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n Dolby under°200.

Twin illuminated VU meters, plus
s2parate input level controls for each
channel help you set accurate
recording levels. Stereo microphone
¥ puts as well as the headphone
output jack are all easily accessible
o1 the front panel.

Compare the CT-F2121's
iacredible combination of perform-
ence and features with cassette decks
costing much more. You can come to
only one conclusion — at a suggested
resale price of $199.95%, this is the
m st extraordinary cassette deck
vaue ever offered.

Frequency Response (Chrome Tape):
30-16,000 Hz

Wow & Flutter (WRMS): 0.12%

Signal-to-Noise Ratio (with Dolby): 58dB

Input Sensitivity: 0.3mV — 63mV (mic);
63mV — 12V (line)

Outputs: 45(mV (line & DIN}; 80mV 8 ohms
(headphones)

U.S. P oneer Electrenics Corp.,
75 Oxford Drive, Moonachie,
New Jersey 07074.
West: 13300 S. Estrella, Los Angeles
90248 / Micwest: 1500 Greenleaf,
Elk Grove Village, 11l. 60007 / Canada:
S. H. Parker Co.
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The CT-F2121 comes ready for custom
installation. Handsome, optional cabinet with
walnut veneered tog and sides also available.

whe 1 you want something better

*Dolby is 3 trademark ot Dolb Laboratories, Inc. {(Optional cabinet with watnut venzered top and sides. Approximate value, $24.95) Prices listed abowe are manufacturer's appro




The new 2121. Witl

Ever since the cassette deck stepped
into the spotlight with proven high
fidelity performance, great advances
in tape and cassette deck technology
have been made. Despite this
progress, most of the high fidelity
industry was convinced that it was
virtually impossible to build a really
superior front-loading, front-control
cassette deck equipped with Dolby —
that could sell for less than two
hundred dollars.

Pioneer thought it might be
impossible, 1oo. But we figured it was
worth the try.

The engineers at Pioneer were
given the 2121 project two years ago.
They were asked to build a front-
access, front-control cassette deck
loaded with features. A deck that
would outperform any unit in the two
hundred dollar price range that had
ever been built before.

The result is the no-compromise
CT-F2121 — a cassette deck with
enormous capability, performance,
reliability and features. Pioneer
believes the CT-F2121 has the
greatest combination of value ever
put into a cassette deck at such an
extremely reasonable price.

Switch from one mode to another, bypassing
the Stop-lever.

Everything’s up front for
optimum operating convenience.
Pioneer's engineers have designed
the CT-F2121 to give you the highest
degree of flexibility in use. You can
stack it easily with other components
in your system because every control
function, as well as cassette loading,
is operable from the front panel. in
addition, the illuminated cassette
compartment permits rapid cassette
loading at an easy-to-see 30° angle.
An LED indicator lets you know when
you're in the recording mode. And,
as all Pioneer components, the
controls are simple to use and
logically arranged.

improved sound reproduction
with built-in Dolby B system.
The CT-F2121's selectable Dolby B
provides as much as 10dB improve-
ment in signal-to-noise ratio with
standard low noise tapes, There's an
even greater improvement with

chromium dioxide tape. An indicator

light tells you instantly when the
Dolby system is in operation. And to
insure better, interference-free
recordings of FM stereo broadcasts,
Pioneer has built in a multiplex filter.

Outstanding performance with

every type of tape.

Separate bias and equatlization
switches parmit you to use zny kind
of cassette tape: standard lcw noise,
chromium dioxide — and even the
newest ferrichrome formulations. The
CT-F2121 brings out the ful est
capabilities of each tape. And to
produce the best performance, the
operating manual of the CT-F2121
gives you a chart listing the most
popular cassette tape brands with
their recommended bias and

equalization control settings. There's

never any cuesswork.

TAPE ooLay NA

8uitl m Doiby. €Q

a sto STD OFF
PHONES (VU=

- N
Separate bias & equalization switches for any
type of cassette tape.

Versatile features increase
listening enjoyment and simplify
recording.

Pioneer has outdone itself on the
CT-F2121 with a host of easy-to-use
features. A long life permalloy-solid
recard and play head and a ferrite
erase head insure excellent signal-
to-noise ratio. The transport operating
levers that permit, direct, jam-proof
switching from one mode to another
without having to operate the Stop
lever, are a great advancement. And,
like Pioneer's more expensive
cassette decks, the CT-F2121 has a
separate electronic servo-system
and a solenoid that provides
automatic stop at the end of tape
travel in play, record, fast wind and
rewind.
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filled a need... the acceptance of
Stantons 68l TRIPLE-€ is unprecedented!

It was no accident!

The Recording Industry needed a new calibration
standard because it had been cutting discs with higher
accuracy 1o achieve greater definition and sound cuality.

So, the engineers turned to Stanton for a cartriage
of excellence to serve as a primary calibration standard
in recerding system check-outs.

The result: the new calibration standard, The Stanton
681 TRIPLE-E.

The rest is history

Majcr recordirg studios adopted it . . . as did many
of the smaller producers. Radio stations across the world
put the 681 TRIPLE-E on all of their turntables, both for
cn-the-air broadcasting and for disc-to-tape transfer.

And, zudiophiles by their purchases have voted it
the oustarding stereo cartridge available.

The Stanton 631 TRIPLE-E offers improved tracking

at all frequencies. |t achieves perfectly flat frequency
response beyond 2C kHz. Its ultra miniaturized stylus
assembly has substantially less mass than previously,
yet it possesses even greater durability than had been
previously thought possible to achieve.

Each 681 TRIPLE-E is guaranteed to meet its speci-
fications within exacting limits and each ong boasts the
most meaningful warranty possible. An individually cali-
brated test result is packed with each unit.

As Julian D. Hirsch of Hirsch-Houck Labs wrote in
Popular Electronics Magazine in April, 1975: “When we
used the cartridge to play the best records we had
through the best speaker systems at our disposal, the
results were spectacular”.

Whether your usage involves recording, broadcasting,
or home entertainment, your choice should be the choice
of the professionals . . . the STANTON 681 TRIPLE-E.

Write tocay for further informat.on to Stanton Magnetics, Terminal Drive, Plainview, New York 11803
CIRCLE 36 ON READER-SERVICE CARD
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A bonus test report issue. The October HF will
contain ten big equipment reports covering
all types of gear from a handy-dandy home
systems checker-outer to the latest achieve-
ments of a major high-spec electronics com-
pany. And it’s happy 150th birthday to Johann
Strauss Il. David Hamilton discusses the worth
of the waltz in The Secret Lite of a Waltz; Ham-
ilton and R. D. Darrell contribute a basic
Strauss discography; and Vienna’s Philhar-
monic Ball reports that the Waltz Capital stili
moves in three-quarter time. Plus the usual full
complement of departments and reviews.

i‘? Cover photo:
m Roy Lindstrom
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B. H. HAGGIN, A Decade of Music

Bernard Shaw's explanation of his failure to attend
a performance of Brahms's German Requiem was
that listening to this work should not be demanded
twice from any man. But some sacrifices should not
be demanded of a critic even once.

ADVERTISING

Main Otfice: Claire N. Eddings, Director of Advertising Sales. The
Publishing House, Great Barrington, Mass. 01230. Telephone: 413
528-1300

New York: ABC Leisure Magazines, Inc., 130 E. 59th St., 15th floor
New York. N.Y. 10022 Telephone: 212-581-7777. Seymour Res-
nick, Eastern Advertising Manager

New England: The Publishing House, Great Barrington, Mass
01230. Telephone: 413-528-1300. Paul Trembley

Chicago: ABC Leisure Magazines, Inc., 2001 Spring Road, Oak
Brook, lll. 60521 Telephone: 312-323-9070. Leonard Levine, Mid

west Advertising Manager

Los Angeles: ABC Leisure Magazines Inc., ABC Entertainment
Center, 2040 Avenue of the Stars, Suite 270, Century City, Calif
90067. Telephone: 213-553-5648. Andrew Spanberger, Western
Advertising Manager

Tokyo: Japan Advertising Communications, Inc.. New Ginza Bldg.

7-3-13 Ginza, Chuo-ku, Tokyo 104, Japan. Telephone: (03) 571

8748. Shigeru Kobayashi, President

High Fidelity and High Fidelity/Musical America are publishea monthly by ABC
_eisure Magazines. inc., a subsidiary of American Broadcasting Compames, Inc

WarrenB Syer, President. | Martin Pompadur, Chairman of the Board. Claire N Edaings,
Vice President, High Fidelily Division. Herbert Keppler. Vice President. Photographic
Publishing Division, Milton Gorbulew, Vice President, Circulation; Cathleen Aloisi. As-
sistant 1o the Prexident Member Audit Bureau of Circulation Indexed in Reader’s Guide
to Penodical Literature. Cusrent and back copies of High Fidelity and High Fidehity

Musical America are available cn microfilm from University Microtiims. Ann Arbor. Mich
48106 Microhiche copies of hese magazines (1973 torward) are available through Bell
& Howell Micro Photo Division. Oid Manstield Road. Wooster 44691

Editorlal corr should be to The Editor. High Fidelity. Great
Barnngion, Mass 01230 Edtonal contributions will be we comed, and payment fof
arhicles accepted will be afranged priof 1o publication. Unsolicited manuscripts should
be accompanied by seturn postage.

LEONARD MARCUS
Editor

WAYNE ARMENTROUT
Managing Editor

KENNETH FURIE
Music Editor

ROBERT LONG
Audio-Video Editor

SHIRLEY FLEMING
Editor, Musical America Section

REBECCA ABBOTT
Copy Editor

LYNDA CARLOTTA
CYNTHIA PEASE
Assistant Editors

ROY LINDSTROM
Art Director

BOB MADDOCKS
Associate Art Director

MORGAN AMES

ROYAL S. BROWN

R. D. DARRELL

PETER G. DAVIS
HENRY EDWARDS
NORMAN EISENBERG
ALFRED FRANKENSTEIN
HARRIS GOLDSMITH
DAVID HAMILTON

DALE HARRIS

MIKE JAHN

PAUL HENRY LANG
GENE LEES

ROBERT C. MARSH

H. C. ROBBINS LANDON
Contributing Editors

MILTON GORBULEW
Senior Circulation Director

DAVID LEE
Circulation Manager

CLAIRE N. EDDINGS
Associate Publisher

WARREN B. SYER
Publisher

HiGH FIDELITY MAGAZINE




JBL Loudspeaker Components

Twelve brand new pages. Forty-
seven JBL components —dividing
networks, lenses, horns,
transducers, everything.

Lots of these goodies have never
been available as individual
components before. (They've been
performing inside JBL's newest
professional studio monitors.)

Write us. We'll send you the
catalogue, free, along with the
name and location of your nearest

authorized JEL Loudspeaker
Components Dealer.

He's important. Besides all those
components, he's got a fresh
supply of the new JBL Enclosure
Construction Kits that tell you
everything you need to know about
building your own JBL enclosure

Fill out this coupon and send it
along to JBL, the people who
wrote the book on sound

CIRCLE 41 ON READER-SERVICE CARD

Name
Address
City

H.F.-9

3249 Casitas Avenue
Los Angeles 90039

Gentlemen
| can't beat the price. Send
me the book.

State Zip

James B. Lansing Sound. Inc
High fidelity loudspeakers
from $99 to $3210



Paul Paray—praise for his reissued recordings.

Detroit’s Distinguished Alumni

Recently Unicorn issued a set of the six
Nielsen symphonies conducted by Ole
Schmidt. | have heard several of them on
the radio and own a substantial number of
the earlier recordings, but few measure up
to Nielsen's ideas. One of the very few con-
ductors who grasps the Danish composer's
idiom is Sixten Ehrling. now conductor at
the Juilliard School and the Metropolitan
Opera. Yet to date no record company has
had the vision to record his sensitive, quite
moving interpretations of the Nielsen sym-
phonic literature.

During Ehrling’s tenure as music director
of the Detroit Symphony (1963-73). | had
the privilege 1o hear his revelations of five
of the Nielsen symphonies. In fact. accord-
ing to the symphony program notes. he gave
the American premiere of the Third. As
recently as the summer of 1974, Ehrling
gave an overwhelming reading of the Fifth
with the Detroit Symphony at Mcadow
Brook. a far more probing interpretation
than either Horenstein’s or Bernstein's
recording.

I appeal to one of the recording com-
panies to tape Ehrling's concepts of the
Nielsen and Sibelius canon. (Many of us
fondly remember his excellent Mercury Si-
belius series of the 1950s: might that not be
reissued by whoever now owns the rights?)
While he is in the studio. he might also
record his Prokofiev and Shostakovich
Fifths. the Stravinsky Rite of Spring. and
many other twentieth-century works with
which he was associated while in Detroit.
His 1974-75 Bluebeurd’s Caustle at the Met is
ample proof of his achievement with late-
nineteenth- and twentieth-century music.

Charles W. Rileigh
Melvindale. Mich.

[ notice that in recent issues the recorded
interpretations of the venerable French

conductor Paul Paray have scored highly in
comparison with newer recordings under
discussion. To younger music lovers. the
onetime Detroit Symphony music director
might not be well-known. but it should be
noted that Phonogram has begun to re-
release in its Mercury Golden Imports
series some of his best recordings with the
Detroit Symphony trom the late 1950s.
These include the Ravel works cited by
Roval S. Brown in his March Ravel dis-
cography. as well as a marvelous version of
the Chausson Symphony in B flat. coupled
with an equally captivating performance of
Chabrier’s Suite pastorale. The sound of
these recordings in the imported pressings
puts some new releases to shame.

Recent correspondence with the French
maestro finds him in good health at age
eighty-nine. always busy with his work in
Monte Carlo. where he recently recorded
Lalo's Symphonie espagnole with Pierre
Amoyal. released in this country by Musi-
cal Heritage Society.

Phillip .. Nones
Nashville. Tenn.

New Features, Old Faces

[ just wanted to let you know that the new
“HiFi-Crostic” feature in vour magazine is
a greal idea. | used to do these puzzles but
never enjoyed one as much as vours. (I
guess it's more rewarding when an amuse-
ment relates to one's special interest.) I'm
looking forward to the next one and hope
you will continue this as a regular feature.
Thanks!

Rob Edward

Greenwich. Conn.

Three comments occasioned by recent is-
sues. First, [ would hope that "Behind the
Scenes’ in its new form, as it appeared in
the June issue. could become a monthly fea-
ture again. There must surely be many

readers besides myself who are interested
in recording plans of all the companies and
will not be sorry to dispense with details of
attire. hairdo, and contral-room chat. The
june format was just right.

Secondly. David Ham lton and Kenneth
Furie have indicated on several occasions
that they have areas of knowledge that
their reviews rarely touch on. Could we
have more articles from both—say. a Gil
bert and Sullivan discography from Mr.
Furie and one for Viennese operetta and
American musicals from Mr. Hamilton?

Thirdly. | wish to add my voice to the un-
doubted multitude clanoring for more
Conrad L. Osborne. Specifically, I would
respectfully remind you that he has been
promising a Hing discographyv since No
vember 1966, when he remarked that such a
comparison would make more sense when
multiple versions of the work had ap-
peared. That time has certainly come: may
wereaders now have what we were cruelly
denied back then? | am sure that an up-
dated compilation of Mr Osborne’s Verdi.
Mozart, Wagner. anl Russian dis-
cographies (plus whomever he might feel
like adding) would ma<e an immensely
popular as well as informative book.

Jon A. Conrad
Bloomington. Ind

[ take a dim and dissen ing view of mor

‘guest appearances’ of Mr. C.L.O. in the
pages of Hicn Fineurry and do not share Ja;

Kauffman's enthusiasm cr yours [""Letters.’
June}.

Critics have compla ned. and I fully
agree. that where artists are concerned too
much style is just as bad as too little style.
In the same vein. “too scholarlyv” and inten
sive a review is just as bad as a review with
littie or no meaning. Mr. Osborne is too so-
phisticated for my taste and, worst of all. he
judges without a heart—he is too harsh and
forgives little. if anything. He may be un-
commonly learned—that | will agree—but
he is without soul. | pity the young artist on
his way up; he'll never make it. not if Mr.
C.L.O.. who is more corimonly known as
the Hanging Judge. has anything to sav.

David Margolis
New York. N.Y.

First. the good news for Messrs. Edward
and Conrad: The "HiFi-Crostic” and new-
format “'Behind the Scenes’ ure now
monthly features (though the latter gives
way this month to our annual preview of
forthcoming recordings).

Scecond. we do try to take advantage of
the decidedly wide (some might say pecu-
tiar) range of interests of our regular con
tributors. Mr. Hamilton, for example. has
already written rather extensively on Vien-
nese operetta. notably in March 1973
(Strauss) and in December 1973 (Lehar and
the “Silver Age”), not to mention his “Will
We Be Ready for the Gershwin Cente-
nary?’ (July 1974, in which issue he also
wrote at length on Elliott Carter's Third
String Quartet!). Next month he will return
to Johann Strauss with ' The Secret Life of
a Waltz"; after that, who knows? (He is so
full of surprises that we were only mildly
taken aback when the supremely erudite
Mr. H. first mentioned casuully that his
past includes u stint us ¢ cocktail pianist.)
As for Mr. Furie. a G&S discography is a

HiGH FioELITY MAGAZINE



subject dear to his heart. but there are no
lefinite plans

Finully, there are no current plans for a
Ring discography. But we refer Mr. Con
rad and the rest of the clamoring multitude
to the Oshorne essay on Angel's recording
of Vaughan Williums" Sir John in Love (p.
76). And perhaps even Mr. Margolis will en-
joy “Story of a Reul Rewrite” (p.66). also
from C.L.O.—or H.J., as he hus taken to
styling himself.

Brave New Environments

No comment positive or negative on the ef-
fects of Syntonic Research's “Environ-
ments’ recordings ['Environments on Vi-
nyl.” June| can justify them as a good and
worthwhile idea. | contend they are a very
bad idea and increasingly harmful.

Mr. Teibel's product is actually an as-:
sault on and insult to human nature and
Mother Nature. It is merchandisable only in
an age where sensibilities and untampered
nature are both extinct. He does not chal-
lenge or outwardly bemoan this profound
loss: rather he capitalizes on it. Like so
many behaviorists and human engineers,
he practices what | call the black magic of
technology: increased reliance on the arti
ficial and the simulated to the point of ex
tinguishing the real thing: increased use of
media tools to manipulate and deceive.

Mr. Teibel's solution to the problems of
aural pollution and the resultant sour and
dark dispositions is to disguise the reality
and convert it miraculously into something
pleasant. In fact he claims his “Ultimate
Seashore” would prove superior to the un
tampered-with sounds of Mother Nature.
Even a moment’s reflection on this state-
ment will surely reveal stupendous vanity,
arrogance. and (a quality he shares with
new-age scientists and technocrats) the in-
finite belief in man’s superiority over vir-
tuallv everything, especially everything
natural.

Mr. Teibel is part and parcel of the age
we are living in and the ruling philosophy,
which aims to master. control. and manipu
late every variable of our existence. Are we
not here traveling in the world of Huxley?

I deduce from Mr. Teibel's appearance on
the scene and his attendant popularity that
the sorriest state is yet to come: the creation
of a completely sealed artificial existence
My advice to the editors in serving the
higher interests of man would be to explore
the ethics and consequences of the media,
rather than lazily to make incident of them

Michae! T Bucci
Ventnor, N.|

[ ]
1 Corrections |

In the July issue we referred to An-

drew Kazdin as “formerly of Colum

bia Records.” Mr. Kazdin is still with
J Columbia Records.

In our May review of two earlier
versions of Stravinsky's l.es Noces.
soprano Rosalind Rees’'s name was

| misspelled. following the incorrect
[ spellingon the jacket. Our apologies.

SEPTEMBER 1975

Isitliveor

isit Memorex?
Who knows?

In our most recent test, we asked Ella Fitzgerald's
old friend and longtime jazz arranger, Nelson Riddle,
if he was listening to Ella live, or Ella as recorded
on a Memorex cassette.
He couldn’t tell.
We believe that's a strong endorsement
| of our exclusive MRX. Oxide formulation.
In fact, since we introduced MRX; Oxide,
a lot of other ferric tapes have been
scrembling to find something to beat it.
; Nobody has.

MEMOREX Recording Tape.

© 1975, Memorex Corporation, Santa Clara, California 95052 Is it live, or is it Memorex?
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SANSUI LM,

NEW RADICAL DESIGN,
NEW CLEAN SOUND.

Announcing Sansui’'s new LM
(Linear Motion) speaker systems. Their
clean, smooth sound and pinpoint
sound image resolution created a
sensation at this year's Los Angeles
Audio Engineering Convention. It is the
sound of freedom.

You see, most loudspeakers sold
today mount drivers of different sizes all
together in one enclosure. Result; air-
pressure from the more powerful woofer
can disrupt tweeter cone motion and
impair tonal quality. And if the tweeter is
back sealed, high-frequency energy
output is restricted.

In Sansui’'s new LM systems, each
driver gets its own optimum operating
environment. Each speaker is
acoustically isolated from the other.

But that's not all. The Sansui LM
tweeter has three narrow, fan-shaped
exponential horns which are fed from
the rear of its diaphragm. One faces
right, another left, the third faces up.
This unique design simulates an infinite
back cavity condition and liberates cone
diaphragm motion. So pulsive signals
are reproduced cleaner with less
distortion. And you get virtually limitless
high-frequency energy response at all
listening levels all through your listening
room. Plus better defined stereo image
and expanded stereo perspective.

The woofer in Sansui's new LM
system has the main enclosure all to
itself. With a non-pressed lightweight
cone of optimum stiffness specially
suspended in a wide accordion-crease

SANSUI LM SYSTEM
Acoustic benefits:
Improved transient re-
sponse over all frequen-
cies; Flat frequency power
response characteristics; Defini-
tive stereo image and expanded
perspective; Clean uncolored re-
production . . . that's the truth.
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surround, it delivers superb linear
response right down to the lowest
frequencies.

Sansui's new LM speaker systems:
Unforgiving if you connect them to
ordinary components. Breathtaking
whenr you match them with the best.

Ask your near-
est authorized Sansui
dealer to A-B test
them for you today.

SANSUI ELECTRONICS CORPORATION
55-11, Queens Blvd., Woodside, New York 11377, U.S.A
Tel. 212-778-5300

SANSUI AUDIO EUROPE S.A.
Diacem Building, Vestingstraat 53-55, 2000 Antwerp, Belgium
Tel. 315663

SANSUI ELECTRIC CO,, LTD.
14-1, 2-.chome, lzumi, Suginami-ku, Tokyo 168, Japan
Tel: 03-323-1111

LM-330 LM-110

Sansui. Dynamic audio answers.

LM-220



Patents issued and pending. N

BOSE ON INNOVATION

The Direct /Reflecting’501

There is one, and only one, reason for innovation in
loudspeaker design...to produce a better musical
experience. If innovations are based on thorough
research and executed with exceptional skill, they
can produce truly dramatic resulits.

Bose innovations, such as the elimination of
woofers and tweeters in the tamous 901®speaker
system, or the turning of tweeters to face the rear
wall rather than the listener, result in more realistic
and enjoyable sound reprocuction.

The rearward facing tweeters of the 501 cause high
frequencies to be directed at the side and rear walls
of the listening room. This creates reflection pat-
terns that are heard as if there were speakers ac-
tually located beyond the walls of the room. The
result is an accurate stereo image spread greater
than the width of the room and an increased sense
of depth to the sound...clarity and spaciousness
not matched by any conventional loudspeaker.

Innovations for exceptional value. At a time when
truly exceptional products mean more than ever.
The Direct/Reflecting 501. By Bose.

MOSE-
The Mountain, Framingham, MA 01701

Please write to us for the complete story of the 501.
501 cabinet construction is walnut vinyl veneer on particle board.
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The Great American Radio Wasteland

by Gene Lees

Is Rapio Tovr 40 PuBLIC SERVICE?

This was a recent front-page head-
line on weekly Variety.

"“The so-called Top 40 format,
which is constricting the music play-
lists of many key radio stations to a
mere handful of recordings,” the show
biz bible said, “is seen heading on a
collision course with requirements to
program in the public service. Disc in-
dustry execs, as well as many con-
cerned broadcasters. are wondering
how the Top 40 stations serve local
community needs when these outlets
aregenerally only interested in the na-
tional disc hits.”

Variety pointed out that the term
“Top 40" actually means, in many
cases, Top 20; WABC in New York
City has a weekly playlist of only 15
songs. And the “tight playlist” phe-
nomenon has spread to the so-called
middle-of-the-road stations as well.

That this is not in the public interest
should be obvious to everybody. Top
40 radio is by its very nuture censored
radio. It omits everything in the musi-
cal culture except that which is at the
top of the current sales charts.

If a newspaper or magazine prints
scurrilous or scandalous material, if it
censors what its owners do not want
the public to read. there is little any-
one can do. It does so with ink and pa-
per purchased with its own funds in
the commercial marketplace, and the
tolerance of abuses is the price we
must pay for the precious right of free
speech. But a radio station is in a very
different position from a newspaper:
It is using public property. The num-
ber of frequencies available for
broadcasting is limited, and it has
been repeatedly ruled in law that
these are the property of the Ameri-
can people.

“The powerful influence of the Top
40 lists,” Variety said, “and their in-
creasingly centralized control are
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seen as a source of possible corrup-
tion in the music business. The money
stakes are high, and so are the tempta-
tions. as revealed in the periodic erup-
tions of scandal. . . ."

In the same week the article ap-
peared, I had lunch with a wealthy
businessman of impeccable ethical
credentials who has decided to get
into the record business, partly out of
a desire to raise—or try to raise—the
level of popular music. [ was warning
him of the dangers of going it alone, as
long as the record-distribution system
remains what it is and as long as radio
remains what it is.

“Yes,” he said, “I'm increasingly
aware of that. The payola thing is par-
ticularly disturbing. I was talking last
week to a record promotion man who
said he could get our record on a cer-
tain station for $800 a week. He said
there were seven disc jockeys and the
program director who had to be paid
off.”

Of course the record industry itself
is subject to criticism. But one must
realize the problems it faces in dealing
with radio. I've heard this worry re-
peatedly expressed by record execu-
tives. And indeed, some of the more
ethical broadcasting people express
concern about the state of radio
broadcasting.

What is the state of it?

Recently 1 had a chance to find out
for myself. I drove from New York
City to Providence and Boston to De-
troit, Chicago, St. Louis, and then
across Missouri, Oklahoma, Texas,
New Mexico, Arizona, and into
Southern California to Los Angeles.
All the way across the country, I lis-
tened, in what was almost an act of
masochism, to radio stations from as
much as 100 miles on either side of the
route. The level of their output was
generally appalling.

There were moments of brightness,

Sound reasons 1thru 5
why an SAE gives
you what you pay for.

You are an audio connoisseur. You know exactly
what you are looking for in audio components
The right features. The right functions. The right
power. But you can’t tind one at the right price.
And you won’t. What you're looking for costs
plentv to produce. Some build additional price
right .nto their units. We build additional unit
into qur price. Here are some reasons why an SAE
gives you what you pay for.
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We start with a Free Five Year Transferable
Service Contract. It's on parts, labor and
specifications. If you're a connoisseur,
you’'ll demand it.

We design each product from the

strict requirements of professionals

After a unit has passed our rigid

engineering and quality contro

standards, it must meet the demands

of prafessional use. Road testing. Testing that
requires extreme power handling for longer periods
of time. Testing that requires surviving continual
movement from place to place. All of which simply
mean:: that each unit willpwork that much better in
your home

The professional approach led to
the development of the “Steady-
State’’ audio component. A com
ponent that lasts longer because
1t’s built as an efficient package to
perform pertectly under highest
demand conditions.

Our product, its professional appearance and its
unique features, create their own reasons for
costing more. Like our Mark XXV Stereo "ower
Amplitier. [t features Parallel-Series-Output
circuitry (PSO). Forced air cooling. Triple dittused
output transistors. Dual relay protection circuits.
As if these were not enough to justify its $1250
price the unit delivers a minimum of 300 Watts
RMS per channel into 8 Ohms, both channels
driven from 20Hz-20kHz, +.25dB, with no more
than 0.05% total harmonic distortion from 250mW
to rated output. Yet it weighs less than 60 pounds
(lift others with the same specs)
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[t all started here with our 2500
professional version shown with rack
mount for professional use.
There are many other reasons. Send us the attached
coupon and we’ll send you an additional 25,
plus literature, and the location of a dealer who'll
be able to supply even more

Componcis tor the Connoisseur
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P.O. Box 60271 Terminal Annex, |
Los Angeles, California 90060 .
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of course. There was some good
broadcasting in the Boston-Provi-
dence area. Gene Elzy does a superior
Saturday night jazz show on WJR in
Detroit. One of the best shows | heard
was Laurent Torno's Sunday night
Pop Concert from KMOX in St. Louis.
A freewheeling program that juxta-
poses pop with classical music, it is
notable for style and high literacy
and, above all. for being informative
about music. (Not by accident, either.
I found out later that Torno is a con-
ductor, and he's allowed to pick all his
own music.)

WHENIT COMES TO SOUND |

A few black stations do stimulating
work. But | cannot recall one really
good popular-music show, and from
the Atlantic to the Pacific radio was a
tedious wall-to-wall carpet of rock
and the worst sort of whiny don't-
chew-know-ah-luhv-yeeou country
music, scarcely relieved by Muzak-
type FM. And the wallpaper stations
played not Percy Faith or Henry Man-
cini, but that strange sort of
anonymous orchestral syrup that is
meant precisely not to intrude on your
consciousness. From WPAT in Pater-
son, New Jersey, to KOST in L.A.. the

TOK IS IT.
AT TOK,AUDUAISIT.

Audua open reel. Unexcelled high-end
[requency response and freedom from distortion.

You demand
the purest re-

corded sound. For

you theres TDK Audua-L. open-
reel tape. Inindependentlab tests
againstsixotherpremiumaquality
tapes,Auduashigh-endfrequency
response was unsurpassed, exceed-
ing 20.000 Hz. And no other tape
obtained a lower level of distortion
(THD).Which makes forperhapsthe
most brilliant, purest sound you've
ever enjoyed. Audua’s performance
is so good, vou can make superb re-

cordings even at
3% ips!Audua
the pure, for
you the purist.

STDK

Wait till you hear

what vou've been missing.

TDK Electronics Corp.. 755 Eastgate Blvd.. Garden City. N.Y 11530. Also available in Canada

“good music stations” are not doing a
very good job of it. I a way, they are
the most depressing ¢f all: They teach
the young that this is the alternative to
trash.

And when you have listened to all
that garbage, all the way across the
country, you come to realize what a
trap the record manufacturers are
caught in. Radio is one jaw of the trap;
record distributors are the other

The distributors are fundamentally,
ruthlessly indifferent to the contents
of the round black sheets of plastic
that make up their inventory. If a New
York Philharmonic record or a Bill
Evans album were to outsell David
Bowie's latest, that would be their fa-
vorite piece of merchandise; their
computers would know it only by its
serial number anyway. ("Hey, Harry,
RCA CRL 2 7003 is moving pretly
good. Better order some more.”)

What affects record sales most, of
course. is exposure. If you can't get
your record on the radio, the chances
of selling it are negligible. Thus, the
power of radio over the state of our
musical culture is close to absolute.
And a child’s taste for good things
cannot develop if he is not permitted
to hear them.

Who determines what will get on
the radio? For the most part. the m.d.
(music director) or p.d. (program di-
rector) of the station, within the limi-
tations of policy as defined by the
management. He (or she) is usually
young (under twenty-five). poorly
educated, and poorly paid, except in
some big-city stations. He knows little
of music or its history or its tradition.
He has grown up, like so many people
since lhe early '60s, 'ahistorical,” as
one New York professor put it, and of-
ten finds things that are old and trite
to be new and thrilling. He knows less
than much of his aud.ence—or rather,
his lost audience. One promotion man
heard a young m.d. ask in all sincerity,
“What's a standard?”

(On the other side of the coin, a very
well-informed music director told a
promotion man from Capitol Records
that she wanted three copies of a new
Peggy Lee album, and he replied,
“You're the third person today who
has asked for that album. Who's
Peggy Lee?")

Various people have attempted to
set up syndication for quality broad-
casts that small stations are not in a
position to produce for themselves.
They soon learn a tough lesson: Radio
stations aren’t willing to pay much
more than the cost of the tape for an
outside show. Why should they pay
$50 to bring in a good program when
they can put some disc jockey on the
air to pump out Top 40 for about $5 an
hour? (Poor payment to employees is

HiGH FIDELITY MAGAZINE



one reason for payola. When you look
at the pay scale in some stations, you
wonder why everybody isn't on the
take.)

Shlock operations continue im-
mensely profitable, as does tenement
ownership. Those who own classical
stations (or buy them up) see the eco-
nomic advantage of switching to Top
40 operation. And that is the trend.

What is this doing to the country?

""We are a nation of musical
cripples.” Oscar Brand, the folksinger.
musicologist. and musical adviser to
Sesame Streel. said after reading a re-
cent study of about 100.000 voung
people by the National Assessment of
Educational Progress in Denver.
American schools. he said. are "turn-
ing out into the world people who
have no understanding or enjoyment
of general music.”

But I do not think the onus should
be put entirelv on the school system.
In point of fact, some schools have
such excellent training programs for
musicians and musical education has
improved so much at the college level
that America is producing. in my
opinion. the finest generation of
young musicians in its history. It is the
audience that needs educating. and
the broadcasting industry as a whole
is miserably, dismally. failing its re-
sponsibility, and indeed its chartered
duty, to serve the public interest

Is there nothing to be done about
this?

Leonard Marcus recently told in
this magazine [January 1975] what
some community groups have been
able to do to keep classical stations on
the air. But more can be done. Citizen
groups should monitor radio stations,
and those that fail their obligation to
serve the community should be
warned that they are under observa-
tion. If they ignore the warning. the
citizen groups could then begin selec-
tive boycott of products advertised on
these stations and so advise the adver-
lisers.

But perhaps the best action of all
would be to challenge a station’s li-
cense. This kind of action has already
proved effective in both radio and
television. When the station’s license
comes up for renewal with the Fed-
eral Communications Commission,
the community group files a chal-
lenge. arguing that the station is not
serving the public interest. Sometimes
the mere threat of such action has
caused stations to alter their program-
ming.

In the end, the public alone will be
able to change the deplorable condi-
tion of American radio. If it doesn't
act, then the country will deserve the
musical garbage it gets. [ can’t believe
it doesn't deserve better. L]
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Three Compacts

Bozak

quality sound
for modest-sized
rooms

It's a fact of physics that the larger the loudspeaker enclosure. the more realistic the

bass reproduction.

Yet. room size and arrplifier power limitations sometimes dictate the use of
smaller than-optimum loudspeakers. For these applications. Bozak. whose reputation
for providing the truest possible bass spans more than a quarter century. has de-
veloped three compact speaker systems. each of which offers fidelity in bass response
far beyond what might be expected from an enclosure of its size.

Rhapsody

The ideal loud:peaker for a medium-size room.
the Rhapsody is a three-way system providing a
full spectrum of true sound from natural bass
through clear midtones to the highest shrill-free
treble. Waterproof finish lets the Rhapsody double
as an end table without fear of spotting. A three
position brightness control permits matching the
speaker system to room acoustics. Sculptured
foam grille enhances the true walnut surfaces.

Tempo III

system has been acoustically designed to reproduce cur
rently popular music with its emphasized bass. A ducted
encldsure helps bring discotheque sound into the living
room. Cabinet finish is waterproof. so there's no tear of
ordinary liquids marring the surface. Grille is of modern
acoustical fabric. Available in free-standing or bookshelf

models.

Bozak's smallest three-way

Sonora

f

Although the smallest Bozak speaker. the Sonora caused
Popular Science magazine to say “you can get really good
sound from an under-$ 100 speaker . . . While no speaker is
perfect in reproducing lows. it was exactly this solid. rich
sound that made the .. Bozak speakers stand out.”” To
which we add. the crystal clarity of its highs are equally im
portant to the success of this finest of compact bookshelf
speakers.

If you buy any compact speaker. regardless of your room size
or budget. without first listening to the Bozak compacts.
you'll be doing your music system an injustice. We'll gladly
send you the names of dealers in your area where you can
hear them for yourself.

W Bozak, Inc., Box 1166. Darien, Connecticut 06820
C




This is how discs are made.

A master disc is cut on a special lathe. The cutting head moves across the
master in a straight line from the edge to the center. The special stylus inscribes a
groove in the surface of the cisc.

Ideally, a turntable syster shoulc enable the stylus i1 your cartridge to meticu-
lously fcllow the “path” inscribed during the cutting proeess. That is, it should clay
your record precisely as the master disc was origirally cut.

A “straight line tracking" turnzable system, properly designed, enginee?ed and
manufactured, could eliminate proslems such as sketing force, tracking er-cr,
and the resulting excessive -ecord wear, all of which are inherent in pivoted arm
systems in all their forms anc modifications




This is how the ST-7 plays them.

The Rabco ST-7 is a straight line tracking turntable. Ycur stylus precisely
follows the original path cut into the master record. The res.lt is the total elimi-
nation of both tracking error and skating force.

The 3T-7 begins with straight line tracking. In every otter respect—motor,
suspersion, bearings, drive, controls—it is exemplary of a professional instru-
ment d2signed for home use.

The ST-7 offers a cascade of zeroes. Zero tracking e-ror. Zero skating force.
Zero stylus overhang. Zero horizontal friction. Zero vertical fr ction.

The ST-7 plays music in the home in a way that makes conventional pivoted
arm systems obsolete. For complete information write Harman/Kardon, 55 Ames
Court, Plainview, N.Y. 11803.

harman/kardon



The quality behind the name...

KENWOOD RECEIVERS

KENWOOD quality starts deep inside every KENWOOD receiver:
With sophisticated new engineering concepts like direct
coupling, tape-through circuitry, and a phase-lock-loop in the
MPX section. With top-grade transistors, oversized heat sinks,
extra-large power transformers. With exceptional control
flexibility and ample provision for an expansive sound system.
The quality behind the name KENWOOD is th2 quality you

will enjoy in better performance and greater dependability for
years to come.

KR-7400 .. . 63 watts per
channel, Min. RMS, 8 ohms,
20-20k Hz. with no more
than 0.3% Total Harmonic
Distortion

KR-6400 . .. 45 watts per
channel, Min. RMS, 8 ohms,
20-20k Hz, with no more
than 0.3% Total Harmonic
Distortion

KR-5400 .. .35 watts per
channel, Min. RMS, 8 ohms,
20-20k Hz, with no more
than 0.5% Total Harmonic
Distortion

23 3 3 ooy

£ A5

For complete information, visit
your nearest KENWOOD Dealer, or write

the sound approach to quality k &
=1
@ KENWDDD 15777 S. Broadway, Gardena, CA 90243 = 72-02 Fifty-first Ave., Woodside, N.Y. 11377 = In Canada: Magnaschic Canada, Ltd.
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Preview of the Forthcoming Year’s Recordings

JUDGING FROM the response each year, readers enjoy HiGH FIDELITY's annual
preview of forthcoming recordings as much as we do. So this time we will
forgo our wonted introductory verbiage and let the lists speak for them-

selves,

Just to run through the ground rules: Companies are invited to submit
lists that run through next September’s preview, but in practice most don't
go much beyond Christmas. (Reissues are indicated by a ®, planned quadri-
phonic releases by a@ )

Most of the listings that follow are reasonably definite. Some releases
will no doubt be delayed; a few will never turn up at all. And of course
many releases too tentative to make our press deadline will arrive un-
heralded. But even without those surprises, il looks like another very busy
year for the classical collector. And we haven't even finished listening to

last year’s records!

N

N =
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Angel

Beethoven: Symphony No. 7. London Sym..
Previn.

Bernstein: Chichester Psalins. Britten: Cho-
ral Works. King's College Choir. Ledger.

Canteloube: Songs of the Auvergne, Alhum
2. Delos Angeles: l.amoureux, Jacquillat

Delius: North Country Sketches; A Song of
Summer; Fantastic Dance; Life's Dance.
Royal Phil.. Groves.

Dvorak: Vielin Concerto; Romance. Perl
man; London Phil., Barenboim.

Gottschalk: Piano Works, Album 2. Pen
nario.

Grieg and Schumann: Piano Concertos.
Richter; Monte Carlo, Matacic.

Q Harris: Folksong Symphony. Utah Sym..
Abravanel.

Haydn: Piano Concertos in D and G. Mi
chelangeli; Zurich Chamber O.. De
Stoutz.

Holst: The Wandering Scholar: The Perfect
Fool: Egdon tleath. Bedford and Previn.
cond.

Liszt: Piano Concertos (2). Ohlsson: New
Philharmonia. Atzmon.

Liszi: Piuno Works. Ohlsson.

Orff: Carmina burana. Armstrong, English,
Allen: London Sym., Previn

Penderecki: Magnificat. Polish Radio Sym.
Penderecki.

Prokofiev: Symphony No. 5. London Sym.
Previn.

Rachmaninoft: Symphony No. 1.
Sym.. Previn.

Ravel: Orchestral Works (complete). O. de
Paris. Martinon.

Rossini: Barbiere di Sivigliu. Milnes, Sills.
Gedda, Raimondi. Capecchi, Barbieri;
London Sym.. Levine.

Saint-Saéns: Introduction and Hondo
cupriccioso; Havanaise. Chausson
Poéeme. Ravel: Tzigane. Perlman: O. de
Paris. Martinon.

Saint-Saéns: Symphony No. 3. O. National,
Martinon.

[.ondon
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Schumann: Carnaval; Album fir die Ju-
gend (excerpts). Michelangeli.

Strauss: Ein Heldenleben. Berlin Phil..
Karajan.

Verdi: Balle in muschera. Arroyo, Do-
mingo, Cappuccilli, Grist, Cossotto: Muti,
New Philharmonia.

Q@ Wagner: Orchestral Music, Album 2. Ber-
lin Phil.. Karajan.

Weber: Euryanthe. Norman, Hunter,
Gedda. Krause: Dresden. Janowski.

Q Mady Mesplé: Coloratura Arias.

Mady Mesplé and Nicolai Gedda: French
Opera Duets.

Music of the Thirties, Album 2. Menuhin,
Grappelli.

ARCHIVE

PRODUCTION

Dufay and Dunstable: Motets. Pro Cantione
Antiqua, Turner.

Lassus: Penitential Psalms; Motets. Pro
Cantione Antiqua, Turner.

Monteverdi:  Vespers;, Magnificats  I-11;
Missa “In illo tempore.” Regensburg Ca
thedral Choir. Schneidt (three ciscs).

Dances of the Vienna Clussical Era. Mel-
kus Ensemble.

Music for Lute: Poland and Hungary;
Spain. Ragossnig.

=3

Stainer: Chorul Works. Magdalen College
Choir, Rose.

Stravinsky: Symphony of Psalms; Canti-
cum Sacrum. Christ Church Cathedral
Chaoir: Philip Jones Brass Ensemble. Pres-
ton.

Kipling: Jungle Books. Read by lan Richard-
SOn.

The Secret Garden. Read hy Glenda Jack-
son.

Continuation of Gulbenkian Foundation
contemporary-music series.

& Audio Treasury

Gagliano: La Dufne. Soloists; Musica Pacif-
ica. Vorwerk.

Ngrgaard: Spell. Childs: Trio for Clarinet,
Cello, and Piano. Lentz: Les Sirénes.
Moutagnana Trio.

Yoko Matsuda: Sonatus for Solo Violin.
Works by Bartéok, Mamiya.

Jeffrev Solow: The Romantic Cello. Works
by Debussy., Fauré, Rachmaninoff,
Tchaikovsky. Toch, Weber. With D.
Stevenson.

Q@ Dufay: Missa “L’'Homme armé.” Cologne
Pro Musica. Homberg.

Medtner: Piano Concerto No. 3: Sonatus,
Opp. 22 and 39. No. 5. Ponti; Luxemburg
Radio, Cuo.

Musical Clocks from Private Collections
and Museums. Works by Haydn et al.
Music from Medieval Paris. Purcell Con.
sort, Burgess: Praetorius Consort, Ball.

@‘[i) Columbia

Bach: John Williams Plays Bach.

Bach: Violin-tHarpsichord Sonatus (6). La
redo. Gould.

aQ Beethoven: Late Choral Works. Ambro-
sian Opera Chorus; London Sym.. M.
Thomas.

Beethoven: Sonatas Nos. 31-32. Grafiman.

Q Beethoven: Violin Concerto. Stern; N.Y.
Phil., Barenboim.

Bolling: Jazz Suite for Flule and Piano.
Rampal. Bolling.

Borodin: String Quurtet No. 1. Borodin Qt.

19



@ Brahms: Academic Festival Overture;
Tragic Overture: Huydn Variations. N.Y.
Phil., Bernstein.

Brahms: Songs. Ludwig, Bernstein.

Q Britten: Young Person’s Guide. Proko-
fiev: Cinderella Suite. London Sym., A.
Davis.

Carter: Brass Quintet. American Brass
Quintet. Eight Pieces for Four Timpuni.

Chopin: Preludes. Perahia.

Copland: The Red Pony; Music for Movies;
Letter from Home: John Henry; Down a
Country Lane. New Philharmonia, Cop-

land.

Crumb: Makrokosmos, Vol. 2. R. Miller.

QDvorak: Piano Concerto. Frantz; N.Y.
Phil.. Bernstein.

@ Elgar: Orchestral Works. English Cham-
ber O.. Barenboim.

Q@ Haydn: Symphonies Nos. 97, 98; Nos. 101,
103. N.Y. Phil., Bernstein.

Kabalevsky: Colas Breugnon (complete op-
era). Boltfin, Isakova, Kavevchenko,
Maximenko, Dudarev, Gutorovich,
Mishchevsky. Chitikova; Stanislavsky/
Nemirovich-Danchenko Musical The-
ater, Zhemchuzhin.

Liszt: Dante Symphony; Magnificut. Bol-
shoi. Khaikin.

Liszt: Sonata in B minor; Venezia e Napoli;
Mephisto Waltz. Berman.

Mahler: Kindertotenlieder; Symphony No.
10: Adagio. Baker; Israel Phil.. N.Y. Phil.,
Bernstein.

Mozart: Duos for Violin and Viola. Stern,
Zukerman.

Rachmaninoff: Piano Works. Vol. 3 (Etudes
Tableaux, Op. 33; Corelli Variations; et
al.). R. Laredo.

Q Ravel: Duphnis et Chloé. N.Y. Phil.,, Bou-
lez.

Schoenberg: Moses und Aron. Reich, Cas-
silly, et al.: BBC Sym.. Boulez.

Schoenberg: Quurtets (5); Verkldrte Nacht.
Juilliard Qt.

Q Strauss, |.: Music. N.Y. Phil., Bernstein.

Q Stravinsky: Firebird. N.Y. Phil,, Boulez.

‘Tchaikovsky: Queen of Spades. Milash-
kina, Atlantov. Valaitis, Levko; Bolshoi,
Ermler.

QTchaikovsky: Symphony No. 4. N.Y.
Phil., Bernstein.

@ Tchaikovsky: Violin Concerto. Belkin;
N.Y. Phil., Bernstein.

Telemann: Flute Fantasies. Rampal.

Verdi: Arius. Scotto.

QWeber: Invitation to the Dance; Frei-
schiutz, Oberon, and Euryunthe over-
tures. N.Y. Phil., Bernstein.

Rodion Azarchin: Virtuoso Performances
on the Double Buss.

E. Power Biggs at the Cathedral of Frei-
burg, Vol. 2. Works by Purcell, Handel. et
al.

Walter Carlos: By Request.

Footlifters: A Century of American
Muarches. Incredible Columbia All-Star
Band, Schuller.

Juscha Heifetz in Concert.

Red Army Chorus: Celebration.

Stereo

Nieman, A.. Piano Sonata. Toch: Piano
Works. Toch.
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Ornstein: Quintette; Moods. Westney et al.

Weisgall: End of Summer. Bressler: en-
semble. Gideon: Questions on Nature;
The Condemned Playground. De Gae-
tani, Bryn-julson, Cassolas; ensemble.

Wernick: Prayer for Jerusalem; Cadenzas
and Variations 111. Mays: Six Invocations
to the Svara Manduala.

Wuorinen: Tuba Concerto.
Wuorinen, cond.

COUPLINGS TO BE DETERMINED:

Basart: Fantasy.

Cervetti: Aria Suspendida.

Chihara: Piano Trio.

Consoli: Music for Chambers; Sciuri Novi.

Felciano: Crusis: Chod; Four Poems from
the Japunese; Gravities.

Goldman, R. F.: Vielin Sonata.

Heiss: Inventions; Contours und Colors.
Speculum Musicae.

Hodkinson: Dolmen: Two Talgot.

Hudson: Sonuare.

Kim: Eh-Joe: Eurthlight.

Kolb: Looking for Cluudio.

Lieberson, P.: Concerto for Four Groups of
Instruments. Speculum Musicae.

Lundborg: Passacaglia. Light Fantastic
Plavers.

Monod: Cuntus Contra Cantum |

Morris, R.: Phases.

Nelson, L.: Flute Thing.

Penn, W.: Four Preludes; Funtusy.

Pollock. R.: Bridgeforms.

Rhodes, P.: Divertimento.

Rush, L.: String Quurtet in C sharp minor.
Tokyo Qt.

Shifrin: String Quartet No. 4.

Street: String Quartet. Concord Qt.

Thomson: Blake Songs; Symphony No. 3.

Ung: Mohori.

Wolff. C.: Quartet No. 4. Concord Qt. Ac-
companiments. Rjewski.

Wvlie: Psychogram. Catanese, piano.

Wvyner: Intermedio.

Y :
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Butterfield:

Beethoven: Sonatus: Tempest: Appussio-
nata. Barbosa.

Brahms: Hungarian Dances (complete).
Béroff, Collaril.

Brahms: Piuno Concerto No. 2. Gelber: L.on-
don Phil.. Kempe.

Brahms: Piano Sonata, Op. 5; Rhapsody,
Op. 79, No. 2. Gelber.

Debussy: Preludes (complete). Barbosa.

Falla: Piano Works. Aybar.

Grieg: Piano Concerto. Franck: Symphonic
Variations. Cziffra; Budapest Sym.. G.
Cziffra Jr.

Liszt: Piano Concertos (2). Czifira; O. de
Paris, G. Cziffra Jr.

Liszt: Totentunz; Hungurian Funtasia.
Czittra; O. de Paris. G. Czitfra |r.

Rachmaninoff: Sonata No. 2 (orig. version);
Corelli Vuriations. Collard.

Schubert: Wunderer Fantusy. Schumann:
Sonata, Op. 22. Gelber.

Great Hits You Pluyed When You Were
Young, Vols. 5-6. Estrin.

8"1/5[([[ (_RCCOV() 80/)1/)(1)11/

Danzi: Wind Quintets, Op. 68, Nos. 2-3.
Soni Ventorum.

Harrison: Concerto for Organ and Percus-
sion. Kraft: Double ‘I'rio.

Hovhaness: Tzuaikerk: Armenian Rhap-
sody: Avuk the Healer; Prayer of St
Gregory.

Ibert and Dubois: Flute Concertos. L. Di
Tullio.

Stravinsky: Violin and Piuno Music. In-
cludes previously unrecorded (and some
unpublished) works. E. Shapiro.

Toch: Violin Sonata; Piano Works; Geo-
graphical Fugue and Vulse for Speaking
Chorus. E. Shapiro; Guzelimian: Cam-
erata of Los Angeles, Mitzelfelt.

James Cumpbell: Clarinet Recital. Works
by Poulenc. eanjean. V.aiughan Williams.
Berg. Schumann.

Contemporury American Bussoon Con-
certos. Sharrow.

Contemporary Music for Flute and Bas-
soon. Works by Bozze. Aitken. Smith,
Goodman, Gerster. Gat aye. Skowronek,
Grossmar.

New York Tuba Quurtet.

Harvey Pittel: Suxophone Hecital. Works
by Wilder, Yoshioko, et al.

Calvin Smith: Horn Recit-1l. Works by Nel-
hybel. Reinhardt. Levy, L. Bernstein.
Schubert, Pinkham.

Continuation of series devoted to brass
quintets (including St. Louis and Cam-
bridge Brass Quintets) and woodwind
quintets (including Westwood Wind
Quintet, Richards Quintet, and Soni Ven-
torum).

DELOS

Bach: Orgun Concertos (8). Rubsam.

Bach: Orgelbichlein (coriplete). Ribsam.

Bach: Trio Sonatus (6). Ribsam.

Chihara: Shinju. Endo, cond.

Dukas: Variations, Interlude, and Finale.
Emmanuel: Sonatinas Nos. 3, 4, 6. Leté-
bure.

Handel: Harpsichord Suites. M. Hamilton.

Hindemith: Orgun Sonatas. G. Baker.

Kraft: Des Imagists. Rosenmann: Chamber
Music No. 1. The New Muse, Rosen-
mann.

Milhaud: Organ Worhks (complete). G.
Baker.

Mussorgsky: Pictures at an Exhibition. Bar-
ber: Sonata. Browning.

Reger: Organ Works. G. Baker.

Schubert: Sonata in D, D. 850. Handel:
IFugues. Webern: Variations. Aitken.

Sousa: Americun Composer (a musical
documentary).

Strauss. R.: Don Juan; Death and Trans-
figuration. DePreist, cond.

Szymanowski: Preludes. Op. 1; Sonata No.
3; Vulse romantique. Rosenberger.

American Composers for Organ. G. Baker.

Impressions of Water. Works by Ravel, De-
bussy. Liszt, Griffes. Rosenberger.

Music for Two Guitars. 'Works by Jolivet,
Daniel-Lesur. Presti. Duarte, Brouwer.
Petit. Ito, Dorigny.

Une Nuit de Noél a Notre Dame de Puaris.
Cochereau: choirs and brass ensemble.

CIRCLE 6 ON READER-SERVICE CARD —»



The new B.1.C. 940.
It eliminates the big disadvantagé

common to all high-performance turntables.

Hign-performance turntables cost a bundle.

The B.I.C. 940 doesn’t. And yet at about $110...

It’s a belt-drive instrumen: with a full 12" platter. Its low-mass tone arm
tracks magnificently. It has the stylus force and anti-skate adjustments that
are essential for fine-tuning an arm. It has a low-speed (300 rpm), 24-pole motor
which is inherently quieter than motors found in some -
turntables that cost twice as much. @0@

And when you look over its wow, flutter, and rumble
numbers, the standards against which experts measure all turntables, the
940 is right up there with the costliest equipment you can buy.

The B.I.C. is also versatile. It’s a multiple-play manual turntable...which
means you can operate it in 3-modes: single-play manual, single-play
automatic, or when the oceasion arises, as a multiple-play turntable that will
handle as many as 6 records.

There are shinier turntables made.

There are turntables with more adjustment features.

But for pure, clean, accurate reproduction of what is on your records,
this is the optimum way to spend your turntable dollars.

Ask your audio dealer about the B.1.C. 940 and the 2-year “bee-eye-cee”
warranty. Or write to British Industries, Westbury, N.Y. 11590.

©1975 3ritish Industries Co., a division of Avnet Inc.
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Bach: Italian Concerto; Two-Part Inven
tions; Fantasia in C minor; Suite in C mi-
nor. L. Party.

Barték: Contrasts. M. Zukofsky, Granat,
Gray. Kodaly: Duo, Op. 7. Granat, Rosen.

Liszt: 5 Hungarian Rhapsodies. Arrau.

Paderewski: Violin Sonata. Busoni: Sonata
No. 2. Granat, Gray.

Rachmaninoff: Symphony No. 3; Voculise.
National Phil., Stokowski.

Schoenberg: String Trio. Haydn: 3 Trios.
Los Angeles String Trio.

Soler: 10 Harpsichord Sonatas. Valenti.

Strauss, R.: Piano Quartet. Vallecillo, Los
Angeles String Trio.

French Masterpieces for Cello and Piano.
Debussy: Sonata No. 1; Intermezzo.
Saint-Saéns: Sonata No. 1. Honegger:
Sonatina. Solow, Vallecillo.

International Piano Library Gala Benefit
Concert (1974). Bachauer, Bishop, Bolet,
Borge, Cherkassky, Darré, De Larrocha,
Lill. Lupu. Ogdon, Ohlsson. Vasary. Va-
Zsonyi.

Benita Valente: German Lieder. With
Goode.

DESTO

Argento: To Be Sung upon the Wuater. Ro-
rem: King Midas. |. Stewart.

Rochberg: Music for the Muagic Theater;
Chamber Symphony.

Schumann: Violin Sonatas Nos. 1-2. . and
R. Laredo.

Anthology of American Piano Music. Man-
del (three discs).
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Bach: Sonatas and Partitas. Milstein.

Beethoven: Missa Solemnis. M. Price, L.ud-
wig. Ochman, Talvela: Vienna Phil.,
Bohm.

Brahms: Folksongs. Mathis, Schreier,
Engel: Leipzig Radio Choir. H. Neumann
(three discs).

Dvortik: Slavonic Dances et al. Bavarian
Radio Sym.. Kubelik.

Mahler: Symphony No. 5; Kinder-
totenlieder. Ludwig: Berlin Phil., Karajan.

Meyerbeer: Songs. Fischer-Dieskau.
Demus.

Paganini: Violin 'Concertos (6). Accardo:
London Phil.. Dutoit.

Ravel: Gaspard: Sonatine; Vulses nobhles.
Argerich.

Ravel: Orchestral Works. Boston Sym.. Oz-
awa (four discs).

Reger: Clarinet Quintet. Leister, Drolc Qt.

Schoenbeig: Piano Works. Pollini.

Schubert: Quartets Nos. 12, 14. Melos Qt.

® Schubert: Die schone Muiillerin. Fischer-
Dieskau. Moore.

22

Schubert: Songs. Ludwig. Gage.

Stravinsky: Firebird: Jeu de cartes. London
Sym.. Abbado.

Stravinsky: Oclet; Pastorale; Rugtime: Sep-
tet; Concertino. Boston Sym. Chamber
Players.

® Bach: Brandenburg No. 4: Suite No. 2;
Aria. Rampal: Baroque Chamber En-
semble.

® Chopin: Etudes. Ashkenazy.

Chopin: Scherzos, Waltzes. Blumental.

Mozart: Piano Concertos Nos. 9. 20. Blu-
mental: Salzburg Mozarteum, tlager.

e Offenbach: Music of Offenbuch. Paris
Phil., Leibowitz.

® Prokofiev: Piano Concerlo No. 5; Sonata
No. 5. Brendel; Vienna Sym.. Sternberg.

® Enrico Caruso: First Recordings.

® Rachmaninoff Plays Rachmaninoff and
Chopin.

Narciso Yepes: Five Cenluries of the Clus-
sical Guitar.

.%M

Finnagar v

Q Brouwer: Sonata Pian e Forte. Boucou-
rechliev: Archipel. Castiglioni: Can-
gianti. Mimaroglu: Session. Biret. piana.

Q@ Cage: Fontana Mix. llellermann: Dis-
tances/FEmbraces. Stockhausen: Spiral.
Takemitsu: Folios. Hellermann. guitar.

Stockhausen: Kurzwellen; Setz die Segel
zur Sonne. ‘The Negative Band.

@ Columbia-Princeton  Electronic Music
Center. Works by Arel. Babbitt,
Davidovsky, Shields. Smiley, Us-
sachevsky.

Cleve: Piano Works. Cappone.

Dussek: Piano Sonatas (29). Marvin.

Kullak: Piano Works. Drake.

Nicodé: Piano Works. Drake.

Onslow and Goetz: Sonatas for Piano 4
Hands. Drake, Cappone.

Ornstein: Piano Works. Verbit.

Piatti: Cello Works. G. Smith, Ritter.

S

‘A T'he
urchadiila
auLiehy

Harris: Concerto for Clarinet, Piano, and

String Quartet. Diamond: Quintet. Sobol:

Long Island Ch. Ensemble.

Kaplan and Czjakowski: Quartets for Clar-
inel, Viola. Piano. and Percussion. Long
Island Ch. Ensemble.

Lawrence Sobol: A Mixed Bug for Clarinet.
Works by Kaufman, Hovhaness. Mac-
Dowell, Etler, and a new work for clarinet
and tape.

® David Weber: Chamber Music Artistry.
Works by Spohr. Proko iev. Poulenc.

KIAIER RECORDS

Franck: Organ Works, Vol. 2. Rapf.

Cualch the Brass Ring! Favorile Music from
an Old-Fashioned Merry-Go-Round. Vol.
Ls

Musters of I'lute and Harp Vol. 1. Di Tullio.
MeDonald.

Paderewski Pluys, Vol. 2 piano rolls).

Spanish Classics. N. and S. Gordon. pianos.

10-String Guitar Plays Spanish Classics.
Macaluso.

‘Toccatas and Flourishes. Berinhaum, trum
pet: R. Morris. organ.

LONDOX

RECORDS

Beethoven: Sonatas: Paihélique, Wald-
stein, Les Adieux. Ashkenazy

Beethoven: Symphonies (9). Chicago Sym.,
Solti.

Berlioz: IHarold in [taly. Israel Phil.. Mehta.

Chopin: Preludes. De Larrocha.

Dallapiccola: I} Prigioniero. Soloists: Na-
tional Sym.. Dorati.

Donizetti: La Favorite. Cossotto. Pavarotti,
Bacquier, Ghiaurov: Teatro Comunale i
Bologna. Bonynge.

Gershwin: American in Paris; Rhapsody in
Blue; Cuban Overture. 1. Davis: Cleve-
land O.. Maazel.

Gottschalk: Piano Works. [. Davis.

Ravel: Piano Works. Vol. 3. Roge.

Tchaikovsky: Yevgeny Onegin. Weikl, Ku-
biak, Burrows. Ghiaurov Covent Garden.
Solti.

Verdi: Ballets. Cleveland ., Maazel.

Maeontserral Caballé: Operatic Recital.

Nicolai Ghiaurov: Russian Songs. With
halalaika orchestra.

Luciano Pavarotti: World's Fuvorite Tenor
Arigs. lncludes six unreleased items.

LONDON STEREO TREASURY

No specific titles available at presstime. but
“heavy relcases’ are promised.

Louisville

Baker: Le Chat qui péche. Gould: Sym-
phonette No. 2.

Lees: Symphony No. 3. Turina: Danzus
gilanas.
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® Berg: Lulu Suite; Wozzeck (excerpts).
Pilarczyk: London Sym., Dorati.

® Delibes: Coppélia. Minneapolis Sym., Do-
rati.

® Delibes: Sylvia. London Sym., Fistoulari.

o Hindemith: Symphony in B flat. Schoen-
berg: Theme and Vuariations. Op. 43a.
Stravinsky: Symphonies of Wind Instru-
ments. Eastman Wind Ensemble, Fennell.

® Ravel: Daphnis et Chloé Suite No.
Mother Goose Suite. Detroit Sym., Paray.

® Smetana: Ma Vlast. Chicago Sym., Kube-
lik.

® Thomson: Symphony on a Hymn Tune;
Feust of Love. Hanson: Four Psalms.
Eastman-Rochester O., Hanson.

4
monitor

Haydn: Piano Sonutas (4). Devetzi.

Schubert: Violin Works. Tarack, Hancocx.

Shostakovich: Symphony No. 12. Bulgarian
Radio-Television Sym., Raichev.

Plus further recordings from the Bulgarian
Balkanton label.

You can’t make a speaker for
rock, classical and easy listening!
(We've been told.)

A few designs have the real, way-down bass that can make rock.

Some have the smooth, extended top end, violins and cymbals
need to be crisp.

Others favor the middle so voices and brass really come across.

But we hear those who have taken the time to really know Inter-
face:A say things like:

‘Pink Floyd sounds great!’
‘The Chicago Symphony sounds great!”
‘Rick Wakeman sounds great!”
“Frank Sinatra sounds great!"

Why? Because Interface:A is dif-
ferent..most of all in the way it
sounds. The Interface:A is a high
accuracy reproducer. And we be-
lieve that accuracy is what a/l music
needsto sound best. Uniform, well-
dispersed acoustic output from
below 40 Hz (3 dB down at 32 Hz)
toabove 18,000 Hz. 2to 3dB more
efficiency than most acoustic sus-
pension designs. And modest size,
less than 8 inches deep

$450/pair, complete (suggested retail price)
Hear Interface:A before you make your decision on speakers!

Interface: A

BY ELECTRO-VOICE ¢ gUIlDﬂoompdw

Dept. 954H, 619 Cecil Street, Buchanan, Michigan 49107

CIRCLE 40 ON READER-SERVICE CARD

Carter: Double Concerto for Harpsichord,
Piano, and Two Chamber Orchestras. Ja-
cobs, Kalish; Contemporary Chamber
Ensemble, Weisberg. Duo for Violin and
Piano. Zukofsky, Kalish.

Debussy: Etudes. Jacobs.

Haydn: Piano Sonatus. Kalish.

Milhaud: Piano Works. Bolcom.

Schubert: Songs. Schoenberg: Book of the
Hanging Gardens. DeGaetani, Kalish.

Willaert: Motets. Motet Choir of the Boston
Camerata, Rifkin.

Work, Henry Clay: Songs. |. Morris, C.
Jackson; Camerata Chorus of Washing-
ton; Bolcom, piano.

Wouorinen: String Trio; Bearbeitungen tiber
das Glogauer Liederbuch; Grand Bam-
boula. Speculum Musicae members;
Light Fantastic Players Shulman.

A Medieval Christmas. Boston Camerata,
Cohen.

Nonesuch Explorer Series. New releases in-
clude Music of East Africa, Vol. 2; A Mu-
sical Journey Through Turkey; Bauls of

@

oDyssey

Bengal.

® Bruch and Sibelius: Violin Concertos.
Francescatti; N.Y. Phil. Mitropoulos and
Bernstein.

® Dvorak: Slavonic Dcnces (complete).
Cleveland O, Szell.

® Walton: Symphony No. 2; Variations on
a Theme by Hindemith. Cleveland O.,
Szell.

® Music for Flute and Harp. Rampal, Las-
kine.

EDITIONS DE %
L'OISEAU-LYRE

Byrd: My Ladye Nevell’s Booke (complete).
Hogwood (four discs).

Gibhons: Madrigals (complete). Consort of
Musicke, Rooley.

Handel: Music for Wind and Strings. Acad-
emy of Ancient Music, Hogwood.

Henze: Various Works. London Sin-
fonietta, Henze (two discs).

Hummel: Ballet Music. Academy of An-
cient Music, Hogwood.

Locke: Orchestral Music. Consort of Mu-
sicke, Rooley.

Purcell: Complete Thearer Music. Acad-
emy of Ancient Music, Hogwood.

Stamitz: Clarinet Concer:o; 3 Symphonies.
Academy of Ancient Music, Hogwaood.

Ampico Piano Rolls. Piano rolls by Rach-
maninoff, Godowsky, et al.

Chamber Works of Weber, Glinka, Schu-
mann. The Music Party, Hacker.
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The BSR Siler

nt Performers.

State-of-the-art belt-drive turntables

at today’s state-of-the-wallet prices.

For years most expensive manual record-
playing devices have used belt-drive as a
smooth, trouble-free—and most important—
silent method for transmission of power.
Now, our engineers have succeeded in inte-
grating a highly-refined belt-drive system
into more affordably-priced turntables.
They offer a combination of features and
performance not yet available in even more
expensive competitive models. We call
them the Silent Performers.

Four models are available. The 200 BAX is
the deluxe automatic belt-drive turntable.
Full automatic capability is achieved with
a gentle vet sophisticated 3-point um-
brella spindle. It has a heavy die cast
platter, high-torque multi-pole syn-
chronous motor, tubular “S” shaped
adjustable counterweighted tone

arm in gimbal mount, viscous cueing, quiet
Delrin cam gear, automatic arm lock, dual-
range anti-skate, stylus wear indicator and
much more. Included are base, hinged tint-
ed dustcover, and ADC VLM MKII cartridge.

The 20 BPX is an automated single-play belt-
drive turntable. It has the “S"” shaped tone
arm and features of the deluxe automatic
model with a precision machined platter
and ADC K6E cartridge. It comes complete
with base and dustcover. Model 20 BP is
identical but without cartridge.

Model 100 BAX (not shown) automatic belt-
drive turntable has a low mass aluminum
tone arm with square cross section
and a precision machined platter.
It is packaged with base, hinged
tinted dustcover, and ADC K6E
cartridge.

Consumer Products Group
BSR (USA) Ltd. * Blauvelt, N. Y 10913

BSR 200 BAX-—Deluxe automatic belt-drive turntable

BSR 20 BPX—Automated single-play belt-drive tumtable




Shura Cherkassky: Kaleidoscope. Works
by Strauss. Saint-Saéns. Tchaikovsky,
Glazunov, et al.

Music of Sundrie Kindes (Music of the
Renaissance). Consort of Musicke, Roo-
ley (four discs).

Owglv:grest

® Joplin: Treemonisha (excerpts). Zimmer-
man, piano.

Mozart: Don Giovanni. Gobbi, Kunz
Welitsch. Schwarzkopf. Seefried, Der-
mota, Greindl, Poell; Vienna Phil.. Furt-
wangler.

® Sirauss: Polkas. Vienna Sym., Stolz.
Tchaikovsky: Symphony No. 5. RAl-Rome,
Furtwangler.

SUPER
STERED

orionS0UND

dolby process

Albéniz: Iberia. Turina: Danzas fantas-
ticas. Uribe.

Bach: Orgelbichlein (complete). Noehren.

Bach: Violin-Harpsichord Sonatas. Granat.

Ghezzo: Thalla; Ritualen; Music for Flutes
and Tape: Kanones. U. Mayer, cond.

Giulini: Guitar Works.

NVISIBLE SOUND
COMPACT
AND POWERFUL

The ADS L710 and L810 are four driver, three way
speakers for audiophiles who demand studio
performance from a system that is still compact
enough for bookshelf placement. These systems
share exceptionally wide-range frequency and
power response that places them in the
small select group of reference quality
speakers wlthout demanding the usual
penalty of size and price.
We invite you to test them
against any high quality
speakers regardiess of cost.
Listen how accurately the vir-
tually massless 1” soft-dome
tweeter follows every
detail of a solo violin
Notice how uniformly
the unique mid-range
driver reproduces the
subtleties of a familiar
voice-no brassy sound
ever, instead, unmuffled
openness, The 27 soft-
dome smoothly radi-
ates nine times as much
powerinto ahemisphere

alls /1O

26

as a conventional speaker of the same area.

Then train your ears on the woofers. They are
small in diameter for optimum transient and
power response; this extends clarity and detail
down into bass. It is elegantly accomplished
by two active, perfectly phased drivers with
unprecedented lateral excursion. You never be-
fore heard a bass drum come so much dlive

Flawless consistency in all these qualities is our
uncompromising standard of excellence, cnd
It Is built into every model from
ADS and BRAUN.

Your local ADS dedler will proudly
demonstrate the L710 and L81O In
his sound studio. Take the time end
test them critically. Take the step
beyond transparency. Ex-
perience ‘Invisible Sound’
It then will be impos-
sible for you to accept
anything less.
I ANALOG & DIGITAL
SYSTEMS, 377 Putnam
l Avenue. Cambridge.
Massachusetts 02139

als (810

Grieg: Piuno Concerto. Clementi: Sona-
tinus, Op. 36. Varro: Moravian Phil., Raj-
ter.

Grieg: Violin Sonatas (3). Temianka, Fields.

Haubiel: Metamorphoses. Leginska: Three
Victorian Portraits. Dowis, piano.

Haubiel: Miniatures: Pioneers. |. Swift and
H. ]. Walther, cond.

Haydn: Concertos: for Violin and Harpsi-
chord: for Two Flutes. Manzone. Petit, |
Dwyer, C. Legrand.

Hindemith: Ludus Tonalis. Tetley-Kardos.

Kanitz: Sinfonietta da Camera; Violin So-
nata; Visions at Twilight. 1. Baker: Pop-
per, cond.

Krenek: Santa Fe Timetable; Tape and
Double; Toccata for Accordion; O Luc-
rimosa.

Liszt: Violin Works. Granat.

MacDowell: Piano Sonatas Nos. 2, 3. Taka-
hashi.

Mcl.ean: Dimensions I{: The Sorcerer Re-
visited: Genesis. R. Hamilton. piano:
McLean, tapes.

Michelet: 8 Poems by Frances Libaw.
Nixon. Thompson: The Peaceable King-
dom. Pepperdine U. Chorus. Mec-
Commas.

Milhaud: Viola Sonatas (2). Franck: Viola
Sonata. Zaslaw.

Mudarra and Narvaez: Vihuela Works.
Long.

Ornstein, L.: Piano Works. Sellers.

Piston: Wind Quintet. B. Weber: Consort
far Winds. Boehm Quintet.

Respighi and F. Schmitt: Songs. Marcou-
lescou.

Rozsa: Trio, Op. 1; Piano Quintet, Op. 2.
Pennario et al.

Schubert: Sonata in B flat, D. 960. Chodos.

Soler: Fundango; 2 Sonatus. D. Scarlatti: 6
Sonatas. Kraus and Bird, guitars.

Sterndale-Bennett: Piaro Sonatas. C.
Schumann: Piano Works. Sykes.

Vladimir Pleshakov: Poets of the Piano.
Works by Hummel, Dussek, Vorisek.

Jean-Pierre Rumpal and Friends. Sonatas.
Duos. and Trios.

Diana Steiner: Violin Recital. Works by
Ravel. Szymanowski, Prokofiev. Fran-
Gaix. With Berfield, piano.

PHILIPS

Bach: Art of Fugue. Academy, Marriner.

Bach: Brandenburg Cancertos. English
Chamber O., Leppard.

Beethoven: Bagatelles. Bishop.

Beethoven: Piuno Concertos Nos. 2, 4.
Bishop; BBC Sym., Davis.

® Beethoven: Piuno Trios (complete). Beaux
Arts Trio (specially priced box).

Beethoven: Quartets, Op. 59. Italiano.

Brahms: Symphony No. 2. Concertgebouw,
Haitink.

Bruch: Violin Concerto No. 1; Scottish Fan-
tusia. Grumiaux: New Philharmonia.
Wallberg.

Giuliani: Guitar Concerto. Rodrigo: Con-

Continued on page 105
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How to lmprove a classic

The Heathkit AR-1500 set new standards for sterco performance
when it was introduced in 1971. So, in designing the AR-1500A, we
set out with two goals in mind: first, to make our best recciver even
better and second, to make it even casier to build than before

The “inside” story -
To start with, the FM tuner ranks as one of the h;

« ot
finest in the industry, with its 4-ganged FET front g5k t;“
end; sensitivity under 1.8 #V; two computer- A E

designed 5-pole LC filters delivering over 90
dB selectivity; a 1.5 dB capture ratio. It all
means you'll hear more FM stations, less
noise and practically no interference.

Our new phase lock loop multiplex
demodulator maintains excellent
separation at all frequencies, not just
1000 Hz so I'M stereo will sound
even better. And the new multiplex
section requires only one simple adjustment.

Even the AM rates hi-fi status-- with two dual-gate
MOSFETS, one J-FET and a 12-pole LC filter. And we improved
the Automatic Gain Control to keep AM signals rock steady.

The amplifier is so good we had a hard time improving it — 60
watts per channel into 8 ohms at less than 0.25% total harmonic
distortion from 20 to 20,000 Hz and less than 0.1% intermodulation
distortion. So we refined it by adding an impedance-sensing device
to the protective circuitry. It prevents false triggering at low
frequencies, which means deep, solid bass with less noise.

HEATHKIT ELECTRONIC CENTERS —

| 1 1 “r
ARIZ.: Phoenix; CALIF.: Anaheim. El Cerrito. Los Angeles. Po
mona. Redwood City, San Diego (La Mesa), Woodland lills;: COLO
Denver: CONN.: Hartford {Avon): FLA.: Miami {liialeah). Tampa
GA.: Atlanta: ILL.: Chicago, Downers Grove: IND.: Indianapolis
KANSAS: Kansas City (Mission): KY.. Louisville; LA.- New Or-
leans tKenner]: MD.: Baltimore. Rockville: MASS. Boston (Welles-
ley): MICH.: Detroit; MINN.- Minneapolis (Hopkins): MO.: St
Louis {Bridgeton): NEB.: Omaha: N.}.: Fair Lawn: N.Y.: Buffalo
(Amherst), New York City, Jericho. L.I1.. Rochester, White Plains
OH10: Cincinnati (Woodlawn), Cleveland. Columhus, Toledo: PA
Philadelphia, Pittsburgh ;R.i : Providence (Warwick), TEXAS  Dallas,
lHouston: VA.: Virginia Beach; WASH .: Seattle; WiS.: Milwaukee.
Caming in September
New lieathkit Electronic Center in Peabody, Mass

"~ il AR-I500A)
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Who can build it?
Anyone!
You can build the AR-1500A even if
you've never built a kit before. The illus-
trated assembly manual guides you step
by step aned a separate check-out meter tests the
work as you go. The parts for cach subassembly are packed sepa-
rately and a wiring harness eliminates most point-to-point wiring.

And since you built it, you can
service it. The meter and swing-
out circuit boards make it easy
to keep your AR-1500A in
peak operating condition
year after year.

Without a doubt the
AR-1500A is one of the
world's finest stereo
receivers. [t ought to be
it's been painstakingly designed
to be handcrafted by you. It just goes
to prove what pcople have always said,

if you want it done right, do it yourself.
Kit AR-1500A, less cabinet, 53 lbs., mailable ... . ....399.95*
ARA-1500-1, walnut stained veneer case, 8 lbs., mallable . 24.95*
AR-1500A SPECIFICATIONS — AMPLIFIER —POWER QUTPUT: 60 WATTS RMS PER CHAN-
NEL INTO 8 OHMS AT LESS THAN 0.25% TOTAL HARMONIC DISTORTION FROM 20-

20,000 HI. Frequency response (1 watt level): 1 dB. 9 Hz to 80 kHz. intermodulation Distoriion:
Less than 0.1% with 60 watts output. Damping Factor: Greater than 60. Channel Separation: Phono
55 dB. FM SECTION (Mnnonhonlc) Sensitivity: 1.8 xV.* Selectivity: 90 d8 lmage Rejection: 100 dB.-
IF Refection: 100 dB.* Cap(ure Ratio: 1.5 dB - Harmonic Distortion: 0.5% or less.* Intermodulation
Distortion: 0.1% or less.” (Stereophonic): Channel Separation: 40 dB or greater at midfrequencies;
35 dB at 50 Hz; 25 d8 at 10 kHz; 2C dB at 15 «Hz. AM SECTION: Sensitivity: 50 uV with external input;
300 uV per meter with radiated input. Selectivity: 20 dB at 10 kHz; 60 dB at 20 kHz. Image Rejection:
70 dB at 600 kHz, 50 dB at 1400 kHz. IF Rejextion: 70 dB at 100 kHz. Qimensions: Overall - 181" W
x5%” Dx 132" 0

*Rated IHF (Institute of High Fideliiy) Slandards

Send for your new FREE Heathkit Catalog

HEATH COMPANY, Dept. 3-09
Benton Harbor, Michigan 49022

{J Please send FREE Heathkit Catalog
{1 Enclosed is §
Please send model(s})

Schlumberger

. plus shipping.

Name.
Address.
City. State. Zip
ces A .‘n‘ a :h.‘ ; .F‘-u. u HF-296
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I found James Brinton's article on viscous
tone-arm damping in your July issue inter-
esting, but the STP recommended for experi-
ments contains many strong and combus-
tible chemicals. The thought of STP fumes
working about the room is not very comfort-
ing! Also | wonder about the effect of these
chemicals evaporating into the working parts
of the turntable. Could Mr. Brinton recom-
mend a less lethal oil with the right proper-
ties?—Eric Van Beiner, Tulsa, Okla.

The group on whose experiments Mr. Brin-
ton’s article was based did look into the pos-
sible hazards of STP—particularly its volatile
components. Chemical analysis showed
(apparently to their surprise and presumably
to yours) that hazards of the sort you sup-
pose are minimal; with the exception of ac-
tual ignition (STP is combustible) it was
deemed acceptably safe in all ascertainable
respects by most of the group. Some *‘pur
ists”" (Mr. Brinton’s word) did opt for a Dow
silicone fluid. however, until someone
pointed out that silicone tends to migrate.
That is, it tends to coat any surface with
which it is in contact and to keep spreading.
And a spill could be disastrous in terms of
turntable-drive slippage.

Actually any reasonably viscous fluid is ap-
propriate to experiment with—and the article
dealt with experimentation rather than with
a final working plan for an “ideal’” damping
system. Just keep in mind that in general the
higher the fluid's viscosity, the smaller the
‘paddle’” moving in it should be.

| have been looking for a stereo cassette deck
like the Philips/Norelco 2100 to provide a
noise-reduction system for my rather large
collection of non-Dolby tapes. When |
couldn’t find the 2100 | bought a Teac 210
and wrote Philips to ask if it offers a separate
DNL unit. it doesn’t and, in fact, has gone out
of the tape recorder business in this country.
Does any other company make a DNL model,
or is there any other noise-reduction unit that
does not require pre-encoding?—John Mar-
shall, Chestertown, Md.

Philips does offer a DNL unit in Europe, but
we gather it is not made in a 120-volt version
even if you chose to import it. So the obvious
candidate is the Burwen Dynamic Noise Fil-
ter at about $300 (HF test reports. April
1975). It works very well with non-Dolby cas-
settes.

The question regarding phase shift in a Dolby
B unit [*“Too Hot,” June 1975] was an-
swered, in my opinion, in an unsatisfactory
manner. Blame for the phase shift is not put
on the tape equipment or the Dolby equip-
ment, but is left hanging. | would like to see
an article with a compilation of tests on as
many of the available units as possible, show-
ing their phase response in purely electrical
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tests. Given the Dolby circuit’s propensity for
accentuating nonlinear amplitude response,
we might ascertain whether commercially
available Dolby units do the same to poor
phase response. The implications concerning
matrixed four-channe! sound on tape should
make it plain—even to those who still believe,
despite the research of Hansen and Madsen,
that phase response can be ignored—how im-
portant this information is.—Sal Santamaura,
Yonkers, N.Y.
We said in the item you refer to that the
likeliest cause of the problem was neither the
Dolby circuit nor the tape deck itself, but
misalignment of the tape to the head due, for
example, to skewing. That is, it is differential
phase shifts that will “misinform’” a quadri-
phonic matrix decoder—not simple phase
nonlinearity. which under normal conditions
will affect both channels equally. If. for ex-
ample. a given sine-wave tone is recorded
180 degrees out of phase in the two channe s
in order to satisfy matrix-encoding require-
ments and the phase nonlinearity of the deck
introduces a large phase shift (say. 40 de-
grees) into both signals. the net phase differ-
ence still will be 180 degrees. and hence the
tone will be decoded correctly. But let's say
that the tape skews so that the phase of the
tone in one channel is advanced (perhaps by
20 degrees) while that in the other is retarded
by the same amount (with respect to the
purely theoretical norm—the average of the
two channels). Under those circumstances
the phase difference between channels will
be altered by 40 degrees and the decoder will
make incorrect channel assignments.
You're right. however, that phase linearity
in tape systems generally is very poor and
that a great deal of research remains to be
done before we understand the apparent dis-
crepancies between the importance of phase
linearity (as evidenced by the ground-break-
ing work by the B&O research you cite) and
its unimportance (as evidenced by the ease
with which we live with it in a great deal of
equipment—including tape machines).

Your report on the Pioneer QX-949 quadri-
phonic receiver [September 1974] states that
with all channels driven simultaneously the
maximum output from any of the channels is
36.5 watts and one channel delivers only 26.1
watts! That’'s 34.75% below the manufac-
turer's claim of 40 watts per channel. |
recently purchased the QX-949 and would
hate to think that | shelled out all that money
for an amp that wouldn’t deliver the claimed
power—if the neighbors would only let me
use it. So what’s the story? Either your lab
sample was a lemon, or there is a printed er-
ror in the report, or the manufacturer is ly-
ing.—Lawrence Alan Sherry, New York, N.Y.
None of the above—at least. not exactly. The
figures you cite from our report were meas-

ured at clipping—which is short of “max-
imum output’ whether you take that term to
mean rated harmonic distartion or self-de-
struction. Pioneer rates the QX-949 at 0.3%
THD. and the lab tested its power bandwidth
at that distortion level. (THD at clipping,
measuring at 1 kHz, is in the region around
0.1%.) But since, at the time the measure:
ments were made, the lab checked harmonic
distortion and power bandwidth with only
one channel driven at a tire, we compared
the findings with a 50-watt rating, rather
than Pioneer’s all-channels-driven 40 watts.
In so doing we found that harmonic distor-
tion was within spec everywhere but in the ex-
treme bass and that power bandwidth like-
wise exceeded 50 watts at rated distortion
in all but the extreme bass. 'Ne did comment,
however, that the test sample appeared to be
about 1 dB shy of fully meeting Pioneer's rat
ings. We doubt that you—or your neighbors—
would be able to hear that | dB even if your
sample measures the same as ours.

A common phonograph-record fault annoys
me on occasion, as it probably does others:
The hole is off-center, the label! is off-center,
or the hold is too small, for auto changers.
For the record (no pun), what is the industry
standard for the hole diameter?—Edward W.
Mullins, Birmingham, Ala.

For the record. 0.286 inch, +0.001. -0.002;
for the spindie, nominally 0.25 inch. though
most spindles are closer to the hole diameter
for a reasonably snug fit. Off-center labeling
(and with some pressing equipment perfect
centering is well-nigh impossible) usually is
of only cosmetic significance. Undersize
holes usually prove. on close examination, to
have a little lip of "‘flash’* that is jammed into
the hole and can easily be removed. (If the
hole itself really is undersize. it can be
reamed out with an appropriate instrument.
but we agree that it shouldn’t happen.)

The big culprit is eccentricity of the hole
with respect to the grooves. It makes non-
sense of the care with which the spindle is
formed to fit the hole sirce wow due to
groove eccentricity can be much greater than
that caused by a spindle/hole fit that has too
much play. From looking at the equipment
used in modern pressing glants to prevent
groove eccentricity, we'd say that it requires
inexcusable sloppiness to produce a badly
centered record: yet they continue to appear.

| have a Sony TC-55 recorder, which has a fre-
quency response of 90 Hz to 10 kHz. | record
live music on Sony UHF and Memorex, which
are supposed to have response to over 10
kHz. Am | wasting money by using them?—
Darrell Anderson, Renton, Wash,

Probably not. It is the relationship between
tape and recorder—rather than either indi
vidually—that determines the breadth and
flatness of the response you achieve. If you
switch to less-expensive cassettes, you might
find the sound balance to be poorer even
though the “response of the tape’ (basically
a meaningless phrase) is theoretically equal
to that of the recorder. More important. in
cheaper cassettes you also must expect less
perfect mechanical construction—meaning
higher wow and flutter and more chance of
jamming and even dropouts due to irregular
tape motion.
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The Game of the Name.

It seems strange that in this age of
increasingly sophisticated stereo
enthusiasts, you still meet plenty
of people who think that the two
most important components of
any hi-fiunit are the name on its
faceplate and the number on its
price-tag.

Which is not to say that the
high-priced celebrities are all
show and no go.

Yet we believe that what
distinguishes audio gearis how

much you get for what you pay. //

Whichis why we spend more
time and money improving
our products than
promoting them. Why y
we utilize only the /)
finestcomponentry, //
and avoid the ==
gimmicks.

And why, especially, we can
offer the highest performance-
per-dollar ratio in the industry.

Consider the specs, for
example, on our Model SEL-400
Stereo Control Amplifier.

With an RMS output of 85 watts
per channel (both channels
driven @ 8 ohms, 20-20,000 Hz;
Maximum Total Harmonic
Distortion, no more than 0.25%),
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the 400 is easily one of the more
powerfu!l units of its type on the
market.

Within its price range, itis the
most powerful.

That aloneis impressive. But
even more so, when coupled with
its built-in Dynaquad matrixing
circuit (which permitsa simulation
of 4-channel sound so accurate
thatit's hard to tell from the real

2\
VN
-

SHERWOOD sTemeat?

thing). Plus our exclusive ISOP
(Impedance Sensing Overload
Protection) Circuitry. And fully
complementary Darlingtondirect-
coupled amplifier circuitry, for
extended high and low-end
response.

No other amp that can do as
much as well and as dependably
costs as little.

But, rather than have us tell you
about it, visit your Sherwood
dealer. Compare our specs and

prices with those of any other

\

.\ brands. And hear for yourself
‘gf\ the difference performance-

\ per-dollarengineering

makes.
.\ Onegood listen will
\ N\ :
\ \ NI spell it out more

clearly than a
thousand words.

Sherwood Electronic Laboratories
4300 N. California Ave.
Chicago, Illinois 60618

8

SHERWOOD

The word is getting around.

The cabinet shown is constructed of plywood
with a walnut veneered covering.
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Ampex Bows Out

Perhaps it should have come as no shock, but at the end of
April when Ampex Corporation, in the words of its press re-
lease, ‘‘announced the decision to discontinue its world-
wide trade sales of recorded music by phasing out the op-
eration over the course of the next fiscal year,” we were
tloored. Ampex, the company that had pioneered in prere-
corded tapes and had been the major producer for so long,
was giving up!

Well, not exactly. As Ampex explains it, the decision was
not a retreat from an unprofitable venture (which its deci-
sion a few years ago to withdraw from the consumer-
equipment market was), but one in the interests of long-
term profitability. Additional investments would be re-
quired to maintain profitability, the company says, and it
apparently believes it can invest more lucratively else-
where.

For the home tape buyer this means primarily that the
Ampex name—though not necessarily the tapes that bear
it—will be disappearing. The equipment currently in use to
produce these tapes apparently will still be available to
record companies for contract duplication. It is the mar-
keting end of the business that Ampex wants out of.

This was confirmed in June when Ampex Music Division
and London Records jointly announced that marketing
and distribution responsibilities for London/Ampex tapes
will be shifted to London gradually untii it has taken over
the full burden by the end of April 1976. Presumably Lon-
don will retain Ampex duplication services after that date;
Ampex will simply be a contractor rather than a full-scale
producer working under license from (and, in a sense, in
competition with) London.

We wonder what this ultimately will mean in terms of
tape quality and availability. Prerecorded tapes tradition-
ally have been the stepchild of the recording industry. The
record companies were (and are) just that: deeply com-
mitted to the disc and, to that extent, somewhat antago-
nistic toward tape. The fact that Ampex, rather than its Ii-
censors, has been the distributor of the tape product
hasn't helped.

When these companies control both formats, they will
have the option of either allowing tape to languish or really
doing ajob with it. (And since they themselves will reap the
advantage of any marketing coups they may apply to tape,
why not make the most of it?) Therefore record-company
control of tape distribution could result in such an unfamil-
1ar nicety as the relatively simultaneous issue of a new
recording in both forms. That certainly would please
tapeophiles, who now must wait in doubt about the ulti-
mate availability of a coveted recording in their preferred
format—and may give up and buy the disc (as the record
companies presumably have preferred that they wouid)
only to have tapes appear on the market shortly afterward.

Second-Generation lguanas

A few years ago tape aficionados were abuzz over reports
that Teac might issue (in Japan if not here) second-gener-
ation copies of master tapes—the nearest thing to a studio
original that the home tapeophile normally can aspire to.

Tape: More and Less

Usually it's only the insider with connections who can get a
customn dub of the masters (generally on the q.t.), but
there are some truly enviable collections in the U.S. none-:
theless.

Well, the Teac tapes never reached the U.S. market; but
now a new company—Quadratrak of Kensington, Md.—
has announced that it will offer real-time dubs (that is,
copies made without *’benefit”’ of high-speed duplication
equipment) of its quadriphonic recording by the group
iguana: “The Winds of Alamar.” The originals are at 30
ips; Quadratrak is offering 7%-ips dubs at $19.95 and 15-
ips dubs at $39.95. Dolby-B processing is available for an
extra $5.00.

The company says it is looking for regular commercial
distribution as well—on discs and mass-produced tapes.
While such tapes obviously would undersell the present,
custom-copied product, Quadratrak says it will continue to
offer the custom version to customers unwilling to put up
with the vagaries of high-speed duplication processes.
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Video Tape—
Now It’s Betamax

Among video tape systems for other than broadcast work,
Sony’'s U-Matic cassette system appears by all odds the
most successful. It has been adopted widely in this country
for industrial uses—training, for example. So widely, in
fact, that some parts of the industry have been taking it as
a foregone conclusion that the availability of a consumer
version was just a matter of time: **Once they get the costs
down. .. .

Sony has never, to our knowledge, done much to encour-
age this assumption. It has talked of U-Matic as a commer-
cial system and avoided the blue-sky extravagance that
has characterized some other manufacturers’ statements
on the future home video recording market.

One reason for its circumspectness may have been
Betamax—an alternative videotape format that only
recently emerged from Sony's laboratories into the public
ken. It uses Y2-inch (instead of U-Matic's %-inch) tape and
would appear to bring prices for both the deck and the
tape significantly below those of U-Matic.

So far, however, most price estimates (some in the
$2,000 range, depending on features, have been men-
tioned) are based on the equipment that has been demon-
strated and is on sale in Japan, where domestic prices and
models are not necessarily an accurate guide to what can
be expected here. One nice feature that we hope will be re-
tained is timed recording, so you can tape a program that's
aired while you're away from home—or occupied with an.
other program for “’live’” viewing. This is, of course, one
area where tape has a significant advantage over the disc
formats.

One feature of many other video recording systems is
missing from Betamax: dual soundtrack capability, a ne-
cessity if stereo sound is to reach video. Unless and until
Betamax reaches the American market, these specifics
represent only an interim report, but Sony plans to offer a
$2,295 model on a limited basis this fall.
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II'nd only to the Il1.

The new Shure M95ED phono cartridge combines an ultra-fiat 20-20,000 Hz
frequency response and extraordinary trackability with an utterly affordable
price tag! To achieve this remarkable feat, the same hi-fi engineering team
that perfected the incomparable Shure V-15 Type {li cartridge spent five
years developing a revolutionary ali-new interior pole piece structure for
reducing magnetic losses. The trackability of the MSSED is second only to
the Shure V-15 Type iil. In fact, it is the new “Number 2" cartridge in ali
respects and surpasses much higher priced units that were considered
“state of the art” only a few years ago. Where a temporary austerity budget
is a pressing and practical consideration, the M95ED can deliver more
performance per dollar than anything you've heard to date.

Shure Brothers Inc. v
222 Hartrey Ave., Evanston, IL 60204 '.! _ HUR
in Canada: A. C. Simmonds & Sons Limited Y | S U E

Manufacturers of high fidelity components, microphones, sound systems and related circuitry.
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HiFi-Crostic No. 4

by William Petersen
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DIRECTIONS
To solve thess puzzies—and they
arent as tough as they first seem
supply as many of the Output words
as you can in the numbered dashes
following the Input. Unless otherwise
specified in the Input. the Qutput con-
sists of one English word. “Comp
means compound. or hyphenated.
word.

Transter each letter 10 the square
In the diagram 'hat bears the corre-
sponding number. After only a few
correct quesses you should begin to
see words and phrases emerging in
the diagram. wrich when filled in will
contain a quotaiton related to MuSIC.
recordings. or audio.

The words in the quotation are
separated by darkened squares and
do not necessarily end at the end of
arow

Try t0 guess at these words and
transfer each rewly decoded letter
back to 1t1s appopriate dash in the
Output. This will supply you with
further clues.

A final clue: The source of the
qQuotation — the author and his work

will be speiled out by the first letters
in the Output. reading down

The answer 10 HFi-Crostic No. 4
will appear 1n next month's issue of
High Fidelity.
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Solution to last month's HiFi-Crostic appears on page 4.



THE ART
ADVANCES

Maxell infroduces UD-XL.
The world's first cobalt/ferric/
crystal cassette.

The UD-XL is the only cassette ever towin
an Audio Grand Prix. Here's why:

Epitaxial formulation We combined the unsur-
passed low/middle range abilities of gamma-
ferric Hematite with the high frequency per-
formance of cobalt in a single crystal. Distortion,
for all practical purposes, simply doesn't exist.
No special bias or equalization necessary.

The shell, perfected We made the UD-XL shell a
full 40 per cent closer to absolute tolerance.
You get the truest head-to-tape contact and
running reliability ever attained

Convenience engineered UD-XL has a five-
second non-abrasive, head cleaning, leader/
timer on each end. Plus replaceable peel-and-
stick labels for easy indexing.

Look for our Audio Grand Prix Champion,
the Maxell UD-XL, ot better audio dealers na-
tionwide, the home of our premium Ultra Dy-
namic and economical Low Noise cassettes.

Maxell Corporation of America,

130 West Commercial Avenue, Moonachie,
New Jersey 07074. Also

availakle in Canada. lTlEXE"o

For professional recordings

© Moxelt Ceporation of amer:ca New Jersey
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All cartridges are not

created equal.Here’s proof.

e@e...Iracking ability at low and middle
frequencies was exceptional...the high
level required half the tracking force
of most other cartridges...One of the
pest 2-channel stereo cartridges and
better than most CD-4 types. @

HI-FI NEWS AND RECORD REVIEW

Our new Super XLM MK 1l ($125.) is the finest
cartridge available. It was engineered
solely for the true audiophile and the

serious music listener who own the very
finest components.

It embodies principles found in no other
cartridges, as evidenced by our U.S. Patent.
It features a unique “induced magnet”
whereby the magnet is fixed and the
magnetism is induced into a tiny hollow
soft-iran collar. This collar in turn moves
between the pole pieces thereby allowing
for a major reduction in the mass of the
moving system. This LOW MASS permits the
Shibata type stylus to trace the most
intricate modulations of stereo and CD-4
record grooves with a feather-light tracking
force—as low as 3/ of a gram.

This results in super-linear pick up especially
at the higher frequencies of the audible
spectrum, which other cartridges either
distort or fail to pick up at all. This low
tracking force also assures minimal erosion
and a longer playing life for the records.

This family of LOW MASS Cartridges is also
offered with elliptical diamond stylus for
stereo play exclusively—the XLM MK 11 ($100)
and VLM MK Il ($75).

For detailed specifications, write ADC.

U.S. PAT. NO. 3294405

D ADC SuperXLMuxx

AUDIO
DYNAMICS
CORPORATION

A BSR Company+New Milford n 06776

34 H1G1H FIDELITY MAGAZINE



A CONSUMER'’S GU

by

2l

Heath’s New Super-Amp Kit

The Equipment: Heathkit AA-1640, a stereo basic or power
amplifier available in kit form only. Dimensions: 19 x 7Y%
inches (front); 18 inches deep. Weight: 69 Ibs. Price:
$439.95 without meters;, $489.95 with meters; $69.95,
output meters only (to add to unit at later date). Warranty:
90 days parts (and labor, if a defective part has caused
damage elsewhere) providing assembly conforms to man-
ual instructions; shipping prepaid. Manufacturer: Heath
Co., Benton Harbor, Mich. 43023.

Comment: In giving valid reasons for the use of a very high-
powered amplifier, and in designing one that exemplifies
this approach flawlessly, Heath has *‘got it all together” in
the super-amplifier department. The new Model AA-1640
is a splendid amplifier that meets or exceeds its pudlished
specifications and, used in a high-quality stereo system,
does make a difference in the sound of reproduced music.

Like all super-amps, this one is a monster; it weighs over
70 pounds (with the meters installed). Unless you're an
amateur weight lifter and/or have no problems with back-
aches, it is strongly suggested that you do not try tolift and
install this unit without help.

Note that the power cord is fitted with a three-prong
grounding plug. Heath points out that the AA-1640 should
not be connected into a convenience AC outlet on a
preamp, even via a plug adapter; nor does the amplifier
have its own convenience outlet for single-switch system
turn-on. You must connect it directly to a wall outlet and
turn the amp and preamp on and off by their own power
switches.

Depending on what speakers you connect to the ampili-
fier, you will have to choose a pair of fuses to insert in the
fuseholders at the rear. Their values, which range from 1%
to 5 amperes, for different impedances and speaker power
ratings are spelled out in the operating instructions.

No pains beyond normal, good ventilation need be
taken to cool the AA-1640, whose 16 output transistors are
mounted on two 6-pound die-cast aluminum heat sinks.
Moreover, the unit has a built-in automatic thermal shut-
down. When turned on, the amp goes through a 10-second
delay to protect speakers from thumps. This delay circuit
also will disconnect the speakers under certain abnormal
output conditions such as DC or extremely low-frequency
AC. The fuses mentioned above are further protection—
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and are located electrically within the primary feedback
loop so that they will not in themselves lower the ampli-
fier's damping factor and thereby possibly degrade the
high-definition bass response.

The meters (which may be purchased with the amplifier
kit or added later at the owner’s option) are calibrated in
decibels and in watts, with O dB representing 200 watts.
The scales go down to a bit below-30 dB (0.2 watt) and up
to + 3 dB (400 watts). The meters occupy left and right
positions on the front panel, which also bears left- and
right-channel gain controls and the Power button. At the
upper left of the panel there's a POWER pilot lamp; at the
upper right, a HIGH-TEMPERATURE warning lamp.

The rear of the amplifier contains the speaker connec-
tions—a barrier terminal strip that actually is a pair of re-
movable sockets whose screws accept stripped leads or
spade lugs. As mentioned, each speaker has its own fuse-
holder; in addition, there’s a fuseholder for the main AC
line. Input signal jacks are standard phono (pin-jack)
types.

The unit used in preparing this report was wired by
Heath, though the model is not offered commercially in
wired form. We would not suggest it for the novice kit-
builder—largely because of the high current drain possible
(and the consequent dangers should the kit be miswired)
and because the cost of a major goof is, at close to $500,
high.

The data measured by CBS Labs on the AA-1640 speak
for themselves. The unit is billed conservatively by Heath
as a 200-watt-per-channel amplifier; in normal use it can
be counted on to provide considerably more power than
that, and at vanishingly low distortion. Power bandwidth is
better than claimed from below 20 Hz to beyond 20 kHz,

REPORT POLICY E&qulpment reports are based on laboratory measurements
and conrolled fistening tests. Unless otherwise noted, test data and measurements are
obtained by CBS Laboratores, Stamiord, Connecticut, a division of Columbia Broad
casting System, Inc., one of the nation’s leading research organizations. The choice of
equipment to be tested rests with the editors of HiGH FIDELITY. Manutacturers are not
permitted 1o read reports in advance D! publicaton, and no feport, or portion thereol
may be reproduced for any purpose of in any form without written permission of the
publisher. All reports should be construed as applying to the specific samples tested;
neither HIGH FIDELITY nor CBS Laboratories assumes responsibility tor product perform-
ance or quality

35



36

0%; HARMONIC DISTORTION CURVES
0.05
0.03
0.02 /
~~~~~ 7
0.01 .__..z;":"'"'""“";’_Z"/':'/’
0.007 ‘\_5_‘7:_7‘_—_-_/'/
= 0.005 200 WATTS OQUTPUT
X 0.003 —— Left channel: <0.031%, 20 Hz to 20 kHz
: g ~~~Right channel: <0.037%, 20 Hz to 20 kHz
Z 0002 100 WATTS OUTPUT
= ——- Left channel: <0.021%, 20 Hz fo 20 kHz
& 0.001 ———~ - Right channel: <0.034%, 20 Hz to 20 kHz
0.07
L2 2 WATTS QUTPUT i
0.03 ——Left channel: <0.038%, 20 Hz to 20 kHz y
g ~~~ Right channel: <0.062%, 20 Hz to 20 kHz 7
0.02
00 ———————————— e
AA-1640 (2)
20 50 100 200 500 1K 2K 5k 10K 20K
FREQUENCY IN HZ
1.0 '
o7  NTERMODULATION CURVES | |
. ! !
05 gohmload: <0.05% below 02 to 348 watts, I i
03 20.24% to 381 watts ! /
— ~ == 4-0hm load: <0.1%, below 0.3 to 208 watts; 5, o8
S (2 <0.33 to 567 watts -7
& ¢ ——- 16-0hm load: <0.04%, 0.1 to 130 watts; &
=3 <02% to 217 watts {
2 0l !
E 0.07
E 0.05
g0
0.02
0.01
AA-1640 (3)
1 2 5 10 20 50 100 200 500 1K

Square-wave response

OUTPUT IN-WATTS

POWER OUTPUT DATA

CHANNELS INDIVIDUALLY
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Heath AA-1640 Amplifier Additional Data

Damping factor 128
Input characteristics (for 200 watts output)
Sensitivity
152V

S/N ratio
110% dB

frequency respcnse is literally a straight line from 20 Hz to
20 kHz and is down only % dB at 10 Hz and 12 dB at 100
kHz. S/N ratio for rated output is spectacular at better
than 110 dB. Low-frequency square-wave response shows
a slight tilt; high-frequency square-wave response has very
fast rise time and no ringing.

Neither channel, in normal use and driving 8-ohm loads,
will clip before reaching 300 watts; this ample headroom
does make a difference in the reproduction of many
recordings. We played the recent Haitink/London Philhar-
monic version ¢f Elgar's Enigma Variations (Philips 6500
481) and watched the output meters as they swung fairly
often into the 0-dB (i.e., 200-watt) zone. Perhaps more
'germane from the music-listener’s standpoint is that this
much clean power—fed to speakers that can handle it—
““‘opens up' the sonic presentation, helps to clarify the
deepest, almost subaudible bass, brings out a trans-
parency of sound, and makes it evident that a recording
you already admire is even greater than you had realized.

CIRCLE 141 ON READER-SERVICE CARD

The Jennings Contrara P: Handsomells . ..

The Equipment: Contrara P, a floor-standing loudspeaker
system on swivel base. Dimensions: 11%2-inch-square top;
33 inches high. Price: $225. Warranty: unlimited free re-
pair of what, in the opiniqn of the factory, are manufac-
turing defects. Manufacturer: Jennings Research, Inc., 64
N. Fair Oaks Ave., Pasadena, Calif. 91103.

Comment: This very unusual system seems an auspicious

beginning for the recently formed Jennings Research. It is
handsome, it sounds good, and it incorporates some use-
ful novelties of design.

The Contrara P might be called a 2'2-way system. The
soft nylon dome tweeter is crossed over at, nominally,
1,750 Hz to a pair of 8-inch-woofers. Only the upper woofer
actually reaches this crossover, however; the lower one is
rolled off at atout 300 Hz to prevent midrange inter-
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terence effects that could be expected were both woofers
driven in the midrange. Hence the upper woofer actually is
a midrange/woofer, the lower one a woofer only.

All three drivers are mounted behind a black grille panel
in the elegant veneered column, which in turn is mounted
on a swivel base. Why a swivel? First, for optimization of
sound radiation in the room; second, to allow decor optimi-
zation (by, if you want, facing the grille away from you)
when the speakers are not in use. The first reason strikes
us as the more important. In some setups we found we
could ‘‘refocus’ the sound image for shifts in listener seat-
ing simply by rotating the columns. The connection panel
(color-coded binding posts that accept banana plugs, large
spade lugs, or bared wires) are at the back of the base;
there are no controls.

When we first worked with this system it seemed admi-
rable to us but for two cavils: The recessed binding posts
were hard to get at (except for use with banana plugs), and
it worried us that overuse of the rotation feature {particu-
larly if it was always turned in the same direction) might even-
tually wear through the insulation on the leads and short
out the system—perhaps damaging the driving amplifier.
Jennings tells us it has taken these items to heart and has
enlarged the recessing around the binding posts for easier
access while adding a stop so that, although the upper sec-
tion still rotates by almost 360 degrees, the leads cannot
become twisted and taut against the entry to the metal
conduit within the swivel.

The impedance of the Contrara P is rated at 8 ohms.
Though this is the approximate average of the measured
impedance across the frequency band, CBS Labs found
the actual rating point (the impedance minimum immedi-
ately above bass resonance) to be 5 ohms at a little below

RESPONS(E1 CHARACTERISTICS

watt input}
100
90
a
= 80
[v)
2
270
4]
& 60 AVERAGE OMNIDIRECTIONAL RESPONSE
(3% dB, 56 Kz to 12.5 kHz, re 841 dB)™~
----- AVERAGE FRONT HEMISPHERIC RESPONSE
50 =——— ON-AXIS RESPONSE Contrara P (1)
20 50 100 200 500 1K 2K 56 10K 20K
FREQUENCY IN HZ
Contrara P Harmonic Distortion
Output Freguency
Level 80 Hz 300 Hz
(dB) % 2nd % 3rd % 2nd % 3rd
70 0.16 0.18 0.15 0.14
75 0.18 0.23 0.15 0.14
80 0.33 0.40 0.15 0.14
85 0.62 0.75 0.19 0.14
90 11 11 0.28 0.16
95 0.47 017
100 0.80 0.20
105 1.40 0.34
107 2.0 2.0

*Distortion data are taken on all tested speakers untll distortion exceeds the
10% level or the speaker produces the spurious output known as buzzing,
whichever occurs first.
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200 Hz. The impedance curve is fairly flat, and even at its
highest (in the crossover range, a little above 1 kHz) is be-
low 16 ohms. Since there can be a good deal of energy in
the 200-Hz range, however, we would not recommend us-
ing this model in parallel (main and remote) off transistor
amplifiers, despite the manufacturer’s 8-ohm rating.

The sound is basically open and well detailed. The mid-
range is somewhat bright and—perhaps as a concomi-
tant—the sound has a forwardness and exciting sense of
immediacy. One is aware, for example, of details of string
bowing that are glossed over by less forward speakers.
Consequently the sound might be characterized as crisp,
though the lab's tone-burst tests did show some evidence
of ringing at 3 kHz.

The response curve is quite flat (within 3'2 dB from 56
Hz to 12.5 kHz), and listening tests confirm that there is
no serious beaming right up to rolloff in the neighborhood
of 15 kHz. The bass holds up well, with very little doubling,
to about 35 Hz. It is clean and firm—lacking only if you
want room-shaking output from the deepest organ tones.
Between these extremes the response is reasonably
smooth and, the aforementioned touch of midrange
brightness aside, uncolored.

Efficiency is fairly high; the lab found that 3.3 watts were
required to drive the Contrara P to the standard test level
(94 dB at 1 meter on axis, using a noise spectrum of 200 to
6,000 Hz). This output level is about the limit of the
speaker's dynamic range at 80 Hz. (Note that distortion
figures for that frequency are shown only to 90 dB.) In the
midrange (at 300 Hz), however, the lab drove the speaker
to over 105 dB (with 40 watts) before encountering any
untoward behavior (in this case, distortion that tended to
rise above the 2% measured, resulting ultimately in buzz-
ing) on steady sine waves. With pulsed signals the lab
drove it to 118 dB (with a 250-watt input). Jennings rates
the unit for a power handling capacity of 75 watts contin-
uous at 8 ohms. At 300 Hz (where impedance measures
below 8 ohms) the lab was not able to reach this figure,
though in view of the puise-test resuits we would have no
hesitancy in driving the speaker with musical material via a
75-watt amplifier.

In summary, the Contrara P can be recommended for
its nicely balanced and excitingly detailed sound as well
as for its unusually handsome cosmetics and decor/
sound-radiation flexibility.
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sound-radiation flexibility.
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A Moderate-Priced Ortofon

The Equipment: Ortofon Model VMS-20E, a stereo/phono
pickup with elliptical diamond stylus. Price: $65. Warranty:
one year parts and labor; servicing at Ortofon New York
headquarters, shipping paid one way. Manufacturer: Orto-
fon Manufacturing, Denmark; U.S. distributor: Ortofon, 9
E. 38th St., New York, N.Y. 10016.

Somment: Ortofon, sometimes thought of as the Rolls-
Royce of pickup manufacturers, never has offered what
the U.S. companies would consider a “full line”’—from
state-of-the-art to budget. It has not, that is to say, catered
to users with so-so tone arms such as those in budget-
priced changers. And even the VMS-20E, though it is less
expensive than the M-15E Super ($90; HF test reports,
April 1973), “‘should be used in tone arms capable of light
tracking pressures,”” according to Ortofon.

The comparison to the M-15E Super is unavoidable. Like
that model, the VMS-20E uses the Ortofon Variable Mag-
netic Shunt principle, in which the moving element is nei-
ther a magnet nor a coil, but (in a sense) a magnetic-field
modulator that, by altering the field, induces the output
current in the coil. The VMS-20E was, in fact, developed
from the M-15E as a pickup that Dual could offer (in Eu-
rope) as a ‘‘package’’ with the Model 701 turntable; now
Ortofon has decided to market the cartridge here on its
own.

And it turns out to offer stiff competition even to the M-
15E Super. It passed CBS Labs’ “‘torture test”” at 0.4 gram
VTF (slightly less than was needed for the M-15E), proved
a little more linear over most of the reproduction range,
has (at 4.3 millivolts in the left channel and 3.9 in the right
with 5 cm/sec velocities of 1 kHz) a slightly higher output
and almost as good channel balance, and costs $25 less.
Distortion figures are very good indeed, and tracking abil-
ity is exceptional. in both the 300-Hz test and that for the
10- to 20-kHz band no mistracking could be detected; at 1
kHz, the + 18-dB figure is the best the lab has yet meas-
ured with the present technique (which was not in use
when we tested the M-15E).

Under the microscope the diamond tip proved to have
excellent geometry, with tip radii of 0.8 and 0.4 mils (21 by
10 microns). The vertical tracking angle measures 18 de-
grees. Low-frequency resonance in the SME arm measures
12 Hz—a little higher than average, but probably to the
good in terms of tracking at typical warp frequencies,
which generally are lower.

As you can see from the accompanying graph, the re-
3ponse is exceptionally linear and separation very good be-
low 10 kHz. The lab's sample showed a fairly pronounced
rise to tip resonance (at about 20 kHz)—like that for the M-
15E, somewhat greater than we would have expected from
the specifications. The curves were made with the speci:
fied capacitative loading (400 picofarads); somewhat

-
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Ortofon VMS-20E Additional Data

Maximum tracking level (1 gram VTF; re RIAA 0 VU)

300 Hz >+12 dB
1 kHz +18 dB
10-20 kHz >-5dB

greater capacitance in your preamp or phono leads would,
of course, reduce high-frequency response to sore extent
and therefore might result in flatter response. These
measurements—like all but those in the torture test—
were, incidentally, made with the VTF set for 1 gram.

In listening—again at 1 gram, but using a second
sample of the pickup—we could detect no evidence of a
pronounced high-frequency resonance, which generally
makes itself felt in a ““hardness’ of the highs, more than in
their mere superabundance, because the frequencies in-
volved are well beyond the fundamental range of normal
musical instrumants. On all sorts of music we judged the
performance of VMS-20E to be excellent, in fact. Even in
one arm that we would consider a borderline choice fora 1-
gram cartridge, the sound is a model of cleanliness, firm
imaging, and detail. The VMS-20E, then, represents not
only a very good value, but a serious challenge to pickups
in the $100 range.
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Dynaco Improves Its Deluxe Preamp

The Equipment: Dynaco PAT-5, a stereo preamp-control
unit. Dimensions: 13%2 by 4% inches (front); 11% inches
deep. Price: $199 in kit form or $325 factory-wired, (as
Model PAT-5A); optional CAB-1D wood case, $19.95;
CAB-2D case (holds PAT-5 plus FM-5 or AF-6 tuners),
$21.95. Warranty on kit-built units: one year parts, service
fee for labor, shipping costs paid by owner; on factory-as.
sembled units: one year parts and labor, shipping costs
paid one way. Manufacturer: Dynaco, Inc., P.O. Box 88,
Blackwood, N.J. 08012.

Comment: With the Model PAT-5, Dynaco advances its
product offering in the separate "'deluxe’ preamp-control
class to a unit with better performance and considerably
more features and versatility than in its previous PAT-4
(HF test reports, December 1967; reprinted in HiGH FIDEL-
ITY's Test Reports annual).

The improved performance is readily noted by a com-
parison of test data on the two models. The PAT-5 has, for
the same signal output, lower distortion, better signal-to-
noise ratio, more linear response (especially true of its
RIAA equalization characteristic), and better square-wave
response. |f these improvements are in sum what might be
expected as a normal upgrading over the years by a con-
scientious manufacturer, the added features in the new
preamp may leave the system perfectionist eager to put it
to use.

For one thing, the PAT-5 has the relatively unusual op-
tion (for a separate preamp) of front-panel speaker switch
ing. For another, it has a circuit-interrupt option called the
EPL (for external processor loop), by means of which you
can patch in a separate speaker equalizer or similar out-
board signal-processing unit. This feature can be used
with a quadriphonic adapter (returning two of its four
channels to the preamp while feeding the other two chan-
nels to a back-channel amplifier). Or, by connecting the
EPL left output to the ePL right input and vice versa, the
switch can be used to reverse stereo channels. The EPL nor-
mally is wired after the monitor switches but before an in-
put-follower stage that precedes the VOLUME and BALANCE
controls. By special modification (described in the owner’s
manual) it can be wired after the input follower, though
still ahead of those controls. This will allow the use of
longer than normal (6-foot) cables to the outboard unit—
which should have an input impedance of at least 10,000
ohms and an output impedance of 1,000 ohms or less.

The headphone output can be altered to suit different
headphone impedances and sensitivities and even for use
with some self-energized electrostatics (like the Koss ESP-
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6). The power supply may be wired for AC supplies of 100
to 130 volts or for 200-260 volts, and can be used with
current at either 50 or 60 Hz. While the PAT-5 PowER
switch is used to turn the entire sound system on or off, it
is designed to leave the preamp itself on at all times to
eliminate turn-on and turn-off transients and to prolong
the life of its internal components. With this arrangement,
the unit draws 12 watts constantly. However, as a conces-
sion to “’energy conservation purists,” the manual offers
instructions for modifying the wiring for “fully off"’ switch-
ing.

Some other interesting touches are the option for wiring
the preamp to provide 6 dB of channel separation instead
of complete A + B channel blending in the mono mode;
tone controls that have most effect at the frequency ex-
tremes, particularly in the bass and at only moderate tone-
control rotation (the bass turnover frequency drops auto-
matically with the degree of either cut or boost, while treble
turnover is fixed at approximately 2 kHz), so that the tone-
control curves are tailored to some degree for speaker
compensation and can be used for loudness compensa-
tion (there is no conventional loudness feature); a TONE
CONTROLS DEFEAT button that removes the tone controls
electrically from the circuit; and the option of altering ei-
ther or both of the phono inputs for use with microphones,
or to change the input gain characteristic for special pick-
ups. In addition, Dynaco provides a table of optimum ca-
pacitance values for use with nine brands of phono cart-
ridges and with fourteen makes of turntables, plus
instructions for modifying input capacitance, if necessary,
for best performance with your phono equipment.

Despite all that is “going on’” here, the unit’s front panel
is neatly laid out with no sense of clutter. At the upper left
1S the INPUT SELECTOR knob with positions for PHONO 2,
PHONO 1, TUNER, TAPE 1, TAPE 2, and SPARE. To its right is a
similarly sized vVOLUME control. Then there are four smaller
knobs for CHANNEL BALANCE, BASS, TREBLE, and SPEAKERS.
The BASs and TREBLE knobs are dual-concentric so that
they control each channel independently. The speaker se-

Square-wave response
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lector selects either, both, or neither of two separate stereo
pairs of speakers—assuming, of course, that the output of
the system's power amp is connected via the speaker
panel at the back of the PAT-5. The headphone jack, too,
becomes operative only if this wiring has been made.

At the lower left of the front panel are two buttons for
tape monitoring. (Two recorders may be used, and you can
dub from one to the other by selecting the source deck at

Dynaco PAT-5 Preamp Additional Data

Input characteristics (for 2 voits output)

Sensitivity S/N ratio
phono 1 & 2 2.8 mvV 6¢ dB
tuner 210 mv 8¢ dB
tape 1 & 2 210 mV 8€ dB
spare 210 mv 8€ dB

the selector knob and monitoring the copying deck—as-
suming it has a monitor head—at the pushbuttons.) Then
there are buttons for STEREO/MONO mode in each channel,
one for the ePL feature, a pair for LOW and HIGH FILTERS,
and the TONE CONTROLS defeat. The headphone output is
to the right of this group, followed by the POWER switch.

The rear panel is fairly busy looking since it contains the
special speaker hookup panel in addition to the regular pin
jacks for signals going in and out. The speaker panel has
color-coded binding posts (for the leads from the amplifier
and those to the speakers) that dccept banana plugs,
spadé lugs, or stripped leads. Signal input jacks are pro-
vided for PHONO 1, PHONO 2, TUNER, TAPE 1, TAPE 2, and
SPARE. The EPL feature has its own iy and ouT jacks. There
are, of course, the two sets of output jacks for feeding tape
recorders, and there are two more pairs of jacks for the
main signal output. The output of these pairs is identical;
you can use one to feed your amplifier and the second for
equalized output (via the tone controis) to, say, a tape
recorder. Four AC convenience outlets (three of which are
controlled by the front panel off/on switch), the unit's
power cord, and a grounding screw complete the picture
here. The preamp is protected by a Ya-amp fuse that is
wired internally.

The measurements made at CBS Labs match the
preamp's published specifications or exceed them, some-
times to a spectacular degree. Distortion readirgs gener-
ally are one hundred times better than claimed. Response
is a ruler-straight line across the audio band, being down
by ¥ dB at 10 Hz and ¥2 dB at 40 kHz. Controls, fiiters, and
so on work as claimed. The only possible quibble we could
have—and it is a very minor one—is that the low-frequency
filter doesn’t lop off the very deep bass quite as steeply as
specified.

The PAT-5 obviously has been designed for a wide range
of applications, including some that get into the ‘‘ad-
vanced hobbyist’” or even professional area, but this
should not deter one from considering it for use in a nor-
mal high-quality music reproduction system. Using this
model can be as simple or as complex as you like, and even
in its simplest role as a phono preamp and general control
center it is a superb product.
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COMING NEXT MONTH

Ten—count 'em—equipment reports
will appear in our October issue.
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The Shape of Today’s Cassette Deck: Pioneer’s CT-F6161

The Equipment: Pioneer Model CT-F6161, a stereo cas-
sette deck with Dolby noise reduction in wood case. Di
mensions: 173% by 5%z inches (front panel); 12 inches deep
plus allowance for controls and connections. Price:
$299.95. Warranty: one year, shipping paid one way. Man-
ufacturer: Pioneer Electronics, Japan; U.S. distributor:
U.S. Pioneer Electronics Corp. (Pioneer High Fidelity), 75
Oxford Dr., Moonachie, N.J. 07074.

Comment: This deck strikes us as, above all, typical of the

‘good’” home cassette-deck designs currently on the mar-
ket. It offers a representative cross section of today’s more
sought-after features (bias and equalization switches,
Dolby noise reduction, output level control, front loading,
etc.) without demanding a premium price.

A plastic door covers the cassette well (which, in a front
loading design, might better be calied a *‘cave’’). When you
push against the door, it swings up and latches out of the
way, a small button near the transport controls releases
the latch to close the door. As we have said about compet
ing designs in the past, front loading solves the problem of
mounting equipment on shelves at eye level (which can
prove awkward with top-loaders), but at a price. The Pio-
neer design uses an angled transport (to increase visibility

of the cassette in use) that is not unduly complex (some
front-loaders are), but it permits full viewing of the cas-
sette and the tape counter (just inside the well opening)
only from a relatively restricted range of vertical angles. If
the deck is exactly at eye level, the counter is invisible, if
the deck is low enough that the vertical viewing angle is at
least 30 degrees, the tape-viewing window in the cassette
is out of sight. This is not as big a deal as the foregoing de-
scription makes it sound, but before you purchase a front-
loader you should be aware that its flexibility of placement
for convenient use may be somewhat restricted by con-
trast to the traditional top-loaders.

The transport controls below the well are pretty straight-
forward and allow switching directly from one transport
mode to another without pressing sTop. There is positive
automatic shutoff at the end of the tape in any transport
mode. The one unusual feature here (at least for a home
deck, though not ih dictation equipment) is a spring-
loaded skip button that approximately doubles transport
speed in playback for fast tocation of a precise spot on the
tape. There are two TAPE buttons near the transport con-
trols—one for BIAS, one for EQ—each with NORMAL and
CHROME positions. The only Dolby control is an on/off
pushbutton with its own pitot lamp. There is a dual friction-

Unusual feature

iS SKIP button, which
approximately doubles
playback speed

as an aid in searching
for desired passage.
Feature is inoperative
in recording.

SEPTEMBER 1975

41



42

DIN PLAYBACK RESPONSE
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clutched level control for INPUT (recording) and another for
ouTPUT. Phone jacks for microphones and a stereo head-
set are at the right end of the unit. The meters are of the
averaging type, calibrated for a O VU more than 6 dB be-
low DIN standard (to allow headroom for short-duration
peaks). The back panel has both pin-jack pairs for line in-
put and output connections and a DIN input/output jack,
plus a grounding post.

The drive system uses a servo-controlled DC motor that
CBS Labs found to be quite independent of line voltage
(the 0.1% difference measured at 105 VAC is negligible)
and, at about 0.5% fast, of acceptable accuracy. Wow and
flutter is respectable (and exactly on Pioneer’s spec) at
0.12% in playback—and only a hair poorer in record/play.

The owner’s manual includes long lists of tape appro-
priate for use with the CT-F6161: ferrics (with both BiAS
and eQ switched to NORMAL), chromium dioxides (with both
at CHROME), and Sony and Scotch ferrichromes (with BiAS
at NORMAL, EQ at CHROME). The list is so long and the tapes
so varied that the user (and the tester) is left in doubt
about which would be the best match to the deck. Since
Memorex is the first brand listed, CBS Labs ran its first
tests with that company's ferric and chrome tapes. The re-
sults with chrome were respectable (and are shown in the
record/play response curves), those with the ferric were
poor. The lab then tried BASF LH as an approximate me-
dian of the listed tapes. LH is, in fact, the tape on which
Pioneer bases its spec: 3 dB, 40 Hz to 11 kHz, with ferric
tape—rather less boastful than we're used to seeing for a
$300 cassette deck. The unit exceeds that specification in
the left channel, fails to meet it only by a very slight margin
in the right. (And the lab measurements were made at -20
VU, while specs generally are written for performance at
-30VU, where saturation impinges less-on high-frequency
performance.) Therefore we approach this spec on the
presumption that it documents the ability of the deck to
give fair response with good-average tapes but that the
deck actually can yield better than fair response with pre-
mium tapes.
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CT-F6181 (2)
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Pioneer CT-F6161 Additional Data
Speed accuracy 0.5% fast at 105 VAC
0.4% fast at 120 VAC
0.4% fast at 127 VAC
Wow and fluttar piayback: 0.12%
record/play: 0.13%
Rewind time (C-60 cassette) 79 sec.
Fast-forward time (same cassette) 79 sec.
S/N ratio (re 0 VU, Doiby off)
playback L ch: 53 aB R ch: 54% dB
record/play L ch: 50 dB R ch: 51% dB
Erasure (333 Hz at normal level) 68 dB
Crosstalk (at 333 Hz)
record left, play right -43 dB
record right, play left -45 dB
Sensitivity (re DIN 0 VU)
line input L ch: 97 mV R ch: 105 mV
mike input L ch: 0.36 mV R ch: 0.40 mV
Meter action (1e DIN 0 VU)
Lch: +6%dB Rch: +8dB
IM distortion (record/play, -10 VU) 7.0%
Maximum output (re DIN 0 VU)
L ch: 0.80 V R ch: 0.8¢ V

Listening tests confirm these presumptions. Note that
the drooping response of the LH record/play curves is em-
phasized when the Dolby circuit is switched in. In the past
we have complained about manufacturers’ want of specif-
icity (to borrow a word from Washington) on tape match-
ing; fortunately the unit itself, in our opinion, presents no
drawback as serious from the user’s point of view as that
caused by the manual’'s shotgun approach to the subject
of appropriate tapes.

Noise measurements are better than average for the
price class, as are harmonic distortion figures. While inter-
modulation is on the high side, it is not as high as in some
competing models. (Measured IM runs much higher—and
is much more difficult to hear—in tape equipment than in
electronics.)

Given the advantages and disadvantages of front load-
ing, we like the way the CT-F6161 operates and the com-
plement of features that are built into it. For most com-
mon home applications it will do the job nicely as long as
you feed it a diet of the *‘better” tapes and save the less
expensive ones for situations where budget is more impor-
tant than ultimate sonic quality.
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When Western Electric
told us the first transistors
could only work in hearing aids
we didn't hear them.

So, we packed the transistors up and took them
back to Jasan with us.

Therest is history.

Because one year later, in 1955, Sony came out
with the first all-transistor radio.

In 1859, Sony introduced the world to all-
transistor television.

Andin 1361, we came out with the world's first
transistorized stereo tape recorder.

Then 6 years later, we put everything we had
learned info our first transistorized receiver.

A receiver made not only with our own transistors
but our own filters and circuitry, as well.

Of course, through the years Sony receivers have
changed, tut the way we make them hasn't.

We scill use our own field-effect transistors, our
own solid-state filters and our own integrated circuitry.

All designed or made by our own engineers.
People who ncw have more than twice as much experi-
ence in design ng and making these things than
anybody eke.

And if ycu take the time to listen to our receivers,
you'll hear the difference that experience makes.

For example, nou-STR-7065A, you'll hear a
receiver that delivers 65 watts minimum RMS continu-
ous power per channel az 8 ohms, 20-20,000Hz with
no more than .2% total harmonic distortion.

It has exceptionally high selectivity so it easily
picks up weak staticns even when they’re on the dial
next to strong ones.

It has phase lacked loop for low distortion and
high stereo separation.

It's made with solid-state ceramic i.f. filters, called
“forever filters,’ because -hat’s about how long they last.

And it's made with -rue complementary push-
pull circuitry and direct speaker coupling to ensure
a purer quality of sound.

So if you're thinking about buying a receiver, stop
into a Sony dealer. That’s <ight, Sony.

Because by our not listening to what Western
Electric said 21 years aga, millions of people are
listening to us today.

SONY

©1975 Sony Corp. of America. Sony, IW. 578 . N.Y., N.Y. 10019. SONY is a tracemark ot Sony Corp.




Output indicators for power amps are in, and Harman-Kardon
uses an all-LED display for the purpose on Citation Sixteen.

preamp, which currently exists in prototype only.
A number of designs include built-in pre-preamps
for moving-coil cartridges. of which there are some
entries new to most American buffs. Signal meter-
ing is not uncommon; nor are unconventional ap-
proaches to tone or equalization controls. Lux, for
example, offers a design with multiple variable
bass and treble turnover points lo tailor response
at the frequency extremes, plus a response-tilt
control that is intended to shade balances in the
midrange one way or the other. One can thus
brighten the over-all sound with the midrange-tilt
control, while adding a scratch-reducing cut at the
exireme top and a speaker-compensating boost at
the extreme bottom.

Given the interest in fancy preamps and power
amps, can integrated amps be far behind? Gener-
ally speaking, integrated amps remain somewhat
less venturesome in design than the separates.
Among the exceptions, one might note the Sansui
AU-20000, whose controls are identical to those on
the new Definition Series CA-3000 preamp but for
the substitution of a speaker switch for the
preamp’s headphone volume control. (The ap-
pearance of speaker controls on separate

Feature-laden all-FET C-1 preamp from Yamaha exemplifies
'gutsy’’ black look of many new top stereo components.

preamps—and of headphone level controls on any
equipment—remains relatively rare.)

Another interesting integrated amp comes, via
Hervic, from Galactron in ltaly. This design,
which has been seeking an American distributor
for several years, has a number of unusual options
including plug-in input cards that offer possibili-
ties of tailoring circuits to esoteric uses—78-rpm
phono equalization, mike preamplification, and
the like. The Galactron also provides unusual
switching and input-mixing flexibility. But basi-
cally these exceptions only prove the rule that, if
you want top performance and flexibility, you
want separates; if you want to reduce costs, you
can go to the integrated jobs.

Tuners: Where’s “The Dolby”?

By this summer we had expected to see significant
activity in Dolby tuners, reflecting the stations that
(like New York’s WQXR) have adopted the new
FM technology wholeheartedly. It didn't happen.
Marantz remains the most enthusiastic Dolbyizer;
a few other manufacturers have dropped in Dolby
models (or, like Tandberg's Model 2075 receiver,
models with a Dolby de-emphasis switch) with
little fanfare. Lux has one in its new line. Dynaco

B
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Typical of current styling in tuners, perhaps, is Fisher FM-2400,
one of the untraditional Studio-Standard models.

came up with a Dolby-B processor-board option
($80 in kit form) for FM-5 tuners whose serial num-
bers begin with 22. (The board will not fit earlier
FM-5s, any AF-6s, or other brands.) And of course
some tape decks offer a Dolby-FM option.

Tuners continue to assimilate in ever lower
price brackets the circuit improvements of the last
few years. Cosmetically none of the new models—
and there are some with really fine specs—has the
astonishing “newness” of, say, the Sequerra de-
sign. There may be one minitrend abrewing, how-
ever: substitution of LED indicators for meters as
an aid to tuning. One SAE model uses a set of three
LEDs for channel centering: Scott has LEDs for
both signal strength and multipath.

The Scott model in question is not a separate
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Among crisply styled silver-fronted receivers, Akai's AA-1010DB (left) is atypical in providing for decoding of
Dolby FM broadcasts; Technics' SA-5350 has clean lines, uses bolder accents than many new models

tuner, but the new RD-1000 sterep receiver, which
will incorporate digital tuning and 100 watts of
output per channel for something like $1,500 when
the unit reaches the market early next year. The
tuning section has a keyboard for individual sta-
tion selection, a memory bank for holding up to
ten frequencies for one-button selection, and bidi-
rectional scan with all-station and stereo-only
search modes.

Though Scott is not alone in preparing a luxu-
rious new model, the emphasis in receivers—even
more than in integrated amplifiers—is largely on
value. (You thought the manufacturers had forgot-
ten about the “soft” economy? Don't you believe
it.) For every receiver designed to Beverly Hills
tastes, there are perhaps ten designed to Bronx
budgets.

The fact is that the big international operations
have felt a drop in sales and earnings, although
some have been able to take this in stride; a few
lines have even increased sales in the first quarter
of 1975 over the year before. A tallout of this com-
petitive situation is that most of the conspicuously
substandard merchandise has been driven from
the market. There is a great deal of mediocre
equipment around, in the sense that it is not sig-
nificantly better or worse than its competition, but
the real dog is a rarity. Good design—in both elec-
tronics and cosmetics—counts.

The really fine, expensive items are selling weil
despite the economic dip, because people who still
have the money are determined to get quality—to
treat purchases as major investments. And the less
affluent buyer looks for good value in the lower
price brackets. Component lines in the midprice
range are the ones that generally have been most
hurt, because they are too expensive for the cost-
conscious and too technically timid for the all-out
quality-buyer.
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The more traditional approach is taken by Kenwood in KR-9400,

which concentrates on flexibility, performance, and power

wed 00  © SmomEms

British, whose designs generally have much less output power
than American counterparts, go in for ultracompact styling.
These integrated amps come from Cambridge (the Classic One,
sold here through C/M Labs) and (below) Harrison (the S-200,
currently seeking a U.S. importer). Meters on Harrison reflect
British thinking: 0-dB calibration is for 1 watt (rather than full
power as on many U.S. and Japanese designs), scale runs to
+ 20 dB for rated power (100 watts into 4 ohms—very high for
a British amp). where 20 watts— + 13 dB—is ample.
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For several years, independent surveys of
component owners—audio experts, hifi editors,
record reviewers, readers of the music/equipment
magazines—have shown that more of them own
Duals than any other turntable. This is quite a
testimonial to Dual's quality performance, reliability
and tully automatic convenience.

We believe the new 1249 will add even more
serious music lovers to the roster of Dual owners, as
it provides every feature, innovation and refinement
long associated with Dual turntables pius some new
ones. And all in a newly designed chassis that
complements the superb design and meticulous

engineering of the 1249,
The low-mass tubular tonearm pivots in a true
four-point gyroscopic gimbal suspended
within arigid frame. All tonearm settings are easily
made to the exacting requirements of the
finest cartridges. The tonearm is vernier-adjustable
for precise balance; tracking pressure is calibrated
in tenths of a gram; anti-skating is separately
calibrated for conical, elliptical and CD-4 styli.
Tracking is flawless at pressures as low as
a quarter of a gram. In single-play, the tonearm
parallels the record to provide perfect vertical
tracking. In multi-play, the Mode Selector lifts the




entire tonearm to parallel the center of the sta
All operations are completely flexible and
convenient—and they are foolproof. The tonearm
can be set on the record manually or by using the
viscous-damped cue-control or by simply pressing
the automatic switch. You also have the options of
single-play, continuous-repeat, or multiple-play.

The dynamically-balanced cast platter and
flywheel are driven by an 8-pole synchronous motor
via a precision-ground belt. Pitch is variable over
a 6% range and can be conveniently set to exact
speed by means of an illuminated strobe, read
directly off the rim of the platter.

you won't really need a new turntable for several

ourse, if you already own a current Dual,

years. However, we would understand if you now
feel you must have nothing less than the new 1249,
$279.95, less base.

Still, we should advise you of two other models
in our full-size, belt-drive series. The 601, single-play,
fully automatic, $249.95. (CS601, with base and cover,
$270.) The 510, single-play, semi-automatic, $199.95.

United Audio Products,
120 So. Columbus Ave., Mt ernon, N.Y. 10553

Exclusive U.S. Distribution Agency for Dual
CIRCLE 17 ON READER-SERVICE CARD
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More for the Record(s)

It is axiomatic among manufacturers that the turn-
tables business is a hard one to get into. The cost of
tools and dies is high; technical know-how is ob-
ligatory. A miscalculation therefore can be costly.
Yet the manufacturer list continues to grow.

Among the new entries over the past year or so
have been Tannoy’s Micro line (made by Micro
Seiki of Japan, and Tannoy’s first foray into the
field), Win Laboratories (two models, marketed by
ESS), Stanton (in name, a reintroduction, though
the design is new), and Fons (a Scottish design sold
here by Martex). Beginning this fall Fisher will be
back in the turntable business, Concord will have
entered it, and Mesa (a native of Latin America)
will have brought its changers to the U.S. All three
have models in the $100 bracket. Magnavox,
which has owned a turntable-manufacturing oper-
ation for some time, will be pushing this product
format for the component trade (in its MX line) for
the first time.

The Swiss Lenco line has moved to Uher of
America as U.S. distributor, and more models
(plus some restyled familiar ones) will be avail-
able here this season. The highly regarded Linn-
Sondek, made in Scotland, is seriously seeking
American distribution. A number of companies
have expressed interest in importing the Denon
turntable, widely used for broadcast work in Ja-
pan; but the manufacturer (Nippon Columbia)
seems to be hedging—perhaps in the hope of estab-
lishing its own distribution here. And the new Lux
line includes a turntable.

There are new single-play models from Thor-
ens, Technics, Sansui, Pioneer, Garrard, Connois-
seur (sold here by Hervic), Dual, and Kenwood;
changers have been added by Dual and BIC. Belt
drive seems to dominate the single-play models
(and BIC makes belt-drive changers of course),
though direct drive still has the edge for sheer
glamor—talking of which, we must concede pride
of place to the $1,800-plus Gale direct-drive (10 to
99 rpm) turntable. It is made in England and ex-
pected here this fall, with and without an SME
arm.,

If there are turntable names new to the average
American buyer, there are even more among pick-
ups that are looking for or recently have found
regular channels of distribution here. These in-
clude Grace, Goldring, Stax, and Supex. FR,,
which makes one of the moving-coil cartridges
that require pre-preamplification, has been team-
ing up with Mark Levinson, which makes appro-
priate electronics. Win’s cartridge appears to have
come a long way since its Euphonics antecedents
(see “News and Views,” HF, February 1975), while
Micro/Acoustics has been working up to its QDC-

Two new changer lines in town: Magnavox MX series (above)
and Mesa Line ‘rom Mexico, newly introduced here.

lq CD-4 cartridge (which should be available this
month) via the stereo models.

Several new stereo and CD-4 cartridges from the
major companies have been announced in these
pages in the last few months. Both Pickering and
Audio-Technica are calling their current CD-4
models “third generation” in view of basic rede-
sign work that has gone into them. Ir general the
newer models do not require the relatively high
tracking forces or critical adjustment of their
nredecessors for good CD-4 reproduction.

Among single-play manuals new to this country is Linn-Sondek
LP-12, made in Scotland and imported by Audiaphile Systems.

HiGH FIDELITY MAGAZINE



Tape: Cassettes and Others

The rush to front-loading cassette decks, notice-
able last year, continues. Almost every brand has
at least one model, generally in the upper reaches
of its price list. Some hold the cassette itself on end
(like the Tandberg, when the deck is stood up to
make it front-loading) so that the tape is visible
without resort to mirrors—simplifying life for both
the deck’s designer and its user.

More important, however, are some less-visible
developments. Interest remains in three-head
models. Akai has gone this route; Fisher has an
inexpensive model ($250) in the CR-5010; Tand-
berg plans to add one early next year in the TCD-
330. And the interest in high-quality portable units
continues. The new Yamaha TC-800GL is specifi-
cally designed with this in mind; both Sony and
Uher (whose portables we have reported on favor-
ably in past issues) have added models; Teac has
been displaying a prototype unit (introduction
date unspecified) to the trade; JVC has added an
ANRS model with its new alloy heads.

These heads are made of what JVC calls Sen-Al-
loy, which it claims to be harder (and therefore
more wear-resistant) than permalloy, and less
brittle (and subject to cracking) and far less sub-
ject to saturation than ferrite. Apparently JVC's
raw material has been available for some time but
has not found its way into commercially available
tape heads because of fabrication difficulties. It
will be interesting to see whether other manufac-
turers can (and will) follow JVC'’s lead.

Two notable changes appear in this year’'s brand
identifications: the appearance of Marantz tape
equipment, and the adoption by 3M of CTR as the
brand designation for its top consumer products.
(Wollensak continues as a brand intended for
broader popular appeal.) The CTR line begins
with a $400 cartridge deck and a $600 cassette
deck. The Marantz line is quite comprehensive
and—presumably in deference to those who al-
ready have purchased DolBy circuitry in Marantz
receivers—comes in both Dolby and non-Dolby
versions. The top top-loader, Model 5420, includes
a four-channels-in mixer that can be used inde-
pendent of the transport and incorporates pan
pots. Marantz and CTR are among the tape-deck
brands that offer switching for Dolby-FM decod-
ing.

Despite CTR’s 50-50 split between cassette and
cartridge, there is little activity in home cartridge
decks. The cassette is it for music in the home and
even maintains its marginal challenge to the car-
tridge's firm position in automotive tape equip-
ment. Open-reel equipment remains the ne plus
ultra of home recording, however. It combines the
flexibility of the cassette (both can be rewound,
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Compacts, too, can Fave new look and features. Aiwa AF-3030
combines AM/FM receiver with casseite deck, has mike mix-
ing, speaker-matrix cuadrighonics. A similar unit also includes
single-play manual turntablz—a full system less loudspeakers.

-

New Marantz cassette line—like most—includes a front-load
model. The 5220 is styled to match other Marantz components.

Pioneer HR-100 is one of the few 8-track record/play decks
introduced this year It features Dolby noise reduction.
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The clean look in NAB-reel equipment: Sony TC-88C 2 has
light-beam peak metering with hold, FeCr option, speed ad-
justment, track syncing, half-track R/P, quarter-track PB.
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for one thing) with the quadriphonic capability of
the cartridge and outstrips both in total dynamic
range and other technical parameters.

Many of the new open-reel models will accept
the 10%-inch NAB reels; some have quadriphonic
capabilities, often coupled with an overdub fea-
ture. Such features put the equipment into the
semipro category, of course. One notable trend-
bucker is Concord, which this year introduced the
budget CD-2000 (about $300) as its first new open-
reel model in some years.

Among decks that are more pro than semi, Ot-
ari's are currently looking for acceptance here.
The company has made fine decks in Japan for sev-

. eral years but has never established regular U.S.

distribution.
Speakers—and Headphones

First, let's make it plain that, whatever the compe-
tition, the dynamic (cone or dome) driver does not
seem to be in serious jeopardy. Of the dozens of
new systems, all except a handful use nothing
but—though some of the all-dynamic models
strike us as more finely tuned to pocketbooks than
to listening ears.

And then there are the electrostatics and quasi-
electrostatics. RTR has a new model (the DR-1,
$795 including partial power source) that uses a
circular electrostatic element whose effective
radiating area is variable depending on the signal’s
frequency content. The intent is to create optimum
dispersion characteristics beyond the capabilities
of the normal, flat electrostatic elements of “con-

Among big (note yardstick), high-ticket speakers is Kenwood
Model 7, a four-way system newly engineered throughout.

Jordan Watts's ceramic Flagon speaker, called “kookie” by
authors, looks like Assyrian canteen; materiels and styling
were chosen for acoustic as well as cosmetic reasons.

stant” area. The built-in driving amplifier appar-
ently is quite unusual: specifically designed for the
electrostatic element and using feedback both to
correct nonlinearities and to dispense with the
usual matching transformer. The electronics also
include a crossover; the signal below 200 Hz is fed
back to the stereo system for amplification before
being returned to the DR-1 to power the dual 10-
inch woofers.

Janszen continues to add models with electro-
static tweeters; it hopes to produce a full-range
electrostatic within the next few years. Koss has
begun production of its electrostatics, first demon-
strated about two years ago. Infinity has upgraded
the Servo-Statik as the 1A. The Quad full-range
electrostatics are renewing their bid for the U.S.
market.

Bertagni Electroacoustic Systems, in its entry,
dispenses altogether with a cabinet. The speaker
consists of a sheet of what is called Soniflex,
which is molded to form multiple tympanic driv-
ers. The effect is that of a pulsating plane that, at
various points on its surface, generates the desired
range of frequencies. The plane is mounted in a
metal frame, and the sound radiates through grille
cloths at front and back.

Meanwhile, the Magneplanar approach (which
yields flat panels that look like an electrostatic
though the driving principle is different) continues
to broaden distribution with the Magnepan—a
model similar to, but less expensive than, the origi-
nal Magneplanar. Another driver that has some re-
semblance to electrostatics (though this is a tweet-
er as opposed to a full-range system) has been
developed by Daniel von Recklinghausen for KLH
and appears in its new SC-X? and SC-X* systems
($300 and $400 respectively). In addition, KLH has
a whole series of new speakers that are more con-
ventional and less expensive, all with styling that
breaks from long-standing KLH tradition.
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Two unconventional drivers that have attracted
attention in recent years—the Heil from ESS and
the Walsh from Ohm Acoustics—keep appearing
in new models. ESS, which continues research
and development on a full-range Heil system, has
added what it calls The Evaluator: a $300 system
intended as a monitor speaker and featuring a
newly designed Heil tweeter, a conventional 12-
inch woofer in a ported enclosure, and environ-
mental equalizer plus high-frequency attenuator
controls. The most recent Walsh unit is the Ohm G
($350 in walnut, $300 in vinyl), which has a smaller
driver than older units and uses a passive radiator
in the enclosure for bass reinforcement.

The price range of the new models is extreme.
For example, three new speakers from Hegeman
Laboratories run (depending on finish) from $72 to
$156, and some new promotional lines average
even lower; Kenwood added the $1,300 Model 7
earlier this year and now has topped it with the
$2,400 Model 9. Close behind are the new Servo-
Statik at $1,600 per channel and the Mitsubishi
monitor speakers just introduced here by Naka-
michi (though they have long been used profes-
sionally in Japan) at $1,100.

The prize for the kookiest speaker we've seen
recently must surely go to Jordan Watts, the British
company whose Flagon is a sealed, flat ceramic
flask.

Much more mundane—but also more exciting
for the do-it-yourself crowd—are the companies
offering loudspeaker-system kits. Among them is
KEF, the British manufacturer perhaps best
known here for its flat oval woofer used in some
domestic systems. And Sennheiser is importing
the Norwegian SEAS kits. |BL has launched a ma-
jor design-it-yourself campaign: a data kit full of
information about developing appropriate enclo-
sures of various types for use with |BL drivers and

Crossovers.

Koss Technician/VFR headphones offer adjustment for tailor-
ing frequency response to music, listener's tastes.
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There are a number of new headphones avail-
able, most of them of relatively conventional de-
sign. Exceptions include the Heil-driver head-
phone (under $100) from ESS and the
Orthodynamic models ($65 and $45) from Ya-
maha—styled by Mario Bellini, designer of the
company's cassette deck—which use open-waffle
magnet grilles on either side of a combined dia-
phragm/voice-coil element. Two imported elec-
trostatics are back under new auspices. The Stax
(two models) should now receive regular national
distribution for the first time. The Jecklin Float
probably has the most distinctive styling and the
largest driver area of any announced model,
though its availability was short-lived on its last
attempt at U.S. distribution two years ago.

Koss is delivering its Phase/2+2 Quadraphone
and Programmer, whese controls (for stereo plus
simulated or “real” quadriphonics) are certainly
the most complex and sophisticated of any on the
market. More recent is the Technician/VFR ($75),
which has a response-contour control to tailor per-
formance to the wearer. (Leslie is taking a some-
what similar approach in one of its two new mod-
els.)

Pro-Stereo or Anti-Quad?

For us, this has been the year when stereo made its
comeback, though one might immediately ask
from whence it had to return. The comeback was
inevitable after two or three years in which manu-
facturers had fine four-channel merchandise to of-
fer but record makers backed it by only a limited
supply of four-channel recordings—especially of
serious music. Undernourished by the recording
industry and the currently thin economic soil, the
quadriphonic growth has proved less luxuriant
than anticipated, and stereo has been able to es-
cape from its shade.

Not that there is any shortage of four-channel
gear or reluctance to sell it. Major manufacturers
consider it obligatory to have high quality quadri-
phonic items in their lines and to stress to the pur-
chaser how easily he can convert to quadriphony
if he wishes to do so. But in tough times the big de-
velopment money is being spent on the stereo
product; this is something that will surely sell.

At those prices? Taking ballpark figures from
among the more glamorous of recent introduc-
tions, you could spend $2,000 for a turntable with
arm and cartridge, $1,500 for a control preamp,
$3,00C for a power amplifier, $2,500 for an FM
tuner, and $4,000 or more for speakers. That comes
to well over $10,000 for a basic system—without
AM or any form of tape. Or quadriphonics. Be of
good cheer. In a year so rich in new models, the
more luxurious ones are companioned by work-
horse siblings that will give yeomanly service in
many a home at far less cost.
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The newest direction taken by many jazz musicians is bringing them booming royalties,

AFTER YEARS as members of one of the most under-
paid professions in the arts, a substantial number
of talented practitioners in jazz are suddenly be-
coming rich through their recordings, as jazz, in
perhaps a watered-down form, is reaching its
widest audience in history.

Until a few years ago record sales for jazz al-
bums were rarely over 20,000; most were under
10,000. Last year Herbie Hancock, a jazz artist who
began his career a decade ago as a sideman with
Miles Davis, sold over 800,000 copies of his Colum-
bia LP “Headhunters,” more than double the sales
of his eleven previous records combined. The fol-
lowup album, “Thrust,” sold over a half-million.
Drummer Billy Cobham’s first three recordings for
Atlantic have had sales approaching 300,000; gui-
tarist John McLaughlin has had several selling
over 200,000. Artists like Donald Byrd, Weather
Report, Chick Corea, and the Crusaders (formerly
the Jazz Crusaders) are experiencing tremendous
sales for the first time in their careers.

In exchange for improved royalty checks, a
number of these excellent musicians have adapted
their styles to a music that is most commonly de-
scribed as “jazz-rock”—a rather eclectic blending
of elements of traditional jazz, rock, and rhythm
and blues, generally performed on electronic or
amplified instruments (synthesizers, electric pi-
anos, electric guitars, electric basses). Couched in
a more popular musical language, it is attracting
new audiences: Followers of “progressive” rock
and of r&b performers like Sly Stone and Stevie
Wonder are now claiming jazz-rock as their own.
And at the :ame time, the influence of jazz has had
a noticeable effect on contemporary pop and rock
music.

Many theories have been forwarded as to why
s0 many talented jazz musicians are turning away
from traditional or avant-garde styles and entering
into a pop-oriented market. The musicians say that
they are tired of playing “esoteric” music and sim-
ply want to become more accessible to a wider au-
dience. Others claim that they are playing this
“new” music because it represents a progression
from mainstream and avant-garde jazz elements
of the mid-1960s (especially the music of Miles
Davis and John Coltrane) and that the commercial
achievement is merely a by-product of their musi-
cal vision. Finally, there is the view that jazz musi-

Since writing this article, Mr. Hurwitz has joined Polydor
as head of the company’s ECM American operation.

cians have conformed to this new, more commer-
cial music because of the pressures exerted by a
number of American companies for a more mar-
ketable product; not surprisingly, many jazz art-
ists who have not conformed have been dropped
by some of the major labels.

Although none of these ideas by itself explains
the phenomenon of jazz-rock (some of the theories
expressed by record companies or musicians
sound less like explanations than like rational-
izations), there is a musical continuity that shows
the new format's origins and gives a clear picture
of its makeup. We need go no further than the
work of Miles Davis, who has been at tke vanguard
of most of the important innovations in jazz over
the last two decades and who, during the last six or
seven years, laid the groundwork for most of the
subsequent musical changes in non-avant-garde
jazz.

The band that made the first “crossover” LP
from the hard-bop acoustical style of the mid-'60s
to the electronic, rock-oriented sound of the '70s—
Davis, pianist Herbie Hancock, saxophonist
Wayne Shorter, drummer Tony Williams, and
bassist Ron Carter—was one of the most remark-
able jazz ensembles of any era. Its over-all techni-
cal proficiency was unique, the jazz equivalent of,
say, a trio comprising Janos Starker, Itzhak Perl-
man, and Glenn Gould. The music these men
created on the five Columbia albums in the late
'60s—"‘Miles Smiles,” “Sorcerer,” *“Nefertiti,"
“Miles in the Sky,” and “Filles de Kilimanjaro™—
stands as a landmark in the history of ensemble
jazz.

It was with “Miles in the Sky" that Davis began
to change the over-all direction of his music on
both a formal and instrumental level. With the
composition “Country Son,” he broke away from
the traditional jazz improvisational format: a writ-
ten melody followed by improvised solos on the
harmonic changes of that melody, closing with a
restatement of the theme. Although many avant-
garde players were also experimenting with non-
traditional jazz forms then, Davis was the first to
apply a fairly rigid structure to his experiments.
He divided “Country Son" into four sections—the
first and last for trumpet, the second for saxo-
phone, the third for piano—and subdivided each
section into smaller parts. The music had more of
an open-ended quality than was usually found in
jazz, and the piece progressed without a stated
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but is that the reason for their interest?

Though ‘“jazz-rock” is not a term that pleases him, Miles
Davis is credited with the first crossover to the new sound.

melody, using only harmonic and rhythmic ideas
as a basis for improvisation. This would become a
prominent feature of Davis” future work, as well as
much of the jazz-rock that followed.

“Miles in the Sky" contained a second signifi-
cant innovation. On "Stuff,” Davis introduced the
eleciric piano. Although the electric piano. as well
as other amplified instrumentation, had been pre-
viously used in jazz (most prominently by |osef
Zawinul while he was with Cannonball Adder-
ley's group), “Stuff” marked the first time that it
was used lo achieve a special “spatial” effect; thal
is. because of the sustaining power of the instru-
ment, there was less “space” in the music. (In this
context, space might be defined as the distance—
represented by silence—between two sounds.) The
effect on the listener is almost the opposite of the
sharp. clear-cut hop style: it sounds as if there is
rarely a break in the music.

The album that followed. “Filles de Kiliman-
jaro.” featured the electric piano on all five cuts
(including Chick Corea’s debut on two selections).
Stylistically. however, it was tied to more tradi-
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tional jazz styles. It was with Davis’ next LP, “In a
Silent Way,” that he made the major break-
through, the first recording that might be called
“jazz-rock” (a term that, with some justification,
infuriates him). Although he added two new musi-
cians on the date (guitarist John McLaughlin and
pianist/organist Josef Zawinul) and for the first
time used multi-keyboards (two electric pianos
plus organ), the most startling changes took place
in Davis’ employment of the bass and drums. Pre-
viously, this two-thirds of the rhythm section had
been extremely free in its playing—especially
drummer Tony Williams. one of the most unre-
strained (and most brilliant) performers in jazz.
Davis put the clamps on Williams and on the new
bassist, Dave Holland: the drumming was very
patterned, almost in a rock style. and Folland’s
bass playing was simplified 1o one- or two-note
riffs. There were no harmonic changes in the two
long. open-ended compositions (which hore some
resemblance to “Couniry Son"); rather. soloists
worked off the swell created by the enlarged
rhythm section,

Perhaps the mosl important aspect of Davis’
next album, “Bitches Brew,” was the fact that il
reached almost 400.000 buyers at the time of its re-
lease. It was by far his greatest-selling L.P, and it in-
dicated that there was a new and fairly substantial
audience ready for his music. The audience came
largely from a rock orientation, and it was not sur-
prising to see Davis suddenly playing halls like the
Fillmore rather than jazz clubs. (Ironically. his live
performances at the time were generally as free
and as close to an avant-garde nature as they had
ever heen, due in part to the presence of Chick
Corea. Holland, and drummer Jack DeJohnette.)

Davis has since made a half-dozen recordings
for Columbia. most of which I have found gener-
ally unsatisfying. Perhaps it is his deep roots in the
jazz tradition that have made him uncomfortahle
with a musical idiom that he helped to create;
much of his work has come out sounding pre-
tentious. almost a parody of what rock should be.
Certainly Davis' technical ability has not dimin-
ished—it always seems to he growing—but in the
last five years | have rarely heard him play as if he
had any love or feeling for his own music.

It is ironic that mos! of the success in the jazz-
rock area has been accomplished by the sidemen
who played with him during recent years. Davis
himself has reaped few of the financial rewards:
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PULL DOV 307 DAZZLING SHPERSBOPE TAPE POSTER

Superscope gives you all these features
and Dolby too, for less than $190.00

e Built-in Dolby* Noise Reduction e Tape Select Switch for proper
System with internal/external bias and equalization when using
switching that enables it to operate either standard or chromium
as an independent out board dioxide tape.
playback Dolby system. Unlike e Mechanical Locking Pause
most other Dolbyized units, the Control that enables you to pause
CD-302A Deck can also deprocess during playback or recording with-
Dolbyized material from FM out disengaging controls.
broadcasts and other tape e VU Meters, Function Indicators
recorders. and Cassette Compartment that

e Automatic Shut-Off that disengages are ifluminated for easy viewing.
the cassette drive mechanism at ¢ 3-Digit Tape Counter with a reset
end-of-tape in record and play modes. button.

eRecording Peak Limiter that e Walnut-Grained Cabinetry and
monitors and holds the recording the professional styling you'd expect
level below saturation to prevent to find only in more expensive units.
distortion while maintaining a e Full Parts and Labor Guarantee®*
full dynamic

range. From the makers of Marantz

L I
SUPERSCOPE

Listen to us.

The Superscope
CD-302A Stereo
Cassette Deck.
There's no other deck with all
these features for under $190.00.
What's more, it's engineered by the
same people who make Marantz —the
world’s finest audio equipment. See the
complete line of Superscope tape equipment
starting as low as $59.95%** at your nearest
Superscope dealer. He's in the Yellow Pages.
Superscope. You get your money's worth.

*Dolby is a trademark of Dolby Labs, Inc. ** Superscope, Inc. guarantees to the original registered owner that all parts will b2Yree from operalmgsdefects for one year, two years or three

years from purchase date depending upon product purchased. Product will be repaired or replaced free of charge in the sote discretion of Superscope in the country of purchase,

provided it was purchased from an authorized dealer. The serial number cannot be altered or removed. Product must be serviced by authorized Superscope repair technicians only.

‘**Manufacturer's suggesled maximum retail price at dealer’s option. ©1975 Superscope, In¢., 8150 Vineland Ave., Sun Valley, CA91352. In Europe: Superscope Europe, S.A., Brussels,

Bel§ium. In Canada: Superscope Canada, Ltd. Ontario. Prices and models subject to change without notice. Consult tne Yellow Pages for your nearest Superscope dealer. Send
ree catalog.



PROFESSIONALS TALK ABOUT THE NEW MARANTZ 2325 RECEIVER

“125 watts of minimum continuous
power per channel with no more
-~ than 0.15% total harmonic distortion,
20 to 20,000 Hz, both channels
driven into an 8 ohm load?”

*Dolby is a trademark of Dolby Labs. In¢

“The Marantz 2325 receiver has
virtually no competition as far as power
output is concerned...and it works
beautifully with speakers of any imped-
ance from 4 ohms up”

“Right. It’s the most powerful
pure-stereo receiver on the market —
125 watts of minimum continuous
power output per channel with no more
than 0.15% total harmonic distortion, 20
to 20,000 Hz, both channels driven into
an 8 ohm load’”

“Thefull complimentary symmetry
circuit made up of two NPN’s and two
paralleled PNP power transistors is
identical to the Marantz 250 — the same
power amplifier that’s used separately
in professional installations”

.

“The amp section really turned me
on to this unit”

.

“This is the only ‘stereo only’
receiver with a built-in Dolby** Noise
Reduction Svstem that can be used on
tapes and FM broadcasts, conveniently,
by switching on the front panel. This
system can also be used on records
when records are Dolby encoded”

In August, 1974, sound engineers and audiophiles were invited to examine
and discuss the new Marantz 2325 AM/FM Stereo Receiver.
The following comments were taken from that taped discussion.

“Fact is, separate Dolby is a pain
in the neck to use, and really expensive”

“Another thing, the Dolby system
is effective as a dynamic noise filter.
It removes a lot of noise from non-
Dolbyized material during low level pas-
sages, but doesn’t attenuate all the high
frequencies at high levels like a filter
would” .

“The tuner circuitry of the 2325
approaches the performance of the 150
— Marantz’ top-of-the-line component
tuner. That alone says a lot for the unit”

“Biggest tuner advantage in my
estimation is the ease of tuning. Of
course, there’s built-in phase lock loop”

a

“In sterco for almost all conditions
FM distortion is under 0.3%. In mono it’s
around 0.15%”’

“The 2325 has three tone controls
for each channel: bass, mid and treble.
Thebass and treble each have two selec-

table turnover [requencies. That’s total
flexibility over the whole tone range”

-«
“You can adjust for your speakers,
the room and your listening taste”
a

“The Marantz 2325 has exceptional
control flexibility”

.

The Marantz 2325 Receiver is just
part of the exciting new Marantz AM/FM
sterco receiver line. There are four new
Marantzreceiversin all, starting as low
as $299.95. Each of them reflects the kind
of technical expertise and engineer-
ing excellence that has made Marantz the
choice of professionals world-wide. Stop
by your local Marantz dealer and see the
exciting Marantz line featuring a three-
vear guarantee** on parts and labor. Or
send for a free catalog.

Marantz. Ask an expert.

I ¢ o T = % ot ¥ ¢ } ¥V AN
We sound better.

“*Marantz Co.. Inc.. guarantees to the onginal registered owner that all parts will be free from operating defects and that pertormance will he

within printed specitications for three vears trom purchase date. except oscilloscope tubes which are guaranteed tor 90 days. Product will be repaired or replaced tree of charge in the sole
discretion ot Marantz Co.. Inc.. provided it was purchased in the U.S. A. trom an authorized dealer. The serial number cannot be altered or removed. Product must be serviced by author

ized Marantz repair technicians only. © 1975 Marantz Co.. Inc.. a subsidiary of Superscope. Inc
Belgium. Available in Canada. Prices and models subject to change without notice. Consult the Yellow Pages for vour nearest Marantz dealer. Send for tree catalog.

PO. Box 99. Sun Valley. CA 91352. In Europe: Superscope Europe. S. A, Brussels.
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although his record sales have been impressive by
previous jazz standards. they by no means ap-
proach what his former students are achieving. In-
deed. the most important jazz-rock practitioners,
after Davis, are musicians who played with him on
the dates that produced “In a Silent Way” and
“Bitches Brew.” And it is to these musicians we
now turn.

John McLaughlin. McLaughlin was the first jazz-
rocker after Davis to achieve a solid commercial
following. After playing the English blues-rock
circuit in’ the '60s, he emigrated to the States in
1969 to work in a new group with Tony Williams.
who had just left the Davis band. Miles heard of
McLaughlin’s talents and invited him to play on
“In a Silent Way"; McLaughlin has been in on sev-
eral sessions with Davis since.

After working with Williams for a while. he
formed his own band—the Mahavishnu Orches-
tra—in late 1971. Although the two other key mem-
bers, pianist Jan Hammer and drummer Billy Cob-
ham, had come from solid jazz backgrounds. much
of the group’'s early material demonstrated a much
stronger fusion of the jazz and rock styles than
Davis had attempted. The music was heavily riff-
oriented, the improvisations worked off simple
chord changes similar to the ones Davis used on
“Silent Way™ and “Bitches,” and there was a
strong emphasis on interplay. Because there were
no horn or reed instruments. the music had a much
harder sound than most jazz. and neither
McLaughlin nor Cobham was shy about flexing his
pyrotechnic muscles. Although the band gener-
aled a fremendous amount of high-energy excite-
men! in live performances. its music did not vary
much over the three albums it made. It disbanded
in 1973, and McLaughlin is currently working with
a group that includes a siring quartet and voice.

Weather Report. Weather Report, which was
formed by Zawinul. Shorter. and bassist Miroslav
Vitous, initially worked under a handicap simiiar
to Davis'—that is, the musicians were so heavily
steeped in jazz that the fransition to a rock-
oriented idiom seemed at times self-conscious. In-
deed. the band has been at its weakest when it has
attempted to be precisely what it isn’t: a rock band.
Still, with five albums for Columbia over the last
four years, Weather Report has managed to pro-
duce some of today’'s most beautiful “pure” music
while attracting a substantial audience. (Its fourth
recording, "Mysterious Traveler.” sold over
300,000 copies.)

Chick Corea. The musician who has gone to the
greates! extremes since leaving the Davis band is
Corea. Along with Holland. saxophonist Anthony
Braxton, and percussionist Barry Altschul. Corea
formed Circle. which surfaced briefly in this coun-

Columbia Records

A jazz-rock genealogy
Among the former Davis
band members who have
continued to work in the
jazz-rock idiom are Wayne Shorter and Joe Zawinul (above
left), now of Weather Report, and Herbie Hancock (above
right). From the second-generation Davis groups have come a
third generation of jazz-rock stars—among them Billy Cobham,
top far right, and Stantey Clarke.

try in 1970-71. The music had no real relationship
to Davis’ rock-oriented music—indeed. it was as
freely structured as that of any group performing
at that time, and the band still stands as one of the
most brilliant and highly virtuosic groups of all
time.

Circle dishanded in 1971, at which time Corea
made a concerted effort to make his material more
accessible. His new band (recording for Polydor)
was heavily Latin-oriented, featuring the talents of
Brazilian percussionist Airto Moreira and vocalist
Flora Purim. Then, in 1973, he made another turn
toward the rock idiom, employing a lead guitarist
(first Bill Conners, currently Al DiMeola); his mu-
sic took on many of the qualities that approxi-
mated the sound of the Mahavishnu Orchestra. In
terms of record sales, it seems to have paid off
handsomely—his recent Polydor issues have been
selling in the hundreds of thousands. Corea. who is
now into heavily synthesized effects. has at-
tempted to retain aspects of his previous musical
consciousness; for example, he still allots portions
of his albums and concerts to acoustic jazz.

Herbie Hancock. Certainly the most spectacular
success in the jazz-rock area has been achieved by
Hancock, who has received two gold records in
the last year for his Columbia recordings “Head-
hunters” and “Thrust.” Hancock. who made seven
excellent LPs as a leader for Blue Note during the
'60s. left Davis in 1969 and became the first jazz
artist ever signed by the Warner Bros. label. His
second and third recordings for Warners, for
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“Crossing” and “Mwandishi,” were heavily cast in
the jazz-rock mold, owing a certain debt to the
work of Davis and Weather Report. He was lured
to Columbia late in 1972, although his first effort,
“Sextant,” did not make much of an initial impact.

Hancock added a new dimension to his music
with “Headhunters™: There were not only jazz,
rock, and electronic elements, but a healthy dose
of rhythm-and-blues materials as well. Thus a
tune like “Chameleon” opens with a very straight-
ahead funky beat, a repeating bass line, and a
rather simply stated melody—all of the trappings
of a contemporary r&b sound. Additionally, Han-
cock’s music had a quality of “danceability” that
had been missing from most of the jazz-rock that
preceded it. Rock audiences found it unpre-
tentious, honest, and not threatening, as much jazz
had been to them in the past. Since “Headhunters,'
his music has become rather slick, and “Thrust”
seems a reworking of his earlier success.

It is interesting to note that in the case of each of
the aforementioned bands, at least one major par-
ticipant has embraced a “spiritual” or “reality”
discipline during the time its music has emerged:
McLaughlin has become a disciple of the guru Sri
Chimnoy; Corea and his bassist Stanley Clarke
have taken to scientology; Hancock, most of his
group, and Weather Report's Wayne Shorter have
all joined the Nichiran Shoshu Buddhist cult.

The Diverse Davis Influence

Those from Davis’ bands of the late '60s and early
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70s who went in different directions have also ac-
complished a great deal and should be briefly
mentioned. The brilliant pianist Keith Jarrett left
Davis in 1972, less influenced by the leader than
perhaps any musician that has ever performed
with him. Jarrett is playing with the same group
(bassist Charlie Haden, drummer Paul Motian,
saxophonist Dewey Redman) he worked with be-
fore, during and after his Davis stint, and the
growth of his band has had little to do with Davis'
innovations. Additionally, Jarrett has conducted a
strong anti-electric campaign in recent years, as
reflected on his ECM solo-piano albums.

Another superb ex-sideman is Jack DeJohnette,
who formed the short-lived Compost after leaving
Davis’ band. DeJohnette, for me the most creative
drummer performing today, has since made a few
albums for Milestone and done extensive session
work. Dave Holland, who played with Stan Getz
(as did DeJohnette and Corea) after leaving Circle,
is still very active in New York's avant-garde
scene; bassist Ron Carter is still one of the most in-
demand session players and has cut a few LPs as a
leader for CTI; saxophonist Dave Liebman has
made two excellent recordings leading his own
group, Lookout Farm, for ECM.

A third generation—"the grandchildren of
Miles,” as Hancock puts it—has begun to emerge.
These are the players who have gone through the
derivative groups, such as the Mahavishnu Or-
chestra and Weather Report, and are beginning to
make it on their own. The most successful (in a
commercial sense) has been Cobham, whcse
groups have combined elements of big-band jazz
with Mahavishnu-like jazz-rock. His efforts have
been neatly rewarded: All three Atlantic albums
have sold extremely well and his following seems
to be growing.

Two of his players, Randy and Mike Brecker,
trumpet and saxophone respectively, both of
whom played in Dreams with Cobham a few years
ago, are now on their own with a band recording
for Clive Davis' Arista label. And another from
Cobham’s group, the excellent guitarist John Aber-
crombie, recently made his first album for ECM
with Jan Hammer (ex-Mahavishnu) and De
Johnette. Hammer, in turn, has formed a group
with another ex-Mahavishnu musician, violinist
Jerry Goodman, for Nemperor, a new label distrib-
uted by Atlantic. Also on Nemperor is Stanley
Clarke (Corea's bassist)—his debut recording sold
over 100,000 copies. Miroslav Vitous from
Weather Report has his own group on Columbia.
And the musicians who played with Hancock (in-
cluding the brilliant reed player Benny Maupin)
have named themselves Head Hunters and re-
cently had their first LP released on Arista. And
on and on it goes.

Of course, the Davis alumni and alumni-once-
removed haven't cornered the entire jazz-rock
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market. Trumpeters Freddie Hubbard and Donald
Byrd, for example, have both led groups that have
scored impressive sales over the last two or three
vears. Hubbard's CTI and Columbia jazz-rock
wor'. has not been much different from the post-
bop recordings he did in the '60s for Blue Note and
Atlantic. except now the piano and bass are ampli-
fied and the improvisations are worked off simple
chord progressions. Byrd’s music has also main-
tained an aura of simplicity; additionally. he was
the first musician to apply elements of r&b to jazz
(which, in turn, was a major influence on Han-
cock). Other musicians and groups that have
achieved varying degrees of public acceptance by
combining elements of jazz, rock, r&b, and elec-
tfronics to their music include Deodato, the Crusa-
ders. Larry Coryell, Gary Burton, Quincy Jones,
and Herbie Mann.

The Implications: Commercial, Artistic

The changes in the music are reflected in new

record-company attitudes toward their jazz art-
ists. Companies that once tolerated poor jazz sales
(often pleased when recordings broke even) have
discovered that they can turn a substantial profit
from their jazz artists, and with few exceptions the
large commercial concerns are no longer record-
ing noncommercial jazz.

The most vivid example is Columbia Records,
the company that has benefited most financially,
from jazz-rock—its roster includes Miles Davis, the
Mahavishnu Orchestra, Hancock. Weather Re-
port, and Hubbard. Once one of the most progres-
sive labels in recorded jazz, it has made no effort in
recent years to support any jazz or improvisa-
tional music that is not commercially oriented. As
late as three years ago. there were four important
jazz-oriented artists on its label—Keith Jarrett. Bill
Evans. Charles Mingus, and Ornette Coleman—all
of whom had recently recorded brilliant albums.
None of them embraced the new fashions in jazz
(none were “relevant,” in record-business lingo),
and all have since been dropped. (Jarrett was
bounced from the Columbia roster even before his
debut LP came out.)

Other labels with strong jazz backgrounds, such
as Blue Note and Atlantic, have also taken the
swing to jazz-rock. for obvious reasons. One
shouldn’t say that the record companies are forc-
ing their artists 1o embrace jazz-rock; it is just that
those artists who don’t are having a difficult time
recording in this country.

There are. of course, some exceptions. ABC/Im-
pulse. Milestone, Muse, and other labels operating
on a smaller scale are still recording the more tra-
ditional or avant-garde artists. Many of the non-
rock-oriented jazz musicians have found another
recording outlet: European companies like ECM
and MPS [see John S. Wilson's “"Does American

Jazz Have to Be Imported from Europe?” HF, Sep-
tember 1974].

Although anyone who has followed jazz
through the years must be gratified to see these tal-
ented musicians finally reaching a wice audience
instead of starving or going into debt, one vital
question remains: Simply, how good is the music?
Certainly, no one can deny it has a strong enter-
tainment value, or all those people wouldn't be lis-
tening to it. But how does most of it stand up
against the work of a John Coltrane or a Miles
Davis, an Ornette Coleman or a Charlie Parker. an
Art Tatum or a Keith Jarrett? For my taste, not very
well.

Davis’ initial jazz-rock ventures provided some
excellent music., and 1 have found much of
Weather Report's, some of Hancock's, and a little
of McLaughlin's and Corea’s music moving or ex-
citing. After that, they all blend into each other
and come out sounding like, well, jazz-rock. The
musician has every right to create whatever he de-
sires, yet one cannot help feeling that these musi-
cians have faced tremendous pressure to conform,
to approximate the right commercial formula.

Infairness, many of the jazz-rock artists do seem
genuinely motivated by a desire to play music that
people want to hear; the public’'s musical taste—
and demands—in return is changed by the music.
This is a self-contained time-tested relationship
that seems to work very well in commercial enter-
tainment, whether it be film, television. or pop mu-
sic. Unfortunately, it is a relationship that does not
often result in work of enduring quality.

There are, of course, musicians still interested in
creating music that might have lasting value; as is
all too often the case, they are suffering. Too many
unemployed or underworked musicians still have
to go to Europe to play or record; too many have to
go the bar mitzvah/wedding circuit to pay their
bills.

Charles Mingus, the great bassist anc composer,
is one of those who has not embraced jazz-rock,
and recently he took a rather cynical view of the
changes in contemporary jazz in an eloquent piece
he wrote for Changes. a small New York-based
magazine. [t is worth repeating:

“Miles Davis has been an electronics man, but
maybe he's gonna start playing again—put down
that bullshit and play his horn. Most of those kids
couldn’t read a note or sing in tune. but electronics
made them sound O.K. ... Electronics are doing
one thing in music: Theyv're replacing people.
There are machines which make a sound like an
oboe. but not like a good oboe player. You push
another button, and it sounds like a French horn.
The machine will duplicate anything. The great
musicians, like Charlie Parker, would laugh at
people who use these electronics, because they're
not in it for the love of music. They're in it because
they think they can make a lot of money.” o
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The Story of a Real Rewrite

Inwhich the People’s Government of the U.S.S R once again
measures History and Truth in the light of Dialectical Inevitabilit
and miraculously rediscovers that History and Truth can be changed
in the twinkling of an eve, while the Dialectic remains
as Inevitable as ever; and Garamond Rides Again

by Conrad L. Osborne

As 1 HAVE ALREADY observed at some length in
these pages (see HiGH FipELITY, January 1975), Pro-
kofiev's last opera, The Story of u Real Man, is an
interesting and unusual piece. The very good Bol-
shoi performance of it, recorded in 1961 and avail-
able here for a time on the Ultraphone label. has
been out of domestic circulation for several years,
so ] was pleased when I got wind of an impending
release by Westminster Gold—new stereo press-
ings, new double-fold packaging. new translation.
And new liner notes.

The package turned out real nice, 1 think, and
even the liner notes are not as bad as might have
been expected. Two odd things about them,
though. They are signed by one Lionel Garamond,
who is cryptically identified as a “retired French
baritone” and whose obscurity will, 1 believe,
challenge even the operatic-annals hounds; and
there's a great deal of white space on the available
pages, though certainly such an unfamiliar work
needs all the informative discussion it can get.

As it chances, ] am able to explain both of these
oddities and at the same time add significantly to
the picture of the work oftfered by Lionel's liner
notes. The story has its amusing aspects, but in the
main it is a sad and depressing one.

My extensive discographic articles on Russian
¢ nera had just been published when I received a
1 1one call from Kathryn King of ABC-Dunhill in
Los At jeles. It was she who had selected Story as
one of a number of works to be released under
ABC'’s licensing agreement with MK and who was
producing the album. Would I care to write an es-
say about the work for the occasion? Since there
was a generous wordage allowance, since | had
just been through the opera fairly carefully. and
since | was happy to see it receiving fresh and
wider U.S. distribution, 1 accepted and in due
course dispatched to Ms. King an essay of some
2,200 words.

A peculiarity of the assignment, at least as I saw
it, was that there was no way to make Story intelli-
gible for an American public of the '70s without

reference to Soviet political events and attitudes
of the '30s and '40s. This was true partly because
the opera’s theme—that of a grievously injured So-
viet fighter pilot whose determinatior to {ly again
symbolizes the nobility of the “new Soviet man"—
has a strong ideological slant and partly because
its early performance history and its current per-
forming edition are explainable only against the
backdrop of the purges and repressions of the later
Stalin years, and in particular the events of 1948,
the year of the opera’s completion.

This seemed to me a delicate presentation prob-
lem. | feel affection for this work, which I find on
the whole honest and moving, but I am also aware
that its ideological tone has an off-putting, propa-
gandistic cast and that its heartfelt pafriotic naive-
té is decidedly “dated” in its feel. These qualities
struck me as serious obstacles to appreciation of
the work by Americans, especially those with no
World War Il memories, and | hoped I could “fix"”
the piece in a way that would help listeners
through to its genuine strengths. At the same time |
(in company with most Americans) cannot accept
the ideological essence of Story, as I do not believe
that the “new Soviet man” is at all superior in
power or virtue to anyone else, and I wished to
make it clear that the emotional force of the opera
did not depend on acceptance of this proposition.

As uninterested as 1 might be in writing a pro-
Soviet apologia, | also did not care to fall into anti-
Soviet polemic. This would be easy to do. for it is
impossible to enter into the fate of Soviet music
and musicians under the Stalin regime without re-
actions of indignation and even fury, and impos-
sible to write of Prokofiev in 1948 without refer-
ence to some of the brutal facts. To wax righteous
about Stalinism, though, is of small value now and
would bring listeners no closer to the work. 1 de-
cided to restrict both my facts and my specula-
tions to matters of direct concern with the prob-
lem—helping contemporary Americans under-
stand a work that is very much of its place and
time, the Soviet Union of the 1940s.
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Since the essay was arranged for by phone and |
am neither an “in-house” ABC employee nor a
regular free-lance writer of liner notes, I was not
privy to the editorial guidelines customarily fur-
nished such writers, which include the following
item: “Our agreement with Melodiya...includes a
clause which states that we may not publish any-
thing which may be construed to be derogatory to
the Soviet Union. Therefore, discussions of the po-
litical details of composers’ lives and/or perform-
ance practices of given works unfortunately may
not be included in notes written for LPs licensed
from Russia.”

[The exact language of the ABC/MK contract is
“ABC will not include in jackets, covers, labels,
liners or advertising literature any material which
is derogatory of either the artist, Mezhkniga, Melo-
diya or the U.S.S.R.” Mezhkniga is short for Mezh-
dunarodnaya Kniga, or MK, which exports all re-
cording produced in the Soviet Union.—Ed.]

As I have since learned, the clause referred to is
not unique to the ABC/MK agreement, but is
standard equipment for the Soviet record indus-
try’s foreign licensing understandings.

The task of passing on such matters falls to Ce-
lebrity Concert Corp., the American organization
that represents MK in this country. Its reaction
was a strong one and resulted in an edited version
of the typescript that omitted about 30 per cent of
the original wordage, ranging from single adjec-
tives to lengthy chunks. These cuts seriously re-
duced the informational value of the piece, upset
its sequential logic, and at points left that eerie
sense of the unspoken central fact, familiar from
Soviet references to inconvenient history or from
U.S. government statements on such matters as the
Cambodian bombings, the CIA in Latin America,
or the Watergate games.

Since I believed the historical references to be
essential, I did not care to rewrite the notes to side-
step them. To stubbornly publish the original
would have jeopardized the licensing arrange-
ment, and to have withdrawn the piece would
have left ABC in the lurch. The only sensible
course was acquiescence in the edited version.
Ashamed, however, to publicly acknowledge this
verbal lobotomy as an act I condoned, I secured
permission to sign the name of my close friend M.
Garamond, whose full biographical particulars
unfortunately did not reach ABC by deadline time:
“Retired French baritone and former member of
the Resistance, now a critic of Marxist persua-
sion.”*

Censorship can be successful only if it is airtight;
otherwise, it tends to be counterproductive. This

‘Garamond even sang some performances in New York in the mid-'60s; his farewell
there was apparently as the Moine Musicien in Le Jongleur de Notre Dome, produced
by the Friends of French Opera in May 1967.
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explains, I assume, the rigidity and cruelty with
which it is so often enforced. In this instance, ad-
herence to the censorship clause with respect to
a very gentle treatment of certain facts has kept
those facts from the small number of people who
can be expected to purchase a recording of a little-
known Soviet opera. But this same material, along
with a great deal more that is far more damaging to
the Soviet “image” in this country, is about to be
presented here, where it will reach a public many
times the size of that record-buying group, and
with a modest sort of hullabaloo. This is a source
of considerable gratification to me, and to Lionel
(who, though Marxist, is not pro-Soviet).

In the course of preparing the record album es-
say, I of course listened again to the Bolshoi per-
formance, referring to the vocal/piano score, to
the translation and notes of Dr. Edward Salvato
that had accompanied the Ultraphone release, and
to the new translation prepared for the West-
minster release by Jonathan Rothe. I also had ref-
erence to seven different books on Prokofiev and
two on Soviet music in general, but my primary
sources turned out to be four: 1) Israel V. Nestyev's
Prokofiev (Stanford University Press, 1960); 2) S.
Prokofiev: Autobiography, Articles, Reminis-
cences (Foreign Languages Publishing House,
Moscow, undated, but clearly postdating the com-
poser’s death by at least a few years); 3) Victor Se-
roff's Sergei Prokofiev, A Soviet Tragedy (Funk &
Wagnalls, New York, 1968); and 4) Boris Schwarz's
Music and Musical Life in Soviet Russia,
1917-1970 (W. W. Norton, New York, 1970).

It is worth considering briefly the qualities of
these volumes, not to “review” them, but to make
clear how I weighed them and synthesized parts of
them for use in the notes. Nestyev's volume is the
“official” Soviet biography of Prokofiev. It is in-
telligent and sober and includes fairly detailed
discussion of almost all Prokofiev's compositions,
along with some biographical narrative and a
lengthy chapter on the composer’s “stylistic fea-
tures.”

At every turn, however, Nestyev's musical judg-
ments and selection of facts reflect Soviet ideologi-
cal bias. Thus, most of Prokofiev's biting early
work (including almost all that created in Western
Europe or the U.S.), though allowed a measure of
invention and creative energy, is condemned as
“expressionist,” “mechanistic,” ‘‘constructivist,”
“formalist,” or (evidently worst of all) “‘out-and-
out urbanistic.” Such a work as the ballet score for
Le Pas d’Acier, viewed in the West as a Bolshevist
tract, comes in for especially negative judgment.
Since almost any consideration of the hard stuff of
composition (particularly structural elements) is—
or can be “construed as’—"formalist,” Nestyev’s
discussions in this area are extremely superficial,
and his characterizations of some compositions
hardly get beyond the level of categorical name-
calling, though where ideology does not assume a
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dominant role he is balanced and clear enough.

I should not give the impression that Nestyev is
an unsympathetic biographer—it is simply that he
sees Prokofiev as an immensely talented man who
regrettably came under decadent foreign in-
fluences when young, but then labored sincerely,
though not always successfully, to eradicate these
influences and to write simple melodic music of
“bright optimism” and “joyful spirit,” so as to
properly reflect the “real” qualities of Soviet life.

Nestyev states his general viewpoint well in this
passage: “In Prokofiev's youth, these two tenden-
cies—the constructivist and the expressionist—
were considered ultrarevolutionary, ultraexperi-
mental, and ultramodern. But it was not long be-
fore their lack of substance was demonstrated.
The principle of Socialist Realism, put forward by
the leading Soviet ideologists, helped many honest
artists, including Prokofiev, to follow a course of
truly progressive innovation.”

The Autobiography, Articles, Reminiscences is
a mishmash of contributions by the composer and
many others who knew him and collaborated with
him. It contains much interesting material, from
which I drew chiefly on the sections by Prokofiev
himself; by his second wife and librettistic co-
worker, Mira Mendelson-Prokofieva; by Sergei
Eisenstein (Prokofiev's work as a writer of film
music had an important influence on his concep-
tion of Story); and by Serafima Birman, director of
the original production of Semyon Kotko, Proko-
fiev's previous attempt at a “Soviet” opera. The
anonymous editing of this volume is straight-
forward enough and includes extensive notations,
most of them purely informational but occasion-
ally placing areference in an ideological frame, as
in an explanation that Pas d’Acier is ‘'distorted”
and “urbanist”; that Apollon was a “literary and
arts magazine of ‘decadent’ [my quotes] leanings”;
or a tortured 250-word explanation of how it came
to pass that, in 1934, Prokofiev could talk of the
“danger of provincialism” in Soviet music.

Seroff’'s book must be taken with as much cau-
tion as Nestyev's, but for contrasting reasons. Ser-
off's viewpoint is bitterly anti-Soviet, and his ar-
gument is a frank effort to demonstrate the
repression of Prokofiev's artistic individuality by
the Stalin regime. In this he does not always exer-
cise the most rigorous judgment—his eagerness to
discredit the motives of Prokofiev's enemies in the
Party can turn to tar-brushing of the most subjec-
tive sort. It is a pity, for example, that he must run
down Tikhon Khrennikov by sneering at the di-
minutive of his name or by speculating that he
“looked extremely preoccupied, no doubt to give
an air of importance to his none too prepossessing
appearance’; or that he must refer to the “Dos-
toevsky-type men” (whatever that may mean) at
the Prague International Congress of 1948. The
tone lent by many such asides is that of special
pleading of a personal sort and unnecessarily

weakens his case, for the actions of Khrennikov
and the “Dostoevsky-type men,” and the other
events of 1948, speak forcefully enough for them-
selves.

And in this regard, Seroff’s account is valuable,
for it offers the most detailed history of the system-
atic condemnation of Prokofiev's work, the politi-
cal context of that condemnation, and the fates of
many of the composer’s personal and professional
associates. He documents this narrative solidly,
and most of the key points are corroborated in
other sources. Indeed, as far as I know, facts are
not at issue; it is only argued that embarrassing
facts must be omitted, even when they are demon-
strably relevant.

Schwarz's survey, though only in part about
Prokofiev, is excellent for general background
purposes. It leaves much unsaid with respect to
the political climate but is thoughtful and ju-
dicious and contains some passages of patient un-
derstanding of Soviet attitudes and motives.

1)

The edited version of the liner essay sticks to the
original where matters of musical and dramatic
style are concerned—that is, for some two-thirds of
the text. It simply deletes all suggestion of political
conflict or governmental suppression, leaving the
reader to conclude that aregrettable musical over-
sight was responsible for the work’s difficulty in
finding production. Deleted portions of the text,
reproduced herewith, are without exception re-
lated to the political background of the attempted
first production or to the ideological content of the
work itself.

The caution with which the liner essay touches
on these matters becomes clear if we examine
them in greater depth. The official Party attack on
“formalism” in Soviet art had been launched in
1936, with the Pravda editorial denunciations of
Shostakovich relating to his Lady Macbeth of
Mzensk (later restored, in a revised version, as
Katerina Ismailova). “Formalism” was at that
time defined by Nicolai Chelyapov, president of
the Union of Soviet Composers (quoted by Seroff)
as music ... in which the composér fundamen-
tally does not have as his aim the presenting of
new social meaning, but focuses his interest only
on inventing new combinations of sounds that
have not been used before. Formalism is the sacri-
fice of the ideological and emotional content of a
musical composition to a search for new tricks in
the realm of musical elements—rhythm, timbre,
harmonic combinations, etc.” This is astonish-
ingly clear: “Formalism” is the concern with music
itself and the process of its composition, the most
elemental concern of any independent artist. It
goes without saying that most of Prokofiev's out-
put can be placed under such a definition.

Prokofiev had been attacked before for the
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The Liner Notes Restored

Here are the parts of Conrad L. Osborne’s essay on Story of a Real Man that you won't be
able to read in the liner notes accompanying the Westminster release of the opera.
The white lines run through the portions that were deleted from the original manuscript.

“It [the first hearing of Story of a Real Man]
failed to please the composer musically.
More to the point, it failed to appease his po-
litical critics, headed by the Stalinist general
Andrei Zhdanov and the composer Tikhon
Khrennikov, then at the height of their power
over the Soviet musical scene. The opera
was declared unfit for performance for its
deficient comprehension of the ideals of So-
viet life and character, and remained unper-
formed and unpublished for another dozen
years.

“The suppression of Story of a Real Man
was one of the bitterest reversals of Proko-
tiev's troubled later years. This was so not
only because he had hoped that the work’s
theme of Sovlet heroism and the accessi-
billty of its musical vocabulary would re-
store him to governmental grace, but be-
cause he had been genuinely excited by his
subject. . . .

“[Prokofiev] is now grappling with the ques-

tion of opera for the Soviet society, which
was a serious one for him on two levels.
First, he had an honest wish to be a socially
usetul artist, to communicate with a broad
audience on matters and in terms whose
significance it would recognize. Second, he
was now living and working through the
most painful years of Soviet history to date,
those of the Second World War and of the
repressions and purges of the late Stalin
years. Prokofiev was no counterrevolution-
ary; he was very much a Sovlet Russian. He
had a national pride bordering on the
chauvinistic, and seems even to have
shared the belief in the superiority of ‘Soviet
man,’ though there is implicit in some of his
essays the recognition that a precondition
for communicating with this superior man is
great care that one’s music be not at all
complicated and not at all abstract. He
wanted to write a sort of ‘great music’ which
his presumably progressive audience could
comprehend, but soon had fo realize that it
was not his definition of this music, but that
of generais, politicians, and lesser musi-
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clans of political influence, which would be
enforced. The_lessans were frequent and
harsh; during rehearsals at the Stanislavsky
Music Theater for Prokofiev’s first Soviet
opera, Semyon Kotko, his old colleague Mey-
erhold, who was in charge of the produc-
tion, fell victim to the Beria purge. The opera
itself found no tavor, nct because It is musi-
cally tired and dramatically clichéd and sen-
timental (which is true), but because it was
ideologically attackable.

“Prokofiev did not give up on the idea of
an operaon a Soviet theme, or on his search
for a new operatic form for the Russian
society.”

““American_listeners are apt to stumble over
the very aspect of the work which is most
easily recognized as emotionally impor-
tant—its statement that its hero is able to
transcend human limitations because he
fully accepts and participates in a social and
political ideality, which Is represented as
being the defining factor of his humanity.
Such a statement is always totally accept-
able to the adherents of that ideality, and
totally unacceptable to its opponents, who
however assert its truth with respect to their
own. Thus, Americans of the middle gener-
ation will recall a time when, though they re-
Jected the notion that miracles might be
wrought in the name of the ‘Soviet man’ who
drinks chicken soup and listens to tales ot
the dying old commissar, they were not so
sure they might not b2 brought off by a
fightin’ Yankee son-of-a-gun who drinks ice
cream sodas and chances into a lecture
from his old football coach.

‘“‘Such beliefs, being evasive over-
simplifications, do not admit of either chal-
lenge or nuance—nor dc they permit sympa-
thetic recollection. Obviously, all that was
naive and absurd, and it is the current ideal-
ity which Is correct and inclusive, and which
gives us the true definition of our _moral
superiority over those of that other time and
that other place (including even our own
older selves).”
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Western influences in his music. Among his de-
fenders as early as 1927 was Vsevolod Meyerhold,
whose true stature as a theatrical director and
theorist (his influence in Russia can be reckoned
second only to Stanislavsky’s) has just recently
emerged from his decades as an official nonper-
son. In 1936 Meyerhold boldly opposed the assault
on Shostakovich and vigorously defended himself
against similar charges. (For an account of this,
much of it in Meyerhold's own words, see Edward
Braun's Meyerhold on Theatre, Hill and Wang,
New York, 1969, Chapter 7.) In 1937, his theater
was shut down by government order. Shortly
thereafter, in a move weighted with personal and
political significance, Stanislavsky invited Meyer-
hold to work with him at the Stanislavsky Opera
Studio, where Meyerhold assumed the director-
ship upon Stanislavsky's death in 1938.

Meyerhold’s arrest came one day after his ad-
dress of June 15, 1939, before the First National
Convention of Theatrical Directors, at a time
when he was preparing Prokofiev's Semyon Kotko
for production. Seroff quotes this speech at length,
though from an unspecified source. (To judge from
Seroff’s bibliography, this is Yuri Yelagin's Dark
Genius, a biography of Meyerhold. Braun charac-
terizes the book and the quote as unreliable,
though Yelagin claims the words are based upon
handwritten notes taken at the event. It is of small
import whether Meyerhold was arrested for a
defiant speech or a contrite one—but if Yelagin's
report is even approximately accurate, it is inter-
esting as an important artist's view of the Stalinist
impact on Soviet theater.) Meyerhold character-
izes Socialist Realism as “a pitiful and sterile
something that ... has nothing in common with
art”; the then-current state of the Moscow theater
he calls one of "colorless, boring productions
which were all alike and had lost their own indi-
vidual creative signature, so to speak”; finally he
tells his colleagues that “in your effort to eradicate
‘formalism’ you have destroyed art.”

Meyerhold was sent to a concentration camp
(according to Seroff the penal region of Kolyma,
subsequently the concentration camp of Maga-
don). There is dispute over the date of his death
but not over the fact that he was shot (a man near-
ing seventy would not have long expectancy un-
der the conditions, in any case). His wife, the ac-
tress Zinaida Raikh, was found dead of multiple
stab wounds in their apartment three weeks after
his arrest. Preparation of Semyon Kotko pro-
ceeded under the direction of Serafima Birman,
who notes in her memoir: “The Stanislavsky The-
ater asked me to complete a production started by
someone else.”

It was during this same period that the future
fate of Prokofiev’s first wife, Lina Llubera, was de-
termined. Their marriage was at an end by the
time Prokofiev left Moscow for the war’s duration.
But further, a retroactive decree of February 15,

1937, voided all marriages between Soviet citizens
and foreigners. Since Lina was Spanish, it was
now held that she had never been legally married
to Prokofiev and that her children were illegiti-
mate. She was thus deprived of even those protec-
tions accorded ordinary Soviet citizens.

As tragic as the Stalin/Beria purgss of the late
'30s were for the world of Soviet art, there was
more to come in 1948, the year of Story of a Real
Man. The onslaught began with an uproar over
Vano Muradely's The Great Fellowship at the Bol-
shoi in January 1948, including a backstage visit by
Stalin and Zhdanov, the collapse and death of the
Bolshoi's director Leontyev, and the arrest of a
number of musicians.

This was followed by a three-day meeting of the
Central Committee of the All-Union Communist
Party, presided over by Zhdanov and Mikhail Sus-
lov, which included a tirade from Zhdanov about
“formalism” and “anti-People” art and revived the
arguments of the 1936 Pravda editorials. Khrenni-
kov spoke in the same vein, and his long opposi-
tion to Prokofiev was instrumental in the condem-
nation of many of the latter’s works, including—
but not restricted to—all the ballet scores written
abroad, The Flaming Angel, Symphonies Nos. 3, 4,
and 6, Piano Sonatas Nos. 7 and 8, and the Piano
Concerto No. 5.

In February came the Prague meetings, in which
a Soviet delegation headed by Khrennikov im-
posed the official Party artistic line on Czech com-
posers, secured recantations from those accused
of “crimes against the proletariat,” purged the
most stubborn (notably Alois Haba), and on Feb-
ruary 10 issued a musicians’ manifesto for the po-
litical guidance of composers.

Prokofiev's letter of repentance to the Soviet
composers’ union followed. His ex-wife was ar-
rested in the spring or summer. Charged with es-
pionage (apparently largely on the basis of her ac-
quaintance with the American ambassador,
Laurence Steinhardt, and her efforts to send
money to her mother in Vichy France), she re-
ceived a death sentence that was cornmuted to fif-
teen years’ hard labor, of which she served nine
years in a camp in the Vorkuta region. Upon her
release in 1957, it was officially acknowledged that
she had been sentenced on unproven charges.

Prokofiev, hoping that his earnest Soviet opera
would help restore his fortunes, secured the coop-
eration of the Kirov in preparing a “preview” of
the work, which was held on December 3, 1948, be-
fore an invited audience that included many Party
officials. Prokofiev defended his intentions in a let-
ter to the Presidium of the Composers’ Union of
December 28, but in a speech at the plenary ses-
sion of the same date Khrennikov denounced the
work as “antimelodious” and as smacking, once
again, of "bourgeois formalism.” With respect to
public presentation, Story became opus post-
humous: Prokofiev, in ill health throughout the last
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five years of his life, died on the same day as Stalin,
March 5, 1953. His death thus attracted little no-
tice. A decade later, during the Khrushchev thaw,
it was Stalin who was systematically ignored
while the anniversary of Prokofiev’s death was
commemorated by special performances of War
and Peace—and Story of a Real Man.

Y X~
There is nothing globe-shaking about this inci-
dent. All the liner notes ever written aren't much,
after all, in the scheme of things. They count for
something, however, and it is surely of some inter-
est that significant aspects of the commentary pub-
lished in the U.S., for American consumption, are
subject to de facto Soviet censorship—a censor-
ship based on the broadest possible interpretive
grounds.

It is not simply that information is deleted, but
that the deletions have the effect of distorting both
historical and political truths, the understanding
of which is often (though not always) important to
a clear perception of the work itself. Thus, it may
be legitimately debated just how, or to what ex-
tent, the Soviet political climate affected the stylis-
tic development of Prokofiev or Shostakovich, or
their choice of subject matter. It may even be hon-
estly argued that certain ideological criticisms
proved artistically useful. What cannot be
doubted is that that climate and those criticisms
had some effect (they were intended to) and that
comprehension of the composers’ work is incom-
plete without appreciation of that fact.

Incomplete truth is untruth. It is not precisely a
lie when Serafima Birman refers to the "produc-
tion started by someone else,” but it is a long way
from saying that the someone else was the great
Meyerhold, that he was taken away and shot, and
that it was in this atmosphere that Semyon Kotko
was completed, rehearsed, and produced. It is not
an outright lie to observe that musical and per-
formance failings were involved in the original
withdrawal of Story, but it is a lie to pretend that
the matter goes no further, or that the half-
heartedness of the effort was not related to the po-
litical terror, or that the revised edition of the work
we now hear is purely the outcome of the com-
poser’s musical second thoughts.

From the point of view of a free artist of integ-
rity, it is intolerable that politicians, economists,
generals, princes, tycoons, or industrial corpora-
tions should ever have the remotest control over
what he says or how he says it. It is intolerable in
this country, in Franco Spain, in colonel-governed
Greece or general-governed Chile, and it is
damned well intolerable in the Soviet Union, too.

Celebrity Concerts is in the unfortunate position
of having to enforce the terms of the MK licensing
agreement. Those terms are doubtless necessary
for the legal securement of Soviet recorded mate-
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rials and are perhaps a bearable price to pay for
them. In a telephone interview Bernard Luber, the
president of Celebrity Concerts, objected to any
suggesiion of censorship and denied any exercise
of censorship right, pwinted out that most pub-
lished materials are edited after they leave the au-
thor's hands in any case, and argued that liner
notes should “stick to the music and not drag in
politics.” He also maintained that, in a long rela-
tionship with several American firms, there had
never before been an accusation of censorship.

I can appreciate the awkwardness of his posi-
tion, but these contentions cut little ice. Ob-
viously, most liner notes are self-censored, either
via the American companies’ editorial guidelines
or due to the fact that they are Soviet in origin. (An
example: The background notes by In. Popov and
the synoptic notes by S. Shlifstein that accompany
the Melodiya/Angel release of Katerina Ismui-
lova contain not a single word relating to the polit-
ical background of this, the cornerstone case in the
whole sorry history of the Soviet music purge.) In
the present case, the material omitted is all that,
and only that, relating to political matters. It is not
“dragged in,” but can be avoided only by the most
ingenious evasive action. On the contrary, it is the
Soviets and their supporters who drag politics into
art and insist that no work of art can stand apart
from its political content. Except when political
references make things look bad or can be so con-
strued.

When we multiply these examples by the many
hundreds of Russian works whose full apprecia-
tion depends at least in some part on availability
of socio-political background and observe that in
all these instances no such reference is allowed,
we grasp the magnitude of distortion involved in
this particular area. Even more discouraging is the
realization that the history involved is that of the
Stalin regime. Even the current Soviet government
will allow that serious errors were made and
crimes committed in the Stalinist years, and even
the rabid right-wing American cold warrior will
concede that things are better now. Yet we still
must not speak of this and still must be alert for all
possible “construals” of our statements. I can only
feel that this arises from the most profound con-
tempt for the human capacity to analyze and bal-
ance painful facts and a raddling sense of insecu-
rity and guilt over these facts. And behind this,
the psychological base of much of the repression
to begin with: the simple, vengeful envy of blurt,
uncluttered. power-oriented minds for any aes-
thetic complexity, subtlety, or—to dare the word—
“class.”

The deleted final clause of my liner essay ex-
presses the hope that “... perhaps the present
recording will give strength to the thought that it is
time to forgive at least this smal! part of our recent
past.” A nice, if overgenerous, |nought. I guess |
was wrong.
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A Reply to “Story of a Real Rewrite”

While preparing the foregoing article, HIGH FIDELITY asked Conrad L. Osborne to
send a copy of his rough draft to Celebrity Concert Corporation along with a request for its reply.
The following is the response of Sidney Justin, chairman, and Bernard Luber, president, of CCC.

It is our impression that Mr. Osborne’s ar-
ticle is the reaction of a writer whose labors
have been partially rejected by his em-
plover, ABC Records; a reaction that in-
cludes wrongful accusations and inaccu-
rate remarks; a reaction that is misdirected
because he has had no relationship with ei-
ther Celebrity Concert Corporation (CCC)
or any Soviet organization.

CCC is an American organization that by
contract has represented for approximately
ten years, and continues to represent. Mezh-
dunarodnaya Kniga (MK). CCC undertook
the representation of MK in the sincere be-
lief (and with the blessings of the U.S. State
Department) that the exchange of music be-
tween peoples of different cultures could
help considerably in understanding each
other and in increasing friendship between
peoples. For not only do we bring to this
country Russian music. we have also ar-
ranged for MK to import into the U.S.S.R.
American music, both classical and jazz,
performed by Americans. Thus we have
succeeded in arranging the exchange of mu-
sic for the pure love of music. without in-
volving politics, without controversy be-
tween peoples—an accomplishment of
which we are proud.

When we first undertook the representa-
tion of MK in this country, we were deter-
mined to accomplish three goals: 1) To ob-
tain distribution of our product by
reputable and reliable American com-
panies—hence, contracts were eventually
entered into with Capitol Records. CBS
Records, and ABC Records; 2) to obtain
royalties that our product warranted, since
prior to our representation of MK many So-
viet recordings were reproduced and sold in
the U.S.A. without payment of any royal-
ties to MK; 3) to package and present our
product without any political overtones or
political controversy. so that music lovers
would purchase such product purely for the
musical content and musical performance.
As part of that goal, we prepared and in-
serted a provision in the distribution con-
tracts we negotiated with American com-
panies that states that the jacket covers,
liner notes, and advertising literature pre-
pared by those companies would not con-
tain any material derogatory of any artists
or MK, Melodiva, or the Soviet Union. Our
object in writing this provision was two-
fold: first, to eliminate any political refer-
ence in the packaging and presentation of
the music: and second. to have some word
in the proper packaging of our product.
(Rather than insisting on an absolute right
of submission and approval. which might
prove cumbersome and not expeditious. we
substituted the above provision, with
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which our American customers were highly
pleased.)

On the second point, it must be obvious
that every producer of product has a vital
interest in the packaging and presentation
of that product to the public. Obviously, no
American company found the language of
our contracts prohibitive, objectionable, or
restrictive to the point of censorship, for in
ten vears we are aware of only one instance
where we found it necessary to exercise our
contractual privilege. When an artist for
ABC Records prepared a jacket cover on
which he drew a satirical hammer and
sickle. bordering on insult, we stated our
objection and ABC withdrew the drawirg.
Had the Soviets prepared a cover for an
American record to be distributed in the
Soviet Union depicting the American flag in
an insulting manner, the American pro-
ducer of that recording would have pro-
tested violently. In ten years. with more
than 300 albums of Russian music involved.
no jacket or liner note was ever quashed by
us, other than the above hammer and sickle
incident. Our record is quite clear: Any
charge of censorship is without foundatien
and quite ridiculous.

And now we come to Mr. Osbhorne’s ar-
ticle. Several months ago we received a
telephone call from Kathryn King. head of
the Classical Department of ABC Records
in Los Angeles. She advised us that she had
engaged Mr. Osbhorne to do the liner notes
for Prokofiev's Story of a Real Man and
that she was concerned with the heavy po-
litical content of the notes he had sub-
mitted. We suggested to Miss King that she
rewrite the article. but she preferred our
doing the rewriting. She sent us a copy of
the article, and we were dismayed at the
contents. We felt Mr. Osborne had misdi-
rected his talents and had written an essay
on political history, minimizing the musical
content.

In response to Miss King's request. we
edited the article. deleting the long and
heavy political content but preserving the
musical and literary content. Mr. Oshorne
himself, in the preceding article. admits
that our edited version “sticks to the origi-
nal where matters of musical and dramatic
style are concerned—that is, for some two-
thirds of the text.” When a writer is hired to
write on a subject, the company hiring him
has a clear right to edit the writing. 1f the
editing is so extensive that it no longer ap-
pears to be the work of the writer, then the
writer's relief is to remove his name from
the article. But what did Mr. Osborne do
when he saw our edited version? He “se-
cured permission to sign the name of my
close friend M. Garamond. retired

French baritone.” And, ir response to our
inquiry. Miss King informed us that M.
Garamond is. in fact, the pseudonym of Mr.
Oshorne.

It is our contention that, as the represen-
tative of MK, CCC has the right to see that
the package in which its product is offered
to the public does not offend it. If Mr. Os-
borne, a well-known and competent music
critic. wished to write a critique for Hign
FipeLiTY on the performances contained in
our recording, or on the historical or politi-
cal background of the music or the com-
poser, then he was certainly free to do so.
But to do so on the package itself is the
height of insensitivity! And neither Mr. Os-
borne nor HicH FineLiTy should label as
censorship how we, or our American dis-
tributor, decide to package our product. We
regard the judgment of what our packaging
should contain as the exercise of free enter-
prise as practiced in this country. And the
wide and enthusiastic reception of our
product by the American public over the
past ten years is proof of the success of our
musical cultural-exchange program and of
the manner in which we have exercised this
judgment.

Now as to some specifics:

Mr. Oshorne refers to ABC Records’ edi-
torial guidelines, which state that ABC may
not publish anything “which may be con-
strued to be derogatory to the Soviet
Union.”™ This has an incorrect inference.
The words “which may be construed” do
not appear in the ABC/MK contract.
Hence, the determining factor is that the
contents of the cover or liner must be de-
rogatory and not merely construed by us as
derogatory. The next sentence is a conclu-
sion of ABC's: it does not appear in the con-
tract.

On the subject of Mr. Osborne’s claim of
censorship. we point out that the jacket
covers and liner notes for a majority of
more than sixty recordings selected by ABC
Records were never submitted to us for our
perusal prior to their production. an indica-
tion that ABC sent to us only those jacket
covers and liner notes that it felt might be
objectionable, either for political reasons or
for other reasons such as good taste, im-
proper or incorrect references, or omissions
of credits required by contract. And we also
point out that we have never quashed a
single recording selected for release hy
Capitol. CBS, or ABC Records.

If Mr. Osborne feels he has been wronged
in his contractual relationship with ABC
Records, then let him scek redress from
ABC. but in doing so, let him remember that
he has signed his pseudonym to the article
and accepted payvment therefor. -]
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Why stop here? Why not make a second one, with
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Introducing the Akai GX-630DB — it has everything
the GX-630D has, plus the Dolby* noise reduction system.

Well, that only started us thinking again. Why not
a third, with quad?

Introducing the Akai
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everything the GX-630D
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nel sound with quadra-sync. ._ -

As for introducing a
fourth,we're thinking aboutit.

GX 630D
single tll e heads. 3 motors (1 AC Servo Capstal ! >
3 d7 ips). fe xr l M gic function conlrols, mic/line mixing. dual Monitoring
utomnatic stop. output le ontrol, pitch control. Akai reel-to-reel systems from $299 95
Ak Am alwd JQED Amo Bivd mpton. Caiif 902
*Trademark of by Laboratorie

If youre going to get big, you gotta be good.
Were good.




BEOGRAM 3000

Our Beogram® 3000 and
Beogram® 4002 turntables are de-
signed to achieve superb sound
reproduction. Each in a
unique way.

Take the Beogram 3000. It’s
as beautiful to look at as it is to
listen to. Because we put most
technical functions (like anti-
skating) out of sight.

We integrated the cartridge
and tonearm to reduce resonance
as a cause of distortion. And devel-
oped one activator-button to con-
trol all major functions, so it’s
incredibly easy to operate.

Finally, we made this turn-
table an exceptional value.
Because its $300 price includes
everything: the cartridge, base
and dustcover.

Now consider the
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74

BANG & OLUFSEN.
THE CHOICE FOR THOSE WHO SEEK
UNCOMPROMISING REPRODUCTION OF MUSIC.

Beogram 4002. One of the most

remarkable turntables in the world.

Its tangential tracking system
is an outstanding achievement in
gramophone technology, because
it tracks records exactly as they
were cut. The entire integrated
cartridge/tonearm unit moves in
a straight line from the rim of the
record to the center. (Unlike
conventional tonearms that de-

Bang & Olufsen

Narrowmg the gap
between man and music.

Write to Bang & Olufsen of America.

Inc.. 2271 Devon Avenuc. Hk Grove
Village. Hlinois 60007 for more information
and a listing of our audio specialist dealers.
See below for those in the So, Cabf. area.

Mr. Ms.

1
|
Address I
1
|

City  State ) ilplll R
L--------------

scribe an ever-decreasing arc.)
This completely eliminates skat-
ing, a source of wear on both the
record and the stylus.

Tonearm and turntable func-
tions are controlled by optical
sensors that automatically per-
ceive the presence and size of the
record, and adjust for the appro-
priate speed. Scanning and cueing
are operated by a slight touch of
the simple control panel.

The logic of this advanced
technology and classically simple
design has placed eight
Bang & Olufsen products in the
permanent design collection
of the Museum of Modern Art
in New York.

Bang & Olufsen turntables.

For those who will not
compromise.

Bob Pilor’s Siereo Center

Santa Monica, Ca. 404

I'aric Electro
Sherman ()ak.s (a Y1403

Dimensions In 'sler«)
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Lan \m,elt‘ (.d ‘!I)I:
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Orange. Ca. Y260,
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1igh Fidelity Hous Music & Sound of California
San Dicye, Ca, Y2103 Waocxiland Hills, Ca 91364
Stereotypes 1 he Sound Cent.

Santa Barbara, Ca. W3I105 \Woodland Hlll\tia 91300
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KurT WEILL'S FIRST SYMPHONY, a powerfully and
densely composed one-movement work, was written
in Berlin in 1921. The title page bore an epigraph
from Johannes R. Brecher's festival play Workers,
Peasants, Soldiers—A People’s Awakening to God,
published in that year. The symphony was not per-
formed (though material from the finale was re-
worked and heard in the String Quartet, Op. 8, of
1923). The score was lost in 1933 but came to light
some twenty-five years later. Wilhelm Schichter
gave the first performance, for Hamburg Radio, in
1957; a study score, edited by David Drew, was pub-
lished by Schott in 1968, and that year the first edi-
tion of the recording now reissued by Argo appeared.
(It was then in HMV's “Music Today" series spon-
sored, as the Argo edition is, by the Calouste Gulben-
kian Foundation.) The record was preceded by a
BBC concert of 1957, by the same forces, at which
Weill's First and Second Symphonies had their Brit-
ish premieres.

The First Symphony, which lasts about twenty-
five minutes, is for a large but irregular orchestra:
two flutes, clarinets, bassoons, and horns (Mr. Drew
recommends doubling the last); single trumpet and
trombone; heavy percussion; strings elaborately di-
vided. There are dense tuttis, and there are passages
where the scoring is reduced to a chamber group.
The form comprehends a grave introduction, an al-
legro vivace first movement (with gentler episodes),
an andante religioso slow movement, and a chorale-
fantasy as finale. One senses a program, kin to that of
Brecher's play, about violence, visions of peace,
faith, and victory won in a C-major chord marked
“radiant.” At the very close, that major turns to mi-
nor—yet Weill's marking is “very confident.” It is a
characteristic “'resolution in tension.”

Schoenberg’s Chamber Symphony, Op. 9, plainly
lies behind Weill's composition; in his preface to the
score, Mr. Drew further notes, “in its technical and
motival aspects, the influence of Liszt and Richard
Strauss; in its expression, that of Mahler.” There may
also be some reference to Beethoven—in a 12/8 Bene-
diction from solo violins; in the “stalking,” sinister K W 'll S h 3
fugato that rises from lower strings, as ig the Fifth urt el ’ ymp OnlSt
Symphony, and recurs to destroy a temporary peace

established by the first statement of the chorale; in De Waart (Phlhps) and
the tonality of triumph. . ¢
The symphony is a difficult piece to bring off, for Bertini (Al‘gO) offer the pOWG«I‘fU”y

the score, as Mr. Drew notes, “was written by a and dense]y Composed” First
young composer whose creative ambitions were in

¢ »
excess of his practical experience.” When the British Symphony and the masterly

record appeared seven years ago, I felt that diffi- neoclassical Second.
culties of balance had not been solved—certainly not

by the recording engineers. The players, too, did not
sound thoroughly familiar with the work. For this by Andrew Porter
opinion I was chided, and yet, hearing the record
again, I find little cause to change it. That Gary Ber-
tini's direction is “confident and well conceived” is
not in question; indeed, I would put it more strongly
and say that he shows a remarkable insight into the
emotions and the facture of the composition and
achieves many beautiful and powerful things.
The tapes have been remastered for the new issue,
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not once, but twice. Buyers should be sure they have
the edition with the matrix numbers ZRG 3999-2G
and 4000-2G, not those ending -1G, which are of infe-
rior quality. On -1G pressings, some passages, among
them the start of the fugato, are quite inaudible; the
-2G pressings are much better, but there is still a good
deal of detail to be seen on the pages of the score that
simply does not come through in terms of sound.

The new Philips performance by the Leipzig
Gewandhaus Orchestra under Edo de Waart is not
only more clearly recorded, but also more coherent
in general. These executants, | feel, have “got it all to-
gether” in a way that eluded those of the pioneer
BBC performance. Among other things, the articu-
lation of the fugato subject by the double basses and
cellos is distinct.

The Second Symphony is a very different piece,
begun in Berlin early in 1933 and completed in Paris
the following year. (The Seven Deadly Sins inter-
vened.) By now, Weill's mature style was formed.
This is a neoclassical symphony, in three move-
ments, for a classical orchestra, by (to quote lan
Kemp's program note) “the very first German com-
poser to have reconciled the ‘new’ tonality—his own
highly personal form of it—with the dialectics of the
Austro-German symphonic tradition.” Bruno Walter
conducted the first performance, in 1934, in Amster-
dam and then introduced the piece to New York and
Vienna. The war came; the score was still unpub-
lished (a study score, bearing the joint imprint of
Schott and Heugel, appeared only in 1966); and a
masterly work that should be as well known as
Stravinsky’s Symphonies in C and in Three Move-
ments has still to find its way into the general sym-
phonic repertory. The look of the pages often sug-
gests Haydn. The textures are clear and ‘‘rational.”
Mozart, Schubert, and Mendelssohn are other com-
posers who may be brought to mind, not in any pas-
tiche way, but because they also set down notes so
precisely and pleasingly and moved in 0 sure and so
shapely a way. The melodies and harmonies show
procedures familiar from Weill's stage works; lovers
of Mahagonny and The Seven Deadly Sins may well
approach the symphony from that anjle—and then
return to them, after enjoying this piece “conceived
as a purely musical form,” with a new insight into
their “purely musical” mastery.

The Bertini performance is buoyant and com-
mitted; De Waart's is a shade more “classical” and is
better recorded. The chief difference is o be found in
the first movement, which lasts over a ininute longer
in the Leipzig performance. All in all, I would recom-
mend the Philips disc in preference to the Argo. But
the latter scores in point of presentation; it has the
fine “apparatus” that accompanies all the Gulben-
kian series, with essays by David Drew and lan
Kemp. Calum MacDonald’s note for Philips is fine
as far as it goes but is brief; a third of his space is
taken up by a photograph of the composer and by ad-
vertisements.

WEILL: Symphonies (2). Leipzig Gewandhaus Orchestra, Edo
de Waart, cond. PHILIPS 6500 642, $7.98.

[Q_ WEILL: Symphonies (2). BBC Symphony Orchestra
('] Gary Bertini, cond. ARGO ZRG 755, $6.98 [from ANGEL
S 36506, 1968].

Vaughan Williams’

echt-English Falstaff

THiS RELEASE brings us beyond the halfway point
toward a complete recorded cycle of the operas of
Vaughan Williams. With Riders to the Sea and Pil-
grim’s Progress already in the bin, only the early
Hugh the Drover and The Poisoned Kiss (a light op-
era written for Cambridge) remain unavailable.

These pieces are hard to get to know, for perform-
ances remain quite rare outside England. (In fact,
they seem none too plentiful there.) I think it is fair to
say that Vaughan Williams the operawright is far
from having the stature of Vaughan Williams the
symphonist; further, all his operas (with the possible
exception of The Poisoned Kiss, with which I am to-
tally unfamiliar) are rather special pieces, calling for
unusually sympathetic casting and direction. They
have little standard-rep sturdiness.

But special qualities go with their special prob-
lems. Riders to the Sea is an almost perfect, mag-
nificently disciplined setting of Synge’s powerful, in-
tense little play. Hugh (very attractively produced in
Houston three summers ago) is a pleasing, enjoyable
work of Bartered Bride-ish dimensions. Pilgrim'’s
Progress, I'll admit, eludes me: Beyond the question
of whether or not the twentieth century actually re-
quires a musical investiture of this killjoy neo-
Manichaean fable, there is a harmonic predictability
and rhythmic monotony about the score itself that
defeats its brief episodes of color or grandeur.

I have never seen Sir John produced, and much re-
gret it in trying to evaluate the piece, for like the play
on which it is based (Shakespeare’s Merry Wives of

During the recording sessions of Sir John in Love: Helen Watts and
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by Conrad L. Osborne

Like the warmly atmospheric opera itself, Angel’s premiere
recording of Sir John in Love is too civilized for its own good.

Windsor) it is clearly a creature of the stage, not of
the study. It still puzzles me that Merry Wives has
proved so attractive to important composers; it really
seems to have little to sing about, and the sort of vis-
ually dependent plot gag, verbal fencing and pun-
ning, and generalized stage bustle it offers aren’t
qualities that demand lyrical setting.

However, Verdi, in the accumulated wisdom of the
greatest of all operatic old ages, took the play as his
final subject, while Nicolai made of it one of the best
of all German comic operas—so I can only defer to
the judgment of my betters. Vaughan Williams, too,
has found out its lyric qualities and created a stage-
worthy piece that has some truly magical moments.

For an opera lover to approach the work openly is
hard, for the most important scenes follow much the
same sequence as the Verdi/Boito work, and the
simple disappointment of expectation is likely to be
the first reaction to many moments: the reading of
the letter, the Mistress Quickly-Master Brook scenes,
the narrative of Herne the Hunter, the fairy ring, and
so on. Perhaps the fairest initial approach is through
those elements emphasized by Vaughan Williams
but not by Verdi—the English pastoral flavor of the
background and the delineation of the minor charac-
ters.

The pastoral theme is, of course, a strong one for
this composer, and the question of an “English” mu-
sical identity seems to have been an important one
for his whole generation. Operatically, this is in a
way a shame, for the atmosphere is delicate and
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doesn’t travel well, and it cannot be expected to
carry major burdens in the theater. That Vaughan
Williams could also write tough and highly dramatic
music of very different character (as in, for instance,
the Sixth and Ninth Symphonies) is not even hinted
in his operas, and I think it a shame that he never
found a subject expressive of a century of urban
alienation and world conflict, which he certainly
could have set most powerfully.

In Sir John, though, the pastoral element is made to
carry exactly its weight. In the music (particularly
that for the maying expedition at the beginning of
Act Iil—an interlude composed after the body of the
opera—but in several other shorter passages as well)
we can virtually see the Windsor countryside, its ac-
tivities and people, and fall under their charm. Little
intrusions of orchestral color and brief folksy quota-
tions keep us mindful of a life that is basically gentle
and lyrical and prepare us for the amnesty-all-round
of the final scene. The music for Anne and Fenton
grows from this spirit, and is extremely beautiful
throughout.

Hand-in-hand with this aspect of the score is
Vaughan Williams’ use of folksong for much of his
melodic fabric. He sought to downplay the tech-
nique, no doubt to disarm commentary about “origi-
nality.” But the fine craftsmanship with which he
has incorporated the traditional material can only be
admired, as must the appositeness of most of the text
passages from other sources (most notably, I think,
Ben Jonson's “Have you seen but a bright lily grow,”

Felicity Palmer; Raimund Herincx; and Meredith Davies and Bernard Dickerson.
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which the composer places quite gorgeously in Fen-
ton’s mouth). And previous commentators are surely
justified in pointing out that the finest “folktune” of
them all is Vaughan Williams' own invention, the
drinking song “Back and side go bare,” which he
builds into a rollicking roundlike ensemble in Act I.
The only exception, for me, is “Greensleeves,” which
seems gratuitous, but this may be a purely subjective
reaction—I just don’t want to hear this tune again,
ever, in any guise. (It's only sporting to concede not
only that it's historically defensible, but that it is ac-
tually referred to in the play.)

The play's character distribution is here much
more intact than it is in Verdi: We have Slender and
Nym, Shallow and Simple, and mine Host of the Gar-
ter. The biggest gain, I feel, is in the much sharper
and more complete presentation of Dr. Caius (with
Rugby tagging along) and in the retention of the par-
son Hugh Evans. It is delightful to have these two af-
fectionate ethnic jokes on hand (Dr. Caius is even
allowed a lovely French folksong) and to observe
their little tips of the plot. Mr. Page, on the other
hand, serves no purpose beyond his plot function;
musically, he is lost.

Against these enrichments we must set the fact
that Falstaff himself has nothing like the fully
rounded lifelikeness that Verdi was able to give him.
A certain energy and some nice lyrical warmth are
caught, but not much of the pomposity, the wit, the
infuriating but likable ego, or the final touch of sad-
ness that make Verdi’s character a great one. A fine
performance could provide some of this in the the-
ater, but it must be through actor’s invention, for it is
not realized in the score.

Generally, Vaughan Williams' music is at its least
persuasive when it is narrating or moving events. At
such times it falls into a limbo between accompanied
recitative and arioso, where there is insufficient in-
vention and imagination to salvage affairs. Most of
these moments pass quickly, but occasionally they
are important enough to impede things. The opening
of Act IV, for instance—the reconciliation of the
Fords and their laying of the masquerade plot with
the Pages—is dull, workmanlike stuff, and, though
the whole scene is structurally a lull before the fi-
nale, it is unfortunate to have a musical letdown
here:

With some familiarity, though, most of the scenes
present a profile and color that establish a real iden-
tity, even with Verdi not quite out of mind. Alice and
Meg plotting together is a good example. It is impos-
sible not to miss Verdi's gleaming melodic arc for
“E il viso mio su te risplendera” or the glorious musi-
cal inventiveness of his “gaie comari” (or, for that
matter, the captivating duet in Nicolai). But Vaughan
Williams does some wonderful things with the pre-
tentious little dotted figure that serves in the intro-
duction and in the reading of the lettet, and even
more in the truly exhilarating trioc with Quickly
(“Sigh no more, ladies,” one of the folksongs, ingeni-
ously placed and brilliantly worked up) that ends the
scene. Happily, we don't have to choose, and I think
that most listeners will become warmly attached to
the score once its atmosphere sinks in and its motives
become familiar.

The composer acted as his own librettist in this
work, and for the most part he cut and added
shrewdly—the piece has greater variety of color and
pace than either Hugh or Pilgrim's Progress. (In Ri-
ders to the Sea, variety is exactly not the point.)
Apart from the added lyrics, most of the text is
straight from the play, and Vaughan Williams
evidently took care that most of the topical refer-
ences and obsolete usages be omitted for clarity’s
sake. In an effort to shore up Falstaff's position amid
the welter of characters and happenings, he has
made one odd change in the finale, transferring
Ford’s little speech that begins “Stand not amazed”
to Falstaff; the latter wears it a bit askew, it seems
to me.

The performance is a capable one but encounters a
problem that is often difficult for large-cast ensemble
works on records: With none of the roles really domi-
nant and many shorter ones of approximately equal
importance, the weight of a full-length score carried
almost entirely by secondary singers—soine of rather
dim vocal identity—can become tiring without the
visual confirmation of theater performance. The case
here is not quite so advanced as with the Pilgrim’s
Progress recording, where some forty roles have
somehow been cast in shades of cathedral gray, but
it's still a drawback: a whole passel of comprimario
tenors (including Evans and Caius) who have in com-
mon thin tone and an inability to project low notes,
several anonymous-sounding baritones. Among all
the supporting roles, the only singer with any real vo-
cal presence is the bass Richard Van Allan, a fine Pis-
tol.

Even among the leads, there is little real vocal stat-
ure or beauty. The most satisfactory performances
are those of Raimund Herincx as Falstaff and Helen
Watts as Mistress Quickly. The former’s voice is not
quite as fresh, steady, and well-integrated as it was
when he recorded the Father in Hansel and Gretel
very impressively about a decade ago, but it’s still an
authentic operatic baritone of good quality, and he
has the music’s style well in hand. Watts is, as al-
ways, solid and reliable; the role does not afford her
great leeway.

Felicity Palmer and Elizabeth Bainbridge “get
through” the wives' music, though a bit effortfully;
Wendy Eathorne sounds pretty as Anne. The Fenton
is Robert Tear, musicianly and intelligent as always,
but also rather dry and tremulous of voice. The Ford,
Robert Lloyd, has reasonable energy and security
with a dark bass-baritone voice.

With no real basis for comparison, and without
any opportunity for score study, I can only say of
Meredith Davies’ conducting that it seems extremely
well judged and balanced and that he gets good play-
ing and choral singing from his forces. Stereo is used
neatly and the orchestra recorded well; the solo
voices have that sense of empty space around them
that is heard only on certain studio stereo recordings
and that I never like—most listeners, I gather, accept
it as only natural.

I have enjoyed hearing the piece and am sure I
would enjoy it even more in the theater. Both the
score and performance, though, put me in mind of a
short article written by Vaughan Williams himself
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(reprinted in the Oxford University Press volume of
the Vaughan Williams/Holst correspondence), in
which he characterizes good taste as “‘the stumbling
block in the path of the ‘Young English school of
composers.’ " He plumps for vulgarity.

But in Sir John, he never quite escapes his own
good taste. There is a certain unshakable politeness
to even the rudest of his denizens of Windsor—these
tuppers and topers don't exactly swing from the
chandelier. Their civilized tone is refreshing, but it
sets certain bounds on the discourse. To paraphrase
a current commercial: We don’t want operas with
good taste, we want operas that taste good. This is

best English cookery, but English cookery all the
same.

VAUGHAN WILLIAMS: Sir John in Love.

Mrs. Page Felicity Palmer (s) Peter Simple David Johnston(t)
Anne Page Wendy Eathorne (s) Sir John Falstaff  Raimund Herincx (b)
Mrs. Ford Ellzabeth Bainbridge (ms) Page John Noble (b)
Mrs. Quickly Helen Watts (a) Sir Hugh Evans Rowland Jones (b)
Fenton Robert Tear () John Brian Ethridge (b)
Dr. Caius Gerald English (1) Robert Stephen Varcoe (b)
Bardolph John Wintieid () Ford Robert Lloyd (bs)

Nym Mark Rowlinson (1 Pistol Richard Van Allan (bs)
Shaltow Terry Jenkins (1) Rugby Lawrence Richard (bs)
Slender Bernard Dickerson (t Host of the Garter Cofin Wheatley (bs)
John Alldis Choir; New Philharmonia Orchestra, Meredith

Davies, cond. [Christopher Bishop, prod.] ANGEL SCLX 3822,

$21.98 (thiee discs, automatic sequence)

Maryléne Dosse’s Vox survey of the piano music spotlights the
virtues—and limitations—of a passion for balance and elegance.

THE LARGE OUTPUT of Camille Saint-Saéns during his
long life included works in almost every musical
form. A good number of these compositions have re-
mained in performance over the years, but this num-
ber has not included any of the many works he wrote
for solo piano, although the piano concertos are still
popular.

Vox’s new pair of three-record volumes of Saint-
Saéns’s piano music seeks to rectify this situation.
First, as to its alleged “completeness.” The set in-
cludes works written for solo piano, piano duet, and
two pianos. It does not inrclude (with one exception)
piano transcriptions and arrangements of works of
other composers, several “inconsequential” pieces,
and the following: King Harald Harfagar (Op. 59),
Berceuse (Op. 105), and Marche (Op. 163).

The piano works literally span his lifetime. The
first (Op. 3) was written in 1855, when Saint-Saéns
was twenty; the last (Op. 169) in 1921, the year of his
death. As such, they provide a good indication of his
progress as a composer over a sixty-plus-year span.

In judging these works, it is valuable to quote from
part of the extensive notes by Charles Suttoni that
accompany the records:

[{Saint-Saéns] never varied from the aesthetic prin-

ciples that underlay his compositions and that can be

gleaned from his own writings. “Avoid all exagger-
ations,” he wrote. “The striving for originality is
deadly for art. ... The artist who does not feel com-
pletely satisfied with elegant lines, well-balanced col-
ors, and a beautiful succession of harmonies does not
understand art.”
That statement is a key one. We today probably will
have great difficulty in appreciating an aesthetic ori-
ented along these lines. To us such an attitude is a
prescription for mediocrity, or at best a blueprint for
musical wallpaper. We may not even be able to un-
derstand how a “serious” composer could devote his
working life to the achievement of such a cockeyed
nirvana. But the fact of Saint-Saéns's compositions—
and certainly of his compositions under review
here—demonstrates a complete identity of goal and
achievement.

We must, then, to some extent, adjust our perspec-
tive in assessing these works, which is not to say that
we should accept paste for diamonds, but that we
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Saint-Saéns
and the Aesthetic
of Moderation

by Patrick ]J. Smith
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should not hunt for what was not intended to be
found. The “originality” of a Berlioz (or, in this case,
of a Chopin or a Schumann) is nowhere in evidence;
on the other hand, the values that Saint-Saéns es-
pouses are. If these six records contain no standout
piano pieces, nonetheless a good many of them are
eminently rewarding and are of a musical quality
more elevated than either workaday piano studies or
the kind of Muzak-making that passes for “back-
ground music.” Saint-Saéns, quite simply, was too
accomplished a craftsman and a composer to write
trash—although now and then he came uncomfort-
ably close.

That said, we can come to closer grips with the mu-
sic itself. The piano works, taken as a whole (as they
are given here), are always easily listenable and
range widely in both form and technical require-
ments for the instrument. But they are a very mixed
bag. I cannot imagine many people listening to this
set—or even two or three sides’ worth—straight
through. There are five or six pieces that could be is-
sued on one or two records; there are also several
that should be quietly forgotten.

What is most evident on listening to these records
is that Saint-Saéns was, in his piano writing, not as
much interested in writing for an audience (with sev-
eral bravura exceptions) as in writing for the pianist
at home. Many of the works present specific diffi-
culties, but the difficulties are of an order that would
give challenge, satisfaction, and enjoyment to the pj-
anist. This is especially true of the four-hand and
two-piano works—particularly the two-piano
Beethoven Variations. Furthermore, when Saint-
Saéns, in his pedagogical mood, elaborates on a tech-
nical trait (alternating major and minor, thirds, right-
and left-hand syncopations and off-accents, and the
like), he always goes beyond the “study’ to the work
of art, so that the technical problem is integrated into
a larger structure and, significantly, into a mel-
lifluous musical line.

The oft-repeated gloss that Saint-Saéns, the child
prodigy who “lacked inexperience,” wrote his best
works before thirty and spent the rest of his life
doodling will not stand up to the scrutiny of the pi-
ano compositions. By and large, his best works are
scattered throughout his compositional life (and
even within a single set of works). The Album, Op.
72, can be taken as an example. The “Prelude” and
“Toccata” therein are both excellent, typifying the
best in Saint-Saéns. The “Carillon” employs a 7/4
meter in a rather timid (nonoriginal?) way and is ob-
vious as a “music picture.” The “Waltz" is over-
elaborated, the “Final” effective but fustian, and the
“Chanson napolitaine” unspeakable. In essence,
Saint-Saéns’s early works show a freshness and es-
prit along with a dependence upon earlier masters;
his middle-period works contain a greater percent-
age of dross in the form of pieces in an “impression-
ist” vein and those written all too clearly for the sa-
lon; while in his later works there is evidence of a
spareness and tautness that indicate a recovered dis-
cipline.

The piano works can be divided into the “impres-
sionist’ ones, like Une Nuit a Lisbonne and the es-
says in Near East exotica, which form a minor part of
the whole, and his many pieces in a set form (vari-

ations, gavottes, mazurkas, waltzes, preludes, and
fugues). I myself am least attracted to the show-
pieces, for all their glitter, either the bravura ones—
the Etude en forme de valse from the Op. 52 set or the
reworkings of his Third Piano Concerto (Op. 29) and
his Fifth (the Toccata from Op. 52)—or the large-
scaled waltzes and fugues that he wrote throughout
his life. The prelude-and-fugue form is one that was
constantly with him as organist for many years at the
Church of the Madeleine in Paris; I find the most suc-
cessful are the simplest.

It is in the most direct and straightforward musical
statements that I find the best in Saint-Saéns's piano
writing, for these works have both lucidity and very
real charm. A work like the Six Etudes for the left
hand alone, Op. 111, will set no worlds alight, but it
explores the given subject with assurance and grace
(and even includes an apparent contradiction in
terms, a one-handed fugue). It should be a delight to
play. There is a link connecting these unaffected
pieces and the piano works of Chabrier and Fauré
with those of Francis Poulenc.

Maryléne Dosse (and Annie Petit, in the four-hand
pieces) brings an excellent sense of style and tech-
nique to the performance of these varied works. The
very scope of Saint-Saéns’s piano writing demands a
variety of pianistic strengths, in terms not only of
technical ability, but also of control of line and color.
What is lacking in Dosse's piano playing is, finally,
an individuality—a sense of a work or a passage
being suddenly illuminated rather than rendered.
Technically, she has some difficulty in clear articu-
lation of rapid passages, her pp playing is not enough
differentiated from a straight p (there should be an
ethereal quality), and she does not have a strongly
brilliant fff. In the Etude en forme de valse her rubato
is confined to a few measures (oddly, she cuts the
written-out “exposition” repeat) instead of influenc-
ing the whole work, and she lacks the necessary
weight for the final page of the Toccata from Op. 72
or for the first fugue of Op. 52.

I must add that my opinion relates to a disagree-
ment with H.G.'s preferences for Saint-Saéns piano
playing (as set forth in his July review of Gabriel Tac-
chino’s Candide disc of the Second and Fifth Piano
Concertos). | prefer the Rubinstein “‘romantic” ap-
proach (or that of Sviatoslav Richter in a dim record-
ing of the Fifth Concerto for MK) and do not feel that
this type of playing violates “French classicality,’
while it does bring out the colors and harmonies—
and the rhythmic snap—that characterize Saint-
Saéns.

The piano sound is bright and forward, and the
disc surfaces very quiet.

F_B’ SAINT-SAENS: Piano Works. Maryléne Dosse and (in
=] the four-hand works) Annie Petit, pianos. Vox SVBX
5476 and 5477, $10.98 each three-disc set.

SVBX 5476: Bagatelles (6), Op. 3; Duettino, Op. 11*; Variations on a Theme by
Beethoven, Op. 35*; Allegro, Op. 29; Caprice sur des airs de baltet d'Alceste,
Wo0.; Mazurkas (3), Opp. 21, 24, 66; Gavotte, Op. 23; Etudes (6), Op. 52; Allegro
appassionato, Op. 70; Menuet et Valse, Op. 56; Une Nuit a Listonne, Op. 63;
Polonaise, Op. 77*; Album, Op. 72. SVBX 5477: Souvenir d'Italie, Op. 80; Feuillet
d’'album, Op. 81°*; Les Cloches du soir, Op. 85; Pas redoublé, Op. 86°; Scherzo,
‘Op. 87*; Valse canarlote, Op. 88; Suite, Op. 90; Souvenir d'Ismailla, Op. 100;
Valse nonchalante, Op. 110; Caprice arabe, Op. 96*; Théme varlé. Op. 97; Valse
mignonne, Op. 104; Caprice héroique, Op. 106*; Valse langoureuse, Op. 120;
Valse gaie, Op. 139; Etudes for the left hand alone (6), Op. 135; Etudes (6), Op.
111, Marche interalliée, Op. 155°*; Fugues (6), Op. 161; Feuiltet d’album, Op
169. [*for piano duet; * for two pianos.]
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ARNE: Sonatas for Harpsichord (8). Chris-
topher Hogwood, harpsichord. [Peter Wad-
land, prod.] Oiseau-LYRE DSLO 502, $6.98.

This companion release to the disc of Arne
overtures reviewed last month (DSLO 503)
surely must be the first complete recording
of the composer’s only published works for
solo keyboard, the set of sonatas or “les-
sons’ published in 1756. (All eight pieces
are included in this disc despite a current
Schwann entry that credits it with only
four.) It also represents, in this country at
least, the record debut as soloist of the tal-
ented young musicologist best known up to
now as continuo-harpsichordist for Neville
Marriner’'s Academy of St. Martin-in-the-
Fields and as conductor of his own Acad-
emy of Ancient Music. But unlike his Arne-
overtures program, the appeals of both the
present music and Hogwood's own per-
formances are more circumscribed—
restricted, I suspect, to specialized, con-
noisseur listeners.

That’s not to say that the best of the so-
natas—the larger-scaled No. 3 in G and No.
4 in D minor—are not impressively fine
works, but the set as a whole is extremely
uneven and most of the other sonatas are of
slighter aesthetic interest. Nor is it to say
that Hogwood's playing is not author-
itatively skillful—only that at worst it be-
comes somewhat doggedly methodical or
overinsistent, while at best it never quite
achieves the ease and dramatic conviction
that a more magisterial soloist like Igor Kip-
nis brings to his version of the Third Sonata
(included in last April’s “English Harpsi-
chord” anthology, Angel SB 3816).
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Nevertheless, the present release is not
only one of substantial historical worth,
but one admirable for its varied sonic at-
tractions. Hogwood uses a single-manual
Kirkman instrument of 1766 for the less-
demanding Sonatas Nos. 1, 2,5, and 6 and a
bigger-toned double-manual 1744 harpsi-
chord made by Thomas Blasser for the
others. As always for any release in which
Hogwood participates, he provides detailed
notes on both the music and the instru-
ments at hand. R.D.D.

BACH, J.C.: Flute Sonatas, Op. 16* and Op.
19*. Ingrid Dingfelder, flute; Rita Koors-
Myers, harpsichord®* and piano*. [James
Rich, prod.) MusicAL HERITAGE MHS 1974/5,
$7.00 (two discs, manual sequence; Musical
Heritage Society, 1991 Broadway, New York,
N.Y. 10023).

Descendants of American Tories, unhappy
with the one-sidedness of most current Bi-
centennial musical activities, can console
themselves with these light but engaging
sonatas. They were probably written just
around 200 years ago (although some were
not published until later), and they un-
doubtedly were a consolation to George 111
in his periods of melancholia and worry
over his revolting colonists. For the “Lon-
don” Bach, youngest of Johann Sebastian's
sons, was music master to Queen Charlotte
from 1767 until his death in 1782 And in ad-
dition to teaching her and the royal chil-
dren, one of his duties was to accompany
(on the harpsichord or the then new piano-
forte) the king's own flute playing—surely

of some of these same sonatas. (He may

. have had an easier part than Ingrid Ding-

felder has now, however, for at least some
of these works have been revised, like Mo-
zart's earliest flute-or-violin sonatas, to in-
terchange some of the originally simpler
solo and more elaborate harpsichord right-
hand passages.)

The present examples—Op. 16 with harp-
sichord, Op. 19 with piano—are all two-
movement works, designed for amateurs’
performance as well as entertainment,
hence frankly lightweight, cheerfully di-
verting, and ingenuously charming. Ap-
propriately, the present performances are
unpretentiously straightforward yet techni-
cally deft and tonally attractive in clean,
bright, ungimmicked recording.

This two-disc set comprises Vols. I1I (Op.
16) and IV (Op. 19) of an ongoing series. Vol.
11 (MHS 1810) is equally appealing for its
Op. 18, comprising four similar flute/piano
sonatas plus two for piano four-hands in
which Rita Koors-Myers is joined by Carol
Gremand. But | can't recommend Vol. |
(MHS 1745), since its Op. 2 flute/harpsi-
chord sonatas are musically far inferior
(even immature) and the recording is op-
pressively closer and coarser. The marked
improvement in the later volumes holds
better promise for likely future ones: the set
of Op. 17 sonatas surely, and probably
more, since Grove’s credits |. C. Bach with
no less than thirty-five sonatas for flute (or
violin). R.D.D.

@ BacH: Brandenburg Concertos (6),
2] s. 1046-51. Virtuosi of England, Ar-
thur Davison, cond. [John Boyden, prod.]
VANGUARD EVERYMAN SRV 313/4 SD, $7.96
(two discs, manual sequence).
E] BacH: Brandenburg Concertos (6),
S. 1046-51. Jean-Frangois Paillard
Chamber Orchestra, Jean-Frangois Paillard,
cond. RCA ReD SeaL CRL 2-5801, $7.98 (two
discs, automatic sequence).

Jean-Frangois Paillard’'s new Erato/RCA
set earns a respectable spot somewhere in
the middle of the massive Brandenburg dis-
cography, but Arthur Davison's Vanguard
Everyman set (first released in England in
1972 by the Classics for Pleasure label)
joins the top group.

Both accounts basically follow the stand-
ard text—i.e., that of Bach's 1721 Dedication
Copy. Between the two movements of Con-
certo No. 3, Paillard interpolates a harpsi-
chord cadenza adapted from the Toccata,
S. 915, while Davison devises a viola pas-
sage. conjecturing that Bach himself played
this instrument in the ensemble and would
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have wanted to improvise from his seat
rather than walk to the harpsichord or en-
trust it to another player. Though neither
recording employs antique instruments to
any great extent. Davison is more “‘authen-
tic” than Paillard: He uses gambas rather
than cellos in No. 6, recorders rather than
flutes in Nos. 2 and 4, and apparently a real
violino piccolo in No. 1. He also employs
one player to a part in tuttis, in contrast to
Paillard's small chamber ensemble. Fur-
thermore, the Davison readings stress
adroit and frequent use of ornamentation
and trills. I can't recall another set of the six
works so creative (and discrete) in this de-
partment.

Paillard’s interpretations are musical and
sympathetic, but, despite the presence of
such superstar soloists as Rampal and
André, there are many imprecisions of exe-
cution—in the finale of No. 4, for example.
The Davison set is much more bouncy,
fresh, and individual in viewpoint. Fast
movements are fast and exciting, slow
movements broad and expressive (note the
middle movements of Nos. 2 and 6). Articu-
lation and internal balances are won-
drously crisp, though in both new releases
the repeated flute trills in the first move-
ment of No. 5 are peculiarly backward, al-
most inaudible.

RCA'’s sonics are posh, Vanguard's bright
and gleaming. Vanguard has the concertos
sequenced in strict numerical sequence,
necessitating a side break in No. 5. My copy
of the RCA had warp problems, possibly
not helped by the packaging—two discs in
one cardboard sleeve.

The Vanguard Everyman set is a formi-
dable contender even apart from its price. |
rate it alongside the Marriner set (Philips

6700 045), which offers the late Thurston
Dart’s hypothetical reconstruction of the
concertos’ original, substantially different
form; the original-instrument presentations
of the Vienna Concentus Musicus (Tele-
funken SAWT 9459/60) and, better still, the
Collegium Aureum (Victrola VICS 6023);
the bracing and kinetic Newman set (Co-
lumbia M2 31398); and the gentlemanly and
gracious Britten (London CSA 2225). Too
bad the Goldberg/Netherlands Chamber
Orchestra version (last available here on
World Series) is likely gone for good; it
made up in virtuosity and musicianship
what it may have lacked in ultimate schol-
arship and will be missed. A.C.

BEETHOVEN: Sonatas for Piano: No. 23, in F
minor, Op. 57 (Appassionata); No. 24, in.F
sharp, Op. 78; No. 29, in B flat, Op. 106
(Hammerklavier); No. 32, in C minor, Op.
111. Alfred Brendel, piano. PHiLIPS 6500 138
(Nos. 23 and 32) and 6500 139 (Nos. 24 and
29), $7.98 each.

The installments so far released in Bren-
del's new Beethoven-sonata series show a
minimum of interpretive change from his
Vox cycle—far less than in, say, the Liszt
concertos or the Schubert impromptus.
Where there is a change, it is toward greater
nuance and delicacy. (Certainly the Philips
sonics are more flattering to his rather thin
sonority, but in fairness the few Turnabout
single-disc issues from the Vox series that I
have heard show an almost equal improve-
ment.)

The suitability of Brendel's approach
varies from sonata to sonata. He is heard to
best advantage, I think, in the cameolike
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The best classical records reviewed in recent months

‘ BarTdk: Concerto for Orchestra. Kubelik. DG 2530 479, May. |
BEETHOVEN: Bagatelles. Gouid. CoL. M 33265, Aug.
BEETHOVEN: Late Quartets. Végh Qt. TEL. SKA 25113 (4), Aug.

‘ BranMs: Symphonies: Nos. 1, 3, 4. Kertész. Lon. CS 6836, 6837, 6838,

KobALy: Orchestral Works. Philharmonia Hungarica, Dorati. LoN. CSA

MaHLER: Symphony No. 4. Blegen, Levine. RCA ARL 1-0895, June.

MASSENET: La Navarraise. De Aimeida. CoL. M 33506, Aug.

MENDELSSOHN: Piano Concertos. Perahia, Marriner. CoL. M 33207, July.

MozarT: Concertos Nos. 14-19. P. Serkin. RCA ARL 3-0732 (3), May.

PRAETORIUS: Dances and Motets. Munrow. ANG. S 37091, June.

( RaveL: Orchestral Works. Skrowaczewski. Vox SVBX 5133 (4), July.
SCHOENBERG: Piano Works. Jacobs. NONE. H 71309, June.

\ SCHOENBERG: Pierrot lunaire. Maxwell Davies. UNI. RHS 319, May.

SCHUBERT: Piano Trios. Szeryng, Fournier, Rubinstein. RCA ARL 2-0731

SCHUBERT: Wanderer; Sonata, D. 845. Pollini. DG 2530 473, May.
STRAUSS, R.: Bourgeois Gentilhomme; Horn Concerto No. 1. Ormandy.

ARIAS AND DUETS. Blegen, Von Stade. CoL. M 33307, July.
I CELLO SoNATAS. Sylvester, Desto DC 7169, June.

ENGLISH HARPSICHORD. Kipnis. ANG. SB 3816 (2), April.

OBoE RecITAL. Holliger. PHI. 6500 618, June.
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Op. 78. Others have given this “little” so-
nata bigger dimensions, but the music is un-
hurt by Brendel's chiseled proportions and
salon civility. He shapes the structure ad-
mirably, reducing the dynamic scale
slightly but preserving the necessary con-
trasts. The fastidious poise and clarity of
his fingerwork here more than outweigh
the slight pinginess of his sound in the high
register,

The same daintiness applied to the
rugged Appassionata raises many more
questions. Brendel conveys the structure of
the first movement well-keeping a firm
rhythmic outline in passages where Beetho-
ven opts for a lot of rhetorical padding, and
separating primary lines from secondary
ones. Sometimes he overdoes the intellec-
tualism, as in the restatement of the first
movement's principal theme, where the ex-
plosive sequence of F minor chords is re-
fined almost into triviality. For all Brendel's
erudition and technical expertise, I found
this an inhibited, frustrating Appassionata;
the letter of the law is there, but hardly any
of the spirit.

Op. 111, the Appassionata’s disc-mate, is
better in contemplative moments than
in heroic ones. Brendel holds the first
movement together, but his lack of to-
nal allure and slightly metronomic ap-
proach to larger phrase units lend a some-
what tight-lipped, frigid aura to music that
should (as Beethoven described his Missa
Solemnis) go from the heart to the heart.
For all its evident sincerity, the direct com-
municative link is intercepted by a middle-
man: decorum. Similarly, the Adagio pro-
ceeds well until the pianist, with his
patrician care and judicious rhythmic
exactitude, finds it difficult to surrender
wholeheartedly to the near violence of the
jazzlike variations.

Finally, the Hammerklavier. Brendel's
liner notes suggest that we “shudder™ at the
composer’s metronome markings, “which
suit the tempo indications as little as the
playability and the character of the music.”
I would humbly suggest that it is Brendel,
not Beethoven, who has misjudged the
character of the music. Though the new
Philips recording is superior to the older
Vox tonally, the interpretation—tinkly,
precious, trivial, and even downright senti-
mental—is a pale reflection of the music’s
greatness. As before, Brendel employs little
amplifications—an extra octave in the bass
and so forth—but he seems blissfully una-
ware of the composition’s essential power.
Kempff brought off a similar approach to
this sonata with more stature and success.

H.G.

BLACHER: Sonata for Solo Violin, Op. 40;
Four Ornaments. LINKE: Violencia.
MapernAa: Dedication; Piéce pour lvry.
Christiane Edinger, violin. ORION ORS 75171,
$6.98.

For me, the highlight of this disc is the
strikingly original and deeply lyrical solo-
violin sonata written in the early 1950s by
the late Boris Blacher, one of the most im-
portant representatives of a middle-of-the-
road style in contemporary German music.
The second movement, featuring an excep-
tionally fluid melody woven in an almost
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Christiane Edinger—utterly amazing playing of Blacher, Linke, and Maderna.

Eastern fashion around pizzicato ostinatos
on the open G. D), and A strings, contains
some of the most intriguing writing for solo
violin I've ever heard. But | was also quite
taken by the way Blacher uses the solo line
as a vehicle for his “variable meter' tech-
nique, in which the meters of the bars are
continually varied in a systematic fashion.
Because of the logic behind the system
atization, the rhythmic pulse. far from
being destroyed. is marvelously enriched—
especially. here, in the third movement.

The 1969 Ornaments, apparently the last
of a series of Blacher works with that title
(the 1950 Ornaments for piano was the first
work to put the "variable meter' into prac-
tice), has a less flowing, somewhat more
avant-garde character. Like the sonata.
however, it is filled with inventiveness.
whether in the all-pizzicato “presto’” move-
ment or the perpetuum mobile finale. And
here. as in other works, the composer
makes particularly effective use of cer-
tain single. recurring notes, as in the third
movement.

In spite of their more conservative style.
the Blacher works seem in many ways less
fettered than the more modernistic pieces
by Norbert Linke and Bruno Maderna. with
their predictable seesaw alternations be-
tween bowed and pizzicato passages. their
huge intervallic leaps. their sudden out
bursts, and, in the Linke. the faddish mon-
tage of well-known snippets. But [ must say
that the icy. distant beauty of some of the
ultra-high-register passages of Maderna's
Dedication has a gripping effect on the lis-
tener. And I love the spluttering. elliptical
finale. Linke. too, knows how to put a violin
through all its motions—perhaps too much
so—and he does integrate his quotations
(from Mozart. Paganini. Richard Strauss,
and Rimsky-Korsakov) with great subtlety
into Violencia. so that they seem genuine
elements of the musical fabric. But I found
the piece too unrelenting. too gymnastic.

German-born Christiane Edinger’s play-
ing is utterly amazing. She manages to
bring warmth to even the most remote
reaches of the Linke and Maderna works. If
I had to single out one area of excellence in
her performances of the Blacher pieces. it
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would be the rhythmic élan, for she does
not miss a single turn in the composer’s cir-
cuitous rhythmic routes. and the results are
marvelously catchy. It is difficult to keep
coming up with new adjectives to describe
an excellent violin tone. but for Edinger’'s
tone I would fall back on “pure.” This ap-
plies both to the tricky. high-register bow
ing in the Maderna, which she accom-
plishes with flawless smoothness, and to
Blacher's more conventional writing. Note
also the perfect balance of Edinger's
douhle-stops in the opening of the Blacher
sonatd.

My cats can attest to the sharpness, bril-
liance, and clarity of the recorded sound.
They hated this record. Humans. however.
should definitely investigate it. R.S.B.

BRraHms: Quartets for Piano and Strings:
No. 1, in G minor, Op. 25; No. 2, in A, Op.
26; No. 3, in C minor, Op. 60. Beaux Arts
Trio;, Walter Trampler, viola. PHILIPS 6747
068, $23.94 (three discs, manual sequence)
11 BrAHMS: Quartets for Piano and
Strings: No. 1, in G minor, Op. 25,

No. 2, in A, Op. 26. Rudolf Serkin, piano;
Busch Quartet members. DACAPO 1C 147
01555/6, $11.96 (two discs, monc) [No. 1
from CoLumsia ML 4296, recorded 1949 No
2. from HMV/VICTOR 78s, recorded 1939]
(distributed by Peters International, 619 W.

54th St , New York, N.Y. 10019)

Comparisons

Glazer, Eastman Qt(Nos. 1-3) Vox SVBX 592
Rubinstein, Guarneri Qt(Nos. 1-3) RCALSC6188
Gilels, Amadeus Qt (No. 1) DG 2530133
Curzon. BudapestQt(No. 2) Odys, 32260019
Frank, BSOCh. Players(No. 3) RCALSC6167
Crowson, Pro Arte Qt(No. 3) Ois.-L. SOL 320

One can compile a catalogue of minor vir-
tues on behalf of the new Philips set of the
Brahms piano quartets: The pressings are
good. the surfaces noiseless, the readings
carefullv judged. For purists. there is—I be
lieve for the first time on records—an expo-
sition repeat in the first movement of No. 2.
And the set staris auspiciously: The open-
ing movement of No. 1 is well proportioned.
with a wide dvnamic range.

Alas. that favorable impression is short-
lived. The second movement of the G
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minor Quartet is wan and listless, the slow
movement stagnant and lacking in impetus.
the gy psy finale tepid and limp. The lyrical
Quartet No. 2, where an easygoing ap-
proach just might work. is even less satis-
factory. | sense no over-all gauging of the
work's dramatic proportions: the perform-
ance meanders and breaks into unrelated
little sections. Listen, for example. to the
very opening. The piano’s initial statement
of the first theme ought to be kept intimate:
the repetition by the string trio is on :
higher dynamic (and dramatic) plane. but
still intimate: finally. the forte restatement
should be a full-blooded tutti. a dramatic
culmination. The Beaux Arts frustrates by
backing oft before it even gets near its desti-
nation, and rhythmically as well as dynam
ically all the little fussings destroy the for-
ward line and backbone that even a
relatively lvrical piece requires. In such a
performance. the Beaux Arts’ novel exposi
tion repeat is no boon. to put it delicately.

Quartet No. 3 remains well above the
level of No. 2. perhaps because this more
succinct work is less difficult to hold to-
gether. Still, | doubt that anyone who re-
members the grand old Mercury perform-
ance by Horszowski. Schneider. Katims,
and Miller—or even the deleted RCA ac-
count by the Festival Quartet—could be
happy with such a genteel. anemic reading.

Nor am [ happy with the instrumental
balance. ! will not say that there istoo much
piano—I am all in favor of robust. forth-
right, bass-oriented sonority in the big
Brahms piano parts. and Menahem Pressler
is just fine here. Rather there is not enough
from the strings. With the frequent excep-
tion ot Walter Trampler’s dark. gutsy viola
plaving. the string players don't match
Pressler’s gusto. [ have the highest regard
for violinist I[sidore Cohen. vet here his
sound is reticent. angular, and a bit impure.
It must be the microphoning, but whatever
the cause the soaring upper lines never
reach out and grab the listener as they
ought 1o in this muscular, emotional music.
Bernard Greenhouse is an expert, tasteful
cellist, but his years of experience as a con-
tinuo player seem to have gotten 1o him: His
sound is so chaste, his vibrato so even, his
phrasing so tasteful that even in his big
solos he blends into the background.

It is valuable to have DuCapo’'s reissue of
the Serkin/Busch Quartet recordings of
Nos. 1 and 2. The performances are ex-
tremely fine. if far from definitive. but even
more they serve as a useful corrective to the
currently common “cosmetic” approach to
Brahms: refined balances. elegant finesse,
smooth tone. opulent relaxation. These mu-
sicians correctly provide sinew as well as
sentiment—though sentimentality is rather
hard to find in these no-nonsense inter-
pretations. We may think of Brahms as a
Romartic. but he considered himselt a clas-
sicist. a bulwark against the undisciplined
rhetoric of Liszt. Wagner. and the others.
And that rugged classicism is what Serkin
and the Busch Quartet give us: firm rhyth
mic stress. rather tightly metrical phrasing.
fast basic tempos. Tonally. the perform
ances are decidedly lean. and one misses a
certain flow and plasticity that the music
also needs.

There is a slightly pedantic qualitv to
these performances. which don’t really
catch fire in the way that the old Bauer/
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Flonzaley reading of the F minor Piano
Quintet (RCA VCM 7013} did. | have always
felt that Serkin was overly deferential
toward Adolf Busch (his father-in-law).
that his artistry developed immensely after
Busch’s death: compare. for example. the
very good Serkin/Busch and the superbly
inspired Serkin/Budapest recordings of the
Brahms piano quintet.

The Second Quartet. from 1938, sounds
rather screechy and nasal. blemished by
obtrusive 78 surface noise—far below what
one would expect from a European record-
ing of this vintage. The First Quartet. from
1949 (with violist Hugo Gottesmann replac-
ing Karl Doktor). is altogether more realis-
tic: with a bit of equalizing it sounds almost
contemporary in this superb transter. No. 1
also benetits from more unified and precise
string plaving than No. 2.

Where does that leave the Brahms piano-
quartet discography? Neither of the older
complete sets is wholly recommendable.
The Vox set by Frank Glazer and the East-
man Quartet is very competent but not dis-
tinguished enough to olfset the extremely
harsh sound. tThe Rubinstein/Guarneri
RCA set. while unquestionably superior to
the Beaux Arts. is in general too refined for
my idea of this music.

Now that Turnabout has withdrawn the
Solchany/Hungarian Quartet disc of No. 1.
there remain the sensitive but slightly over-
refined Rubinstein/Guarneri and the more
robust but slightly studied Gilels.
Amadeus. whose chiet drawback is the pi-
anist’s hard tone. I would choose the Ser-
kin/Busch over both. My favorite No. 2
among current listings is the Curzon/Buda-
pest. firmer and more decisive than the
overly autumnal Rubinstein/Guarneri. But
readers should keep an eve out tor a record-
ing by the Brahms Quartet on the European
Concert Halllabel. which turned up a while
back inseveral New York stores tor as little
as ninety-nine cents. It is a real sleeper: an
absolutely brilliant reading. gorgeously re-
corded and flawlessly  pressed. Finally.
none of the available editions of No. 3isina
class with the aforementioned Horszow-
ski/Schneider/Katims/Miller; the best
of the lot are those by Claude Frank and the
Boston Symphony Chamber Plavers and
Lamar Crowson and the Pro Arte Quartet.

H.G.

LB1 CHIMARA: Grass*; Ceremony |; Cere-
mony II*. Buell Neidlinger, double
bass”; Peter Lloyd. flute*; Suenobu Togi,
hichi-riki*; London Symphony Orchestra
members, Neville Marriner, cond. [Paul Chi-
hara and Buell Neidlinger, prod.] TURNABOUT
QTV-S 34572, $3.98 (QS-encoded disc).

Paul Chihara’s music is pure evocation.
Once it sets vour thought processes in mo-
tion, the spell lasts until the end.

Grass (1972) is the strongest of the three
works on this disc, a dialogue for double
bass with orchestra that here makes ex-
tremely eftective use of the possibilities of
four channels. (The reference of the title is
not to what you might think, but to a poem
by Marvell) A mixture of styles (jazz is an
important element), it sustains a meditative
state and develops its content in a thor-
oughly convincing manner.
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Neville Marriner
An equal flair for new and old.

Ceremony 111, composed at Tanglewood
in 1973. is longer. more varied. and more
moving than Ceremony I, written two vears
carlier. As Grass employs the distinctive
colors and timbres of long strings. this work
makes use of the sound of wind instru-
ments. For Chihara the Ceremonies are mu-
sical rites of passage. music to accompany
spiritual transformation. Taken cold sober
on a sunny morning, they may not have
much impact. At other times and other
places, they have a very different effect.

The performances appear to be excellent.
and it is interesting indeed to find Neville
Marriner directing repertory of this tvpe in
contrast to his usual concentration on older
music. Clearly he has a flair for both the old
and the new that we may not have realized.

R.C.M.

CHOPIN: Sonata for Piano, No. 2, in B flat
minor, Op. 35. Liszr: Sonata for Piano, in B
minor. Tedd Joselson, piano. [Peter Delheim,
prod.] RCA ReD SeaL ARL 1-1010, $6.98
Tape: @ ARS 1-1010, $7.95

Tedd Joselson’s second RCA disc at least al-
lows us a glimpse of his work unencum-
bered by the lethargic orchestral work and
indifferent engineering of his debut record-
ing. the Tchaikovsky First and Prokofiev
Second Concertos (ARL 1-0751. reviewed in
April 1975). The piano here sounds beau-
tifully mellow and resonant, and its sound
is presented intact by the excellent repro-
duction and smooth pressing.

Joselson may well be one of those exeit-
ing virtuosos who find it difficult to adapt
the full impact of their style to recordings. |
certainly hope that his work in the concert
hall has more scope. projection, and diver-
sity than emerges from this uneven, but
nevertheless likable, disc.

The good things first: Joselson seems 1o
be a lyrical. poctic plaver, alwayvs an un-
characteristic and welcome departure
among today’s voung instrumentalists spe-
cializing in the freewheeling Romantic rep-
ertory. He phrases warmly and expansively
and has enough imagination to search out
voicings that cast alluring shadows on a
passage and give added dimension to the

music's svmphonic potential. Many
phrases emerge with a singing sensibility
that promises something quite special.

That promise. regrettably. is often unful-
filled. Whereas other lyric-Romantic vir-
tuosos (e.g., Vasary and Perahia among the
vounger group) justify their inner voices by
superbly judged leading énd chording. Jo-
selson lacks discipline and direction. More
often than not. an uncorventionally bal-
anced chord will not move logically to the
next one in a given progression, but will in-
stead be left dangling ir midair. Articu-
lation is often rather nebulous. lacking both
textural diversity and inc:sive definition.

Then. too. Joselson could protitably pav
more heed to the structural aspects of these
sonatas. The Liszt is especially hard to hold
together, of course. but ¢ven the Chopin.
which fends better for itself. sounds a bit
loose-limbed here, overlv concerned with
ephemeral niceties. In hoth works there is
too much unintentional gear-shifting and
loss of basic pulse. too many fancy eftects
that need more thoughtful control of timing
and stress.

Joselson is obviously talented. but RCA
may be doing him a disservice by recording
him at this stage in repe-tory that can be
heard from the likes of Cortot. Rubinstein.
Horowitz, Rachmaninott. and Curzon. H.G.

Bl DvofAk: Chamber Works, Vol. V.
)} Dumka Trio™; Austrian String Quartet
Vox SVBX 588, $10.98 (three discs).

Trios for Violin, Cello, and Piano: in G minor, Op. 26; ir
minor, Op. 65.* Waltzes for String Quartet, Op. 54, Nos.
and 4.' Quintets for Strings: No. 1.in A minor, Op. 1; No.
3.in E flat, Op. 97* (with Irmgard Schuster, viola). Sextet
for Strings. in A Op. 48' (with Schuster; Dankwahrt
Gahl, cello).

The fifth installment in Vox's long-running
traversal of the complete Dvofak chamber
music is the most successfully performed
thus far. thanks to the advent of the Aus-
trian String Quartet. First violinist Paul
Roczek has a strong and accurate bow arm,
violist Jurgen Geise a dark but never
scrappy tone. The quartet members (and
their colleagues in the string quintets and
sextet) maintain clear internal balances
and engage in smooth give-and-take, with
none of the heer-barrel sentimentality that
their countrvmen sometimes bestow on
Slavic composers

Thus they convey the character and torce
of the intriguing Op. 1 Quintet more suc-
cessfully than did the Beclin Philharmonic
Octet members (Philips 8349 754). To the
made-in-lowa Op. 97 Quintet from the
other end of Dvorak’s creative span. this
group brings a far fuller sound and stronger
profile than did the Vienna Octet members
(Stereo Treasury ST'S 15242): it probes the
depths of the music (and characterizes the
slow-movement variations) better than in
the elegant Berlin version (Philips 6500 363).
coming close in over-al: fervor and pro-
fundity to the fabled Budapest/Trampler
edition (Columbia MS 6952 with the
Beethoven Op. 29 Quintet. or M 32792 with
the Dvorak Op. 96 Quartet), which lacks the
pleasant sonic ambience of the newer Vox.
In short. quite an achievement.

The augmented quartet also does splen-
didly by the wondertul Op. 48 Sextet. a
work that displays Dvorc k's gen