in the Pickering tradition: Though it is the
top series offered by the company it is not extravagantly
priced and, since it offers good value, should find its
way—as Pickerings have for years—into a vast number
of home stereo systems
CIRCLE 143 ON READER-SERVICE CARD
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Pilot: A Well-Remembered Name on a New Receiver

The Equipment: Pilot Model 254, a stereo FM/AM re-
ceiver in wood case. Dimensions: 18% by 7% by 16%
inches. Price: $429.90. Manufacturer: Pilot Radio-Tele-
vision Corp., 66 Field Point Rd., Greenwich, Conn.
06830.

Comment: Pilot, a descendent of the Pilot Radio that

gave us one of the first successful FM tuning adapter
units, is a familiar name to old timers. But though we're
tempted to welcome Pilot "back,” the changes of own-
ership and management—and even corporate name—
that have taken place during Pilot's years of absence
from componentry qualify today’'s Pilot as a new com-
pany: one thatemerged about two years ago and has in-
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creased the ambitiousness of its products steadily since
then.

Of its stereo components (it offers quad as well) the
254 is the most ambitious. Its black anodized and
epoxy-coated front pane! is accented by silver ma-
chined-metal knobs and buttons and silver lettering.
The controls are arranged in three ranks. Across the top
is the blackout tuning dial. At its left end are a signal-
strength meter for AM tuning and a center-tuning meter
for FM. The dial pointer lights up red when an FM station
is correctly tuned (so even with the speakers off you can 0
tell whether the FM meter is centered because it's cor-

Square-wave response

[20]
rectly tuned or just between stations). At the right is the 2 -10 FM SENSITIVITY & QUIETING
tuning knob. Under the diat are light-up source indica- = nggO%ES;mmg ggfkgg Jg'ﬁ?&g
tors and one for “'mtplx'* (stereo) FM reception. = -20, 14 4V at 90, 98, and 106 MHz 5.6 pV at 90 MHz
Across the middle rank are a small microphone level S \ g% u¥ :} ?gs'%
control; larger knobs for selector, tape monitor, bass, 2 3 \a L4 gV [mono) =% :
treble, balance, volume, and speakers; and a power on/ oz J 32 bV Gterea)
off pushbutton. The two elements in each of the tone- 5 40 ‘\‘
control knobs are friction-clutched; the other controls =] 'Y
have single knobs. The selector has positions for two = 50 N\ it Sw u
phono inputs and two aux inputs, in addition to FM and S \\ /
AM. The monitor switch has positions for two tape units, = _ gy IR WSS NS SRR . -
plus source. The speaker selector has positions for sys- §
tems A,B.C,A + B,A + C, B + C, and none 70 254/1
Across the bottom are the mike input jack; tape input 1 10 100 1K 10K 20K
and output jacks; buttons for low filter, high filter, mode RF INPUT IN MICROVOLTS
(mono/stereo), loudness, and FM interstation muting;
and a headphone jack, which is live in all positions of
the speaker selector. All of the jacks are of the stereo +5 MONO FM RESPONSE
headphone type: dual-element phone jacks. Though we 0
have seen no microphones wired in pairs to a mating -5 +075, —1.75 dB, 20 Ha t0 15 khz

stereo plug, it should be easy enough to rewire your
mikes (or a dual-element stereo mike) for this input. Or

you can use an appropriate adapter, whicn you will +5 STEREO FM RESPONSE
need for the front-panel tape jacks as well. These tape 0
connections parallel the tape-1 inputs and outputs on %) —— Left channek: 4+2.5, —1.25 dB, 20 Hz to 15 kHz
the back panel, however; and it is the back-panel jacks 8 -10 ~ -~ Right channel: +2. —1dB, 20 Kz to 15 kHz
that will be preferred for normal use in most systems. E —15
Back-panel tape inputs and outputs, for both tape 1 2 _9 FM CHANNEL SEPARATION
and tape 2, are standard pin jacks (no DIN socket). So £ _ —— Left channel: >40 dB, 290 Hz to 9.5 kHz
; : . & —25 >30d8, 105 H %o 15kiz
are the two aux input pairs and the two phono mpqt i ~30 ——— Right channel, 40 B, 30 Hz to 46 kHz  /
pairs of course. The phono inputs both have two-posi- >-30B, 110 Hz to 12 kHz /™
tion sensitivity switches. In addition there is a switched =3 L
(on/off) detector output (Pilot says it is for “experi- —40 __,/’
mental’' — meaning discrete-quadriphonic — broad- —45 T Rl C ' SRR s oS
casts) and pre-out, main-in jacks supplied with jumpers —50 254/2
that may be replaced by the leads to and from such 20 50 100 200 50C 1K 2K 5 10K 20K
equipment as speaker equalizers, electronic cross- FREQUENCY IN HZ
overs, matrix decoder/adapter units, and so on. These
jacks too are all of the standard pin type. There is a 1
thumbscrew grounding terminal near the phono inputs. Eggﬁggﬁ;%fﬂ?
Connections for 300-ohm FM antenna and long-wire Laft t cligping: 63.3 watts for 0.30% THD
AM antenna, plus external ground, are all screws ‘hat Lett at 0.4% THD: 65.6 watts
accept bare wires or flat spade lugs. A concentric s,pint at %iggéﬂ%hgg-‘;aﬂsfor 0.37% THD
socket is provided for a 75-ohm FM antenna input. gL, Al
Speaker terminals (for three pairs of speakers) are all of EH'ANNELS SIMUSLJ;;NEOUSLV
e X X . eft at clipping: 54.6 watts for 0.25% THD
th_e spring-loaded .c.hp type intended for use with bare Right at clipping. 55,6 watts for 0.14% THD
wire leads. In addition to a rotatable loopstick AM an-
POWER BANDWIDTH
tenna and the fuse holders, the back panel also offers (for 0.4% THD; 0 dB = 65 watts)
two 100-watt convenience AC outlets, one of which is o O - : ;
switched. : -3 5 Hz to 34 kHz —
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the 254 will reproduce weak stations with unusually fine
results. For higher signal strengths, mono quieting re-
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mains beyond 50 dB and approaches 60 dB for RF sig-
nals higher than 50 microvolts. From the stereo
threshold at 5.2 microvolts the quieting curve descends
somewhat less rapidly to better than 50 dB at 50 micro-
volts. By comparison to other receivers these both are
excellentcurves.Infactin all respects the tuner section
is just short of the champion class, and while our files
reveal better measurements on each of the individual
tuner specs we can't honestly point to a receiver with a
tuner section that, over-all, markedly outpoints that in
the 254.

The amplifier has, by normal definitions, plenty of
power to drive two pairs of speakers simultaneously.
(Note that the switching does not provide for driving all
three pairs at one time.) If you prefer to use the extra
power for exceptionally inefficient speakers or to pro-
vide a few extra dB of headroom to insure clean peaks,
you can limit yourself to a single pair of speakers for
“'serious’ listening of course. The amplifier meets its
harmonic-distortion rating (0.4%) at rated power (65
watts) over most of the frequency range; at half power it
meets the distortion spec over the full range—and of
course does so by a large margin in the midrange. 1M
distortion aiso is below Pilot's spec (0.5%) to beyond
rated power at 8 ohms. The IM curves show the usual
relationships between loadings: At 4 ohms maximum
output power is higher and so is IM distortion; at 16
ohms maximum power is less and IM is slightly lower.
Again all this represents good performance, though the
amplifier section is not as close to the champion class
as the tuner section is. In signal-to-noise, however, the
amplifier is particularly good—on averages the 254's
measurements are perhaps some 5 dB better than par.
This is particularly noticeable in the phono preamp,
where S/N usually falls somewhere between 55 and 70
dB. But be carefulin comparing figures here; both of the
254’s sensitivity settings fall in the medium range,
whereas some receivers go for extreme sensitivity and

Pilot 254 Receiver Additional Data

Tuner Section
Capture ratio 1.0 dB
Alternate-channel selectivity 77 dB
S/N ratio 78 dB
THD Mono L ch R ch
80 Hz 0.58% 0.75% 0.75%
1 kHz 0.18% 0.21% 0.25%
10 kHz 0.20% 0.60% 0.70%
IM distortion 0.14%
19-kHz pilot -65.5 dB
38-kHz subcarrler ~-68 dB
Amplitier Section
Damping tfactor 35
Input characteristics (for 65 watts output)

Sensitivity S/N ratio
mike 1.2 mv 63 dB
phono 1 & 2 (high) 2.3 mv 70.5 dB
phono 1 & 2 (low) 3.8 mv 745 dB
aux 1 250 mv 79.5 dB
aux 2 255 mV 80 dB
tape 1 & 2 310 mv 83 dB
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in so doing must give up something in S/N. Even so,
some preamps that come in at 4 millivolts or greater still
have less than 70 dB of S/N.

in fact we have to get pretty picky to find performance
fault with this unit. The high filter siope is littie better
than the treble control’s maximum-cut curve for the
elimination of hiss, for example; but this often is true of
receivers today. Ideally we'd pretfer to see an amplifier
meet its full-power THD spec at all frequencies, but the
chances that you'll ever encounter program material
that requires full power at the frequencies where the
254 exceeds its 0.4% rating are extremely remote. I the
signal-strength meter were to operate on FM as well as
AM it could be used (with an antenna rotator) to help
minimize multipath problems. Pairs of mono phone

~

Akai Cassette Deck Features
Distortion Reduction System

The Equipment: Akai GXC-46D, a cassette deck in
wood case with Dolby noise reduction and ADRS. Di-
mensions: 16% by 11% by 5 inches. Price: $319.95.
Manufacturer: Akai Electric Co., Japan, U.S. distributor:
Akai America, Ltd., 2139 E. Del Amo Blvd., Compton,
Calit. 90220.

Comment: At first glance the GXC-46D would appear to
be a typical $300 Dolby cassette deck. A number of its
teatures actually are atypical of the breed however, of
them, the most distinctly different is Akai’s Automatic
Distortion Reduction System, the operation of which we
will explain in due course

At the back of the top plate is an angled panel con-
taining the VU meters, at the right, and a Dolby on/off
switch and pilot light. Between the Dolby switch and the
cassette well is a three-digit counter. At the right of the
cassette well are two switches. One cuts in an auto-
matic gain control (which Akai calls OLS, for over-level
suppressor), and one selects either chromium dioxide
or low-noise ferric tapes. Just beyond these switches is
a pilot lightthat comes on when the automatic-stop fea-
ture has functioned, letting you know that the machine
can either be reprogrammed or turned off. At the ex-
treme right are two pairs of sliders: left- and right-chan-
nel level controls for recording and output. Along the
tront edge of the top surface are a recording pilot light,
the press keys, a pause button with its own pifot light, an
eject button, and the main power on/ off button. Head-
phone connection (a stereo phone jack) and mike in-
puts (mono phone jacks) are in the front surface just be-
low the top plate. Line inputs, line outputs, and a DIN
input/output socket (which has a two-position sensi-
tivity switch) are at the back of the unit.

Some of these features require a little explanation.

HiGgHn FIDET 1Y MAGAZINE

jacks instead of stereo ohone jacks for the front-panel
inputs and tape output would have avoided adapters
with at least some of the equipment you’re likely to use
with the 254. And so on. Over-all, however, this is a very
solidly designed receiver and one that—because of its
extra phono, tape, and aux inputs—has the extra meas-
ure of hookup flexibility that is fast becoming a neces-
sity now that system owners are thinking in terms of
more than one tape fcrmat, the possibility of quadri-
phonic conversian, and similarly demanding uses. The
fact that Pilot can build such a satistying receiver within
its first two years of (ranewed) operation is a striking
accomplishment and one that we think bodes well for
the company’s future in components.
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The AGC is of the common fast-rise, slow-decay type:
Its decay rate is fast enough that background noise, or
other steady signals behind music or speech that has
only occasional loud peaks, sometimes can be heard
creeping back in during the decay cycle. Among the
AGC systems we've tested in home decks recently, this
one struck us as effective and reasonably—though not
exceptionally—unobtrusive. The tape switch does not
alter playback equalization (though it does presumably
change recording equalization as well as bias and
drive) in switching frcm ferric to chromium tapes. This
means that either type will play back correctly even with
this switch in the 'wrang’* position. (A number of manu-
tacturers have adopted a 70-microsecond equalization
curve for chromium dioxide, which—while less conven-
ient in that the tape switch must be in the correct posi-
tion for playback as well as recording—makes some-
what more effective use of chromium dioxide's in-
herently greater high-frequency headroom.) Thereis no
“‘standard” fertic tape position—an omission with which
we would not quibble. in our view any user who wants
first-rate results will use low-noise tape; if he is making a
recording in which he judges tape cost more important
than sound quality, he will not be concerned with the
slightly dull sound that so-called standard ferric tapes
yield on a machine set up for low-noise ferric formulas.
The low-noise position on the GXC-46D is optimized for
Akai's own tape, and the unit was tested with this tape,
which appears to be interchangeable with TDK SD and
similar formulzations.

The push keys are set up so that you can go directly
from play (or recording) into the fast-wind modes, or
from them into play. While we tend to worry aboutundue
stress on the tape in ithe abruptswitch from fast winding
to playback, this system certainly simplifies the job of lo-



RESPONSE IN DB

+5 DIN PLAYBACK RESPONSE
(0dB = —20 VU)
-5 ~—— Left channel: +2.5, —1.5dB, 31.5 Hz to 10 kHz

~~~ Right channek +2.5, —1.5 dB, 31.5 Hz to 10 kHz

RECORD/PLAYBACK RESPONSE
0 dB = —20 VU)

CHROMIUM DIOXIDE TAPE, DOLBY OFF
——Left channel: +2, —3 dB, 45 Hz to 15.5kHz
~~-Right channel. +-2.5, —3 dB, 46 Hz to 16 kHz

+

o O oW

+
o

LOW-NOISE FERRIC TAPE, DOLBY OFF N
— Left channel: +1, —3 dB, 40 Hz2 to 11.5 kHz \
~~~Right channel: +1 —3 dB, 53 Hz to 12 kHz

-

0 == = R
T \
-5 ¥ LOW-NOISE FERRIC TAPE, DOLBY ON 3
d —Left channel: +2.5. —3 dB, 42 Hz to 11 kHz \

===~ Right channel: =3 dB, 47 Hz to 12 kHz

GXC460/1

20 5 100 200 500 1K 2K 5€ 10K 20K

FREQUENCY IN HZ

HARMONIC DISTORTION CURVES

N
[=]

~ o
/
(
i
1
L]
L]
\
\
\
A
\
\
Y
\

PERCENT THD

oo

—— Left channel: <1.5%, 50 Hz to 5 kHz

~ == Right channel: <1.5%, 50 Hz to 5 kHz

GXC460D/2
10K 20K

20 5 100 200 500 1K 2K 5K

FREQUENCY IN HZ

Akai GXC-46D Additional Data

r

Speed accuracy 0.7% tast at 105, 120, and 127 VAC

Wow and flutter playback: 0.09%

record/play: 0.12%

Rewind time, C-60 cassette 52 sec
Fast forward time, same cassette 52 sec.
S/Nratio (re DIN 0 VU, Dolby off)
playback L ch: 545 dB R ch: 52 dB
record/play L ch: 50.5 dB R ch: 50 dB
Erasure (333 Hz at normal levet) 66 dB
Crosstalk (at 333 Hz)
record left, play right 33 dB
record right, play left 33 dB
Sensitivity (for 0-VU recording level)
line input L ¢ch: 70 mV R ¢ch: 70 mv
mike input L ch: 0.37 mV R ch: 0.37 mv

Meter action (re DIN 0 VU)

L ch: 4 dB high Rch: 4.5dB high

IM distortion (record/play, -10 VU)

L ch: 5.0% R ch: 3.6%
Maximum output (line, 0 VU)
Lch 133V Rch: 133V

cating a given spot on the tape; and you can always go
from fast wind to play by way of stop if you choose to of
course. A particularly nice feature of the push-key setup
is that—as in a few other units we have tested recently—
the record key will stay depressed when you press it
even if you don't press the play key; this feeds incoming
signals to the meters and to the monitor output, allowing
you to preset levels without actually recording. (On
some decks this operation can only be accomplished by
putting the transport in pause and then into recording,
which can contribute to wear on drive parts if you leave
itin pause for long periods.) The play key is interlocked
to prevent accidental recording; if you press it while
monitoring incoming signals the record key will release
unless you press it at the same time.

The antidistortion system is unique among the cas-
sette products we've tested, though it resembles a tech-
nique often used in FM broadcasting. (See the Sutheim
article in this issue.) Only high frequencies (above 8
kHz, according to Akai) are affected, and only when sig-
nals in this band rise above some predetermined level.
When this happens, the recording equalization curve is
altered automatically to decrease high-frequency boost
and prevent the highs in the signal from exceeding the
limits of the tape. Since Akai tells us that the system op-
erates only in recording, we would have expected that
the lack of a complementary variable equalization in
playback would introduce some sort of non-linearity.
Butin trying to make the system misbehave by feeding it
high frequencies at high levels we had to go to levels so
high that results would be poor on any recorder before
we could hear any significant alteration of the sound. In
other words, at normally satisfactory recording levels
we could find no audible side effects from the ADR sys-
tem; when overdriving the recording we judged the re-
sults to be superior in both distortion and apparent
high-frequency response to the results we have had
with conventional decks. Hence in any test we were
able to think up for it the ADRS appears to achieve
exactly the results Akai ascribes to it.

The unit confirmed its claimed performance in other
ways, too—within normal tolerances. The hysteresis-
drive motor does indeed keep speed steady despite
changesin line voltage. The playback response curve is
not only very flat, but shows an unusually exact corre-
spondence between channels in our test sample.
Record/play wow and flutter is on the nose at 0.12%
and in playback only improves on this spec. Record/
play frequency response, which the lab measured at
-20 VU, is a hair poorer than spec (to 16 kHz with ferric
tape or to 18 kHz with chromium dioxide), but we as-
sume that Akai measures at -30 VU (many manufac-
turers do) and that diffarence would account for the ex-
tra measured bandwidth. Measured harmonic distortion
is half the spec (2% at 1 kHz) in Akai’'s literature. The lab
did not quite confirm Akai's 70-dB erasure spec, but
since 66 dB is well beyond the S/N ratio of the unit the
difference is unimportant. One spec that is unusually
important, however, is that for impedance loading of the
input to which the deck’s outputis connected. Akai says
not to feed inputs rated at less than 20,000 ohms. The
measurements shown here all were made with this
matching impedance, and the lab did find that perform-
ance was severely degraded when the line output was
fed to inputs of much lower impedance. Most tape in-
puts on today's receivars and amplifiers are designed
with an input impedance of 100,000 ohms or more, so
this should pose no problem in practice; but we'd sug-
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gest you check the rating of the equipment you plan to
use with the GXC-46D.

In preparing this report we also examined (though the
lab did not test) the GXC-65D, which Akai says is based
on the same electronics but has invert-o-matic—a fea-
ture that automatically (at the end of the tape) or man-
ually (at any point) turns over the cassette without re-
moving it from the unit. This automatic-reverse feature
adds to the cost ($349.95) and the complexity of the
deck, of course, but reader correspondence suggests
that it may find a ready market. There are some signifi-
cant differences—aside from the invert-o-matic fea-
ture—however. On the plus side, the push keys are ca-
pable of a fast-search mode we had not encountered
before: With the transport in either fast-wind mode you
can press the play key for a brief sampling of the con-
tent. When you release the play key fast wind is re-
sumed automatically. Though the record key allows you
to preview levels, as on the GXC-46D, the transport can
then be started in the record mode by simply pressing
the play key; you do not have to press the record key as
well. Some users may count this a disadvantage in that
it would be possible to erase a cassette accidentally if
the recording key is not released, but this seems un-
likely. A clear disadvantage is the recording level con-

trol—two separate knobs in the 65, as opposed to a pair
of sliders that can be operated simultaneously with one
finger on the 46. We also thought the 65's smaller me-
ters harder to read. For this reason, and because an au-
tomatic-reverse ceck seems in a sense designed for the
lazy recordist, we would like to have seen the GXC-
46D's AGC retained on the 65; it is not. We also pre-
ferred the 46 in terms of styling, sturdiness, finish, and
“feel."”

So unless the automatic-reverse feature is really im-
portant to you, we'd suggest you save the extra $30.
The more straigntforward model not only offers a few
features that its companion doesn't, but all things con-
sidered it strikes us as a good value. The ADRS does
add to that value, though the careful recordist who
knows his equipment well should be able to achieve
equally fine results with competing decks; the value of
the ADRS lies more in its ability to protect the recordist
against his own poor judgment in overrecording at high
frequencies than in any improvement to ideally re-
corded tapes. That is a very real value, home users not
being professionals (cr, perhaps, even frequent record-
ists), and we salute the original thinking that has gone
into it.
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From Lafayette: A Tweeter?

The Equipment: Lafayette Bird Call Module, part no.
19 P55178 (1973 catalogue), a solid-state circuit sealed
in resin case. Price: $2.98. Manufacturer: Lafayette
Radio Electronics, 111 Jericho Turnpike, Syosset, N.Y
11791

Comment: A good many years ago this magazine ran
a short item on a little mechanical device that would
imitate birdcalls. The reader response was staggering;
everybody, it seemed, wanted to make bird noises. So
when we saw this device advertised we decided to try
one and see what it would do.

The module is not ready to operate as delivered. It
requires a small speaker (Lafayette offers an appro-
priate 3-inch model for $1.05: part no. 99 P 60329), a
1%-volt (D) cell power supply, and ancillary parts to put
it all together. Inveterate tinkerers should be able to
rifle junk boxes for most of what they need: we bought
a D-cell holder, a spring-loaded momentary-on switch,
and a plastic-and-metal case, and "‘borrowed” wire
left over from an amplifier kit. All told we spent about

Teac 450: Correction

Sensitivity figures for the two inputs on the Teac
450 cassette tape recorder were inadvertently
interchanged in the test report published here in
September. The correct sensitivity ratings are:

Left ch Right ch
Microphone input 0.36 mV 0.36 mv
Line input 138.0 mVv 138.0 mV
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$8.00, but you can easily get by on less.

The hookup is extremely simple: six solder joints in
all, plus mechanical installation in the case. The module
turns out to be a sort of warbling oscillator. When you
press the '‘on’ button it takes a moment before any
sound emerges; then a high-frequency tone appears
and begins to "'yodel" back and forth between two
notes. This tone can be altered quite a bit by cupping
your hand over the speaker and/or by pressing on the
cone itself. We found that by pressing near the center
of the cone the pitch could be raised considerably. The
warble rate too can be changed in this manner, though
we found it most responsive to the voltage from the D
cell. (Though the instructions specify only that it be a
1%-volt cell, we'd suggest you avoid C and AA cells
because, even with a D, the voltage runs down fairly
quickly in use.)

How much can it be made to sound like a real bird?
Well, we don't think it will fool any of our feathered
friends with ersatz promises of connubiality, though
our own klutziness in operating it must be at least partly
to blame. But we had a good deal of fun trying. Among
other things, we recorded the sounds at a variety of
speeds. At half speed, the Bird Call Module can pro-
duce areasonable approximation of a seagull; at double
speed it twitters more or less like a sparrow; and at nor-
mal speed it does have a general birdlike quality, though
we'd be hard put to associate it with any particular
specie.

"Fun' is the operative word: We got a big kick out
of recording a quadriphonic mock aviary. But the veri-
similitude of the device being whatitis, Jonathan Living-
ston can continue to carol unafraid of significant elec-
tronic competition

CIRCLE 145 ON READER-SERVICE CARD
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Manufacturers often talk and write about
performance specifications, particu arly their
wide frequency range, as an indication of their
equipment’s quality. But how does this relate
to “listening quality’’? Speaker manufacturers
publish nearly identical specifications—but
these are of interest only as theoretical
abstractions, since no one can significantly
relate them to “listening quality.”

Bozak Speakers have only one pur-pose, we
call it the “Bozak Ideal”’; to recreate your
favorite sounds technically and musizally—
rock or Bach—in all of their subtle detail and

thrilling power. With clean, true-pitch
bass, clearly defined mid-tones and clear,
warm Zreble.

Bozak’s Sonora speaks for itself too!
Designed especially for those with an ear for
superb sound but with limited budget, as well
as space, Sonora has more quality for its size
than any other bookshelf speaker available.
Hear them at your Bozak dealer today. You'll
discovar that every Bozak is all Bozak!

BOZAK, Box 1166, Darien, Conn. 06820

Overseas Export: Elpa Marketing Industries Inc.
New Hyde Park, N.Y. 11040

Itstough
| to compare something
In a class by

itself.
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The March King’s music, which epitomized turn-of-the-century

America, is still stepping out vigorously in the 1970s.

“A MARCH.” he said, “must be able to make a man
with a wooden leg step out.”

What was his name? In Germany his luggage
was marked Sigismund Ochs. In England he called
himself Sam Ogden. Both names were used for
publicity purposes to pretend that he was a native.
In the United States—and much later all over the
civilized world—he was known as John Philip
Sousa. Yet a doubt remains that even Sousa was his
true name. His father was of Spanish descent, and
rumor had it that the family name was So and that
patriotic but practical papa had added the initials
U.S.A. when he began blowing the trombone in the
United States Marine Band.

John Philip was born in 1854 in Washington.
D. C. In his boyhood days Washington was a city
from which soldiers marched ofi to the Civil War or
returned trom it. Martial music. the flare and blare
of patriotic tunes. the drum and fife. could be met
as frequently as rain in April. John Philip was
eleven when the Civil War ended. and a Grand Re-
view was held. He stood there. heard the band. and
determined that he too had to become a musician.
No. said his father. Either that, said the son. or he
would run away and join the circus. So Mr. So (or
Mr. Sousa) chose the lesser of two evils and ar-
ranged to have the boy take lessons for various in-
struments, the violin. the trumpet, etc; he already
knew what to do with the triangle and how to ma-
nipulate the cymbals. He was hardly fourteen when
he was enrolled in the Marine Corps.

There was no dearth of excellent bands in the

Former vice president of RCA Records. George Marek’s latest
book is Gentle Genius. the Story of Felix Mendelssohn. pub-
lished bv Funk and Wagnalls.
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country, the most famous of which was the Patrick
Gilmore band. Gilmore was a great showman who
introduced Beethoven and Schubert arranged for
band instruments. What chance did an insignifi-
cant-looking young man—short in stature. small
hands, a stight head. a serious mien. and an olive
complexion—such a dime-a-dozen fellow-in-uni-
form have to step out and to distinguish himself?
Sousa started to compose music while he was still a
teenager—little. innocuous Victorian pieces for the
piano and violin. a few waltzes. a galop called The
Cuckoo, etc. They didn't have much success.

A girl he was attracted to turned him down. She
didn’t want to have anything to do with an “oomp-
pah™ musician. Furious. he decided to leave Wash-
ington—and become famous. He formed a little
band of his own—most of the players were twice his
age—and began to tour. The band would snatch at
any job that was offered. including furnishing the
music for a show called “Matt Morgan’s Living Pic-
tures.”” The show’s real attraction however was a
tableau of nude females or what passed for nude fe-
males in those days. There was practically nothing
in the musical line that Sousa was not ready to try.
At Philadelphia. during the Centennial Exposition.
Offenbach. the tamous French composer of can-
can operettas. was leading a band in the park
named in his honor. Sousa enthusiastically played
under him and learned how to produce the swing
and sway of seductive rhythms. There too Sousa
met the girl he was eventually to marry. a Miss Jen-
nie Bellis. She was understudying one of the roles
in Gilbert and Sullivan’s Pinafore. As Sousa tells us
in his autobiography. he immediately fell in love
with her, went on tour with the Pinafore company.
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and married her when she was seventeen and he
was twenty-two.

Two years later he got word from his father that
e was wanted in Washington to lead the U. S. Ma-
rine Band. A marvelous piece of luck, although his
father had no doubt helped to bring it about.

In Washington. Sousa found a dispirited, un-
disciplined, ragged bunch of musicians with a bor-
ing repertoire which they played while stifling their
yawns. Yet within one year the young man. with his
energy, his enthusiasm, his drill mastery, and that
extraordinary talent for creating musical excite-
ment, turned the Marine Band into a superb en-
semble. The Washington concerts, which had at-
tracted only a few strollers with time to kill or a few
nurses pushing perambulators. now became social
and musical events that visitors had to take in:
later. a Sousa concert was to become as famous a
tourist attraction in Washington as the city’s Japa
nese cherry trees.

He stayed with the Marine Band for the better
partof ten years. But local triumphs could not fully
satisfy him. He tried his prentice hand at compos-
ing music for operettas—all destined for eventual
failure, though in his life he composed no fewer
than ten of them—and later at the music in which
he was to excel. “A good march is better than a bad
symphony.” he said. and indeed the marches that
now emerged from his imagination were more than
good—they were incomparable, irresistible, and
have never been bettered. They had a new verve
and dash. a fervor and liveliness which, as Sigmund
Spaceth wrote. “summed up all the youthful enthu-
siasm and optimism of a country just beginning to
come into its own.” Those whistleable tunes he in-
vented were arranged in orchestrations that
showed off the special quality of each band instru-
ment, ranging from the deep drum to the high pic-
colo, and he brought each instrument to the front of
the band for solo work. He even pertected an in-
strument of his own. the Sousaphone, a kind of
tuba the bell of which could be turned up so that. as
he said. “the sound would diffuse over the band like
frosting on a cake.”

In the tenth year of his leadership of the Marine
Band. he made his first European tour. In Europe
he was dubbed the “March King” and set on a
throne almost as high as that of the “Waltz King,”
Johann Strauss Jr. But being a king in the employ
of the U. S. government wasn’t enough—he wanted
to go into business for himself.

He formed a partnership with a David Blakely of
Chicago, a rich man with a hobby—that of being an
impresario. Blakely was to furnish the finances,
Sousa the music. In future years Sousa would quar-
rel with Blakely time and again; yet he had to ac-
knowledge Blakely’s flair for promotion and pub-
licity. It was Blakely’s idea to call the new troupe—
which now included some female soloists—Sousa’s
New Marine Band. Off they went to show their skill

After his stint as leader of the U.S. Marine Band, Sousa
formed in the late 1880s what was to become just Sousa’s
Band and barnstormed America with his programs of marches.

to America’s small towns, and on their very first
day, in Plainfield. New Jersey, they got word that
Patrick Gilmore had just died. Sousa played, as the
first number on the program. Gilmore’s march. The
Voice of a Departed Soul. He then promptly hired
nincteen of’ Gilmore’s best musicians.

Sousa’s New Marine Band wore military uni-
forms. blue and black with velvet collars. Only
Sousa’s tunic sported a little gold braid. All was
dignified. with the lady soloists clad in pastel
shades. He wore shoes with inlaid backs to make
him look taller; later he had these custom-made at
the then unheard-of price of $125 a pair. Similarly,
his white kid gloves were custom-made at six dol-
lars a pair. He grew a beard to make himself look

older. He conducted with his body almost motion-

less; when the big climax came his arms would
pump up and down as precisely as the pistons of a
locomotive. “If people like acrobatics, let them go
to a vaudeville show,” he said.

Though Sousa’s first tour had been a success, he
ran into trouble. Expenses kept rising, some of the
novelty had worn off, and worst of all the govern-
ment decreed that Sousa had no right to call his
group of forty-nine musicians “The Marine Band.”
whether new or old. Blakely said he was going to
end the tour because the band was losing money.
Sousa had sold some of his early marches—such as
The High School Cudets and Semper Fidelis—to a
music publisher outright for only $35 a march.
What now?

Sousa persuaded Blakely to hold on. Instead of
retracting, he expanded the band, reinforced it with
a large chorus. with Metropolitan Opera soloists—
and with a real cannon or two. He went right into
such strongholds as Carnegie Hall-where he
shared the evening with Walter Damrosch’s Sym-
phony Orchestra—then to Boston, and finally to the

Culver Pictures
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Despite the March King's unfriendly attitude toward the
phonograph (see following page), it was all smiles when
Sousa met the inventor of the “menace,”” Thomas Edison.

great Chicago World’s Fair. There he invited the
public to “sing along™ and conducted Swanee River
while a thousand voices joined him more or less in
tune. It proved a sensation. He now called his or-
ganization ssimply Sousa’s Band—but kept the uni-
forms. From then on Sousa’s Band seldom played
to a sparse audience.

His need for excitement, movement, the color of

crowds. the flags, the torches, the noise. the lan-
terns, and of course the applause grew rather than
diminished with age. He would sit still for a few
days. play with his children—there were three. one
boy and two girls—get bored, and pine tor march-
ing along. That became the title of his autobio-
graphy. Marching Along. a poor patchwork of a not
aliogether truthful book. Yet he fancied himselt as
a writer and he wrote several novels, one of which,

The Fifth String. sold the amazing number of

55.000 copies.

Sousa wus a mixture of good sense and conceit,
artistry and pittle. a modest man who knew his limi-
lations yet chased after medallions and distinc-
tions, a patriotic American who was intensely flat-
tered when a duke nodded to him and who
considered the apex of his career the moment when
a “secret” messenger called on him, sent by King
Edward VII, with no more sinister a message than
that he was to play at a surprise party for the
Queen’s birthday. For that occasion he composed
The Imperial Edward March. It wasn’t one ot his
best marches and the critics said so. Not everybody
liked his music—some thought it too loud or too
brash. Debussy wrote that he was trying “to catch a
butterfly with a contrabass tuba.” Sousa didn’t
mind adverse criticism. What he minded was not
being mentioned and he would eagerly unfold the
newspaper for reports of his appearances.

Though he worked hard to improve the lot of the
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musician and was one of the nine tounders of the
American Society of Composers. Authors and Pub-
lishers—Victor Herbert conceived the idea—he was
not personally loose with money. Once on a tour
around the world one of his musicians pointed out
to him that they had lived through rwo September
Sths. for they had passed the date line, and he
wanted to be paid for both days. Sousa said: “Non-
sense! Have you forgotien that we lost a day com-
ing the other way?” The musician insisted: rather
than giving in, Sousa fired him. Sousa became
enormously rich: his later marches were sold on a
royalty basis and his tours brought him a tortune
estimated at three million dollars. (He once fig-
ured out that he had spent tifteen million dollars in
travel expenses.) Yet one source of income he dis-
dained: He loathed the phonograph and the radio
[see tollowing page]. He was seventy-four betore
he appeared on the radio.

He did make recordings for the old Victor Talk-
ing Machine Company. Only ten were actually
conducted by him: the others were conducted by
someone else though they were issued under his
name, with his approval. In his day recording was a
more difficult task for the artist than it is today: If
one mistake occurred. the whole side had to be
done over. Perhaps Sousa did not take the matter
very seriously and made it easy for himself.

I would guess that his records sold reasonably
well but not as weil as vocal records: Pre-electric
records could not reproduce the sound of a band
adequately, though they could convey the sound of
Caruso’s voice. At any rate. Sousa was induced to
give a testimonial, which Victor used in its early ad-
vertising and which is remarkable for its restraint.
“Victor Records.” wrote Sousa. “are all right.”

One can understand his dislike of recordings for
he knew that the secret of his popularity lay in his
personal contact with the public, in the excitement
of immediacy. That popularity reached its height at
the turn of the century. Coming into Butte. Mon-
tana, his train was delayed by snowdrifts. The au-
dience waited for three hours. Finally the musi-
cians, exhausted by fatigue and hunger. arrived.
The concert started at 11:00 p.m.—but nobody
went home. One of his biographers. Ann M. Lingg.
wrote: “In Olympia. Washington, the state legisla-
ture could transact no business on the afternoon of
a Sousa matinee because the majority of both
houses sal in the concert: a messenger dispaiched
toround up a quorum ended by staying himself.”

He did not wait for the Muse to touch him on the
shoulder; most ot his best marches were composed
to order or for specific occasions. The Washington
Post March was written for that newspaper to be
played at a ceremony awarding prizes to young
Journalists. King Cotion for the Cotton States Ex-
position at Atlanta in 1895, Semper Fidelis for the
Marine Corps, The High School Cadets for the
Philadelphia school system. E/ Capitan was written



Sousa Blasts the Phonograph

THE MENACE OF MECHANICAL MUSIC
by John Philip Sousa

(Condensed trom the Sepiember 1906
osue of Appleton’s Magazine.)

Sweeping across the country with the speed of
a transient fashion in slang or Panama hats.
political war cries or popular novels. comes
now the mechanical device to sing for us a
song or play for us a piano. in substitute for
human skill. intelligence. and soul. It cannot
be denied that the owners and inventors have
shown wonderful aggressiveness and inge-
nuity in developing and cxploiting these re-
markable devices. Their mechanism has been
steadily and marvelously improved. and they
have come into very extensive use. And it must
be admitted that where families lack time or
inclination to acquire musical technic. and to
hear public performances. the best of these
machines supply a certain amount of satisfac-
tion and pleasure.

But | foresee a marked deterioration in
American music and musical taste. an inter-
ruption in the musical development of the
country. and a host of other injuries to music
in its artistic manifestations. by virtue--or
rather by vice—of the multiphcation of the
vagious music-reproducing machines. Here-
tofore. the whole course of music. from its first
day to this. has been along the line of making
it the expression of soul states. And now. in
this the twentieth century. come these talking
and playing machines. and offer again 1o re-
duce the expression of music to a mathemati
cal system of megaphones. wheels. cogs. disks.
cylinders. and all manner of revolving things.

Away back in the fifteenth and sixteenth
centuries rebellion had its start against musical
automatics. Palestrina proving in his composi-
tions. that music is hife. not mathematies: and
Luther showing. in hissublime hymns for con-
gregational use and in his adaptations of secu-
lar melody for the church. that music could be
made the pouring out of the souls of the many
in one grand. cternal song. From the days of
these pioneers, all great workers in the musical
vineyard have given their best powers to the
development of fruit. ever finer and more lus-
cious. and in the doing have brought their art
near and nearer to the emotional life of man.

The nightingale’s song is delightful because
the nightingale herself gives it forth. The bov
with & penny whistle and glass of water may
give an excellent imitation. but let him persist.
he is sent to bed as a nuisance. 1 doubt if a
dramatist could be inspired to write a tragedy
by witnessing the mournful development and
dénoucment of “Punch and Judy.”

Itis the living. breathing example alone that
is valuable to the student and can set into mo-
tion his creative and performing abilities. The
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ingenuity of a phonograph’s mechanism may
incite the inventive genius 1o its improvement.
but | could not imagine that a performance by
it would ever inspire embryotic Men-
delssohns. Beethovens. Mozarts. and Wagners
to the acquirement of technical skill. or 1o the
grasp of human possibilities in the art.

Step by step through the centuries. working
in an atmosphere almost wholly monopolized
by commercial pursuit, America has advanced
art to such a degree that to-day she is the
Mecca toward which journey the artists of all
nations. Musical enterprises are given finan-
cial support here as nowhere else in the uni-
verse. while our appreciation of music is
bounded only by our geographical limits.

This wide love for the art springs from the
singing school. secular or sacred: from the vil-
lage band. and from the study of those instru-
ments that are nearest the people. There are
more planos. violins. guitars. mandolins. and
banjos among the working classes of America
than in all the rest of the world. and the pres-
ence of these instruments in the homes has
given employment (0 enormous numbers of
teachers who have patiently taught the chil-
dren and inculcated a love for music through-
out the various communities.

Right here is the menace in machine-made
music! The child becomes indifferent to prac-
tice, for when music can be heard in the homes
without the labor of study and close applica-
tion. it will be simply a4 question of ime when
the amateur disappears entirely. and with him
a host of vocal and instrumental teachers

Great Britwin is experiencing this decline in
domestic music. A recent writer in the London
Spectator ascribes the passing of home per-
formance. both vocal and instrumental. to the
newborn love of athletics among the maids of
Albion. together with the introduction of the
phonograph as a mechanical subsutute for
amateur performances.

He believes that the exclamation of the little
boy who rushed into his mother’s room with
the appeal: “O mamma. come into the draw-
ing-room: there is a man in there playing the
piano with his hands.” is far less extravagant
than many similar excursions into the domain
of humorous and human prophecy.

Under such conditions the tide of amateur-
ism cannot but recede. until there will be left
only the mechanical device and the profes-
sional executant. Singing will no longer be a
fine accomplishment: vocal exercises. so im-
portant a factor in the curriculum of physical
culture. will be out of vogue!

Then what of the national throat? Will it not
weaken? What of the national chest? Will it
not shrink?

When a mother can turn on the phono-
graph. will she croon her baby to slumber with
sweet lullabys. or will the infant be put o sleep
by machinery?

If. in their infancy [children] hear only
phonographs. will they not sing. 1t they sing at
all.in imutation and finally become simply hu-
man phonographs—without soul or expres-
sion? Congregational singing will suffer also.
which. though crude at times. at least im-
proves the respiration of many a weary sinner.

The host of mechanical reproducing ma-
chines. in their mad desire to supply music for
all occasions. are offering to supplant the illus-
trator in the class room. the dance orchestra.
the home and public singers and players. and
so on. Evidently they believe no field 100 large
for their incursions. no claim too extravagant.

There was a time when the pine woods of
the north were sacred to summer simplicity.
when around the camp fire at night the stories
were told and the songs were sung with a
charm all their own. But even now the in-
genious purveyor of canned music is urging
the sportsman to take with him some disks.
cranks. and cogs to sing to him as he sits by the
tirelight. a thought as unhappy and incon-
gruous as canned salmon by a trout brook.

In the prospective scheme of mechanical
music. we shall see man and maiden in a light
canoe under the summer moon upon an Adi-
rondack lake with a gramophone caroling love
songs from amidships. The Spanish cavalier
must abandon his guitar and serenade his be-
loved with a phonograph under his arm.

Shall we not expect that when the nation
once more sounds its call to arms and the gal-
lant regiment marches forth. there will be no
majestic drum major. no serried ranks of so-
norous trombones. no glittering array of brass.
no rolling of drums? In their stead will be a
huge phonograph. mounted on a 100 H.P. au-
tomobile. grinding out ““The Girl | Left Be-
hind Me.™ “Dixie.”™ and “The Stars and
Stripes Forever.”

How the soldiers’ bosoms will swell at the
thought that they are being led into the strife
by a machine! Shades of Alexander. of Wash-
ington. of Napoleon. of Wellington. of Grant.
and of the other immortal heroes! Never again
will the soldicr hear the defiant call of the
bugle to battle. and the historic lines must be
changed to:

‘Gentlemen of the French guards. turn on
your phonographs first.”

And the future d*Auteroches will reply:

“Sir. we never turn on our phonographs
first: please to turn yours first.”

It is at the fireside that we look for virtue
and patriotism: for songs that stir the blood
and fire the zeal: for songs of home. of mother.
and of love. that touch the heart and brighten
the eye. Music teaches all that is beautitul in
this world. Let us not hamper it with a ma-
chine that tells the story day by day. without
variation, without soul. barren of the joy. the
passion. the ardor that is the inheritance of
man alone.
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Continued from page 59

toserve an operetta of the same title: the operetta is
forgotten, the march remains. His masterpiece.
however, was the product of unprompted inspira-
tion: As he tells the story. in 1896 he was returning
from Europe, having received the news of Blakely’s
sudden death. On the boat he was watching the
American flag fluttering in the ocean breeze. He
watched idly, and suddenly a melody came to him.
He did not write down a note of it till he reached
New York. What he then put down on paper was
The Stars and Stripes Forever.

All these marches were a product of the spirited
'90s. as Sousa himself was a personality belonging
to America’s joyous and innocent age. This master
of bandmasters expressed go-ahead vigor with the
twirl of his baton. Later he lost touch. Though he
composed patriotically for World War [, he was no
longer the full-blooded Sousa of The Stars and
Stripes Forever. He could not understand the new
fox-trot. he loathed swing. he detested jazz: “Some
of it makes you want to bite your grandmother.”

Yet, though the popularity of his concerts waned,
though Gershwin and Irving Berlin became the
new idols, Sousa would not leave off touring. He
died on tour, in Reading, Pennsylvania, attended
by a physician he had never seen before. on March
6. 1932, seventy-eight years old. His marches have
always remained popular, and recently interest has
awakened in his other music as well. This past sum-
mer the Opera House in East Haddam. Connecti-
cut. revived his operetta El Capitan; there are ru-
mors that the New York City Opera is considering
it for 1976, and a descriptive catalogue of his works
compiled, with notes and biographical material, by
Paul E. Bierley was recently issued by the Univer-
sity of Illinois Press.

A few days after Sousa’s death. bill HR 10369
was introduced in Congress “designating The Stars
and Stripes Forever the national march of the
U.S.A." The bill was passed.

Quite night, too! Sousa was a genius in his spe-
cialty. I ]

Sousa on Disc and Tape
by R. D. Darrell

This practical as well as selective discography is not a
historical survey, but a relatively brief list of recommen-
dations to present-day listeners seeking the “best”
recordings (interpretively. technically. programmat-
ically) of the March King's works. Unfortunately, so
many fine recordings have been allowed to go out of
print. and so many of those left in print are unsatisfac-
tory in one or more respects. that I felt it essential to in-
clude a few important out-of-print items and two special
sets available only by mail.

These recommendations deliberately exclude all or-
chestral and other transcriptions, admirable as the best
of these (especially those recorded by Fiedler for RCA
and Bernstein for Columbia) may be. And it's further
confined. with only a few exceptions. to recorded pro-
grams devoted exclusively or mainly to Sousa’s music.
The date given is that of U.S. release. except as noted.
The contents of each program are indicated by numbers
keyed to the alphabetical list of Sousa works at the end.
Tape editions are indicated where available: @® for
open reel: @ for 8-track cartridge: '®® for cassette.

The Original Sousa Band

JOHN PHILIP SOousA Conpucts HiIS OwN MARCHES. The
Sousa Band, W. B. Rogers, Arthur Pryor, and Rosario
Bourdon, cond. EveresT 3360 (electronically rechan-
neled, 1969; from 1908 acoustical and 1926 early electri-
cal 78-rpm recordings). 9, 18, 30, 33, 61, 62, 64 (plus
three non-Sousa marches).

This is the only commercial reissue currently available in
this country of actual Sousa Band recordings—an invalu-
able document despite the jacket’s complete lack of per-
tinent background information. (A reader letter printed
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in the December 1969 issue of HiGH FIDELITY provided
more details on the contents. [t also cited a discography—
then in preparation—that appeared in 1970: The Sousa
Band: A Discography by James R. Smart. the Library of
Congress. available from the Superintendent of Docu-
ments. Government Printing Office. Washington. D.C.
20402. It is of course an invaluable mine of historical in-
formation.)

Carrying On the Tradition

Music BY SOusA. Allentown Band, Albertus Meyers, cond.
WFB S 1401 (1957-58). 8, 14, 16, 19, 24, 36, 50, 61.

Sousa-FILLMORE MaRCHES. Allentown Band, Albertus
Meyers, cond. WFB S 1404 (1959). 5, 7, 22, 26, 40, 42, 58
(plus seven Fillmore marches).

THE SOUNDS OF JOHN PHILIP SOUSA, VoL. 2. U.S. Army Band
(Pershing’'s Own), Samuel Loboda, cond. Two discs
(recording dates unavailable), available only from the
American School Band Directors Association, c/o Henry
A.Mayer, 110 Dodge Ct., Clarksburg, W. Va. 26301. 4, 11,
12,15, 20, 22, 23, 25, 29, 31, 32, 35, 37, 38, 46, 47, 51, 55,
57,59, 61, 62 (plus reminiscences of Sousa, notes on re-
hearsal techniques, etc., by the late Dr. Frank Simon).

Sousa MARCHES IN HI-Fi. Goldman Band, Richard Franko
Goldman, cond. Decca DL 78807 (1959). 6, 9, 12, 18, 20,
30, 31, 32, 35, 37, 53, 61, 62, 64.

GoLDEN MARCH FAVORITES. Goldman Band, Richard Franko
Goldman, cond. Decca DL 74453 (1964, probably
reissues). Tape: € 6 4453; ®® C73 4453. 9, 31, 35, 57,
61, 62, 64 (plus five non-Sousa marches).

SEMPER FIDELIS—SOUSA MARCHES. Goldman Band, Richard
Franko Goldman, cond. HARMONY 11244 (elactronicatly
rechanneled, 1967; from CoLuMBIA originals c. 1953). 9,
25, 31, 57, 61, 62, 63, 64.

These recordings feature bandsmen notable for associ-
ations with the Sousa Band and knowledge of the au-
thentic interpretive traditions. The Allentown/Meyers
“Music by Sousa” program is also exceptionally signifi-
cant for its inclusion of several of Sousa’s nonmarch
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compositions—otherwise scantily recorded. The U.S.
Army Band mail-order set’s performances are based on
a Sousa authority’s recollections of the March King’s in-
terpretations and rehearsal techniques, and the set in-
cludes spoken reminiscences by this authority. the late
Dr. Frank Simon. The Goldman Band included. at the
time DL 78807 was recorded. five former members of
Sousa’s own band.

Eastman Wind Ensemble, Fennell

MARCHING ALONG. Eastman Wind Ensemble, Frederick Fen-
nell, cond. MERCURY SR 90105 (1956 mono, 1959 stereo).
Tape: ®* MC8 90105. 9, 35, 61, 62, 63, 64 (plus six non-
Sousa marches).

HEART OF THE MARCH. Eastman Wind Ensemble, Frederick
Fennell, cond. MERCURY SR2 9131 (two discs, 1969
reissues; disc edition only OP). Tape: ®® K 9131; e:
MCT8 96000. 9, 30, 35, 47, 49, 61, 62, 63, 64 (plus eight
non-Sousa marches by Fennell and four marches by
Paray and the Detroit Symphony).

Sounp OFf! Eastman Wind Ensemble, Frederick Fennell,
cond. MERCURY SR 90264 (1960; OP). 7, 21, 31, 32,
37, 44, 47, 49, 52, 55, 59, 60.

Sousa oN REVIEwW. Eastman Wind Ensemble, Frederick Fen-
nell, cond. MERCURY SR 90284 (1961; OP). 2, 4, 25, 26,
27, 34, 39, 42, 43, 51, 53, 58.

Sousa ON PARADE. Eastman Wind Ensemble, Frederick Fen-
nell, cond. Five discs reissued (1970) from the Mercury
series, available only from the Longines Symphonette
Society, New Rochelle, N.Y. 10810. 2, 4, 9, 21, 25, 26, 27,
30, 31, 32, 34, 35, 37,39, 42, 43, 44, 47,49, 51, 52, 53, 55,
58, 60, 61, 62, 63, 64 (plus twenty-six non-Sousa marches
and Broadway band transcriptions).

Many specialist-listeners (myself included) consider
these Mercury recordings by the Eastman Wind En-
semble under Frederick Fennell the all-around “best” of
all modern Sousa-march recordings—especially but not
exclusively for their technological excellence. Lamen-
tably. Fennell’s hope of recording all 128 published
Sousa marches was never realized. Even more lamen-
tably, several of the series’ best programs have been
allowed to go out of print—a tragedy only partly atoned
by the resuscitation of five discs” worth of Sousa and
non-Sousa material by the Longines Symphonette
Society (this set is available only by mail order).

Other Modern American Bands

U.S.A, Concert Arts Symphonic Band, Felix Slatkin, cond.
ANGEL S 36936 (1972 reissue; from 1958-60 CAPITOL
originals). Tape: ®@ 8XS 36936; #® 4XS 36936. 9, 57,
61, 64 (plus eight non-Sousa marches and fife-and-drum
selections).

Sousa’s GREATEST MARCHES. Warner Bros. Military Band,
Henry Mancini, cond. WARNER BROS. WS 1465 (1962). 9,
23, 30, 32, 35, 39, 41, 57, 61, 62, 63, 64.

MancInNt SALUTES Sousa. Concert band, Henry Mancini,
cond. RCA APD 1-0013 (compatible Quadradisc). Tape:
e APS 1-0013; ® APK 1-0013; Q-8 cartridge APT 1-
0013. 9, 23, 32, 35, 41, 57, 61, 62, 63, 64.

HAIL, Sousa! University of Michigan Band, William D. Re-
velli, cond. VANGUARD VSD 2125 (1962-63). Tape: #® L
1650.9, 18,20, 21,22, 26, 27, 35, 39, 44, 45,51, 61, 62, 64.

These records. while not consistently on the level of the
Fennell series, all have points of interest. “Mancini Sa-

lutes Sousa” is being heard widely these days as a four-
channel demonstration record.

Sousa from Abroad

Sousa MARCHES. Band of the Grenadier Guards, Major Rod-
ney Bashford, cond. LONDON PHASE-4 SP 44103 (1968).
Tape:®® L 74103; - M 14103; Q-8 cartridge L 77103.
9, 30, 31, 32, 35, 37, 39, 49, 57, 61, 62, 64.

MARCHES BY JOMN PHILIP Sousa. Czechoslovak Brass Or-
chestra, Rudolf Urbanec, cond. NONESUCH H 71266
(1972, from a SUPRAPHON original). 9, 17, 22, 23, 35, 37,
44, 52, 57, 61, 62, 64.

Sousa SPECIALS. Band of the Scots Guards, Major James H.
Howe, cond. FONTANA SRF 67600 (1969, from a British
original; now OPin U.S)). 1, 3, 10, 13, 17, 22, 28, 38, 41,
48, 54, 56, 65.

There is no denying the idiomatic shortcomings of these
European bands’ performances. But those of the first two
discs are compensated for by the non-American musi-
cians’ fresh approach. The Scots Guards program is rec-
ommended solely for out-of-the-way repertory. De-
spite the obvious inadequacies of both performance and
recording. the disc—currently unavailable in the U.S.—is
worth searching out: Nine of the thirteen works on it are
not represented on any other recommended disc—and

the others are hardly warhorses!

Key to Works Recommended

This alphabetical list includes all the
Sousa works available on at least one
recommended recording. The num-
bers refer to the list of recordings,
where they identify the contents of
each disc. Unless otherwise indi-
cated, all works are marches.

1) Anchor and Star.
2) The Ancient and Honorable
Artillery.

3) Atlantic City Pageant.

4) The Black Horse Troop.

5) Boy Scouts of America.

6) The Bride Elect.

7) Bullets and Bayonets.

8) El Capitan (operetta selections).
9) El Capitdn (march).
10) A Century of Progress.
11) The Charlatan.

12) Corcoran Cadets.

13) The Crusader.

14) The Diplomat.

15) The Directorate.

16) The Owellers in the Western

World: Red Man, White Man,

Black Man (suite).
17) Esprit de Corps.
18) Farest of the Fair.
19) La Flor de Sevilla.
20) The Free Lance (On to Victory).
21) The Gallant Seventh.
22) George Washington
Bicentennial.
23) The Gladiator.
24) The Gliding Girl (tango).
25) Glory of the Yankee Navy.
26) Golden Jubilee.
27) The Gridiron Club.

28) Guide Right.
29) Hail to the Spirit of Liberty.
30) Hands Across the Sea.
31) High School Cadets.
32) The Invincible Eagle.
33) Jack Tar.
34) KansasWildcats.
35) King Cotton.
36) The Lambs.
37) The Liberty Bell.
38) Loyal Legion.
39) Manhattan Beach.
40) Marquette University.
41) The National Fencibles.
42) The National Game.
43) New Mexico.
44) Nobles of the Mystic Shrine.
45) Northern Pines.
46) Occidental.
On to Victory—see
The Free Lance.
47) Our Flirtation.
48) The Pathfinder of Panama.
49) The Picadore.
50) Powhatan's Daughter.
51) The Pride of the Wolverines.
52) The Riders for the Flag.
53) The Rifle Regiment.
54) The Royal Welch Fusiliers.
55) Sabre and Spurs.
56) Salvation Army.
57) Semper Fidelis.
58) The Sesquicentennial
Exposition.
59) Solid Men to the Frogt.
60) Sound Dff!
61) The Stars and Stripes Forever.
62) The Thunderer.
63) The U.S. Field Artillery.
64) The Washington Post.
65) Wolverine Band.
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by Peter E. Sutheim

A SERIOUS MUSIC LISTENER may well wonder why
the enormous emotional impact of an orchestral
climax. as heard in a concert performance, never
seems quile as greal when the same piece—maybe
even the same performance—is heard later, often
being recorded and broadcast. On the other hand, a
driver with an FM radio in his car can be frustrated
because he is unable to enjoy the soft passages in
music on his favorite FM station while driving
along the freeway at sixty miles an hour. He may
even give up on classical music in the car and turn
to another station that never seems to have any soft
passages.

What both these listeners are experiencing has to
do with dvnamic range: The span is limited at its
lower end by noise and at its higher end by the on-
set of audible distortion. Dynamic range has come
in for a lot of attention in the last few years (as wit-
ness the Dolby and other noise-reducing schemes,
low-noise tapes, super-powered amplifiers, for ex-
ample). Yetitis still true that the dynamic range of
the best sound-recording and transmission systems
doesn’t begin to equal the capability of the ear or
the actual performance of live musical events.

Anyone who has tried to record a live musical
event—especially an orchestra or chorus—has
surely encountered that fact. And if he then turns to
FM broadcasts as his signal source he probably is
pleased to discover that the demands on his tape
recorder aren’t nearly as great as in an actual per-
formance—even though the music loses a little
something. Clearly someone, somewhere, has been
doing some knob-twiddling in advance. But who?
And how? And why?

The compression of dynamic range and other
tinkerings have probably been done at several
points between the live performance and the emer-
gence of the sound at your speakers, mostly by au-
tomatic equipment, some of it very ingenious. Ac-
tually the dynamic range of music in almost any
commercial recording has been reduced manually
by the engineer’s “gain riding”; but here we'll stick
to why and how FM broadcasters do it, adding only
that the recording engineers’ reasons are related.

Peter E. Sutheim is operations manager of KPFK. the
listener-sponsored Pacifica station in Los Angeles.
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Who's Monkeyi
with Your FM Sign

Signal processing: “The most serious problem in FM broadcasting”

?

Though all the manipulations hinge on the concept
of dynamic range, it isn’t always the intensity. or
amplitude of the signal that is altered. Let's give the
name signal processing to any kind of tinkering be-
yond the straight amplification and transmission of
musical signals.

What Is ‘“‘Processing’’?

It would be nice if the output of a microphone,
phono cartridge. or tape head could be fed directly
to the input of the transmitter. save only for switch-
ing, mixing. and just the equalization necessary 10
make the program source “flat.” But there are sev-
eral reasons why that isn't practical—and that’s
what this article is all about.

Even in the early experimental FM broadcasts of
the 1930s one processing technique was borrowed
from the recording studio: pre-emphasis—the pro-
gressive boosting of high-frequency parts of the
program according to a definite curve, which of
course necessitated a corresponding high-fre-
quency cut (de-emphasis) at the receiver. In both
disc and tape recording. and in FM broadcasting
high-frequency pre-emphasis is used to reduce dis-
tortion and various kinds of noise. As long as the
boost and cut are perfectly complementary, the
program material remains unchanged, but hiss and
high-frequency distortion that creep into the proc-
ess between the boost and the cut are reduced by
the amount of the cut.

In frequency modulation (FM), the station’s up-
ward and downward carrier wave is varied from its
nominal frequency by the program signal. The ex-
tent of the swing, called deviation, is proportional to
the intensity. or loudness, of the program material.
Obviously If the carrier frequency were altered far
enough it would enter the frequency bands as-
signed to the station’s neighbors on the dial. There-
fore maximum deviation must be limited, and this
limit is arbitrarily defined as 100 per cent modu-
lation. The universal standard for 100 per cent
modulation in FM broadcasting is a deviation of
plus or minus 75 kHz from the nominal center fre-
quency. The carrier of a station assigned to 98.5
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MHz will therefore vary between 98.425 and
98.575 MHz with 100 per cent modulation. It is the
station’s responsibility—enforced by the prospect of
major hassles with the FCC—to see that its modu-
lation never exceeds 100 per cent, even on momen-
tary peaks.

On much live program material. with its inher-
ently wide dynamic range. that’s difficult to do
without keeping the average program level quite
low. But low average levels make inefficient use of
transmitter power and limit the effective coverage
area of the station—as we shall see.

A second solution is to use some form of auto-
matic gain control, often called compression or lim-
iting. (A limiter—sometimes called a peak limiter—
in this context is not the same thing as the limiter
stages in an FM tuner.) The broadcast station lim-
iter puts a ceiling on the audio level, usually around
the 90 per cent modulation level. Any further in-

We are “torn hetween
fidelity and marketing.”

crease in the loudness of the program at the input
of the limiter does not produce a corresponding in-
crease at the output, so the station can raise the in-
put level somewhat, letting the limiter lop off any
dangerous peaks. As long as it isn’t pushed to ex-
tremes, a well-designed limiter does this job with-
out introducing objectionable distortion; and it
does allow average modulation to be increased.

Almost every radio station uses at least this kind
of peak limiter just before the audio goes to the
transmitter. Many use more elaborate signal proc-
essing as well. But before discussing it we must re-
consider pre-emphasis for a moment.

The standard U.S. pre-emphasis curve boosts
energy at 15 kHz by 17 dB—an approximately sev-
enfold increase—over energy at 1 kHz. While it is
true that most music has far less energy in its top
octave than it does farther down in the spectrum,
that degree of boost makes it likely that, when the
midrange of a program is cranked up to modulate
the transmitter at nearly 100 per cent, over-
modulation will occur at high frequencies with
some types of program content.

A simple peak limiter placed in the signal chain
befere pre-emphasis occurs won't solve that prob-
lem; the over-all signal level would still have to be
cut back. especially with material containing a lot

of high-frequency energy (cymbal crashes or trum-
pet blasts, for example), just to prevent high-fre-
quency peaks from causing overmodulation and
distortion at the receiving end. If the station were to
put a peak limiter in after pre-emphasis, the over-
all program level would dip every time a high-fre-
quency peak came along, even if the peak itself
were too brief to be audible. This annoying phe-
nomenon—sudden and inappropriate changes in
program level—is called “pumping” or “breath-
ing.”

What's needed is a device that will limit peaks
only at those high frequencies that would over-
modulate the transmitter. and limit them only as
much and as long as necessary, without audibly af-
fecting the rest of the program content. Such a de-
vice, the FM Volumax, was developed in the mid-
1960s by CBS Laboratories, and is used by an esti-
mated 75 per cent of FM stations in the U.S. Just
how it operates is a little beyond the scope of this
article, but it does its job unobtrusively as long as it
is not overworked: if it is overdriven. the program
sounds noticeably duller or more muffled. Essen-
tially. it tinkers with both the gain and the fre-
quency response of a station’s audio system to
make possible a substantial increase in average
loudness without overmodulation.

Processing and Profits

From the listener’s standpoint the audio from a sta-
tion that uses nothing but a moderate amount of
this kind of processing is ideal—as long as his home
is within the primary coverage area of the station
(say, within thirty to fifty miles of the transmitter),
and he listens to the music with concentrated atten-
tion in quiet surroundings. Perhaps he believes that
all the other listeners are just like him. True, FM
was created and promoted as a high fidelity me-
dium. But a large majority of FM listeners now use
portable and car radios. And while FM was once
thought of as a broadcast medium primarily for
cultured tastes, it is now much broader, encompass-
ing a range from elevator music to soul, from ethnic
drama to all news. And it has become unashamedly
commercial. Some FM stations are making as
much money for their owners as AM stations ever
did. Which means that competition enters the
scene. And competition requires continual discov-
ery and utilization of little gimmicks, some of which
are technical and affect the station’s “sound.”
For example: It helps to be the “loudest” station
on the dial in a particular area so the broadcasts
will be easier to “happen on” in casual tuning,
which leads to an improved commercial position.
Loudness of course is not the same as amplitude.
or volume. Loudness is a subjective sensation, and
it depends on the frequency or frequencies in-
volved. their duration, and the relationship of peak
to average intensity. By limiting the peak intensity
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of sounds to a predetermined ceiling, and simulta-
neously raising the amplitude of lower-level sig-
nals, the signal can be made to sound much louder.
Its average energy content has been increased with-
out raising the peak intensity. That’s called com-
pression. How much compression can be used de-
pends on the type of program material being
broadcast and what the listener will tolerate. There
are stations that use compression so massively and
crudely that when the announcer takes a breath the
compressor raises the loudness of his breath (and of
the background noise) to the level of his words. The
result is an intrusive gasping effect. Yet a station
that uses such gross compression will be easy to
identify on a crowded dial.

Some broadcasters use artificial reverberation on
their announcers’ microphones to create a “big”
sound. Newscasts done that way take on a por-
tentous, oracular quality.

Listeners with good equipment
are “a very small minority.”

Another technique alters the station’s “flat” fre-
quency response. While the FCC insists on fre-
quency response within +2 dB from 50 to 15,000
Hz and requires an annual “proof of performance”
to certify it, there is considerable leeway for experi-
mentation. A common use of this leeway is for a
“presence” boost in the range from 500 to 5,000 Hz.
Jim Gabbert of KIOI in San Francisco says his sta-
tion uses a “‘proprietary” equalization curve for
records—not the standard RIAA curve. In his
words, “the energy is put where it counts the most.”

Gabbert admits frankly that he finds himself
“torn between fidelity and marketing.” KIOI-
which broadcasts what Gabbert describes as
“‘middle-of-the-road rock.” aiming for the twenty-
five-to-forty age group—seems to represent a fair
compromise, though, since it is highly successful
and also has a reputation for clean, wide-range
sound.

Chief Engineer Don Trafton of KFAC in Los
Angeles is experimenting with contouring the sta-
tion’s frequency response based on a composite of
the ear’s sensitivity and the typical radio’s perform-
ance at normal listening levels. The final choice
would be made empirically for a pleasing sound,
with no regard for the abstraction of flatness.
KFAC broadcasts classical music exclusively—on
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both FM and AM. When I asked Trafton whether
he felt that this approach to the station’s sound
might be a betrayal of the music lover with good
equipment, he szid that such listeners were a very
small minority. And, he added, even they tinker
with the frequency response of their systems. And
while the chief engineers of major concert-music
stations speak scathingly of frequency-response
“doctoring.” most admit that the commercial
recordings they play already are equalized to the
point where “flat sound” can only be achieved by
corrective equalization at the station.

This is perhaps the place to point out that classi-
cal-music stations are at a serious disadvantage
commercially. Not only does their programming
have less mass appeal. but the very nature of the
music requires that a reasonably large dynamic
range be preserved, at least for listeners who care.
But the maximum practical dynamic range in a
speeding automobile—the temporary location of
large segments of the listening population, partic-
ularly during rush hours—has been estimated at 20
dB, which is very small. Inevitably, soft musical
passages get lost in the wind. Indeed, KFAC-AM
now compresses quite heavily. Erstwhile daily com-
plaints about audio levels have stopped, and not
one letter has been received about insufficient dy-
namic range! And lest you dismiss this example as
of little consequence to FM broadcasting, I should
point out that the FCC presently is considering a
requirement that FM be included in all car radios.
Broadening the carborne FM audience can cer-
tainly be expected to encourage compression by
broadcasters.

Which leads us to another reason why FM sta-
tions use audio compression and other kinds of sig-
nal processing: coverage area. Most FM stations
radiate an omnidirectional signal—essentially cir-
cular. Whatever the initial intensity of the carrier’s
radio-frequency energy. it weakens as the distance
from the transmitting antenna increases. Even-
tually it becomes so weak that it approaches the
level of atmospheric noise and noise generated in
the receiver, and is no longer useful. If the audio is
sufficiently loud (but still without overmodulation).
the program will mask some of the background
noise let through by a weak carrier.

Startling though this may sound, a 3-dB drop in
average modulation—barely audible in terms of
loudness—would cut the coverage area of the sta-
tion in haif. Conversely, raising the average modu-
lation level by 3 dB (by using audio compression,
say) doubles the coverage area. This is not due to
an increase in transmitter power, which we assume
to be constant throughout, and which (in FM)
doesn’t change with modulation. It is due to a more
effective utilization of the power that is already
being radiated. The commercial implications of
this fact are enormous, since a station’s bargaining
power with potential advertisers depends on the
number and loyalty of its listeners.
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Yet, again, broadcasters of the concert repertoire
tend to avoid processing. Richard Kaye, executive
vice president of WCRB in Boston (and. inciden-
tally, manager of the Boston Symphony Orches-
tra’s Transcription Trust), says his station uses peak
limiting only to prevent overload, setting its Volu-
max so that it becomes effective only at about 98
per cent modulation. Henry Fogel of WONO in
Syracuse, New York, says, “We don’t use peak lim-
iting because we are afraid that it makes operators
lazy—letting the limiter do his work and distorting
the music because he isn’t watching.” While such
attitudes are highly commendable from the high fi-
delity point of view they represent a luxury that the
majority of FM stations obviously feel they can’t
afford. Alfred Antlitz, manager of engineering for
Chicago’s WFMT—one of the country’s most es-
teemed fine-music stations—sums up signal proc-
essing as “the most serious problem in FM broad-
casting.” FM, he points out, has fallen woefully
short of the bright promise of its youth; and signal
processing, he believes, is one of the major culprits.

A New Ploy: Dolby B

The Dolby noise-reduction method, as applied first
to commercial records and later to tapes and home
recording, has become well known. The system op-
erates only on the upper-frequency part of the
audio range. Essentially, it compresses low-level
high frequencies during recording or transmission
and then re-expands them in an exactly comple-
mentary fashion during playback or reception. As a
result, the program material ends up “flat,” but hiss
and other high-frequency disturbances are reduced
by approximately 10 dB.

This is a significant reduction. It means quieter
backgrounds for listeners with good sound systems.
and a greatly expanded FM coverage area. But, as
was pointed out earlier, the high-frequency pre-
emphasis already in use at FM transmitters, in-
tended to accomplish roughly the same objective in
a simpler way, presents a problem: Already it
threatens high-frequency overmodulation unless
the over-all program level is reduced or some sort
of variable pre-emphasis—comparable to Volu-
max—is used. Any further high-frequency boosting
by the Dolby circuitry at the station would only ag-
gravate the difficulty.

Now Dolby Laboratories has proposed a reduc-
tion in the standard pre-empbhasis, to be combined
with the adoption of B-type Dolby equipment. This
compromise provides, in their evaluation, the best
answer in several areas: a possible over-all signal-
to-noise improvement of some 12 dB, expanded
station service area, and compatibility with existing
receivers. This last point is particularly important,
because it means that the changeover could be ac-
complished gradually, without making existing

equipment obsolete. On existing equipment the
Dolby-encoded broadcasts with the new pre-em-
phasis would sound almost indistinguishable from
unencoded broadcasts with the present pre-empha-
sis, and no tone-control adjustment would be
needed. Several broadcasters are reported as being
enthusiastic about the proposal, if only because
they believe their average modulation would be
raised by approximately 6 dB—which, as seen ear-
lier, represents a fourfold increase in coverage
without resorting to objectionable audio compres-
sion.

There is some argument, however, about the net
effectiveness of this Dolby proposal. Since several
interrelated parameters are involved, some engi-
neers maintain that the benefits might prove less
dramatic in practice than they appear on paper.
And the FCC is said to have given the proposal a
cold shoulder because of the altered pre-emphasis.

Peak limiting
“makes the operators lazy.”

If only Dolby Labs had couched its argument in
different terms, some proponents claim, the FCC
might have been more cordial: The new proposal,
though it does involve an alteration in pre-empha-
sis, actually is more compatible with existing equip-
ment and techniques at the listening end than the
straight application of Dolby B to present pre-em-
phasis as practiced (apparently without upsetting
touchy FCC sensibilities) by several stations.

But it can also be argued that to add Dolby noise
reduction while reducing pre-emphasis is tan-
tamount to removing with one hand what you offer
with the other, since the relatively steep pre-em-
phasis now in use was itself intended as a way of re-
ducing noise in the transmission system. And
broadcasters worry that listeners will reject a sta-
tion whose signal they believe they cannot receive
“correctly.” Though WFMT was involved in fairly
extensive early tests (thatis, with unaltered pre-em-
phasis) of Dolby broadcasts, Alfred Antlitz is very
cautious on the subject. Anomalies in listeners’ re-
sponses to those Dolby tests lead him to believe
that the enthusiastic response was, in large part,
based on misconceptions: Many listeners appear to
have heard only what they wanted to hear. His con-
clusion: Since only a minute percentage of listeners
are Dolby-equipped at present, it would be irre-
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sponsible to adopt Dolby B for more than experi-
mental purposes; but WFMT is continuing its ex-
perimentation with the new Dolby proposal.

The Listener as Participant

One station executive, queried on the subjects dis-
cussed here, countered with a question of his own:
Why was HF preparing this article? The reply was,
of course, that the magazine wanted to help its
readers understand why FM broadcasts sound the
way they do and, where possible and justified, add
their weight as consumers of the stations’ output, so
to speak, to the pressures that urge improvement.

“You mean that if they don’t like my signals you
want them to write a letter of complaint to the
FCC? It seems to me that if they’re happy with
what they’re hearing, that’s fine; if you tell them
what to listen for and make them unhappy, you've
done them a disservice.”

I don’t want to give the man’s name, because I'm
convinced this outburst doesn’t represent his true
feelings. he has contributed too much to fine
broadcasting of fine music for that. But the “igno-
rance is bliss” sentiment does echo the feelings of a
great many broadcasters. And it’s true that the lis-
tener is limited in what he can do about a signal
he’s unhappy with.

One corrective open to the listener is the use of a
dynamic-range expander, a device intended to
undo the work of a compressor. [See HF test reports
on the DBX-117 (November 1972) and Robins Dy-
namic Sound Enhancer (July 1973), both of which
can be used to expand dynamic range.] For an ex-
pander to operate effectively and unobtrusively, it
must produce the electronic “mirror image” of the
device used for compression, or else it must be a
fairly sophisticated design. But effective as the
gadget solutions may be, they are still gadget solu-
tions.

There are bigger questions here—what the FM
listener has a right to demand from an FM station,
and what the broadcaster’s responsibility is to the
listener. What is at issue is how far the station
should go in using more drastic forms of signal
processing to increase its coverage area—especially
when revenue is the motivation. It is true that in-
creased coverage means that the station serves
more listeners, and more people then can enjoy
whatever cultural benefits the station offers. But
this is often a thin rationalization for being able to
“sell” more listeners to the station’s advertisers.
Still, a station must pay its bills; and even noncom-
mercial, listener-supported stations feel continual
pressure to expand their base of support.

So the conflict between fidelity and marketing,
even in the nonprofit stations, is a real one. The
problem is further clouded by questions about the
meaning of fidelity. A lot of music today is created
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largely in the recording studio control room. or in a
synthesizer fed directly onto tape. When so much
music has no “live” antecedent, against what shall
fidelity be judged” The answer may lie in thinking
of the transmission medium—be it tape, records, or
FM radio—as idzally a characterless “pipeline”
that simply passes material without imposing any
qualities of its own. Such an attitude unfortunately
takes no notice of either the remediable short-
comings of available program material or the tech-
nical exigencies of the FM medium.

It used to be standard procedure to instruct
broadcast engineers to use different amounts of
compression or different average VU meter read-
ings for different kinds of programs. At some sta-
tions, it still is. It’s a practice that needs to be en-
couraged. The best resources produce the best
broadcasts only when they are used intelligently
and sensitively. This is where the listener can help.

Don’t “tell them what to listen
for and make them unhappy.”

Since the stations are dependent on listener sup-
port in one way or another. they are to that extent
sensitive to listener response. If you have a specific
complaint, a letter or phone call to a station execu-
tive may be the best way to place your message
where it will mean the most. A letter is better; it lets
you work out your thoughts coherently, and it lets
the recipient consider what you say at his conven-
ience. It also gives him a chance to show your letter
to higher-ups, if that may help. Call the station and
get the name of the manager or the chief engineer,
then address your letter specifically to one or the
other—or both, if you’re a “cc to...” type.

But you must know what you’re complaining
about. I hope this article has introduced you to
some technical terms and to concepts you can use
to sharpen your listening powers. Now and then
you may hear a broadcast of a record you have in
your collection; careful listening to this familiar
sound may help you analyze what is wrong—or
right—with the station’s signal. And the more nar-
rowly you can define what you’re hearing, the more
helpful you can be to the station in improving its
sound. But don’t expect changes overnight. All sta-
tions get crank letters and consider them business
as usual. Only the pressure of consistent—and con-
sistently reasonable—criticism can do the job. @
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Amid the gadgetry of the Frankiin Institute’'s model
studio, Dave Fredericks (immediately above), vice president
of Arp Instruments, which donated all equipment used in
the show, adjusts the Arp Odyssey. Later exhibit

visitor Judy Brussell (top) tried her hand at synthesizing

a little electronic music of her own
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by James Felton

Pushbutton
Music for the Public

ALL ASPIRING electronic-music composers (and
thcse who are just curious about how it's done)
car. now find a sampling of ways and means at the
Franklin Institute in Philadelphia.

With a flourish of synthesizers and oscil-
loscopes, the Institute has opened an exhibit—
schzduled to run until April 1974—that allows
visitors to operate a selection of electronic
instruments and gives them an introduction to
the basic language of rhythm, melody, and harmony.

For instance, at the first booth
the would-be composer can produce a
waltz, bossa nova, or rock rhythm by
pushing the appropriate button and
improvise on a pianolike keyboard
with the rhythm of his choice. The
keys lead to transistors that spark
a sound electronically.

The climax of the exhibit is a
model electronic studio with three
synthesizers, tape recorders, and
a galaxy of mixers. Periodic
demonstrations feature a
technician playing Handel’'s Water
Music electronically and a jazz piece
built by stacking successive layers
of taped sounds on top of each other.

The exhibit invites children to
try their hands too. Their special
section has a touch-tone telephone
that activates a flute electronically
when the buttons are pushed and a
theremin, a shiny brass knob that

sounds off when a hand is cupped over

it and moves the air around it. ®
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The Franklin Institute

in Philadelphia invites all
comers to punch out their own
electronic compositions.
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The opening poster at the Franklin Institute show (left) draws

a parallel between traditional instruments and updated music makers
by explaining the bass fiddle's sound-producing technique

in electronic terms. Among the exhibits that get a regular workout
in the children's section are a theremin (t00) and a flute
controlled by the pushbuttons on a touch-tone telephone.

- pa

v3 :

‘le 7 -

NoveMBER 1973 69



70

S Ve _“
e

The

Slam 8
e T

20

8y R

WI04 MAN J0 AND 3y} 40 WNASNW ASapN0d ojoyd Ly Jo wnasnly uejnodosjay 3y AQ Ju3| LOND3)10) PIoUY " M PiempI ay|

The Park Theatre, Park Row, in 1832, with Brick Presbyterian Church and Tammany Hall in the distance.

resario

by S. J. London

Italian opera first came to America in the guise of
Manuel Garcia and his daughter Maria Malibran who took New York by
storm with their theatrics — both on stage and off.

OH 1T was a fat and pursy time indeed for New
York City, that November of 1825. A month of un-
precedented events. if you will.

No sooner had the month begun—on November
4.to be exact—than Governor De Witt Clinton offi-
cially opened the new Erie Canal by pouring a
bucketful of Lake Erie water into Lower New York
Bay. Then on Election Day, for the first time in any
American election. all white males were able to
vote whether they owned property or not. In rapid
succession thereafter the first tenement in the city’s
history went up at 65 Mott Street, the first marble-
fronted house appeared at 663 Broadway. and the
first gaslights bloomed in the streets below
Fourteenth Street. But history, that canny trollop
of a muse. managed to save the month’s gala-most
event for last.

For on November 29 New Yorkers heard for the
first time Italian opera in its native tongue (* ... in
The author is a physician and free-lance writer.

that jeweled tongue of Dante and Petrarca.”
crowed Lorenzo da Ponte, quondam librettist for
Mozart’s Don Giovanni and Marriage of Figaro but
in 1825 a delighted resident of New York). With
fringe benefits, considering that they were also
among the first in the world to hear the legendary
Maria Malibran, then only a seventeen-year-old
still bearing her patronym of Maria Felicita Garcia
but already the prodigy of the incredible three-oc-
tave range and the ineffable dramatic suasion who
three years later would make (in the words of Franz
Liszt) “slobbering hyenas of all other sopranos.”
And the debut as well of her older brother. Manuel
Patricio, who would one day become if not the
greatest baritone, then the greatest voice teacher of
all time. But above all they were witness to yet an-
other Garcia phenomenon: the polychromatic gen-
ius of the father of the two (as well as of future diva
Pauline Viardot-Garcia, who was a tender four-
year-old during the New York adventure), the first

HiGH FIDELITY MAGAZINE



of New York's great well-tempered impresarios.

Maestro Manuel del Popolo Vicente Garcia.

A restless dynamic archimagus left over from the
Renaissance only to be cast a-thrashing and a-rag-
ing on the high Romantic dudgeon of the nine-
teenth century. The last of the great bel canto ten-
ors. to whose specifications Rossini had drawn
Almaviva for The Barber of Seville and the Otello
for his version of Shakespeare’s prime opus, primo
tenore of the Thédtre des Italiens in Paris and the
Royal Chapel in Naples. The last of the great com-
posers of the ronadilla, that uniquely Spanish oper-
etta form, without whose E/ Poeta calculisia (the
best of the seventeen Garcia wrote) musicologists
say there might never have been a Carmen. The
first of the great modern voice teachers, dubbed
Professeur du Chant by none other than Napoleon
I, and whose most formidable pedagogic products
were his daughters Maria and Pauline and his son
Manuel. And. to complete his inventory, conduc-
tor, actor, director, and professional world citizen.
Who, in his brief eleven-month tenure in New York
as major domo of his own opera company.
diligently and artfully furrowed the soil that was
later to sprout the Astor Place Opera House, the
Academy of Music and, finally, the Metropolitan
Opera.

;Ohe!

How this remarkable Andalusian managed to
stray from his native Seville. where he was born in
1775, to Manhattan is of course a whole other mat-
ter. But then he was, as has already been inven-
toried, a restless soul. Poised at the (relatively) ten-
der age of thirty-one on the brink of a national lau-
reate as his country’s most accomplished musician,
Maestro Garcia suddenly decided that musical
Spain was for him but a third-class corrida and
packed himself—lock. stock, wife, and infant son
Manuel Patricio—off to Paris. This was 1807; by
1811 he had had enough of Paris and moved on.
this time with two-year-old Maria Felicita in tow,
to Naples. Five years later he was back in Paris for
some of the best singing of the day and the choicest
of riotous living with the likes of Rossini. Auber.
Boieldieu, Zingarelli, and Spontini, but in another
five years he had moved on to London where he es-
tablished himself as the impresario and first tenor
of his own opera company and as a master voice
teacher.

Until the spring of 1825, that is. when one
Dominick Lynch of New York clattered into Lon-
don aboard the Southampton stage. Himself was
also a tenor of sorts. albeit retired, on assignment
from his city fathers to find them a proper opera
company with which to celebrate the inauguration
of Clinton’s Ditch come fall. It was also the time of
Maria Felicita’s world debut as Rosina in The Bar-
ber at Covent Garden whence, as it came to pass,
Lynch did happen to wend his way several days af-
ter his arrival. And quite happily. for Lynch was
very much taken not only with the young and
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brilliant Rosina but with her father’s excellent Al-
maviva as well. Before the week was out Lynch
convinced Garcia that he had a truly great and lu-
crative New—i.e., Anglo-Saxon—World to conquer
in New York. one that was certainly far more chal-
lenging than London. Would Garcia and his troupe
arrange to arrive in New York sometime in October
for a three-month season of Italian opera in ltal-
ian?

Not that New York and opera had failed to be-
come acquainted prior to 1825. As a matter of fact.
the thing had made its first stand there in 1767 un-
der the guise of The Beggar’s Opera. that delightful
bawd of an English ballad operetta. True opera
seria, though. had not followed until thirty years
later, near the turn of the century. but while Eng-
lish operetta waxed shamelessly successful opera it-
self failed to actuate New Yorkers of early Federal
vintage. The singers were for the most part Ameri-
can-trained amateurs to whom foreign languages
were only fathomless gibberish and who could do
little else than gargle inept English translations of
such works as Der Freischiitz or The Barber while
they fumbled endlessly at the prescribed but in-
comprehensible stage business. Nor did foreign
language performances fare any better. In 1794 a
French opera company had tried its luck with
Gluck, Rumeau, and Lully in all their native Gallic
splendor at the City Tavern. but had been lam-
pooned out of town. Two vears later another
French company bravely attempted a similar sortie
at the John Street Theatre but to salvage a decent
profit it was forced to end its season with—par-
blew!—English comic operetta.

This state of affairs might have continued indefi-
nitely had rot Governor Clinton decided in 1818 to
dig the Erie Canal. With the canal promising to
open the vast rickes of the Western Reserve to com-
merce and to make New York the prime port in the
Western Hemisphere, some far-sighted New York-
ers realized that their city would soon become not
only the center of American commerce but the win-
dow for American culture. Opera might then be
sorely needed as window dressing, and it was
against this eventuality that a quartet of energetic
citizens met one day in the spring of 1825 to decide
what measures should be taken. Dominick Lynch
of course was one. as was Dr. John Wakefield
Francis, a civic-minded physician with a taste for
the arts; a third was Stephen Price. manager of the
Park Theatre, who badly wanted a successful
1825-26 opera season to bolster his sagging box of-
fice; and the fourth was the aforementioned Lo-
renzo da Ponte—a tall scrawny seventy-six-year-old
Venetian expatriate, Professor of [talian Literature
at Columbia. apostate Jew turned Catholic priest
only to be unfrocked because of several decidedly
unpriestly frolics, but mostly the poet who in his
vintage years had done Mozart such yeoman serv-
ice. Which of ccurse was how Lynch obtained the
portfolio that had managed to bag Garcia.
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True to his contract. the Maestro debarked the
Liverpool packet at the noisy South Street docks in
late October. As hestood greeting the city fathers at
dockside his troupe deployed itself about him: his
son. Manuel Patricio. his daughters Pauline and
Maria, his wite. Donna Joaquina (who sang the as-
sortment of minor dramatic soprano and mezzo
roles in the troupe’s repertoire), second tenor
Domenico Crivelli. basso Ivrico Carlo d’Angrisani.
and basso buffo Anton Rosich. And what they saw
as they proceeded to their hotel near the Bowling
Green was a most pleasant town of some 160.000
souls flourishing on a verdant tongue of Manhattan
real estate that extended from its tip at the Battery
to its northernmost boundary at Fourteenth Strect.
Laced it was with narrow crooked streets that had
originally been flattened into footpaths by cows
and seventeenth-century Dutch feet but sull re-
tained the rustic charms of Pieter Stuyvesant's day.
Blackberries still grew on Bleecker Street. lilacs still
hung heavy and tmgmnl on Maiden Lane. Wall
Street was still the most popular promenade in
town. and one could still see a breathtaking pano-
rama of Upper New York Bay from Chambers
Street. But the core of the city even then was Broad-
way. straight as a Man-a-hat-tan arrow, broader in
its seventy-foot width than any strect in London.
lined with majestic poplars. and crowned at its
northern head by two architectural jewels: the mar-
bled French Renaissance splendor of City Hall and
the simple Georgian grace of the Park Theatre.

The Park. Long vanished. and in its place on
Park Row today a frayed old greasy-spoon restau-
rant and a dog-cared old bookstore. two hundred
and fifty rubbish-runncled paces northward on the
Row from Ann Street. Then, however. when the
Keans. the Kembles. the Jeflersons. the Drews-
and the Garcias—were inscribing New York theater
history. the Park was the largest and most elegant
house in all the twenty-four United States. [t had a
handsome white fagade. an interior of luminescent
pink, white. and gold ringed by three tiers of red
velvet seats, and a great ghttering chandelier that
spilled crystal cascades from its soaring dome.

But all that bonny New York hocage may not
have recommended itself immediately to the
Maestro. For all their vaunted reputations the
Mangin brothers. the Park Theatre's architeets. had
not made the stage or the orchestra pit large
enough to accommodate the musical tours de forec
that were currently being exported from Paris and
Vienna as grand opera. There was no trained
chorus other than the military glee corps of the Fort

Jay garrison. leavened somew hat by a bevy of lady
choristers from Trinity Church and St. Paul’s
Chapel. There were neither trained chorus masters
nor expert prop men and only two aging part-time
conductors. one a half-deaf ltalian concertmaster
and the other an arthritic Parisian pianist. Except

for an oboist. however. there was a good number of

musicians available in New York and Garcia was

Manuel del Popolo Vicente
Garcia, tempestuous father of
divas and of ltalian opera

in the United States.

able 1o muster a fairly well-balanced ensemble of
twenty-five men in his pit (without trombones, be-
cause of the occupational hazards posed by their
propulsive slides to the men in front). This may
have been cnough to aid the Maestro in over-
coming all the other local deficiencies for he pub-
lished this historic document in the New York
American of November 16, 1825:
Signor Garcia respectfully announces to the
American public that he has arrived lately in this
country with an Italian troupe (among whom are
some of the finest artists in Europe). and has made
arrangements with the Managers of the New-
York Theatre. to have the house on Tuesdays and
Saturdays. on which nights the choicest Italian op-
cras will be performed. in a style which he flauters
himselt’ will give general satistaction.
For the succeeding eight days the names of per-
sons desirous o take boxes or benches for the sea-
son of three months. or for one month, will be re-
ceived at the box office at the Theatre. and the
applicants for the longest term and the greatest
number of seats. will be entitled to the choice of
boxes.
The price of Box places will be two dollars, of
Pit one dollar. of Gallery twenty-five cents.
The Barber of Seville opened the festivities along
Broadway thirteen nights later with Garcia as Al-
maviva. Maria Felicita as Rosina, the younger
Manuel as Figaro (in his world debut), and Donna
Joaquina as Berta. and for the remainder of his run
the Maestro had New York in the palm of his ca-
pacious hand. “Never before within the contines of
the Park Theatre.” chortled the -tmerican, “had
such an audience been assembled. The lower and
second circles were occupied chiefly by elegantand
well-dressed females. No unsightly bonnets de-
tracted from the array of beauteous and smiling
faces, decked in native curls, or embellished with
wreaths of flowers or tasteful turbans.™ To say
nothing of the unmentioned also-cames who in-
cluded such luminaries as President Adams, James
Fenimore Cooper. William Cullen Bryant,
Clement Moore (of The Night Before Christimas
fame). and Joseph Bonaparte, nephew of Napo-
leon, all of whom—or so it is written—enjoyed
themselves hugely.

For the performance itself, the clder Manuel was
extolled for his “Ecco ridente,” the younger Manuel

NOVEMBER

|

1973



His just as fiery daughter Maria,

sojourn emerged as the
unsinkable Malibran.

for his “Largo al factorum,” the sets for their
“matchless vigour and beauty,” and the orchestra
for its “professional excellence™; but when the pa-
pers drew a bead on Maria Felicita, the Rosina,
they became near dyspneic with adulation. Said the
American: *When the charming Rosina came forth
for the first time she was greeted with great and sus-
tained applause. but which was nothing compared
to what greeted her at the completion of *Una voce
poco fu.'”

So taken was the audience with her. as a matter
of fact, that she was adopted as New York’s very
own for the remainder of the season and referred to
affectionately at every turn as The Signorina.
Thirty years later Dr. Francis (who was also the
Garcias’ physician during their New York stay)
would write in his memoirs for the New-York His-
torical Society: “Itis to the everlasting glory of New
York that she. among all the cities of the world. was
the first to recognize the genius of Maria Malibran-
Garcia.”

Bowing to popular demand despite the violence
it did 1o his sense of repertory, the Maestro
presented the Barber tor the next five performances
and then his own comic opera. in the ltalian style.
L’Amante asnwo. On New Year’'s Eve. however,
Garcia began to stamp his true hallmark on New
York opera with a slam-bang staging of Rossini’s
Tancredi. a swashbuckling prospectus of civil war
and high romance in eleventh-century Sicily. In this
production Papa Manuel and Maria Felicita liter-
ally lashed the audience into frenzy with their exe-
cution of the passionate (for Rossini) music. New
Yorkers persuaded Garcia to expand his original
plans for a threc-month season into six months.

This hallmark consisted of more than Just a su-
perb musical performance. It embraced spectacle,
dynamic acting, and a concept of conflict-climax
where Garcia used one to amplity the other and
cannily chose operas with fast-breaking last acts

that allowed him to build carefully to the peak of

conflict-climax just before the final curtain. To
crown it all, he would invariably choose Maria and
himself for the chief opponent roles. two of a kind
in their incandescent singing and dramatic talents.
Consequently. of all of friend Rossini’s enormous
output Garcia was particularly partial to—apart
from the ubiquitous Barbiere—Orello. Semiramide,
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who during their historic New York

Tuncredi, Il Turco ir ltalia. La Cenerentolu. and La
Donna del lugo. in addition 10 his own 1.’Amante us-
turo, Nicola Zingarelli's Giulietia e Romeo, and Mo-
zart’s Don Giovanni.

Semiramide, staged for the first time two weeks
after the New Year's Eve Tuncredi. is for example a
Biblical showpiece replete with Babylonian cho-
ruses. military bands. florid sets and costumes. to
say nothing of a capricious Oedipal theme that has

Semiramide murdered by her son at the climax of

the last act—a combination that brought thunder-
g denunciations from the pulpits of neighboring
Trinity and St. Paul’s for the remainder of the Gar-
clas’ season but an ever-increasing box office take.
There was. for another example. the tirst American
performance on May 23. 1826. of Don Giovanni in
Da Ponte’s own pristine Tuscan 1o the accom-
paniment of the old man’s weeping and the
Maestro’s performance of the ordinarily lyric basso
Don. This piece of tenor virtuosity that only Garcia
and a handful of other heroic bel canto tenors were
able to bring off successtully seemed to add just the
right dash of tension 10 the opera’s intrinsic con-
Hict-climax interplay and began New York's long
love affair with Mozart’s great rascal.

But the high point of the city’s involvement with
the Garcias was beyond any doubt the perform-
ance—also the first in the United States—of Ros-
sini’s Orello on February 7. 1826. Not onlv was
Otello the elder Garcia’s greatest opera character-
ization. but this performance introduced Maria
Felicita to the role~Desdemona—that would also
become her own greatest virtuoso piece and
brought into bold reliet the unusual kind of per-
sonal involvement this brace of Garcias could use
to stir an audience.

From the time of his arrival in New York. Garcia
had wanted more than anything else 1o present his
beloved Orello. but two factors restrained him. The
first was the lack of what he considered a suitable
soprano for the role of Desdemona: although
Maria Felicita had the requisite vocal capabilities.
Papa felt shie was 100 young and inexperienced for
such a taxing part. For the second. the great Ed-

mund Kean was about to unlimber a spring run ot

Shakespeare at the Park Theatre and had chosen
the original Othiello tor his opening presentation. a
matter that could ecasily detract audiences from the
foreign and less muscular Rossini opus. But then as
fortune—pecuniary as well as chancey —would have
1t M. Frangois-Eugéne Malibran came to town.
An apparently rich but obviously middle-aged
French wine merchant. he arrived in the bur-
geoning new metropolis 10 see whether Americans
could constitute a viable market for his wares from
Burgundy and the Medoc—or such was his inten-
tion until he clapped eyes on Maria Felicita. From
that pointon he neglected his wines for a strenuous
courtship of the young diva. Maria. who later in life
confessed 10 her close triend Countess Merlin that
she would have done anything 1o escape Papa’s tyr-
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anny, was most receptive. Not so Papa. When fiery
Andalusian exhortations and invectives failed to
dissuade his daughter from her matrimonial inten-
tions, he fell into high dudgeon and low strategy.
Striding into his daughter’s room one evening, ac-
cording to Countess Merlin, he planted himself in
front of her with arms akimbo and snarled: “On
Saturday you are to make your appearance with
me in Otello.”

“Saturday!” cried the startled Maria. “Why, it’s
only six days off!”

“I know all that.”

“Six days in which to rehearse a part like Desde-
mona’s and to accustom myself to the staging?”

Whereupon Garcia growled most menacingly:
“Don’t talk nonsense. On Saturday you are to ap-
pear and you will excel, or if not, in the final scene
where | am supposed to be striking at you with a
dagger, I will really stab you!” (Rossini preferred
the knife to Shakespeare’s garrote.)

Otello opened as scheduled on Saturday eve-
ning, February 7, and Garcia was so obviously afire
in the role that the audience exploded into one col-
lective gasp as this stocky, turbaned, swarthily
handsome dynamo made his first entrance. The
American. snooping about as always, reported that
“After the 2d Act, when Garcia had left the stage,
he was accosted by Mr. Kean, who introduced him-
self. as he said, for the satisfaction of expressing his
admiration in which the part of Othello had been
presented and of complimenting the artist who had
so well delineated a most difficult character.”

The most illuminating pyrotechnics were re-
served for the final scene as it drew swiftly to its
tragic conclusion. When Otello raised his hand to
strike Desdemona in a paroxysm of stage fury, it
appeared evident to Maria that Garcia’s was no
feigned rage. In her real terror she defied Rossini’s
stage directions by staggering backwards and drop-
ping to her knees. As the avenging hand swept by
her cheek she bit its fingers in self-defense and im-
mediately had Garcia bellowing in quite unsimu-
lated pain. The audience responded with its own
bellow of appreciation at what it considered “a
marvelous piece of stage acting” and was very soon
rewarded with another. When Otello drew his dag-
ger and advanced on Desdemona for the denoue-
ment, Maria suddenly realized that the blade glint-
ing in her father’s hand was no mere prop.
Remembering his threat earlier in the week, she
threw herself on the bed screaming in Spanish:
“Papa! Papa! For the love of God. don’t kill me!”
as both the knife and the curtain descended.

The scream was not only anguished but intensely
musical, and the audience, unable anyway to dis-
tinguish Spanish from Italian, again thought they
were witnessing superlative theater. They thun-
dered their approval for the next hour, calling re-
peatedly on a shaken Maria and a sardonically
smiling Papa to acknowledge their homage. And
within the next hour, an equally shaken Malibran

managed to present himself to Garcia backstage
with an offer of 100,000 francs in exchange for
Maria’s hand, wherzupon Papa’s scathing opposi-
tion to the marriage miraculously vanished.

The nuptials were duly celebrated on March 23
with, it would appear, the entire City of New York
bearing beaming witness for their favorite Signor-
ina. Several months later however Malibran de-
clared himself bankrupt and Park Row is reported
to have been shaken to its roots once again by
bombilations appropriately larded with threats of
assorted Andalusian mayhem. But Maria stood her
ground. She not only refused to divorce M. Mali-
bran but as soon as he was safely in debtor’s prison,
out of her father’s reach, she assigned all her claims
to his “estate” to his creditors and threw her own
income into the bargain. So devoted was she to her
honor that she remained in New York for six
months after her family troupe had left, earning the
wherewithal to repay her winemaker’s debts in
such pre-Sullivanian English potboilers as The
Devil’s Herituge and Love in a Village. When re-
demption had finally been achieved in March 1827,
she set sail for Paris—and immortality—thoroughly
content to leave Malibran languishing in debtor’s
prison.

The rest of the company, persuaded like sheep
by the Maestro's wanderlust, had already left New
York the previous October. Since July 1826 he had
become increasingly enchanted with the prospects
of conquering Mexico City, a properly His-
panic town more suited to his temperament than ei-
ther New York or London; besides, what could
have been more suitable for bringing back in
triumph to Paris, the true city of his dreams, than a
compost of Yankee and Mexican gold? And so the
Maestro and his troupe gave the last performance
of their season. another rousing Barber, on October
| and setsail for Vera Cruz three days later (sans, of
course, Maria Felicita).

They left behind seventy-nine performances of fif-
teen operas, eleven of which New Yorkers had
never before seen or heard, not even in English; au-
diences had packed the Park Theatre to its lofty
dome and in the process yielded the Maestro a
Croesan—for that day—profit of $56,685.

Not until 1848, when another well-tempered im-
presario by the name of Max Maretzek would ar-
rive at the South Street docks on another Liverpool
packet, would New Yorkers again see the likes of
Garcia or the temper of a Garcia production. In
point of historic fact, Maretzek himself managed to
add yet another dimension to the stature of Garcia
in New York’s opera history. “Oh nay,” he once
told friend Walt Whitman in his quaint pidgin of
Czech-Viennese-British English, “Barnum was not
the first of his kind in New York, because at the be-
ginning was a feller named Manuel Garcia. And if
you want to know the truth, if there had been no
Garcia there would have been no Barnum.”

;Ohe!
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by John Rockwell

Despite all the hoopla
about quadriphonic records,

they are often impossible to find.

YOU VL JUST INVESTED an inordinate amount of

money in a new quadriphonic svstem. and now vou
£0 1o vour local record store 1o get something 1o
ptay on it. Chances are. vou'll be ushered to some
dark and dingy h‘uk\v‘ugr Wiy overin a corner be-
hind the Hmdu film scores and the Ecuadorian folk
music. and there you'll tind a forlorn-looking bin
lubeted “Quadriphonic Records.™ Look through it.
H the August Schwann cataloguce is 1o be trusted.
you will dlsm\u no music of any kind by Bellini.
Bizet. Brahms. Bruckner. Dvofik. Mendelssohn.
Puccini. Schubert. Schumann. Johann Strauss.
Telemann. Wagner. There isn’t even anvthing by
Beethoven. of all people. let atone by a mvrmd
slightly less basic composers or by most contempo-
rary composers. Fhere are no Movzart operas or
symphonics. no Haydn symphonics. no Verdi op-
cras. except for a “Bach Program™ nothing but or-
gan music or organ transcriptions by Bach. hardly
dn\lhm“ of anv kind in chamberor 5010 Instrumen-
tal music. not even some of the hoarier * ‘sonic spece-
taculars™ ike Pictures ar an Exhibition.

If you have a matrix playback system. you won't
be able 1o find & major picce by Debussy, Ravel.
Rimsky-Korsakov.
you can only play RCA’s so-called “discrete”
Quadradiscs. you will be deprived of Bartok. Ber-
lioz. Chopin. Donizetti. Haydn. Mahler. Mozart.

Sibelius. or Shostakovich: if

John Rockwell is a frequent contributor 10 HiGn FioemiTy
and MUSICAL AMERICA.
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Prokotiev.
aldi,

Fhings aren’t any better in pop. There are no
Rollmo Stones records. no Who. no Band. no Da-
vid Bowic. no Grand Funk. no Rod McKuen. no
Buck Owens. Yes. the Warners - Elektra - Atlantic
complex is about 1o release a bunch of pop maleriul
onto the quad dise market. but it will all be |
Quadradisc form. which won't help vou it vou Im\c
a matrix plavback system. Schwann says he hists
around 45.000 stereo records in his current cata-
logue. Atthis writing. there are only some 250 quad
records. [t 1s svmptomatic. however. that record
companies have been remiss in letting Schwann
know what thev have available. For cmmplg Co-
lumbia’s ruord]ny_s of both Johann Strauss's and
Beethoven's greatest hits and the complete Bach
Brandenburgs with Anthony Newman were issued
several months ago but the company failed to no-
uly Schwann oflhe fact.

At the moment. Columbia is the leading pro-
ducer of quadriphonic discs. tollowed by RCA and
Vanguard. A Columbia spokesman says that the
company's currznt thinking is to put most new clas-
sicat releases in quad. and eventually in SQ ver-
sions only (all quad discs can be played on ordinury
stereo equipment): pop will remain a more selec-
tive phenomenon. An RCA executive savs his com-
pany hopes to have nearly everything new out on
Quadradiscs by the end of 1974 All of V anguard’s
new classical releases will be made available in

Richird Strauss. Stravinskv. and Vi-
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quad (SQ). All major record manufacturers
throughout the world have for the past few years
been recording the bulk of their sessions with quad
in mind. But apparently neither RCA nor Colum-
bia plans to reach back into its previous inventory
and put out a significant number of quad discs. at
least until the market clarifies itself. Angel will
shortly release its first SQ discs. But Decca/Lon-
don. Deutsche Grammophon. and Philips have so
far refused to commit themselves to quad.

What does all this mean? For the quad boosters
(i.e.. those record companies and audio manufac-
turers who have gone into tour-channel sound
themselves. however tentatively) the answer 1S
simple. They point back to the early days of LP and
stereo. assure us of a grandiose future for quad just
around the corner. and point to statistics that
apparently show a marked upturn in quadriphonic
disc and equipment sales in recent months. But
some record dealers dismiss the whole phenom-

enon out of hand. For Rik Schoenberg. manager of

Rose Records in Chicago. all those optimistic statis-
tics are “a bunch of crap: we're the biggest outlet in
the area. and if there had been any real interest in

quad. we'd have noticed 1t.”" A salesman at one ot

the Record Haven stores. a pop-oriented New York
chain. says his firm has hardly any quad records:
“Nobody wants to buy ‘em. It’s dead.™ A salesman
at Discophile. a classical collectors’ specialty shop
in New York. claims his customers don’t seem to be
much interested in quad. and speculates that it is
the hardware collectors—i.e.. the sound buffs—who
are most likely to buy quad discs. especially consid-
ering the spotty repertory presently available.
Dealer gloom to the contrary. however. it would
still seem to be ludicrously premature to claim
quad as a failure. But for every store manager who
sees no activity in the quad market. there arc others
who think sales have picked up appreciably in re-
cent months. Joe Cooper at Vogue Records in Los
Angeles says quad sales have shown a marked up-
turn in his store. and Irwin Katz. director of’ mar-
keting for the nationwide Discount Records chain.

reports a similar surge. “It’s really about the same
as the early days of stereo.” argues Kaiz, opumis-
tically. “In the beginning. people think of it as a
gimmick. Then sales begin 1o pick up. and sud-
denly one day you look around and it’s arrived.”

The possibility remains that quadriphony will
never really get anywhere—that of the three disc
revolutions in recent decades. the LP. the stereo LP.
and the quadriphonic LP. the last will prove by far
the least revolutionary. But more likely quad will
eventually establish itself. And even now itis pretty
easy to identify a few factors that have impeded the
market so far.

Everything considered. the advent of quad discs
has much more closely resembled the first days of
the LP than the first days of stereo. In the late For-
ties the industry was convulsed by the size-and-
speed war: twelve inches or seven inches? 33 rpm or
45 rpm? In the latter part of the Fifties. the com-
panies were apparently determined to avoid that
kind of confusion. They got together. agreed upon
a common system for cutting stereo discs. and
pretty much stuck to an industry agreement 1o re-
lease a large. comprehensive batch of stereo
records at the same time (fall of 1958).

Things are now very different. and the current
battle between proponents of matrix and discrete
systems provides an almost exact parallel to the late
Forties. with the same two American companies.
RCA and Columbia. again batling toe to toe.
Decca/ London. which was in the forefront of in-
dustry etforts to co-ordinate itself in 1957-58. is
staying above the battle this time. As D. H. Toller-
Bond. head ot American London. puts it. “We're
going tosit and wait out the market. When the pub-
lic decides what the best system is. we'll go into it.
But we're not pioneering.”

Another. separate problem is that of the single-
double inventory question, and the attendant con-
fusion on the part of many dealers. All quad
records are compatible with stereo (i.e.. you can
play an SQ disc or a Quadradisc in two channel
with full stereo effect and without damaging the

QUADRAPHONIC
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grooves). so companies can if they want simply is-
sue their records in four channel and let stereo buy-
ers buy them now. with the knowledge that. should
they eventually switch over. they will already have
the beginnings of a quad library. RCA has so far
done just this. but reportedly plans to switch 1o
double inventory. The Warners-Elektra-Atlantic
group. which like RCA uses the CD-4 system. plans
to stock a double inventory and charge one dollar
more for the quad version—which is umul) what
Columbia and the other SQ companies do now.
Surely if the quad record is to take over the mar-
ketplace. it will eventually have to displace sterco
altogether. just as stereo has now finally displaced
mono (reissues of course excepted). But there seem

now to be doubts at RCA about the ady isability of

maintaining a single inventory. One might think
that store owners. faced with the burden of extra
bookkeeping and extra space consumption inher-
ent in a double inventory. would press for the
single. Butitis in fact the store managers who seem
to be responsible for industry doubts about the
single inventory. at least for the present.

With a double inventory. stores can put the
stereo versions in their regular artists’ or categories’
bins and devote a special section or bin for quad.
Theoretically. as long as sterco and quad are shar-
ing the market. single-inventory quad discs like
RCA’s should be placed in both the quad and
stereo sections. But 64 per cent of the stores polled
in a recent Billboard survey said they put RCA
Quadradiscs in their quad bins only. That means
that anybody looking tor Eugene Ormandy’s or
José Feliciano’s latest records simply won't find
them in the regular stereo bins. As a Columbia
spokesman put it. “No record company is going 1o
risk losing sales over the idea of a single inventory.”
Single-inventory proponents within RCA are ar-
guing that more dealer education is needed. but the
fact is that the company has already invested a
good deal of money in such promotion. and. savs
the Billboard survev. only 19 per cent of the stores
put Quadradiscs in both quad and stereo sections.

There are other problems with store displays.
Not only are the records usually placed in odd cor-
ners of display areas. but Quadradiscs and ma-
trixed discs tend to be mixed together indiscrimi-
nately. The result is that buyers sometimes buy the
wrong kind of record for their system. play it at
home. don’t hear the intended four-channel effect.
and then decide that quad—or at least that particu-
lar brand of quad record—is a waste of time. One

might think that someone who had invested a lot of

money in a quadriphonic system would understand
the difference between systems. but that doesn’t al-
ways secem to be the case.

NOVEMBER 1973

Allied 1o all of this is the question of how much
quad stock the stores actually have on hand. as op-
posed to what is listed in the catalogues. This is a
two-fold problem. There have been some com-
plaints from dealers that both Columbia and RCA
optimistically list quad records for release long be-
fore they are actually available. Rik Sgho;nhcru at

Rose Records Says he had trouble getting some of

the first RCA Quadradiscs. and DlStOphllC savs
that some Columbia SQs have to be ordered again
and again before they finally trickle in. But neither
Joe (‘oopcr nor Irwin Katz has had problems get-
ting products. The Columbia spokesman denied
any general pattern of discrepancies between an-
nounced releases and actual stock: RCA admitted

= QUADRAPHONIC

EDCARD VARENE

Offiavckss/ ItegrbesAdetza e/ Feantingal
THE. CUNTEMIN RARY AU ENSPARLE,

VIR WERIHG an by

AN JQET verwe TRALK IV,

197 Ly Coneit, g
ervin Bronson b

to some problem in that regard with its first quad
issucs. but savs that all such difficulties have now
been overcome.

The other side of the availability problem lies in
the simple unwillingness of some dealers to carry a
full quadriphonic line. Some customers will order
any record they really want. But clearly. if stores
don’tstock many of the few available quad records.
this lack will limit sales drastically in an already
struggling market.

Probably the biggest difference between the LP
and stereo revolutions on the one hand and the ad-
ventof quadriphony on the other lies in the release
policies of the companies themselves. especially in-
sofar as that affects the classical market. The quad
discs at the moment are almost exclusively the
province of American companies. and in the past
fifteen vears they have become less and less inter-
ested in the classical customer. When the major Eu-
ropean companies and their American outlets fi-

nally get into quad. there should be a decent spread
of available four-channel classics. Back in 1958. the
major companies released large chunks of the rep-
resentative classical repertory: All at once. in the
fall of 1938. the prospective stereo buver could
choose from a reasonable range of classical issues.
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Now the situation is far more scatter-shot. It’s not
so much that the companies are putting out flashy
“spectaculars.” of little interest to the confirmed
classical buyer. What the American companies are
really doing is putting out just what comes along in
their new-release lists. and those lists reflect their
own lack of interest in the classics. “We're going af-
ter the big sellers in our quad releases.” explains
the Columbia spokesman. *We are working from
the perspective of the marketplace today. We have
to put out records that sell enough so that the small
percentage of their total sales that reflects the quad
sales is a respectable one. That means rock. al-
though we will try to put out a fair selection of clas-
sical music too.”

How smart such a policy is might seem seriously
open to question. Of'long-range planning and some
notion that initial risks have to be taken in order to
create a market. there seems little awareness. One
might easily argue that itis the classical collectors,
not the rock enthusiasts. who are likely to be the
main buyers of quadriphonic records and equip-
ment. at least at first—particularly if they can be
convinced that quad represents a significant ad-
vance in high fidelity. rather than a music-distort-
ing gimmick. The pop-oriented. lashy promotional
material that American companies use for the clas-

sics these days seems unlikely to do much to tree
quad from its gimmick image.

Ironically. among record producers the classical
people generally seem more responsive to the new
medium than the pop people. Columbia. for ex-
ample. 1s now usually able 1o issue SQ classical
product simultancously (or nearly so) with stereo
versions. while pop issues may be delayed consider-
ably: the pop producers. still thinking in terms of
stereo. may take much longer to turn in their four-
channel mixes.

Since its inception. four channel has been in a
chicken-and-egg situation: The hardware manu-
facturers couldn’t sell four-channel equipment be-
cause the customer couldn’t buy anything to play
on it: the software manufacturers couldn’t sell
quadriphonic records because the customer
couldn’t buy anything to play them on. Without
any single turning point. that situation has changed
on both fronts. Playback equipment for all quad
systems is readily available. in much more practical
form than ever before (with more and more models
that handle both Quadradiscs and matrixed discs).
and quad discs have become a commercial reality.
Huge problems remain. but now for the first time
we can say that four-channel discs are a viable con-
sumer product. -]

Here is an exciting new game being enjoyed by
thousands (well, maybe one or two) of intrepid
record purchasers.

The point of the game is to find a copy of Rach-
maninoff's Second Piano Concerto by Artur Ru-
binstein and the Philadelphia Orchestra under
Eugene Ormandy. Sounds easy, huh? Well,
there's a clinker: The disc is one of RCA’s
Quadradiscs and available only in this four-chan-
nel format. Thus such squares as ‘‘Classical
Bin,”” “**‘Rachmaninoft Bin,”" and *‘Rubinstein Bin"
are penalty boxes, for you will certainly not find
the disc there in our typical record store unless
RCA changes its policy against double inventory.

Any number can play. You need only the oppo-
site game plan, coins to serve as tokens, and a

QUADOPOLY

(Find the Rachmaninoff)

pair of dice. Low roll of the dice determines start-
ing order. Place your coin at *‘Entrance.” Each
player throws the dice in turn and moves the num-
ber of spaces indicated by the lowest of the two
numbers showing. Follow the directions only of
the square you land on; for example, do not go
through ‘““Manager’s Office’ or *‘Stacks’’ unless
you land on the appropriate square. Both ‘“Man-
ager’s Office’’ and *““Stacks’ count as one space.

Play continues until one player lands in the bin
with the Rachmaninoff disc. 1t is not, needless to
say, in any of the expected bins, not even in the
final bin of the game.

Having learned in this fun and painiess way
about the pitfalls of shopping for quadriphonic
discs, you may be ready to try the real thing.
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Dead end. Stop.
Go back through
stacks next turn.

Dead end. Stop.
Start going back
next turn.

Hurray! 4-channet
bin. But it's atl
SQ. tf you tand
here you lose.
Otherwise start
retracing

your steps.

RCA bin. But only
steren discs. Lose
1 turn while you
fook vainly for
concerto.

Sugo Moetenegro bin,
ctuaily ail RCA's
uadradizcs are hare,
acluding the
achman noft conerto.
tf you land here,

| Nonesich bin, Cnty
Scott Jplin. Go
back 1 space.

Jazz bin. Go right
past. Advance 1
space.

8ob Dsian bin. No
interest here, “ake

; anather turn.

-t‘i

Ask manager who
doesn’t know, but
gives direction.

Go back 3 spaces.

Store’s PA system
catches on broken
record. Go to
Looney 8in.

Lawrence Welk bin.
If you land here go
right next turn.
Otherwise go left.

Budget bin. Lose
1 turn while you
browse.

4 Orchestral bin.
Lese 1 tur white
ycu fook desperately
far disc.

Mas bin. \ll mono
cut-outs. Lose 1
uen whilz you
rowse.

ADOPOLY

Eeethaven bin.
Cbviously net heve.
Take another tumn.

Zoncerto bin. Why
40 you think it's
1ere, stupid? Lose
1 turn.

Angel bin. dnly ¥on
Karajan disSs.
Lose 1 tury.

Alice Cooper bin,
un past. Advance
3 spaces.

Stravinsky bin.
Obviously not here.
| Take another turn.

Grateful Dead bin.
Watk right past.
Advance 2 spaces.

Ormandy bin. Pot
here either. Lose
1 turn.

London bin. Onty
opera excerpts. 6o
back 1 space.

Columbia bin. Jnly
Bernstein disce. Go
back 1 space.

Rubinstein bin. 0f
course It's not here.
Lose 1 turn.

Countryrock bin.
Idiot! i€'s not
here either.
Advance 1 space.

Pretty girt tuns
out to be a toy. 3
back 1 space

Rock bin. You knaw
it's not here.
Advance 3 smaces.

Rachmaninoff bin.
Lose 1 turn while
you look in vain for
disc.




-l

. L o4
- \1,\ 1
1*\1‘

mmrtion, plus substantially better

stability with four double tuned phase
linear ceramic filters and four monaolithic
IC’s in the IF section.

6-stage limiters

The IF section includes 6-stage limiter
circuits. Used in conjunction with
ditferential amplifiers in monolithic IC’s,
noise interference is completely elimin -
ated with a signal to noise ratio of 75dB.

Exclusive Phase Lock Loop (PLL) IC
circuitry in the TX-9100 multiplex section
Developed and used for the first time by
Pioneer, the Phase Lock Loop (PLL)
circuit is actually an electronic
servomechanism. It maintains continuous
and precise phasing between the pilot
signal and the subcarrier, supplying
optimum channel separation. Completely
drift free, no alignment is ever required.
The PLL cannot be affected by
humidity or temperature since there are no
coils or capacitors to be detuned. This
provides complete stability and reliability.
New pulse noise suppressor in the TX-9100
operates with computer control
This circuit operates automatically when
it is switched on. it effectively blocks
radiated noise from airplane and auto
ignition systems, neon and traffic lights,
etc. It does not interfere with frequency
response and stereo separation. Whether
the signal is weak or strong, this automatic
‘brain’ decides when the PNS gate circuit
is to operate.
Unique muting control
A 2-position variable muting control uses
electronic switching as well as reed relay
switching. This eliminates interstation
noise and the popping noise of
tuning and detuning.

::ﬁ" /camplete command with a wide variety

of controls

Whether it's for AM, FM or headset output
levels, Pioneer provides greater operating
precision with three independently
operated output level controls. A headset
may be used without a following power
amplifier. Precision tuning is achieved
with the aid of signal strength and tuning
meters.

AM section highlights IC’s

The entire AM section, following the front
end, is a unitized IC. A monolithic IC
replaces 84 individual components plus a
ceramic filter. By using a differential amp
circuit and a batanced mixing circuit,
there are better spurious characteristics
and special AGC amplification.

Great specs for great performance

TX-9100 TX-8100 TX-7100
FM Sensitivity (IHF) 1.5uV 1.8uv 1.9uv
Selectivity 90dB 80dB 60dB
Capture Ratio 1dB 1dB 1dB
S/N Ratio 75dB 70dB 70dB
Image Rejection 110dB  100dB 85dB
Stereo Separation  40dB 40dB 40dB
Distortion (THD)
Mono 0.2% 0.2% 0.2%
Stereo 0.3% 0.4% 0.4%
Spurious Response 110dB 100dB 100dB

The Amplifiers: SA-9100,
SA-8100, SA-7100

Two separate power supplies utilize
30,000 uF total capacitance

You read it right. The power supply in
the SA-9100 uses a total capacitance of

30,000 uF. 15,000 uF each for the balanced

positive and negative power supplies. This
completely eclipses anything now
available in integrated amplifiers. This
super high capacitance results in an

absolutely pure DC voltage supply. There's

constant DC voltage regulation regardless

Two 15,000uF power supplies
eclipse anything now available
in integrated amplifiers.

of line voltage changes and signal input.
Even at extremely low frequencies there's
stable power output, excellent transient
response and minimum distortion — only
0.1% at any frequency between
20-20,000Hz for 60 watts cutput per
channel.

These positive and negative power
supplies provide absolute stability in all
stages, even in the equalizer amp and
proceeding to the control and power
amps. Therefore, the signal lines become
zero potential to completely eliminate the
usual (and annoying) click noise of
operating controls and switches.

Stability is increased even further by
the differential amplifier used in the first
stages of the equalizer and control
amplifiers (also the power amp.) 100% DC
negative feedback supplies excellent
stability and transient response; it also
eliminates distortion. To further increase

Interior view. SA-9100



Announcing a major breakthrough
that will have universal impact
~on all future high fidelity
components andtheir
performance. T
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Introducing Pion
series of tuners

The time has come to
completely re-evaluate
the standard you now
use to judge high
fidelity performance.

Wwith this new line of tuners and ampilifiers,
Pioneer presents many ingenious
innovations in circuitry that are being used
for the first time. However, this
exclusiveness is only secondary. While
each new circuit can be considered
revolutionary by itself, what is even more
important is that their combined
capabilities achieve precision and
performance heretofore unattainable.

The Tuners: TX-910C,
TX-8100, TX-7100

FM front end — an engimeering triunph
The height of sophistication, the Tx-9100°s
stabilized, drift-free front end replaces
printed circuit boards with completaly
metallized construction. The same used in
high precision communications equipment.
Employing three dual gate MOS FET's
and a buffer circuit in the local oscillator,

Exclusive heavy gauge die cast aluminum
housing assures uncanny stabitity.

there’s exceptionally high gain with
extremely low noise. Two tuned RF stages
with a 5-gang variable tuning capacitor
contribute to the highest selectivity (930dB)
and astonishing FM sensitivity (1.5uV).
The exclusive use of a heavy gauge die
cast aluminum housing assures uncanny
stability.

IF section — the epitome of

advanced research

In the pursuit of excellence, significant new
IF section technology was developed. The
result is optimum selectivity with minimum

7

-9
TX-9100 interior view.
Chrome plated shietded front end
housing and multiplex section.



stabilization, special electronic regulator
circuits are used. Transient response is
also improved with a superb damping
factor of 70.

The unique equalizer amplifier

To make certain that extraneous signals
do not interfere with the input signal, the
equalizer amp is totally enclosed and
sealed to shield it against leakage.

There’s also extra assurance of
precision with special low noise metal
film resistors and styrol capacitors. Both
are manufactured under continuous
computer control to highest laboratory
test equipment tolerances: +=1% for
resistors; +=2% for capacitors. Until now
such precision has been unheard of in
hi-fi equipment. Deviation from the ideal
RIAA curve is only #0.2dB.

Since a direct-coupled SEPP
complementary circuit is used in the
equalizer amplifier, virtually any dynamic
phono cartridge can be accommodated
without overioading or distortion. For
example, with 2.5 mV sensitivity, the
overload at 1KHz is an unbelievable
250mV, and 1200mV at 10KHz!

Twin stepped tone controls.
r— TREBLE —— -

r——BASS —

(12T 100me Qe
-]

Main Control Curves
(Sub set at Fiat)

The control amplifier: Twin stepped tone
controls custom tailor your listening.

Now you can make the most critical bass
and treble adjustments with supreme ease.
In fact, there are 5,929 tonal combinations
to suit your listening room acoustics and
to compare or compensate for component
frequency response.

On the SA-9100 and SA-8100 four
tone controls (two for bass, two for treble)
make 2dB (2.5dB with SA-8100) step
adjustments for the entire audio spectrum.
Working together with the tone controls is
a buffer amplifier with 100% negative DC
feedback. The main bass control governs
#+ 10 dB at 100 Hz; the sub-bass, + 6dB at
50 Hz. The main treble control governs
#+10 dB at 10KHz and the sub-treble,
=+ 6dB at 20 KHz. This, plus the tone
defeat controi (described in the next
paragraph) makes the SA-9100 the most
exciting-to-use amplifier that has ever
powered any hi-fi system.

New tone defeat switch

Because of the extremely wide variety
(5,929) of frequency adjustments made
possible by the twin tone controls, the
tone defeat switch adds extra flexibility.
Adjusting the tone controls to your
satisfaction, you can flip the tone defeat
switch. Bass and treble responses
instantly become flat. When it is switched
off you return to the original tone control
settings.

Sub Control Curves
(Main set at Flet) l

The power amplifier

To sustain the ultra sophistication of the
equalizer and control amp sections, the
power amp has adirect-coupled pure
complementary SEPP circuit, double
differential amplifiers and two constant
current loads. The combined effect is the
achievement of wide power frequency
range and excellent transient response.
100% negative DC feedback is
supplemented by 66dB dynamic negative
feedback for minimum distortion and
absolute stability. The pre and power
amps can be used independently with a
separation switch.

Exclusive direct-coupling in all stages
Until now direct-coupling has been used
only with the power amplifier. Pioneer
takes it a dramatic step further in the
SA-9100 and SA-8100. Direct-coupling in
all stages from the equalizer amp to the
control amp to the power amp. More
effective? Absolutely. It achieves the
finest transient response, wider dynamic
range, THD and IM distortion of only
0.04% (1 watt). It's an incredible
achievement.

Level set, volume
and loudness
contour controls
adjust to listening
preference

Three controls
working together
adjust to any degree
of loudness. The
level set control is
the primary volume
control. Its maximum
loudness setting
is 0dB.

Successive settings
of —15dB and —30dB
result in lower gain.
Once the desired
volume is obtained,
the volume control
is used for fine
adjustments within
the given

range. While the loudness contour boosts
bass and treble, it may also be used

additional convenience. A separate flip
type lever control for instant switching
between the more widely used tuner and
phono 1 and any other single program
source. Incidentally, both switches are
shielded to protect the input against
undesirable extraneous signal pickups.

Two-way tape duplicating and monitoring
There are two separate flip type switches
on the front panel of the SA-9100 for
tape-to-tape duplicating and monitoring.
Two tape decks can be connected for
recording, playback and duplicating in
either direction, with simultaneous
monitoring.

Level controls for phono 2, aux 2

In order to match the level of various
inputs, individual level controls are
grovided for phono 2 and aux 2.

Speaker B control

This special control helps in the use of two
pairs of speaker systems of different
efficiencies. There is no sacrifice of
damping or distortion when switching from
one pair to the other.

Impedance selector for phono 2

An easy-to-use switch allows you to
employ any phono cartridge input

(25K, 50K, 100K ohms).

Two-position high & low filters

The low fiiter switch on the SA-9100 and
SA-8100 has subsonic (below 8Hz) and
30Hz positions. The high filter switch has
12KHz and 8KHz positions.

Maximum versatility in program sources

Inputs SA-9100 SA-8100 SA-7100
Tape monitor—S/N | 2-90dB | 2-90dB | 2-90dB
Phono—S/N 2-80dB | 2-80dB | 2-80dB
Auxiliary—S/N 2-90dB | 2-90dB | 2-90dB
Microphone—S/N | 2-70dB | 2-70d8 | 1-70dB
Tuner—S/N 1-90dB | 1-90dB | 1-90dB
Outputs |

Speakers & 2 2
Headsets 1 1 1
Tape Rec. 2 2 2

with the level set control. The  consistent power for every requirement

more advanced the position
of the level set control, the

lower the effective range of
the loudness contour.

- i SA-9100
The original and positive SA-8100
speaker protector circuit SA-7100

Since the signal is fed

directly to the speakers

because of direct-coupling, an automatic
electronic trigger relay system is
incorporated into the power amplifier.
This protects the speakers against
damage from DC leakage which can also
cause distortion. It also prevents short
circuits in the power transistors.
Maximum convenience for program
source selection

While there is a multiple function rotary
switch for microphone, phono 2 and two
auxiliaries, Pioneer has included an

aux
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Convenient program source
selection switch & control lever.

WPIONEER

when you want something better
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RMS power
both channeis
driven
20-20KHz

60460 watts
40440 watts
20420 watts

RMS @ 8 ohms
both channels
driven @ 1KHz

RMS @ 4 ohms
single channel
driven @ 1KHz

65+65 watts
44+44 watts
22422 watts

1004-100 watts
60+60 watts
36+36 watts

This new lineup of Pioneer tuners and
amplifiers is unquestionably the most
advanced available today. Yet despite
this overwhelming sophistication, they're
sensibly priced.

See your Pioneer dealer. He'll show
you how this series of fine instruments
can outperform any units in their price
range. All prices include walnut cabinets.
SA-9100-$399.95; SA-8100—$299.95;
SA-7100-$229.95.

TX-9100—$299.95; TX-8100—$229.95;
TX-7100—$179.95.
While not discussed here, Pioneer is also
introducing the SA-5200 stereo amplifier
and the TX-6200 stereo tuner for high
quality hi-fi on a low budget. Only $129.95
each, with walnut cabinet.

U.S. Pioneer Electronics Corp.,
178 Commerce Rd., Carlstadt, New
Jersey 07072

West: 13300 S. Estrella, Los Angeles
90248 / Midwest: 1500 Greenleaf, Elk
Grove Village, I1l. 60007 / Canada: S. H.
Parker Co., Ont.



When they start to jam,
your BASF Cassette won't.

v

Ever lose the most exciting moment
of a performance because your
cassette jammed?

At BASF we've done something to
our cassettes to keep that from ever
happening again. We've added Spe-
cial Mechanics™. The first jam-proof
system that really works.

Not just some times. A/l the time.

Inside each BASF Cassette, two
precision guide arms feed the tape
smoothly from reel to reel. So there's
never a rough wind, never a snag.

These unique guide arms also
eliminate those annoying distortions
like wow and flutter that seem to be
“built-in" to most ordinary cassettes.

Combine our Special Mechanics
with the super sensitivity of BASF tape
and the result is a fidelity and range

B

you'll have to hear to believe.

Sound reproduction so good, it's
made BASF the best selling Cassettes
in all of Europe.

Here in the states, people who really
know superior tape quality are turning
on to BASF too. You'll know why the
minute you hear one of our SK, LH
or Chromdioxide cassettes.

Ask your dealer to play one for you.
For more information on BASF's com-
plete line of Audio Products including
cassette recorders and reel-to-reel
tape, write
BASF SYSTEMS
Crosby Drive,

Bedford,MA 01730.

BASF SYSTEMS

BASF for people who really know.
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by Clifford F. Gilmore

the new
releases

The Passions of Schiitz and Bach

New recordings by Britten, Karajan, Ramin, Homberg, Meili, Norrington,
and Gonnenwein spotlight the "‘twin peaks’ of an antique musical form.

“ScHUTZ CREATED the first. and Bach the final, ultimate
standard Passions tor all cternity.” we are told by Schiitz
biographer Hans Joachim Moser. When we consider
that musical settings of the Gospel accounts of Jesus’ last
days have been produced and performed regularly for
the last fifteen hundred years, the “twin peaks” of Schiitz
and Bach (born exactly a hundred years apart) stand out
all the more prominently from the vast terrain. The si-
multaneous arrival of new recordings of all three of
Schiitz’s extant Passions and both of Bach’s presents an
ideal opportunity to view thesc works in a larger per-
spective. (Bach’s St Luke and Sr. Mark Passions must be
regarded as addenda and are discussed scparately.)

At least as early as the fifth century the liturgy for Holy
Week included plainchant settings of the four Gospel
accounts of the Passion. In the carliest form of the plain-
song Passion, a single chanter presented the entire Gos-
pel account, distinguishing between the narrative por-
tions, the sayings of Jesus, and the utterances of the
synagoga (which included all the minor characters as
well as the crowd or rurba) simply by altering the pitch
and inflection of his voice and the tempo. The Evange-
list’s part lay in the tenor range and was sung quickly,
that of the synagoga in the alto, while Jesus’ words were
sung in the bass range, more slowly and reverently.

From the fiftcenth century, or even carlier, a dialogue
form was adopted in which these separate voice parts
were entrusted to three clergy: a priest for the part of
Jesus, a deacon for the narrator, and a subdeacon for the
synagoga.

<«—CIRCLE 8 ON READER-SERVICE CARD

The earliest known attempts at a more elaborate type
of Passion composition were made about 1450 by an un-
known English composer. who abandoned the tradi-
tional plainsong of the synagoga part in favor of a freely
composed three-voice polyphonic version. The earliest
Passion composer who has been definitely identified is
also an Englishman, Richard Davy, whose setting of St.
Matthew’s account (which dates from the last decade of
the fifteenth century) also couples choral versions of the
entire synagoga part to the traditional plainsong Passion
tones used for the Evangelist and Jesus. (A superb
recording of Davy’s Passion, by the way, is available on
Argo ZRG 558.) This form, known as the dramatic Pas-
sion, became the established custom and was followed
by numerous Passion composers in the sixteenth cen-
tury. notably Lassus, Victoria, and Byrd.

The first German settings of the Passion were done in
about 1550 by Luther’s principal musical advisor, Jo-
hann Walther, whe deliberately set aside all elaborate
artistic devices in favor of a simple type of choral dec-
lamation for the crcwd utterances in order to present the
1ext with the utmost clarity. This type of Passion setting
had been presented without interruption in Leipzig for
nearly two centuries until 1721, when Bach’s predeces-
sor, Kuhnau, yielding to the pressure of contemporary
opinion, produced an oratorio version of St. Mark’s ac-
count. (The fact that Bach could demonstrate two years
later his familiarity with the “new” style of Passion com-
position undoubtedly played an important part in his
being chosen to succeed Kuhnau.)

During the sixteenth century a further type of Passion
was developed, called the motet Passion, in which the
entire text was sung throughout by an unaccompanied
choir in polyphonic motet style. The inherent lack of
dramatic realism in this style caused a rapid decay of the
form in the early seventeenth century. The last known
example is a remarkable German setting of St. John's ac-
count by Christoph Demantius dating from 1631. (Not
one but rwo recordings of this work are available, on
Turnabout TV-S 34175 and Nonesuch H 71138.)

Meanwhile, south of the Alps, a revolutionary storm
was brewing at the turn of the seventeenth century which
brought about the decline of the vocal polyphonic style
and was destined to change the whole course of musical
history. Resulting from the theoretical work of a small
group of Florentine innovators. the “thorough-bass pe-
riod” (now called the baroque) was born, with its ideal of
dramatically meaningful melody with simple chordal
accompaniment. This ideal led to the development of
the recitative and the aria, and their practical application
resulted in the creation of a new form: opera, and its
sacred counterpar!, oratorio.

The genius primarily responsible for introducing the
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“thorough-bass period™ and this new emotional Italian
style into Germany was Heinrich Schiitz, who was study-
ing in Venice with Giovanni Gabrieli between 1609 and
1613, just at the time all these revolutionary ideas were
being formulated. Throughout the seventeenth century
and later the novel features of the Italian oratorio were
gradually adopted by German Passion composers and
assimilated into an indigenous style. The plainsong nar-
ration of the dramatic Passion was replaced by the new
recitative style, instrumental accompaniments were
added. and. later in the seventeenth century. lyrical
movements in the form of arias and chorales and orches-
tral symphonias were introduced to provide meditative
commentary at significant points in the story.

Throughout his life, Schitz was a staunch advocate of
the new ltalian style: As early as 1623 he composed one
of the first German oratorios, the Hisiory of ihe Resurrec-
tion of Jesus Christ. which was based on an carlier work
by Scandello. and in 1627 the first German opera,
Daphne, the music of which is unfortunately lost.

It is surprising. therefore, to find in his three Passion
settings. which were composed in [664. 1665. and 1666
respectively, an apparent reversion to an archaic style; in
every outward respect these are dramatic Passions of the
traditional type. Mock plainsong, not recitative, is used
for the narration, the words of Jesus, and all the minor
characters; concerted vocal music is used only in the set-
tings of the crowd utterances and in the opening and fi-
nal choruses; and accompanying instruments are dis-
pensed with entirely. On closer examination, however,
we see that Schiitz has not merely imitated the old plain-
chant style of declamation. but has in fact invented an
entirely new type of unaccompanied speech-song of a
flexible and highly expressive character. Unlike recita-
tive, the notation here gives no indication of rhythm ex-
cept to show by means of a long note-value the various
points of repose in a phrase or sentence; the singer is
free, as in plainsong. to reproduce the natural rhythms of
speech. But Schiitz's skill is everywhere apparent in the
delicately molded fluctuations of pitch and in the short
melismas that fit perfectly with the natural flow of the
words and underline expressively or dramatically the
meaning of the text.

The revolutionary zeal of the Florentine innovators at
the beginning of the seventeenth century had resulted in
a temporary abandonment of counterpoint by progres-
sive composers. Schiitz’s rurba choruses in these three
Passions, however. differ utterly from those of the typical
German Passions of the period: instead of a simple chor-
dal technique, Schiitz devised a vivid contrapuntal tex-
ture in which short. strongly rhythmic phrases are tossed
inimitation between the various voices. The style is simi-
lar to the secular madrigals of the late Renaissance.

Most recordings of these works up to now have been
flawed by the performers’ tendency to adopt a pseudo
“old-masterpiece™ style of squaring up the rhythm and
giving an equally reverent emphasis to every note and
syllable. Schiitz gives the performer absolute rhythmic
freedom to deliver his lines in the tempo and style of a
dramatic recitation. To plod through the work as if all
those stemless note heads implied regular quarter notes
is just plain boring and a clear violation of what Schiitz
intended.

There has been one notable exception—an absolutely
superb recording of the St. Luke Passion (coupled with
the Seven Last Words) on Telefunken S 9467. Now Vox

brings us a three-record box of all three Passions per-
formed by alittle-known group of'singers from Cologne
that is equally superb in every detail. The soloists de-
serve highest praise for keeping the plainsong moving at
a tlempo and intensity perfectly appropriate to the var-
ous sections of the text and especially for their restrained
yetdramatically moving interpretations. The small choir
is a perfectly trained and beautifully blended and bal-
anced ensemble that can sing with lyrical intensity or
demonic fury as the occasion demands. The whole pro-
duction is obviously in the hands of someone who un-
derstands and loves the music and is able to present it
with utter sincerity and real dramatic flair. Furthermore.
the recorded sound is spectacular: close and clear
enough to hear each singer’s slightest inflection, yet ob-
viously recorded in a large church with a long rever-
beration time that vividly maintains the cathedral am-
bience that is vital to the music. (One word of caution:
Not until I had returned three sets of these records and
received a fourth did 1 find records that weren’t un-
playably warped. The fact that RCA is the manufacturer
of these skinny discs will explain much to the seasoned
collector; Vox reports that the Schiitz sets have in fact
been re-pressed. In any case. check the records before
you leave the store, or be sure you have return privi-
leges.)

Unfortunately, there is little 1o recommend the Argo
record of Schiitz’s St. Maithew Passion with Peter Pears
and John Shirley-Quirk. Neither one seems to have any
real idiomatic understanding of the language. con-
sequently too many of Schiitz's subtle inflections pass by
unnoticed. They make some shallow attempts at dra-
matic characterization. but no more meaning comes
across than we would expect from an American high-
school thespian society performing a German play. The
performance would be no worse than boring were it not
for the grating quality of Pears’s pinched tone, which
turns dissatisfaction into annoyance. The carefully
trained choir sings beautifully. but Norrington’s fussy
and mannered direction is also frequently annoying.

The MHS recording of the Si. Luke Passion, on the
other hand. is a careful, thoughtful, at times eloquent.
and thoroughly idiomatic performance. Few of its
soloists can match the luxuriant tone of the Vox cast,
however, and the choir. with its wobbly sopranos and
wooden manner, is not even in the same league with
Vox's beautiful-toned and superbiy tlexible ensemble.
Either the Vox Box or the Telefunken recording of this
single Passion would be a somewhat betier choice. (By
the way. the Vox Box includes a leaflet with notes but no
lexts or translations at all—a serious shortcoming: Tele-
funken provides an English translation only. while Argo
and MHS both provide full texts and translations.)

During the short span of less than sixty years between
Schiitz’s Passions and Bach’s first attempt (the St. John
Passion was written in 1723 and first performed either
that vear or the following), musical style and technique
progressed at a rapid rate. The most significant change in
Passion composition during these years was the increas-
ing emphasis laid on reflective commentary in the form
of solo arias and congregational chorales interpolated
into the presentation of the drama. In this respect Bach
was, if not an innovator. at least up with the progressive
thinking of the time. Still, it is more to the point to relate
his Passion settings to those of the preceding generations
than itis to point out his innovations or modernities. For
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instance, attention isoften drawn to Bach's ingenious de-
vice in the Sr. Marthew Passion of accompanying the
words of Jesus with a “halo” of strings while all the other
characters are accompanied by continuo alone. Actually,
since the first surviving example—Thomas Selle's St.
John setting, which dates from 1643—virtually every
composer of an instrumentally accompanied Passion
similarly selects Jesus’ words for special treatment.

It is in Bach’s settings of the actual Gospel text (as op-
posed to the interpolated meditative poetry) that we see
most clearly just how firmly rooted in tradition he was.
Examples abound in Bach’s recitative and rurba cho-
ruses in which his setting of a word or phrase is strikingly
similar to Schiitz’s and many other older composers’ set-
tings of the same passage. (It is very unlikely that Bach
knew any ot Schiitz’'s music. except perhaps the psalm
settings he contributed to Cornelius Becker’s psalter.)
Part of the thrill of hearing the Schiitz Passions, then,
aside from their considerable intrinsic merit, is for the

light they throw on the creative processes involved in
Bach’'s Passion settings.

None of the Bach Passion recordings we are consid-
ering here, unfortunately. earns the unqualified recom-
mendation given the Vox recordings of the Schiitz Pas-
sions. Each, however, will have a “special” appeal 10 a
limited audience. The Si. John Passion conducted by
Benjamin Britten is performed in an English translation,
which will automatically disqualify it for many people.
If an English version is what you're looking for, you need
look no further: this new translation by Imogen Holst
and Peter Pears is very carefully and sensibly done (in a
thoroughly British manner). The performance on the
whole is neat and well prepared and Britten does keep
things moving at generally good brisk tempos with a
high degree of dramatic intensity throughout. He reveals
his lack of affinity with the music primarily in the cho-
rales, which somehow just don’t sound like German con-
gregational chorales. The chorus of boys and men is ex-

ACCORDING TO HIS OBITUARY. Bach composed five
Passions. The only two to have survived complete are.
of course, the well-known settings according to John
(1723) and Matthew (1729). ltis also known that Bach
and Picander (his librettist for the Sr. Marthew Pas-
sion) collaborated on a St. Mark setting first per-
formed in 1731. The published libretto of this work
survives. but all of the music has been lost.

There exists a manuscript of a St. Luke Passion.
partly in Bach's handwriting. which may be one of
the Passions referred to in the obituary reference:
however virtually every eapert agrees that the work
cannot have been written by Bach, but was merely
copied out and possibly performed by him. The ac-
tual composer is not known. though it seems to be by
a distinctly minor. somewhat earlier North German
contemporary (Telemann has been suggested). A
recording of this boring work conducted by George
Barati is currently available trom either Musical
Heritage (MHS 843/4/5) or Lvrichord (7110).

Picander's tirst Passion libretio. based on Brockes'
model, was written in 1725, but it is not known
whether Bach ever composed music for it. It may be
the fifth Passion referred to in the obituary. but at this
point scholarly opinion diverges. leaving us with sure
knowledge of only three Passions composed by Bach.

As 1 said above. the music tor the 1731 S1. Mark

132 numbers alogether. contains only eight lyrical
picces {six arias and an opening and closing chorus)
and sixteen chorales: the Gospel narrative accounts
for the remaining numbers. As carly as 1873 Wilhelm
Rust pointed out that Bach had apparently borrowed
the music tor the opening and closing choruses and
three of the arias from his 1727 funeral cantata tor
Queen Christiana Eberhardine. No. 198. More
recently. skillful detective work by Smend and Hell-
mann has shown that Bach probably borrowed the
music for two other arias from Cantatas Nos. 54 and
1204. No adaptable music has been found for the one
remaining aria. butitis possible to link several of the

Passion has been lost. The libretto. which consists of’

Two More Bach Passions?

chorale texts to music in the large collection of four-
part chorales published posthumously by Bach's son.
Carl Philipp Emanuel.

Diethard Hellmann was thus able to reconstruct
these seven lyrical pieces along with five interspersed
chorales in 1964. Gonnenwein subsequently recorded
these same twelve numbers for Erato. and that
recording has since circulated on several labels—most
recently in this country on Epic.

The performance is attractive enough to satisty
anyone interested in this corious if pale reflection of
an otherwise unavailable major work ot Bach. Can-
tata No. 198. from which the majority of this recon-
struction is taken. is one of Bach's finest works. with its
colortul orchestration including two violas da gamba
and two lutes, and 1s available in a superior recording
on Telefunken (S 9496).

The jacket annotator. Mark Gantt. has included a
juicy excerpt from the Leipzig Town Councitarchives
concerning one of Bach's many disputes with the
Council over the performance of the Passion music in
1739. He has. however, arbitrarily changed the date
of that excerpt to 1731 amd contrived 1o connect 1t
with the first performance of the S1. Mark Passion in
that year--presumably because he tinds the real facts
less interesting than the ones he can make up. Other-
wise his notes consist entirely of paragraph-by-para-
graph cribbing from Gewringer's Johuann Sebastian
Bach (pp. 194. 199. 202/3) and Hans David's The
Bach Reader (pp. 24. 34. 35. 162). which. in his con-
fused context. is misleading on several points. A leat-
let contains full texts and translations. CFG

E] Bach: St. Mark Passion, S. 247. Helen Er-
win, soprano; Emmy Liskin, alto, Georg Jel-
den, tenor: South German Madrigal Chotr,
E‘ Stuttgart; ®forzheim Chamber Orchestra,
Woltgang Gonnerwein, cond. MusICAL HERI
TAGE MHS 1508, $2.99 (from Epic BC 13086,
1965).
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cellent except for an occasional tendency for the rather
thin-toned trebles 1o screech.

When we come 1o the soloists the situation is less satis-
factory: Robert Tear can do little more than bellow his
part when the notes approach the top of the staff, and Pe-
ter Pears sounds no better singing Bach in English than
he did singing Schiitz in German, though to be sure he is
far more effective dramatically here. The others are ade-
quate if not distinguished. I'm not sure what the jackel
credit “Performing Edition by Benjamin Britten”
means, unless it refers 1o his collaboration with harpsi-
chordist Philip Ledger in devising an interesting and
rather more elaborate than usual continuo realization.

Karajan's big-scale, concert hall version of the St
Muaithew moves into direct competition with Klemper-
er’son Angel (SEL 3599): both employ casts of superstar
soloists and huge choral and orchestral forces mag-
nificently well prepared and recorded. Karajan's most
outstanding attribute is the almost overwhelmingly rich.
luscious. heavy. creamy sound he achieves. The Vienna
Singverein sings with a beautifully smooth. dark, and
covered sound and the orchestra seems especially well
endowed with cellos and basses. It’s all very smooth and
suave, with no sharp corners anywhere. Of course. very

few of the chorus’ words are intelligible and in some of

the crowd-scene choruses—which Karajan rightly per-
ceives as furious outbursts of an unruly mob—those cel-
los and busses sound like so many unruly elephants.

The soloists are never less than superb: Schreier is a
wonderfully energetic yet natural-sounding Evangelist
(could Karajan be conducting his recitatives?: the cello/
organ continuo seems always to be lagging; ditto the
strings that accompany Jesus' recitatives): and Fischer-
Dieskau’s portrayal of Jesus is the best on records. Out-
standing among the quartet of soloists in the arias is
Horst Laubenthal, but Berry. Ludwig, and Janowitz (in
that order) also provide many eloquent moments.

Aside from the sonic splendors and the outstanding
solo work. there is little in Karajan’s performance I can
endorse. To be sure, he is never tempted to wallow in
that heavy-handed sentimentality that makes Klemper-
er’s performance so unendurable, but Karajan’s is, in its
way, every bit as idiosyncratic and mannered. For in-
stance, instead of pulling the tempo back at an emo-
tional spot as Klemperer would. Karajan is fond of puli-
ing the dynamics back to a hushed, mysterioso
pianissimo. It’s an effective but corny trick that has no
place in this music. So. while there’s a great deal of mag-
nificent singing and plaving here, the concept is very far
removed from all ideals of cighteenth-century Lutheran
liturgical feeling. indeed from cighteenth-century music
in any genre.

The Giinther Ramin performance of the Si. Marrhew
Passion was recorded in 1941 at the Thomaskirche in
Leipzig. It has appeared in this country over the years on
both the Electrola and Odeon labels and is now being
reincarnated on Electrola’s DaCapo label (imported by
Peters International). Ramin. who from 1918 till his
death in 1956 was organist and later cantor of Bach's
own church in Leipzig. was certainly one of the leading
Bach interpreters of his day, and he and his St. Thomas
Boys® Choir are joined in this performance by a truly

outstanding cast of scasoned performers. Still, the idea of

a historic Passion performance from Leipzig turns out to
be more interesting than the performance itself: basic-

ally because it’s not unlike the typical, fair-10-good, ro-
mantic-style performance we still hear today. In a few
details it does reflect the tastes of a bygone age: Both
ladies are fond of warming up their solo arias with some
portamentos that would make Mahler blush; and the
solo violinist in the “ Erbarme dich™ is so addicted to the
device that one suspects him of playing whole passages
with one finger. It would also be surprising (o hear a
Bach performance today that is so completely devoid of
any cadential appoggiaturas or other unwritten embel-
lishments whatsoever. The outstanding attribute of the
set is Karl Erb’s agile yet firm-toned Evangelist. He was
sixty-four when the recording was made. but the voice
sounds positively youthful as it sails effortlessly and
evenly right up 1o the high Bs. Ramin paces the per-
formance slightly slower than we are now accustomed
to. but always with a forward impetus and plenty of fire
when called for, as in the “Sind Blitze, sind Donner”
chorus.

The performance has been cut somewhat (a practice
that would surely raise howls of protest today) but in a
dramatically sensible manner: In all, seven arias and two
chorales are missing, and a few orchestral ritornellos are
shortencd. but only a few passages of the Gospel narra-
tive have been removed. The recorded sound is. of
course, primitive. but the dynamic range and response
seem 1o be quite good for the time.

For those who aren’t particularly in the market for a
historic. English-language. or concert hall version. my
unqualified recommendation is to acquire the Con-
centus Musicus performances of both Bach Passions on
Teletunken (S1. Marthew: SAWT 9572/5: St John:
SKH 19). A close second choice would be Karl Richter’s
readings of both works on Archive (St. Marthew: 2712
001; St John: 2710 002).

ScHiTz: St. Matthew Passion; St. John Passion; St.

B Luke Passion. Karl Markus, tenor (Evangelist), Franz
Muller-Heuser, bass (Jesus); Cologne Pro Musica Vo-
cal Ensemble, Johannes Homberg, cond. Vox SVBX
5102, $9.95 (three discs)

ScHOTZ: St. Matthew Passion. Peter Pears, tenor (Evangelist);

John Shirley-Quirk, bass (Jesus); Heinrich Schutz Choir, Roger

Norrington, cond. ARGo ZRG 689, $5.95
ScHUTz: St. Luke Passion. Max Meili, tenor (Evange-

list); Marc R. Stehle, bass (Jesus); Collegium Cantorum
Turicense, Max Meili, dir. MusiCAL HERITAGE MHS 1520,
$2.99 (Musical Heritage Society, 1991 Broadway, New
York, N.Y. 10023)

BacH: St. John Passion, S. 245 (sung in English). Peter

Pears, tenor (Evangelist); Gwynne Howell, bass (Jesus),

Heather Harper, soprano; Alfreda Hodgson, mezzo; Robert

Tear, tenor; John Shirley-Quirk, bass; Wandsworth School

Boys' Choir; English Chamber Orchestra, Benjamin Britten,

cond. Lonoon OSA 13104, $17.94 (three discs)

BacH: St. Matthew Passion, S. 244. Peter Schreier, tenor

(Evangelist); Dietrich Fischer-Dieskau, baritone (Jesus): Gun-

dula Janowitz, soprano; Christa Ludwig, mezzo; Horst R. Lau-

benthal, tenor; Walter Berry, bass; Berlin State and Cathedral

Boys' Choirs; Vienna Singverein; Berlin Philharmonic Orches-

tra, Herbert von Karajan, cond. DEUTSCHE GRAMMOPHON 271 1

012, $27 .92 (four discs)

BacH: St. Matthew Passion, S. 244, Karl Erb, tenor
(Evangelist and tenor solos); Gerhard Husch, baritone
(Jesus); Tiana Lemnitz, soprano; Friedel Beckmann,

E’ mezzo; Siegfried Schulze, bass; Leipzig Thomaner-
chor; Leipzig Gewandhaus Orchestra, Ginther Ramin,
cond. DACaPo C 147 29121/3, $17.94 (three discs,
mono, recorded 1941).
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By Robert P. Morgan

The String Quartet
Is Alive and Well

Vox’s sampling of contemporary works highlights
the vigor and variety of the American musical scene.

The Concord Quartet—Mark Sokol, first vio-
lin, Andrew Jennings, second violin, John Ko-
chanowski, viola, and Norman Fischer, cello.

THis 18 THE THIRD volume of Vox’s projected three-vol-
ume series on the American string quartet. The first vol-
ume, “The Early American String Quartet” (SVBX
5301), contains performances by the Kohon Quartet of
works going back as far as Benjamin Franklin's quartet
and forward to such early-twentieth-century quartets as
those by Chadwick and Griffes [see HF review, January
1972). The second volume, which is yet to appear, will
include works written up through the 1940s. The present
set contains performances by the Concord Quartet of
nine quartets ranging from 1950 to 1970. The Concord,
whose members are all American born and trained, has
only been in existence some two years. and this marks
their recording debut. It is an auspicious one indeed.

To begin on a nzgative note, the ttle’s reference 10
“the avant-garde string quartet,” however eye-catching,
1s unfortunate. Aside from the fact that it scems more
and more questionable whether there is any sense at all
inspeaking of an “avant-garde” in the present-day musi-
cal context (and particularly in reference to the string
quartet). several of these works (notably those by Wolpe,
Kirchner, and Druckman. but the same point could per-
haps be made for othersy clearly tall outside the more
“radical” strain of recent American music. (Indeed, the
more | think about it. the less sure [ am that any of these
quartets—with the possible exception of the Cage and
the Wolft—belong there.)

But avant-garde or no, what really matters is that these
nine compositions present a remarkably balanced pic-
ture of recent composition in this country for the string
quartet, a traditional medium that. somewhat surpris-
ingly. has continued to challenge our best composers.
Also notable is the unusuaily consistent quality of these
preces: Despite their great differences in both technical
approach and compositional philosophy, there is not one
among them [ would consider a weak piece, and a clear
majority are works of more than passing interest.

Five of the nine were not available on record before
this new release. and 'shall consider these first. The old-
estof all the pieces is John Cage’s String Quartet in Four
Parts, written in 1950. Cage had not yet turned to chance
procedures at this time. and the compositon is very
tightly structured. the rhythmic shape of the piece—both
in regard to its Luger sectional relationships and to their
internal divisions—being derived entirely from a series
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of numerical proportions. The basic sonic material is ex-
wremely limited: The whole composition is conceived
monophonically (thatis, with only one musical line, al-
though in this case any given event in the line may con-
sist of either a “chord™ or a single note). and very few dif-
ferent notes and combinations of notes are employed.
Mareover. the entire quartet is to be played without vi-
brato and with very little weight on the bow. Finally, the
tempo is identical for all four movements. and only in
the last (by far the shortest), in which there is a quick-
ening of pace within this tempo, is there any pronounced
degree of contrast. The result might be called “medi-
tative.” for the music never really goes anywhere (nor is
it intended to) and the listener must focus his attention
on the smallest imaginable variations in dynamics,
phrasing, etc. I personally find this interesting for a
while, but increasingly less so as the work progresses
through its twenty-two-minute duration. There just isn’t
enough to keep the ear occupied.

Morton Feldman’s Structures is a short (about five
minutes). extremely delicate (everything is “soft as pos-
sible™), sparse, and yet curiously expressive piece. Writ-
ten in 1951, it differs trom most of Feldman’s scores in
that it is precisely notated. although according to the
composer the notes are simply a more exactindication of
what was originally « purely graphic conception. (Thus
the piece can be thought of as an explicit indication of
how one of Feldman’s graphic scores might be realized.)
Interestingly enough. 1 find that the composer’s inten-
tions come through much more clearly in this instance.
The formal organization, which is based on the alterna-
tion and balancing of pointillistic, nonrepetitive sections
with others of a (relatively) dense and ostinatolike char-
acter, is clear but not obvious: and the pacing, often a
problem in performances of Feldman’s less precisely no-
tated scores, is controlled with a sure sense of the appro-
priate interplay of sound and silence, and activity and re-
pose. It is unfortunate, however, that the recording level
was not boosted somewhat: I found it necessary to turn
the volume control all the way up in order to hear every-
thing indicated in the score—and even then this was pos-
sible only with headphones.

Whereas the Cage and Feldman pieces share a rather
similar compositional viewpoint, the other works mani-
fest very different musical sensibilities. Jacob Druck-
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man’s String Quartet No. 2. for example. is one long
eighteen-minute-plus movement filled with vio-
lent contrasts and intensely dramatic in effect. It is no
small accomplishment that the composer has been able
1o hold this together—not by the usuat network of the-
matic and motivic references. but by a carefully worked-
out plan comprising thirty-seven sections; although de-
signed to flow almost imperceptibly into one another.
they provide the necessary articulations within the over-
all shape. Particularly important is the prominence of
different instruments or groupings of instruments in dit-
ferent sections. as well as the appearance of twelve uni-
son passages (each of which presents one of the twelve
notes of the series on which the quartet is based) at
strategically located positions throughout the composi-
tion. Itis an imposing work. conceived as one large ges-
ture—theatrical in nature yet always firmly held under
control.

The longest (twenty-seven minutes) and in many re-
spects most complex of these nine works is Lejaren
Hiller's String Quartet No. 5. written in 1962. This com-
position. based on a system of twenty-four tempered
quarter-tones. utilizes a twenty-four-tone row for this
purpose. Formally it consists of a theme and welve vari-
ations. but Hiller organizes thesc in an unconventional
manner: The variations are divided into three groups of
four: these groups take on something of the character
and ftormal structure of three “traditional” quartet
movenents: sonata. scherzo. and finale. Furthermore.
the theme is itself split up into four segments that are
placed before and after each of the three variation
groups: Thus the dismembered theme serves both as a
sort of interrupted “slow movement™ running inter-
mittently throughout the piece and as still another set of
variations—in this case on the opening segment of the
theme itself. Clearly this work is tightly constructed and
thought out in all details: but it also has a marked per-
sonal profile. The quartet abounds in strongly defined
rhythmic shapes: and the quarter-tones. far from creat-
ing a sense of out-of-tuneness. seem o soften the disso-
nant pitch relationships. Although the piece has its
problems (particularly in the *“finale™ section), it
communigcittes as a whole an immediate impression of
logic and musicality.

Stefan Wolpe's quartet. written in 1968-69. is one af
the last works completed before the composer’s recent
death. Its two movements provide little real contrast but
are rather like two different ways of doing essentially the
same thing. The compositional technique is one that had
become characteristic of Wolpe: Small pitch cells are
used as the basis for terse musical statements that are
combined with one another in a mosaic fashion. giving
the impression that the form evolves through a process
of gradual accretion. The result is an intense and highly
developed musical conception. Although this is not the
kind of piece likely 1o dazzle the listener. it does offer re-
wards with greater familiarity.

Itis fortunate that the premiere recording of these five
works offers such commanding performances. The Con-
cord plays all tive with obvious sympathy and careful at-
tention 10 details. as well as with impressive musical un-
derstanding.

They also provide valuable alternatives for the four
previously recorded works. Two of these—Christian

George Crumb

Wolll's Summer and Earle Brown’s quartet—are suf-
ficiently indeterminate in their notation to allow for con-
siderable leeway in interpretation. In these cases a sec-
ond recording in no way constitutes a duplication
Indeed. the Wollf leaves so much latitude 1o the per-
former that only in the most general sense—in over-all
character—is one aware of hearing the same piece. The
present performance. for exantple. lasts only about half
as long as the earlier version on Mainstream 5015. [ tind
the Concord version more incisive and better shaped
(largely due. I suspect. 1o its brevity). although the com-
poser would probably consider the two versions equally
valid. In any case. the work seems of little consequence—
fun to play perhaps (4 point of some concern to this com-
poscr). but from the listener’s point of view little more
than a pleasant mood picce.

The indeterminacies in Brown's quartet. on the other
hand. are placed within a specitied formal framework.
The piece comprises eighteen clearly defined sections of
varying length. arranged in an order determined by the
composer. This is not sutlicient to prevent the work from
acquiring a pronounced episodic character. however, as
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Stefan Wolpe

Morton Feldman

there is little sense of one section “developing™ into the
next. The only exception is the last segment. which uses
material drawn from the entire work and functions as a
climactic coda for the piece. It is particularly interesting
1o compare performances in this case: despite pro-
nounced diflerences between the Concord version and
that by the LaSalle Quartet (DG 2543 002). they are un-
mistakably the sume piece. The LaSalle version is very
good. but | like the new one even better. The pace is
more relaxed, and details come through with better et-
fect. (The retention of the notes of the opening section
into the second one. for example. is much clearer.) The
Brown is perhaps not a major work. butitis an eflective
sound picture composed with a sure and experienced
hand.

Leon Kirchner’s Quartet No. 3 for String Quartet and
Electronic Tape. written in 1967, was awarded that vear's
Pulitzer Prize in Music. There 1s no denving that the
piece makes a strong statement: yet if one breaks it
down. its constituents scem singularly unpronusing. This
is cspecially true of the tape part: Only the most com-
mon-—cven elementary—clectronic techniques are em-

NoOVEMBER 1973

ployed. and the musical content is almost em-
barrassingly obvious. Also. the string parts are extremely
fragmentary and episodic. strung together in a rhapsodic
musical continuum. The piece. in fact. is rather like one
long cadenza. yet when everything is put together the re-
sultissurprisingly convincing. There is considerable ten-
ston 1n the relationship of strings to tape—perhaps just
because so little attempt is made to integrate the tape
matenal: and sontehow a larger design emerges despite
the incessant starting. stapping. and changing of tempo.

This performance resembles the one already avail-
able- by the Beaux Arts Quartet. for whom the picce was
written (Columbia MS 7284). The composer apparently
worked with both groups in preparing their pertorm-
ances. which might explain the similaritics. But on the
whole | prefer this new ane. as the ensemble is somewhat
surer. and the maddle sectuon. which 1s quite fast (and
during which the tape 1s not heard). is approached more
aggressively. Also. the bulance between tape and instru-
ments (the tape is not as loud here) seems more satistuc-
tory

The last picce. George Crumb’s Bluck Angels. has
been discussed at length in these pages (in my October
1972 review of the recording by the New York Siring
Quar(u on CR1S§283).s01 will confine mysclf to a com-
parison of the two recordings. which are markedly dif-
ferent. The Concord takes a much more neutral position
toward the piece. The group seems content to play whal
is notated. while the New York Quartet exaggerates ¢
erything to the point of distortion. In this picce. which s
clearly intended 1o sound as grotesque as possible—i.c..
as far removed trom the normal sound of a string quar-
tet—the latter approach seems preferable. The piece
can—and should-—sound truly horritfying. but it is just
this sense of frenetic terror and extreme abnormality
thatis nussing in the Concord's reading. Particularly dis-
appointing is their failure to bring ofl the special effects:
the piangendo. col legno. “quasi Tibetan prayver stones.”
knuckles on wood. and thimble-cap sections are all more
distinctive in the earlier version. Also. the New York’s
crystal glasses (for the God-music section) are better
tuned and more transparent in sound. (The exceptions
are the “undertones™ ot the Devil music and the
chanting of numbers. both of which are better in the
Concord version.) Finally. the New York version is
aided by a much more resonant recording. a tactor which
is especially important in this piece (itis vet another way
in which the sound of the guartet 1s “distanced™ from
that ot a normal concert situation). The levelis also quite
tow on the Concord version. so much so that certain sec-
tions—such as the Surabanda—are diflicult 10 hear with-
out turning up the volume. (This section begins so sottly.
for example. that it is impossible tor the players to per-
form the “terraced™ diminuendo. one ot its most impor-
tant characteristics.)

The Crumb s an extraordinary piece that holds up
well under repeated hearings. Itis also one able to sup-
port very different interpretations. a point well illus-
trated by this new disc. For despite the various reserva-
uons | have listed. the piece stll “sounds™ in its new
clothing. Morcover it is instructive to have a basically
ditterent reading of a piece like this. and some may well
prefer this less {rantic account. (The Concord. inciden-
tally. uses the alternate version of the Pavana—given as
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an “appendix” in Crumb’s score—in which the pitch
level is gradually flattened. It is an interesting effect and
is played quite well)

This volume represents an important release that will
be of unusual value to anyone interested in recent Amer-
ican music. It supplies further evidence of how many-
sided—and thus, I would say, healthy—the compositional
situation in this country is. Vox is to be congratulated for
having devoted such a carefully planned production to
music that will undoubtedly have a limited market. The
packaging is attractive, the recorded sound is generally

by John S. Wilson

Presenting Ivie Anderson

Columbia offers a definitive portrait
of a neglected jazz great

THE ELLINGTON BAND oOf the Thirties and early Forties
had a special quality that it has never fully regained in
the years since then. These were years when the person-
nel remained remarkably stable, when all the great El-
lington stars (except the early cornetist, Bubber Miley)
were not only in the band but were playing together
regularly over a period of many years. As the Duke wove
together these musicians—as represented by their indi-
vidual styles and sounds—the changing character of the
band can be traced on records from the essentially hot,
jump band of the early Thirties to the loose, easily
swinging band of the mid-Thirties and on to the brilliant
ensemble of the late Thirties and early Forties.

Such musicians as Cootie Williams. Rex Stewart,
Tricky Sam Nanton, Lawrence Brown, Barney Bigard.
Johnny Hodges. Harry Carney. and Sonny Greer are
normally cited as key figures in this developing process
(plus Ben Webster, who was with the band briefly in the
mid-Thirties but made his real impact in the early For-
ties). But there was still another important thread in this
Ellingtonian tapestry—the voice of Ivie Anderson. who
joined the band in 1931 and remained until 1943.

In a day when good jazz was usually described as
“hot” (and in her early days with the Ellington band it
was a decidedly hot band), Miss Anderson was cool. Her
enunciation was precise, her attitude was somewhat
disengaged. her phrasing was brilliant. the nuances of
her shading were provocative, and her delivery often
had a dry tone that implied a raised eyebrow (which was
a great help on some of the horrendous lyrics she was
handed).

Because most of her recorded work consists of a
chorus or so on Ellington records. she has never had the
fame of such of her contemporaries as Billie Holiday.
Ella Fitzgerald, or Mildred Bailey, all of whom made
records of their own. For her purposes Miss Anderson
could not have had better surroundings than the Elling-

good. and the performances are first-rate. Finally. the set
includes a very helpful eight-page booklet including ex-
cellent (and somewhat technical) introductions to all the
works (written by one of the composers. Lejaren Hiller).
as well as biographical information on each composer.

B] THE AVANT-GARDE STRING QUARTET IN THE U.S.A.
Concord Quertet. Vox SVBX 5306, $9.95 (three discs).
E. BRown: Quartet tor Strings. CAGE: Quartet for Strings in Four Parts. CRums:
Black Angels. DRuckman Quartet for Strings, No. 2. FeLomaN: Structures for
String Quartet. HiLLER: Quartet for Strings, No. 5. KIRCHNER: Quartet No. 3 for
Strings and Electronic Tape. WOLFF: Summer. WoLPE: Quartet for Strings

ton instrumentalists, but this did reduce her to a situation
of being one outstanding sound among many. This two-
disc set. lovingly produced by Frank Driggs. finally gives
Miss Anderson the attention she deserves. It covers all
but her last two years with Ellington, opening with her
first recording with the band, It Don’t Mean a Thing in
1932, and proceeding chronologically to 1940 when the
band moved from Columbia to Victor (and, coinciden-
tally, started on two incredibly creative years).

The set gives a very rounded picture of Miss Ander-
son. Itshows the fascinating effect of her cool style in the
midst of Ellingtonian heat on Truckin’, it shows her
imaginative way of coloring a melody line on A/labamy
Home, it shows her in an airy attitude on Oh, Babe,
Maybe Someday. ir. a darker mood on In a Mi::, and ap-
plying an appropriately dead voice to some of the dead-
est lyrics ever written on Swingtime in Honolulu, which
was apparently an early sketch for the Duke’s Just
Squeeze Me.

But Miss Anderson is just part of the picture. Along
with her singing. one gets loads and loads of peak
Johnny Hodges and plentiful Tricky Sam Nanton and
Cootie Williams. Although it does not include four of
her finest performances (! Got it Bad. Rocks in My Bed.
Ebony Rhapsody, and Me and You—all done for Victor)
this is a definitive portrait of one of the true originals
among jazz singers. There has been nobody like her
since, and as the years pass (Miss Anderson died in 1949)
it seems, as has been true of Billie Holiday. less and less
likely that anyone will appear with quite the special
qualities that Ivie Anderson had.

B] DUKE ELLINGTON PRESENTS IVIE ANDERSON. lvie Ander-
son, vocals; Duke Ellington and his orchestra. Delta
Bound, I've Got to Be a Rug, Cutter; Solitude; twenty-

nine more. (Frank Driggs, prod.) CoLumsia KG 32064,
$6.98 (two discs, mono; recorded 1932-40).
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Auto-Magic is only the beginning
of the Realistic STA-150 story.
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But what a beginning!l Touch the tuning knob and Auto-Magic c I t STA ]50
deactivates the AFC for easy FM station selection. Release omp e e Y
the knob and Auto-Magic fine-tunes the station and locks

it in. But it isn't Auto-Magic alone that makes this a great receiver. stereo svstem
=y FET N —
i . -

There's dual gate FET FM, along with 7 integrated circuits -
for reliability and superior sound, plus flexible bass, treble and '
midrange controls and transformerless audio circuitry.

And tape copying facilities, too.

g

Then there are those “little things™ that make Realistic receivers
big values: Glide-Path™ volume controls, wideband AM
tuner, high and low filters, FM muting, tape monitor, main and
remote speaker outputs, a luxurious walnut case and more.
It's U.L. listed, of course.

The happy ending is the price: 34995

SPECIFICATIONS. FM TUNER. Sensitivity: 1.6 sV IHF. Stereo Separatlon:
45 dB at 1 kHz. Signal-to-Noise Ratio: 70 dB. Selectivity: 56 dB.

AM TUNER. Sensitivity: 20 sV (at terminals for 20 dB S+ N/N). LAB-36A with Base Two Optimus-1
Selectivity: 30 dB. AMPLIFIER. Power: 160 watts +1dB at 4 & Magnetic Cartridge, Spaakers,
ohms, 100 watts IHF at 8 ohms, 65 watts RMS at 8 ohms. Frequency Reg. 79.95. Re3. 39.95 each.
Response: 20-20,000 Hz. Power Bandwidth: 15-70,000 Hz.
Harmonic Distortion: less than 1% at rated output. Save 5985 54995
l— ;; ———————— ————————l ®
y 289

| FREE '74 CATALOG = | F~2UEALISTIC_
| " AT YOUR NEARBY STORE OR | b
I MAIL THIS COUPON I y ®
| riease 180 Pages . . . Full Color! Hi-Fi, CB, Kits, |
| ErERRLY Recorders, Antennas, Parts, More! I
] Name Apt. # | -
| Street | and ALLIED RADIO STORES

AP
| City State me l ¥ A TANDY CCRPORATION COMPANY
e e e e | 2617 W. 7th St, Fort Worth, Texas 76107
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“...the most powerful

stereo receiver in its price class by a
considerable margin...

A challenging claim?

Not at all. Just a statement of fact by Hirsch-
Houck Laboratories as published in Stereo Review,
September 1973.

They’re describing the new Pilot 254 and
they go on to say, “Our test measurements clearly
showed that the advertised specifications for the
Pilot 254 are not only honest, but quite
conservative.’

Separating verifiable fact from advertising
fiction is a testing lab’s specialty. Making sure
that every Pilot product meets or exceeds every
one of its specifications is our specialty.

IHow well we do our part, may be judged
from the rest of the Hirsch-Houck report.

The Pilot 254 specifications read: 65 honest
watts per channel, 8 ohms, both channels driven.
The Lab finds, “At 1000 Hz, the outputs clipped
(were overdriven) at 82 watts per channel...”

We rate harmonic and 1.M. distortion at
0.4% and 0.5% respectively. They find, “At Pilot’s
rated 65 watts per channel output level, distortion
was 0.1% to 0.15% from 20 to beyond 10,000 Hz,
reaching a maximum of 0.25% at 20,000 Hz”

In evaluating the FM tuner section, the Lab
reports, “FM tuner performance was well up to
the standards of the audio section’’

The Pilot 254 Stereo Receiver $429.007F

*Manutacturer's suggested retaill price

We rate IHF sensitivity at 1.8 uV with
harmonic distortion at 0.4% mono and 0.8%
stereo. They find, *“...a 1.7 uV IHF sensitivity and
only 0.16% harmonic distortion at almost any
useful signal level with mono reception. The stereo
distortion was about 0.5%."

We list capture ratio at 1.5 dB. They find,
“The capture ratio was an excellent 1 dB..."”

And they go on to confirm the same out-
standing performance figures for noise, stereo
separation, image rejection and all the rest.

Finally, they sum it all up with, *...we could
not fault this fine receiver in any respect’

Listen to the Pilot 254 and you will agree.

For the complete text of the report and
additional information write: Pilot,
66 Field Point Road, Greenwich,
Conn. 06830.
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ANTHEIL: Works for Violin and Piano. Ron-
ald Erikson, violin; Nathan Schwartz, piano
(Charles Amirkhanian, prod.). Orion ORS
73119, $5.98.

Sonata No. 1; Sonata No. 2 (with Charles Amirkhanian,
percussion); Sonata No. 3; Sonatina.

Like many Orion discs, this premiere release
of Antheil violin-and-piano music would be
decidedly valuable as a document even if the
music were not worth much. Like it or not
Antheil—shown in an exceedingly appropriate
photo by Man Ray on the album cover

played an importantrole in the early period of
modern American music. and it is of no small
interest to have access to other works of the
same vintage as the eternal Baller mécanique
(1923-25). Fortunately these turn out 0 be
much more than curiosity pieces, although the
first two sonatas (both written in Paris in 1923)
in particular were obviously not intended for
tender eardrums and bourgeois sensitivities.

The aesthetic of the First Violin Sonata
might be described as dadaistic primitivism:
primitivism because of the incredibly relent-
less ostinatos and the obsessive repetition of a
few extremely dynamic rhythmic cells almost
completely stripped of melodic and harmonic
support, at least in the Western sense: dadais-
lic because the sonata’s intentions seem basic-
ally destructive. Antheil in this work seems 10
have been dead-bent on overthrowing. in a
little over six minutes, all of the tenets of tradi-
tional Western music—nothing develops dur-
ing the period of the sonata’s decidedly unli-
near time period: instead everything either
remains jarringly uniform or else changes in
completely “illogical” jolts. Although the liner
notes mention Stravinsky as a strong in-
fluence. the personal idiom is so totally head-
strong as to distinguish itself immediately. and
if any style comes to mind. it would be that of
a betore-the-fact Bartok.

The Second Violin Sonata jars in a totally
different fashion. Here Antheil. very much in
the spirit of what was being done in Paris (and
elsewhere) during that era, displays an incred
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George Antheil—
A decidedly valuable presentation.

ible array of dance- and music-hall rhythms in
one of the most outlandishly zigzag mélanges |
have ever heard: “Modernistic™ criss-cross
glissandos in the violin and piano are followed
by an innocuous slow fox-trot; a pompous
habafera. a Charleston. and a wistful violin
melody over a strong piano ostinalo succeed
each other within the space of about thirty sec-
onds: and extremely strident polytonality
turns sorae of the most banal of the popular
elements into shatteringly off-key sarcasms.
As if all this isn’t enough, after a particularly
insistent piano passage Antheil suddenly
closes the sonata in an lvesian fashion (al-
though it is doubtful that Antheil knew of Ives
at the time) with an orientally placid duct be-
tween the violin and side drums—all of this in
somewhat over seven minutes'

By comparison. the Third Sonata. written
only a year later, strikes me as uncommonly
subdued. Almost twice as long as ils two
predecessors. the Third Sonata has some of
their earmarks. especially in its undeveloped
but oft-repeated thematic and rhythmic mate-
rial and in its sometimes harsh polytonality.
But here the Stravinskyisms are, to my mind,
much more obvious. and everything is spread
out in what appears to be a much more tradi-
tional formal context, in spite of the single-
movement structure, than in the first two. also
written in single movements. In spite of these
differences, however. the three violin sonatas
are obviously cut from the same cloth.

The 1945 sonatina, on the other hand, goes
off in a different direction altogether. 1t is in-
teresting that Antheil. after a period of unfet-
tered bad-boyism cncouraged by both his
Paris surroundings and the era. followed. in
certain ways, very much the same course as
Shostakovich. whose period of unbridled re-
volt came at almost exactly the same time.
Like a work such as Antheil's 1942 Fourth
Symphony (recorded by Boult on Everest
SDBR 3013). the sonatina contains some star-
tling Shostakovichisms. not the least of which
is the marchlike opening theme (which later
returns in the last of the three movements).
The resemblance. | teel, is due not to imitation
but to the composers’ strikingly similar evolu-
tion. The opening theme of the Antheil sona-
una. for instance. owes its character 1o the fact

that its nose-thumbing wrong notes are setin a
more straightforward and classical context
whose milder dissonances are created con-
trapuntally. Throughout. the sonatina is a
masterpiece of neoclassical simplicity and
ironic subtlety.

But then. the three sonatas have an
enormous appeal too. especially the second,
orre of the most brilliant examples of acerbic
musical humor [ know of. Orion’s excellent re-
corded sound makes this disc even more at-
tractive, and the performances are generally
quite energetic. Only in the sonatina, where
flaws become much more apparent, does vio-
linist Ronald Erikson occasionally annoy with
his less than adequate technique. But this is
more than compensated for by the nearly in-
credible dynamism of his interpretations, and
he is excellently accompanied at the piano by
Nathan Schwartz. R.S.B.

BAcH: The Art of Fugue, S. 1080.
Gustav Leonhardt, harpsichord.

Bach Guild HM 18/19, $5.96 (two
E] discs, mono; from VANGUARD BG 532,

3, 1953).

BacH: The Art of Fugue, S. 1080.
Fine Arts Quartet and New York

Woodwind Quintet. EVEREST 3335/2,
E] $9.96 (two discs; from Concert-Disc

230, 1963).

Comparisons:

Rogg (organ) Ang. 3766
Walcha (organ) Arch.2708 002

Bach left the Arr of Fugue work unfinished at
tis death, so a number of points wiil never be
settled finally: for example, every performer is
free to juggle the various movements (o suit
his particular views. The “open-score™ format
of the original publication has led to two wide-
spread misconceptions: that the work was
written for some sort of instrumental en-
semble or that it represented *“ideal” music,
not intended for any specific instrument(s).
But the facts indicate that Bach had only a key-
board instrument (organ. harpsichord, clavi-
chord) in mind. The open-score format could
indicate either an ensemble or a keyboard in-
strument (it was not unusual in the sev-
enteenth and eighteenth centuries to issue
contrapuntal keyboard music in such form).
but the clefs Bach employed were at that time
common only to vocal and keyboard music.
The ranges of the inner voices consistently
2xceed the compass of any instrument Bach
might have employed (nearly every editor of
an ensemble version has had to tamper with
the text to make it fit his choice of instruments),
yet it fits the compass of ten fingers on one
keyboard as well as the Well-Tempered
Clavier, a restriction Bach never imposed on
himself for instrumental music. If anyone still
has doubts about Bach's keyboard intentions,

Explanation of symbols
Classical:
Budget
x Historical
@ Reissue

|
! Recorded tape:
l ®® Open Reel

@9  8-Track Cartridge
L L] Cassette
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I would reter him 10 Tovey's Companion to
the Art of Fugue (Oxford University Press) or
Gustav Leonhardt’s The Art of Fugue—Buch’s
Last Harpsichord Work: An Argumen: (Mar-
tinus Nijhoff. The Hague).

In his book Leonhardt carries the matter a
step further. arguing that Bach intended harp-
sichord. nor organ. based primarily on two ob-
scrvations: the existence of a low B in one of
the canons (a note below the compass of an or-
gan keyboard. but available on most harpsi-
chords). and the fact that whenever the bass
line crosses above the tenor. the tenor be-
comes the “real™ bass. thus ruling out the use
of organ stops of 16-foot pitch. Since much
music of the period was considered equally
suited to organ or (pedal) harpsichord. I'm
unwilling 10 rule out the organ.

My firm conviction is that anyone who is
ready to come to terms with this admittedly
austere collection of eighteen consecutive
movements. all in the same key and based on
the same theme. should own recordings of
both an organ and a harpsichord version. An
orchestral version might be of interest to stu-
dents of fugue for its lincar clarity: Tovey.
however. said the last word: “Orchestrate the
Art of Fugue by all means: but only for the
same reasons that would induce you to orches-
trate the Well-Tempered Clavier. If you think
the task necessary you show that you under-
stand neither orchestration nor keyboard
style.”

Leonhardt’s old mono recording is inter-
esting as a “documentation™ of his 1952 treat-
ise. butit's of even greater musical value —it is.
in fact. the finest recorded performance of the
work I've heard. The subtle rhythmic nuance
that is such an outstanding feature of Leon-
hardt's playing today is also apparent. though
in an earlier stage of development. on this
recording made when he was still in his
twenties. The mono sound is variable but
never really obtrusive. and the disc quality is
excellent. There aren’t any other harpsichord
versions, and of the organ versions | like Li-
onel Rogg's somewhat better than Walcha's
for its greater vitality. though the two are very
similar. Rogg and Walcha both add their own
completions of the final. unfinished fugue.
Leonhardt. 10 my regret. ends the piece
abruptly on a dominant chord a few measures
before the spot where Bach simply trailed off.

The Everest reissue s neatly played. and the
varied (solo) instrumentation assures that all
the contrapuntal lines do come through
clearly. but the instrumentations are so un-
Bachian (including a clarinet!) and the per-
formance is so unidiomatic that I can derive
hitle musical pleasure here. CFG.

BacH: Four Secular Cantatas. Elly Ameling,
soprano; Gerald English, tenor (in No. 211);
Siegmund Nimsgern, bass (in Nos. 211 and
212); Collegium Aureum. BASF KHF 20330,
$9.98 (two discs).

Cantatas: No. 202, Weichet nur, betrdbte Schatten (Wed-
ding Cantata); No. 209, Non sa che sia dolore; No. 211
Schweigt stille, plaudert nicht (Coffee Cantata); No. 212,
Mer hahn en neue Oberkeet (Peasant Cantata)
Comparison—Nos. 202 and 209:
Giebel, Leonhardt Consort
Comparison—Nos. 211 and 212:
Hansmann, Van Egmond, Harnoncourt

Tel. $9513 and S 9465
Tel. $9515
Few of Bach’s cantatas. sacred or secular. have
enjoyed the well-deserved popularity of these

tour “occasional™ compositions. It's a pity he
didn’t have more such occasions for which to
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supply similarly lighthearted and entertaining
music. since he obviously took great delight in
doing so.

Ameling's performances of both the solo
cantatas (Nos. 202 and 209) have been avail-
able for the pust tive years on two separate
Victrola discs (VICS 1281 and VICS 1275).
where they are coupled with cantatas by
Handel. Only Agnes Giebel. in her recordings
of these same cantatas on two separate Tele-
funken discs. comes close to the elegance. re-
finement. and swectness of tone that Miss
Ameling brings to them. Choosing between
the two is impossible.

These performances of the Coffee and Peas
ot Cantatas (Nos. 211 and 212). in which
Ameling 1s joined by bass Siegmund Nims-
gern. are new 10 the American catalogues. The
term “cantata” is somewhat misleading for
these buoyant works. since they are more in
the style of one-act operettas—indeed staged
performances of them work very well. Bach
has brought his characters vividly to life here:
A rough farm hand and his maid banter cheer-
fully (and sometimes crudely) in the Peasant
Cuantata. while in the Coffee Cantata Bach pits
a grumbling, ill-tempered father against his
wily and capricious daughter. To treat these
works as eighteenth-century drawing-room
entertainment would be disastrous. and Amel-
ing. Nimsgern. et al. strike the perfect balance
between musical tinesse and vivid character-
1Zation.

Again we are faced with the pleasant di-
lemma of having 10 choose between superior
recordings: this new release and Har-
noncourt’s coupling of the saume two works
(with Rotraud Hansmann and Max van Eg-
mond) on Telefunken. Both are superb musi-
cal performances which suppress none of the
inherent earthy humor. The BASF recordings
(from Harmonia Mundi) and disc quality are
excellent. but neither texts nor translations-
nor anything ¢lse of value-—-are printed on the
Jacket. CF.G.

BacH: Masses (4), S. 233-6. Renate Krah-
mer, soprano; Annelies Burmeister, mezzo;
Peter Schreier, tenor; Theo Adam, bass;
Dresden Kreuz Choir; Dresden Philharmonic,

Martin Flamig, cond. ARCHIVE 2533 143 and
2533 144, $6.98 each

Masses:inF, 5. 233:in A, S.234 (2533 143);in G minor. S
235, in G, S. 236 (2533 144).

Comparison
Rilling/ Stuttgart Bach-Coll.

None. HC 73020
Bach's four “Lutheran™ Masses (often termed
Missas. since they contain only the Kyrie and
Gloria sections of the Mass ordinary) must
surely be among his niost unjustly neglected
works. The probable reason for their neglect
lies in the fact that all twenty-four movements
compnised therein are hfted from earlier can-
tata movements—there can certainly be no
questioning the extraordinarily high intrinsic
musical value. Bach never questioned the in-
tegrity of adapting old music (0 a new circum-
stance: indeed he employed the technique
throughout his carcer: Instrumental works
were rescored (e.g.. the harpsichord concertos
reworked from earlier violin concerios)
voices were added to instrumental works (the
overture (o the fourth orchestral suite became
the opening chorus of Cantata No. 110). and
secular cantatas were given new sacred words.
These adaptations weren't always done
merely 10 save time or because Bach thought
the occasion didn't warrant a new composi-
tion: The B minor Mass. for instance. which
he certynly set great store by. contains several
such borrowings from carher compositions.
Often the reworking shows an even higher de-
gree of perfection than the original

The four Masses. which seem 10 have been
produced as a unit. each contain six move-
ments arranged in almost identical fash-
ion. The Kyrie and the opening and closing
sentences of the Gloria are set chorally. while
the middle sections of the Gloria are divided
into three arias (or in one instance a duet).
Bach employs a wide variety of procedures in
adapuing the old music 1o its new use. In a few
cases the modifications are very slight. consist-
ing only of fiiting the new text 10 the music.
while in others the alterations are so extensive
thatan entirely new piece results. only vaguely
related 1o its model.

Of the ten known cantatas from which these
movements are derived (Nos. 17.40.67.72. 79,
102. 136. 138. 179. 197). only two can be found
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in Schwann and two more in the Musical
Heriage catalogue. Thus. the majority of
these Mass movements will be new 1o all but
the Buch scholar.

A few vears ago Nonesuch released a three-
record edition of these Masses conducted by
Helmut Rilling. At the ume | found it an at-
tractive setand still like itvery much. This new
two-record version from Archive. while still
not as fine a performance as the works deserve.
does represent a substantial improvement.
The Dresden choir on the Archive set (bov so-
pranos and altos) 1s a better-sounding.
cleaner. and more incisive ensemble. In direct
comparison. Rilling’s mixed-voice group
sounds too mellow and smooth. lacking in
crisp articulation and rhythmic snap. It’s true
that Flimig may go too far for some tastes in
having his choir aspirate every melismatic six-
teenth note (producing “hu-ha-ha™ instead of
a musical line). but he does keep things
bouncing along encrgetically and precisely.

Vocal and instrumental soloists are good on
both sets. butagam I would give aslight nod 10
the Archive cast. The Nonesuch comes with
an excellent leatlet explaining accurately and
readably the circumstances surrounding these
works. | haven'tseen Archive’s packaging. but
trust ittoo will provide reliable information.

CF.G

BacH: The Pocket Bach. Inventions, sin-
fonias, preludes, fugues, and boureés, trans-
cribed by George Fields. George Fields, four-
octave chromatic and bass harmonicas. AN-
GEL S 36067, $5.98. Tape: ®: 8XS 36067,
$6.98; ®® 4XS 36067, $6.98.

To the list that includes “Bach for Band.”
“The Moog Strikes Bach.” and *J. S. Bach Is
Alive and Well and Doing His Thing on the
Koto.” we can now add the most bizarre of
them all: “The Pocket Bach.” in which some
of the humble Leipsig cantor’s more taumous
short kevboard works (and one movement
from acellosuite) are given out by four-octave
chromatgc and buass harmonicas!

I can’t describe how funny the sound 1s
something between a wheezy harmonium and
a chorus of bumblebees—but George Fields
has apparently prepared und recorded these
transcripuions (one line at o ume. then over-
dubbed) with utter seriousness of intent. He
plays the pieces “straight™ and with dazzling
virtuosity: nothing more need be said. (For a
sequel. Angel. how about training some crick-
¢ts 1o sing the B minor Mass? But please. no
more than three voices to a part.) CFG.

BacH: St. Matthew Passion, S. 244; St
John Passion, S. 245. For a feature review
of recordings of these works, see page 85

BacH: Trio Sonatas for Organ (6), S
525-530. Daniel Chorzempa, organ (organ
of the Reformed Church at Meppel, the Neth-
erlands). PHILIPS 6700 059, $13.96 (lwo
discs).

Comparisons
Alain(Nos. 1-6)
Walcha (Nos. 1, 6)
Walcha (Nos. 2-5)

Mus. Her MHS 534, 551
Arch. 2533126
Arch. 2723003

Richter{(No. 1) DG 139387
Richter(No. 2) DG 138907
Richter (Nos. 3, 6) Tel. $9915
Richter (No. 5) DG 139321
Biggs (Nos. 1-6) Col. M2S 764
Newman (No. 1) Col. MS 7309
Newman (No. 4) Col. M 31127
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Newman (No. 5)
Newman (No. 6)

Col. MS 7421
Col. M 32229
Bach appears to have completed this set of six
sonatas araund 1729 (though at least a tew of
them onginated much earlier). and according
to his first biographer. Forkel. they were in-
tended tor the instruction of his son Wilhelm
Fricdemann. Whether Bach intended these
works primarily for organ. pedal harpsichord.
or pedal clavichord cannot be determined
from his somewhat ambiguous inscription “u
2 Clav. ¢ Pedule.” 11 they were assembled for
the nstruction of his son. thev were probably
plaved at home on the pedal harpsichord that
was there. but Bach also inscribed many of the
large chorale arrangements in the Clavier-
ithung—which are clearly organ works—in the
same way. leading Karl Geiringer and others
1o come down in fuvor of organ performance.

All six sonatas are cast in the three-move-
ment form (fast-slow-tast) of the concerto. but
are more closely related to the barogue trio for
two melody instruments and bass. Bach had
alrcadv experimented with the traditional trio
tfornt in works for two plavers instead ot three
by assigning one melody part 10 a violin. fute.
or viola da gamba, the second to the harpsi-
chordist’s right hand. and the bass 1o his lett
hand. Here we have the same strict tno tor-
mat. with the melody parts assigned 1o the two
hands and the bass 10 the feet of a single
player.

The virtwoso demands made on the player
in terms of precision and complete independ-
ence of his two hands and fect. and the sunny
and cheerful nature of the music have made
these immensely popular works well repre-
sented in the record catalogues. Alain. Biggs.
Kraft. Rogg (whose Epic Bach series is cur-
rently unavailable domestically). and Walcha
have all recorded complete sets. while Richter
has recorded all but No. 4 and Newman has
four of the six 1n the catalogue so far.

My chief reaction 1o this release is disap-
pomtment. In his three previous Philips
dises one of Buch and two of Liszt-young
Daniel Chorzempa (horn 1944y impressed me
as a remarkably nventive and imaginatve
player of the “new™ school with a prodigious
technical facility and an aggressive. exciing
style. His Bach record was crisp and clean.
nicely ornamented (cadenzas were added in
the appropriate places). and airily articulate.
The technical facility and aruculate phrasing
are equally in evidence here. but the adventur-
ousness is gone: Tempos are moderate 1o slow.
ornaments are rarelv added except where
printed n the score. and there is no “contro-
versial” rhvthmic aliecration. In short. his are
good. clean. precise renderings of the printed
scores. with little of the sparkle. lilt. and
bounce of that first Bach record. Many people.
of course. will be saustied witk an accurate re-
production of the notes: but with so many re-
corded versions already availuble. some of us
may feel entitled to ask for semething more.

Of the competitors. all but Walter Kraft are
skilled players who turn in at least adequate
renderings of the scores. At the riskh of over-
simplification. we can divide them mto two
groups: those who play the notes accurately
and don’t disqualify themsclves by commt-
ting major stylisuc crrors. and those who put
something extra into their readings 1o bring
the pieces vividly 1o lite. In the tormer cate-
gory. 1 would place Chorzempa. Alain. and
Walcha (along with Rogg). These are good.
standard readings by topnotch organists, well

versed in the stvle (all but Chorzempa have re-
corded Bach’s complete organ works). and cv-
erv serious collector should own one of these
four scts.

Richter's performances are “standard™ too.
in that tempos are moderate and ornamenta-
uon and other ahicrations of the printed scores
are kept 1o a mimimum. but his thvthmic taut-
ness and controlled energy add a great deal of
excitement to his plaving.

Biggs and Newman belong in the second
category: Both have gone beyond the textbook
“da's and don’ts™ of baroque stvle and offer
highly individual. exciung performances.
much closer to the Bach stvle as we under-
stand it oday. Biggs plays the six sonatas on a
Challis pedal harpsichord. adding special in-
terast 10 his edition. And he brings to these
pieces that characteristic charm and lively wit
that have made him one of the world’s leading
Bach players. In spite ol some occasionally
awkward passagework. his performances are
still wonderfully fiexible. rhythnucally, and
nicely ornamented (there's even a cadenza in
No. 4). Newman's performances are in a calte-
gorv of their own. inspiring enthusiastic admi-
ration or violent disapproval. depending on
the listener’s point of view. Tempos are often
extremely fast. ornamentation and rhythmic
alterations abound. and excitement is at tever
piteh.

Chorzempa should have joined this second
category: He has the skill. knowledge. and
progressive outlook. Perhaps he has only just
fearned these sonatas and needs more time 10
absorb their subtleties. CFG.

BaCKER-GRONDAHL: Piano Works—See

Cnaminade: Piano Works.

BAMERT: Septuria Lunaris—See Husa: Two
sonnets from Michelangeio

B:zETHOVEN: Quartets for Strings: in F, Op.
18, No. 1;in D, Op. 18, No. 3. Quartetto Ital-
iano. PHiLIPS 6500 181, $6.98.

BEETHOVEN: Quartets for Strings: in F, Op.
13, No. 1; in B flat, Op. 18, No. 6. Vlach
Quartet. SUPRAPHON 1 11 1106, $5.98.

Comparison—0p. 18 (complete):

Hangarian Quartet Sera. SIC 6005

It would be difficult 10 imagine two more dif-
ferent readings of Op. 18. No. 1. than these by
tne Vlach Quartet and the Quartetto ltaliano.
The Vlach plays the picce with considerable
warmth. but their tempos are so slow that the
effect is frequently heavy and sluggish. The
scherzo suffers particularly from a lack of inci-
siveness. The Quartetto Italiano. on the other
hand. gives a fast. polished. and extremely ag-
gressive version of the piece. Everything is ex-
aggerated. acquiring a larger-than-life quality
that is emphasized by Philips’ very resonant
recording. Each crescendo becomes a major
event. each accent a small explosion. (I am
much more struck by this here than in their
recordings of the later quartets; it 1s almost
like listening to a different ensemble.) Neither
approach seems well suited to the piece; and
for comparison 1 would suggest the beau-
tifully balanced performance by the Hun-
garian Quartet. which is rhythmically exciting
without being mannered and overly fussy and
without sacrificing the natural lyricism of the
work.

97



Numbers
speak louder

The Fisher XP-44-§, $49.95.
39-19.000 11z

Frequency Response

The Fisher XP-56-S, $89.95.

Frequencey Response

35-20,000 1 1z

Maximum Music Power 20 Watts Maximum Music Power 30 Watts
Bass Speaker Diameter 6" Bass Speaker Diameter 87
Voice Coil Diameter 1" Voice Coil Diameter 17
Free Air Resonunce 381z Free Air Resonance 3811z
Magnet Structure 2 1bs. Magnet Structure 2 1bs.
Treble Speaker Diameter 3" Treble Speaker Diameter 37
Voice Coil Diameter  9/16” Voice Cotl Diameter  9/16”
Crossover Frequency 1500 Hz Crossover Frequency 1,000 He
Impedance 8 olumns hmpedance 8 ohims
Dimensions  [5':"x8%" Dimensions 217 x 11%"
x 61" deep

x 9" deep

Alot of manufacturers describe their speakers in glowing adjectives, without
giving vou any objective facts. At Fisher, we believe that cold, hard numbers are
more descriptive than any words we could think of.

So we provide you herewith the important specifications of four of our moderately
prlccd models. The numbers tell vou all vou need to know about them.

Free! $2 value! If vou'd like to know more about high fidelity, sterco and four-channel sound
reproduction, send for our 68- page reference guide. Besides many fact-filled articles, it also
includes detailed specifications of all the Fisher products. For your free copy, write Fisher Radio,
Dept. HE-1B, Box 1001, Long Island City, N.Y. 11101. (For same-day reply, enclose $1.)
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than words.

The Fisher XP-65-S, $109.95.

Frequency Response
Maximum Music Power
Bass Speaker Diameter
Voice Cotl Diameter
Free Air Resonance
Magnet Structure
Mid-Range

Voice Coil Diameter
Magnet Structure
I'veble Speaker Diameter
Voice Coil Diameter
Crossover Frequency
Impedance

Dimensions

33-20,000 Hz
30 Watts

10"

l"

2511z

2 1bs.

5"

3/4"

172 1b.

3"

9/16"
600-3,000 1 1z
8 ohms

23" x 13"

x 10" deep

The Fisher XP-7-S, $169.95.

Frequency Kesponse
Maximum Music Power
Bass Speaker Diameter
Voice Coil Diameter
Free Air Resonance
Magnet Structure
Mid-Range

Voice Coil Diameter
Magnet Structure
Treble Speaker Diameter
Voice Coil Diameter
Crossover Frequency
Impedance

Dimensions

33-20,000 112
45 Watts

12"

1"

2011z

3 1bs.

5"

3/4"

1/2 1b.

3"

9/16”
600-3.000 11z
8 ohums
24-1/8" x 13-9/16”

x12" deep

The Fisher
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The performances of Op. 18. Nos. 3 and 6.
hold to the same pattern. although in both
cases [ was much less bothered by those quali-
ties that [ found objectionable in Op. 18. No.
I—perhaps because | was no longer making a
direct comparison of two such opposite con-
ceptions. The Vlach's No. 6 comes off partic-
ularly well; here they maintain a tempo fast
cnough 1o keep things moving while retaining
their flexibility and musicality. Only occa-
sional ensemble problems prevent it from
being really first-rate. Again, the Hungarian
Quartet’s performances of both these works
should serve as models. R.P.M.

BoccHERINI: Symphonies (6), Op. 35. | Fi-
larmonici di Bologna, Angelo Ephrikian,
cond. TELEFUNKEN SKH 24 T/1-3, $17.94
(three discs).

No. 1,inD;No. 2. inEflat; No. 3, inA;No. 4, inF;No.5.in
E flat; No. 6, in B fiat.

Luigi Boccherini is a musicological riddle, a
scemingly insoluble mystery that supports the
belief that composers are made in heaven. He
does notappear to have demonstrable musical
ancestors and the astonishingly modern style
he shows in his carly works can owe nothing to
Haydn. s semor by cleven years: the dates
muke this fact unequivocal. Sull. as one of the
outstanding cello virtuosos of his time. he did
getaround: there were concert tours and stays
in Paris. Rome. London. and finally Madrid.
where he lived untl his death in 1805.

One would therefore think that he could
scarcely be untouched by the main musical
currents, vet already Fétis exclaimed in exas-
peration, “One is tempied 10 believe that he
knew no other music but his own.” What little
we know about this fine composer (there is as
vet no major modern study of his life and
works) tends 1o show that he arrnived at the
string quartet on his own, ahead of Haydn, as
he certainly created his own string quintet
(with two cellos instead of two violas) without
Mozart's help. Indeed. Mozart benefited from
Boccherini’s music. in some instances, as in
the K. 211 Violin Concerto. by obviously pat-
terning his work on a similar composition by
Boccherini.

A cheerful, amiable man of appealing per-
sonality. character, and integrity. Boccherini
had a sad life thatis not reflected in his bright.
elegant. and cuphonious music. Though for a
time highly admired—the Paris publishers vied
with one another to secure his works for publi-
cation—and appointed court conductor in Ma-
drid and in Berlin, he slowly lost ground pro-
fessionally. dying tired, forlorn, and in utter
poverty. But his creative ardor never deserted
him. The catalogue of his works is astonish-
ing: 30 symphonies. 91 string quartets. 125
string quintets, and numerous other chamber
music works. concertos. and voual pieces.

These six symphonies date from 1782, They
are full ot life: the melodic invention is felic-
itous and profuse: though at times the music s
merely gruzioso. so typical of the rococo (the
Andante in No. 3). the fast movements are
energetic,  displaying  symphonic  dramatic
thrust: and of course the opera-buffu idiom is
present. as it i1s evervwhere in the classical
symphony.

The connecting links in Boccherini's sonata
structures are not so masterly as in Haydn's-
he cannot match the older master’s unerring
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sense of where 1o break ol the sequences—nor

does he possess Haydn’s marvelous sense of

proportion. but he compensates with many
engaging ideas which he handles with origi-
nality. God only knows how he manages the
torms. but the picces do hang ogether. The
thematic play. not so elaborate as in the tull-
fledged classical symphony. is nevertheless in-
ventive, and in some instances. as in the fiery
first movements of Nos. 4 and 5. is equal to the
highest level of the early classical symphony.

As | have remarked. Boccherini is quite
unorthodox in his formal schemes. Symphony
No. 6 ends with a minuct that comes close 10
being a genuine scherzo: then again he will
compose an allegro with a multitude of themes
manipulated in an entirely personal manner
with totally unexpected turns. bold modu-
lations. dramatic pauses and shifts (Nos. 2 and
6).

Boccherini had a sense of humor. but again
quite different from Havdn's sly—or robust
musical jokes: his is more a sort of irony. An-
other difference between the Austrian and the
lalian is that the latter likes soft and quiet
endings. Boccherini does not orchestrate—he
composes tor orchestra. and that beautifully
handled orchestra 1s more modern than was
Haydn’s at this date. Al in all. this music well
deserves 1o be better known. for it is genuine.
healthy, imaginative. and entertaining,

The performance and recording are first-
class. and the sound is excellent. Angelo Eph-
rikian went about his task the way a literate
and cultivated conductor should when
presenting forgotien music: He first studied
the manuscriptsources. But the performance is
not only authentic. it is lively and precise: the
Bolognese orchestra plays like a topnotch en-
semblc. vigorous in the allegros and pensively
melodious in the slow movements. There are
no spurious ritards. Lufipausen. nor fancy dv-
namics: Ephrikian knows the stvle and dis-
plays not only fine musicianship but commen-
dable taste. P.H.L.

BoroDIN: Symphony No. 2, in B minor:
Prince lgor: Polovtsian Dances. Czech Phil-
harmonic Chorus (in the Dances); Czech
Philharmonic Orchestra, Vaclav Smetacek
cond. SUPRAPHON 1 10 1126, $6.98.

None of the four recordings of the Second

Symphony that | have heard in recent years
(Kubclik. Svetlanov. Benzi. or the present
ONC) 1INPIESSes Me as CoNvineingly as a4 now
deleted version by Ansermet. which was
coupled with the First Symphony. There the
music was projected with subtlety of color. a
continuity of line. and a sense of climay that
litted the music out of its narrowly Slavic
genre and gave it true symphonic impact. Of
the four currently available records. Kubelik's
(Seraphim S 60106} 1s still my tavorite. and at
a bargain price.

Smetacek’s new version with the Czech
Philharmonic has. for me at least. two vitiating
defects. The conductor fails to achieve sym-
phonic cohierence here: the first movement,
for instance. is as cpisodic as the Polovisian
Duances. Moreover, the estimable Czech Phil-
harmonic does not sound like a first-rate or-
chestra here. The strings lack depth and body:
the woodwinds are undistinguished: and the
brass is shallow in imbre. This may. however.
be partly due to what sounds like a radio stu-
dio ambience.

The Polovisian Dances are performed with
gusto and considerably more color than the
svmphony. The performance benefits greatly
from the authentic inclusion of a chorus. P H.

BraHms: Concertos for Piano and Orches-
tra: No. 1,in D minor, Op. 15; No. 2, in Bflat,
Op. 83. Emil Gilels, piano; Beriin Philhar-
monic Orchestra, Eugen Jochum, cond.
DeuTsCHE GRAMMOPHON 2707 064, $13.96
(two discs).

Comparisons—both works:

Arrau, Haitink, Concertgebouw
Flelsher, Szell/Cleve. Orch

Serkin, Szell/ Cleve. Orch.
Comparisons—Concerto No. 1
Curzon, Szelt/London Sym
Rubinstein, Leinsdorf/Boston Sym.
Comparisons—Concerto No. 2:
Gllels, Reiner /Chicago Sym
Rubinstein, Ormandy / Phila. Orch.

Phi. 6700018
Odys. Y 31273, 32222
Col. MG 31421

Lon. CS 6329
RCALSC 2917

Victr. VICS 1026
RCALSC 3253

The interaction of the mystical Jochum and
the driving Gilels is a complex one. The result-
ing performances are highly impressive—and
anvthing but casy to describe.

The very opening of the D minor Concerto
accurately sets the stage tor what is 10 come.
Immediately one notices a predilection tor ru-
minative. judiciousiy fluctuating tempos. a
magniticent grasp of long-lined phrasing. and
a great sensiivity 1o instrumental color. For-
ward drive is subordinated to casy momentum
and Olympian patience, but never does the
deliberation turn into heavvhandedness. The
moderately distant microphone  placement
makes possible a wide dvnamic range. com-
bining atmosphere with detailed presence.
The canonic elements of the writing are thor-
oughly clarified but never with the staccato in-
sistence of. say. Szell's frameworks for Serkin.
Fleisher. and Curzon (in their various excel-
lent recordings of these burly works).

Gilels enters the scene as a collaborator not
a conqueror. His sonority lacks the hett and
harnished variety of Arrau (in the equally de-
liberate but utterly dissimilar Philips record-
ings) and is actually tur closer to Serkin’s lean,
kinetic kind of keyboard tone. Gilels™ work
here has a shimmer and repose not always as-
sociated with his style in the past. Needless o
say. the Soviet pranist is an impressive tech.
nician who casily surmounts all the technical
hurdles in these knotty obstacle courses. In-
deed. he is even one of those few artists who
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take the more ditheult double-octave alterna
tives in the D minor’s first-movement develop-
ment section

Inafew places. | feel obliged to reiterate m
old complaint that Gilels is apt to think o
much i terms of the possibilities of his instru-
ment. giving oo little heed 1o the impaossibil
ities of the music itselt. The trills in the first-
movement recapitulation of the D minor. to
cite a prime example. are plamstcallv rather
thun fevenshly played. Similarly. other sec-
tions could stand more demonic sus agery than
this civilized aruistis willing to provide. In the
main. though. he more than rises to the chal-
lenge: The D minor's slow movement has su-
perb introspection: nonetheless it reaches an
intense. full-throated climax woward the end
The Rondo. though more leisurely than | pre-
fer. 1s done with excellent articulation. The
turn in its principal theme couldn’t be more
limpid. the osunato left hand in the second
theme s as clear as in Fleisher's reading
(though less bristhng and driving). the trills in
the alla niarcia coda have magical shimmer.

Gilels’ 1958 version of the B flat Concerto
with Reiner (now on Victrolua) is a very differ-
entsort of reading from the new DG, Right at
the outsel. one notices a far more melting. lei-
surely statement of the opening bars than on
the tougher. more direct Reiner-led perform-
ance. and although the pace quickens consid
erablv at the tirst dramatic outburst. the volt-
age of the older account is replaced with a
firm. easygoing e¢cht Deursch sohdity.

Even on the older record. Gilels™ reading
had certain rhetorical qualities that were aptio
be overlooked because of the slashing bril-
liance of Reiner’s framework. With Jochum at
the helm. the expansiveness comes nto full
flower —-but again there is never anything in
the least heavyhanded or sentimentalized in
this music-making. Unlike Richter in hus cur-
rent recordings (with Leinsdort and the Chi-
cago Symphony on RCA L. SC 2466. with
Maazel and the Orchestre de Paris on Angel S
36728). Gilels and Jochum present a big line
and a firm basic pulse (despite the man
tempo maditications). and unlike the compa-
rably relaxed Barenboim/Barbirolli version
(Angel 8 36526) there is a wondertul trans-
parency to the over-all sound.

In sum. these performances eusily rival the
best now available (listed above). My special
preference remains the remarkable Serkin
Szell twofer. which happens also to be a giant
bargain. H.G.

BRraHMms: Symphony No. 1, in C minor, Op.
68. Concertgebouw Orchestra of Amster-
dam, Bernard Haitink, cond. PHiLIPS 6500
519, $6.98

Since the dawn of the electrical era. at least
twenty-one recordings of the Brahms First
have been made by the “'big three™ orchesiras
of Western continental Europe alone!! 1 count
eight by the Vienna Philharmonic and seven
by the Berlin. With this new release the Con-
certgebouw now checks in with a round half
dozen complere editions (three of them by Van
Bemum. whose fatal heart attack occurred
during a rehearsal of this very score). 10 say
nothing of an odd 78-rpm side by Mengelberg
of just the Poco allegretio

Clearly the public has a gargantuan appetite
for the work. For folks in the market. then. the
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Feel

what you hear

on Superex
Stereophones

Ready to feel Beethoven run right through your body? Ready
for physical sensations you can't get from the best seat in
Philtharmonic Hall? For $120.00, you can buy the Superex PEP-77D
Electrostatic Stereophone System. The audiophile dream.

It's all based on an advanced engineering principle which
creates the flattest frequency resporise and purest sound you can
get. Instead of the usual conventional cone working in a magnetic
field, there's a wafer thin diaphragm controlled by an electrostatic
field. You've got to feel the difference!

Begin by placing just twelve cunces of stereophones on your
head. Feel what a 10-22,000 Hz frequency response can mean. Then
feel the comfort of replaceable Con-Form ear cushions and a
completely adjustable headband. Feel the new freedom of 15
generous feet of coil cord.

Now connect all this to the Superex Electrostatic Console. It's
compact and it's real walnut. And works off any amplifier. 4-16 Ohm
impedance. With automatic protection for stereophones and
amplifier. And a Speaker/Phones switch. Plus outlets for two sets of
stereophones, in case you and a friend decide to feel the music
together.

You can finally hear what your amplifier can really put out.
Records, the way they were recorded. Music, the way you were
meantto feel it. For $120.00, you can have the ultimate Superex
Electrostatic Stereophone System. For $85.00, you can have the
same system,minus a few features. Each fine system is guaranteed
for one year. And are the two best sound investments around.

Superex Stereophones
Feel what you hear

PEP-770 Electrostatic Stereophones System
Sugg. Retail Price $120.00

PEP-79 Electrostetic Stereophone System
Sugg. Retail Price $85.00

Superex Electronics Corp., 151 Ludlow St., Yonkers, N.Y. 10705
In Canada, Superior Electronics Inc., Montreal.
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new Haiuink version offers: straightforward.
sensible. and sensitive musicianship without
major wdiosynerasy (save for the now “tradi
tional™ ritard when the horn-call theme re-
turns at the tinale’s end): iWdiomauc and pol
ished orchestral virtuosity: fully contemporary
recorded sound: and availability by itself.
unharnessed t0 muludisc albums. | don’t
claim that any of these virtues are unique
among versions now listed in Schwann, but
Haitink's is. it so happens. the only one at the
moment to otfer a// of thent in combination!
Implausible though it may seem. Philips has
filled a real gap in the catalogue AC

BRIDGE: Quartets for Strings: No. 3; No. 4
Allegri Quartet. (James Burnett, prod.) ARG(
ZRG 714, $5.95

The new

The English composer Frank Bridge 1s prob-
ably best known in this country by way of Ben
jamin Bnitten's Variations on a Theme b

Frank Bridge. But Bridge was a composer of

some interest in his own right: this disc. which
includes string quartets written in 1926 and
1937 (the latter was one of the composer’s last
major works-—he died in 1941). indicates that
after the First World War he had developed a
compositional stvle quite distinct from that of
any of his British contemporaries

The two quartets are rather simmlar. al
though the Fourth s somewhat shorter. sim
pler. and less interesting than the Third. Both
are written in a richly chromatic tonal lan
guage and 10 an expressive. nonromantic
manner rather reminiscent of Berg. They are.
to be sure. neither formally nor contrapuntall
as complex as Berg. and they betray a tend

LDL 749A.

Is it the world’s best
reflector speaker system?

Thanks to animproved, more linear transducer design, the new
LDL 749A has the smoothest, most extended response of any
reflector speaker on the market. Yielding crisper, clearer highs.
And richer, fuller lows. It's an audible superiority you hear at once.

Or the world’s best
speaker system?

Hearing our new 749A for the first time, some people claim it's
the best speaker they've ever heard, of any type. With its smooth
overall response. Superior power-handling capabilities. And a
precise combination of frontal and panoramically-reflected
sound that duplicates the concert hall.

You decide.

While our 749A has raised a lot of eyebrows, only your ears
can.decide which speaker’s best for you. With that in mind, we
invite you to audition a pair at your LDL dealer. Could be you'll
make our new speakers, your new speakers.

Linear
Design
LabSi.

20 Willett Avenue, Port Chester, N.Y. 10573
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ency to be overly repetitive in their motivic
structure. But the music is beautifully written
for the medium (Brnidge was himself an excel
lent violinist and violist) and contains many
fine moments.

The pertormances by the Allegni String
Quartet seem quite good. and Anthony
Payne’s liner notes provide a useful introduc
tion to the composer and to these picces

R.P.M

E. BRowN: Quartet for Strings. For a teature
review of a recording of this work, see page
9

CaGe: Quartet for Strings in Four Parts
For a feature review of a recording of th
work, see page 89

CHAMINADE: Piano Works. BACKER-GRON-
DAHL: Piano Works. Doris Pines, piano
GEeNEsIs GS 1024, $5.98

CHaminaDE: Sonata in C minor. Op. 21, Serenade in D
Op. 29: La Lisonjera: Gavotte in A minor, Op 9. No. 2
Pierrette, Op. 41: Valse caprice, Op. 33. BACKER-GRON-
DAML: Serenade. Op. 15. No. 1: Paa Baliet. Op. 15. No. 2
Humoreske. Op. 15, No. 3. Four Skizzer. Op. 19: Etudes
de concert: Op. 57: Op. 11. Nos. 1. 2. and 6

Genesis calls this album “Jewels from La belle
epoque’ and the company is not far wrong
even it some of the gems are onlv semi
precious.

Chaminade and Backer-Gréndahl were
part of the nineteenth century’s bumper crop
of composers for the piano (although each
worked in other genres as well). They are dis-
tinguished from the herd not onlv in that the
were female but also in that. on the evidence
here. they wrote something more than junk

Cécile Chaminade (1837 1944). a French
compaoser. is responsible tor both the strongest
and the weakest music on the disc—the lauer
being the sonata. for the most part a series of
empty and posturing phrases without much
inner logic. The five shorter works. in particu
lar the serenade. the gavotte. and La Lisenjera.
are fur better—delicate and imaginative with
numerous unexpected touches

T'he Norwegian Agathe Backer-Gréndahl
(1847 1907). best known for several songs in
cluding A7 evenuide. 1s at her best here in the
tour etudes. which clearly recall Chopin with
out being imitative. The skizzer (scherzos) are
brictand charming. but the other three works.
while pleasant enough. are really not very in
teresting

The performances are close to perfect
Doris Pines is an exceptional pianist whose
technical mastery and sensitive attention o
detail bring the utmost trom each piece. She
evidently has a particular interest in the ne
glected side of the nineteenth century- her
tirst recording was ot Leopold Godowsky (GS
1000)--and anything further she produces in
this arca would be more than welcome.  AM

CourerIN, F.: Messe pour les paroisses
C C (Fisk C 1

West ton) R

2504, $5.98

mpartson

Chapuis Victr. VICS 8
hough Frangois Couperin was a working or

ganist tor most of his achive career. his entire
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Announcing the new
Maxell Ultra Dynamic cassette.

We've added
a little more Ultra to the Dynamic.

We wanted to make some really big improve-
ments in our cassette. But there just weren't any
big improvements left to make. So we made a Iot of little
improvements.

More hertzes.

We reduced the size of the tiny PX gamma ferric
oxide particles on the surface of our tape. The result is
our biggest improvement. The Hz now go up to 22,000
Hz which means you get higher highs. And the dynamic
range is wider so the distortion is lower.

Little pad finally gets grip on self.

Other cassettes keep their pressure pads in place
with glue—or rather don't keep their pressure pads in
place with glue. So we've designed a little metal frame for
the pad and now the pad is held in a grip of steel. With the
result that you don't need to worry about signal fluctua-
tions or loss of response any more.

Three little arrows.

The first five seconds of our new cassette is a
timing leader and we've marked the place where it starts
with three little arrows. Which means the next time you
record Beethoven's Fifth, you'll include Beethoven's
opening da-da-da-DAAA.

Amazing new miracle ingredient fights dirt fast!!!

The new timing leader's also a head-cleaner
and what's amazing, new and miraculous about it is that
it doesn't rub as it scrubs as it cleans. So it keeps your
tape heads clean without wearing them down.

Our screws aren't loose.

We started putting our screws into square holes.
That way the plastic shavings fromthe threads get trapped
in the corners of the holes and can’t cause trouble jump-
ing around in the works. And the square holes hold the
screws much more tightly.
Our new long-playing cassette is shorter.

We also have a new shorter length. The Maxell
UDC-46. Twenty-three minutes per side. Which very con-
veniently just happens to be the approximate playing
time of your average long-playing record. (Our other UD
cassettes are 60, 90 and 120 minutes.)

Altogether we've made five new improvements
in our Ultra Dynamic cassettes.

Five ultra dynamic new improvements.

maxell.

The answer to all your tape needs.

Maxell Corporation of America, 130 West Commercial Avenue, Moonachie, N.J. 07074
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output tor the organ consists ol only two organ
Masses: The Messe a lusage ordinaire des pa
rausses pour les jetes solennelles (Mass for Par
ish Services). recorded here and o second.
smaller-scaled, more original. and more inter-
esting Messe propre por lex couvents de reli
picux el religicuses (Mass for Convent Sen
ices). both composed i 1690 when he was
cighteen. Both works consist ol twentv-one
short pieces. or couplets. covering those por-
tions of the liturgy normatly set 10 music
Kvrie. Glona, Otfertonium. Sanctus. Bene-
dictus. Aenus Der. and Deo Gratias -and are
castin the variety of forms characienisue ol the
French “organ books™ of the time.

Any performer dealing with old music must
do a certam amount of homework o deter-
minc the style appropriate to whatever music

THE COMPLETE BALLET
Prokofiev

ROMEO AND JULIET
London Symphony
PREVIN

Few musical experiences
can offer such rewards
as this new complete
Romeo and Juliet.

The performance is
sumptuous. Its 2 hours, 28
minutes and 49 seconds (on 3
records) fully realize Proko-
fiev’s rich vision, with its
intense love music, its color,
and its brooding pathos.

And the packaging is
lavish. A 12-page booklet
traces the ballet’s history,
with 33 photographs of the
celebrated dancers who have
portraved the lovers.

We had wondered what
album might follow last
vear’s Previn Nuteracker as
the perfect gift. With this
Romeo and Juliet, the
answer is obvious.

he s playing, Composers of every nationalit

and everv generation have had their own pe

culiar mannensms and therr own anter-
pretations of the printed musical symbols
Perhaps more than any others. French com-
posers of the barogue era demanded that the
pertormer supply many details that were not
written down. Ornamentation and rhvthnue
alterations such as notes inégales. for instance.
were expected 1o be supplied by the pertormer
without specilic instructions.

John Fesperman is a skalled pertormer. mu-
siologist. and expert on old mstruments. He
has obviously “done s homework™ and
knows all aboul ornamentanon. nores
megales. and the like. The resultant pertorm
ance on this record. however. s far enough
from a true French style as 1o make me won-

PROKOF!
PETER AND THE
NARRATED BY MIA F
BRITTE
THE YOUNG PERSON S, GUIDE
TO THE ORCHESTRA

NARRAYED B8Y ANDRE PREVIN
LONDON SYMPHONY
PREVIN

Mia Farrow joins her hus-
band and the London
Svmphony Orchestra in a
delightful Peter and the Wolf.
Never has this work found
a more felicitous narrator.
On Side 2, Previn narrates
Benjamin Britten’s A Young
Person’s Guide to the Orches-
tra, an ideal companion to
Prokofiev’s fantasv. Both
works reflect the rare talents,
the rapport. and the pure joyv
of the conduetor and his wife.
An album to delight any
voungster. But give it toany-
one of any age with a sense of
wonder and a love of music.

o
"\‘A V* André Previn
i‘i’ tn the Angel tradition of
\l10¢} ¢ recording the great artist
9 of our time
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deritids possible for a non-Frenchman ever
W futly absorb that style. The suavity. savoir
faire. grace and charm that Michel Chuapuss
brings 1o his performances of the two Masses
are simply missing here. even though 1t's not
always possible to point preciselty o what Fes-
perman s doing wrong

The Fist organ recorded here (for the tirst
ume 10 my knowledge) is also a near-nuss in
precisely the same terms as Fesperman’s per-
tormance: 1t is a magniticent new (1971)
tracker mstrument of twenty -nine stops. beau
ulully voiced i the classic manner with a few
characteristic French stops. s beaunitully re-
corded and Fesperman uses it etfectively. but
1L 100 15 speaking French with o German ac-
cent. and we nuss those sidiomatic tones ot a
Chicquot or Isnard instrument

The Fisk orean recorded here (for the tirst
fying all requirements is Chapuis’s on RCA
Victrola: He certainly knows the intangibles
of French style as well as the historical tacs.
and he plays one ot the tinest of eighteenth
century French organs—that of Saint-Maa-
min in Provence. (And the two-dise Victrola
set gives you both Couperin Masses tor the
same price as this disc.) CFG.

CruMs: Black Angets. For a teature review
of a recording of this work. see page 89

DRUCKMAN: Quartet for Strings, No. 2. For
a feature review of a recording of this work
see page 89

DvoRAK: Suite for Piano, in A, Op. 98
(American); Humoresques (8), Op. 101. Ra-
doslav Kvapil, piano. Gengsis GS 1025
$598

1was unable to uncarth any previous complete
recording ot either of these two important pi
ano collections by Dvorak. Their excellent
performance by a tine Czech pianist makes
their appearance all the more welcome.

As the opus numbers indicate. these are late
works: the suite dates from Dvorak’s Ameri-
can stay and the Jumaoresques were  lirst
sketched here and completed Jater shortly af-
ter his return to Bohemia. Dvoriak is not re-
garded as i master composer tor the piano:
many play his only concerto for the mstru-
ment an an edition devised 10 make the solo
part more idiomancally brithiant. But his musi
cal force and onginality are defimitely evident
in these admittedly ninor. but rewarding,
pieces.

Of the two collections | find a stronger mu-
sical protile and pranistic interest in the cight
Humaoresques. most of which are ot considera-
hlv greater substance than the one (No. 7) that
has become widely known as rhe Dvorak
HHumoresque in various arrangements. The va
ricty ot this collection. its rhvthmic originahit
and its pranistic textures should commend ito
pranists and hsteners alike, The five-section
suite olfers less pranistic color. and 1 suspect
that Dvoriak’s later orchesural version, which |
do not know. may be more interesting.

Kvapil responds sensinvely 1o the idiom of
late Dvorik, which. while not specitically
based on totk music. is suttused with that feel-
ing. This1s Dvorak at his most genial and ac-
cessible. a Dvoridk who s beginning 1o be ea-
plored increasingly ot late
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$ 4-Channel Challenge

We challange any other manufacturer
in the woric to surpass -he performaice
of AKAl's nes~ 4-channel component com-
bination. You car pay mcre Butyoucan't
buy better.

He-e they ere.

First is BKAI's new 2S-380 4-charnel
receiver. Ensoved with sophisticated “ea-
tures for ungaralleled performance. Sen-
siive and pcwerful, the AS-980 provides
a contiwo.e outout of 120W (30 x 4). Plus
4 sepasate 4-char nel modes: Discrete, SQ,
R, ardd buil*-ir GD-4 with individual sepa-
ration cortrols ... It's everything you'c
expect AKAl s chiimate raceiver to be

Unequailed reproduction quality is
ycurs with AKAl's new G>»-280D-SS. It's
a “ully discr=te 4-channel tg?e deck that's
also 2-channel zompatible. The utilizatior
of 4 indiviceal heads— ncluding AKAl’s
exclus ve GX glass and crystal heads (dust
free and vi-tual y wear freey)—and 3 suder-
bly ergineered and balenced mo-ors
make this aritzhe professional 4-channe
tape dack fzr mcording and playback.

Tegethor. these Lnits are AKAI's
unbeztabl2 4-channel challenge—
glovid ng professional 4-channel capa-

ilities that mo other equipment comkina-
tion can ma:ct.

Both the AS-980 receiver and the GX-
280D-SS tape Jdeck are available at you"
nearact AKel Dealer ... Whenever yc
ready fo mai-¢ that ultimateste )i

L ¥ I=ank
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The recording. which originated from Su-
praphon. is excellent. P.H

FeELoMaN: Structures for String Quartet
For a feature review of a recording of this
work, see page 89

GERSHWIN: Piano Works. William Bol-
com, piano. NONESUCH H 71284
$2.98

GERSHWIN PLAYS GERSHWIN AND
KeRrN. Duo-Art piano-roll recordings
by George Gershwin. KLAVIER KS 122
$5.98 (recorded in the 1920s)

B

Whatever one thinks ulimately o’ George

Gershwin's place in the high-art pantheon.
there can be no question that he produced
some wondertully charming. popularly n-
tectious music. and it is good to have these two
discs available as documentation of his solo-
plano pieces.

The two aren’t directly competitive. Of the
many titles on cach. there is only one dupli
cation. and even then Gershwin and Bolcom
don't really play the same thing. Gershwin
himself was a great improviser. and when he
sat down to record his hitsongs. he wove them
into mini-rhapsodies. Thus. his version of
Sweet and Low Dewn from the 1925 show. Tip
Toes. lasts three minutes and twenty seconds.
while Bolcom’s is over in forty-seven seconds.
The reason is that Bolcom. on the first side of
the Nonesuch disc. 1s playing the “ofticiul™

PHILIPS
RINIESIENIS

BACH: CHRISTMAS ORATORIO—Ameling, Fassbaender,
Laubenthal, Prey; Bavarian Radio Chorus & Orchestra/Eugen
Jochum 6703.037 (3 LPs)
BACH: BRANDENBURG CONCERTOS (FIRST RECORDING OF
THE ORIGINAL VERSION)—Academy of St. Martin-in-the-
Fields/Neville Marriner 6700.045 (2 LPs)

MOZART: SYMPHONIES NOS. 39
AND 40—London Symphony
Orchestra/Davis 6500.559

MOZART: VIOLIN CONCERTO IN
A; “EINE KLEINE NACHTMUSIK"—
1 Musici 6500.537 5

MOZART: FLUTE CONCERTO IN
G, K. 313; OBOE CONCERTOINC,
K. 314—Monteus, flute; Black,

oboe; Marriner, conductor 6500.379

MOZART: CLARINET CONCERTO
IN A, K. 622; BASSOON
CONCERTO IN B FLAT, K. 191;
ANDANTE FOR FLUTE IN C, K. 315
—Brymer, clarinet; Chapman,
bassoon; Monteux, flute; Marriner,
conductor 6500.378

MOZART: CONCERTO FOR FLUTE,

HARP AND ORCHESTRA, K. 299;
SINFONIA CONCERTANTEIN B
FLAT, K. 297b—Monteux, flute;
Ellis, harp; Marriner, conductor
6500.380

ON PHILIPS IMPORTS

STRAVINSKY: PIANO MUSIC—
Marie-Francoise Bucquet 6500.385

SHOSTAKOVICH: THE EXECUTION
OF STEPAN RASIN, OP. 119
KHATCHATURIAN: SPARTACUS—
Leipzig and Monte Carlo Orchestras
Kegen, Van Remoortel, conductors
6585.012

RACHMANINOFF: PIANO
CONCERTO NO. 3 IN D MINOR,
OP. 30—Rafael Orozco; Royal
Philharmonic Orchestra/De Waart
6500.540

DVORAK: PIANO QUARTETS IN E
FLAT, OP. 87 AND D, OP. 23—
Beaux Arts Trio; Walter Trampler,
viola 6500.452

SCHUMANN : KREISLERIANA, OP.
16; SONATA IN G MINOR, OP. 22—
Claudio Arrau 6500.394
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versions as they appeared in the George Gersh
win Song Book of 1932. and stripped free of
any editorial encrustations. at that.

Bolcom’s recital offers the complete Song
Book and. on Side 2. the rest of Gershwin's
known works for solo piano. above all the
Three Preludes of 1926. This is without ques-
tion a major addition 1o the discography of
American music. Conceived to honor Gersh-
win on the seventy-fifth anniversary of his
birth. it betrays in all its aspects the most
laudable respect and enthusiasm for the mu-
sic. How the actual playing will strike you.
however. is a matter of taste. If you think of
Gershwin's roots in ragtime and the bois-
terous spirit of the 1920s. then Bolcom’s
bouncing barroom style. with its heavy accents
and thumped-out bass. may please you. Butif
your Gershwin image is inscparuble from
Fred Astaire. then Bolcom’s work will sound
lamentably shy of elegance. Certainly Gersh-
win's own versions. recorded in the 1920s.
come across as inestimably softer. more fluid.
more feminine and subtle—even taking into
account the expressive limitations of the Duo-
Art. J.R.

GRIEG: Peer Gynt: Suites Nos. 1 and 2, Opp.
46 and 55; Sigurd Jorsalfar Suite, Op. 56
Berlin Phitharmonic Orchestra, Herbert von
Karajan, cond. DEUTSCHE GRAMMOPHON 2530
243,$6.98. Tape: ®: 89 466, $6.98; % 3300
314, $6.98

Comparisons—Peer Gynt Suites
Bernstein/N.Y. Phil
Fjeldstad/London Sym

Col. M 31800
St. Tr. STS 15040

Bernstein's pleasing Peer Gius of only last
June (but probably recorded scveral years ¢ar-
lier) ure surpassed not only by Karajan's more
relaxed yet also more bravura readings but
also by the Berliners’ more refined and pi-
quant tonal coloring and the exquisitely trans-
parent DG engineering. 1 still prefer the more
idiomatic and folkish interpretive approach ot
a native Norwegiun conductor like Fjeldstad.
but admittedly his early-sterco-era recording
cannot begin to challenge the DG version's
technological finesse.

The present disc. moreover. has the impor-
tant added attraction of restoring the Sigurd
Jorsalfar Suite to the record repertory from
which it has been missing since around 1967
Its best-known piece. the concluding Homage
March has been available in various isolated
versions. but it's good 1o hear also the ceremo-
mal Prelude (In the Hull of the AMountuin
King) and the eerie if somewhat melodramatic
Intermezzo (Borghild's Dreann). especially 1n
such sumptuous sonic dress as they are given
here R.D.D

[ Henze: Concerto for Violin and Or-

| chestra, No. 1. ZIMMERMANN: Con-
certo for Violin and Orchestra
Susanne Lautenbacher, violin; Lux-
emburg Radio Orchestra, Siegfried
Kohler, cond. CanpDiDE CE 31061
$3.98

These 1wo violin concertos have much in com-
mon: They were both written shortly after the
end of the Second World War and are repre-
sentative of the early works of these two Ger-
man composers. Henze was only twenty-one
when he wrote his concerto in 1947: and al-
though Zimmermann was cight years older
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Get More “Sock”
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Rock Or Bach

Let’s take it from the top. Published specifications alone
will not recreate the explosive energy of a rock perform-
ance ... or the ingenious passages of a Bach fugue. It
takes Onkyo audio equipment — created with a rare
sensitivity for the musical performance together with
unmatched technical know-how. Listen to our superb
AM/FM receivers . .. outstanding tuners and amplifiers

. remarkably natural, clean-sounding speaker systems
and speaker components. Ask your dealer. Compare
Onkyo. Buy Onkyo. It's your wisest choice.

SPECIAL GIFT OFFER!

Onkyo audio equipment is the world’s finest value. To help you
enjoy it at its fullest, we are pleased to offer, as a FREE GIFT, 1
pair of Onkyo quality stereo headphones ($30 retail) with the
purchase of any Onkyo top-rated AM/FM receiver or tuner-
amplifier combination . . . at participating dealers. Offer good
for a limited time only.

-ONKYO

Artistry in Sound

NOW!

\ Onkyo Sales Section/Mitsubishi International Corp. 25-19 43rd Avenue, Long Island City, N.Y. 11101/(212) 729-2323 )

CIRCLE 37 ON READER-SERVICE CARD

NOVEMBER 1973 107



The BEST of the NAME BRANDS o

AR o AKAIl o AUDIO-TECHNICA o«
CONCORD ¢ DUAL ¢« ELECTRO-VOICE
e FISHER ¢ GARRARD ¢ KOSS o
MIRACORD o PIONEER ¢ SANYO o
TELEDYNE ¢ WOLLENSAK

A superstore of electronics at your finger-
tips! 244 colorful, full-size pages filled
with interesting, accurate, HONEST descrip-
tions of the newest and best audio prod-
ucts of the year, plus hundreds of parts,
accessories and staple items. [t's an "at
home' department store you'll use all year
to order exciting audio products by mail at
the lowest prices around.

FREE
1974 Catalog

Send coupon

r lite
v today

i o
for the e|ectromcs ny

the VALUE leader since 1931
I--—---——-----

Olson clectronics Dept. GN
| 260S. Forge St., Akron, Ohio 44327

| OSend me my FREE 1974 Olson

I Catalog (Please Print)
I Name Apt.
Street _

l City State Zip

. 0 Send an Otson Catalog to my friend
I Name Apt.

I Street

‘ City

-—-—---—---’
CIRCLE 35 ON READER-SERVICE CARD

108

State 2Zip

|
P
|
i
|
]
i
o
5|

when he completed his in 1950. the war had
created a hiatus in his career so that he too was
just getting under way as a composer.

The works also share certain musical attn-
butes. Each makes use of twelve-tone compo-
sitional procedures. but treats these in a quite
unsystematic way: and both have. despite the
use of a series. very strong tonal associations
and clearly defined formal schemes that are
essentially neoclassical in orientation.

Of the two. the Henze is the longer and
technically the more assured. Despite his
youth. the composer is here already fully in
control of his materials and in possession of a
truly amazing degree of musical fluency. This
is particularly evident in the long opening
movement—by far the most complex of the
four—which. in spite of its somewhat self-
consciously nonstandard formal arrangement.
1s still very impressive.

The Zimmermann. although less finished
than the Henze. is more dramatic and rhyth-
mically more aggressive. [t is alwavs inter-
esting. if' not always completely successful.
Some passages sound terribly derivative (one
hears Bartok particularly). and there are
awkward moments in the transitions from scc-
tion to section. Nevertheless. this is a work of
an evident musical personality. and one that
reminds us of the great loss 10 contemporary
music resulting from Zimmermann's recent
death.

The Luxemburg orchestra struggles with
both scores. although Susanne Lautenbacher
plays the solo parts quite well. if a bit rigidly.
The recorded sound is adequate. but lacks
resonance. R.P.M.

HiLLer: Quartet for Strings, No. 5. For a
feature review of a recording of this work
see page 89

HinpemiTH: Chamber Works, Vols. 1-3
Various performers. (Herschel Burke Gilbert
Julian Spear, and Don Christlieb, prod.) GSC
1, 2, and 3, $6.00 each (available from Con-
sortium Recordings, 3456 Beethoven St
Los Angeles, Calit. 90066)

Vol. 1: Canonic Varlfations for Two Violins (Paul Shure
and Bonnie Douglas. violins), Two Duets for Violin and
Clarinet (Shure Raimondi, violin; Hugo Raimondi. clari-
net): Sonata for Bassoon and Piano (Don Christlieb. bas-
soon; Delores Stevens. piano); Kleine Klaviermusik, Op
45 No 4 (D. Stevens) Vol. 2: Die Serenaden, Op. 35
(Marni Nixon, soprano: Gordon Pope, oboe; Sven Reher,
viola: Kurt Reher, cello); Sonata for Trumpet and Piano
(Thomas Stevens, trumpet; D. Stevens). Vol. 3: Sonata for
Flute and Piano (Louise di Tullio, flute. Lincoln Mayorga,
piano). Echo for Flute and Piano (Di Tullio: Mayorga); So-
natafor Solo Cello. (K. Reher); Duet for Viola and Cello (S
and K. Reher).

HinpemiTH: Works for Cello and Piano.
Frances Steiner, cello; David Berfield, piano
Orion ORS 73117, $5.98

Sonata, Op. 11, No. 3: Sonata (1948); Three Easy Pieces
A Frog He Went A-Courting (variations).

The history of music is tull of composers who
enjoved plenttul success during their life-
umes. tell out of favor just after their deaths.
and then gradually reatained their historical
positions as major composers. The eclipse
usually doesn’t preclude a small and faithTul
core of admirers. often some of the leading
musical minds of'a generation. Bach and Mo-
zart are 1wo striking examples of the pattern.
shighted as they were during the Romantic age
And those ot us who admire Paul Hindemith's
music must be hoping that the same thing will
happen to him.

For there can be no doubt about it: Hin-
denmith is presently in eclipse: whether he will
re-emerge in the gencral musical public’s es-
teem at some future date 1s anvbodi’s guess.
One must also admit that the history of music
15 full of composers who were respected dur-
ing their lifetimes and then promptly forgot-
ten--for good. thindemith_ first known as a re-
bellious avant-gardist in the Twentes. then as
an honorable producer of Gebrauchsmusik for
the masses. and finallv as a rather sutf-necked
and intolerant pedagogue in the United States.
is now slighted as hopelessly old-hat. His con-
cern for contrapuntal craftsmanship binds
him deleteriously. in the eve of public opinion.
to a superannuated German tradition. And his
extraordinary prodigality and technigue seem
wo often like mechanistic note-spinning.

And yet. we admirers believe. Hindemith's
fegacy contains an enormous amount of su-
perb music. in almost any form vou care 10
name. Certainly there are dry patches. But
there are untold beauties 0. and thus one
welcomes recording projects designed to per-
petuate this music and 10 make it known 1o a
wider audience. It is only through such ven-
tures that Hindemith’s name and music can be
kept alive. awaiting his own personal mille-
nm.

The current Los Angeles-based GSC proj-
cct gives every indication ot being a pure lubor
of love. These three discs are the firstot'a pro-
jected ten covering the composer's smaller
works of all sorts. and more may follow the
tirst ten. Thev enlist some of the finest plavers
in the musician-rich Los Angeles arca. mems-
bers of the local Philharmonic and others
drawn to Southern California by the lucrative
free-lance work available with the movie and
television orchestras.

That said. it should be mentioned that these
are performances of a certain type. and not
one that necessarily makes the best case tor
Hindemith's music. Dangerous though it ma
be to brand whole regions with a parucular
sty listic bias. a certain Hindemithian spirit. in
the pejorative sense. can be said 1o hang in the
Los Angeles air (along with the smog). It's
odd. perhaps. considering that Stravinsky and
Schoenberg were that city's two best-known
musical immigrants. Bul much new-music
making there has a kind of dry. didactic. and
stodgy quality o it. scrupulous in its musi-
cianship but just a litle upught

This description may or may not be fuirasa
generalization. but it does fit these perform.
ances. and the results tend 10 overemphasize
Just those qualities in Hindemith's music. As a
general rule. the performances in the Hinde-
mith chamber music series available in the U.S.
on the Musical Heritage Society’s Orpheus la-
bel (drawn from the German Da Camera
Magna catalogue) sound looser and more ex-
pressive. The pressings of my GSC review
copies were not all thev might have been ¢i-
ther. with some slightbutannoving warpage.

The Ornion performances are essentially on
the same order as the GSC efforts: caretul.
perceptive. and just a hiwde Jacking in person
ality.

In conclusion. it should be noted thit some
of these pieces are receiving their first record-
ings. and that tor that reason and for the na-
ture of at least some of the performances. the
GSCseries is of great value. and should be en-
couraged. These are records that for all their
subjective flaws belong in evers library and in

thGau Fiper ity MAGAZINE



Jorge Mester—Husa's Sonnets cap a remarkable achievement in modern music

the collection of any person genuinely inter:
ested in twentieth-century music IR

Husa: Two Sonnets from Michelangelo.
BaMERT: Septuria Lunaris. Louisville Or-
hestra, Jorge Mester. cond. | VILLE
LS 725, $5.95

I confess that the acclaim that has recently sur-
rounded Karel Husa--e.g.. in 1969 he was
awarded the Pulitzer Prize for his String Quar-
tet No. 3—puzzles me. He is certainly a compe-
tentcomposer. but one who shows little sign of
real individuality or a distinct musical person-
ality. The Two Sonnets from Michelangelo are
a case in point. They are purelv instrumental
evocations of the poers La Norre and 4 Die
rather in the manner of orchestral “songs
without words.”™ After brief introductions.
both pieces consist of a single melodic line that
is heard in conjunction with a sustained. es-
sentially chordal accompaniment. The music
is consistently uneventful: The pace is slow
both in regard to the tlempo and to the passage
of events within this tempo—and the formal
organizaton is straightforward. Only the or-
chestration seems in any wav distinguished

Matthias Bamert is the young assistant con
ductor of the Cleveland Orchestra. Sepruria
Lunaris is intended 10 be a musical depiction
of the geography of the moon. specitically of
seven of the so-called lunar “seas.” It is litle
more than a bag of orchestral sound effects.
which seem 10 have been chosen mainly for
their momentary impression. The piece re-
veals only the most rudimentary sort of musi
cal development: and aside from its obvious
extra musical associations. it fails 10 sustain a
unified character

This is the 113th release of the Louisville
Orchestra’s series of recordings of twentieth
century music—a remarkable achievement
The orchestra plavs bath works quite well

R.P.M
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IMBRIE: Symphony No. 3. ScHUMaN: Cre-
dendum (Article of Faith). London Sym:-
phony Orchestra, Harold Farberman, cond
n the Imbrie); Philadelphia Orchestra. Eu-
gene Ormandy. cond. (in the Schuman
(Carter Harman, prod.) COMPOSERS RECORD-
NGS SD 308, $5.95 (Schumarni: rechanneled
stereo; from CoLumsiA ML 5185, 1957

This record constitutes a significant documen-
tation of two major works by iniportant. estab-
lished American composers (actually. the
Schuman s a redocumentaton. since this
same performance was once available in
mono on Columbia).

Imbrie is the less well known of the two
Born in New York. he was a student of Leo
Ornstein and Roger Sessions. and has taught
for years at the University of California at
Berkeley, The recipient of many important
awards (parucularly tor his striking violin con-
certo. which fortunatelv is sull available from
Columbia Special Products as CMS 6597). he
is hardly 0 be confused with the bizarre
avant-gardism that flourishes in the San Fran-
cisco Bay arca. Carefully considered and con-
scientiously crafted. his music makes its etfect
through the solution of tightly conceived for-
mal problems rather than through the deploy
ment of any particularly new or unusual musi
cal language (Imbrie sounds rather defensive
about the whole notion of originality in the
notes for this record). The Third Symphony
finished in 1970. is composed in an idiom
that would be unthinkable without the whole
spotty history of American symphonic writing
behind it. It sounds eclectic and sometimes
downright derivative. yet on its awn terms
coherently effective

Schuman is of course a familiar name in
American music. both for his music and tor
his cultural-political influence: He s president
emeritus of both the Juilliard Schoal and Lin.
coln Center for the Performing Arts. The Cre
dendunr was composed in 1955 and. say the

nates, was the first symphonic piece ever com
mussioned by a department of the United
States government (where that leaves the
WPA is a question unanswered). Written out
of the composer’s “convictions concerning the
wark of UNESCO and the role of government
in the arw.” Credendum untolds in a broadl
rhetonical.  essenuially - conservative  diom
again -hke the Imbrie--reflecting an indebt
edness 1o past efforts of the sort. but in Schu
man’s case recalling the stvle of Roy Harns,
whom he credits as his most influential
teacher

Performance and sound in the Imbric seem
tully up 1o CRI's standards. and the transter of
the Schuman to stereo has been dettlv han
dled IR

KeLeMeN: Orchestral Works. Various per
tarmers. PHILIPS 6500 314. $6.98

Composé (Altons and Aloys Kontarsky, pianos. South-
wast German Radlo Orchestra. Ernest Bour. cond.). Flo-
réal (North German Radio Orchestra. Jochem Slothouw-
er. cond.). Changeant (Saschko Gawriioff, violin
Siegfried Palm. cello; West German Radio Orchestra
Christoph von Dohnanyl, cond.). Hommage a Heinrich
Schutz (Yvonne Cianella. soprano; Gachinger Kantorei
Helmut Rilling. cond.); Surprise (Berlin Radio Orchestra
Mlko Kelemen, cond.)

The Yugoskey Milko Kelemen (born 1924y is
notas well known in this country as in Europe.
where he is one of the more frequently per-
tormed composers. This dise—-one of the few
from the sizable European Philips collection
of contemporary music that U.S. Phonogram
has so far chosen to import— contains five
works that provide an excellent introduction
to s work

Kelemen orgamizes his music primarily by
textural Juxtapositions rather than by har
monic and melodic considerations. and he
does this with a sure hand and a knowing
sense for instrumental and choral effect. Itis
an approach that tends. however. 10 resist ef-
forts 1o lend it a personal. individual charac
ter. and much of Kelemen's music comes out
sounding very much like a lot of other picces
af similar persuasion. Most interesting of the
pieces is the choral Honmage a Heinrich
Schiiz. which mediates among various kinds
of vocal sound. ranging trom whispering 1
pure sung tone. The resulting some relation-
ships are surprisingly varied. and the piece is
unusually well pertormed. The four instru
mental compositions are well made but strike
me as beingof only passing interest. R.P.M

KIRCHNER: Quartet No. 3 for Strings and
Electronic Tape. For a feature review of
a recording of this work. see page 89

KoLs: Chamber Works—See Moryl: Cham-
ber Works

Lazarofr: Textures for Piano and

| Five Instrumental Ensembles; Ca-
dence IlI; Partita for Brass and Tape.
John Ogdon. piano: Utah Symphony
Orchestra, Henri Lazarof. cond. (in
Textures). Stanley Plummer, violin
Kenneth Watson and Larry Bunker
percussion (in Cadence /Il). Los An-
geles Brass Quintet (in Partita). CAN-
DIDE CE 31072, $3.98

Henri Lazarof was born in Bulgaria. finished
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his musical studies in this country. and now
lives in Los Angeles. where he ison the tacult

at UCLA. As these three recent pieces attest.
he is an eclectic composer given to making his
musical points with large. broadly defined ges-
wres. If there is little subtlety in his work.
there is nevertheless a great deal of musical
energy. as well as obvious technical compe-
tence.

Textures. written in 1970. is the longest of
the works—some nineteen minutes—and. as
the title suggests. it is mainly concerned with
the formation and manipulation of textural
patterns. The work has a pronounced episodic
character—one textural segment seems simpl
to give way to. rather than really lead to. the
next—and consequently the composition
doesn’treally go anywhere. But the writing for

both the soloist and the five instrumental
groups is brilliant. and the variety of the dif-
ferent musical combinations 1s sufficient to
sustain interest 10 a surprising degree. consid-
ering the length of the piece. The fine per-
formance by pianist John Ogdon. for whom
the work was written. and the Utah Symphony
under the composer’s direction deserves no
small measure of credit for this

Cadence 111. for violin and two percussion-
ists. was composed in the same vear. butitis a
considerably more traditional conception.
The violin carries the main musical burden.
providing a long. linear statement which.
though cadenzalike in effect. is held together
by the use of motiviclike relationships. The
percussion serves an essentially accom-
panimental function. assuming prominence

Next time you plan a trip
to Europe, make sure you
visit the unique country.

Where can you find: Europe’s largest waterfalls?
Europe’s blondest blondes?
Europe’s highest geysers?
Europe’s greatest glaciers?

And where can you find moonlike craters where the astronauts trained?
More volcanos than anywhere else on earth? Historic landmarks of the
world's oldest continuous parliament? Celebrations marking Europe's

youngest republic?

The answer to all of these questions is—ICELAND. Next time you plan
a trip to Europe, make sure you visit Iceland.

The only thing it may cost you is time well spent. Because you'll save
enough money on Icelandic's lowest jet fares to Luxembourg to pay for your
stopover in Iceland. Or, you can hop over from New York or Chicago for longer
tours. See an erupting volcano. Take a cross-country pony trek

Next time you plan a trip to Europe, ask your travel agent about
Icelandic Airlines. Or phone lcelandic Airlines, for folders about lceland
and lowest jet fares to Europe. In New York State, phone (212) 757-8585.
Elsewhere in U.S., phone toll free (800) 221-9760.
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onlv in several brief interludes between larger
violin segments.

The Partita for Brass Quintet and Tape
(1971) loses its point entirely in recording.
since it is supposed to consist of a dialogue be-
tween a live quintet and a prerecorded tape
made by the same ensemble. Here. obviously.
itis impossible to distinguish between the two.
since everything i1s recorded. and the piece
comes out sounding simply like a work for
larger brass ensemble. The composition
abounds in echo effects. which sound terribly
contrived here. but might well make more
point if heard as originally intended.

The performances of the two latter pieces
are fine. although not as commanding as that
of Textures. R.P.M.

Liszr: Concerto pathétique—See Schu-
mann: Andante and Variations

LueNING: Chamber Works. Various perform-
ers. (Carter Harman, prod.) COMPOSERS
ReCORDINGS SD 303, $5.95.

Quartets for Strings: No. 2; No. 3 (Sinnhoffer Quartet).
Trio for Flute, Cello, and Piano (Harvey Soliberger, flute;
Fred Sherry, cello; Charles Wuorinen, piano). Sonata for
Solo Violin, No. 3 (Max Pollikoft. violin)

The music on this valuable disc spans forty-
nine years. and reveals a high level of consis-
tency and individuality on the part of its com-
poser. Otto Luening. no matter what the idiom
or instrumentation. Luening was born in 1900
and has long been a leading pedagogue in
New York. first at Columbia. now at Juilliard.
His best-known work has been in the field of
electronic music. where he was one of the pio-
neers and first producers of consistently effec-
tive. musically expressive pieces.

This record. the only one currently avail-
able devoted 1o his solo and chamber music. 1s
an appealing one on nearly all counts. The
1962 trio is perhaps a bitdry. But both quartets
(written in 1922 and 1928 respectivelv) are fine
examples of 1920s avant-gardism (it seems
surprising that the second had to wait until
1965 for 1ts first performance). and the Solo
Sonata No. 3 (1971) is persuasive proof that
Luening hasn’t lost his compositional vitality
The performances here are all first-rate. which
1sn’t 100 surprising trom Sollberger. Sherr
Wuorinen. and Pollikot. But the Sinnhoffer
group (based in Munich) is less well known
on the evidence presented here. one imagines
itwill be heard from again vervsoon JR.

MENDELSSOHN: Concertos for Violin and
Orchestra: in D minor; in E minor, Op. 64.
Arthur Grumiaux, violin, New Phitharmonia
Orchestra, Jan Krenz, cond. PHiLips 6500
465, $6.98

Comparison—same coupling

Menuhin. Frihbeck/London Sym Ang. S 36850
Comparison—D minor Concerto
Michelucei. | Musici Phi. 6500 099

Grumiaux has come up with two lucidly out-
lined performances in which the emphasis 1s
on deliberation and smoothness. He seems in
tent on showing that Mendelssohn was as
much rooted in the classical tradition as he
was an exponent of Romanticism. If the at-
tempt does not quite succeed. it is only be-
cause neither the classical nor the romantic tag
will entirely idenuly either of these works.
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The seven-year itch.

Since 1966, our design engineers have been relentless in their pursuit of a worthy successor to the best cartridge
the world had ever heard: the Shure V-15 Type Il Improved. Now after seven years of exhaustive laboratory work,
they have prevailed. A new cartridge is ready for the connoisseur’s stereo sysiem. We call it tne Shure V-15 Type Il
Super-Track “Plus.” You'll call it an extraordinary listening experience.

The Type Ill was designed, of course, for home stereo systems, not for laboratory exercises, The net resuit of our
engineers’ labors are these: (1) higher trackability than ever, at light tracking forces (3-1% grams); (2) an astonish-
ingly flat frequency response with no noticeable emphasis or de-emphasis at any frequency; and (3) a significantly
extended dynamic range —beyond that of our V-15 Type Il Improved. And all without loss in output level.

Paradoxically, the sound from the V-15 Type lll is due in large part to an absence of a sound of its own. Its sound
is so neutral and coloration-free that your finest recordings can be reproducec precisely as they were recorded,
without peaks, frequency boosts and roll-offs.

Among its most notable design achievements are an entirely new laminated core structure, and an ingenious
new stylus assembly that reduces the effective stylus mass of this critical sub-system by 25%. And, since Shure
engineers have long known that isolated improvements in individual design parameters don’t necessarily preduce
significant changes in the sound, these improvements were brought into perfect equilibrium with each other; ergo,
each performance factor enhances every other performance factor so that the total audio effect is greater than the
sum of its individual performance factors. (To science, this phenomenon is known as & synergistic reaction;
therefore, we call the V-15 Type Ill The Synergistic Cartridge.)

The Shure V-15 Type Il Cartridge is available now. Hear it soon, and listen carefully. You’'ll recognize it instantly
as the finest pickup instrument we've ever built. Yours for $§72.50.

Shure Brothers Inc. '

222 Hartrey Avenue, Evanston, Illinois 60204 i.! _s.—qﬁ

In Canada: A. C. Simmonds & Sons Ltd. Yy | J (=3
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Arthur Grmiaux—lucid Mendelssohn.

Not surprisingly. the Mendelssohn-as-clas-
sicist approach works best in the [D minor,
which dates from the composer's thirteenth
year. Even at this age. however. Mendelssohn
was moving wward his mature style. and a
litle richer emotional input from the soloist
might be welcome.

This is not 1o imply that cither work is badly
done. Quite the contrary: Both are played
well, if incompletely. In the E minor the tem-
pos are more leisurely than those taken by
soloists who want merely to show off. and the
serenity this induces, combined with Gru-
miaux’s rich and polished tone. adds up 10
tincly tinished product. But it lacks some sense
of vital energy and needs more freedom and
flow. especially in the slow movement.

The orchestra handles iselt very well in
both: the string accompaniment in the D mi
nor is first-rate. The sound i spacious and
resonant. providing presence without over-
powerning.

Of course the full-blown Remantic ap-
proach 1o these concertos is equally. it not
more. one-sided. as shown by Menuhin's An-
gel coupling from last vear. His performances
are exhilarating 10 the point of breathlessness.
but underneath the excitement there is a dis-
wrbing roughness. In pursuit of lavish tone he
loses the delicacy that Grumiaua captures per-
fectly.

As far as the lutter quality goes. Roberto
Michelucer and | Musici- - who play the D nui
nor on Philips coupled with once of Men
delssohn’s curly string  symphonies—reveal
more sensiivity than Menuhin does. but nei-
ther the solo nor the orchestral plaving is up to
the standard of Grumiaua and the New Phil-
harmonia. ANM

MiLHAUD: La Création du monde—See Weill
Kleine Dreigroschenmusik

MoRyL: Chamber Works. KoLe: Chamber
Works. New England Contemporary En-
semble, Richard Moryl, cond. (in the Moryl)
Chamber Ensemble, Barbara Kolb, cond. (in
the Kolb). Desto DC 7143, $5.98

Morvi: Chroma for Chamber Ensemble; llluminations for
Soprano, Voices. Eight String Basses, and Chamber En-
semble (Jeannette Steilato, soprano). Kots: Figments for
Fiute and Piano (Jan Herlinter, flute: Cheryl Selzer, pi
ano); Chansons Bas for Soprano and Chamber Group
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(Valerie Larnoree, soprano). Three Place Settings for
Narrator and Chamber Soloists (Julius Eastman
speaker)

The best thing here is Richard Moryl's //lumi-
nations. a piece for chamber ensemble that be-
gins with cight string basses playing 4 low E
pianissimo. and this note drones throughout
the entire work. At the start it sounds like the
IRT downtown express passing Seventyv-sec-
ond Strect as one hears itin the long resonance
of the tube on the platform at Times Square.
After a while a superb soprano. Jeanetie Stel-
lato. chimes in with big. robust planes of
sound. the brasses proclaim dissonant glory in
the manner of Henry Brant (remember him?).
and the chorus goes wild making vocal noises
and playing percussion instruments. Alto-
gether quite a trip.

Moryl's Chroma is pale by comparison. It is
also a chamber-orchestra piece emphasizing.
as its ttle indicates. color: but the colors arc all
pastel shades and mostly beholden to clec-
tronic music. which does them more success-
fullv.

Barbara Kolb has three pieces on the other
side. In Figments. the flute and piano act like
the personnel of a flea circus on the first day of
vacation. Chansons Bas 1s a lively. vigorous
setting of versified enigmas by Mallarmé. the
whole very much beholden to Boulez and his
Marteau sans maitre.

Miss Kolb's third piece should have been a
masterwork but isn’t. She uses three mar-
velous poems about the human condition.
symbolized in terms of food. and sets them for
speaking voice and various solo instruments.
Unfortunately the instruments crawl all over
the voice so that the superb texts by Irving
Diamond. Ron Costa. and the unnamed au-
thor of “*an eclegant 1936 wine cookbook ™ fail
to register. To be sure. Miss Kolb says herin-
strumental lines should not play a subservient
role. and they don’t. As Mallarmé might have
putit. quelle dommage. AF

MozarT: Concerto for Violin and Orches-
tra, No. 3,in G, K. 216; Concertone for Two
Violins and Orchestra, K. 180. Alan Love-
day, violin (in K. 216); lona Brown and Car-
mel Kaine, violins (in K. 190); Academy of St
Martin-in-the-Fields, Neville Marriner, cond
ARGO ZRG 729, $5.95

Comparisons—K. 216

Stern, Szell/ Cieveland Col. MS 7062
Qistrakh /'Beriin Phil Ang.SD3789
Comparisons—K. 190

Laredo. Tree, Schneider'Marlboro Fest Col MS 6848
|.and D. Qistrakh/Berlin Phil Ang. SD 3789

By this ime no one cxpects pertormances of
anvthing less than top quality from the Acad-
emy of St Marun-in-the-Fields. Here the
group maintams its usual high level.

Alan Loveday eschews dramaues in his
plaving of the concerto. producing a sound
thatis full-blooded vet gracetul and gentle. He
15 at his best in the slow movement. where his
Iyrical instincts show most advantageously
Throughout. his accompaniment is precise
and tasteful.

The Concerrone violinists are joined by
oboist Tess Miller and cellist Kenneth Heath.
They play. appropriatcly. like the closely inte-
grated concertino ot a Vivaldi concerto grosso.
not like an amalgam of four mdividuahistic
soloists. The emphasis is on co-operation
rather than virtwosity. and the music gains
thereb;

The sound in both 1s bright but not op-

pressively so. with a pleasant perspective ot
distance

Oistrakh’s recent set of Mozart's works tor
violin and orchestra is far less satistactory tor
me, principally because the interpretations are
overromanticized. Stern and Szell give an ex-
citing account of the concerto. but the sound s
so close-in that it is almost overpowering. und
the Argois a better choice tor those who prefer
gentle outlines to heavy emphasis. Laredo and
Tree with the Marlhoro Orchestra give the
Concertone a solid and robust treatment. and
the solo work is excellent. but these qualities
arc offsct by the leaden orchestral playing. a
detect the Academy remedies 10 the last de-
oree, AL

B". MozART: Divertimento No. 17, in D,

O] K. 334; Marchin D, K. 445, New York
Philomusica Chamber
CanpiDe CE 31074. $3.98

Comparison—K. 334:
Marriner ‘Acad. St. Martin

Ensemble

Argo ZRG 705

The great Divertimento in D, K. 334, like the
Haffner Serenade. is now attracting consider-
able attention. These are large-scale works
destined for a banquet hall or tor the out-of-
doors. The very fine pertormance by Neville
Marnner and s splendid little orchestra was
reviewed in June 1973, Now comes a cham-
ber-music rendition--that 1s. one plaver 10
cach part—-by the excellent instrumentalists of
the New York Philomusica Chamber En-
semble.

While perhaps the bulk of serenade music.
especially the carlier serenade-diverumentos.
was intended tor the camera. the distinction
between chamber and orchestral music was
notonly slight. in most cases ity Impossible 0
determine; thus ity enurely legiimate o per-
form such works in chamber-music fushion.
But there is no quesuon that the larger sere-
nades composed after ¢. 1770, by which ume
they assumed symphonic proportions and
qualities (Haffner. Posthorn. K. 334, cie.). de-
mand the symphony orchestra of the classic
era. Comparison of the recordings will imme-
diately show that they sound far better when
performed by an orchestra. The Philomusic
pertorm very well and are well recorded. but
the inevitable thinness of the sound s evident
in the more robust symphonic passages.

The diverumento is pretaced and concluded
by a march. K443, which the notes assure us
helongs 10 this work. This wavward march
does seem 1o be part of a4 serenade or diver-
umento. but the author of the notes did not
read his Kochel catalogue caretullv: K. 3341y
not the only prospective home for the piece
A any rate. 10 add a march 1o this alread
oversized divertimento--let alone the same
thing twice—1s cgregious nonsense. And.
speaking of” the notes. they are irritatngly
pompous. maccurate. and gratuitous. a typical
example of amateurish demimusicology. | no-
tee that the “essay™ is copvrighted: well. the
precaution is hardly necessary P.H.L

PucciINi: La Boheme.
Mimi Mirella Freni(s)

Rodolto Luciano Pavarotti(t)
Musetta Elizabeth Harwood(s)
Marcello Rolando Paneral (b)
Colline Nicolai Ghiaurov (bs)
Schaunard Gianni Matteo (b)
Benoit; Alcindoro Michel Senéchal (1)
Parpignol Gernot Pietsch ()

Chorus of the Deutsche Oper Berlin; Berlin
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The first NEW
amplifier design |
since

the ORIGINAL
Super Amp

|

You remember the first super pow-
er amplifier - the Crown DC300. Well, most
of its competitors are still using those six
yearold circuit designs pioneered by Crown.
Most every amp but Crown’s new DC300A -
a totally redesigned amplifier inside and
out. Frankly, the DC300A is not created for
the hi fi mass market, but for demanding
commercial and professional applications.
However, we know there are discerning
audiophiles, perhaps like yourself, who can
appreciate the difference.

The new DC300A has double the num-
ber of output transistors, effectively twice
the muscle of the old DC300 for driving
multi-speaker systems. Each channel has
eight 150-watt devices for 1200 watts of
transister dissipation per channel. Ad-
vanced electronic output protection per-
mits the DC300A to drive the toughest
speaker loads at higher outputs before go-
ing into protection, and even then there are
no annoying flyback pulse noises or DC
fuses to blow.

The new DC300A has unprecedented
signal purity. IM and harmonic distortion
ratings are .05%, although typically below
.025%. Hum and noise rating is 110dB be-
low 150 watts, while typically -122dB. The
difference in increased listening comfort
IS Impressive.

Although totally new, the DC300A has
inherited some important traits from its
predecessor:

PRICE — still under $700

WARRANTY — three years on all parts,
labor and round-trip shipping

POWER RATING — 150 w/ch continuous at
8 ohms; power at clip-point typically 190
w/ch at 8 ohms, 340 w/ch at 4 ohms, 500
w/ch at 2.5 ohms, or plug in two parts for
600 watts continuous mono power at 8 ohms.

There are many new super-power am-
plifiers. But when you buy a Crown DC300A,
you're buying more than justanamp. You're
buying the Crown company — a professional
audio equipment manufacturer with a 26-
year reputation for solid quality and lasting
value. There are thousands of Crown amps
in the field still working to their original
specifications, and still outperforming most
new amps. Visit your Crown dealer to hear
the difference. For detailed product data,
write Crown International, Box 1000, Elk-
hart, Indiana, 46514.

crown

CIRCLE 12 ON READER-SERVICE CARD
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Philnarmonic Orchestra, Herbert von Kara-
jan, cond. Lonpon OSA 1299, $11.96 (two

discs)

Comparisons

Callas, Di Stefano. Votto Ang. BL 3560
Delos Angeles. Bjoerling, Beecham Sera 1B 6000

Lon. OSA 1208
Ang. SBL 3643

Tebaldi. Bergonzi. Serafin
Frem. Gedda, Schippers

It vou're looking for a stereo Boheme. this will
do as well as anv. IUs well sung. plaved. and
recorded. This is the ninth Boheme n the cur-
rent catalogues (including four at budget
prices). the fourth in stereo. Any of them will
give you a satisfactory representation. though
| think we can narrow the tield 1o the record-
ings listed above and the new one
The last new recording came from Angel

the Boheme champ with four current ver-
sions-—in 1964, That was the tirst starring ve-
hicle for a charming voung ltalian lvric so-
prano named Miretla Frenio London. with
only the two Tebaldi recordings in its cata-
logue. obviously felt leftout. So here is a new
version. starring the veteran would-be spinto
Mirella Freni. This is Decca/London’s first
opera recording with the Berlin Philharmonic:
itwon't be the last: Next comes a Freni/Kara-

| Jan Buterflv.

The raison d'érre for this setis clearly Kara-
jan. at whose call record companies come run-
ning to Berlin. (For good reason: This set has
been selling like crazy from the moment it ap-
peared.) If L rate his contribution us of second-
ary importance. it is hecause | can’t see Bo-
heme as a conductor’s opera. The conductor
can help by keeping the performance together
and moving (cf. Toscanini): he can assuredly
louse it up. But—unless he sings awtully well
he can’t make the performance.

If you consider Boheme a musicodramatic
masterpiece. vou may love Karajan's ap-
proach. He 1s somewhat gradual—running
some two minutes per act longer than Schip-
pers. He sets each tempo slow enough to allow
him 1o underline every melodic figure he likes:
but at least this enables him 10 caress without
siretching the rhythms, There 1s great ar-
ticulation of detail in the wind parts.
stunningly played and recorded. But there is
less pointing of rhvthms, and the strings are
somewhat mushilv reproduced. Thus there s
no apparent difference between Karajan's al-
legro agitato and andante moderato: staccato
markings go for nothing.

Asaresult. the parts of the score 1 like best
Act | up to Mimi's entrance, much of Act 11
the “bohemian™ section of Act 1V —are on the
static side. although they are unusually well
executed. The vserious™ parts of the score are
10 my ears more cruelly exposed as cunningl
effective formula writing.

On the plus side is Karajan’s rigorous insist-
ence that the singers observe the musical nota-
tion. He surely deserves credit for the super-
lative performances of Pavarotti and Panerai
For sheer sound. this is as good a Boheme as
we are likely 1o get—-or it would be if the
strings had been recorded with more presence.
Schippers. with a considerably inferior or-
chestra (that of the Rome Opera). gets consid-
erably more impact.

Freni is much as betore: fresh. innocent
sounding. eminently satistying. The voice is
marginally less free now. and [ prefer the una-
bashed naiveté of the early recording o her
occasional attempts at characterization: This
18 a role with no depths to plumb. I sull prefer
De los Angeles (Beecham/Seraphim). for the

measure of dignity she sneaks into the score.
and Tebaldi (Erede/Richmond and Serafin,
London). for the sheer sound of that big. rich
voice. Harwood's Musetta is no better than
adequate.

This is certainly Pavarotti’s best recording.
His lovely lyric tenor is easily and smoothly
produced. free from the annoving manner-
isms that have increasingly invaded his work.
As noted. Karajan demands strict musical exe-
cution. which spares us Pavarotti's often lax
musicianship. He is not afraid 10 sing sofitly
His declaimed realization of Mimi's death is
almost whispered rather than ranted--very ef-
fective. This Rodolfo is in a class with the clas-
sic Gigh (Berretoni/Seraphim) and Bjoerling
(Beecham/Seraphim) performances.

Panerai has been recording more of late:
now forty-nine. he has never sounded better.
His Marcello is warm. steady. altogether sym-
pathetic—a considerable improvement over
his perfectly satisfactory work on the Angel
mono version with Callas. Against very sufl
competition. this is (0 my taste the best Mar-
cello on records. Pavarotti and Panerai make a
formidable team.

Ghiaurov makes a rough entrance. but re-
covers quickly: this is a luxurious piece of cast-
ing—though Zaccaria (Votio/Angel) and
Mazzoli (Schippers/Angel) hold their own
nicely. Considering the quality of the recorded
Rodolfos. Marcellos. and Collines. it's curious
that we have o hunt for even an adequate
Schaunard. Maffeo is as good as any: His bari-
tone sounds clear and firm in Acts Il and IV
but the important Act | narrative is rather flat.
In the basso butlo roles of Benoit and Alcin-
doro. Karujan has for some reason cast Séné-
chal. a French character tenor who these days
is more character than tenor. He makes no ef-
fect at all in the landlord’s delicious scene: one
could wish that Corena (both roles on Bee-
cham/Seraphim and Seratin/London. Benoit
only on Leinsdorf/RCA) had giggled less and
sung more. but his Benoit remains the one to
beat.

1t 1 had 10 pick one stereo Bohene. it would
still be Serafin/Londen. 1tU's hard 1o face down
the Tebaldi/Bergonzi/ D" Angelo/Bastianim
Siepi fine-up: Serafin’s warm, idiomatic con-
ducting and the more immediate sound are
further pluses. Schippers’ conducting on the
Angel stereo set may be 100 aggressive for
some: | think he plays well 1o the opera’s
strengths and minimizes its weaknesses. The
only major problem is Gedda’s Rodolfo—fine
in the conversational passages (which go verv
well indeed. thanks to the superb Marcello of
Sereni and Colline of Mazzoli). but sorely
taxed by the big moments. The Angel mono 1s
worth having for Callas’ usual incisiveness. a
strong and well-balanced  supporting  cast
(MotTo. Di Stetano. Panerai. Zaccaria). and
Votto's solidly routine handling of the Scala
forces.

It you want only one Boheme and don’t care
about stereo. 1'd suggest the Beecham/Sera-
phim. Beecham captures all the wit of the
score: De los Angeles and Bjoerling are an un-
surpassed Mimi/Rudolto coupling: and the
remaining bohemians (Merrill. Tozzi. Rear-
don) arc fine. If you're still in the market. there
are two historical recordings worth having
Toscanini's (Victrola VICS 6019, rechan-
neled). the best-conducted Bolieme (if vou
care about that), and the 1938 recording with
Albanese. Gigl. and Poli (Seraphim 1B 6038).
a performance of tremendous vitality with a
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Engineer Colin Moorfoot, Herbert von Karajan, producer Ray Minshull, Luciano Pavar-
ottl, Mirella Frenl, Elizabeth Harwood, and Nicolai Ghiaurov at La Bohéme playback.

classic Rodolfo and Marcello.

If none of the above appeal to vou. take
heart: RCA has vet another Boheme in the
works. with Caballe. Domingo. Blegen. and
Milnes. Solti conducting.

Ran: O, the Chimneys—See Rochberg:
Tableaux

R_‘ RocHBeRG: Quartet for Strings, No.
=2/ 3. Concord Quartet. NONESUCH H
71283. 52.98

Rarely do we cencounter a composition that
asks us to question our fundamental musical
orientations—10 re-examine the basic assump-
tions of our uestheuc and artistic beliefs; but
George Rochberg's Quartet No. 3 is just such
a work. Whatever may be its long-term values
and limitations, at the present moment in mu-
sic history this quartet represents at the ver
least a source ot considerable sumutation. In
the vear since ats first performance. it has al-
ready become an ohject of acute controversy
Whatever else may be said about it. this is not
a piece that allows iself 1o be taken for
granted: The listener tinds himself compelied
to come to terms with it

On the surface. certainly. the most notable
characterisuc of the quartetis its use of diverse
and even contradictory musical languages.
Among the already exisuing languages it em-
ploys. one can discern at least two distinet
nineteenth-century tonal stvles. as well as a
bitngly dissonant and rhythmically propul-
sive siyle of extended “pan-tonality” bor-
rowed from the first hall of the present cen-

tury. In addition there is a language of

Rochberg’s own invenuon. which—if 1 am
hearing the work correctly- -appears 10 in-
corporate elements drawn trom all of the oth-
oS,

This muhiplicity alone. however. would be
insutlicient to account for the unusual quality
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of Rochberg’s quartet: there 1s nothing new
after all. in juxtaposing different kinds of mu-
sic in twentieth-century compositions. There
15 the precedent of Ives and Stravinsky. and
many recent compositions make use of “tradi-
tonal™ musical material in collage-tvpe con-
structions. Rochberg himself has quoted ex-
tensively from existing pieces 0 such earlier
works as Music for the Magic Theater and
Nach Bach: composers ranging trom Foss
through Berio to Stockhausen have concerned
themselves with similar problems. But whai
has characterized all of these compositions. in-
cluding Rochberg’s own. is an interest in “dis-
tancing” the borrowed matenial—ie.. placin
1t in unprecedented. and from a historica:
pontof view radically inappropriate. tormal
and expressive contexts so as 1o lend ita new
and speafically “contemporary.” musical sig
miticance

But if | understand Rochberg's intentions
correctly. thisis not at all what heistirving o do
in tis Third Quartet. Of the work's tive move-
ments. for example, one s completelv-—-and
“unexceptionallv’—tonal. This s the third
movement. an L“(lrill)l'dlnill' set of varniations
i A major. lasting some sixteen minutes and
ocecupving the central postuon of the entire
structure. In many respects (indeed i most). it
sounds very much like Beethoven (paruc
ularly late Beethoven. although | am also re-
minded of the slow movement of Op. 18. No
3): yet there s no literal quotation. On the
contrary. this 1s an absolutely “straight™ prece
of music, presented by the composer as a mu-
sical statement much like any other. And al
though [ do not think that the experienced lis-
tener is apt -orintended- -to think that this
Beethoven. presumably he is expected to ap-
prehend the picce much as he would a picee
from the past.

Similarly. in the extended last movement,
which fteatures an alternation of verv fast sec
tons (entitled “scherzos™ bv the composer)
with more Ivrical ones (called “serenades™
both of the “serenades™ are in D major and

are unequivocally Mahlerian in conception
(echoes of the Fourth Symphony are espe-
ciully strong. although again there is no actual
quotation). Finally. the marches that make up
the second and fourth movements are framed
in a style that. though more difficult than the
two tonal ones to pinpoint specifically. is
clearly derived from the period of the 1920s
and 30s and is verv close to that of Bartok
(with an occasional nod 10 Stravinsky).

This leaves mainly the introductory first
movementas Rochberg's “own.” us well as the
first and third scherzos of the lust movement.
Despite these opposing styles. however. the
composer is clearly concerned that the compo-
sition be perceived in at least some sense as a
unty. Thus there is an intricate. interlocking
web of motivic correspondences that runs
throughout the quartet. becoming quite expli-
¢t near the end when elements from several
movements (tonal and otherwise) are com-
bined to propose a sort of final synthesis—not
in the manner of a collage. however. butin the
form of a total und simultaneous integration.

What this prece suggests. it would scem. is
that at our present stage in music history.,
where we find ourselves cut off from a com-
mon musical language. all languages have be-
come equally valid and equally at home with
ore another. Further. it suggests that these
languages can. and should. be taken on their
own terms—that there 15 no need 10 tamper
with them. 10 “manner” them. in order o
achieve a relevant musical statement

One’s first reaction 1o this is perhaps simply
that the lust thing we need today is a “cheap
imitation” (1o borrow the ttle of'a recent John
Cage composition) of’ the classics. Yet in lis-
tening to the quartet one is struck by its ex-
pressive depth and its obvious sinceritv. The
“Beethoven™ movement. to take onlv the
most extreme example. is brought ofl’ with
consummate skill and. moreover. without the
slightest trace ol self-consciousness or lack of
conviction. Whatever else mav be sind about
it the quartet is undeniably an extraordinar
technical achievement: it 15 anything but a
‘cheap imitation

Nevertheless. | confess thut | am unable o
listen 1o the quartet without a certain degree of
uneasiness. an uneasiness that Isuspect stems
largely trom my inabiliy - and 1 imagine this
would hold true for other histeners- 1o hear the
music i a hstonical vacuum. In other words.
the fact that | know the prece was composed
by George Rochberg, my contemporars.
protoundly aflects the way in which | expen
ence it Returning to the example of the varn
ations. they are bound to acquire a new di
mension when one is conscious of this fact
when one knows that they were written by
someone loday trying (and cven succeeding)
to sound like Beethoven

ltmight be argued. of course. that this only
adds to the depth of the expernience. (W hich
renminds me of the Joree Luis Borees™ story
Pierre Menard. Author of the Quixore. i
which a modern author so completely absorbs
himselt in the world of Cervantes that he s
able o write Non Quirote word for word.
without reference to the original. Borges com
mentssignificantly: “The textof Cervantes and
that of Menard are verbally identical. but the
~econd s nfinitety richer.”) Certinly, one can
admit. our experience 15 more complex (al-
though this is not atall the same thing as sav
ing thatitis “deeper”). This complexity is both
psychological and historical in nature: We
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hear the piece as if through filters - through
lenses tinted by our musical memories and our
knowledge of the musical past. including
some 150 years of music written since Beetho-
ven

ftis in this sense that Rochberg’s quartet
can be considered an immanently “contempo-
rary” piece. tor it would be literally unthink-

able without benetit of our present degree of

historical awareness. But itis just here, | feel.
that the real guestion mark belongs. For
Rochbergis apparently asking us to hear these
disparate “musics™ not as isolated -or at least
autonomous- musical moments detined b

our historical perspective. but as a community
of' members 10 be accorded equal status in our
present-day experience. But the pointis surely
this: We are no longer able 10 shed our aware-
ness of the past as past like so much old cloth-
ing. We have become prisoners ot history:
and. however ironically. Rochberg’s quartet
reflects this condition perhaps more acutely
than any other composition | have heard trom
the entuire postwar period.

[ am saying that [ think Rochberg’s quartet
tails 10 fultill what | take 1o be his own inten
tions. In his liner notes. the composer states
that he wishes to write music that “denies nei-
ther the past nor the present.” Well ves. but
doubt that this can be done by attempting 1o
reduce the two 10 equivalency ~by throwing

them both into the same stew. The richness of

the past depends upon the fact that it is the
past. just as the richness of the present is in-
separable from its immediacy. and from the
fact that it offers us such limited perspective.

The Third Quartet is unquestionably a criu-
cal document for anyone interested in the

problems peculiar to musical composition to-
day. The Concord Quartet plays the waork
brilliantly (particularly the posttonal sections)
and with obvious sympathy. The recording is
extremely resonant. but clear: and the com-
poser has supplied o valuable printed intro-
duction to his prece. R.P.M.

r—
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RocHBERG: Tableaux. Ran: O, the
Chimneys. Jan de Gaetani, mezzo-
soprano; Penn Contemporary Play-
ers, Richard Wernick, cond. (in Tab-
leaux). Gloria Davy, soprano; Shulamit
Ran, piano; New York Philomusica
Chamber Ensemble, A. Robert John-
son, cond. (in Chimneys). TURNABOUT
TV-S 34492, $2.98

We are in the midst of a deluge of Rochberg
records: Two more pieces on two separate
Turnaboul records have been promised.
as are (wo Desto records devoted entirely 1o
the composer. That is all to the good. since
Rochberg remains one of our more significant
musical minds. even if the current example of
his work is not necessarily his finest piece.
Tubleqaux was composed in 1968 and is based
on a piece of poetic prose called The Silver
Talons of Piero Kostrov by the composer’s only
son. who died in 1964 at the age of twenty.
Rochberg sets fragments of the highly mysti-
cal. apocalyptic text, and more generally bases
the twelve sections of his piece on images sug-
gested by his source. [tis clearly of deep sig-
niticance 1o him. and the music he has writien
for soprano. chamber ensemble. and small
speaking/singing chorus is abstractly chro-

matic yet highly colored and evocative in a
way that reminds one ol George Crumb's
work (the score. with 1ts occasional sections of
*circle music.” also recalls Crumb). Jableaux
has its self-conscious and constricted aspects.
but is certainly worth hearing. and the per-
tormance it receives here is 4 fine one.
Shulamit Ran is an attractve young Israeli
pranist and composer who has studied in New
York. In O. the Chimneys she has sct five Ger-
man-language poems by Nelly Sachs for so-
prano, sextet. and tape. The poems reflect the
horror and disruption of Miss Sachs’s experi-
ences as a German Jew: Miss Ran’s camposi-
tional vocabulary scems excessively mdebted
o a Berg-like expressionism. The perform-
ance is again first-rate. and Miss Davy's com-
mand of German is flawless. J.R

SCHMITT: Psalm 47, Op. 38; La Tragedie de
Salome, Op. 50. Andrea Guiot, soprano,
Gaston Litaize, organ (in Psalm 47); French
National Radio Orchestra and Chorus, Jean
Martinon. cond. (Rene Challan, prod.). AN-
GEL S 36953, $5.98.

Comparison—Tragédie
Almeida/New Philharmonia

RCALSC 3151
Florent Schmitt was a composer who. when he
had nothing 1o say. generally took halfan hour
or 5o 1o say it. Up 1o his death in 1958 at the
age of almost eighty-eight. he embodied the
conservauve. conservatory tradition in
France. looking backward on Dukas and Cha-
brier with a passing glance at Debussy and the
Russian romantics. This in itself would not
necessarily be bad: but. judging from the
Schmitt music I've heard. he upheld the musi
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Daily frustrations make
a person want to get away
from it all. And, the UTAH MP-3000

Speaker will take you there better, faster

than any comparable unit. With the MP-3000,

you know you are in Tahiti, Paris or even Kentucky.
Your day becomes more pleasant, too, as the

MP-3000 conquers the sound barriers.

MP-3000 combines the rare attributes of sound and
styling. Clean, undistorted sound comes from this
= 4-speaker, 3-way speaker system. The oiled and
hand-rubbed walnut veneer cabinets, and unique
grille of sculptured foam are both acoustically and
geometrically beautiful. The system contains a 15"
high compliance woofer with a 2” voice coil, as well

as two horn-loaded-dome-tweeters.

it's a distin-

guished combination of well-defined, distortion-free
sound reproduction. Size: 27" x 202" x 14" deep, ex-

cluding base. Shipping weight: 70#.
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Incredible.

Sorry, but when it comes to our

new Phase Linear 4000, modesty

fails us. How else would you

describe a preamplifier that actually:

» Puts back in what recording
studios take out.

» Restores dynamics last in
recording to closely approximate
the original.

o Vanishes irto virtual inaudibility all
hum, noise and hiss inherent
in most tapes, records, and
FM oroadcasts.

e Lets your music {at last) reach
a life-like level where cymbals
sound like cymbals, kettle drums
like kettle drums.

e Letsyou . .. for the first time . . .
hear your music from a
silent background.

Since its introduction tollows the

Phase Linear 700 and 400 power

amps, the 4000 pre-amp had to be

good. Consider these features:

The Peak Unlimiter

To prevent overload in recording
equipment, studios today “'peak
fimit" high-level explosive transients
of the source material. incorporated
in the Phase Linear 4000 is a
highly-advanced circuit that reads
peak limiting, immediately routes
the signal through a lead network,
and restores dynamics lost in
recording ‘o closely approximate
the original.

*SQ is a trademark of CBS Laos, inc.

The Downward Expander

Gain riding, a recording technique
used to improve low level signal to
noise on phonograph discs,
unfortunately comprises the dynamic
range that would otherwise be
available. The 4000 senses when
gain riding has been used and
immediately expands the dynamics
reciprocally downward to precisely
the intended level.

The AutoCorrelator

The advanced Autocorrelation
Noise Reduction System in the
4000 makes record/tape hiss and
FM broadcast noise virtually vanish

. without effecting musical content
of the source material. Over-all noise
reduction is —10 dB from 20 Hz to
20 kHz. Your music comes from a
background that is silent.

Plus...

... the 4000 is an advanced stereo
preamp with SQ* and Phase Linear
differential logic . . . its Active
Equalizer gives you a truly flat energy
distribution over the full audio
spectrum . . . completsly passive,
independent Step-Tone Controls
allow precise tailoring of the music
to your listening environment.

It is, in a word, incredible. Ask your
dezler for an audition.

PHASE LINEAR 4000 SPECIFICATIONS
Total Distortion: Less than .25%.
Typically .02%.

Total Noise: High level: 95 dB below full
output. Phono: 82 dB below full output.

Tone Contiols: Bass: Monotonically
increasing and decreasing, dual hinge
points, = & dB @ 20 Hz. Hinge points
switch selectable beginning at 40 Hz
or 150 Hz. Treble: Monotonically
increasing and decreasing, dual hinge
points, * & dB @ 20 kHz. Hinge points
switch selectable beginning at 2 kHz
and 8 kHz.

Active Equalizer: 6 dB/octave boost
below 50 Hz.

Peak Unlimiter: (Nominal peak unlimit
rate attack threshold, front panel
variable) .5 dB/micro second for + 6 dB
peak unlimited operation.

Downward Expander: Downward
expansion commences at —35 dB.
Ultimate limit is —41 dB. Unlimiter
window is 35 dB wide, upper and lower
thresholds are simultaneously variable.

Auto Correlator (Noise Reduction
Systems): High frequency noise reduc-
tion commences at 2 kHz and is 3 dB,
reaching 10 dB from 4 kHz to 20 kHz.
Weighted overall noise reduction is

10 dB from 20 Hz to 20 kHz.

Size: 19" x 7” x 10” —Weight: 18 Ibs.
Price: $599 — Cabinet: $37

Warranty: Three years, parts and labor.

Sase Lenear 4000

THE POWERFUL DIFFERENCE

PHASE LINEAR CORPORATION, P.O. BOX 549, ECMONDS, WASHINGTON 98020



cal establishment in such a plodding and what
I would consider un-Gallic manner that [ will
never quite understand the solid reputation
the composer acquired in his native land.

Certainly the Psalm 47. written in 1904 and
based on one of the least interesting. least po-
etic passuges in the entire Bible. represents a
strong case in point. Nobody can fault Schmiu
for lack of energy—rarely have so many fan-
fares. fortissimo chords. and crashing cymbals
been used to launch a piece of music. and in
the first third of Schmt's Psaim 47 all these
pyrotechnics have their effect. empty as the
work may be. Butit would be difficult 10 imag-
ine music with less direction 10 it than the slow
middle section—unless it is the tinal one. The
latter, although starting ol (" Diew est monié
...") rather like Prokotiev. rapidly dissipates
Into a series of some of the most unoriginal.
uninspired harmonic modulations | have ever
heard.

It is no doubt this lack of a truly original
harmonic language. combined with meager
rhythmic inventiveness and overblown or-
chestrations. that makes the Psalm 47 sound so
pompously pointless. so gratuitously static.
Jean Martinon conducts what seems 10 be an
extremely energetic. dynamic pertormance of
the work. But his efforts have not been helped
much by thin, distant. and very badly bal-
anced sound: The various forces become even
more muddled than they tend to be in the tirst
place in this overscored work

Fortunately. the ballet g Tragédie de Sa
lome (written in 1907) i1s an altogether differ-
entstory. Using as a scenario a poem (by Rob-
ert d'Humicres) based on the Biblical legend
that attracted countless artists in the late nine-
teenth and carly twentieth centuries. Schmiu

managed here to continue in the bess tradition
of French tone-painting. And if some of the
writing still strikes one as either facile or ex-
tremely derivative (of Debussy's Nocrurnes,
for instance. a resemblance that goes far be-
yond the use ot the female chorus). Schmiu
has more often than not created a stirring and
colortul tapestry of shifting orchestral colors
and moods and often exciting rhythms. from
the sensual sweetness of the Danse des perles 10
the frenetic Dunse de ['effroi. The heavy string
ostinatos of the latter dance are said in fact 1o
have influenced The Rire of Spring. 10 whose
composer the Tragédie is dedicated.

For La Tragédie de Salomé. Martinon turns
in a more intense and taut performance than
Almeida on RCA. the only other currently
available version, although Almeida’s inter-
pretation too is excellent. I also prefer the cho-
ral work on the Martinon disc. On the other
hand, Almeida’s orchestra generally performs
better. and the RCA sound has a great deal
more depth to it than Angel's. But the Angel
engineering, if sutfering from some of the de-
fects heard in the Psalm 47. has more realism
and 1s certainly brighter than RCA's. If | had
to make a choice, | would take the Martinon
rendition by a hair. The Dukas and Chausson
works on the RCA release represent. however,
a much more attractive coupling. How much
more enticing the Angel album would have
been had it included. say. one of the suites for
Schmt's still unrecorded incidental music tor
Antoine et Cléopdrre rather than the bombastic
Psalm 47. R.S.B.

ScHumaN: Credendum—See Imbrie: Sym-
phony No. 3.

SCHUMANN: Andante and Variations for
Two Pianos, in B flat, Op. 46; Six Canonic
Studies for Pedal Piano, Op. 56 (arr. De-
bussy). Liszr: Concerto pathétique for Two
Pianos, in E minor. John Ogdon and Brenda
Lucas, pianos. ARGO ZRG 721, $5.98.

All of these works have had more than one in-
carnation. The Schumann Andante and Vari-
ations was originally set with additional obbli-
gato parts for French horn and two cellos.
Although the pruned-down version represents
Schumann’s final word on the subject—in-
deed. we have Brahms to thank for publica-
tion of the original score many years after its
composer’s death -1 find it disappointingly cut
and dried. Morcover, the carlier version also
conwins some extra music—for example, a
lovely, thoughtful preface. But since the
American discophile already has two excelient
versions of the augmented text—a fleet. vir-
tuoso one from Ashkenazy. Frager. and
friends (London CS 641 1) and a more earthy,
gemiulich account by the Griinschlag sisters
(Turnabout TV-S 34204)—it is good 10 have
the alternative. Mr. and Mrs. Ogdon play the
music in a detached. slighty analytical way.
but offer sutticient incisiveness and Romantic
coloration. It may be a sober reading. but it is
also forthright. full of the right sort of charac-
ter. and as such highly convincing.
Schumann composed his six Canonic Stud-
ies for pedal piano—that curious hvbrid in-
strument with keyboard and foot-operated
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TCD 300

The stereo cassette

deck for people who
wouldn't own anythin
but a reel-to-reel machine.

The new ideas we’ve engineered
into the Tandberg TCD 300 may
change some of your old ideas
about cassette tape decks.

To begin with, the TCD 300 is the
world's first three-motor, dual-cap-
stan cassette recorder. A hysteresis
synchronous 4-pole capstan drive
motor assures smooth, constant
speed. The two DC EDDY spooling
motors can wind or rewind a 60-
minute cassette in 40 seconds flat!
And Tandberg's exclusive servo
control gives you constant speed,
completely avoiding stress on the
tape in both wind and rewind. No
other cassette deck comes close to
handling tape this fast...or with such
great stability.

The TCD 300 uses a unigue closed
loop tape drive system with two
pinch rollers that automatically com
pensate for slight differences in
cassettes. You get inaudible wow

54 dB without the Dolby* circuits in
operation. An incredible 62 dB with
Dolby*. Frequency response of 30-
16,0C0 Hz (DIN) using CrO, tape
Maximum wow (WRMS) of 0.15%
all adds up to the kind of reliability
and clean, transparent sound you'd
expect from a fine reel-to-reel tape
machine

The specifications for the TCD
300, as with all Tandberg equip-
ment, are guaranteed minimum
performance standards.

As significant as the specs them-
selves is the way we achieved them
For instance, the TCD 300 uses a
minimum of high frequency pre-em-
phasis in recording (only 12 dB at
14 kHz with CrO, tape). This means
a significant increase in dynamic
range at the highest frequencies.
And an audible improvement in sig-
nal/noise as well

In cther words, the TCD 300 does

Another TCD 300 exclusive—Ilarge,
illuminated peak reading dB
meters.

These unique meters show the fully
equalized record signal at all fre-
quencies, and accurately read ihe
peaks to keep you from getting audi-
ble distortion during recording. They
allow maximum utilization of the
tape, for improved signal/noise.

The CrO, tape switch changes re-
cord current bias and both record
and playback equalization. This
gives you full advantage of the spe-
cial properties of CrO, tape. Auto-
matic electronic end stop, one-buiton
record control and built-in micro-
phone preamplifiers add still more
control sophistication

Ask your Tandberg dealer to demon
strate the TCD 300. You'll find it
does things the others can't. Be-
cause it has things the others don't.

£ J

and flutter. And you don't have to | NOt 'Duy" its extended frequency re- »
worry about tape jamming, even with | SPonse and excellent signal-to- \- v
heavily played cassettes. noise ratio with a reduction in dy- ’
namic range—which makes the TCD F
Now for the specs—and what specs | 300 fully capable of recording the Y
they are! A signal-to-noise ratio of true dynamics of a live performance.
3
*Dolby is a Trademark of Dolby Laboratories, inc (

TANDBERG

We’'re our only competitor.

TANDBERG OF AMERICA, INC., LABRIOLA COURT, ARMONK, N.Y. 10504 Available in Canada.
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EPI'S LINEAR SOUND.
NOW YOU CAN

HEAR IT BY CALLING

A TOLL-FREE NUMBER:

800-477-4700.

When you call our toll-free number,
you won’t hear EPI’s Linear Sound.

What you will hear, however, is a
very pleasant voice telling you the name
of the EPI dealer nearest you where you
can hear EPI’s Linear Sound.

And that’s good to hear.

€ ﬁ
*In Illinois, the toll-free number is 800-322-4400.

CIRCLE 19 ON READER-SERVICE CARD

Melnfosh cararoc
nd FM DIRECTORY

Get all the newest and latest information on the new Mcintosh Sql-
id State equipment in the Mclntosh catalog. In addition you yvrll
receive an FM station directory that covers all of North America.

MX 113
FM/FM STEREO - AM TUNER AND PREAMPLIFIER

LM o

Mclntosh Laboratory, Inc.
| East Side Station P.O. Box 96 l

s E “ D | Binghamton, N.Y. 13904

| NAME l
| ADDRESS

TODAY!

STATE ZIP
e S S GRS P P, |
If you are in a hurry for your catalog please send the coupon to Mclntosh.
For non rush service send the Reader Service Card to the magazine.

CIRCLE 32 ON READER-SERVICE CARD
120

manuals designed as a practice vehicle for or-
ganists. The Leipzig School of Music. of which
Mendelssohn was director and Schumann
professor of piano. had one on hand. and
Schumann became fascinated with its poten-
tial. Nowadays these rarely heard works are
played—when they are played at all--in De-
bussy’s excellent reworking for two pianos. So
they are here. Once again. Ogdon and Lucas
give clear. pointed. relevant renditions.

The Liszt work began life as a Grosses Aon
zertsolo in 1849, the year after his retirement
from active concertizing. A year later he ar-
ranged it for piano and orchestra under the
heading Grand Solo de Concert. dropping the
central slow scction. In 1856. the piece sur-
faced once again. with the middle section re-
stored. in the two-piano form recorded here
The work is a sort of precursor to the B minor
Sonata. but far less successtul than that mas-
terpiece. It is barren. pretentious. and overl:
rhetorical—-on the order of the Dante Sonata
but much longer and that much more tedious
The present version is given complete (a previ-
ous Decca mono by Vronsky and Babin was
not): the playing is adequate though lacl\mg in
the requisite pizzazz.

SCHUMANN: Symphony in G minor
(Zwickau, ed. Andreae), Overture
Scherzo, and Finale, Op. 52. Munich Phil-
harmonic Orchestra, Marc Andreae, cond
BASF KBB 21421, $5.98
Comparison—Symphony (first movement)

Inbal/New Philharmonia
Comparisons—0p. 52
Solti/vienna Phil
Karajan/Berlin Phil
Inbal/New Phitharmonia

Phi. 6500298

Lon.CSA 23100r CS 6696
DG 2709 036
Phi. 6500288

Recently Philips completed its cycle of the
Schumann symphonies with Eliahu Inbal and
the New Philharmonia. The third and last disc
in that series (reviewed in August 1973) filled
out the Rhenish with the first recording of the
G minor movement from the incomplete sym-
phony Schumann wrote as a student. The new
dis¢ repeats that novelty and adds two addi-
tional sections that are. in my opinion. of su-
perior musical worth

The opening movement moves in a rather
lumpish manner. the structure frequently
breaking apart in conventional little groups.
the orchestration sounding threadbare and
never ternbly assured. In the subsequent sec-
tions (an Andantino and a quasi-scherzo sec-
tion played without pause. followed by a re-
wrn to the slower material). one encounters
more of the unusual harmonies and expressive
power of the mature Schumann. The BASF
disc, then. is of special value to musical histo-
rians. especially since young Marc Andreae’s
reading of the first movement has a bit more
dash and brio than Inbal’s satisfactory one.

For the general music lover. however, the
disc is a dubious investment. The sixteen-min
ute Overture, Scherzo. and Finale is not very
generous measure for a full LPside (especially
at full price). Nor can the performance com-
pete with the excellent ones by Solti. Inbal,
and Karajan—all used as fillers in those con-
ductors” Schumann symphony cycles. (The
Solti is available cither in the boxed set oron a
single disc with the First: the Karajan is so far
available only in the boxed set: the Inbal s
available only on a single disc. with the
Second.)

To be sure Andreae’s spirited leadership
produces bracing tempos and a general style
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Stanton’s 681 Series is the Calibration Standard
to recording engineers such as Robert Ludwig.

Whatever the requirements for recording and playback, Stanton’s
Series 681 cartridges are the Calibration Standard. And there is a 681
model engineered specifically for each of these critical applications.
That’s why Stanton is truly the Benchmark for the industry.

The Stanton 681A —For Cutting Head Calibration. With Stanton’s
Model 681A, cutting heads can be accurately calibrated with the car-
tridge, for it has been primarily designed as a calibration standard in
recording system checkouts. Frequency response is factory calibrated
to the most rigid tolerances and the flattest
possible response is assured for precise align-
ment of recording channels.

The Stanton 681 EE—for Critical Listening.
Stanton’s Model 681EE is designed for low-disiortion tracking with minimum
stylus force, regardless of the recorded velocity or the distance of the groove from
the disc center. High compliance, low mass and low pressure assure perfect safety
even on irreplaceable records.

All Stanton Calibration Standard cartridges are guaranteed
to meet the specifications with exacting limits. Their warranty
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that individual cartridge.
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of performance most akin to Solti's—my fa-
vorite—but the Munich orchestra, impeccably
though it plays, cannot help sounding seedy
and understaffed alongside the august Vienna,
Berlin, and New Philharmonia ensembles.
The new version reminds me of the deleted
Vanguard by our own semiprofessional Na-
tional Orchestral Association under John
Barnett.

The sound is clean but rather boxed-in—
possibly another manifestation of an overly
small ensemble. H.G.

SCHUMANN, R.: Trios for Violin, Cello, and
Piano (3). ScHuMANN, C.; Trio for Violin,
Cello, and Piano, in G minor, Op. 17. Beaux
Arts Trio. PriLIPS 6700 051, $13.96 (two
discs).

R. SCHUMANN: Trios: No. 1, in D minor, Op. 63; No. 2, in F,
Op. 80; No. 3, in G minor, Op. 110.

The annotations for this set include a detailed
discussion of Robert Schumann’s Fanrasie-
stiicke, Op. 88, for violin. cello, and piano—a

work nor included. I might also add that *The
Complete Piano Trios of Robert and Clara
Schumann” (the title of this album) would
also have 10 include Roberts lovely Fuiry
Tales, Op. 132, for clarinet. viola. and piano
(available in several current versions).

Robert composed his first two piano trios in
1847 und the third four years later. No. |.in D
minor. would have to be considered the mas-
terpiece of the three by virtue of its sheer size
and complexity. The writing there has a tor-
tured. demonic emotional intensity. an an-
guished. febrile dynamism. All three instru-
ments are called upon to supply prodigious
feats of virtuosity and some rather ingenious
coloristic effects (e.g.. the harmonics in the
firstmovement development section). Al-
though none of these compositions rival the
famous Piano Quintet. Op. 4. in populurity,
the D minor Trio has entered the fringe of the
standard chamber-music repertory.

The F major Trio. though conceived on a
more modest scale, must also be regarded as
vintage Schumann. In many ways. that piece is
more likable than its companion: A vernal,

PETER PEARS has done it again! In July
1972 I waxed uncommonly enthusiastic in
these pages over a collection of Wilbye
madrigals sung under his direction (STS
15162). Now London has released a com-
panion disc on its budget Stereo Treasury
label, nineteen splendidly various madri-
gals by Wilbye's contemporary Thomas
Weelkes, again conducted by the famous
tenor.

Weelkes makes a good companion for
Wilbye. His palette is a little brighter (wit-
ness the vivid colors of Tan 1a ra, cries
Mars or My Phyllis bids me pack away). his
chromaticism more violent (the exotic
“sulphureous fire” in Thule, the period of
cosmography is a good example), but his
artistry in his best works is equal to the
greatest of his Elizabethan fellows. For a
glimpse of the familiar Weelkes listen to
the bouncy rhythmic shifts of two ballerri,
On the plains and Hark all ye lovely saints;
then compare a passionate lament like
Cease now delight or thrill to the disso-
nances of the superb O care. thou wili des-
patch me. which enter like so many sharp
knives, 1o get an idea of Weelkes’s extraor-
dinary versatility.

As for the performance, I really cannot
begin to say how fine it is throughout. Like
his great friend Benjamin Britten, Pears is
a musical genius whose linterpretive gifts
and respect for the music itself color every-
thing he does with an astonishing luminos-
ity. The expression of elegance and grace
demands more control and experience
than does the reflection of unbridled pas-
sion, and it is here that Pears is at his
height. The crystalline phrases of Though

Weelkes by Pears—
A Madrigal Classic

by Susan T. Sommer

my carriage be but careless. for example,
are welded into a Fabergé jewel of exquis-
ite taste. Pears’s sense of proportion is out-
standing within the very narrow spectrum
of this refined art. Compare the airy pathos
of Ay me. alas—where the object of the
poel’s sorrow is. it turns oul. a sick mon-
key—with the real emotion portrayed in O
care. thou wilt despatch me. which follows
it directly on the disc.

The singers sing marvelously through-
out. [ was particularly impressed with their
intonation in the rising chromatic lines of
Cease. sorrows. now. but it is Pears’s con-
ducting (he doesn’t sing) that makes this
disc a classic in the madrigal literature.

Alas, both this recording and the Wilbye
were made in 1969. and I have not heard
any hints of more to come. Here is the per-
fect conductor for the works of Marenzio.
a connoisseur’'s genius whose aristocratic
elegance has foiled every attempt to bring
his exquisite madrigals to a wider public.
Please. Mr. Pears. 1ake pity on those of us
who want to hear this music as it should be.
and turn your remarkable talents to the
madrigal again soon.

B WEELKES: Madrigals. Wilbye Con-
sont, ‘Peter Pears, cond. STEReO
TREASURY STS 15165, $2.98.

Thule, the perlod of cosmogranhy; Sweet love, | will
no more abuse thee; Like two proud armies; Cease
now delight; Though my carriage be but careless;
Cease, sorrows, now; My Phyllis bids me pack away,
Strike it up tabor; As Vesta was from Latmos Hill de-
scending; On the plains, fairy tralns; Say, dear, when
will your frowning leave; Ay me, alas, hey ho; O care,
thou wilt despatch me; Hark all ye lovely saints
above. Why are you ladies staying?; Tan ta ra, cries
Mars; Lady, the birds right fairly are singing: Those
sweet delightful lilies; Sing we at pleasure.
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fresh, exuberant first movement—in much the
same forward-plunging style as the opening of
the Rhenish Symphony—is followed by a cam-
eolike second movement (a true romance). a
similarly tender scherzo (prescient of
Brahms's Liebeslieder Waltzes). and a lovely
finale. In the right sort of performance. the
sheer momentum and /nnigkeir of the music
carry the listener irresistibly along.

Of the two G minor Trios. | am tempted 0
quip that one is weak and the other Hieck!
Robert’s final trio contains some pleasant
enough ideas in the first three movements. al-
though even there the inspiration sometimes
runs thin and the thematic material tends 1o
fall into four-square scquential groupings.
True enough. the latter characteristic may be
found in even the best of Schumann. but usu-
ally the sheer originality and vitality of the
style carry one past such minor roadblocks.

Clara Schumann’s trio was composed
around the same time as her husband’s two
carlier cfforts. It is a pleasing work. far better
crafted than some of her other compositions
recently unearthed. Frau Schumann’s creden-
tials were solid enough: Spouse of one of mu-
sic’s immortals. daughter of an esteemed
pedagogue. and considered the greatest distaff
concert pianist of the nineteenth century,
Clara was able to produce a cogent musical
statement. well written for all three instru-
ments and thoroughly organized in manners
of technique and development. To judge
from the evidence at hand. her gift was more
imitative than innovative. Almost needless to
say. her prime stykistic model was her hus-
band: it is really quite remarkable how many
of his idiosyncrasies she absorbed (note. for
instance. the thematic turns of phrase in the
second movement). One can also find a bit of
Mendelssohn and Weber in some pages. In
the end. the lack of intensity and real imagina-
tion make themselves felt, but in truth many
worse compositions have entered the standard
literature.

The Beaux Arts performances are beau-
tifully suave and organized. attractively
phrased and resonantly reproduced. Some
may wish for an carthier. less reserved ap-
proach. and I will have to admit that the wild
intensity and searing humanity of the D minor
were more completely captured in the classic
Casals/Thibaud/Cortot reading (available
until recently on French Pathé). The F major's
first movement is paced with more liveliness
here than in the carlier. now deleted Beaux
Arts recording made with the group's original
violinist Daniel Guilet (World Series PHC
9053). The older recording. though. was
slightly better balanced: The violin sometimes
is a shade reticent on the new disc. and the pi-
ano sometimes just a shade 100 dominant. On
the whole, both versions represent an elevated
level of technique and interpretation. The G
minor Trios are given thoroughly convincing
statements—cultivated. volatile. nuanced. and
straightforward.

There is no other current version of the
Clara Schumann trio; in any event the Beaux
Arts improves substantially on the long-de-
leted Gimpel/Silva/Mannes recording—ade-
quate but not very attractive tonally. The only
competition in Robert’s trios is the Vox set by
the Bel Arte Trio. Their work is musicianly
and well reproduced. but one listens in vain
for the Beaux Arts’ poetry. flexibility. and sen-
sitivity of tone. In my opinion. the Philips set is
more than worth the extra cost. H.G.
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... its ‘fairy godmother’ smokes
cigars & wears a beard.

"-_- you're a regular reader of loud-
speaker technical reviews, you
may have noted this: all of the best
acoustic suspension systems are
about of a size. And their response is
quite similar at the very low end, ex-
tending to about 40 Hz with minor
variations. Some go somewhat lower
but at considerable cost in efficiency,
demanding massive amplifier power if
high level reproduction is to be
attempted.

But what if you could abandon the
security and simplicity of acoustic
suspension design, and wave a
‘magic wand’ that would let you ex-
tend bass response another 1/2-
octave, or alternatively to reduce the
enclosure to 1/3 the size, or increase
the efficiency say 4 or 5 dB? Or
perhaps your fairy godmother would
let you select a portion of each of
these virtues. Good? Great!

That's just what we've done with
Interface:A. Compared to the very fine
acoustic suspension systems,
we have a markedly smaller enclo-
sure, about 2-3 dB greater efficiency
(effectively increasing the useful
power of any given amplifier) and re-
sponse that is down just 3dB at 32 Hz.
Of course there was no magic wand.
In fact there is little that is esoteric or
speculative about our design. And
there's no secret either.

Interface:A is not a sealed acoustic
suspension system. Rather it can be
classed as a vented system. But to
tune our system to 32 Hz we wanted
a vent 10” in diameter and 20" long.
Unfortunately there is no way to fit a
20" tube into a system just 14" x 22"
x 7-3/4" deep. (Which is perhaps why
nobody has built one like this to date!)

EleclhoYores

suggested retail.

Interface: A

So we built a device that acts in every
way like a 20’ tube. We call it a vent
substitute. It looks something like a
12” speaker, but has no voice coil or
magnet. It weighs 400 grams, the
same as the air in the 20’ tube.

With the help of this vent
substitute, and,a modest
6 dB rise from our equal-
izer, we achieved
our design goal
for extended bass
response. But
that's not nearly
enough. It is
equally essential
that total acoustlc power
output at all frequencies be uniform.

The Interface:A design contributes in
three inter-related ways. By using an

8" woofer, rather than the usual 10"
or 12" unit, we achieve better mid-
range dispersion. And we've added a
simple, effective acoustic lens to our
fcrward tweeter to maintain this good
dispersion. The final touch is the
addition of a rzar-facing tweeter that
operates only above 5 kHz to main-
tain uniform power response at the
highest frequencies.

The result is a new system that sur-
passes the best of the past. And offers
other benefits we haven’t even hinted
at. No magic. Just good, solid engi-
neering, and more than a little crea-
tivity. You can read all about it in our
literature. But vou will be most im-
pressed when you hear Interface:A.
Now at selected dealers. You can
leave your magic wand at home.

aGulton

COMPANY

ELECTRO-VOICE, INC., Dept. 1134H, 619 Cecil Street, Buchanan, Michigan 49107



THE STEREO AMPLIFIER: RMS power, 60W/channel with
both channels driven into an 8 ohm load. Two separate
power supplies each with its own power transformer. Power
Bandwidth of from 5-50KHz and a THD of below 0.3% from
20-20KHz. Add to this 2dB step controls, 3 stage differential
pre-amplifier, adjustable input sensitivity/impedance on
phono 2, plus tape monitoring and dubbing for two sets of
tape recorders.

READ THE APRIL '73 STEREO REVIEW FOR
A DEFINITIVE CRITIQUE ON THE RA-1210

WR——

THE ALTERNATIVE

THE EVERYTHING LINE FROM ROTEL
ROTEL of America, Inc., 2642 Central Ave., Yonkers, N.Y. 10710
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Current Dealers

TH E N EW@ COLU M N S ‘gaErseI\ime's Music Co; Las Vegas, Nev.

Audio Arts; Livermore, CA

Audio Vision; Ventura, CA

Audio Vision; Santa Barbara, CA
International Sound: Modesto. CA
Kustom Hi Fi; Burlingame. CA

Calif. Hi Fi; Van Nuys, CA

Calif. Hi Fi; City of Commerce, CA

Mal Sykes. TV & Hi Fi; Sacramento, CA
Mission Electronics: Riverside, CA
Shelley's Audio Inc.; Panorama City, CA
Shelley’'s Audio Inc.; L.A. CA

Shelley’s Audio Inc.; Berkley, CA*
Sound Co: San Diego, CA

Stereo City; Eureka. CA

Woodland Stereo; Woodland Hills, CA
Paulson’s; Tacoma, Washington
Hawthorne Stereo; Portland, OR

Stereo Northwest: Seattle, Washington
MIDWEST

The RTR cofumns are a new concept in trans- Tech Hi Fi; Chicago. Iil.

ducer application which by design exhibit a gﬁfrcsues‘f)ilrﬂw:ss;c mcz../\éxggvaaé;"-m
broad band of preferred loudspeaker charac- Community Electronics: Lafayette, Inc.
teristics. Each elegant walnut enclosure houses j‘:,“’s'gn’?;"g(:‘;; %iﬂx:{i?.l'f»iam:"r'_‘
multiple ultralinear butyl edge suspension AR e E L Py
. . . . leCtroni ., Bu .
woofers; one of which is planar resistive loaded. Stereoland: Fargo. N Bakota
This technique, is accomptished by floor loading A et Hnee, Oaig 2ssilon. Qnio
a woofer through a predetermined planar slot, hﬂ;'a Sales: Oolumb;iss. Ohio Brookoark. On
which yields maximum acoustic low frequency Py Erectromes: Aberdoen, 56 Dakota. °
coupling, increased damping, and a smooth SOUTH
roltoff above 100 Hz. This powerful low fre- )’\V”?(;Ig‘gsm";‘;‘3"°3G;‘j:ng”f:;‘:s'-"
quency concept is the cornerstone of the new ﬁugio (S:ystem? oboﬁllq?;doagas.‘ Tex$s
udio Concepts, Unlimited; Denton. Texas
RTR column speaker system. Sounds Unllmited: Corpus Chrisl, Texas
. . . I f Al 3 t Worth,

Write for complete information and specifica- e e e o Ch
tions for: EAST

MODELS 180D and 280 DR* (COLUMNS) Lawrence Sound Depot: Flemington. N.J

Paul Heath; Rochester, N.Y
MODEL ESR 6 and HPR 12 ge &IEIeActaq:cls:r:.VN,vN.v
U wudio; ishp, .

*PATENT APPLIED FOR Stereo Emporium, Buftaio, N.Y

Utica Audio; Utica. N.Y
Potomac Systems: McClean, Virg.

DEALER INQUIRIES INVITED

RTR INDUSTRIES, INC.

8116 DEERING AVE., CANOGA PARK, CA 91304 (213) 883-0116
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ScHiTz: St. Matthew Passion; St. John
Passion; St. Luke Passion. For a feature
review of recordings of these works, see
page 85.

TcHaikovsky: Symphony No. 3, in D, Op.
29 (Polish). New York Philharmonic. Leon-
ard Bernstein, cond. (Richaru Killough,
prod.) CoLumsia: M 31727, $5.98. Tape: &®
MT 31727, $6.98

Tchaikovsky's Third Svmphony occupies a
curious place in the composer’s casger. and its
psychological implications may well exceed its
musical importance—though  Bernstein's
strong reading here makes a persuasive case
for it

Nicholas Rubinstein’s rejection of the First
Piano Concerto had a devastating effect on
Tchaikovsky. for he had there sought a per-
sonal expression quite novel in his youthful
music. As a result. he suffered extreme de-
pression and was ordered to take a complete
rest from composing. When he resumed work.
he did so with a symphony that quite ob-
viously represented a return to traditional
models. especially that of Schumann. despite
the inclusion of Polish and German quasi-folk
themes. Though Tchaikovsky's orchestral
mastery is much in evidence. a great deal of
the material is rather banal and its develop-
ment rather stiff. Two vears later. thanks to the
support of Madame von Meck. he was to find
his true symphonic métier in the Fourth Sym-
phony.

The present performance. which completes
Bernstein’s recorded traversal of the
Tchaikovsky symphonies. is a very good one.
Bernstein quite rightly does not seek signifi-
cance where it does not exist. and he applies
his energy and forthright sentiment as needed.
He is at his best where Tchaikovsky is at his
best—in the two scherzos. With the two outer
movements. as Tchaikovsky grappled rather
clumsily with traditional forms, Bernstein can
do little more than supply energy and con-
scientious orchestral performance. The music
has a strong forward impulse and the orches-
tra plays with vigor. brilliance. and soloistic
virtuosity. if not with great subtlety. Unless
vou already own an integral set of the sym-
phonies. this record is an excellent way of
completing a mixed collection by various con-
ductors. P.H.

VARESE: Arcana; intégrales; lonisation. Los
Angeles Percussion Ensemble (in Jonisation);
Los Angeles Philharmonic Orchestra, Zubin
Mehta, cond. LonDoN CS 6752, $5.98.

Comparisons—Arcana:

Cratt/Columbia Sym. Col.MG 31078 or MS 6362
Martinon/Chicago Sym. RCALSC 2914
Comparisons—intégrales:

Cratt/Ensemble Col. MG 31078 or MS 6146
Weisberg/Contemporary Ch. Ens. None. H 71269
Comparison—ionisation:

Craft/Ensembie Col. MG 31078 0r MS 6146

The recent proliferation of recorded perform-
ances of Varese's music is most heartening.
But although this new all-Varése disc is cer-
tainly welcome, it fails to offer any significant
competition to the best of what is already
available.

We now have three versions on disc of the
large orchestral work Arcana. but the old Chi-
cago Symphony/Jean Martinon is still by far
the best. Mehta takes the piece at a too relaxed
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These are keepers.

Here are the best reel tapes made by 3M, the 206" and ‘““207"* tapes: a 6 db improvement n
the “Scotch” people. signal-to-noise over standard oxide tapes.

With LOW NOISE /DYNARANGE, we became the Immediately they became the new standard of the
overwhelming choice of professional recording industry. The -eason is simple. Thev’re faithful.
studios. It was a top notch tape, having a 3 db You use these tapes when you want to keep
improvement in signal-to-noise over standard what you record.
oxide tapes. So we put the tapes, all set with leaders and

Then we gave them an even better tape. trailers, into a black storage box with a smoked

We came up with HIGH OUTPUT/LOW NOISE, lid. It looks beautiful while it waits.

You can’t buy better tapes than“Scotch’

3
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The APL-9 Reflecting Speaker
System combines contemporary
styling with the latest in sound
technology. It is available with
either an inlaid synthetic slate
top or an oiled walnut top. In
appearance, size, and versatility
of room placement, the APL-9
will enhance any decor.

The APL-9, pentagonal in
cross section, utilizes 9 identical,
acoustically coupled full range
5% " high compliance drivers.

The efficiency of the APL-9
permits effective use with
amplifiers and receivers capable
of delivering only 20 watts r.m.s.
per channel while having a
maximum power handling
capacity of 110 watts r.m,s. each.

All APL speakers carry a
lifetime guarantee to the
original owner.

Applied Physics Laboratory, Inc.
P. O. Box 5301
Knoxville, Tennessee 37918
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tempo. thereby losing much of the necessary
forward momentum; and even at this slower
pace his orchestra cannot match the Chicago
for precision and decisiveness. One could cite
examples on virtually every page of the score:
All of the higher siring parts (of which there
are many) sound strained and pinched in the
Los Angeles version. and the frequent kalei-
doscopic passages made up of multiple layers
of sound are heavy and indistinct. Nor is
Mehta as successtul as Martinon in holding to-
gether the piece as a totality—a particularly
difficult problem with this work. which can
easily take on a sprawling. episodic character
if itis not conceived on a large scale. The Craft
version, which races through the score with
rare abandon. holds together better than the
Mehta. but is even rougher in ensemble play-
ing.

Mehta’s /niégrales also has weaknesses re-
lating 10 the larger shape of the piece. Here the
problem is not so much a matter of the
tempo—which is rather brisk on the whole--as
of pacing. The short musical units that are re-
peated with slight variations throughout most
of this work are treated t0o much as individual
entities. and are so overarticulated that they
fail to combine into the more extended formal
segments that define the larger rhythm of the
piece. As a result, one becomes overly con-
scious of the repetitions per se. and the whole
thing takes on a decidedly sluggish quality.
Compare the excellent reading by Arthur
Weisberg on his Nonesuch disc (well charac-
terized by David Hamilton in his April 1973
review as “the most essential Varése record in
the catalogue™): Although the over-all timing
is approximately the same. subjectively the
piece appears 10 be much shorter in his ver-
sion. as the forward momentum is never inter-
rupted. Craft's version. though again quite
lively, cannot match either of these in preci-
sion.

lonisation still awaits a really adequate
recording (unfortunately it is not included on
the Weisberg disc). The Mehta and Craft ver-
sions are a lossup. Both are 100 fast 10 allow all
details to be heard with sufficient clarity (the
tempos are well above Varése's indications).
and in both there are occasional lapses in the
ensemble. Nevertheless. of the three Mehta
performances this is the most satisfactory.

R.P.M.

[ 1 VAUGHAN WiLL1aMS: Pastoral Music.
”~]  London Philharmonic Orchestra, New

Phiiharmonia Orchestra, and London
Symphony Orchestra, Sir Adrian
Boult, cond. ANGEL S 36902, $5.98
(from various ANGEL originals)

Serenade to Music (with sixteen soloists; LPO); The Lark
Ascending (with Hugh Bean, violin; NPO). Fantasia on
Greensleeves (LSO); In the Fen Country (NPO), Nortfolk
Rhapsody No. 1, in E minor (NPO).

Four of the five pieces on this anthology disc
were originally fillers in Boult's Vaughan Wil-
liams symphony cycle: the Serenade 10 Music
with No. S (S 36698). The Lark Ascending
with No. 6 (S 36469): In the Fen Country with
No. 3 (S 36532); and the Norfolk Rhapsod
No. | with No. 4 (S 36557). The Faniusia on
Greensieeves appeared originally on S 36799
along with VW's English Folk Song Suite and
Elgar's Enigma Variations. For those who
don’t want the original couplings (all of which
remain in print). it's handy to have these on
one disc. For me the principal interest is the
wo great pieces—the Serenade 10 Music and
The Lark Ascending.

The Serenade 1o Music. composed for Sir
Henry Wood’s golden-jubilee concert in 1938
and scored for a quadruple quartet of singers
with whom Sir Henry had long been associ-
aled. is one of those extremely rare things. an
occasional piece that outlasts its occasion. It
employs the lovely nocturnal eulogy of music
in Act V of The Merchant of Venice and far
outdoes it in its beauty: if. in fact. this is not
the most sheerly beautiful piece of music that
has ever occurred to the mind of man. itcomes
close 10 it. along with most everything else that
Vaughan Williams created. This is the only
performance of it in its original version for six-
teen singers now available on American discs.

The Lark Ascending is the most literally de-
scriptive of Vaughan Williams® tone poems.
The lark ascends and trills around in the sky
and flies off. It ought 1o be a silly piece but it
isn't, and this recording is as good as any.

I suppose a collection like this would be in-
complete without Greensleeves. | could. how-
ever. have done without the early and rather
dull Fen Couniry and Norfolk Rhapsody. A.F.

B WEeBeR: Grand Concerto for Piano
and Orchestra, No. 2, in E flat, Op.
32; Concertino for Horn and Orches-

tra, in E minor, Op. 45; Andante and
Hungarian Rondo, for Viola and Or-
chestra, in C minor, Op. 35; Ro-
manza siciliana, for Flute and Small

New FM Wireless Microphone works
at home...at the beach...anywhere '

Gives endless hours of pleasure in creative ﬁ
fun and games, drama, song, instruction, etc.

- Cordless, no cables to plug-in, no wires to hook-up — uses
standard 9 volt battery « Faithfully transmits voice and music
through your FM tuner or radio. inctuding portables - Drift-free i
frequency slability « Lavatier included - Lightweight, reliable,
compact - Complete operatinginstructions » Fullywarranteed |

« FCC approved
Send just $29.95 check or M.0. No COD's

We pay shipping and handling. NY State res. add 7% s.1.

Roycdlon Enterprises Limited Dept. A
L 1 Huntington Quadrangle, Huntington Station, N.¥. 11746

A great gift ‘

Free
carfrying case
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The Unique Glenn Gould.

 Glenn Goeld | Beethoven
Plglpmv Sonaras.,

M 32349

M 32348
M 32351* ’

Glenn Gould. Outrageous, un-
predictable, and a musical phe-
nomenon unto himself. With five
precedent-shatter ng new releases
that cover 300 years of music:
Bach, Beethoven, Mozart, Wagner
and Hindemith.

Wagner? Meistersinger on 88
keys? Yes indeed. It's a pianistic tour
de force. Gould wrote his own tran-
scriptions. No one else could have.

*Also available on tape ® cowven fBWaRcAS REG. PRINTED v
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Vol. 1 of the Bach French Suites:

a major addition to Gould’s survey
of Bach’s keyboard repertoire.

Gould’s Beethoven is always
original, to say the least. Listen as
he dusts the cobwebs off these ex-
citing showpieces of Opus 31
Piano Sonatas.

Vol. 4 of the continuing series of
Mozart piano sonatas including an
extraordinary perfcrmance of the

S w,\" €1 Suites

/ M 32347<

M 32350

AMajor (“‘Rordo alla Turca'’)
Sonata at which we can marvel at a
dazzling display of recreative art.
The Hindemith record is a new
and important addition to the
catalog. Here Gould has his first go
al the composer described as ‘‘the
twentieth-century Bach.”

Glenn Gould.
On Columbia Records
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Orchestra, in G minor. Akiko Sagara,
piano; Francis Orval, horn; Ulrich
Koch, viola; Peter Thalheimer, flute;
Hamburg Symphony Orchestra, Gun
ter Neidlinger, cond. TURNABOUT TV-S
34488, $2.98

It was only recently that Carl Maria von Frei-
schiitz began 1o be known by his rightful name
of Weber. The opera composer completel:
overshadowed the prolific instrumental com-
poser: a generation ago only the Konzertstiick
for piano and orchestra and the Invitation 1o
the Dance were heard. The recent release of
his complete solo-piano music (reviewed in
August 1972) opened a door. and now we are
presented with another attractive and inter-
esting bouquet of nonoperatic compositions
by the amiably fake nobleman.

These pieces are “nonoperatic™ only in that
they are instrumental. for they are full of oper-
atic accents. 1t 1s amazing to listen to this con-
certo. composed in 1808, ata time when all but
the last of Beethoven's concertos had already
been published. for there 1s not even a fleeting
reference made to them. But then this engag-
ing composer was indebted to no one: he
jumped rnight over his classical colleagues into
that Romantic world that in considerable
measure he helped to create

Weber pays no attention to precedents or
accepted procedures. going along his own
rhapsodic ways: the only “influence™ one can
detect. notably in the last movement of the pi-
ano concerto. is the hind of bravura writing
the French violin concerto made popular.

along with some slight Rossinian touches here
and there. The first wtti is pure opera music
and what follows shows a generous disregard
of the customary sonata structure. but the
fluency of the pianistic writing keeps things
nicely together. The new position of the ca-
denza. leading back to the second theme with
which the reprise begins. found many imita-
tors among the Romantic concerto composers.
The finale. full of verve and velocity. 1s almost
Chopinesque at imes. and it is here that Ros-
sini also lends a bit of color 10 the thematic
material. The sleeper is the slow movement. a
dreamy. poetic. Romantic piece. really heart-
felt music

The performance does full justce to this
worthwhile addition to the repertory. Akiko
Sagara does not attempt 1o read anything into
this music. plays it with gusto. taste. excellent
technical fluency. and just the nght Romantc
touch. The Hamburg Symphony under Giin-
ter Neidhnger does a good job—only the solo
clarinet is somewhat under par.

The other two compositions on this disc |
expected to be some of those lollipops so pop-
ular in the carlier part of the nineteenth cen-
tury—Schumann reviewed hundreds of
them—but | was pleasantly surprised. for if
they are pieces d” occasion, they are good ones.
The horn concertino simply floors one—not
even Strauss would have dared to demand so
much from a player using the modern horn
with valves. Beethoven. if he knew this piece.
must have been more annoyed than when he
envied the ingenuity with which Weber used
the quartet of horns in Freischiuz. The.degree

of virtuosity expected from the horn would
make the nimblest tlute player wary. yet
Francis Orval plays the hair-raising passages
faultlessly and with a smooth and beautiful
tone: this is a prodigious performance. Weber
demands. among other things. some prac-
tically impossible low tones. It is fascinating 10
watch Orval’s perilous descent into the nether
regions: the overtones. both the good and the
bad ones. are clearly perceived.

The Andante and Rondo 1s again a surpris-
ingly good piece. the first part being a set of
imaginative variations using a bold harmonic
scheme. while the Rondo is flighty but
amusingly piquant-popular. The solo violist.
Ulrich Koch. is first-class. Finally. the hule
Romanza presents an intnguing aural picture
as Weber experiments with deep sonorities
and obtains some remarkable orchestral col-
ors. Peter Thalheimer has to be careful with
the low register of his flute. but he emerges
with honor. PH.L

=] WENL: Kleine Dreigroschenmusik

5] (suite from The Threepenny Opera).
MiLHAUD: La Creéation du monde,
Op. 81. Contemporary Chamber En-
semble, Arthur Weisberg, cond
NONESUCH H 71281, $2.98

Comparison—Weill:
Lelnsdort/Boston Sym
Comparison—Milhaud
Milhaud/orch

RCALSC 3121
None H 71122
An immediate plus for this new Noncsuch re-

lease is the imaginative coupling, which em
phasizes the universality of one of this cen-

Sony’s Ferrite and Ferrite recording heads let
you record all of the baritone flute. All of the
tenor sax. That’s because this unique Sony
development controls the width of the gap
over which your tape passes during recording
to the exact tolerance necessary for truly fine
sound reproduction. When you record with
Sony quality engineered Ferrite and Ferrite
heads, your playbacks have all the high and
low frequencies of the original sound.

What’s more Sony’s Ferrite and Ferrite
heads are cleaner, stronger and more durable
than ordinary heads. The edges of Sony’s
Ferrite and Ferrite heads are virtually chip
resistant. No pits and cracks to distort the
sound and collect dust. And Sony’s Ferrite and
Ferrite heads reduce eddy-current losses to
the very minimum.

Experience the performance break-
through of Sony’s Ferrite and Ferrite head
tape recorders. In reel-to-reel choose either the

Dont lose your
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tury’'s most important musical phenomena.
namely the popularization of sa-called classi-
cal music. Like certain technigues that were
being evolved at the turn of the century. the
musical styles of the cabarets and music halls
and of early jazz served as a common point of
departure for a number of composers. two of
the most successtul of whom were the Berlin-
based Weill and the Paris-based Milhaud. By
combining these styles with heir personal
idioms, they were able to rejuvenate and 10 a
certain extent revolutionize “serious™ music.
(Both Weill and Milhaud. for example. re-
volted strongly against the Wagnerian tradi-
tion.) And yet. for all of the simularity in their
idioms. the diflerences between Milhaud's
1923 ballet and Weill’s suite from his 1928
Threepenn) Operu are more striking than the
parallels.

In spite of its popular elements. Milhaud's
La Création du monde remains a strong prod-
uct of the extremely arty milieu in which it was
written and for which it was by and large in-
tended. And if the blues harmonies and jazz
rhythms of the ballet were quite contempo-
rary. the ballet's African-folklore subject. like
the stylized pretexts of most dramatic works
being written by French compasers and unlike
the Threepenny Operu story. represented a
kind of mythical and sometimes escapist ex-
otica. It 1s this aesthetic that hiters into Mil-
haud's use of the jazz material. which—al-
though handled with extreme skill--seems as if
it is being put on display. both for its novelty
and for its shock value, rather than being a
natural part of the music.

By contrast. the Threepenn Opera music
flows naturally from the more “straight.”
sparse. and highly original style of the over-
ture 1o the more overtly popular idiom of the

Ballad of Mack the Knife and the Ballad of

the Easy Life. And while both Milhaud and
Weill use wrong-note harmonies to throw cer-
win of the pop elements ofi-center (in the
Weill suite this is especially apparent in the
Ballad of the Easy Life). Weill depends much
more strongly on using pop themes and
rhythms in new ways. incorporating them as
the basis for a style. rather than juxtaposing
them over adistinctive personal idiom. as Mil-
haud often does. And where Milhaud tends to
stress the solo instruments of his dance-band-
type orchestra. Weill stresses the sound of the
ensemble.

Thus Weill sounds alternately like a refresh-
ingly and ingeniously simple classical com
poser. as in the somewhat Bachish overture.
the poignant and nostalgic Polly's Song. or the
tricky opening of the infectious Canon Song.
or an ultrasophisticated pop comiposer. And if
you think Weill's 1alents were .imited 10 the
Threepenny Opera kind of setting, listen some-
time to his strange. terse. and utterly brilliant
Concerto for Violin and Winds. written in
1924, (There was an excellent Westminster
recording of this concerto by Robert Gerle.
with Hermann Scherchen conducting: it de-
serves high priority for Westminster Gold re-
surrection.

The Contemporary Chamber Ensemble
rises 1o much greater heights in the Weill suite
than in the Milhaud ballet. The group imparts

Just the right amount of subtle vulgarity—if
such a thing is possible--t0 the music and con-
sistently captures Weill's alternately spirited.
sardonic. and nostalgic moods. But the Leins-
dorf’ interpretation. the only other one cur-
renty available. offers strong competition. not
only because of Leinsdorf’s all-stops-pulled
approach and because of certain beautiful
touches (such as the out-of-tune piano in the
Ballad of the Easy Life). but also because the
sound on the RCA release—while nowhere
near as bright and realistic as Nonesuch's—is
far better balanced. Thus you can hear the di-
verse components of the combo. including the
banjo. much better on the Leinsdorf version
The same sonic defect mars the Milhaud.
and the apparently uninvolved and lethargic
inerpretation just makes matters worse. Fur-
thermore. 1 do not like the tone of several of
the Contemporary Chamber Ensemble’s solo
winds. and while this shortcoming does not
hurt the Weill suite especially. it takes a strong
oll in La Création. For the latter. the com-
paser’s own version (also on Nonesuch) is to
be greatly preferred. The Contemporary
Chamber Ensemble’s Weill. on the other
hand. is probably more authentic than the
more polished and urbane Leinsdorf rendi-
tion and definitely represents a valuable al-
ternative. RSB

WoLrr: Summer. For a feature review of a
recording of this work, see page 89
Woure: Quartet for Strings. For a feature
review of a recording of this work, see page
89

©1973 Superscope, Inc., 8144 Vineland Ave., Sun Valley, Calif. 91352. Prices and mod=ls subject to change without notice. Send for free catalog.
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TC-280 at $199 95 or the TC-377 at $299.95.
If a stereo cassette deck is what you’re looking
for, there’s the TC-134SD at $239.95 or the
TC-161SD at just $299.95. Get the clear crisp
sound of Scny with Ferrite and Ferrite in the
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They’re just part of a full line of superior Sony
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ZIMMERMANN: Concerto for Violin and Or-
chestra—See Henze: Concerto.

recitals
and miscellany

A GiIFtr oF Music FOR CLARINET. Richard
Stoltzman, clarinet; Peter Serkin and Bill
Douglas, pianos. OrioN ORS 73125, $5.98.
ScHuBERT: Sonata in G minor, D. 821 (Arpeggione) (with
Serkin). BERG: Four Pieces, Op. 5 (with Serkin). DouGLAs:
Improvisations III; Vajra (with Douglas). FRANK BENNETT:
Song for Clarinet, Two Pianos, Double Bass, and Tam-
boura (with Serkin and Douglas; David Koehler, double
bass; Gordon Swift, tamboura).

The Schubert sonata was written for the ar-

WHY HASN'T ANYBODY ever done this
before?

Every music library in America is
crammed with old-time piano music.
usually bound up into miscellaneous
volumes with some forgotten person’s
initials stamped in gold on the cover.
but nobody ever takes those volumes
down and tries to find out what's in
them—not until Neely Bruce came
along to show us what truly marvelous
material they contain.

Neely Bruce is a professor at the
University of lllinois and a superb pi-
anist. His anthology contains forty-
three pieces by forty-one different
composers. and that’s an uncomfort-
able number about which to particu-
lanize. Bruce himself provides some ex-
cellent generalizations in his notes

“Besides asserting the value of being
a humorous curiosity. this music as-
serts. often aggressively. many other
values rarely asserted in the concert
hall today: extravagance. sentimental-
ity. opulent sonorities indulged in for
no reason at all other than their sound.
evangelical fervor. boredom (patiently
suffering through it all). crude pictorial
realism. unabashed commercialism.
grandiloquence. repetitive and mind-
less motion. social commentary (often
topical and lost forever). banal tunes
glorified. the desire for entertainment
rather than enlightenment. the willing-
ness 10 accept the next event. whatever
itis.”

That's a big order. but it is amplv
filled in these six sides.

The set begins with Louis Moreau
Gotischalk's The Banjo. which stands
in the same relationship to American
piano music as the Appassionata So-
nata to the piano music of Europe: it is
beautifully performed. Nothing ¢lse in
the set is as well known. although here
one may actually experience some of
the music of the legendary Anthony
Philip Heinrich. “the log-house com-
poser of Kentucky.” whose name is in
all the books.

Bruce devotes one side to each of
two published anthologies. The Home
Circle. published in Boston in 1856.
and the Folio of Music No. 2. which
came out in Philadelphia in 1888: the

by Alfred Frankenstein

Pianistic Golden Oldies

rest of his material is drawn from a va-
riety of sources.

There are many sets of variations. es-
pecially on tunes like Home. Sweer
Home and Nearer. My God. 10 Thee.
There are lots of polkas and marches
and waltzes: there are quite a few mu-
sic-box pieces; there is the inevitable
battle piece: there are many folksong
transcriptions: there are thunder-
punching vituoso display things in the
manner of Liszt and soulful things a la
Chopin: there is much emphasis on the
belting-out of a tune in a glitter of
many fast. repeated notes (a style
known in the trade as whorehouse pi-
ano); and there are works with mar-
velous titles like The Last Walizes of a
Maniac and The Giraffe Waliz. This
last. by one Zaleucus. is one of the
loveliest. most innocent little whimsical
things you can imagine. and its title has
nothing to do with the music. Here and
elsewhere Bruce suggests that the nam-
ing of rock groups in terms like the
Grateful Dead is part of an old Ameri.
can tradition.

Rather strangely. there are no fan-
tasies on [tahian opera in Bruce's set. al-
though the books in the libraries are
full of them. He does present. however,
adelightful Papageno Polka employing
all the tunes sung by that Mozartean
character as well as his famous upward
swipe of sound on his panpipes.

The pieces range in length from 32
scconds to |1 minutes and 29 seconds.
In general. the shorter ones are the
best. They are mostly simpler than the
long pieces: they are tuneful and
sweet: they make no attempt 1o over-
whelm you. and so they stay alive and
avoid banality. Angels of Dawn Re-
verie. by one Pierre Latour. is a real
heartbreaker. Bruce tells us that it was
published in four versions: In addi-
tion to appearing as a reverie, it came
out as aserenade, a waltz, and a march.

Warning: Don’t listen to more than
one side at a sitting,

PIANO MUSIC IN AMERICA, VOL.
I: 19th Century Popular Con-
cert and Parlor Music. Neely
Bruce, piano. Vox SVBX 5306,
$9.95 (three discs).

@

130

peggione. a hybrid instrument with both
strings and frets. The work was long lost; by
the time it was retrieved from limbo. the in-
strument had passed into presumably well-de-
served oblivion, The piece is usually per-
formed on the cello and has firmly entered
that instrument’s standard literature. I have
also heard it played to excellent advantage on
the viola. and certain Russianisms in the last
movement have made me long to hear it-—just
once—on the balalaika!

[ must state at the outset—and in the most
unequivocal of terms—that this clarinet-and-
piuno performance is the most eloquent ren-
dering of the work | have ever heard. Stoltz-
man—who studied with Marcellus in Cleve-
land and Keith Wilson at Yale—is a magnif-
icent instrumentalist and a musician of rare
perception. He plays with stunning breath
control. a wide variety of colors. an incredible
dynamic range. and with vital. creative
phraseology. His sound. though often of rav-
ishing silkiness. retains a certain penetrating
woodiness that I find distinctive and attractive.
He shapes his material with a supple rubato
and on certain high notes uses an expressive
vibrato reminiscent of the great English clari-
netist Reginald Kell. But unlike Kell. he never
overdoes these little tricks.

Stolizman and Peter Serkin adopt rather
broad tempos for the Arpeggione Sonata.
make the most of every harmonic felicity. and
employ a far wider range of dynamics than
one usually hears in that work. As a result the
music. which so terribly ofien sounds merely
pretty and saccharine. leaps to startling life. It
may be only an ephemeral impression. but un-
der Stoltzman and Serkin’s auspices. the work
sounds for once like first-rate Schubert-—a
counterpart in every way to some of the com-
poser’s greatest piano sonatas. Readers with
absolute pitch. however. are warned that the
sonala is transposed a whole tone downward,
from A nunor 0 G minor—presumably for
clarinetistic reasons.

Stoltzman and Serkin do similarly out-
standing work on behall of Alban Berg's 1913
neo-Romantic pieces. There is an excellent
Oiscau-Lyre recording by Gervase de Peyer
and Lamar Crowson (SOL 282). but | prefer
the wider intensity and untrammeled emo-
tionalism of Stoltzman and Serkin. If ever
there was 4 performance of a “modern™ piece
calculated to win over even a nonbeliever. this
is it! There is poetry aplenty here. and struc-
ture as well.

The new works on the disc are very worth-
while 100. The Douglas pieces range in style
from a sprawling. crawling kind of writing
found in Charles Ives's Concord Sonata 1o a
kind of glaring brilliance encountered in the
work of Archie Shepp, Pharaoh Sanders. and
some of the other Coltrane disciples. Frank
Bennett's Song. on the other hand. makes use
of blues and Indian elements but combines
them with basically Western harmonies. ltwill
take many hearings to place them adequately,
but the initial impression in each case is en-
tirely convincing and favorable,

The excellent balance between clarinet and
piano (the latter is an equal pariner. never a
mere “accompantst™) deserves special com-
ment. This is a very special record. H.G.

GRAND GALA. Anna Mofto, soprano; Christa
Ludwig, mezzo; James King, tenor; Thomas
Stewart, baritone; Karl Ridderbusch, bass.
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If it doesn’t say Hitachi on the receiver,
it won't say three years on the warranty.

The last thing you look at in a stereo receiver should be one of the first.

If you're like most people, you never glance at your
receiver’s warranty until you get the set home.

Which could be unfortunate, since a major repair
could be a major expense. (Funny how people always
ask about price, but not about repairs.)

But you don't have to worry when you buy a
Hitachi receiver. Because Hitachi gives you one of the
longest warranties in the industry: three years, parts
and labor, with a five year guarantee on the transistors.

Frankly we can give such a warranty because we
don't expect you to use it. That's because almost every-
thing that goes into a Hitachi is made by Hitachi—to
our standards, not to some sub-contractorss.

This holds true even for our most modestly priced
receivers. Like the Hitachi SR-5200 shown above.

It gives you 20 watts of power per channel (RMS
at 8 ohms), along with such features as dual meters for
more accurate FM tuning, and four-channel speaker
matrix connections

Incorporated into it are Hitachi-developed LTP
(Low Temperature Passivation) transistors which
reduce amplifier noise to practically nil.

Not shown is the lower-priced Hitachi SR-3200,
identical in every way to the SR-5200 except it gives
you one tuning meter and 13 watts of power per
channel—so the sound won't overwhelm you in a
small room.

Like all Hitachi components, the SR-5200 and
SR-3200 produce rich, clear, true sound.

Hear the complete line of Hitachi Maxi-Fiacompo—
nents, priced to $600, at your Hitachi stereo dealer’s
Or for more information, write Dept. HF-7,
Hitachi Corp. of America, 48-50 34th Street,
Long Island City, N.Y.11101.

Quality always comes first at
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BEFORE YOU BUY
THAT RECORD . . .

WAIT A MINUTE!
IS IT REALLY A BARGAIN?
IS IT THE PERFORMANCE YOU REALLY WANT?

Check the other performances and recordings in the latest
Schwann Record & Tape Guide.

If it saves you disappointment over one poor purchase, it's well
worth the time to look in Schwann first.

Schwann-1 Monthly. Special new listing section has
latest releases: records, 8-track cartridge and cassette
tapes. Nearly 45,000 total listings on 773 labels

in classical, recent popular, rock, jazz, musical
shows, country, opera, ballet, electronic,

quadrasonic, etc.

Schwann-2 Semi-annual catalog for specialized
categories: pop more than two years old, classic jazz,
olderand re-released mono and reprocessed stereo classical
recordings, classical on lesser-known labels, international
pop & folk on domestic labels, spoken, educational,
religious, etc.

(NN (N S (N N N N N N N N (U N A N
SPECIAL PRICE SAMPLE OFFER

If your favorite store doesn't carry Schwann, order samples by mail.
Prices include postage and handling.

] Schwann Sampler one Schwann-1 {monthly) and
one Schwann-2 {semi-annual)
[] Latest Schwann-1 {monthly) .
Latest Schwann-2 {semi-annual)
Newly revised Basic Record Library booklet.

Lists 1,000 suggestions in classical music
by musical periods for your enjoyment. Send 25¢
tor cost of handling, also 8¢ stamped self-addressed long envelope

... 82.25
.$1.25
...$1.25

| enclose $ ...for the items checked above.
Name
Address
City

Dealer’'s Name & Address

Schwann Record &Tape Guide

137 Newbury Street, Boston, Mass. 02116

State __

Bavarian Radio Orchestra, Kurt Eichhorn
cond. EURODISC 86 324 KR, $6.98.

WaGNER: Die Walkure: Wotan's Farewell (Stewart). VERD:
Don Carlo: Ella giammai m'amd (Ridderbusch). Puccini:
Madama Buttertly: Vieni la sera (MoHo, King). SAINT-
Sakns: Samson et Dalila: Printemps qui commence (Lud-
wig), Un Dieu plus puissant Mon coeur s'ouvre & ta
voix (Ludwig, King).

This grab bag is onc of the few agreeable
products of the 1972 Munich Olympics. The
excerpts recorded here were included in a con-
cert given as part of the festivities. The interest
lies in some matchups of singers and reper-
tory. notably Karl Ridderbusch as King Philip
and Christa Ludwig as Dalila.

Ridderbusch as yet brings no great insight
to the great monologue. and his halian is
problematic. But his large. sonorous bass en-
compasses the music easily. and he sings sens-
tively. If he chooses to move in that direction.
Ridderbusch could be our leading “ltalian™
bass

The Sumson excerpts are a sneak preview of
Eurodisc’s announced complete recording
with Ludwig and King. Ludwig makes a
predictably strong Dalila—seductive without
compromising the musical line. Her French
enunciation. though. is usually more distinct
than it i1s here. King negotiates the scene,
which is certainly an accomplishment. But the
voice—basically an auractive one—sounds
strained 1o the limit. One wonders what the
more heroic parts of the role will sound like. A
pity the Samson couldn’t have been James
McCracken. the best I've heard in the part

Since Stewart has already recorded Wotan's
Farewell (on Karajun's complete Wulkiire).
it's a shame Ridderbusch couldn’t have done
that as well-another direction in which he
could go (he has already sung Sachs. and Wo-
tan would secem to be within his range).
Though Stewart has sung Wotan a great deal
since the Karajan recording (when he was new
10 the role). the greatest difference is Karajan's
considerably slower pacing. In both cases the
music is handsomely sung (prophecies not-
withstanding the voice has held up remark-
ably well. probably because Stewart has had
the sense to limit his Wagnerian activities). al-
beit still without any of the tragic intensity of
the classic Schorr recording. I am more both-
ered through by Stewart's lack of dynamic va-
riety: Nearly everything is sung at a healthy
forte. So. having ignored the pp marking for
“Dem gliicklicher'n Manne glinze sein Stern.”
he has nowhere to go for the crescendo on the
following line. **Dem unseligen Ew gen.”

The less said about the Moffo/King Bur
rerflv scene the better.

The orchestra is first-rate. The Walkiire fi-
nale challenges the players to the fullest: Eich-
horn draws from them good individual arti-
culation and a full. rich ensemble sound. The
notes are confined to performer biographies:
there are no texts. .

HeERBERT vON KaRAJAN: “Adagio.” Berlin
Philharmonic Orchestra, Herbert von Kara-
jan, cond. DeutsCHE GRAMMOPHON 2530
247, $6.98.

ALBINONI: Adagio in G minor (arr. Glazotto; with Wolfgang
Meyer, organ). PACHELBEL: Canon and Gigue, In D (arr
Seiffert; with Woltgang Meyer, harpsichord). BOCCHERINI:
Quintettino: La Musica notturna di Madrid. RESPIGH:: An-
tiche danze ed arie per liuto: Suite No. 3

Comparison—Respighi

Janigro/Sollstl di Zagreb Van.2126

Like Toscanini and other magisterial baton
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virtuosos of the past, Karajan disdains learn-
ing anything from musicologists and hence
deems most “‘early” music unworthy of his
performance unless it has been transcribed,
arranged, or otherwise made fit for supposedly
sophisticated present-day ears.

The present collection of seventeenth- and
eighteenth-century ltalian music for strings is
characteristic. The major work, Respighi’s
third suite of lute dances and airs, comprises
completely rewritten as well as rescored ver-
sions of an anonymous /raliana. Besard Arie di
Corre, anonymous Siciliana, and Roncalli
Passacaglia. The familiar Pachelbel Canon.
here augmented by its companion Gigue. has
been inflated by Max Seiffert from its three-
violins-and-continuo original. The also famil-
iar Albinoni Adagio is much more than a cos-
metic plastic-surgery job however: What
Remo Giazotto claims to be a “careful re-
construction” of a Sonata a 1re movement.
preserved only in its score ““parts,” is probably
some ninety per cent Giazotto. ten per cent (if
that) Albinoni. In any case, its overripely juicy
romanticism makes the very worst of Sto-
kowski's orchestrations sound like the work of
a purist! Not surprisingly. the conductor loses
most of his customary assurance in these alien
(to him) realms and even the usually immacu-
late Berlin Philharmonic/DG engineering
sonics occasionally seem overintense or
leaden. Compare the grace of Janigro's Res-
pighi.still fresh despite its going back t0 1963

With so many strikes against it, can a disc
like this one still be recommended? In this
case, yes!. aimost solely for its inclusion of a
genuine novelty—a delectable example of late-
eighteenth-century program music that most
of us have never even heard of. much less

heard. This Boccherimi Quinserrino. dating
from 1780 when the ltalian-born composer
had been a Madrileio for a decade or so.
purports to—and indeed actually does

depict the night music of Madrid: “the sounds
of the Ave Maria della Parocchia, sacred songs
of the Rosary. intermingled with folk dances
and songs of sireet singers. while pizzicato
passages imitate the rusgado of guitars and the
Ritirata—the military ceremonial of beating
the retreat.” The work’s five briet movements
run just over ten minutes in all, but they are
highly distinctive as well as succinct. inge-
niously effective as well as disarmingly naive
in their arrestingly vivid tone painting. Here.
at least. Karajan plays the music relatively
“straight” (except of course for prodigally
multiplying the number of players to each
part)—not that anyone encountering this en-
gaging novelty for the first time is going to be
at all fussy about just how it has been brought
back tolife. R.D.D

TweNTIETH-CENTURY HARP. Susann Mc-
Donald, harp. (Harold L. Powell, prod.) KLA-
VIER KS 507, $5.98

KAENEK: Sonata for Harp, Op. 150. CaseLLA: Sonata for
Harp, Op. 68: MAAYANE: Toccata. HOVHANESS: Sonata for
Harp, Op. 127; Nocturne, Op. 20, No. 1. PROKOFIEV: Prel-
ude jn C, Op. 12, No. 7; Piece for Harp. WaTkins: Fire
Dance.

Ernst Kfenek is. in my opinion. one of the
most sadly underrecorded (and. for that mat-
ter. underperformed) of all contemporary
composers. Although this recording of the
short harp sonata. composed in 1955. fills but a
very small gap, it offers a perfect example of
why more attention should be paid 10 Kre-
nek’'s considerable output. numbering over

THREE GREAT
AMERICAN ORCHESTRAS

LONDOX

RECORDS ®
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two hundred works. One of the sonata’s im-
mediately striking aspects. for instance, is the
basic absence of any traditional harp clichés.
Kfenek has instead used a surprisingly lean
style whose angularity is complemented by an
austere but rich harmonic idiom (a trademark
of all his compositions) involving an inordi-
nate number of pedal changes for the harpist.
For all this, this crysialline work could not
have been conceived for any other instrument,
and Susann McDonald’s performance of it
displays both incredible precision and a par-
ticularly captivating rhythmic viality.

But the Kienek sonata certainly is not the
only enticement here. Alfredo Casella’s 1943
sonata (one of his last works), while not ter-
ribly original harmonically. likewise avoids
the more obvious (and tempting) sonorities of
the instrument in favor of an almost baroque
style (occasionalty deliberately clashing with
some Debussyesque chords) of which the
gracious opening melody that runs throughout
the entire work is the most obvious example.

| was likewise greatly impressed by the un-
derstated and rather acid toccata by Ami
Maayani. And there will never be too many
recordings of Prokofiev's justifiably popular
Prelude in C. whose quiet and warm themes
and subtle harmonic shifts seem 1o take form
spontaneously within the rolling arabesques
of the accompaniment. Prokofiev's starker
Piece for Harp is also quite welcome here. The
Hovhaness and Watkins pieces seem rather
superficial—particularty in comparison with
the other works on this disc. But even here the
tonal expressivity. the exceptional dynamic
shading, the rhythmic élan, and the beau-
tifully articulated passagework that mark Su-
sann McDonald’s style make the listening a
pleasure. all the more so since the harp has
been exceedingly well recorded. R.S.B.

MiLTON THOMAs: Viola Recital. Milton
Thomas, viola. PROTONE 145, $6.00 (Protone,
6478 Santa Monica Blvd., Hollywood, Calit.
90038).

STRAviNSKY: Elégle for Violin or Viola. CHiHARA: Red-
wood, for Viola and Percussion (with Kenneth Watson,
percussion). DaML: Divertimento for Violin and Piano
{with Georgia Akst, piano).

The best thing here is Ingolf Dahl's five-move-
ment Divertimento. Dahl. who died in 1970.
was the first of the men Friday whom
Stravinsky raised up when he went to Los An-
geles 1o live, and his work here is in the vigor-
ously tonal. *neoclassical” style that
Stravinsky affected in the Thirties. It is not a
mere reflection of Stravinsky's own idiom,
however: among other things, it rejoices in a
beautifully sentimental set of variations on an
Anglo-American folk tune, which would have
been anathema to Stravinsky at that period;
the Divertimento was written in 1949.
Thomas’ gorgeous tone and the superb musi-
cianship that he and Miss Akst bring to the
work are. of course. major assets.

Redwood is a short suite for viola and per-
cussion by Paul Chihara. a composer now on
the staff at UCLA. It's a good slam-bang
piece. especially in the educated hands of
watson. who does marvels with the percus-
sion part.

Stravinsky's very brief Elégie for viola
alone. composed in memory of Alphonse On-
néu of the Pro Arte Quartet. is an occasional
piece that might well have been forgotten after
the occasion. The best that can be said for it is
thatitis oo short to be boring. AF

CIRCLE 6 ON READER-SERVICE CARD —p



- NewAvid Series100
High Fidelity Speaker Systems.

From left to right: Model 100, Model 102, Model 103

An exciting new experi- A-3 any of the Series 100
ence in accurate sound and models, with their unique
t imaginative styling. .. user-ckangeable decorator
Avid Series 100 Speaker grilles, now at better audio
Systems. shops near you. From
. Avid speakers are the $79.50 to $139.50.
premium quality prod- 2
ucts of extensive research @Vﬂ: @
from a company that has CORPOR AT:OI\

pioneered in quality audio

10 Tr:pps Lane, East Providence,
components forover 20 years.

R.I1. 02914 Tel. {401) 438-5400.




ALBINONI: Sonata a cinque, in A, Op. 2, No. 3; So-
nata a cinque, in G minor, Op. 2, No. 6. CORELLI:
Concerto Grosso, in F, Op. 6, No. 9. VIVALDI: Sonata
in E flat (Al santo sepolcro), P. 441; Concertoin D, P.
175; Concerto in G minor, P. 392. English Chamber
Orcggstra, Raymond Leppard, cond. Klavier KS 518,
$5.98.

in brief

For devotées of eighteenth-century chamber music or twentieth-century chamber orchestras,
here's a record guaranteed to bring the sun out of hiding on even the most gloomy rainy day.
Corelli sowed the seeds with his Op. 6 Concerti Grossi in 1712, and composers in ltaly. France.
and Germany reaped the harvest throughout the cighteenth century as this new ltlian-style
string writing became universally Eopulur. Leppard has chosen six works from this rich field with
an emphasison lightness. grace. charm. and vigorous high spirits. The ECO just may be the finest
chamber orchestra of its kind in the world. ard under Leppard they play with the joie de vivre.
rollicking good humor. and infectious enihusiasm of Kids at a carnival. This one's a
must. CFG.

Bl

BIZET: Symphony in C; L'Ariésienne: Suites Nos. 1
and 2 (Minuetto and Farandole only of No. 2). Or-
chestre de la Suisse Romande, Alexander Gibson,
cond. Stereo Treasury STS 15174, $2.98.

Unlike most Stereo Treasury releases. this 1968 British Decca recording never appeared here on
the full-price London label. The reason quickly becomes obvious: Gibson's generally lively and
fairly well-recorded versions of these works can’t match the Swiss orchestra’s earlier ones (under
Anscrmet) in stvlistic finesse. Elsewhere they're wholly outclassed by Martinon's (DG) and
Bernstein’s (Columbia) Symphony in C. and Munch’s (London Phase-4) complete L Arlésienne
Suites. For that matter. even in the budget-price catalogues they can’t really compete with
Beecham and Cluytens for Seraphim. or &unch for Nonesuch and Martinon for Vic-

trola. R.D.D.

BRAHMS: Concerto for Piano and Orchestra, No. 2,
in B flat, Op. 83. Julius Katchen, piano; London Sym-
phony Orchestra, Janos Ferencsik, cond. Stereo
Treasury STS 15248, $2.98 (from London CS 6195,
1961).

This excellently remastered. bud el-Fricc reissue makes Katchen's performance a more viable
competitor in an overcrowded field. The lamented American pianist and the expert (and under-
rated) Hungarian conductor give a flowing. liFhlweighl. Ivrical interpretation. Certain rhythmic
details are slighted (e.g.. the sixteenth notes following the left-hand triplets in the first-movement
introduction). and though nuance and cultivated phrasing are present. sternness and power
aren’t. Columbia’s “twofer™ with the magnificent § crkin/ézell editions of both Brahms piano
concertos for $6.98 (MG 31421) is casily my best-buy recommendation. Those who want only
No. 2 for a pittance will fare well enough with Katchen/Ferencsik. though the less subtle Gilels/
Reiner (Victrola VICS 1026) has the physical excitement | miss here and Odvssey hus;usl
reissued the Fleisher/Szell (even better than their excellent No. 1, reissued last fall) as Y 32222,
London’s sound is airy and cleanly spacious. H.G

HARRISON: Concerto in Slendro. BRANT: Cross-
roads, for Four Violins. GLASOW: Rakka. Oaniel Ko-
bialka, violin; James Barbagallo and Machiko Ko-
bialka, tack pianos; Patricia Jennerjohn, celesta;
Oon Marconi and Jerome Neff, percussion; Robert
Hughes, cond. Desto OC 7144, $5.98.

The Harrison Concerio in Slendro is the most attractive cflort on this disc. The title refers to Indo-
nesian modes. and the piece is scored for two “tack pianos” and percussion. as well assolo violin.
If the effect shares with most of Harrison’s Far Eastern-inspired music a slightly sleazy. Holly-
woodian Orientalism. it still makes a lot of extraordinarily appealing. luxurious sounds. Neo-
Ketelbyisms notwithstanding. this is a charmingly naive piece of work. The Brantis for four vio-
lins (Kobialka has recorded all four parts) playing from tour corners of a space. Each part is
independent in all respects. vet Brant has so arranged things that at least an intervallic consis-
tency is maintained. The result suffers from not being in four-channel. but still sounds engaging
enough in a low-profile sort of way. Glen Glasow’s Rakka is for solo violin and sounds—mostly
from Japanese temple bells and wind chimes—that have been taped and electronically altered. [t
sounds sterile and shapeless. Kobialka docs a fine job with this music. Currently teaching in the
San Francisco Bay Area (where both Harrison and Glasow also live). he is adeptly abetted in the
Harrison by a Bay Area quartet of pianists and percussionists. IR

MOZART: Serenade No. 7, in D, K. 250 (Haffner).
Pinchas Zukerman, violin; English Chamber Orches-
tra, Pinchas Zukerman, cond. (Suvi Raj Grubb, prod.)
Angel S 36915, $5.98.

It is difficult to figure out what has made Mozart's //uffner Serenade suddenly so popular. but
recordings of this fine. enjoyable. sophisticated wedding piece are arriving at a dizzying rate. The
latest version presents Pinchas Zukerman in the dual role of conductor and soloist. 4 combina-
tion scldom conducive 1o the relaxed precision such works demand. Conductor Zukerman uc-
quits himself creditably. and he has. of course. just the right orchestra for the task in hand: the
performance is crisp in the allegros and clegiac in the slow movements. Violinist Zukerman is
somewhat less successful. The plaving itself is. as one would expect. superior. but the tone is a bit
too sweet for this stvle, and Zchrmun throws quite a few sliders that won't do either. The recent
Bohm recording (IG 2530 290) is preferable. P.H.L

STRAUSS, JOHANN 11: Orchestral Program. Per-
petuum mobile, Op. 257. Polkas: Annen, Op. 117;
Pizzicato (with Josef Strauss); Tritsch-Tratsch, Op.
214; Unter Donner und Blitz, Op. 324. Waltzes: An
der schonen, blauen Donau, Op. 314; Kaiser-Walzer,
0p. 437; Rosen aus dem Suden, Op. 388. Vienna
Philharmonic, Karl Bohm, cond. Deutsche Grammo-
phon 2530 316, $6.98.

IU's a bit of a shock to find the near-octogenarian Bohm. normally associated with Richard
Strauss. presiding over a full-lanlh Johann Strauss dance program. Yet it shouldn’t be: He did
record two or three walizes back in the late-78-rpm/carly-LP era and of course he. like most
European musicians. is thoroughly familiar with echi Wiener idioms. Moreover. his and the
Vienna Philharmonic’s expected interpretative authority is enhanced by a cris(rl) controlled ex-
ecutant precision not always communtfcd by performers more frequently heard in this repertory.
The recording is well-nigh ideally rich, lucid, and gleaming. In only two respects does this disc
fall just short of a top ranking: its lack of programmatic daring and a lack of completely spon-
taneous grace. R.D.D.

R

STRAUSS, R.: Don Quixote, Op. 35. Abraham Sker-
nick, viola; Pierre Fournier, cello; Cleveland Orches-
tra, George Szell, cond. (Howard Scott, prod.) Odys-
sey Y 32224, $2.98 (from Epic BC 1135, 1961).

I have always found Szell's brilliantly virtuosic. snarply defined. spiky. and incisive Don Quixote
one of the most effective presentations of what is probably Richard Strauss’s finest orchestral
work. Szell has lyricism enough but wisely refrains from making too much of the many rallen-
tandos and Lufipausen that can so easily turn the work into a series of overripe Viennese vi-
gnettes. Bernstein's recent account (Columbia M 30067). one of his finest recordings. has a bit
more vivid humor, and Kempe's (Seraphim S 60122) has more charm. But Szell's may have the
most widespread appeal of uﬂ the uvui&ble versions. | must add. however. that no Don Quixote
surpasses the brilliant 1953 Toscanini account available briefly on RCA—one of his most sublime
(and best-sounding) performances. H.G
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F>*_<l WAYLON JENNINGS: Honky Tonk

78| Heroes.Waylon Jennings, vocals and
guitar; The Waylors, vocal and instru
mental accompaniment. Songs by
Billy Joe Shaver; Glen Spreen, arr. Old
Five and Dimers like Me: Ride Me
Down Easy, We Had it All; seven more.
(Waylon Jennings, Tompall Glaser,
Ronny Light, and Ken Mansfield,
prod.) RCA APL 1-0240, $5.98.
Tape: @ APS 1-0240, $6.95, % APK
1-0240, $6.95

I rarely review straight country music. It isnot
my area of expertise and I can’t stay with 1t
very well. This is the review of an outsider who
has been touched by someone else’s univer-
sality

Waylon Jennings is one of those dozens of
country names that tend to record in Nash-
ville. I had heard Jennings just enough 1o pick
him out from the others. This is the first time
I've ever really listened to him. I confess that it
was the supercharged enthusiasnt of Peter
Boyle that got me into this album at all.

Jennings does not put on airs. His singing is
simple. consistent, strong. Songs are every-
thing. These are all written by Billy Joe Sha-
ver. apparently a good friend of Jennings.
They are wonderful. They have dust and mus-
cles and callouses. home and tumbleweeds
and beer. none of which meant much where |
was raised. No matter. Songs are subjective
experiences. Texans must experience Waylon
Jennings differently than 1. but certain univer-
sals bring him home to all of us. in Hollywood.
Houston. and Hoboken.

This is a first-rate album, beautifully felt
and sung. skillfully written and arranged and
played. honestly produced. Sold American.
Try it. MA.

GEORGE HARRISON: Living in the Material
World. George Harrison, vocals, guitar, and
songs; instrumental accompaniment. Give
Me Love (Give Me Peace on Earth); Sue Me,
Sue You Blues; The Light That Has Lighted

Explanation of symbols

(oL, . )
*l exceptional recording
787

Recorded tape:
[ X} Open Reel

@) 8-Track Cartridge
L 1) Cassette
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the World; eight more. (George Harrison,
prod.) ApPLE SMAS 3410, $5.98. Tape
@ 8XW 3410, $6.98; #® 4XW 3410, $6.98.

This new George Harrison solo LP is packed
with stunning musicianship. Harrison is
backed by such pros as Nicky Hopkins. Klaus
Voorman, Jim Keliner. Ringo Starr, and
Zakir Hussein. Along the way Ravi Shankar.
Phil Spector. and Richard Perry have also lent
helping hands. There is not a moment on this
disc that does not represent consummate pro-
fessionalism as well as musical tightness. Still.
the album disappoints.

Harrison has inscribed the album with the
devotional. " All glories to Sri Krsna.” Most of
the songs on the album are devotional in na-
ture. songs that rock even though they deal
with religious and social themes. These songs
range from the simple. rhythmic Give Me Love
to the somewhat pretentious The Lord Loves
the One. | can admire Harrison’s sincerity and
his talent. but unless you share the composer's
religious views “Living in the Material
World™ is a sermon you may not be in the
mood for. It is admirable that Harrison is a
good man. and perhaps I should not carp; but
in this case goodness on disc seems intrin:
sically uninteresting. HE.

[4p ] Joan Baez: Hits/Greatest & Others.

[_*, Joan Baez, guitar and vocals; vocal
and instrumental accompaniment
The Night They Drove Old Dixie Down
Dangling Conversation, Help Me Make
It Through the Night; Blessed Are
Eleanor Rigby: Let It Be; There But for
Fortune; The Brand New Tennessee
Waltz; | Pity the Poor Immigrant; Love
Is Just a Four-Letter Word; Heaven
Help Us All. (Norbert Putnam, May-
nard Solomon, and Jack Lothrop
prod.) VANGUARD VSD 793332, $5.98

The eleven songs in this anthology represent a
selection of the Vanguard Baez material. and

does not include the songs she cut more
recently for A&M. However, Vanguard has
her best moments. and many of them are on
this disc. Of course. Miss Baez' earliest work is
not represented. | especially like Phil Ochs’s
There Bui for Foriune. but Ronald Miller's
Heavei Ielp Us All s also a winner. M.

,;k] MICHAEL JOHNSON: There Is a
L“8*] Breeze. Michael Johnson, vocals and
guitars; Chris Dedrick, arr. Pilot Me,
See You Soon; In Your Eyes; nine
more. (Chris Dedrick, Michael John-
son, Phil Ramone, and Peter Yarrow
prod.) ATco SD 7028, $5.98. Tape:
TP 7028, $6.98; #® CS 7028, $6.98.

Michael Johnson has the most undis-
tinguished name in pop music since James
Taylor. but look what happened to James. As
a matter of fact. while the two artists do not
sound alike. they operate on the same level.
Probably both of them like Kenny Rankin.
Judee Sill. Seals and Crofts. the Eagles. Jack-
son Browne. and so on

If there 1s anything “wrong™ with Michael
Johnson. itis only that he is late. The competi-
tion is already dug in. On the other hand.
those who have already acquired an appetite
for artists such as those named above are
primed for Johnson. Proof lies in the fact that
Johnson had a successful single the first time
out. a charming song by Carl Franzen called
On the Road (*We didn't know who we were.
we didn’t know what we did./we were just out
on the road.”)

Michael Johnson is not your regulation pop
guitarist—and many of them are excellent.
Johnson is much better than that. Though 1
noted this when [ first heard him. I was still
surprised to hear. in the middle of Side 2, :
Villa Lobos piece called Study in E minor. Ac-
tually I thought someone had changed albums
on me while | was getting cotfee. With Villa
Lobos. color and tone are critical. Johnson's
sound isasrich asitis clean-lined and assured.

Waylon Jennings—country music rising to the universal.
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My favorite tune is / Gor You Covered by
Biff Rose. (1 don’t know where Rose is. but he
is sorely missed in music.) Old Folksis a strong
piece by Jacques Brel and several others. It's
beautifully written. but | sometimes wonder if
thoughtful older people do not smile at the ar-
rogance of the voung. who love to write about
being old and sad and used up. Rootv Toot
Toor for the Moon. by Greg Brown. is fine ex-
cept that it is a musical carbon copy of A
Whiter Shade of Pale.

The single. On rhe Roud. was well produced
by Peter Yarrow (Peter. Paul. and Mary) and
Phil Ramone (probably the best ot the New
York engineers who have gotien very wise
about producing in recent vears) as well as
Chris Dedrick. Dedrick seems to have been an
important influence here as player. arranger.
background singer. and producer.

Michael Johnson’s album strikes me as a
project in which spread cach man involved
worked up to his best capacity. which was con-
siderable. That the albun is as appealing com-
mercially as it is artistically is a particular
pleasure to listeners like me. Salud. MA.

New YORK DoLLs. Johnny Thunders, vocals
and guitar; Sylvain Sylvain, vocals, piano, and
guitar; David Jo Hansen, vocals, harmonica,
and gong; Arthur Harold Kane, bass; Jerry
Nolan, drums; instrumental accompaniment.
Personality Crisis, ten more. (Todd
Rundgren, prod.) MERCURY SRM 1-675,
$5.98. Tape: # MC81-675,$6.95; #® MCR4
1-675, $6.95

The New York Dolls is the latest arrival in the
genre that has been called freak rock (among
other things). the arca of endeavor popu-
larized by Alice Cooper. The Dolls are boys
who dress like girls. including exaggerated
makeup and all the usual accouterments.
There is one who looks like Mick Jagger. and
one who looks like a ’52 Buick. Henry Ed-
wards discussed the freak-rock phenomenon
at length last month in his *Rock and Rouge™
feature review. He suggested there that the
commercial success of the Dolls would go a
long way toward determining the future of the
movement: Can such a group make it without
the staggering promotional budgets accorded
Alice and David Bowie?

Well, the commercial fate of this record re-
mains to be scen. But the record 1sn't very
promising (not that there’s necessarily any
connection). As with all such ensembles. there
is a great tendency to ignore musical values in
the face of all the visuals. However. onstage
visuals don’tdo much to help out a record. un-
less you choose 10 stare at the album-cover
photo all evening. The recording itself is
rather bad: the music sounds like Led Zeppe-
lin. but done with even less imagination. The
lead vocals of' David Jo Hansen are imitations
of Mick Jagger. only horridly done: Jagger
himself has difficulty hiuing the notes: this
boy doesn’t even miss gracefully. Finallv. the
songs—all originals—are boring and repetitive.
If vou must repeat. you could at least have the
kindness to start with a good song. The New
York Dolls may be interesting when seen 1n
concert; on record. they're a solid loss. M.J.

ALBERT HAMMOND: The Free Electric Band.
Albert Hammond, rhythm guitar and vocals;
keyboard, rhythm, bass, strings, and vocal
accompaniment. Smokey Factory Blues,

HiGH FineLity MaGaziNg

Michael Jotnson—up to his best, considerable capacity

The Peacemaker: Woman of the World, seven
more. (Albert Hammond, prod.) Mums KZ
32267, $5.98. Tape: e ZA 32267, $56.98; e®
ZT 32267, $6.98.

Albert Hammond's /1 Never Rains in Califor-
nia was one of the more striking of the recent
pop hits. Here was a compelling tune. sung
and arranged with so much craft and style that
it automatically became a hypnotic listening
experience. Whenever this particular song was
plaved on the radio. you had 1o listen. that's 'l
there was to it! Hammond's debut LP. It
Never Rains in California.” did not possess a
single other track to match the quality of its
title cut. In fact. all of the other selections on
that disc were distinctly inferior: “The Fres=
Electric Band™ is a slight improvement

Hammond (who co-authors his songs with
Lee Hazlewood) does pick some interesting
topics 1o write about. The composer/per-
former deals with contemporary and trad
tional human values and writes tunes about
compulsive seekers. Though the Hammond
sound—created in large measure by Michael
Omartian’s smart arrangements and Hane-
mond’s powerhouse vocals —still attructs. there
is an essential thinness about his oeunvre. Slick-
ness has never been a substitute for artistry
and. once again. “The Free Electric Band™
proves this essential point. Nevertheless.
Hammond does have more than a modicum
of talent. The Free Electric Bund and Smokey
Factory Blues. mayv be undistinguished tunes
but they are engaging. and they prove that the
Hammond potential is stll intact.

Hammond has written and performed one
of the better pop tunes—/1 Never Rains in Cal-
ifornia: he's still young; he could very well sull
create a striking album with enough depth 0
please rather than irritate the listener. HE

CARLOS SANTANA AND MAHAVISHNU JOHN
McLAUGHLIN: Love, Devotion, Surrenaer.
Carlos Santana, guitar, Mahavishnu John
MclLaughlin, guitar and piano; vocal and in-
strumental accompaniment. A Love Su-
preme; Naima. The Life Divine; Let Us Go mto
the House of the Lord; Maditation. (Carlos *

Santana and John McLaughlin, prod.) Co-
LUMBIA KC 32034, $5.98. Tape: @ CA
12034, $6.98; @8 CT 32034, $6.98

wo of Columbia’s rock-guitar “heavies™ are
combined here for an afternoon of rock and
religion. They are pictured with Sri Chimnoy
tpresumably the guru of one or both of them).
who wrote the liner notes. It's a curious com-
bination of backgrounds. but the album is
200d--though it does sound like another San-
tana album: light Latn rhythms. chanted voc-
als. high. wailing guitars. and long. semi-im-
Srovisational songs.

The songs are not as interesting melodically
as most of Santana’s own. butin all there isn’t
much ditference. The main fault 1s all the
piousness pictured on the jacket. The musi
cians. dressed in white and with short hair.
fook like cheerleaders. The guru. in red robes.
orunge football jacket. and white socks. looks
sillv. Musicians should keep their spiritual in-
chinations to themselves. Can you imagine a
WASP printing The Lord’s Praver on his al-
bum jucket? ML

WoLFMAN Jack: Through the Ages. Wolf-
man Jack, vocals, Don Sciarrotta and Dick
Monda, arr. The Rapper: My Girl: Ling, Ting
Tong; seven more. (Don Sciarrotta and Dick
Monda, prod.) WOODEN NICKEL BWL 1-0119,
$5.98. Tape: & BWS 1-0119, $6.95

Wolfman Jack is a Los Angeles disc jockey
who has recently widened his range by semi-
hosting late-night TV rock concerts and mak-
ing odd and interesting records.

Wolfman Jack s an original. The first time |
heard him on radio I hated him. He talked in
the kind of raw. raspy. hip style | associate
with hard-sell hustle and other forms of jive.

The picture changes once vou begin to listen
to what he's saving. In reality Wolfman Jack is
a gentle. pleasant. and above all sincere man.
Indeed he holds a complicated career together
through nothing but sheer sincerity. That is
the quality that makes him likable even
through his habitual hip clichés and other silli-
nesses.

If you buy this album you buy neither a
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singer. musician, nor songwriter. You buy
Wolfman Jack the entertainer, the special
personality. the funny weird guy. And you
could do a lot worse.

Johnny Do It Faster has a good old rock-
and-roll setting and means what you think. in
the happiest way. The Blob will give a head-
ache to Burt Bacharach and Hal David, who
wrote it long long ago. but Wolfman Jack
treats it with the humor and bizarreness it de-
serves.

Once again, nothing but Wolfman Jack’s
consistent oddness holds this raggedy set to-
gether. It jumps from the folky Stagger Lee to
the 1950-ish One Mint Julep to, | mean 11, Old
Man River.

I like peanuts and pizza and terrible late
movies and all kinds of other excesses. | like
Wolfman Jack. MA.

PATRICK SKY: Songs That Made America
Famous. Patrick Sky, guitar and vocals;
strings and harp accompaniment. Fight for
Liheration; Radclitfe Highway, Vatican Cas-
kets, ten more. (Alex Bennett and Patrick
Sky, prod.) ADELPHI AD R4101, $5.95.

The history of this disc is well known: United

Artists Records was to rclease i1, but none of

the major pressing plants in the U.S. dared
touch it. In addition. UA’s lawyer, Louis Ni-
zer. told the record company that the disc was
so offensive that legally it was better ofl to
leave it alone. Discussions went on for months
and the record was never released. Now
Adelphi, a small independent label, has issued
the controversial disc. and enough people
have heard about it to generate a lively sale.
“Songs That Made America Famous™ 1s a
scabrous collection of ditties by folksinger
Patrick Sky. Sky. determined to create a sense
of total shock, goes out of his way to say some-
thing that will upset everyone. He dishes out
obscenity as if he were spooning out soup at a
local kitchen. He cagerly attacks Spiro Agnew.
Jacqueline Onassis. Cardinal Spellman, and
the Sistine Chapel. He writes gleefully about
deformity. perversion, and brutal death. It all
sounds pretty grim. but Sky does have a funky
kind of wit, and “*Songs That Made America
Famous™ is as amusing as it i1s outrageous.
While this disc does not shock—anyone who
has lived through the 1960s and arrived intact
in the 1970s does not shock easily—it does
prove that outrageousncess is still a working
method with which one can pulverize current
hypocrisies. Though the disc is totally offen-
sive | doubt that it will make you raise more
than one eyebrow. It might, however, make
you chuckle, especially if you find organized
religion, the current government, and tradi-
tional moral values far more offensive than
dirty words and perverse images. H.E.

LEON RussELL: Leon Live. Leon Russell, pi-
ano; vocal and instrumental accompaniment.
Mighty Quinn Medley, Dixie Lullaby,
Stranger in a Strange Land; Jumping Jack
Flash/Youngblood Mediey, Delta Lady; It's
All Over Now, Baby Blue; thirteen more.
(Denny Cordell and Leon Russell, prod.)
SHELTER STCO 8917, $11.98 (three discs).
Tape: ¢ 8XWB 8917, $13.98, ## 4XWB
8917, $13.98.

A “live in concert” recording provides the pop
star with more than ample opportunity to sell

a meager performance under the guise of
“spontaneity.” This self-indulgent. three-disc
album is a fine example. The versions con-
tained herein add nothing to the previously re-
leased studio versions; in many cases they are
worse. The Jumping Jack Flash/Youngblood
Medley. a highlight of the Bangladesh concert
and recording, is extended from eight to six-
teen minutes in this version. with the addi-
tional time spenf exclusively in irrelevant and
useless patter. And in any case. who needs a
three-disc set from Leon Russell, even a good
one? M.J.

GINO VANNELLI: Crazy Life. Gino Vannelli,
vocals and songs; Gino and Joe Vannelli, arr.
Hollywood Holiday; Fling of Mine; Cherizar,
six more. (Herb Alpert, prod.) A&M 4395,
$5.98. Tape: #8T 4395, $6.95. #® CS
4395, $6.95.

Somewhere in the A&M shuffle lies Herb Al-
pert. who started it all. Who figured, in that
fast flush of success and early pleasure, that
everything would turn into politics? The
power game is far from over on La Brea Ave-
nue.

I hope what | always hoped, that Alpert
maintains (or regains, whichever the case may
be) his power. He is a strong producer, and his
strength comes from knowing who and where
he is and is not musically. Lefi alone. he can
produce extremely well-defined record al-
bums. Definition is the larger part of com-
merciality, i.e., sales. Alpert also recognizes
and admires quality talent, as with Michel Co-
lombier, Bill Medley. Roger Kellaway, Lani
Hall, and others.

His new project is Gino Vannelli, surely the
politest of all his choices and perhaps a reflec-
tion of the present confusion of A&M.

Publicity doesn’t seem to be doing much for
Vannelli or Alpert. Ali I know is that Vannelli
is Canadian and was discovered through a
homemade tape sent to A&M (the old Lana
Turner/ Schwabs Drugstore ploy). The album
iself gives almost no production information,
and nothing about musicians other than
“Arranger: Gino and Joe Vannelli.” Presum-
ably brothers. Vannelli is a strange-looking,
strangely dressed sort of guy. with great
amounts of curly hair.

The peculiar thing about this album is that
you have to listen close to it several times to
hear how good Vannelli is. Somehow the al-
bum comes across as high-class background
music. But it’s more. Vannelli sings high and
easy. He has a unique way with words, too
subtle to explain here. Simple ideas come out
at a tilt. Musically he is not unlike Alpert. Itis
a question of personality and melodic and
tempo choices.

Gino Vannelli is not like Gilbert O'Sullivan
but, given entirely different production values.
the two could be similar. Not should but
could.

My impression of this album is that it ex-
pects quietness and will get it. But it is beau-
tifully if shyly done. If Vannelli turns out to be
half the hustler Alpert was originally, he’ll
have a fine career. M.A.

Exuma: Life. Exuma, vocals, mouth mason,
throat thompson, guitar, cow bells, bugle,
goat-skin drums, trumpet, and whistle; vocal
and instrumental accompaniment. /f It Feels
Good, Do It; Paint It Black; Love Is Strange;

HiGH FIDELITY MAGAZINE
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Nothing can raise the hair
on the back of your neck
like a live rock concert. And
mothing comes as close to
matching the vibrant
excitement of live rock like
a pair of Koss HV-1 High
Velocity Stereophones.
Because the new Koss HV-1
isn't just another lightweight,
hear-thru Stereophone. 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

If your favorite rock group

was recorded live,

transient response. So you
not only hear every sound
as it was played and every
word as it was sung, but
you can also hear the
telephone ring or you-
wife ask you a
question.

But it's the
HV-1's unique
engineering
that makes it a
Stereophone
you have to hear to believe.
By developing a unique
ceramic magnet and by

RKOSS

from the people who invented Stereophones.

Koss Corporation, 4129 N. Port Washington Ave., Milwaukee, Wisconsin 53212 Koss S.r.l., Via dei Valtorta, 21 201 27, Milan, Baly.
CIRCLE 28 ON READER-SERVICE CARD

reducing the mass of
the meving diaphragm
assemblies, Koss engineers
were akle ta achieve

an uncsual fidelity and
extremely w de-range
frequency response
unmatcked by any other
lightw=ight Stereophone. All
the delicate overtones whic
add tc the faithfulness of
the reproduction are
retainec. And the low-rang=
frequenzy response is
extenced, clean and
unmucdied.

©Ko= Corporatian

b

All in all, -he HV-1 is @
lightweigkt Stereophone no
rock lover w Il ever take
lightly. A<k your Audio
Specialist for a live
demonsirction. And write
for our “ree “ull-color
catalog, c/o Virginia Lanm.
At $39.95, the price of the
HV-1 is light. too.

Koss HV-1 Stereophone




This is @ camplete recarding af Edward
Fitzgerald’s 5th versian, and is the cu-
mulative effart af three men of genius.

it is followed by a few camments and
comparisons, and also Pedra Calde-
ron de la Barca’s The Dream Called
Life and Life is a Dream.

Lastly, beginning with Hamlet's solilo-
quy, there is some of the best that is
to be found in Shakespeare

| ————

A purchaser writes: “The record is be-
ing played over and over, it is my
treasure.”

And from Canada, this judgment and
request: “Because the record is such a
beauty, send me another one .. ."”

A superlative delivery of superlotive poetry
by Llouis Zoul

$6.30

Plus Applicable Sales Tax
(only for N.Y. State residents)

Available Only By Mail

PUBLIC OPINION
Box H-4044 Long Island City,
New York 11104
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STEREO COMPONENTS

Largest selection of top name
brands. . .try us and see

It's worth a call

(301)488-9600

6330 Frankford Ave.
Baltimore, Md. 21206

All mail answered within 24 hours

Phone Daily 9 AM to 9 PM
Saturday 9 AM to 4 PM
Phone (301) 488-9600
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The Jumping Dance; Iko lko; You Can't Al-
ways Get What You Want; Night Time People;
Hayride; Viva El Matador; three more. (Kenny
Kerner and Richie Wise, prod.) KAMA SUTRA
KSBS 2074, $5.98. Tape: ®8 M 82074, $6.97,
&® M 52074, $6.97

Exuma. “the Obeah man.” is a Bahamian who
practices. or claims to practice. the local form
of voodoo. Most of the time he sings and
bangson thingsin the recording studio and on-
stage. | have no information as to the efficacy
of his “obeah.” though 1 did watch him make
a very nice fish dinner once by talking to the
fish.

Exuma’s music is more conventional. Like
nearly everything else these days. it’s a blend.
It tends toward Caribbean rhythm music w ith
rock. soul. and jazz mixed in. The songs are
low-key and sultry. remarkable considering
the number of odd instruments that are
banged. blown. or shaken in the making of it.
Occasionally, the lyrics reflect Exuma’s spiri-
tual meanderings.

For most of his previous recordings. Exuma
has performed his own songs. On this new LP.
he does a good number of pop standards.
Most of them are treated exceedingly well.
Love Is Strange. a 1950s rock-and-roll tune. is
done magnificently. On the other hand. two
Rolling Stones songs are nearly butchered.
Paint It Black. originally a masterpicce about
the bitter fury of a man whose lover has died.
is turned by Exuma into just another black-
power tune. And there are some fairly unusual
elements. even for Exuma. /Hayride sounds
like a Pat Boone song. and Viva EI Matador
sounds positively Kingston Trio-ish. Yet over-
all this recording is a good one. Exuma’s music
has rhythm and drive. and a kind of inner
strength that overrides most excesses. MJ

KENNY YOUNG: Last Stage for Silverwcrld.
Kenny Young, guitars and vocals; strings
rhythm, mellotron, reeds, and horns accom-
paniment. Amanda in a Silverworld, Light to
Light; Play Electric Waters, nine more
(Kenny Young and Robert Appere, prod.)
WARNER BROs. BS 2676, $5.98. Tape: & M
82676, $6.97; #8 M 52676, $6.97

Who is Kenny Young? Young wrote one of
the great rock-r & b classics. Under the Bourd-
walk. He's also had twenty-three records on
the charts. including hits for the Seckers. Her-
man’s Hermits. and Reparata and the Del-
rons. among others. Now. he’s become a
“singer/songwriter.” a la Carole King. Barry
Mann. and Bobby Vee.

This album. filled with sensitive songs about
sensitive subjects. seems overproduced and
ponderous. The lyrics also suffer from abun-
dant overcomplication. For example. on Play
Electric Waters. Young writes: “Would vou
care to take a walk up/To the Garden of Ex-
tremes/Where negatives are positive/Real-
ity’s a dream/And ponder if you will upon the
flower song of your life. .. " Since Young is
not T. S. Eliot. one tends not to take this pre-
tension to0o seriously. The album also includes
Under the Boardwalk. which is much more ef-
fective than the other songs.

After Young gets over the first rush of his
new-found creativity. | assume he will seule
down and craft songs that have both the basic
beatandstylish simplicity that have marked his
best work. Until then. | wish him well. Grow-
ing pains. after all. are difficult! H.E.

THE ALLMAN BROTHERS BAND: Brothers and
Sisters. Gregg Alman, vocals and guitar,
Richard Betts, guitar; Berry Oakley and La-
mar Wiliams, bass; Chuck Leavell, piano;
Butch Trucks and Jaimoe, drums; instrumen-
tal accompaniment. Wasted Words; Ramblin'
Man; Pony Boy: Early Morning Blues; three
more. (Johnny Sandlin and the Allman Broth-
ers Band, prod.) CAPRICORN CP 0111, $5.98.
Tape: &M 80111, $6.97, W®M 50111
$6.97

In the realm of blues rock. there are bands that
play more authentically. or with more gusto.
than the Aliman Brothers. But none is so suc-
cessful as this outfit from Macon. Georgia.
which has survived the deaths of two original
members to reach the point where selling out
Madison Square Garden is no more difficult
than writing a tune and calling it blues. This
newest recording is the latest installment of in-
flated blues played with acceptable amounts
of respect. The tunes are not memorable. and
even Richard Betts’s best work on slide guitar
has been done better by others. And Gregg
Aliman’s vocals are scarcely adequate. Yet the
group has an appeal—a cohesiveness built at
least partially on the experience of having sur-
vived too many tragedies. M.

BROADSIDE REUNION, VoL. 6. Blind Boy
Grunt, Phil Ochs, Tom Paxton, Mike Millius,
Eric Andersen, Peter LaFarge, Len Chandler,
Sis Cunningham, and Group. (A. Friesen,
prod.) FoLkways FR 5315, $5.98

This is a reissue of some obscure recordings
made in the early 1960s by young folksingers.
some of whom subsequently became better
known. “Grunt.” for example. is Dylan. The
songs. mostly protest due to the leftleanings of
Broadside magazine. which originally re-
corded the songs. are poorly recorded and of-
ten shoddily played. But they form a vivid pic-
ture of the early-'60s folk protest period. a
time that has been largely forgotien by the
persons who participated in it. Ml

LAMBERT AND NUTTYCOMBE: As You Will.
Lambert and Nuttycombe, vocals, guitars
songs; arranged by Thomas Sellers, Keith Ol-
sen, Clark Gassman. She's My Music,; Child's
Care; Hollywood Baby; eight more. (Keith Ol-
sen, prod.) 20TH CENTURY-FOX 415, $4.98

| am continually fascinated by how much
space there is within the record industry.
Though all shops seem tightly closed to new
artists and producers trying to break through.
the fact is that there is room tor every style. ev-
ery cultural inclination and taste. including no
1aste. So branched are record audiences. so
spread out is economic wherewithal. that e
eryone has a shot. To put itanother way. those
that fail rarely do so because “there is no mar-
ket for their sound. no matter how they insist
that is so. Artists who mean it create their own
markets if necessary. Others maintain healthy
careers just under the surface for years. us |
maintained a “low-grade infection™ all last
winter. ltstayed quite alive without ever burst-
ing onto my consciousness as The Flu.
Lambert and Nuttycombe are a good case
in point. | don’t know what they do. where
they work. but thev hang in. Theyv have had
some commercial successes. Stylistically they
are direct descendants of groups such as the
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Representation of ORIGINAL Recording
—Full Separation

(1) The SQ system is an excel-
lent compatible 4-channel
system

(2) There are many more SQ en-
coded records available than
any other type of prerecorded
4-channel material

(3) SQ 4-channel discs are being
broadcast over FM radio

These three facts go a long way
toward explaining why practically
all audio manufacturers now in-
clude in their 4-channel receivers
a circuit which they claim ‘“‘de-
codes” SQ. Though these claims
are generally not false, the con-
sumer had better inquire further,
as there are different degrees of
decoding.

The first commercially avail-
able, or basic, SQ matrix decod-
ing circuit decoded SQ material
fairly well, yet the separation of
the sounds that it provided fell
short of realizing the full potential
of the SQ system.

More than a year ago Lafayette
made a significant advance from
the basic circuit, however, when
for the first time, we added two

“FULL LOGIC”
makes
LAFAYETTE’S SQ

a separate thing

“logic” circuits to a receiver, the
LR-4000. The first logic circuit,
front-back gain-riding logic,
greatly increases the separation
between music coming from the
front and that coming from the
rear. The second logic circuit,
corner wavematching logic, sub-
stantially enhances the separa-
tion between music coming from
opposite corners. The two logic
circuits together form what we
call a state-of-art ‘“Wavematching
Full Logic"” or for short, “Full
Logic”.

And just how good is SQ sepa-
ration with Full Logic? 4-CHAN-
NEL QUADRAPHONIC BUYERS
GUIDE, 1973 said, “The combined
effect of the front-back gain-rid-
ing and corner wavematching is
to produce a surround-sound that
essentially equals that obtained
from discrete 4-channel systems.”
Which is precisely what the cre-

Representation of BASIC SQ MATRIX De-
coding—Less than Original Separation

Representation of FULL LOGIC SQ De-
coding—Virtual Restoration of Origina!
Separation

ators of the SQ system intended.
And that is why CBS, the devel-
oper of the SQ system and the
producer of the largest number
of SQ encoded records, highly
recommends the Lafayette LR-
4000 and Full Logic decoders to
monitor SQ material.

The dramatic difference be-
tween the basic and the Full Logic
circuits can be clearly seen in
the above visual representations.
Though the basic circuit is still
available in some of our low
priced 4-channel components,
our top 4-channel decoder, am-
piifier, and all our top 4-channel
receivers now incorporate the
Full Logic circuit. Most of our
competitors, however, still use
the basic circuit exclusively, even
in their most expensive compon-
ents. So don’'t be mislead by
others’ ““SQ decoding circuit”
claims, no matter how high priced
the unit.

Full Logic makes Lafayette’s
SQ a separate thing!

Lafayette: If sound matters

to you, listen to us.

The World's Largest

Latayette Radio Electronics, P.O. Box 10, Dept. 19113, Syosseat, N.Y., 11791

Consumer Electronics Catalog

Your One Complete Buying Guide
For “Everything in Electronics”

NOVEMBER 1973

Send my FREE LAFAYETTE 1974 Catalog to: 19113
Name
Address
City State Zip
CIRCLE 29 ON READER-SERVICE CARD
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Kingston Trio. Groups that have the specific
sound of the polished amateur always find a
market. While Ike and Tina Turner. Carly Si-
mon, or the Carpenters do things a hell of a lot
better than you or I. Lambert and Nutty-
combe do it only a hair better than we could if
we wanted . . . if we'd had the chance ... if
we'd had piano lessons and an uncle in the
business. . . . Those who buy Lambert and
Nuttycombe probably do so precisely because
they are not superstars.

Lambert and Nuttycombe are not pathfind-
ers. not thoroughbreds, not originals. But they
are the bulk of the record industry. They keep
producers and secretaries and record-pressers
alive. Once in a while such groups hit big.
Usually they don’t. But they survive. M.A.

theater and film

MixLOs ROzsa CONDUCTS His GREAT FiLm
Music. ANGEL S 36063, $5.98. Tape: e 8XS
36063, $6.98; #® 4XS 36063, $6.98.
Ben-Hur; Quo Vadis; El Cid; King of Kings.

Except for the sonically improved remaster-
ing, this Angel re-release offers little for Mik-
16s Rozsa fans to get excited about. In addition
to the original Capitol release of these per-
formances. opulently packaged. well-engi-
neered versions of King of Kings and E! Cid
have been available recently enough. and the
academy-award-winning Ben-Hur score can
still be heard on an MGM release. Quo Vadis
was also recorded, although in less than good
sound. For the uninitiated, however. this al-

bum offers as good an introduction as any to
some of the most successful historical-spec-
tacular film music ever written.

Along with Bernard Herrmann, Rozsa was
one of the first Hollywood-based composers 1o
use a more modern, dissonant musical idiom
in his film scores. Because of this. and because
of the strong influence of the composer’s na-
tive Hungary on his work (note the love theme
from Ben-Hur. for example), Rozsa's personal
style remains one of the most distinctive to be
heard in the domain of film music. And the
Hungarian element is probably at least par-
tially responsible for the more convincing and
gutsy primitivism that pervades Rézsa's his-
torical scores. Compare the ominous Trium-
phal March of Quo Vadis, for instance, with
the anodyne Caligula’s March from Alfred
Newman’s score for The Robe and you will
understand that the word *“barbaric™ would
have 10 have two definitions if it is to be ap-
plied, as it has been, 10 both compositions.

But Rozsa, both as a film and as a “serious”
composer, deserves a much better fate than
the biblical-pageant type-casting that recent
recordings have helped perpetuate. And while
this Rozsa-conducted re-release is not unwel-
come in the sampling it offers. let’s hope that
RCA’s “Classic Film Scores™ series will tackle
such soundtracks as Lost Weekend, A Double
Life. and Double Indemnity. to name only a
few. RSB

THE FLASHER. Original soundtrack
recording. Pool-Pah (Rick Stabile,
Bruce Handelman, Seth Handelman
Lenny Colacino, and Joe Ruggiere)

songs, vocals, and instrumentals.
Flight; Winter in April's Eyes, Kah-
mura; Sour Soul; Laughter and Pain;
Two-Way Road; April Witch, Flasher
Theme. (Michael Wright, prod.)
GREENE BoTTLE GBS 1008, $4.98.

I don’t think the Beacon Theater is considered
“Broadway,” even though it’s a theater on
Broadway (at Seventy-fourth Street). So this is
an “original soundtrack,” but not an “original
Broadway soundtrack.” The production from
which it’s taken is called An Evening with the
Flasher, said to be an “X-rated concert.” In
keeping with this, a jacket photo shows a man
exposing himself to the Central Park statue of
Alice in Wonderland.

I have no idea what occurs onstage. nor
does the idea of the production motivate me to
find out. But no matter what it is. the sound-
track recording is subtle and beautiful. The
rock group Pool-Pah. which wrote and per-
formed the music. plays excellently. with taste
and imagination. The songs flow one into the
other to form a wispy pastiche of light rock.
jazz. and classical derivations. The use of the
Arp synthesizer is good. and the singing is ap-
propriately summery and understated. A most
refreshing achievement. M.J.

PAT GARRETT AND BiLLY THE KiD. Original
motion picture soundtrack recording.
Composed by Bob Dylan. Performed by Bob
Dylan et al. (Gordon Carroll, prod.). CoLuM-
BIA KC 32460, $5.98. Tape: e CA 32460,
$6.98; ®® CT 32460, $6.98.

Film producers never seem to tire of finding




fiendish ways to scuttle their directors. In the
case of Sam Peckinpah. not only were essen-
tial sequences cut from his Par Garretr and
Billy the Kid. the whole soundtrack was inun-
dated by as mindless an assortment of inane
guitar-plunking. painfully strident harmon-
ica-playing. soulless howling, pseudo-
profound lyrics. and grammar-school mel-
odies as you're ever apt to hear on a single
record.

Whatall of this is is Bob Dylan at his worst.
which is about as staggeringly negative a com-
ment as | ever hope to make about any musi-
cal composition or performance. 1 suppose au-
thenticity can be used as an excuse for certain
of the compositions heard on this disc. such as
the incredibly monotonous opening theme.
which I must admit did give atmosphere to the
picture. But I hardly see the point in isolating
iton vinyl. The opening theme and other in-
strumental numbers are sheer masterpiece.
however, when compared to the moronic Billy
ballad, which is all but screamed out by Dylan
when he isn't taking pot shots at his harmon-
ica. And as if (10 oblige masochistic viewers.
this particular segment was used more than
any of the others throughaut the film (in which
Dylan also has a small role. which he performs
about as well as he wrote the soundtrack
score).

All'in all. this disc is a sad monument to the
mentality of record-company executives who
feel that the only excuse for releasing a
soundtrack album these days is a title song
sung by a money-making recording star. over-
exposed on the soundtrack by film-studio ex-
ecutives trying to “sell the product™ of one of
this country’s most original directorial talents.

R.S.B.

A ToucH of Crass. Original motion picture
soundtrack. Composed by John Cameron
with songs by George Barrie and Sammy
Cahn; Madeline Bell, vocals. BRuT 6004 ST,
$5.98.

A Touch of Class is a nifty film comedy. a mat-
ing of those old Spencer Tracy/Katharine
Hepburn romances to the new morality. Not
everything in it works. but 4 Touch of Class is
classy entertainment. And it has a classy
soundtrack: the lilting score includes a num-
ber of themes that successfully underscore the
action. Music is always an intrinsic part of the
film experience. but so much commercial
hackwork is being created these days that one
1s more than pleased when authentic profes-
sionals take over the job. This soundtrack is
professional work. In addition, four-time
Academy Award winner Sammy Cahn has
been enlisted to provide five songs for the
score; you can travel safely when such a pro is
in control. Lyricist Cahn is an old master, and
it shows.

1U’s a pleasure to report that a witty film has
inspired an equally clever soundtrack album.
See the film first. Then the LP will be richly
evocative as well as a musical delight. H.E.

CAPTAIN FROM CASTILE: THE CLASSIC FiLm
SCORES OF ALFRED NEwMAN. Ambrosian
Singers; Band of the Grenadier Guards; Na-
tional Philharmonic Orchestra, Charles Ger-
hardt, cond. (George Korngold, prod.) RCA
RED SeaL ARL 1-0184, $5.98. Tape: @ ARS
1-0184, $6.95; @® ARK 1-0184, $6.95.

Street Scene (from How to Marry a Millionaire); Captain
from Castile; Wuthering Heights; Down to the Sea in

Ships; The Song of Bernadette; The Bravados; Anastasia;
The Best of Everything; Airport; The Robe.

ALFRED NEWMAN CONDUCTS His GREAT FIiLm
Music. Orchestra; Holtywood Bowl Orches-
tra, Alfred Newman, cond. ANGEL S 36066,
$5.98. Tape: e 8XS 36066, $6.98; & 4XS

36066, $6.98.

Céptain from Castile; The Robe; David and Bathsheba;
Anastasia; The Hurricane; The Pleasure of His Company;
Laura (by David Raskin), Love Is a Many-Splendored
Thing (by Sammy Fain).

Except for hard-core nostalgia addicts or
dyed-in-the-wool movie-music-for-the-sake-
of-movie-music fans. the arrival of rwo Alfred
Newman discs has to be considered more of a
rich embarrassment than an embarrassment
of riches. Newman has always struck me as
one of the most gauche of all the early “classi-
cal” Hollywood composers, and the reasons
for my feelings became quite apparent as 1 lis-
tened to these albums. For Newman almost
invariably sounds like a pop composer trying
unsuccessfully to expand musical ideas in
symphonic directions they don’t want to take.
The Airport theme heard on the RCA album,
for instance. tries hard enough to be dynamic.
But for all its jagged rhythms, none of the
ideas blend together well enough to get the
piece off the ground, and it all comes ever so
close to crashing into utter banality.

Atleast selecting between these two albums
turns out to be an easy task. Although 1 prefer
Newman's conducting of the two Captain from
Castile pieces to Gerhardt’s brassy and slop-
pily pesformed renditions. and although the
selections from David and Bathsheba and The
Robe on the Angel disc are not duplicated on
the RCA, the entire second side of the New-
man-conducted disc is made up of obnoxious,
non-Newman, son-of-Muzak arrangements
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of certain Newman themes (plus the Raskin
Laura and the Fain Love Is a Many-Splen
dored Thing). and | am frankly surprised that
the composer agreed to conduct such abor-
tions of his own offspring. Granted. Angel had
to work with what it had on hand. since the al-
bum is made up entirely of re-releases of cuts
formerly available on several Capitol records.
But the futility of such undertakings is
summed up paradoxically in Rory Guy's liner
notes. which point out that while The Moon of
Muanakoora (in my opinion one of Newman's
most forgettable themes) from Hurricane has
long been a “standard” the film's principal
theme “has languished to obscurity.” Heaven
forbid Angel should have filled the gap.

The RCA disc offers a much more represen-
tative sampling of Newman soundtracks. all of
them in more or less straight™ orchestrations.
Although I found it hard to get excited over
most of the soundtrack excerpts recorded
here. aficionados will no doubt be delighted to
round out to an even dozen or so the number
of recordings of the Gershwinesque Streer
Scene in their collections. and I must admit
that Cathy's Theme from Wuthering Heights
has an irresistible romantic poignancy to it.
And although it probably contains every
Roman-spectacular cliché¢ known to mankind.
the title theme from The Robe is awesomely
imposing. particularly when heard in RCA’s
wide-range. full-bodied sonics. Elsewhere. the
recorded sound did not impress me as much
on this disc as it has in the previous two re-
leases in the series (devoted to Korngold and
Steiner). but I suspect my reaction may be due
1o the less than brilhant orchestrations. A simi-
lar excuse might be made for Gerhardt's un-
oomphy interpretations. [ might add that
some of the other more interesting selections
here seem strongly derivative of other com-
posers: Sibelius’ Fifth Symphony comes to
mind in Vision from The Song of Bernadette.
as Joes Honegger's King David in Caligula’s
March from The Robe.

However, what to me is worth the entire
price of the record—for reasons having little to
do with the music itseif—is the lushly recorded
20th Century-Fox fanfare (written by New-
man) that opens the disc. Several eras of
movie-making are captured in these twenty
seconds. the most captivating of the entire
disc. RSB

DUKE ELLINGTON AND His ORCHESTRA: Yale
Concert. Cat Anderson, Cootie Williams,
Mercer Ellington, and Herbie Jones, trum-
pets; Lawrence Brown, Buster Cooper,
Chuck Connors, trombones; Johnny
Hodges, Russell Procope, Paul Gonsalves,
Jimmy Hamilton, Harry Carney, reeds; Jeft
Castleman, bass; Sam Woodyard, drums. Sa-
lome; Up-Jump; The Little Purple Flower; five
more. FANTASY 9433, $4.98.

During the 1960s. when Duke Ellington was
represented by relatively few recordings, there
were reports that he was recording a great
many of his performances (as well as doing
studio sessions) that were being put into some-
body’s vaults and would eventually show up.

HigH FIDELITY MAGAZINE



The most precise tonearm has been added

to the most sophisticated electronic turntable
ever produced.

When the now legendary Thorens Other features include: precision, You’ll sze for yourself why High Fidelity
TD-125 electronic transcription turn- 2-way damped, front panel cueing said: “ ... This beautiful instrument
table first revolutionized the high fidelity ~control; 7 ib., I 2-inch dynamically provides a mark for others to aim at.”
world, Sterco Review acclaimed it as balanced non-ferrous die cast platter; Elpa Marketing Industries, Inc.,
“unquestionably one of the elite among tonearm and drive system isolated for New Hyde Park, N.Y. 11040 / 7301 E.
record players. It would be hard to shock-free operation; new resonant-free  Evans Rd., Scottsdale, Ariz. 85260
imagine a unit that performs better.” rubber turntable mat; 1623, 33V3, 45 Canada: Tri-Tel Assocs.

Impossible as it may seem, we’ve rpm speeds; walnut base. i
eclipsed ourselves with the Thorens Visit your Thorens dealer for a ' H o E N
TD-125AB Mark IL TD-125AB Mark 11 demonstration.

To start, its completely new, nine
inch straight tubular TP-16 gimbal TD-125AB MARK 11
suspension tonearm is mounted on Pra—
polished ball bearings. The result is rock
steady balance regardless of the gyra-
tions in the groove. Then there’s
frictionless anti-skating control. No
springs. No weights. Designed for ultra
low tracking, you can use any
quality high compliance car-
tridge in the plug-in shell.
Tracking error is less than
0.2°.

Motor rotor speed
must be precise. That’s
why the TD-125AB Mark
IT uses a solid state elec-
tronic motor drive sys-
tem. A solid state Wien
bridge oscillator governs
the rotor speed of the instant-
starting, high torque, belt-driven
16-pole synchronous motor. Rumble is
reduced to inaudibility. You can make instant
speed adjustments (* 2% ) and monitor
them on the built-in illuminated stroboscope.
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So now it’s the 1970s and we’re getting lucky.
Here comes the Duke of the "60s.

In the last couple of years we have gotten his
“Latn American Suite,” recorded in 1968,
and a Paris concert recorded in 1963. And now
this Yale concert, recorded in 1968. The Paris
concert was fairly standard Ellington. the
Latin American Suite one of his long, im-
pressionistic works. This Yale concert is El-
lington effluvia—a bit of this. a bit of that.
large. small. and trivial. all but one piece (4
Train) new 10 records and all of it delightful.

Trivia must include the Ellington version of
Yale's Boola- Boola. which becomes very solid
Ellingtonia. The most ambitious bitis the two-
part The Little Purple Flower to which Duke
attempts to give some significance with his be-
tween-parts comment but which really lives
(first part) or dies (second part) on the music
itsclt. Bevond that there is a marvelous show-
case for Harry Carney’s juicy low notes on
baritone saxophone—Chromatic Love Affair
which. as Duke says. Carney takes “half a step
ata ime” —for Cootie Williams™ vibrant trum-
pet on Put-tin and for Russell Procope’s cha-
lumecau clarinet on Swamp Goo. In cssence.
the Ellington spectrum with. as lagniappe, a
Johnny Hodges medley and. for penance. an-
other of Paul Gonsalves’ grinding. up-tempo
copics of his Crescendo in Blue routine. J.S.W.

THE Eppie CONDON CONCERTS: Town Hall,
1944, Various groups including Hot Lips
Page, Sidney Bechet, Edmond Hall, Pee Wee
Russell, James P. Johnson, Earl Hines, Cliff
Jackson, Gene Schroeder, Willie "The Lion™
Smith, Jess Stacy, Gene Krupa, George
Wettling. Avalon; Sneakaway; China Boy; fif-
teen more. CHIAROSCURO 113, $5.98 (Chia-
roscuro Records, 173 Christopher St., New
York, N.Y. 10014).

The death of Eddie Condon last August left a
big gap in the jazz world. not so much musical
as verbal. Eddie—or **Slick.” as he was known
in his carly days (and what an aptly descriptive
nickname that was')—did a great deal more
for jazz argumentatively than he did with his
guitar (or. carlier. banjo). He was known as a
guitarist who never took a solo though his
mouth was constantly in action—and usually
to the advantage of his musician friends.

The jazz concerts that proliferate around
the country today started. for real, with Eddie
Condon when a series of cocktail perform-
ances he tried to puton in the lobby of a New
York hotel in 1942 were terminated and he
sought refuge in a concert hall-Town Hall.
This disc is drawn from several of those Town
Hall concerts in which the most prominent
and most consistent noise is the sound of Con-
don’s abrasively brassy voice introducing the
musicians—needling Gene Krupa. whose big
band was playing at the Capitol Theater in
New York at the time. or showing a bit more
respect for Edmond Hall, James P. Johnson,
Willie “The Lion’ Smith, Earl Hines. and Sid-
ney Bechet.

It is quite a line-up of performers that
passes through this recording. One could wish
that the recording quality held to as high a
level. Much of the first side is reproduced with
arush that makes itsound like Kevstone Kops
music. Other bits are harsh or tubby. But even
with the drawbacks. the performances—par-
ticularly those by Edmond Hall—reflect the vi-
tality of these then youthful musicians as well
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as the cocky arrogance that made Eddie Con-
don an influential character on the New York
jazz scenc in the.Forties. IS W,

* Supersax PLAYS BIRD. Med Flory,
Joe Lopes, Warne Marsh, Jay Migliori,
and Jack Nimitz, saxophones; Conte
Candoli, Ray Triscari, Larry McGuire,
and Ralph Osborn, trumpets; Charley
Loper, Mike Barone, and Ernie Tack,
trombones; Ronnell Bright, piano;
Buddy Clark, bass; Jake Hanna,
drums. Be-Bop; Night in Tunisia, Hot
House; seven more. CZapitoL ST
11177, $5.98.

The young saxophonists of the Forties who
tried to emulate Charlie Parker sweated like
mad trying to get his fleeting runs down with
reasonable accuracy. So how could a five-man
saxophone section hope to dive into Parker's
solos and come out in anything less than dis-
array?

Supersas, a group of five saxophonists plus
supporting brass and rhythm. has done just
that with remarkable success. Playving arrange-
ments by Med Flory and Buddy Clark. around
whom the group coalesced. the tive saxophon-
ists have managed to catch both the style and
the spirit of such famous Parker improvisa-
tions as Ko-Ko. Parker’s Mood. Moose the
Mooche. and several other classic Bird record-
ings. All the saxophone passages are full en-
semble. The only solo voices are Conte Can-
doli’s trumpet. coming on with appropriately
Gillespie-like lines, and occasional brief piano
passages by Ronnell Bright.

The emphasis in the arrangements is on the
structure and beauty of the solos that Parker
created. Harmonized for a section. these solos
take on a fresh, vital dimension that gives
them a new validity of their own, rather than a
reflection of Parker’s performances. For saxo-
phone fans. for Parker fans in particular. and
especially for big-band fans ito whom this
saxophone section should be a revelation), this
1 an important record. JS. W,

CLaube Hopkins: Crazy Fingers. Claude
Hopkins, piano. Safari Stomp; Blame It on a
Dream; | Would Do Anything for You; nine
more. CHIAROSCURO 114, $5.98 (Chiaroscuro
Records, 173 Christopher St., New York,
N.Y. 10014).

JOHNNY GUARNIERI: Playing Harry Warren.
Johnny Guarnieri, piano. Nagasaki: Shadow
Waltz, September in the Rain, nine more.
JAMES TAYLOR PRESENTS 102, $5.50 (James
Taylor Fresents, 12311 Gratiot Ave., Detroit,
Mich. 48205).

Dave McKENNA: Cookin' at Michael's Pub.
Dave McKenna, piano; Dick Johnson, clan-
net and flute; Bucky Calabrese, bass. Dream
Dancing. Change Partners; The Last Dance,
seven more. HALCYON 108, $4.98 (Halcyon
Records, Box 4255, Grand Central Station,
New York, N.Y. 10017).

Three infrequently recorded pianists play on
these three discs. Claude Hopkins was part of
the Harlem piano scene in the "20s and a very
successful big-band leader in the late "20s and
*30s. Johnny Guarnieri is a will-o’-the-wisp
who could play like almost any pianist of the
*30s and *40s but most successfully in the Fats
Waller vein—a talent that tended to obscure
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his own personality. Dave McKenna. the
youngest of the three. came up in the "50s and
found his own path to obscurity. Now. in the
"70s. all three have been given a chance to dis-
play themselves. All three do well but. in some
ways. not so well.

Hopkins shows how stride piano should be
played—he is one of the last iving exponents
from the onginal period except for Duke El-
lington. But he also overloads his disc with
original tunes that are not always the best ve-
hicles 1o show off his stride talents. Guarnien
has elected to plug the music of Harry Warren.
a composer who wrote prolifically for Warner
Bros. movies of the "30s. From a nostalgia
point of view, his performances can be evoca-
tive. But, insofar as style is concerned. they
tend 10 fall into the area of high-class cocktail
piano.

McKenna. potentially the most interesting
pianist of the three. loses a great deal of his
momentum by allowing Dick Johnson. a per-
fectly satisfactory fluust and clarinetist. to
horn in on some of his pieces. McKenna is a
slow builder and any session at Michael's Pub
in New York. when he was playing there. took
a little while to get going. Taking time out t0
allow Johnson. who was not regularly with
McKenna at Michael's. to fill some spots. di-
verts McKenna from his proper purposes.
Johnson has not been recorded in a long time
and deserves to be heard. but not at the ex-
pense of McKenna. who needs record space
too JSwW

ART HODES: The Art of Hodes. Art Hodes, pi-
ano. Hesitation Blues, Ballin' the Jack, Tin
Roof Biues, ten more. EupHONIC 1207, $6.00
(available from Euphonic Sound Recording
Company, 357 Leighton Drive, Ventura, Calif
93001).

Art Hodes. on his own. is a much more varied
and colorful pianist than he usually appears to
be when he is heard with a traditional jazz
group. Much of the nervous jumpiness that
the band setting seems to bring out in Hodes
disappears or is assimilated in his playing as
an unaccompanied soloist. On this disc he ex-
plores a wide range of material. from Closer
Walk with Thee 10 a tune one is surprised 1o
find Hodes playing. Herbie Hancock's Warer-
melon Man. There are also several Hodes orig-
inals. including tributes to Jelly Roll Morton
and to Fats Waller (the latter's The Smooich
15 done with an unexpectedly bright. light
quality. rather than the solid beat that Waller
gave the style). Unfortunately. the record has
considerable tape hiss. which is no great prob-
lem once the ear adjusts. as well as some flut-
ter and wow that occasionally become promi-
nent enough to detract from Hodess per-
formance JS.W.

CHARLES WiLLIaAMS: Stickball. Charles Wil
liams, Chris Woods, Bubba Brooks, Frank
Wess. reeds; Randy Brecker, flugelhorn; Don
Puilen, electric organ: Paul Griftin, electric pi-
ano; Cornell Dupree, David Spinozza, etectric
guitars; Gordon Edwards, Fender bass: Ray
Barretto, David Carey, percussion; Clyde
Lucas, drums Who Is He; Drown in My Own
Tears; Ain't No Blues; four more. MAINSTREAM
381, $5.98

This 1s another strong set of performances by
Charles Williams. the third he has made for
Mainstream  without. apparently. breaking
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If the five Concord receivers on
this page have one thing in common, it's
this: brutally honest specifications.

What d> we mean by brutally
honest?

Conside~.

The power ratings for all five are
derived by running all channels at rated
output, using an 8-ohm load, with total
harmonic distortion no higher than 1
percent (only 5% for the CR-550).

Now, w= could rate our receivers
bydrivingonlyone channel witha 4-ohm
load. And giveyou much bigger numbers
to read about and “ooh” and “ah” about.
Especially when you consider our modest
prices.

Howev=r, listening is what audio
is about. Not reading. You car't hear
numbers. But you can hear quality. And
the conservative way we arrive at
ournumbersmaybeacluetowhy
the sound that comes out of
our receivers is so “ooh”

CR-200
24 watt RMS

90 watt RMS

i

CONCORD. The brutally honest line.

CR-400 (]
37 watt RMS Four-Chaanel Receiver Tk-250
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and “ah” provoking. At any price.

You see, whenit comes to making
fine audio components, the Concord
theory isthat honestyisn't the best policy.

It's the only policy.

You can peruse all of our brutally
honest specifications by sending for our
full-color brochure. It starts with our
CR-100 {a most economical way to start
a sterec system) and includes our new
CR-400 (quadrapnonic sounc at stereo
prices). Plus the magnificent CR-550,
with 45 honest rns watts per channel. ..
bo:h channels driven into 8 ohms. After
reading it, you'll want to learn one thing
more about the Concord line. Andthat is
how they sound Ycu get the answer
wherever uncompromising audio equip-
ment is sold.

Concord Division, Benjamin Elec-
tronic Sound Cempany, Farmingdale,
N.¥. 11735. A division of Instrumant
Systems Corporetion. Availaole
in Canada.

CR-100
1= watt RMS

53 watt RMS
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for sale

AR _KLH. ADVENT DYNACO, RECTILINEAR, ADC OWN-
ERS—our low cost electronic equalizer adds full octave
of new bass. provides three broadband tone control
Three reviews, lliterature from NORMAN LABORA-
TORIES. 520 Highland Parkway, Norman, Oklahoma
73069

RARE ROMANTIC PIANO SCORES Moscheles Hen-
selt. Herz, Litolff. Scharwenka, Scriabin, etc. Free cata-
log. MUSIC TREASURE PUBLICATIONS, Box 127, High-
bridge Station, Bronx. New York 10452.

SCOTCH TAPES. DISCOUNTS! CATALOG 106
TOWER. BOX 33098, DISTRICT HEIGHTS. MD. 20028

PRECISE MARRIAGE of speakers and enclosures in
Danish-engineered speaker kits. 40 to 20,000 hz at gen-
unie discounts. Western residents save freight on audio
components. Free catalog. Aware, Box 683. La Canada,
Calitornia 91011

SPEAKERS, SPEAKER KITS, CROSSOVER KITS
Catalog free. Crossover design guide 25¢. SPEAK-
ERLAB, 5500H 35 N.E.. Seattle, Washington 98105

New metal 10.5" reels $2.85 each, used box $.35 extra,
new box $.50. Metal Reel Specialists. POB 338, Dun-
woody. Georgla 30338

HIGHFIDELITY— =1 thru = 13 Best Offer Beaujon. 16
Hickory Avenue. Bergenfield, N.J 07621

services

RENT 4-TRACK OPEN REEL TAPES—ALL MAJOR la-
bels—3.000 different—tree brochure. Stereo-Parti, 57 St.
James Drive Sama Rosa, Cal 95401

RENT STEREO TAPES S1 50 week Postpmd new
Catalog 25¢. Tape Library. Box 8126. Washington, D.C
20024

new equipment for sale

BUY DIRECT FROM ENGLAND Save money! Decca.
SME. Transcriptors. Tandberg. Revox. Cambridge. KEF
Godl Speakers. Ortofon. Leak. Goldring. B&O. Price list
free. For catalog send $2.00 bill ($4.00 airpost). Credited
on $100.00 purchase. Goodwins. 7 Broadway. Wood-
green. London N22. Visitors welcome

DON'T PAY THE HIGH MAIL ORDER PRICES
THIEVES WAREHOUSE OF TAMPA, 1531 SOUTH DALE
MABRY, K TAMPA, FLORIDA 33609.

LISTEN TO TV
THROUGH YOUR
STEREQ WITH
TELEDAPTER!

Works with any television and stereo no wiring—just takes a minute to plug

n. Now enjoy all TV programming with a full nem sound. Complete and ready

10 use with instructions, Send $2.00 for C.OO or $16.95 for PP (Cash, check

or master charge =) To: RHOADES AND CD. P.0. Bor 817, Hendersonwilie,

Tennessee 37075, 10 day money back guarantee. Dealer inquire Innited

THE AUDIO RESEARCH ROOM The comple(e range
ot Audio Research equipment on display under ideal lis-
tening conditions. By appointment. C.M. Santmire.
AUDIO SYSTEMS & DESIGN 5421 South 84th St.. Lin-
coln, Nebraska 68516 (402) 489-9888.
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Home burglar alarms, intercoms, telephone ampllfiers,
power failure sources, and other electronic goodies:
CENTRON COMMUNICATIONS, Box 4716, Chicago. IL
60680

—+l..~ .

T

-

AAL

New BASIC STEREO PREAMP
provides absolute sound purity without the
overcomplexity of other units. The signal Is
subjected to minimum operations, assuring
straight-through clarity, reliability, and ease
of use. KIT $69.95. WIRED $99.95. For com-
plete STEREOPHILE test report, write to
Dept. HF:
ACE AUDIO CO.

25 Aberdeen Drive, Huntington, New York 11743

Opera tapes Open Reel and Cassettes—historical per-
formances of last 40 years—Unbelievable treasure and
rarities—ALSO LP RECORDS. Ed Rosen, Box 97, Free-
port N Y 11520

FREE 200- PAGE CATALOG 1.400 New Stereo
Recordings. Renaissance, Baroque, Classlcal, Roman-
tic. Modern Music. Not sold in stores. Not listed in
Schwann's. Highest quality! Budget label prices| Avail-
able only by mail. MUSICAL HERITAGE SOCIETY. Box
932 HF, New York, N.Y. 10023.

IMPORTS: Jazz, Classical LP's, 8 Tr, Cassettes all lan-
guages 3 catalogues 50¢ each. Refundable. Nostalgia all
categories. Howards International (H) 61-25 98th St.,
Rego Park N.Y 11374

JOHNN GUARNIERI and NEW McKINNEY COTTON
PICKERS stereo LP's $5.50 Postpaid. Free Brochure. Jim
Taylor, Dept. H, 12311 Gratiot, Detroit, Mich. 48205

EVERYTHING ON OPEN REEL! Thousands of prere-
corded/classical popular tapes. Latest releases. Dis-
counts. 96-page catalogue $1. Barclay-Crocker, Room
333B. 11 Stone Street, NYC 10004,

RARE OPERA, symphonic music. Historlc perform-
ances, European and domestic. Free catalogue. Under-
hlil, Bellport. N.Y. 11713,

BLANK RECORDING TAPE brand new, top quality,
splice free. Open reel, cassettes and video tape. Acoustic
Dynamics, Box 205H, Hewleu N.Y. 11557

Old Radio Programs Cassenes $2.00 hour!!! Box 192
AM, Babylon, N.Y. 11702

tapes & records
'HARD TO GET™ RECORDS—ALL SPEEDS, RECORD
Exchange. 842 Seventh Avenue, New York, N.Y. 10019

MEMOREX and CAPITOL blank tapes. LOWEST

PRICES in the USA. Send 10¢ for catalog. S&B Distribu-
tors P O Box 330, Woodmere, New York 11598.

Relssues o' classic, jazz and SWING recordings. Hun-
dreds of albums. Many selections never before on LP's
Write for free catalog to: Tullp Records. Dept. HF-P.O
Box 6277, San Francisco. Calif. 94101

COLLECTORS RECORDS OF DALLAS Presents the
largest oldies record catalogue. Over 6000 records listed
for sale, 50¢ to $150.00 years 1948 to 1972. Cost of 60
page catalogue is $3.00 refundable with the first order.
Send to Collectors Records. POB 44017 B, Dallas. Texas
75234

SCOTCH RECORDING TAPE, LOWEST PF!ICES TAPE
CENTER Box 43050 Washmglon D.C. 20012

Basf. Memorex, Scolch TDK. Reels, Cassette, 8-
tracks. Lowest Prices. S & S Audio, P.O. Box 523, Skokle,
1. 60076

Live opera tapes from capitals of the worid. Top quality
copies. Extensive catalogue free. A Fischer. Box 83, For-
dham Station, Bronx, N.Y 10458

FILM-STAGE SOUNDTRACKS. Large free list. A. Lut-
sky Box 7342 Miami, Fla 33155

“LIVE OPERA PERFORMANCES ON REEL- TO REEL
TAPES. Incredible performances dating back 40 years,
from PONSELLE-CALLAS. Catalog; MR. TAPE, Box 138,
Murray Hill S(a(lOn N Y.C. 10016.

Kennedy Tlppl( Oswald murders! Actual epi-
sodes + police recordings! Reels-cassettes: $10. Majes-
tic, 9651 Foxbury, Pnco-Rlvera Caluvorma 90660.

SOUNDTRACK RECORD ALBUM and list $2.00—
Whalon 2321 HH||| Lane, Redondo Beach, Cam 90278

MEMOREX & BASF Aud!o & Video Tape BSC Inc. PO
Box 1181 HF Melrose Park, Ifl. 60161,

SCOTCH BRAND CASSETTES 1- 10 48
SC-45Low Noise, 45 Min. 135 121 1.15
SC-45 High Energy, 45 Min. 165 1.48 140
SC-601-Hr. Low orse 150 1.35 1.21
SC-60 1-Hr. High Energy 1.80 1.62 1.54
SC-901-% Hr. Low Noise 225 2.02 1.92
SC-90 1-% Hr_High Energy 2.70 2 43 2.3
SC-120 2 Hrs. Low Noise 3.30 270

Y
Shipping-Handling + 10% ( + 5% Over $80.00)
*Above May Be Assorted For Best Quantity Price

TAPE RECORDERS

5% ABOVE

DEALER
SCOTCH MAGNETIC TAPE (USED)

cost!

2150, 1800 Ft. 7 Inch reel, 1 mil poly-
ester, recorded once, bulk erased (no
box), 39¢ plus 10% shipping & han-
dling (min. order $10.00); slightly
used 10-% inch fiberglass reels, %'
hole, 50¢ each, plus shipping by
weight and zone.

SAXITONE TAPE SALES
1776 Columbia Rd.,
NW. Washington, D.C. 20009

THREE GREAT STEREO ALBUMS: (1) "The New
McKinney's Cotton Pickers™ (1930-style big band jazz,
featuring Dave Wilborn, vocalist with original band), = B-
38000 (widely acclaimed!); (2) "From Monday On™" a pot-
pourri of jazz, new and old, by " Tom Saunders’ Surfside
Six'' (a Detroit-area tfavorite), xB-38002; (3) "You're
Driving Me Crazy" —a second rompin’, stompin’ album by
“The New McKinney's Cotton Pickers” B-38001
$5.50 each, postpaid. Bountiful Record Corporation,
12311 -H Gratiot, De(ron Mlchlgan 48205

Cul out records. Huge S(ock All new. No catalog. Lesco.
2205 Marylane Broomall Pa.. 19008

TAPES! TAPES! TAPES' EIGHT TRACK STEREO AND
CASSETTES. TOP ARTISTS. TOP QUALITY. FULLY
GUARANTEED HUNDREDS TO CHOOSE—$3.50 EACH-
3 FOR $10.00 VOLUME BONUSES. SHIPPING POST-
PAID—FREE CATALOG—tN Stndustries, P.O. Box 2265.
South Hackensack, N.J. 07606.

FREE RECORD CATALOG-—Listing thousands of clas-
sical, opera, folk, jazz, popular, show, spoken, children,
religious and language records. All labels, mono and
stereo. Buy by mail and save from Chesterfield. world's
largest exclusive mail order record distributor. Send
name and address today to Dept. H. Chesterfield Music
Shops. 12 Warren Street, New York, N.Y. 10007

RECORD AUCTION! Send s/a/s envelope indicating in-
(eres(s 216N. Rose. Burbann Call'orma

EXCITlNG NATIVE DRUMS AND SONGS OF TAHlTI on
cassette, $7.00 ea.. postage included. prepaid. Quantity
limited. YUAM Box 269, Papeete, Tahlti’

Hi1GH FIDELITY MAGAZINE
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CLASSIFIED

SENSE TAPES-—Specially-programmed continuous
three-hour music/sound environments. Stereo; reel or
cassettes. Free brochure: Sunier Praductions, Box 814
Kentfield, CA 94904

LIVE OPERA, CONCERTO, SYMPHONIC, TAPE BAR-
GAINS . -$3.50—(REELS & CASSETTES). BOX 1101
WOODHAVEN, NEW YORK 11421

SOUNDTRACKS. Hundreds of mint deletions. Brighton's.
P.O. Box 1722, Santa Monica, Calif. 90406

RARE SOUNDTRACKS, SHOWS AND PERSONALITY
RECORDINGS—Reasonable prices. Large new catalog
free. Robert Hiott, Box 471, Miami, Florida 33144

SOUNDTRACK, Lowest Prices. Catalog: 25 cents. Write
Hi Fi. Box 715, Florrisant, MO 63033

FREE Movie Classics Soundtrack Catalog. Wilson. 823
Timberlane. Galion, Ohio 44833

employment opportunities
EPICURE PRODUCTS, INC. is seeking quality appli-
cants to meet expansion needs. Applicants must be will-
ing to travel extensively four or five days per week; be
knowledgeable of, or willing to learn, all aspects of the hi
fi industry—products, policies, and future developments
Position requires a professional approach to sales, and a
person interested in rapid advancement into a growing
management team. Base salary and monthly incentive
Epicure Products, Inc. Call: Robert Fuller. Personnal
Newburyport. Mass. 01950. (617) 462-8191

wanted to buy

CASH FOR UNWANTED STEREO LPS AND PRERE-
CORDED TAPES. Reder. 81 Forshay Road, Monsey. New
York 10952

7' STEINWAY PIANO with Duo-Art or other reproduc-
ing mechanism. Will pay retail value anywhere in North
America. Harry Browne, 1126 Crestline, West Vancouver
British Columbia, Canada

cabinets

COMPONENT CABINETS—Direct trom the factory at
low factory prices. Finished-Untinished-Kits free bro-
chure. AUDIO ORIGINALS. 546 S. Meridian St., Indianap-
olis. Inc. 46225

business opportunities

HELENE ERICKSON ASSOCIATES, INC. International
Writers' Bureau-Club-School. (212) 658-1698, Jamaica.
NY 11435

miscellaneous

SLEEP-LEARNING—HYPNOTISM! TAPES, RECORDS.
books. equipment Also Alpha Brainwave Feedback de-
vices. Free catalog. Autosuggestion, Box 24-F. Olympia.
Washington 98501

DIAMOND NEEDLES and Stereo Cartridges at Dis-
count prices for Shure. Pickering, Stanton. Empire
Grado and ADC. Send for free catalog. All merchandise
brand new and factory sealed. LYLE CARTRIDGES.
Dept. H. Box 69, Kensington Station, Brooklyn. New York
11218

Stereo Components, Appliances. low quotes, $1.00 for
catalog. Defa Electronics. 2209 B'Way, N.Y . N.Y 10024
(212) 874-0900

HIGH FIDELITY'S TEST REPORTS—Over 175 cur-
rently available audio products. Tests, analyses, prices
Send $2.25, includes 30¢ postage & handling. to High Fi-
delity's Test Reports, Box HF. 2160 Patterson St.. Cincin
nati. Ohio 45214

Protect your records Poly sleeves for jackets 6¢
Roundbottom Inner sleeves 5¢ Poly lined paper sleeves
12¢ White Jackets 27¢ Postage $1.00. Record Supply
House, Hillburn, New York 10931

SENSATIONAL NEW AUDIO REPORTING SERVICE
AUDIO REVIEW OFFERS FULL EXPOSURE TO FEA-
TURE ARTICLES/NEWS; EQUIPMENT PROFILES/RE-
VIEWS/ RATINGS: ADVISORY SERVICE; EQUIPMENT
DISCOUNT CLUB., MORE! SPECIAL SAMPLE copy:
$1.00. DETAILS: AUDIO REVIEW: Box 175-X, North Bran-
ford, Connecticut 06471

NOVEMBER 1973

through to the audience who ought to be wel-
coming his richlv singing blues alto. He is
backed this itme by masses of strings. plus gui-
tars. a saxophone quartet. and flugelhorn. But
despite all this assistance. 1t 1s still Williams’
full-bodied. clean. blues drenched lines that
make the pieces work. JS.W.

MELaNIE: Please Love Me. Buopan BDS
5132, $598. Tape: M 85132, $6.97, ¢® M
55132, $6 .97

Melanie demands a very special appetite: a

passion for treacle. Almost everyone: beware!
H.E

CHERYL DwcHer: Butterfly. (Jeff Barry,
prod.) A&M 4394, $598. Tape: #i 8T 4394,
$6.95; % CS 4394, $6.95

Every record company should have its own
Melanie if it wants one: now A&M has its.
Whatever does it for you. MA.

TiNAa HARVEY. (Jonathan King, prod.) UK
UKS 531C3, $4.98

A promising debut by a young Britisher whose
repertoire ranges from Like a Rolling Stone 10
Lili Marlene. Her Dylan is best. M

CREEDENCE CLEARWATER RevivaL: Cree-
dence Gold. FANTASY 9418, $5 98. Tape: #¢
M8160-9418, $6.95, e® M5160-9418,
$6.95.

Disbanded now. Creedence Clearwater Revi-
val is still a much-loved rock band. This
‘greatest hits™ assemblage proves once again
that Creedence's Proud Mary and Bad Moon
Rising deserve to be rock standards. One
wishes. though. that the band’'s regional
accents did not play havoc on words with
voiced middle r's like “working.” “turning.’
and “burning.”

Love UnumiTep: Under the Influence of
(Barry White, prod.) 20TH CENTURY-FOX T
414, $4 .98
1t sounds as if producer Barry White tried to
make this group sound exactly the way he
would sound if he were a girls™ trio. The prob-
lem is obvious. and despite the able help of
Gene Page the atbum is dull and uncomfort-
able MA.

Heaos, HANDS & FeeT: Old Soldiers Never
Die. ATco SD 7025, $5.98.

This English ensemble works hard but the re-
sult 1s heavy-handed and refuses to take off.
There are just too many cuts on this disc that
indicate that Heads. Hands & Feet 1s all
thumbs H.E.

DANNY O’KEEFE: Breezy Sfories. ATLANTIC
SD 7264, $5.98. Tape: e TP 7264, $6.98;
®® CS 7264, $6.98

Considering what an interesting and impor-
1ant artist Danny O'Keefe is. Atlantic should
be shot for letting the graphics of this album
get by-—-album design (closeup painting of
'40s-type phony blond with expressionless
eyes) by Stanislaw Zagorski. art direction by
Marl Schulman. Newer arusts can’t afford
cheap-thrill covers. Besides. don't these
people know the tacky-cover period is out?
The album. incidentally. is absorbing. I hope
O’Keefe hangs in long enough to make it M.A.

DISCOUNTS

WASH. D.C.
HAS NO FAIR

STEREQ
COMPONENTS

PLEASE REQUEST

Prices for your choice of
Changers, Receivers, Tape
Recorders, Speakers, etc.

PROMPT DELIVERY

IN FACTORY
SEALED

CARTONS.

DISTRICT
SOUND INC.

2316 Rhode Island Ave. N.E.
Washington, D.C. 20018 J

202-832-1900
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Now you

can enjoy your
antique records
on a modern
sound system!
Its easy’ And it's all explained in a bhg 9-page
How To article avalable in reprint form from

HIGH FIDELITY You'll also receive a bonus 85.71
to 7059 rpm strobe disc to set your turntable
speed

It's simple! Written in lucid step-oy-step fashion,

this reprint quickly enables you to listen to (and

tape) your antique 78 rom records. Here are a few

of the subjects covered:

s Acjusting your turntable to antique record
speects

® Picking the right stylus for your 78

o Playing oad size records on your changer.

o Converting your stereo pickup for vertical discs.

And this complete reprint. including pickup wiring
diagrams and your bonus strobe disc is only $1

Supplies are limited. so fill out the coupon below
and send it with your check or moncy order to.

HIGH RDEUTY Magazine Dept. OR

The Publishing House

Great Barnngton. Mass. 01230
Please send me my How to Play Old Records on
New Equipment’ repnnt plus my bonus strobe
disc Enclosed s $1

Name ————
Address

City & State. _ap —
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the tape

dﬂﬂk BY R.D. DARRELL

A Super-Sound Stage for Carmen. Be-
yond a certain point. critical acclaim can
engender as much skepticism as cager
curiosity. Haven't yvou suspected (as |
have) that all the ballyhoo over last sea-
son’s Met/Bernstein Carmen may have
grossly overstated its merits? Perhaps it
really did where the stage production it-
self was concerned. but the Deutsche
Grammophon recording convinces me
that it not only lives up to its advance
publicity but even surpasses it in sonic
theatrical excitement. The lead roles
(especially those of Don José and Esca-
millo) all have been better sung, on
records as well as off: and other conduc-
tors (and casts) have better captured the
gquintessential Gallic stylistic elements of
Bizet's music. But surely no soloists.
chorus. orchestra, and conductor have
better meshed forces to achieve such
electrifying tonal drama, nor has any
previous Carmen been as superbly re-
corded as this one.

This first Mectropolitan Opera  re-
corded production in well over a decade
will of course need no recommendation
to the Met faithful in general nor to the
fans of Marilyn Horne and Leonard
Bernstein in particular. The potential lis-
teners 'm most anxious to convince that
this work holds special rewards for them
are avid audiophiles, and indecd every-
one susceptible to theatrical excitement
expressed in aural rather than visual
terms. And while [ haven't vet heard the
three-disc edition. | just can’t imagine its
matching the all-round technological ex-
cellence of the Dolbyized two-reel ver-
sion (DG/Ampex R 47043, $21.95;
notes-and-texts booklet included).

Two Handelian Fountains of Youth.
One’s most memorable home musical
experiences need not always be the dra-
matic works (like the Carmen above)
that hold us thrillingly spellbound for a
couple of hours only to leave us emo-
tionally exhausted afterwards. There is
another kind of more restrained (and
sustained) musical excitement that
serves as a kind of rejuvenating energy
replenisher—that recharges rather than
drains our psychosomatic batteries. All
the best buaroque-era composers can
achieve this revitalization miracle on oc-
casion. but for me the supreme miracle-
worker (challenged only by Bach) is
Handel. Whether it's his inexhaustible
flow of melodic and coloristic invention,
the unanalyzable buoyancy of his rhyth-
mic imagination, the driving momentum
of his contrapuntal mechanisms. or a
combination of all these. there’s some-
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thing in his music that not only sweeps
his listeners along but infuses them with
a potent share of its own prodigal
energy.

My favorite Handelian-vitamin pre-
scriptions are the famous Warer Music
and Rowvul Fireworks Music—provided
they are plaved with genuine stylistic au-
thenticity and contagious gusto. On tape
we had to wait a long time for really sat-
isfactory versions. those by Menuhin for
Angel. and of these only his 1964 Warer
Music remains in print (cassette and car-
tridge cditions only). Hence my lively
welcome for the technologically more
up-to-date versions by Raymond Lep-
pard and the English Chamber Orches-
tra (Warer Music: Philips/Ampex L
5047: Royal Fireworks Music and three
Concertos for Winds and Strings: Phil-
ips/Ampex L 5369; 7'a-ips reels, $7.95
cach). As his tellow musicologists have
been quick to point out. Leppard is not
frec from some tempo and score-fi-
nagling mannerisms. and both he and
the Philips engineers are more com-
pletely successtul in the infectiously spir-
ited and sonically lucid Warer Music
than they are in the somewhat over-
heated and sonically thicker Fireworks.
But even the latter reel is a Must for ev-
ery Handel aficionado if only for its
coupled concertos from Vol. 47 of the
Complete Works (pp. 72-79. 2-15.
80-98) which include the composer’s
trial versions of several Wurer and Fire-
works Music movements and thus are
fascinating to students as well as satis-
fying in their own right.

Peters Cassettes: from Opera and Oper-
etta ... The sume big box of Peters In-
ternational releases from which [ drew a
batch of Richard Tauber and opera 8-
track cartridges last month also included
musicassette editions of both complete
operas tape-processed in ltaly and Pe-
ters” own processings of European EMI
recordings. The operas are Leoncavallo’s
Puagliucei in last vear's RCA version star-
ring Caballé. Domingo. and Milnes.
with Santi conducting: and the 1964
RCA Rigolerio starring Moflo. Kraus.
and Merrill. with Solti conducting (Ttal-
1un RCA RK 7090-91 and RK 7027-28
respectively. two cassettes cach, $13.98
per set; also 8-track cartridge editions at
the same price).

The Pagliacer (in this version’s first
taping of any kind) must be one of the
least mclodramatic, or even dramatic.
performances ever recorded. but in com-
pensation it is one of the very best for vo-
cal appeal and sonic quality. and boasts
the added attraction of a batch of ftiller
arias by the same stars from Lceon-
cavallo's less-tamiliar Chatterton, Zaczi.
and (non-Puccinian) Boheme. The Rigo-
lerio. once available in 4 1965 reel edi-
tion. now survives on tape only in cas-

sette and cartridge excerpts in this
country. So Moflo and Merrill fans
should welcome the return of the com-
plete work in RCA laliana’s handsome
plush-lined boxing (which however does
not include a libretto). Like the later
Paglivcei it is beautifully sung and the
recording still sounds admirably strong
and vivid. but it 100 (even with Solti at
the helm) lacks dramatic fervor and im-
pact.

Odcon/P.l. MCPF 6031 (also 8-track
cartridge 8PF 6031: $6.95 cach) is an in-
valuable historical documentation of the
young Jussi Bjoerling. recorded in mono
of course in his carly days—the "30s—with
the Swedish Royal Opera. He sings, in
Swedish and with fabulous vocal fresh-
ness and assurance, seven warhorse op-
cra arias and seven mostly salonish Ttal-
ian, English, and Swedish songs. Odeon/
P.1. MCPF 6040 and 6044 (also §-track
cartridges; $6.95 each) are comparably
valuable tor their documentations of the
carly career—carly ’60s—of another
gifted and c¢ven more tragically short-
lived tenor. Fritz Wunderlich. He is
heard. with a batch of less familiar sing-
ers and the Graunke Symphony under
Carl Michalski. in selections from three
operettas by Leo Fall and one by Carl
Zeller (Die Rose von Stambul and Der
liehe Augustin in 6040; Der fidele Bauer
and Der Vogelhandler in 6044). But here
the star (then on the launch pad of his
meteoric rise on the international scene)
is by no means the sole attraction: The
music itself is irresistibly catchy as well
as delectably sung and recorded.

. . . to British Proms Favorites. Onc¢ of
the reasons why the conductor of the
Royal Liverpool Philharmonic is now
Sir Charles Groves undoubtedly is his
authoritative perpetuation of the hal-
lowed stylistic traditions established by
such quintessentially British conductors
as Sir Henry Wood and Sir Adrian Boult,
and such composer/conductors as Eric
Coates and Sir William Walion. Cer-
tainly Groves's aflinity for such music-
making is persuasively demonstrated in
two late-'60s programs originally re-
leased under the English Columbia Stu-
dio Two lubel. now taped as Odeon/P.1.
MCPF 6069 and 6073 (also 8-track car-
tridge editions: $6.95 cach). The former
is a Coates program inevitably featuring
the ever-popular London and London
Again Suites plus The Three Bears and
Cinderella “phantasies.” played with ir-
resistible zestfulness and brightly re-
corded if’ with considerable “spotlight-
ing.” The latter. more recently and even
more  brilliantly recorded.  comprises
most of Walton’s “popular music™: Spir-

Sire Prelude and Fugue: Scapino and Jo-

hannesburg Festival Overtures: Crown
Imperial and Orb and Sceptre Corona-
tion Marches.
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Instead of talking about

a cassette deck with 3 heads
we make one.

The RS-279US.

It has an HPF™ monitor head. So every
recording you make will be as sharp and clean
as it should be. That’s recording insurance. The
kind of insurance that great specs alone can’t
give. Only a monitor head can.

The monitor is morz important in cassette
than it ever was in reel-to-reel. Because the
cassette can drag or jam without warning. And
it’s prone to recording overload. Which can ruin
a potentially great recording if itisn’t detected.

The RS-279US also has many other desirable
design and convenience features. Like a dual
motor system. With a DC motor for the reel-
table-drive and our exclusive direct drive DC
motor for the capstan. Adjustable Dolby*.
Switchable bias for Cr0, tapes. Solenoid-
operated function controls. Locking pause.
Memory rewind. And Auto-Stop.

And the specs are just what you’d expect from
a deck with those credentials. The signal-to-
noise ratio is better than 59dB. Frequency
response is from 20-16,000Hz. And wow and
flutter are less than 0.10%.

The RS-279US has the hallmarks of a great
cassette deck. Plus one that puts it ahead of
other decks. Our patented HPF™ monitor head.

The concept is simple. The execution is
precise. The performance is outstanding.

The name is Technics.
*Dolby is a trademark of Dolby Laboratories Inc.

200 PARK AVE., NEW YORK, N.Y.10017
FOR YOUR NEAREST AUTHORIZED
TECHNICS DEALER, CALL TOLL FREE

800 447-4700. IN ILLINDIS, 800 322-4400

Technics

by Panasonic
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And then there was music. selection of tape recording equip- -
\ And then came Sony tape recorders  ment.in the world. Sony tape
to capture the words and music recorders, Sony accessories, Sony

with perfect fidelity. Right from the microphones, Sony recording tape.
start, Sony has always been first with ~ We could go on and on and on.
the best, the newest and the broadest We are. SONY.Ask anyone.

A Product from ~SGPERSGOPE.
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KENWOQD
KR-8340

Two-Channel Excellence, Four-Channel Excitementin One Luxurious Unit

The great thing about the KENWOOD KR-8340 AM/FM
Receiver is that you don’t have to give up the best of two-
channel to enjoy the best of four-channel. Flick the Mode
Selector Switch to 2-CH, and the full power of four sep-
arate amplifiers is ‘strapped’ to the front channels. 25
RMS watts per channel (x4) increases to 60'RMS watts
per channel (x2) for top-powered, top-quality 2-channel
reproduction. Flip the Mode Selector to 4-CH, and full
4.channel capability is at your finger tips: RM, SQ, CD-4
(with optional decoder/demodulator), and provision for
two fult 4.channel tape systems with tape-to-tape dub-
king. You get the best of both audio worlds, two-channel SELECTOR
ar four-, in one sophisticated, luxury receiver by
KENWOOD, the KR-8340.

PHONO PHONO 2
FM COo-4
Laxury features include: Direct Coupling for minimal distor-
tion, excellent bass response ® 220 Watts (IHF); 60 watts/
channel x 2, 25 watts/channel x 4 (RMS into 8 ohms, 20-20k
Hz) = DSD for exceptional stereo separation at all frequencies
s Terminals for 2 PHONOS, 4-CH AUX, two 4-CH Speaker Sys-
tems ®» FM Sensitivity 1.9 uV, S/N 63 dB » Selectivity 50 dB
» Price $619.95.

l XR-w34g
TWO-fOUR RECEIVER

the souad approach to quality

For complete specifications, visit your @ KENWOOD

nearest Authorized KENWOOD Dealer, or write . . .

15777 So. Broadway, Gardena, Calif. 90248
72-02 Fifty-first Ave., Woodside. N.Y. 11377
In Canada: Magnasonic Canada, Ltd.
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