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Uher CG-360 cassette deck
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1Dolby under:200.

Twin illuminated VU meters, plus  Frequency Response (Chrome Tape):

separate input level controls for each 30-16,000 Hz
channel help you set accurate Wow & Flutter (WRMS): 0.12%
recording levels. Stereo microphone  Signal-to-Noise Ratio (with Dolby): 58dB |
inputs as well as the headphone '"%';'rnsve"s;'é‘(l"{linoe-?mv — 63mV (mic); :
output jack are all easily accessible & u . Y
on the front panel. 0'1?:::3' ?1%?»25\,/)(“% LB Gl 4 Q 49900° eo e

By any point of reference, :
compare the CT-F2121’s combination U.S. Pioneer Electronics Corp.,
of performance and features with 75 Oxford Drive, Moonachie, The CT-F2121 comes ready for custom

. installation. Handsome, optional cabinet wil
cassette decks costing much more. New Jersey 07074. wainut veneered top and sides also availa

You can come to only one conclusion ~ West: 13300 S. Estrella, Los Angeles

— at under $200-‘-' this is the most 90248 / Midwest: 1500 Greenleaf, i
extraordinary cassette deck value Elk Grove Village, 111. 60007 / Canada: ) I ARI= =
ever offered. S. H. Parker Co. N7 =d ==

when you want something bet
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REC PLAY PAUSE ¢

POWER
M OFF O
= ON

D O[EEEREEIN FULL AUTO-STOP.

*Dolby is a trademark ot Dolby Laboratories, Inc. t(Optional cabinet with walnut veneered top and sides. Approximate value, $24.95.) Prices listed above are manufacturer's a
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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, too. 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.

Thenew 2121. Witl

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 equalization
switches permit you to use any kind
of cassette tape: standard fow noise.
chromium dioxide — and even the
newest ferrichrome formulations. The
CT-F2121 brings out the fullest
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 guesswork.

TAPE DOLBY NR

[1-}
= sTO STO OFF
= CrO. C-Qs Fe-Cr ON

PHONES L—=MIC —R

OXO)

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 permalioy-solid
record 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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() PIONEER STEREO CASSETTE TAPE DECK MODEL CT-Fa2121

value orly. Actual resale prices will be set by the individua!l Pioneer dealer at his own option.



Creation of the new Calibration Standard

filled a need...the

acceptance of

Stanton's 681 TRIPLE-E is unprecedented!

5

\

It was no accident!

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

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

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

The rest is history!

Major recording 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 on-the-air broad-
casting and for disc-to-tape transfer.

And, audiophiles by their purchases have voted it the outstand-
ing stereo cartridge available.

The Stanton 681 TRIPLE-E offers improved tracking at all fre-

For further information write Stanton Magnetics, Inc., Terminal Drive, Plainview, N.Y. 11803

P

CIRCLE 35 ON REAOER-SERVICE CARD

quencies. 1t achieves perfectly flat frequency response beyond
20 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 specifications
within exacting limits and each one boasts the most meaningful
warranty possible. An individually calibrated 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 resuits were spectacular”

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

nm
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Double your test repcrts. See page 41
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anc musical america

More credit for an innovator.
See page 16.
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Ever wonder whether those home tape record-
ings you spend so much time, effort, and
money on are really the best you can get? In
our February issue, Robert Long ard Edward
J. Foster show how some easily usable charts
can help you set the electromagnetic bound-
aries your recorder and tape type allow, and
how to fit specific kinds of music into these
boundaries for The Best Tape Recordings
You’'ll Ever Make. And Pau! Moor takes a close
look at the working methods of the late Walter
Felsenstein, whose Komische Oper in East
Berlin has long been a mecca for all who look
on opera as a living art. Plus five test reports,
Gene Lees on Bill Evans, Paul Henry Lang on
Angel's new recording of Weber's Euryanthe,
and more.

Cover Design:
Roy Lindstrom
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M[AYMIE] R. KRYTHE: All about Christmas

“Adeste Fideles" is known to have been popular both
in France and Germany as early as the seventeenth
century.In France itwas called “The Midnight Mass,"”
for the monks chanted it as they marched in a pro-
cession to church on Christmas Eve.
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STEREDTEGH

“You'll
more

1270

Make sure you get your moneys worth when you buy a
stereo. Modern technology, solid state electronics
and contemporary engineering permits most equip-
ment available today to have comparable perform-
ance. If performance is the only measurement you
make you will be in danger of not getting the most for your money. 1230

Stereotech performance has been designed to be “State of the Art”
and high value. Not only must each Stereotech perform but each
Stereotech product must deliver long trouble-free life. Careful
engineering combined with time consuming life and stress test-
ing of each component part that goes into a Stereotech have assured
the performance of Stereotech. Handcrafted construction and unit
by unit testing assures you that the Stereotech you get will perform
to your expectations. —————————— — —— — — — - ==

Stereo Technology Division
1010 Conklin Rd

RD 1 Box 413A

Conklin, New York 13748

|
To prove the value of long life, Stereotech will give you a 5 Year |
Factory Service Policy when you invest in a Stereotech. Not only I
is long life promised without additional cost but is assured by this
Stereotech offer - - - Full details are at carefully selected dealers. |
That's right, Stereotech isn't everywhere; only at those specialists |
that think enough of you to invest in facilities that can care for your |
I
I
I

needs properly. NAME

Or, send us the coupon. We will rush data to help you select the right ADDRESS
stereo dealer plus full information on Stereotech and the right CITY STATE 2P

stereo for you. e —— |
CIRCLE 37 ON READER-SERVICE CARD
If you are in a hurry for your information please send

the coupon to Stereo Technclogy Division.
JANUARY 1976 5



3GOOD
REASONS
FOR
BUYING AN
EMPIRE
CART-
RIDGE

1 YOUR RECORDS WILL LAST
s LONGER. Unlike ordinary
magnetic cartridges, Empire’s vari-
able reluctance cartridges have a
diamond stylus that floats free of its
magnets. This imposes much less
weight on the record surface and
insures much longer record life.

2 YOUR RECORDS WILL

® SOUND BETTER. Empire
sound is spectacular. Distortion at
standard groove velocity does not
exceed .05%. Instruments don't
waver; channel separation is razor
sharp.

3 MORE CARTRIDGE FOR

u YOUR MONEY. We use 4
poles, 4 coils and three magnets in
our cartridge {(more than any other
brand). Each cartridge must pass
rigid tests before shipment.

For more good reasons to buy an
Empire cartridge write for your free
catalogue:

EMPIRE SCIENTIFIC CORP,
Garden City, N.Y. 11530

CIRCLE 7 ON READER-SERVICE CARD
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Kaufman’s Saint-Saéns

In the September issue Shirley Fleming re-
viewed an Orion release of the Saint-Saéns
Third Violin Concerto played by Louis
Kaufman, with Maurits van den Berg con-
ducting the Netherlands Philharmonic. 1
have owned a ten-inch Musical Master-
piece Society disc (MMS 62) of this material
by the same artists for over twenty years.
Since neither Mr. Kaufman nor Maurits van
den Berg has been really active in record-
ings of late. it would be interesting to know
if these are the same. The old MMS release
was certainly pre-stereo by some years. It
also contains some thirty-four minutes of
music—very short shrifi from a $6.98 LP,
particularly if it is a reissue of the old per-
formance.

Donald C. Birkby

Stamford, Conn.

Orion confirms that its Saint-Saéns disc is
indeed a reissue of the MMS performance.
It insists, however, that the disc is not re-
channeled—and since some companies
were already tuping in stereo in 1955, when
the recording first appeared (ut a $1.65 list!)
it could very well be real stereo.

Concert Broadcasts

Thank you for Robert Finn's "*Taping Or-
chestras for Broadcast” (August). The
broadcasts of our symphony orchestras are
about the best offerings of our poorly pro-
grammed radio stations.

As a ship’s officer away frdm home for
many months a year, l have had great pleas-
ure from my small collection of Boston
Symphony recordings. | prefer them to rec-
ords, as the audience sounds make me feel
more as though I were in attendance and
very often a degree of excitement is gener-
ated in a concert that is seldom found on a
disc. My recordings do not, however, ad-
versely affect the revenues of record com-
panies, as | often purchase records of the
works that | have heard on these concerts.

Itis a pity that Mr. Finn didn't expand his
subject matter to include chamber music
and the Library of Congress's broadcasts,
performed by the best groups available on
Stradivarius instruments. Because of sev-
eral grants from foundations that sponsor
the concerts and dissemination of the tapes,
these are available to radio stations. Surely
these concerts would win more friends for
chamber music if they were better known.

Robert G. Munns
Woods Hole, Mass.

Your recent article on the transcription
services of the major orchestras was ex-
tremely informative and points out the im-
portance of these services in bringing sym-
phonic music to the FM-radio audience.
However, | would like to point out that
the services you named are not unique.
Glenwood Audio is a recently established
company that produces transcriptions for

Louis Kaufman
Reissued, yes; rechanneled, no.

broadcast. We offer a variety of material.
including orchestral, choral, chamber, and
organ concerts performed by American and
European artists and ensembles. We will be
happy to supply information about our
service to any radio-station program direc-
tor.

Gretchen Schroeder

Glenwood Audio

Box 297

Somerville, Mass. 02143

In “Taping Orches!ras for Broadcast,”” Rob-
ert Finn has misquoted me and also cast an
ugly and inaccurate light on the Inter-
national Conference of Symphony and Op-
era Musicians’ association with the Ameri-
can Federation of Musicians

Mr. Finn quoted me as saying that "if the
tapes invariably were played without com-
mercial sponsorship, ICSOM would have
no ebjection * What | said was that we
might look at taping differently if the local
stations were not selling the time to spon-
sors and thereby making a prefit on our
services. This is very different from saying
we would approve the broadcasts if they
were not sponsored.

ICSOM's relationship with the AFM was
described as “a kind of wary but brotherly
relationship—most players in larger orches-
tras hold dual membership.” ICSOM is
purely and simply a conference of sym-
phony and opera musicians within the
framework of the AFM. Many international
unions have conferences within the larger
organization. Some are based on geo-
graphic location, and some on various
trades and other forms of groupings. We are
all union musicians and have formed a con-
ference within the framework and bylaws
of the AFM, with its full support. to help
each other meet and solve problems of our
profession. The “wariness™ and "duality of
membership” simply do not exist

ICSOM'’s position an broadcast taping of
symphony concerts was properly stated:
“What we would like is to be paid an estab-

HiGH FIDELITY MAGAZINE



lished union price for the tapes.” We want
the tapes divorced from pension plans, and
it is to this end that we are addressing our-

lves.
selves Irving Segall

Chairman, ICSOM
Philadelphia, Pa.

Broadcast Pioneer

One glaring omission in your August ar-
ticle, “Taping Orchestras for Broadcast'":
William Busiek has engineered the Sym-
phony Hall broadcasts.of the Boston Sym-
phony since 1951, the year when the BSO
and other Boston institutions gathered un-
der Ralph Lowell's leadership to found
WGBH-FM (and later -TV). This certainly
qualifies Bill as a pioneer of FM symphony
broadcasts. And the BSO's interest in pub-
lic broadcasting has paid off on television
as well, with the popular WGBH-produced
Evenings, at Pops and at Symphony, on
PBS.

It is also perhaps worth noting that high-
speed duplication has yet to provide results
rivaling live broadcasts. Busiek, who
should know, says that these broadcasts
had their greatest potential in the WGBH/
WBCN dual-FM broadcasts of about 1960,
since the two mono signals gave total stereo
separation and were permitted frequency
response up to 20 kHz. Despite the present
limit of 15 kHz, though, and the reduced
separation of FM multiplex, current efforts
with Dolby-A noise reduction from the
Symphony Hall studio to our transmitter
have given New England listeners some
spectacularly clean and quiet broadcasts.

John H. Beck
Radio Manager, WGBH
Boston, Mass.

Broadcast Quality (cont.)

In regard to Peter Hamilton’s October letter
concerning the dull sound of American con-
cert broadcasts, might it be that we have
been so conditioned to the "live” sound of
recorded orchestras taping in empty halls
that we cannot recognize the much drier
sound of an orchestra performing to a full
house? When | first played in a community
orchestra | was struck by the difference in
sound and balances, a difference empha-
sized for me in my years as a member of the
Cornell Symphony Orchestra, playing in an
extremely "live” hall that, from an on-stage
perspective, went absolutely "dead” at
concerts.

I would certainly agree that the beau-
tifully lush sound one hears on DG record-
ings of the Boston Symphony is far more
colorful and enjoyable than the sound on
BSO Transcription Trust tapes. but neither
is a true representation of what one hears in
Symphony Hall at a concert. Each acousti-
cal setting emphasizes different elements of
the music, and sometimes one hears inter-
esting details in transcription tapes that are
buried in the more reverberant ambience of
empty-hall commercial recordings.

Speaking of transcription tapes. the re-
cent PBS broadcast performance of the Ives
Fourth Symphony. with José Serebrier con-
ducting a Polish orchestra, had some of the
best mono sound I have ever heard over a
television concert broadcast. The perform-

JANUARY 1976
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~ Isitlive,or
is it Memorex?

We proved it in our latest
television commercial with
Ella Fitzgerald. Whatever
Ella can do, Memorex with
MRX; Oxide can do.
Even shatter a glass!

M E MORE X Recording Tape.

Is it live, or is it Memorex?

© 1976, Memorex Corporation, Santa Clara, California 95052
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Docs it have a Heil? ' This is the most important gquestion
you can ask when contemplating the purchase ot a
quality loudspeaker system. Why? Because *he ESS
tHeli air-motion transformer, developed and perfected
by physicist and musician Dr Oskar Heil, obsoletes
conventional loudspeakers

It does matter how the sound in a loudspeaker s
rropagated. It does matter that sound i1s squeezed”
instead of "pushed. It does matter that one speaker

the Heii —accelerates air faster than others.

it does matter whether it's a Heil air-mot.on
transformer \Vhy? Because the Heil air-motion
transformer is superior. This is more than me-e
opinion. it is fact based on the laws of phys.cs

By discarding bankrupt design concepts rooted

in past techriology the ESS Heil air-mot on trers
former approaches theoretical limits af perfection

ONLY the ESS Heil air-motion transformer diaphragm
can. alone, accelerate air to a speed five times
greater than that of its own moving surfaces
Instantly. Accurately. Clearly

ONLY the ESS Heil air-motion transformer has been
acclaimed around the world as the first really
new air moving principle in five decades.

ONLY the ESS Heil air-motion transformer
is the loudspeaker of the future, free from
tondage to cones, domes, voice coils, mass and inertia

Revalutionary today and the standard of comiparison

for tomorrow. the Heil air-motion transformer

is available in a wide range of superbly

engineered speaker systems from ESS. Each

model ach eves a level of accuracy that sets it light years ahead

of the industry.

Hear the new ESS standard of excellence yourself. Visit a franchised
ESS dealer, one of a handful perceptive enough to bypass the
carventional ard premier the most advanced state-of-the-art designs

in high fidelity, a deale who understands the loudspeaker of tomerrcw—
the ESS Hei: air-motion transformer. Listen to ESS, you'll hear sound as clear as light.

L amt 1akt evaluator

-

E. p.o.box 26226, sacramento, californic 95827

s Gre ovailaole 11 Canada thraugh £SS Canada




The Empire 598 III Turntable
Created by concentrating our total effort on a single superb model.

The Motor

A self-cooling, hysteresis synchro-

nous type with an inside out rotor, drives
the platter with enough torque to reach
full speed in one third of a revolution. It
contributes tothe almost immeasurable
0.04% average wow and flutter value in
our specifications.
The Drive Belt

Every turntable is packaged only
when zero error is achieved in its speed
accuracy. To prevent any variations of
speed we grind each belt to +.0001
inch.
The Platter

Every two piece, 7 lb., 3 inch thick,
die cast aluminum platter is dynamically
balanced. Once in motion, it acts as a
massive flywheel to assure specified
wow and flutter value even with the volt-
age varied from 105 to 127 volts AC.
The Main Bearing

The stainless steel shaft extending

from the platter is aged, by alternate ex-
posures to extreme changes in temper-

ature, preventing it from ever warping.

The tip is then precision ground and pol-

ished before lappingitinto two oilite, self-
lubricating bearings, reducing friction
and reducingrumbleto one ofthe lowest
figures ever measured in a professional
turntable; -63 dB CBS ARLL'
The Suspension

Piston damped, 16 gauge steel coil
springs cradle the arm and platter. You
can dance without your stylus joining in.
The Tonearm

The aluminum tubular design
boasts one of the lowest fundamental
frequencies of any arm, an inaudible
6 Hz. Acoustic feedback is unheard of,
even with gain and bass turned all the
way up. The vertical and horizontal bear-
ing friction is 1 milligram. This allows the
arm to move effortlessly, imposing only
the calibrated anti-skating and tracking
force you select.
The Cartridge

Empire’s best, the 4000D/11l, wide
response cartridge is a standard feature.
The capabilities of this cartridge allow
you to play any 4 channel or stereo rec-
ord at 1 gram or less. And the frequency
response is an extraordinary 5-50,000

CIRCLE 8 ON READER-SERVICE CARD

Hz, with more than 35 dB channel sep-
aration.
The Controls

The coordinated anti-skating ad-
justment provides the necessary force
for the horizontal plane. It is micrometer
calibrated to eliminate channel imbal-
ance or unnecessary record wear.

Stylus force is dialed with a cali
brated clock mainspring more accurate
than any commercially available stylus
pressure gauge.

Atrue-vertical cueing control floats
the tonearm up or down from a record
surfacebathedinlight.

AtEmpirewe make onlyone model
turntable, the 598lll, but with proper
maintenance and care, the chances are
very good it will be the only one you'll

ever need.
*Independently tested and recorded in High Fidel-
ity’s 1974 Test Reports.
Write for your free catalogue:
EMPIRE SCIENTIFIC CORP.

Garden City, N.Y. 11530



ance revealed a tonally magnificent en-
semble that outshone the London Philhar-
monic’s recent RCA recording.
Arthur S. Leonard
Cambridge, Mass.

About the Vibraslap

Regarding Andrew Porter's October review
of the Nonesuch recording of George
Crumb’s Music for a Summer Evening, |
hope that | may be of some service to Mr.
Porter and to your readers concerning the
vibraslap (which, as Mr. Porter notes, the
composer specifies “may be substituted
for the quijada™). inasmuch as I believe it
was | who first brought the instrument to
the attention of Mr. Crumb a few years ago.

The quijada is indeed the jawbone of a
donkey—the sound is produced by slapping
the bone against the butt of the hand, thus
causing the loosened teeth to rattle. How-
ever, not only is the quijada rather hard to
come by, but it also possesses a marked
propensity to break, as borne out once by
my own bloodied and bone-splinter-rid-
dled hand.

The vibraslap is a very recent invention
(manufactured by the Latin Percussion
Corporation), hence Mr. Porter's inability
to find it in Sibyl Marcuse's dictionary of
musical instruments. It was developed spe-
cifically to replace the all too fragile qui-
jada, and it basically consists of a thin
wooden shell inside of which small cy-
lindrical pieces of metal may be set in mo-
tion. While the vibraslap sound may not be
a carbon copy of that of the authentic qui-
jada (the ass’'s teeth don’t seem to rattle
quite so much as the metallic teeth of the vi-
braslap), 1 have found that the sounds are
quite similar. And it is indeed a vibraslap
that is used in the Nonesuch recording of
Music for a Summer Evening.

Christopher Rouse
Ithaca, N.Y.

Mussorgsky, Anyone?

1 read with interest in the October "Behind
the Scenes’ that Philips may celebrate the
225th anniversary of Mozart’s birth in 1981
by issuing his complete works on disc. |
would like to point out that 1981 also marks
the 100th anniversary of Mussorgsky's
death. May we dare hope that Philips—or
anyone—will take time out from the unde-
niable joys of, say. K. 28 to give us a record-
ing of Boris Godunov in the composer’s
own scoring? Surely the enthusiasm ac-
corded last year's Metropolitan production
provides some indication that the time is
ripe for such a recording. How much longer
will we have to wait?

Robert W. Oldani

Ann Arbor, Mich.

Recycled Records

In these days of noisy pressings it would
seem that there is one largely overlooked
contributing factor that should be easily
controllable: the practice of resealing and
redistributing defective records.

A record-store-owning friend of mine
recently received from a distributor a four-
record set (list price $31.92) shrink-wrapped
and labeled ‘‘Direct Import—Factory
Sealed.” Under the wrap was penned the
word “Defective.” | received a three-record
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set (list price $23.94) in which, on one of the
labels, the word "'Defective” had been writ-
ten. Though these are the most flagrant
cases | have encountered, there have been
many suspiciously battered booklets,
liners, and covers that would lead one to
believe that the product is not as fresh as
the company would have you think. (This
worn packaging has inevitably contained
one or more defective records.) | might add
that all of the suspicious records [ have re-
ceived have been on high-priced ($7.98 list)
imports distributed by independent distrib-
utors and not by the manufacturers them-
selves.

I would suggest that the consumer indi-
cate on the label of any record returned that
the disc is defective. This would serve no-

tice to any subsequent purchaser that his
“new" record has been found wanting by a
fellow consumer.
Richard M. Tuckerman
Lenox, Mass.

One Swan, Hold the Orchestra

In response to R. D. Darrell's September re-
view of Christine Walevska's Philips disc of
Saint-Saéns's ““Complete Works for Cello
and Orchestra™: While Carnival of the Ani-
mals is for two pianos and orchestra, “The
Swan" contained therein is for cello and
two pianos, not cello and orchestra.
Douglas B. Moore {cellist)
Williams College
Williamstown, Mass.

We have this different
new speaker system...

Its woofer isn't really a woofer

but it gets down flat to below forty Hertz (3 dBdown at 32 Hz).

It has a tweeter on the back
(plus one on the front)

so you hear uniform, well-dispersed acoustic output to

beyond 18,000 Hertz.

It's not an acoustic suspension system
but it's 2 to 3 dB more efficient than almost all sealed

systems
It's too small to be really good

but STEREO REVIEW says, “...the Interface:A can deliver
a level of undistorted bass far superior to that of any other
speaker of its size that we have heard’’ (March, 1974)

So it must be really expensive

it costs $450 per pair, complete! (Suggested retail price)

And right now we have 320 dealers standing by to show
and demonstrate this different new speaker system. For
the name of your nearest dealer, write to us today.

Inlerface:A

ElectroVoice .
c.gUthn company

ELECTRO-VOICE, INC., Dept. 164H, 619 Cecil Street, Buchanan, Michigan 49107
CIRCLE 6 ON READER-SERVICE CARD



The Conductor Who Refuses to Record

by Paul Moor

“RECORDINGS? The destruction of mu-
sic!” The vehement speaker was the
Romanian-born, stateless conductor
Sergiu Celibidache, long resident in
Paris.

Celibidache (pronounced chay-lee-
hee-DAH-kay), now sixty-three,
recently hurled these thunderbolts of
opinion at Dr. Klaus Lang, a young
staff member of the radio station
Sender Freies Berlin: “You don't listen
to recordings in the same acoustics as
those where they were made. Acous-
tics have a living function, for in-
stance, in determining tempos. You
cannot take a tempo suitable for a hall
in Berlin and transfer it to a hall in
London. With short reverberation you
have to pick up the tempos, with long
reverberation you have to take care
the tempo doesn’t cause musical val-
ues to overlap, causing frightful con-
fusion.

“You yourself are an opponent of
recordings, but you do not know it, for
you are deaf. You think you are not
deaf, because you hear me speaking.
You do not hear what really matters.
A microphone amplifies certain over-
tones and cancels out others. There
may be interesting sounds on a
record—from a quite unmusical stand-
point. What, in a recording, is gen-
uine?”

Although Celibidache demands and
gets high fees, poses uniquely de-
manding coaditions, and picks and
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chooses the few engagements he ac-
cepts, he has remained less widely cel-
ebrated than a number of less formi-
dable conductors whose names
regularly appear on record labels. A
student of music in wartime Berlin af-
ter earlier studies in mathematics,
philosophy, and musicology, he made
a sensationally impressive debut with
the Berlin Philharmonic soon after the
war, during the period when denazifi-
cation proceedings had removed Wil-
helm Furtwingler from his post. In
1947 Celibidache became that orches-
tra's chief conductor.

Berlin still reverberates from the
imprecations he fired off when he de-
parted in 1952, most of them aimed at
Furtwingler, a man never noted for
favorably regarding gifted young ri-
vals. Celibidache concedes his own
“combative” nature. In recent years in
Berlin one has heard that another con-
ductor, Herbert von Karajan, has had
three esteemed colleagues on his
blacklist whom he has allowed no
contact whatever with his manifold
enterprises: Celibidache, Bernstein,
and Carlos Kleiber.

Celibidache fans tend to idolize
him, and he and many Berliners still
carry on a mutual love affair even
with their Prince Charming long since
banished. Not only Berliners treasure
the two lone recordings he made long
ago before the scales fell from his eyes
and ears: Mendelssohn’s violin con-

certo (with Siegfried Borries) and
Scotch Symphony with the Berlin
Philharmonic (Electrola HZEL 700),
and the Tchaikovsky Fifth with the
London Philharmonic (German Decca
641909).

Celibidache’s distaste for recording
carries over in his attitude toward ra-
dio concerts. “I do not give radio con-
certs,” he says, "I give concerts. If the
radio wants to broadcast or tape
them, I cannot say no, otherwise I
should have to die or find another pro-
fession. But if I had the money and
could pay for the concert without help
from the radio, naturally I should pre-
fer that.”

He goes on to explain his method of
interpreting music: “Analysis is the
essential means of preparing an inter-
pretation, but an analysis most con-
ductors ignore completely: phenom-
enological analysis.

“Let us take, say, a C sharp. The suc-
cession and the combination of the in-
tervals that have led to that C sharp
are contained in that C sharp, and so
is the future of that C sharp. And so |
must feel, must sense, the past and the
future. But where? In the simulta-
neity—that is, in what the philoso-
phers call the ‘becoming conscious’
and not in the ‘being conscious.’

“On the one hand, what is the mate-
rial that I may not, cannot, interpret?
And what is the relationship between
what puts the material into motion
and the human consciousness?

“What, after all, is music? Move-
ment! What moves? Nothing more or
less than our consciousness. One can
feel music without hearing tones. The
tarmer who has nothing more in mind
than to express his happiness or his
mood in the morning—he sings, but
that's not notes, not a score, nothing.
That is a form of dynamics that ex-
presses itself.”

Celibidache’'s demands for re-
hearsal time make orchesira man-
agers blanch. "I concentrate now on
two orchestras, in Paris the National
and in Stuttgart the South German
Radio Orchestra,” he says [since this
interview, Celibidache has severed his
connection with the former}. *‘In Paris
I have twelve rehearsals for a concert,
in Stuttgart fourteen. The number of
rehearsals depends upon the quality
of the orchestra, but not in the way
you might think. The better an orches-
tra is, the more you must rehearse
with it, for it offers you more possi-
bilities. In a mediocre orchestra, the
flutist, for example, can play in only
three ways instead of three hundred.
In such a case I expect the orchestra to
play together—a little piano, a little
forte—and that's that. But if it offers
me five hundred different possibilities

HiGH FIDELITY MAGAZINE



At Yamaha, we make all our
stereo receivers to a single
standard of excellence.

A consistently low inter-
modulation distortion of just
0.1%!

A figure you might expect
only from separate compo-
nents. Maybe even from our
$850 receiver, the CR-1000.

But a figure you'll surely be
surprised to find in our $330
receiver, the CR-400.

So what's the catch?

There is no catch. Simply a
different philosophy. Where
high quality is spelled low
distortion.

You'll find Yamaha's single-
mindedness particularly grati-
fying when compared to the
amount of distortion other
manufacturers will tolerate
throughout their product lines.
(See chart.)

Particularly gratifying and
easily explained.

Less of what
irritates you most.

While other manufacturers
are mostly concerned with
more and more power,
Yamaha's engineers have
concentrated

THE END OF
THE DOUBLE STANDARD.

OUR LEAST EXPENSIVE RECEIVER HAS THE SAME
LOW DISTORTION AS OUR MOST EXPENSIVE RECEIVER.

IM Distortion Comparison

YAMAHA  Brand “A” Brand “B” Brand “C"
CR-1000  .1% 1% 15% 3%
CR-800 1% 3% 3% 0%
CR-600 .1% 5% 5% 8%
CR-400 1% 1.0% 9% 1.0%

With most manufacturers, price determines quality. However, in

the above chart, you can see how Yamaha alone offers the same
quality (low distortion) throughout our entire line, regardless of

price.

on less and less distortion.

Particularly intermodula-
tion (IM) distortion, the most
irritating to your ears. By vir-
tually eliminating IM’s brittle
dissonance, we've given back
tomusic what it's been missing.

A clear natural richness and
brilliant tonality that numbers
alone cannot describe. A new
purity in sound reproduction.

A musical heritage.

Our seeming preoccupation
with low distortion, in general,
and the resulting low IM dis-
tortion, in particular, stems
from Yamaha's own unique
musical heritage.

Since 1887, Yamaha has been
making some of the finest musi-
cal instruments in the world.
Pianos, organs, guitars, wood-
winds, and brass.

You might say we're music
people first.

With our musical instru-
ments, we've defined the

standard in the production of
fine sound. And now, with our
entire line of receivers and
otherstereo components,
we've defined the standard of
its reproduction.

Four different receivers,
built to one standard.

Between our $330 CR-400
and our $850 CR-100)0, we have
two other models.

The $460 CR-600 and the
$580 CR-800).

Since all are built with the
same highquality and the same
low distortion, you're probably
asking what’s the difference.

The difference is, with
Yamaha, you only pay for the
power and features that you
need.

Unless you have the largest,
most inefficient speakers, plus
a second pair of the same play-
ing simultaneously in the next
room, you probably won't need
the abundant power of our

Mt

top-of-the-line receivers.

Unless you're a true audio-
phile, some of the features on
our top-of-the-line receivers
might seema bit likegilding the
lily. Selectable turnover tone
controls, variable FM muting,
two-positionfilters, even a spe-
cial five-position tape monitor
selector.

However, you don't have to
pick one of Yamaha's most ex-
pensive receivers to get a full
complement of functional fea-
tures as well as our own exclu-
sive Auto Touch tuning and
ten-position variable loudness
control.

The End of the
Double Standard.

Just keep in mind that all
Yamaha stereo receivers, from
the most expensive to the least
expensive, have the same high
quality, the same low distor-
tion, the same superlative
tonality.

It’s a demonstration of prod-
uct integrity that no other
manufacturer can make. And,
an audio experience your local
Yamaha dealer will be de-
lighted to introduce you to.
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short of
incredible.”

— LEN FELDMAN
*Mr. Feldman, reporting in Tape Deck
Quarterly, Spring, 1975 noted that the
AT-706 response varied no more
than +2 dB from 20 to 22,000 Hz.
He also stated, “What we heard
corresponded with what we

had plotted...” Hear the

incredible new AT-706
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audio-technica.

AUDIO-TECHNICA U.S,, INC,, Dept. 16H, 33 Shiawassee Ave., Falrlawn, Ohlo 44313
Avallable in Canada from Superior Eiectronics, Inc.
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The Column Restated!

RTR reaches new heights
with the 240D music system.

“. ' In 1970, RTR introduced

you to the column con-
cept. Now the all-new
240D restates the column
in a system of towering
reproduction capability.

Audition the 240D. Be
prepared for an unex-
pected experience in low
frequency reproduction.
Listen for the open
naturalness of live music
midrange. Revel in
superb high frequency
delineation, ambient
total dispersion. Yes, this
is the column by which
all others will he
measured.

RTR 240D $229

Hear the 240D at your nearest franchised RTR dealer. For a
dealer list and complete information, write RTR INDUSTRIES,
Dept. HF, 8116 Deering Ave., Canoga Park, CA 91304.

RTR products are chstnibuted in Canada by Canadian Audio Distributars Toronto, Ontario

Al ¢ ApARY
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of producing tone, then which is the
best for combining the flute with, say,
the bassoon? That is a question of tak-
ing time.

“I have conducted the Vienna Phil-
harmonic, a mediocre orchestra. It has
one single mezzoforte—they cannot at
all understand structure, the natural
order of instruments, sound. And, in
addition, no interest. Just imagine, this
is an orchestra that makes cuts in Mo-
zart. legalized for all time. In Mozart!
Imagine! And such an orchestra re-
cords twenty Mozart symphonies
with a big conductor who does not
once open his mouth! That's music to-
day for you. Not for me. [ have no time
for such an orchestra.”

How does he view the younger
emerging conductors? “There is not
one new conductor who still under-
stands music or who can grasp the dif-
ference between notes and music.
None! They are all note-chasers, and
music has nothing to do with notes.
Notes are a vehicle for the transport of
a substance. The substance material-
izes itself through this vehicle, but it is
not in the notes. I find myself floating
in a bath of musical ignorance such as
the world has never known before.
Wehave no more technicians today.”

“Why is a conductor’s ‘personality’
supposed to be decisive?” Celibi-
dache continues. "It is a precondition
that a conductor have the authority to
carry something over to the orchestra,
but nobody has asked himself what
{to] carry over. Vulgarity! Triviality!

“What does the world know about
the composer's intentions? For 150
vears it has proven that it has under-
stood nothing. Under Wagner's baton,
the Siegfried Idyll lasted thirty min-
utes, under Bernard Haitink's twelve.
I assume that Wagner knew better. A
scandal! And what a scandal Knap-
pertshusch was! Everyone spoke
about his ‘broad’ tempos—that was
not broad tempos, that was nonmusic
to the nth degree! He had abhsolutely
no sensitivity to the relationship be-
tween vertical pressure and horizon-
tal flow, and that, after all, makes all
the difference in music. What did
Furtwangler leave us in the way of
true music? You can't take over one
single bar. Who today can realize the
composer’s intentions? Certainly not
Mehta or Maazel or any of those oth-
ers.

“Um Gottes Willen, I do not speak of
myself. | started out the same way. |
do not say now that I can do it. | say
only that what | hear is not music. You
must tell me if for vou what | make is
music.”

And thousands of Celibidache fans
in various countries do, vociferously.

CIRCLE 2 ON READER-SERVICE CARD —)»



“It’s a good turntable by itself, and as

an added bonus it also stacks records.”
Creem, MARCH 1975

In the old days, a serious audio enthusiast wouldn’t touch
anything but a manual turntable.
He felt he had no choice.
That anything with automatic features simply didn’t perform.
But as Sound magazine says in its August 1975 issue:
“In recent years...the quality of the automatic turntable has risen

dramatically. And the performance of the B.1.C. 960 certainly
substantiates our belief that a serious music lover can attain

extremely high quality in an automatic \
unit just );s ilg1 tr?e best manuals.” @0@
In a Sept. 1975 test report, Radio & Electronics agrees, noting
that B.1.C:
“might well be considered a top-performing manual turntable
in its price category.”
Modern Hi-F1 and Music (Aug./Sept. 1975) reports:
“‘wow and flutter of 0.03% at 33%5 rpm and rumbile less

than —65db; specifications which are more typical of a good

manual than most automatics.”

And because they’re not imported (B.I.C. turntables are built
entirely in the U.S.) the price of this performance comes as a
pleasant surprise.

If you’re serious enough about your system to spend $100 or
more on a turntable, a B.1.C. 940, 960, or 980 has what you want
and more of it —all three are multiple-play manual turntables
sharing the same quality features and high performance.

See if your high-fidelity dealer doesn’t agree. He has
literature with all the details. Or write to B.I.C. (“bee-eye-cee”)
c¢/o British Industries Co., Westbury, N.Y. 11590.

B.1.C.4S A TRADEMARK OF BRITISH INDUSTRIES CO.. A DIVISION OF AVNET INC. ©1975




Crown
The Known
Value...

at an uninflated price!

An honest value is hard to find. In 24 years
CROWN has established a reputation for giv-
ing more value per dollar. Nothing has
changed that concept.

What other recorder can give you day in,
day out worry-free reliability and brilliant
performance? And that uncommon CROWN
reliability is the result of simplicity of design.
The few moving parts in a CROWN transport
bear this out. The belt drive system provides
maximum isolation from tape path to effec-
tively dampen rumble and vibration.

Smoother tape flow is accomplished
with quartzite glass tape lifters, while a
unique nylon brush gives optimal tape/head
contact without worry of head damaging
pressures.

For superior head alignment stability,
CROWN has combined the head plate, front
panel and capstan housing into one rigid
assembly.

Combine these simple techniques with
highest quality electronic components, cir-
cuitry, and extra large meters. The result? A
professional tape deck, capable of producing
studio quality recordings.

Back this with 100 hours of testing, a
signed performance sheet and a 3 year parts,
1 year labor warranty. You have a product
that is simple, strong and solid; worthy of the
CROWN name.

More than ever, why not consider
CROWN’s greater long-term value and unin-
flated price?

Visit a nearby CROWN dealer and take
ong a favorite tape.

. Test reports are available from your

der, or by writing CROWN, Box 1000,

L IN 46514.

crown

WHEN LISTENING BECOMES AN ART
CIRCLE 4 ON READER-SERVICE CARD
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Dizzy Gillespie—More Credit, Please

by Gene Lees

A REMARKABLE NEW ALBUM, titled *Os-
car Peterson and Dizzy Gillespie”
(Pablo 2310 740), presents two of the
major figures in jazz, trumpet and pi-
ano in duet, without bassist or drum-
mer. With no rhythm section, Gil-
lespie and Peterson are all but naked.
But they bring it all off with dazzling
élan.

This recording, which contains El-
lington’s “Caravan,” Gillespie's lovely
“Con Alma,” some blues, and some
standards, such as “Alone Together,”
was issued two weeks after a sellout
retrospective on Dizzy's career in
New York. The concert touched on
various phases of his life, on his work
with both small groups and big

bands—specifically the two bands he
led in the late '40s and '50s. Film com-
poser Lalo Schifrin, a member of the
large fraternity of musicians discov-
ered and trained by Gillespie, played
piano in one segment of the perform-
ance. This is how he described that
evening: "It was practically the origi-
nal big band on that stage, with many
of the same musicians, including
Charlie Persip [the drummer in the
'40s band]. It was like traveling down
a time tunnel. It was weird. The band
had only one rehearsal, but it played
the charts as if it were a road band
coming in off a six-month tour. It was
one of the most exciting concerts I
have ever heard.”

HiGH FIDELITY MAGAZINE



Now learn the secrets of enjoying great music and
understand the works of the masters as never before

NEW
T

LIFE

RECDRDS

Great Men of Music

superb boxed collections of representative works by the greatest
composers of all time, performed by the world’s outstanding artists

An important secret of enjoying great
composers’ works is to understand the
unique genius each one brings to his mu-
sic. And to become so familiar with their
individual styles that you can instantly
identify the creator of each work you hear.

Now TiME-LIFE RECORDS, in coopera-
tion with RCA, has developed an exciting
new series which provides “‘totai immer-
sion” in the lives, times, musical styles of
such masters as Beethoven, Bach, Chopin
Mozart, Handel and Prokofiev ... and
shows why they stand, for all time, as
music’s great men.

In each album, devoted exclusively to
the life and work of one great composer,
you hear outstanding selections of all
musical forms in which he excelled, per-
formed by our finest artists—Van Cli-
burn, Emil Gilels, Jascha Heifetz, Eugene
Ormandy and the Philadelphia Orches-
tra, Leontyne Price, to name just a few.
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Then, in a lavishly illustrated com-
panion booklet, you’ll discover facts about
the composer’s life, the forces that shaped
his music, the people and places that sur-
rounded him and you'll learn exactly
what to listen for in his work.

Altogether you get nearly four hours
of listening enjoyment on 4 stereo rec-
ords, plus the illustrated booklet and rich
gold-stamped slipcase and box. A collec-
tion of these albums makes not only an
impressive array for your music shelf,
but a magnificent addition to your music
library.

To acquaint you with the series, you
are invited to audition the first album,
Tchaikovsky, free for 10 days. And as an
added bonus, we will send you the deluxe
edition of The Golden Encyclopedia of
Music at no extra cost. Records of this
calibre usually sell for $6.98 each. The
Encyclopedia retails for $17.95. But as

As your introduction,
you are invited to audition

TCHAIKOVSKY

free for 10 days

Hear Leontyne Price singing the Letter
Scene from Eugene Onegin, the Boston
Symphony's performance of fiery
Francesca da Rimini. Van Cliburn
recreating his performance of the

First Piar.o Concerto which catapulted
him into international fame, and more

YOURS FREE

with purchase of Tchaikovsky album

THE GOLDEN
ENCYCLOPEDIA
OF MUsIC

Deluxe, 720-page
hardbound edition,
a must far every
reference shelf,
retails for $17.95.

a subscriber to the series you may keep
this $45.87 value for just $17.95 plus ship-
ping and handling as described in the
reply card.

Or, if you decide against the album,
return it and The Encyclopedia within
10 days without paying or owing any-
thing. You will be under no further obli-
gation. To take advantage of this free
audition, mail the bound-in postpaid
reply card. If the card is missing, write
Time Life Books, Time & Life Building,
Chiecago, Il1. 60611,
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This...protects your most expensive
hi-fi investment.

Recognizing that a penny saved is a penny earned, may we suggest
that trying to economize by putting off the replacement of a worn
stylus could be like throwing away five dollars every time you play a
record. (Multiply that by the number of records you own!) Since the
stylus is the single point of contact
between the record and the balance
of the system, it is the most critical
component for faithfully reproduc-
ing sound and protecting your rec-
ord investment. A worn stylus could
irreparably damage your valuable
record collection. Insure against
this, easily and inexpensively, sim-
ply by having your dealer check
your Shure stylus regularly. And,
when required, replace it immedi-
ately with a genuine Shure replace-
ment stylus. It will bring the entire
cartridge back to original specifica-
tion performance. Stamp out waste:

see your Shure dealer or write:
222 Hartrey Ave., Evanston, IL 60204

®
In Canada: A. C. Simmonds & Sons Limited H S i l U I J E

* FREE! 1976 Stereo Directory & Buying Guide with the purchase of a Shure V-15 Type |, or the
M35 series, M75 Type Il or M1 series of cartridges. Simply send us your warranty card with the
notation "“Send Free Buying Guide" before March 1, 1976." (Offer subject to supply and may be

withdrawn at any time.)
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During the years when the record
companies were interested almost ex-
clusively in cheap and profitable pop-
ular music, Gillespie’'s work was
shamefully ignored. Now we are get-
ting a flow of his records again, and he
is—as musicians agree—at the peak of
his form.

John Birks Gillespie just keeps get-
ting better. His invention is more
fluent than ever. His control of the
horn—whether he is playing with a
broad, open tone or that intimate
close-to-the mike muted sound that is
so distinctly his own, or is even
squeezing out those mocking, laugh-
ing, sensual half-valve sounds—is
quite incomparable.

Considering the respect—no, adula-
tion—in which Dizzy is held by musi-
cians, it may sound odd to say that I
don’t think he has been given enough
recognition in the history of American
music. The critical word there is
“enough.”

The emphasis, in academic and crit-
ical writings, is usually placed on his
friend and colleague Charlie Parker.
Why is it? I think the reason lies in
puritanism and the love of dramatic
darkness. Bird shot dope, suffered,
and died. The yearning for resurrec-
tion is manifest in the phrase “Bird
lives.” Dizzy has lived, prevailed, and
even enjoyed life. He isn't the stuff of
which books and movies are made.
But he is the stuff of which music is
made, and that is what matters.

I find it hard to accept that Dizzy
“got it” from Bird. For one thing, be-
bop was to an extent an inevitable de-
velopment out of the previous sim-
plistic harmony of jazz. Chromaticism
was in the air, and Charlie Christian
was moving in the direction of what
would be called bop when Dizzy and
Bird arrived on the scene. (As a matter
of fact, even the word “bebop” wasn't
new. I recently came across it in the
lyrics to “Spaghetti Rag,” a tune pub-
lished in 1910!) The double-time char-
acteristic of bebop was presaged in
the work of Benny Carter and Cole-
man Hawkins. Quincy Jones, another
of the people that Dizzy helped to de-
velop, points out that, if you play
Hawkins’ “There Will Never Be An-
other You” at 45 rpm instead of 33, it
sounds exactly like Parker.

“The controversy about Dizzy and
Parker,” says Schifrin, “reminds me of
the controversy about cubism. Was
[cubism] invented by Braque or Pi-
casso? Braque was doing in France
what Picasso was doing in Spain.

“Bird was doing in Kansas City
what Dizzy was doing in New York,
and when they met and heard each
other in Minton’s, they couldn’t be-
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ancerr ,Grand

In 23 years there has never been a finer spedler.

(About $2,200 a stereo pair.) At selected Bozals Declers
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BOZAK. Inc.

Box 1166
Derien, Connecticut 06820
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By eliminating the static
charges that attract and hold
dust to the records’ grooves! ?
Only Staticmaster, with its exclusive Polonium 210 ele- \§
ment, completely eliminates static and whisks away dust

in one quick and easy operation. It works in seconds to pro-
tect your investment, prolonging record and stylus life.

Suggested retail price $14.95. To find out more about Static-
master’s unique Polonium 210 element, see your audio dealer or
write to us.

staticmarter

Nuclear Products Company, P.O. Box 5178, El Monte, CA 91734
The leader in static elimination for over 25 years.
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McIntosh caracoc
nd FM DIRECTORY

Get all the newest and latest information on the new Mclntosh Sol-
id State equipment in the Mclntosh catalog. in addition you will
receive an FM station directory that covers all of North America.

MX 113
FM/FM STEREO - AM TUNER AND PREAMPLIFIER

j— — — — — —— = — — =
Mclntosh Laboratory, Inc. l

| East Side Station P.0. Box 96
s E " D | Binghamton, N.Y. 13904
' | name
TODAY! &

ADDRESS
If you are in a hurry for your catalog please send the coupon to Mclntosh.
For non rush service send the Reader Service Card to the magazine.
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lieve it. They had been making paral-
lel developments.”

In terms of dissemination of the in-
fluence of bebop, every musician I
know who was close to the situation
believes that Gillespie was the major
factor—because he was, and is, an ut-
terly generous teacher. You simply
hang around, and sooner or later he
starts showing you things. Schifrin
says, “He would have the patience to
show a bassist the changes to all the
tunes, with all the passing chords.

“Dizzy told me when I joined him,
‘I'm not going to tell you what to do.
I'm going to tell you what not to do.’ If
you're doing the right things, Dizzy
won't tell you anything.”

I asked what Schifrin got from him.
“Everything,” answered the man who,
before his stint with Gillespie, had
studied at length with Messiaen and
Koechlin.

Another musician whose career has
been influenced by Gillespie is Ray
Brown, considered by many to be the
greatest bassist in the world. He was
with the late-1940s band that was re-
created at the retrospective concert.
Of the years with Gillespie, Brown
says, “I wouldn't have traded that gig
for any amount of money. We all
learned from Dizzy. Anybody who
says he didn't is telling some stories—
and I don't care what instrument you
played.”

“The difference between Bird and
Dizzy,” Brown continued, “is that
Bird never showed me a chord. You
just had to listen to him, and you got
everything from that. He didn’t have
the time to sit down and show you
what he knew. And I don’t know
whether he knew it or it was just natu-
ral with him. Dizzy wrote music. He
was more knowledgeable . . . academ-
ically.

“Bird had that natural genius mind.
You played something, he could put
something with it. But Bird wrote only
one arrangement for us. And all he did
was write the horn parts for him and
Dizzy. He didn’t write anything for
the rhythm section.

“If you did something wrong, he'd
say, ‘No, not that.’ But if Dizzy said,
‘That's wrong,” he'd go over to the pi-
ano and show you why. Or to the
drums. He couldn't play bass, but he
could tell me when I was playing bad
notes."”

At a recent recording session, Gil-
lespie and Brown got into a disagree-
ment over the chord changes to “Jit-
terbug Waltz.” Ray said, “Hey, man,
un-uhn, don’t argue with me. I
learned from you—you made me go
and learn this stuff. Now I know it.”

Dizzy laughed. They played it Ray’s
way.
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Introducing the cassette deck
thatloadsinthe front ¢
sO you can stay onyour back.
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Stretched out on your back has to be one of the nicest ways we can
think of to listen to music.
Except for one thing.
Everytime you change cassettes you have to mancuver yourselt into
a sitting position and lean over to do it because just about all cassette
decks load on top.
Well, we've been thinking about that.
And we've been working on that. And now
we 've got some that load in front.
Akai's new 700 series™ sterco cassette
decks.
The controls are in front, the Dolby**
noise reduction circuit,the vertical head block &=
assembly, the memory rewind button, pause -
control switch, peak level lights—everything. AKAI
‘ After all, when you're | istening to music - fyouressingtoge bie, you gortabe good
you re supposed to be relaxing.

*Akai 700 senes suggested relail from $395 10 $675 **Trademark ot Dolby Laboralores Ir For tutther information wrnite Akar America Ltd 2139 E Del Amo Bivd Compton Ga. 90220
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alternative.
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SAE MARK XxVilI
Dual-Channel Equalizer

Your tone controls are just not
designed to compensate for
ORoom acoustics

OSpeaker placement

OO or bad recordings

We built the Mark XVII Equalizer to

solve these problems and more.

These are some of the ways:

Olndividual Octave Control for each
channel

OLong throw, oil-damped linear
slide pots for greater accuracy

ODual range operation (controls
operate over either £8dB or
+16dB)

Plus

OCapable of driving any system

OLow distortion—less than 0.03%
THD and IM

OLow noise—greater than 90dB

O5-year parts and labor service
contract

OSAE'’s reputation as the finest
manufacturer in the audio field

You’d have to look a long time to
find an EQ that delivers this much
value. SAE innovation has done it.

Compaonents for the connoisseur.

Scientific Audio Electronics, Inc.
P.O. Box 60271, Terminal Annex
Los Angeles, California 90060
Please send me the reasons (including available liter-
ature) why the SAE MARK XVII Dual-Channel
Equalizer is the “$300 Alternative.”

NAME
ADDRESS
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ONF. In 1974, the Orchestre National
de I'ORTF celebrated a happy fortieth
anniversary; after the disastrously
lackluster Sixties, and despite the
challenge of the newly created Or-
chestre de Paris (which proved little
challenge after all), the orchestra had
regained the prestige of its prewar and
postwar glory years, thanks primarily
to the directorship of a remarkably
wise and able administrator, Pierre
Vozlinsky. Then came a near-fatal
blow: As part of a bureaucratic
shuffle designed to streamline the cen-
tral government, the Office de Radio-
diffusion-Télévision Francaise itself
was “dismantled,” its numerous func-
tions variously fragmented, cut back,
switched to other government agen-
cies, or eliminated altogether.

The ORTF's regional orchestras
were reduced to three, and in Paris the
Orchestre Philharmonique and Or-
chestre Lyrique will be merged. The
National became the Orchestre Na-
tional de France, but more than the
name was streamlined. The démantle-
ment was designed to “trim person-
nel” (the official phrase is “dégraisser
les effectifs,” which has a particularly
ugly and impersonal ring); the princi-
pal strategy was forced retirement at
sixty and generous early retirement at
fifty-five. As a result, the National was
decimated, losing not only numerical
strength (“effectifs”), but also its most
experienced players.

Somebody apparently realized that
you can't “trim” a symphony orches-
tra, and the National is now budgeted
for 117 people, ironically an increase
of nine over its previous size. But to
reach that figure, forty-four new mu-
sicians will have to be hired all at
once, whereupon the whole will have
to be reforged into an ensemble. (No
doubt there is a bureaucrat paid to ex-
plain where the “economy"” comes in
here. The new retirement program is
surely costing a small fortune; and un-
til permanent replacements can be
hired, the ONF must engage large
numbers of free-lance musicians,
many of whom are the newly retired
former members of the orchestra!)

Vozlinsky meanwhile seems deter-
mined to preserve and expand the Na-
tional's role as a “means of anima-
tion” in French musical life. In a first-
rate “dossier” on the ONF’s current

situation, the September 1975 issue of
the French magazine Harmonie
quotes Vozlinsky at length on his ar-
tistic philosophy, and he makes clear
that the orchestra must maintain an
innovative role with respect to reper-
tory (while maintaining the highest
standards of quality), both as a broad-
cast orchestra and as one of the domi-
nant forces in Paris concert activity.

Naturally recordings will play a
part in the ONF’s future. In Septem-
ber, guest conductor Leonard Bern-
stein conducted and recorded the Ber-
lioz Requiem (for which tenor Stuart
Burrows and the Orchestre Phil-
harmonique were also pressed into
service) and a Ravel program (includ-
ing Shéhérazade with Marilyn Horne)
for CBS. Decca/London plans a Schu-
mann disc conducted by Kurt Masur,
including the piano concerto played
by one B. Rigutto.

Kleiber. A word of clarification con-
cerning our November report on Car-
los Kleiber’s EMI contract: If the re-
port gave the impression, without
precisely saying so, that the contract
is exclusive, that's because our infor-
mation did the same. In fact, though,
the EMI contract covers only the com-
plete Wozzeck and one or two orches-
tral recordings. EMI certainly hopes
for a great deal more, but Kleiber con-
tinues to make his recordings on an in-
dividual basis. DG, which already has
his highly successful Freischiitz and
Beethoven Fifth in its catalogue, re-
mains very much in the picture.

Great Hits from Yesteryear. That's the
series name of the first records on the
Realistic label, available from Radio
Shack dealers for $2.99 each ($3.99 for
cassettes and eight-track cartridges).
Each of the first five records contains
ten original recordings from its pe-
riod. “Hits of the '40s,” prepared for
Radio Shack by Capitol Records, fea-
tures such performers as the Andrews
Sisters, Harry James, and Johnny Mer-
cer. The other records were manufac-
tured by Columbia Special Products,
though not necessarily drawn from
the Columbia catalogue: “Top Hits of
the '50s” (the Everly Brothers, the
Penguins, et al.); “Top Hits of the '60s,”
Vols. 1 and 2 (the Kingsmen, the
Byrds, et al.); and “Top Hits of the
’70s™ (Santana, Mac Davis, et al.).

Die verkaufte Braut. Eurodisc has
made a new quadriphonic recording
of Smetana’'s Bartered Bride, with
Czech conductor Jaroslav Krombholc
conducting Bavarian Radio forces.
Teresa Stratas, René Kollo, and Wal-
ter Berry sing Marie, Hans, and Kezal,
respectively. (We haven't inadvert-
ently substituted the German forms
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| LISTEN TO OUR DIRECT-DRIVE TURNTABLE.
YOU WON'T ONLY HEAR HOW ACCURATE ITiS.
YOU'LL SEE IT

S

SO COMTRTNAIT WPCTMRD FEAFIR WOCI. SR 308

- -
. - -
........

Your valuable record collection deserves to be heard on the best equipment. And that includes
the best tumtable. '

The Toshiba deluxe Model SR-355 tumtable has a built-in stroboscope that lets you see
Just how accurate 1t 1s.

The SR-355 is a totally manual, direct drive unit. It's equipped with a DC servo-motor, an
S-shaped static-balanced tonearm with damped arm elevator, stylus force adjustment, and anti-skate
adjusting knob. The screw-in cartridge shell fits a universal mount. And the platter is made
of die-cast aluminum.

Its wow/flutter measurement is .04% and the two operating speeds
(3313 and 45) have a 2% adjustment.

Sit back and enjoy your music on the Toshiba SR-355 tumtable.

It may be the first time you really hear it.
The stroboscope offers

2% adjustment of the two operating speeds.

TOSHIBA

Toshiba Amenica. Inc.
280 Park Ave., New York, N'Y. 0017 - 3727 West Olympic Blvd.. Los Angeles, Calif. 90019 - 3225 East Carpenter Freeway, Irving, Texas 75060

Cartridge not included
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a for the Czech character names; the
recording is in German.)

; » P aVa Verdi's pirate. “All in all, this Masna-

dieri sets a new standard for the
~3 ‘Verdi revival’ recordings.” So An-
drew Porter concluded his December
review of Philips’ recorded premiere
3 of the work, and Verdi fans should be

= heartened to learn that Philips has re-
B enlisted Montserrat Caballé, the big
gun of its Masnadieri maneuver, for
the latest offensive in its early-Verdi
| campaign. For Il Corsaro, Caballé is
joined by Jessye Norman, José Car-
reras, Gian Piero Mastromei, Clifford
Grant, Alexander Oliver (singing two
parts, a eunuch and a slave—sounds
like one of those days when it just
doesn't pay to get out of bed), and

Which one haS AUtO'Magic tuning? John Noble. The conductor, of course,

',«?.'
L/

Realistic STA-225
Stereo Receiver.
About $400.

Of the top three hi-fi receiver brands, only Realistic* makes is Philips’ resident Verdiano, Lam-
perfect tuning an instant electronic reality on the FM band. We call berto Gardelli.
our creation Auto-Magic* because ‘‘like magic” is how it works.
Now you only need a tuning meter to show relative station strength, Boulez. Pierre Boulez and the New
not for fishing around for optimum reception. o3 O e e e e

Realistic is also the audio brand that helped knock out the $20 to - R
$30extra charge for wood receiver cabinets. By not charging extra! tﬁe¥r i;;rop;an tour mhtml‘e to OPE"
Now you see why Radio Shack sold over 3,000,000 Realistics in their 1975-76 season, the last in the
1975 and really merits your next ‘‘good music” purchase. Philharmonic/Fisher Hall we have
come to know and ... er, know. (At

2 A Ta”dy Company- the end of the season the interior of
a Io ae Great sound since 1923 the hall will be gutted and rebuilt
Over 4000 Stores/Dealers — USA, Canada, England, Australia, Belgium, Germany, Holland, France frorp s,crat,Ch‘) Naturally tl}at mea.ns
“Regrstered Trademarx periodic trips to the recording studio;
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tShis .fall(l'§ first fp}l)'ojec'tsh 'welie
PRE-PUBLICATION OFFER i G 5 e i
1976 Edition, High Fidelity’s Test Reports [ttty

(completion of a project begun last
(The Last Supper—a piece for men's

urder now and save more than 15% chorus and orchestra written in 1843

as part of Wagner’s official duties as

- : Hofkapellmeister in Dresden), fol-
Wiow FiDELITY'S ol ). L n?:%;?irs'edmon of High lov\{ed gy Falla's Three-Cornered Hat
y's Test Reports is .
TEST REPORTS packed with more than 200 (the complete ballet, with Jan DeGae-
—= T} test reports of currently tani) and Stravinsky's Pulcinella Suite.
200 storeo products available stereo and .
evokicted fourchannel Berlin, 1908-9. In February 1975, An-
: ; equipment and drew Porter reviewed Discophilia’s
accessor:es. release of the acoustical recording of
Receivers Carmen (KS 1/3), with Emmy Destinn
Tuners and Karl J6rn, made in Berlin in 1908.
Amplifiers At the time Discophilia promised to
Tape Equipment issue the Faust, also in German, made
Speakers the same year. Now German News
Turntables & Pickups Company, the U.S. distributor, in-
Headphones forms us that the Faust is on its way.
...and more! Destinn and J6rn are the Marguerite

and Faust, with Paul Kniipfer (Mé-
phisto), Desider Zador (Valentin),
Marie Gotze (Siébel), and Ida von

This new book is bigger and
better than ever before!

/.

{High Fidelity's Test Reports

11976 Edition 300 pages of in-depth analyses N
11 Sound Avenue, Marion, Ohio 43302 with charts, tables, pictures and tSocrhieseLeg-:;lr:lll;ifj(r\h(/)lasré}il;l)é:l\:\?if&?gruc-
! rices, plus a guide to technical - 2
he 1 [P . X X

: :I%?‘Sg'gg‘l?ygﬁmp%onps'e; g;‘sgesgf : audio terms. Another Berlin acoustical set is an-
I (regularly $2.95) | Order now. Indicate the number nounced in Preiser’'s Court Opera
I (postage and handiing included) | of copies you want and return Classics series: the 1909 Tannhduser
! NamE | your check or money order with Act I with Fritz Vogelstrom (Tann-
' ' this form. héuser), Anny Krull (Elisabeth), Her-
: ADDRESS ; HURRY! mann Weil (Wolfram), and Leon
{ CITY STATE 21p | Rains (Landgraf). Preiser too is dis-
[ o o0 03 o £ o 3 3 £ o ey e DABA3 | QUANTITIES LIMITED tributed by German News. )
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INTERNATIONALE
TESTBERICHTE AN DIE
901 BOSE DIRECT/REFLECTING
LAUTSPRECHER SYSTEM.

“For the first time the critics all over the world are
unanimous in (their) verdict on a loudspeaker.” *

BELGIUM

La Revue des Disques de la Haute-Fidelite- Jaques Dewevre
“It is grand! It is no longer recorded music... the
orchestra is there in front; and the atmosphere of the
concert hall, all around!”

DENMARK
Hobby bladet + Lyd & Tone - Claus Sgrensen

“The 901 can produce lower notes than any speaker |
have ever listened to...the class is elite....”

HOLLAND

Disk - Jan de Kruif

“The BOSE speakers
belong to the small group
of the best and most
valuable speakers we know.
Without doubt, for some

it will be the very best.”

FRANCE

Revue du Son - Jean-Marie
Marcel und Pierre Lucarain
“...901 with (its) equalizer
system is absoluteiy tops...
sets new standards for
loudspeaker music
reproduction.”

The Mountain, Framingham, MA. 01701

AUSTRIA

*Oberosterreichische - Nachrichten Linz

“BOSE contains more technical innovations than any
other speaker of the last 20 years.”

UNITED STATES of AMERICA

Stereo Review - Hirsch-Houk Laboratories

*“...1 must say that I have never heard a speaker system
in my own home which could surpass, or even equal,
the BOSE 901 for overall ‘realism’ of sound.”

The one review that really wilk convince
you is your own. We invite you to com-
pare the 901 SERIES II with any con-
ventional speaker,
and hear the difference
for yourself.

For information

on the BOSE 901

SERIES II and the
501 SERIES 11
Direct/Retlecting®
speakers, and other
BOSE products,
write us at
Dept. H-9.

MOSE
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SPEAKERS
AT $600
APAIR?

N\
ORTHESE

AT $49.7%
APAIR?

If your ears are ready for
$600 speakers, but your
budget isn't, we have a way
to satisfy both. Sennheiser
headphones. Using the
same acoustic design prin-
ciples that have made our
professional microphones
industry standards, Senn-
heiser Open-Aire® head-
phones reproduce sound
with a realism most loud-
speakers can't begin to
approach. With wide, flat
response. Low distortion.
Excellent transient re-
sponse (even in the bass
region!) And sheer intimacy
with the music. All without
sealing in your ears.
Whether you're waiting for
that pair of $600 speakers
or just curious about a pair
of headphones some ex-
perts have compared with
$1000 speakers...the an-
swer'’s at your audio dealer’s.

*Manufacturer’s suggested list for
Model HD414. Deluxe Model HD424
also available at $79.75.

{/FSENNHEISER

ELECTRONIC CONPORATION
10 West 37th Street, New York 10018 (212) 239-0190
My o Plant: Bi West y
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Some time back | think you ran an article say-
ing that head wear with chromium dioxide
cassettes is no worse than it is with ferric cas-
settes; yet | still hear warnings (from two
dealers, among other people) about not using
chromium dioxide if you want maximum head
life. Should | be using chromium dioxide, or
should | switch to a high-performance ferric
brand like TDK SA or Scotch Classic?—Lloyd
M. Davis, Brooklyn, N.Y.

The article you presumably are referring to
actually said that wear with chromium diox-
ide is not nearly as horrendous as early re-
ports had led some recordists to believe.
Chrome is more abrasive than ferric oxide,
however, and tests do show that it will wear
heads faster. Many home machines have fer-
rite heads and are used relatively in-
frequently; in such a situation the transport
may give up from sheer old age before the
heads wear badly even with chrome tape.
With heavy use and permalloy heads, on the
other hand, you should be able to postpone
head replacement somewhat by avoiding
chrome.

TDK SA is a possible alternative. But,
though it is intended for use with the same
bias and equalization as chromium dioxide
tapes, it is more sensitive than chromium
dioxide and (assuming you use Dolby B noise
reduction) would require some readjustment
of your recorder for optimum Dolby tracking.
Classic, unlike SA, is a ferrichrome—that is,
it has a layer of ferric oxide under a surface
layer of chromium dioxide—which obviously
determines its wear properties.

For several years | have been using a *‘One-
Wipe Dust Cloth” on my records, and it
seems to remove dust and fingerprints well,
without leaving harmful deposits. Will this
hurt the records in any way? Sometimes |
use a Watts Preener. How does this compare
with other devices of this type? Is it best in us-
ing such a device to rotate the record by
hand—or should it be rotated on the turntable
at 33% rpm? Lastly, are all brands of poly-
lined sleeves equally good?—Mike White,
Petaluma, Calif.
Without knowing exactly what chemicals are
used in these dust cloths, it is impossible to
say whether they are safe for records or not.
It would seem prudent, therefore, to use only
cleaning products that are specifically meant
for records—and formulated by reputable
manufacturers. The Watts Preener is among
the most respected devices of its type. The
manual for Watts record-care products gives
no instructions as to whether the record is to
be turned by hand or power on the turntable,
though it may be a little awkward to use with
the record placed on some turntables.
Poly-lined sleeves represent a dilemma: To
be sure, they keep away dust, but—depend-
ing on their own chemistry and that of the
record—they can cause plasticizers to mi-
gratein or out of the disc, rendering the vinyl
too soft in the one case or too brittle in the

other. Where the effect is extreme, therefore,
it could contribute to premature record wear.

| came across an Audio-Technica ad, and |
would like to know if the claim made about its
Shibata-tipped cartridges is justified. Does
the Shibata stylus make four times as much
contact with the record groove as an elliptical
stylus? Does this make record wear one-
fourth as much?—Michael Mainiero,
Lynnfield, Mass.

It is true that the Shibata stylus distributes
its contact with the record groove over ap-
proximately four times the area that an el-
liptical stylus does—as does practically any
stylus designed for CD-4 use. This means
that the pressure exerted on the vinyl surface
with a CD-4 pickup is about one-quarter that
of a stereo pickup for any given tracking
force. This is offset, wholly or in part, by the
generally higher tracking forces that such
cartridges require. So, though the pressures
may be lower with a Shibata, don't expect
them—let alone the record wear—to be one-
fourth as much.

Your review of the Royal Sound Add-N-Stac
cassette storage modules [test reports, Au-
gust 1975] was very enthusiastic. But | use 8-
track cartridges. Does the company make 8-
track modules, and are they equally good?-
A. Robert Walters, Detroit, Mich.

Yes, it does; no, they aren’t. We found them
an overly snug fit for some cartridges unless
we discarded the cardboard covers. The 8-
track storage unit therefore encourages dis-
carding the covers, which sometimes have
fuller notes than there’s room for on the la-
bels of the cartridges themselves and, in any
event, add dust protection when the tapes
aren't stowed in the storage module.

Switchcraft's new Model 622P1 de-emphasis
compensator for Dolby FM seems to be the
same as the one you reviewed [Model 621P1,
test reports, April 1975] except that the new
one has added inputs for tape playback, level
controls for both sets of inputs, and an input
selector switch. And it costs about twice as
much [$24.95]. | don't really see the advan-
tage of the tape inputs. My dealer has some
information from Switchcraft, but he
couldn’t figure it out either. How is the
622P1 to be used?—James B. Martin, New
York, N.Y.

If your dealer has Switchcraft Bulletin 286,
which ‘“‘explains’ the 622P1, we can under-
stand the confusion. We have entertained a
high opinion of Switchcraft in terms of prod-
uct variety and reliability, but that opinion
doesn’t always extend to its literature. We
must say about Bulletin 286 what we said
about the instructions on the earlier unit: Ig-
nore it and, instead, think very carefully
about the required signal routings in your
system. It appears to us that in most setups
the new model will offer little if any practical
advantage.
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Extravagant praise
for a budget receiver.

A recent Hirsch-Houck appraisal of
Sherwood’s Model S7010 stereo
recewver (Stereo Review, September
'75):

"It would be an understatement to
say we were impressed with the
Sherwood S7010 . . . Itisa
thoroughly competent little receiver
that gratifyingly sells for a fraction cf
the price of many of the sterso
receivers we have seen in receni
months.

“Very little has been sacrificed in
performance to achieve the unit's low

price. In the important areas of
effective sensitivity, noise and

distortion (to say nothing of uniform
channel separation across the audio
frequency range), the (S-7010’s
tuner) ranks with some of the most
highly regarded tuners and receivers.

. alot of receiver for the money.
It sounds good, looks good, feels
good, and the price is rigkt.”

For a complete, unedited copy of this
review, send us a self-addressed
envelope.

For a complete, unedited sample of
the unit that prompted these words of
praise, visit any Sherwood dealer.

MINIMUM RMS POWER OUTPUT:
10 WATTS PER CHANNEL (@ 8
OHMS, 40-20,000 Hz.; MAXIMUM
TOTAL HARMONIC DISTORTION,
NO MORE THAN 0.9%].

Provision for two sets of speakers.
The latest integrated circuitry.

2.6 uV FM Sensitivity.

Solid-State Ceramic FM IF Filters.

All for under $200. Complete with
case.”

Sherwood Electronic Laboratories
4300 North California Avenue
Chicago, lllinois 60618

S)

SHERWOOD

The word is getting around.
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Quadriphonic Radio and the Separation Blues

It's not how close to mono a stereo signal gets, it's how and
where you make it that way. At least that seems to be the
position taken by the Federal Communications Commis-
sion in a recent decision. Paradoxically enough, the issue
involves the enhancement of stereo program material
(that presumably will be heard through a quadriphonic de-
coder) by means of a quad encoder in the broadcast chain.

For some time now, the FCC has permitted broadcasting
of SQ- and QS-encoded discs as well as any material that a
station may have encoded onto two-channel tape via either
of these methods. Apparently the commission believes
that a matrix-encoded signal makes no additional de-
mands on an FM broadcast channel and is compatible with
stereo as far as the listener is concerned—and this seems
to make sense. Some stations, in order to heighten the
four-channel effect of regular stereo when passed through
a quadriphonic decoder, have taken to “encoding” this
material as well.

When Jack Schanker, chief engineer of WCMF in Roch-
ester, New York, informed the FCC that he planned to in-
stall a Sansui QS-E5B encoder used in the ‘‘enhancement
mode’ into the chain between the audio control panel and
the transmitter, and that, by his measurements, the re-
sulting “‘enhancement’ of a stereo signal would reduce its
separation for anyone receiving in stereo to about 7.8 dB,
the commission replied in aletter of September 2 that this
is a no-no. Stereo channel separation, say the broadcast
regulations, must be maintained at 29.7 dB minimum, so
Schanker removed the encoder.

Modulus—A New
Standard of Flexibility

In our October 1974 issue we commented that noise re-
duction, as well as quadriphonic circuitry, might well use
plug-in boards so that equipment could both be tailored to
the use at hand and be rendered largely obsolescence-
proof. (It's much less expensive to change—or add—a
board than to replace a whole component in order to get
the latest circuit feature.) This, we said, might be an idea
whose time has come,

Looking over the recently announced Heathkit Modulus
series, we find that it represents just the sort of design we
had in mind. The control center around which this concept
revolves is a digital AM/FM stereo/quad tuner-preampli-
fier. The basic unit can be customized by the addition of
plug-in modules for Dolby FM decoding, SQ matrix decod-
ing (with sophisticated logic), and CD-4 demodulation.

Even without the optional plug-ins, the Modulus control
center is an elaborate piece of work, including output me-
ters and headphone amplifiers for all four channels among
its many interesting features. Power amptifiers (either one
or two stereo units are used) are housed in matching out-
board modules, and a choice of output capabilities—60
watts or 35 watts per channel—is available. The system

The situation would have been entirely different had the
encoder been installed upstream of the control panel. Un-
der those circumstances, admits the FCC, the matrix-en-
hanced stereo program—whatever its separation may be—
is perfectly acceptable, and the capabilities of the broad-
cast chain remain intact.

Schanker points out that enhancement of this kind is
really unnecessary since, as most people familiar with
quadriphonics know, matrix decoders are capable of pro-
ducing an approximation of four-channel sound from two
stereo channels without any pre-encoding or enhance-
ment. Stations are doing this, he says, for the promotional
value—so they can advertise themselves as *‘going full-
time quad.”” *‘Separation of 7 to 8 dB is not really bad,”
Schanker contends, adding that ‘‘most stereo listeners
would not notice the difference, although a mono listener
gets a small reduction in audio level. But it seems that ma-
trix-system manufacturers are waiting for broadcasters to
popularize the medium for them before they release
enough encoded discs to support real full-time quad."”

It seems to us that these manufacturers may be their
own worst enemies in this case and that their promotional
machinations and infighting may yet succeed in killing off
what could be a great contribution to musical enjoyment in
the home. Also, might not the FCC be more forthright in
setting standards for signal processing? And why is it so
fussy about 29.7 (not 30) dB minimum stereo separation
while permitting program material that comes nowhere
near that? Answers sometime—if one may hope.

will, of course, accept any power amplifier you choose. (For
a true state-of-the-art quadriphonic system, Heath sug-
gests a pair of its AA-1640 superamps, rated at 200 watts
per channel.)

So here is a “‘universal’’ audio system—stereo, quadri-
phonic, whatever—that can be expanded or updated at
any time. If a local FM station adopts Dolby only after
you've built the AN-2016 control center, you can add the
Dolby board. If, five years from now, Heath finds an SQ de-
coder circuit that will outperform its present full-logic-plus-
variable-blend design, you can update. Nice going, Heath.

CIRCLE 158 ON READER-SERVICE CARD

High-Bias Ferrics to Surface

For owners of the many cassette decks adjusted for Maxell
UD or comparable tapes—tapes that have been hard to
find in some areas—two major manufacturers have told us
they will be releasing new formulations with similar proper-
ties (including bias requirements). By the time you read
this, TDK should have announced its new Audua cassette,
apparently the “super ED"" that was mentioned in this col-
umn last July as under development. And the 3M Com:-
pany is expected to introduce its entry later this month,
though at this writing it has not yet decided on a name for
the new formulation.
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TOM JOHNSON

T 1S ALWAYS a challenge to write

about Robert Ashley’s work, be-

cause it comes in so many vari-
eties. On one hand are big multi-
media productions such as the Wolf-
man Motorcity Revue, which he put on
at the University of Michigan in the
1960s. Then there are pieces like his
exceptionally beautiful String Quartet,
which involve manipulating live
sound with specially designed elec-
tronic circuitry. Then there is that
curious choral work in which the
singers respond with eerie sounds
while, over and over, a solo voice says
“She Was a Visitor.” There are also
the dozens of scores Ashley has done
for film makers George Manupelli
and Phil Makanna, which involve
dozens of approaches, from electronic
collage to country music. And run-
ning through all of this is a long se-
quence of works which involve nei-
ther electronics nor instruments, but
simply speech. ““Conversation
pieces,” we might call them.

A normal conversation?

I particularly remember a per-
formance of one of these a couple of
years ago. The event consisted of Ash-
ley and two women simply sitting
around a table in front of the au-
dience, drinking and discussing vari-
ous topics, mostly related to the arts.
One of the participants, Anne
Wehrer, had worked with Ashley be-
fore: indeed, Ashley once staged a

corRRECTION: In Mr. Johnson’s ar-
ticle on Charles Dodge in October
it was incorrectly stated that
Dodge’s The Story of Our Lives and
In Celebration would be issued on
Nonesuch Recordings. These
works, along with Speech Songs, are
scheduled for Winter 1976 release
on Composers Recordings, Inc.
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piece called The Tral of Anne Opie
Wehrer and Unknown Accomplices for
Crimes Against Humanity, in which
Wehrer had responded to a barrage
of unrehearsed and often personal
questions in what turned out to be an
intense, probing evening. On another
occasion she went into an isolation
chamber, where she could respond
only indirectly to questions of observ-
ers. On the night two years ago of
which I speak, however, she just
talked informally with the other two
participants, and the result was quite
unlike anything else I have seen. Too
casual to seem like a performance,
and yet too remote to be accepted as
any sort of normal cocktail party situ-
ation, the evening took on a strange
reality and became provocative on
many levels. What happens when we
talk? Why is it so odd to listen to a
normal conversation when one is not
allowed to participate? Is it even pos-
sible to have a truly normal conversa-
tion in a performance situation? And
how can we relate pieces of this sort to
Ashley’s other work? For example, is
there any similarity at all between
this and something like /n Memoriam
Esteban Gomez, a piece for four play-
ers in which the musicians make min-
iscule changes of a sustained, blended
sound?

Not only are Ashley’s pieces highly
varied, but even particular works can
sometimes be realized in a number of
ways. Even the composer’s own per-
formances of a given work may take
many different forms during the
course of a few years. For that matter,
his pieces can be quite different even
on two consecutive nights, because
they often rely on improvisatory ele-
ments which simply can’t be re-
peated.

He is, I suppose, an eclectic, but an
unusual new type of eclectic. He has
never written art songs or piano con-
certos; for that matter, he has seldom
written at all for traditional types of
performers. Almost everything he has
done is fairly radical, falling into
what we might call Cage-derived
forms and mediums. But that is a
very broad range.

The danger of image-making
Ashley’s home base for the past six

years has been in the San Francisco
Continued on page MA-12

letters

A question of discrimination

To the Editor:

I have read descriptions of Serge
Koussevitzky’s elegant dress, of Seiji
Ozawa’s love beads and embroidered
shirts. Critics have remarked upon
Leonard Bernstein’s dancing on the
podium, Michael Tilson Thomas’
spontaneous leaps of excitement, of
William Steinberg’s minimal baton-
work. Commentators have also noted
the apparent health of Arthur Fiedler
and the above-mentioned Steinberg,
and the exuberant vitality of Mstis-
lav Rostropovich.

But never do I recall writers com-
menting negatively on a conductor’s
figure until now. In the November is-
sue, Andrew DeRhen’s mention of
Antonia Brico’s “matronly figure”
and “the rather unchic impression” it
makes is an outrageous example of
the kind of prejudice that has stifled
Brico’s career. I dare say he would
never think to remark on a male con-
ductor’s imperfectly maintained or
shaped body. He would understand
implicitly that such things are imma-
terial to the business of music-mak-
ing.

Women conductors have no more
obligation to be chic, well-toned,
slender, and attractively propor-
tioned than men. Especially women
of 73 years.

Ellen C. Pfeifer

Music Critic

Boston Herald American
Boston, Mass.

P.S. I’d like to know when the readers
are going to wise up to the fact that
MUSICAL AMERICA’s editor is a woman
and stop sending their letters to the
Editor as “Sir.”

Mr. DeRhen replies: Ms. Pfeifer flatters me
by her confident assertion that I “would
never think to remark on a male conductor’s
imperfectly maintained or shaped body.”
Let me assure her that my characterization
of Antonia Brico as a “matronly figure”
was never meant as an insult. [ would only
hope that my indiscretion does not encourage
reporters less gallant than I to apply strict
critical standards to the physical flaws of
male conductors.
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Public Broadcasting Service, through Exxon’s Great
Performances series, televises first showing of the La
Scala production of The Barber of Seville. Berganza, Alva,
and Prey head the cast; Claudio Abbado conducts.

Sarah Calwell becomes the first woman to conduct at
the Metropolitan Opera. She directs a performance of
La Traviata, with Beverly Sills in the title role.

Kenneth Schermerhorn, conductor of the Milwaukee
Symphony, leads the orchestra in the premiere of a work
of his own, Monodrama for Soprano and Orchestra.

The Juilliard Quartet, in East Lansing, opens the first of
three complete Beethoven cycles in the U.S. this season.
Performances in New York and Chicago follow.

The Baltimore Symphony, under Sergiu Commissiona,
plays the premiere of a commissioned work by Lukas
Foss: Folksong, for full orchestra.

Rudolf Serkin’s concert at Carnegie Hall celebrates the
fortieth anniversary of his debut there.

The Chamber Music Society of Lincoln Center presents
the premiere of Sir Lennox Berkeley’s Quintet for Piano
and Winds. John Browning is the guest pianist.

Published at Great Barrington, Mass. 01230 by ABC Leisure Magazines, Inc., 3 subsidiary of American Broadcasting Companies, Inc. Copyright © 1975, Musical America edition
published monthly. Yearly subscription in the USA and Possessions $18; elsewhere $20. Subscription including Concert Artists’ Directory $30 in USA and Possessions; elsewhere $32.
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N EAST SEVENTY-FOURTH STREET there is a white,

wide, low-pillared Colonial-style building, once

four adjacent New York brownstones. It is the site
of the Mannes College of Music, a New York cultural
landmark for over half a century. Last spring, however,
the institution went through two traumatic experiences.
Lack of funds threatened its existence. The death of its
president left it without a head. Miraculously, Mannes
survived both crises. Despite the times, a successful finan-
cial drive brought support from foundations and private
sources; the College was saved for future music gener-
ations. The search for a new president lead to an unex-
pected but brilliant choice, opera singer Risé Stevens.

We visited “Madam President”” at Mannes shortly after
she had taken over her new post. Walking up a short flight
of narrow stairs we found in a small room Peggy Tueller,
former secretary to Schuyler Chapin, now executive as-
sistant to President Stevens. Promptly, the door beyond
opened and Risé—an old friend—emerged. She lead us
into her office, explaining that it was not quite finished—
the rug was still to come. It was a stormy day and she was
trimly dressed in a blue wool, brass-buttoned slack suit
with a golden R, a present from husband Walter Surovy,
decorating the lapel of the jacket. Her ash blonde hair was
rolled back over her forehead in a pompadour. She wore
horn-rimmed glasses. She is slim and erect, warm and
friendly. She could have been a Vogue model for her latest
part.

The room was light and uncluttered, with a few per-
sonal touches—flowers on a table and on the bookshelves
informal pictures of her family including son Nicolas
who, following his father’s footsteps, has begun a career as
an actor; a graduate of the Juilliard School of Drama he is
now a member of The Acting Company of John House-
man. There were also photographs of two women who
had greatly influenced Risé’s life: her teacher Anna
Schoen-René (looking like Gertrude Stein) with whom
she had studied at the Juilliard School of Music and the
German mezzo Marie Gutheil-Schoder, the great Octa-
vian, with whom she first coached the role in Salzburg.
On the wall opposite the desk was an autographed picture
of Richard Strauss, dated Garmisch 1940, a cherished
possession. On another wall was the school’s charter,
framed, and portraits of Mr. and Mrs. David Mannes.
David Mannes had been a violinist, a concertmaster with
the New York Symphony, a conductor, and a dedicated
educator. His wife Clara, daughter of Leopold Damrosch
and sister of Walter, was a pianist. Together they founded
the David Mannes School of Music in 1916. Their son
Leopold joined them in 1940 and eventually became the
school’s president. A musician, he was also the co-inventor
of the Kodachrome color process. During his regime he
expanded the Mannes curriculum, including liberal arts
courses. In 1953 the school obtained a charter from the
University of the State of New York and became the
Mannes College of Music.

Risé Stevens was, we thought, the first woman to be-
come president of an important music conservatory. How
had it all happened? “By accident,” she answered. “Last
spring, when Mannes began its intensive search for a new
president many names were suggested. But not mine. In
fact, at that very time I signed a contract with Juilliard to
join its voice faculty. One day early last summer I had a
call from David Tcimpidis, dean of Mannes, asking me
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RISE STEVENS

musician of the month

to lunch. When we sat down he came straight to the point.
“We are looking for a president. We had never thought of
you. Then one of our pupils said: ‘Why have you never
approached Risé Stevens?’ I am here to ask you to become
our president.”

What had made her accept? A great artist is tradition-
ally not a great administrator! For years Risé Stevens had
led the life of a glamorous prima donna, acclaimed at the
Metropolitan and other major opera houses in such roles
as Carmen, Octavian, Orfeo, Dalila, Orlofsky. She had
toured in concert and made recordings, appeared in films
and on television. She had been chosen to be the mistress
of ceremonies at the Gala Bing Farewell. What had the
groves of academe to offer compared to all this? Then we
remembered that Risé Stevens—a Gemini—has two sides
to her nature. She is also a practical person and a fighter
for a good cause. As co-general manager of the Metropoli-
tan Opera National Company she had developed a tour-
ing organization to provide young American singers with
the experience she had had to go abroad to find, the
chance to have training and exposure in their own coun-
try. At Mannes she will again have the opporuunity to
open new doors to American artists.

Risé Stevens said: “When the Mannes offer came I went
home to talk with my husband, who has helped me with

HIGH FIDELITY / musical america



so many decisions.” Married thirty-seven years this
month, Risé first met Walter Surovy in Prague when she
was an unknown young singer and he a successful young
actor. Now a real estate executive, he was for many years
his wife’s personal manager. “Walter said: ‘You must de-
cide for yourself.’

“Do you know what decided me? It was the smell.” Risé
laughed as she said it—her first name in Norwegian
means “laughter” and her laugh is infectious. Then she
turned to us and asked seriously: “Are you susceptible to
smells?” We told her about a recurring spicy fragrance
which used to tantalize us in Italy; every now and then,
driving through the countryside we would catch a whiff of
it. But we could never identify it. Then, summer before
last, visiting critic Bill Weaver at his home in Tuscany, we
found its source. It was a tiny yellow-flowered ground-
covering plant. Nobody knew its name.

Risé nodded. “Then you will understand. When 1 first
walked through Mannes there was a smell familiar to me,
a smell I had known before—of old walls, used things, a
kind of mustiness. I can’t describe it but I was completely
aware of it. I am very conscious of the odors of buildings. I
smell the glue onstage. Suddenly, at home—when Walter
wouldn’t help me—it came to me. The smell was the smell
of the Mozarteum in Salzburg where, as a young girl, I
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went to coach with Gutheil-Schoder. I remember it was
almost impossible to get a window open at the Mozar-
teum! Mannes and the Mozarteum—the same smell. It
was a sign. Something said to me: ‘Risg, do this!’ I knew I
must go to Mannes. It was a challenge I could not refuse.
But first I had to get a release from Juilliard. Peter Men-
nin was sorry about my decision, but understanding.

“I think it is the smallness of Mannes which attracts me.
It is the right size, the size Juilliard was when I was a stu-
dent. It is a school equipped to give the young musician a
more individual kind of training. Besides, everyone con-
nected with the school is so marvelous! When the school
almost had to close for lack of funds everybody pitched in.
The faculty didn’t take a cent of salary during the crisis.
The students went out on Fifth Avenue and played and
collected money.”

President Stevens ticked off some of her projects and
plans. She was setting up strong public relations and de-
velopment departments. “I am very much interested in
fund raising.” She wants to build a much stronger vocal
department. The school, though it has produced such
singers as the Metropolitan’s Frederica von Stade, has al-
ways been better known for its instrumental and conduct-
ing teaching. Among well-known Mannes graduates on
the podium and in the pit are conductors Julius Rudel,

Continued on page MA.39
MA-5
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T A RESTAURANT across from

Lincoln Center, Roberta Pe-

ters took time off between a
Met Ballo in Maschera rehearsal and
another at CBS for the Captain Kan-
garoo show (introducing opera to chil-
dren) to lunch with us and talk about
Presidents. In a becoming turquoise
blue wool dress and matching felt hat
she looked like a college girl dressed
for a date. It was hard to believe that
she was celebrating her silver anni-
versary at the Metropolitan. She had
made her debut there November 17,
1950, as Zerlina in Don Giovanni, still
one of her most delightful roles. She
had come back the day before from
Washington, where she had sung at
the State Dinner given by President
Ford for the President of Colombia.
The soprano has been six times to the
White House and has sung for four
presidents—Kennedy, Johnson,
Nixon and, now, Ford. Undoubtedly,
come rain or shine, Republican or
Democrat, she will be entertaining
there again next year.

Roberta Peters at the White House

We talked about her most recent
experience. “They reached me at a
motel in Flint where I was singing
Noel Coward’s Buttersweet. The day
before, a friend had telephoned and,
for a joke, had himself announced as
Clive Barnes. And so, when the oper-
ator said ‘The White House is call-
ing,’ I said ‘stop, your kidding.” ”

Roberta Peters enjoys the pomp
and protocol of her White House vis-
its. “Everything is arranged for you.
You are met at the plane. You stay at
the Hay-Adams across the way from
the White House. An official car with
a sergeant-chauffeur calls for you.
This time, arriving at the White
House, security was very tight—it was
after the assassination attempt on the
President. You meet at eight in the
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East Room for cocktails; guests re-
turn there after dinner for the enter-
tainment. When everyone has gath-
ered, the doors open. Trumpets
sound, a military band plays Hail to
the Chief, four men of the different
armed forces enter, followed by two
men carrying flags, one the American
flag and the other the flag of the
country being honored. Vice-Presi-
dent and Mrs. Rockefeller entered,
then the President and Mrs. Ford, fol-
lowed by the President of Colombia
and Mrs. Lopez. A reception line
forms. Everybody files past the Presi-
dent to meet him.”

Singing for Presidents

Of all the administrations she had
observed, the atmosphere of the
present one was the most informal,
observed the singer. “For instance,
there was no dais, no table of honor. 1
sat at the same table with Mrs. Ford,
who was between the Colombian
President and the Colombian Am-
bassador. I was next to the Ambassa-
dor.” And her husband? (In private
life Roberta is Mrs. Bertram Fields.)
“He was there, too, and—for the first
time—my pianist John Wustman. Be-
fore this the accompanist was only in-
vited after dinner.

“The tables were very pretty—a
porcelain flower piece in the center of
each one. The food was delicious but
I had eaten beforehand and just pre-
tended to eat. At the end of dinner
the President speaks. I was relieved
when I saw him take from his pocket
only a few reference cards. I knew the
speech would be short. It was, and it
was good too. But when the President
of Colombia stood up I saw him take
out about twenty pages, which he
proceeded to read. It is terrible to
wait so long when you have to sing!
Before coffee was served I managed to
leave. The East Room, as usual, was
now set up with gilt chairs. The small
platform was banked with greenery.”
What did she wear? “A rose-pink
dress with no jewelry except the dia-
mond earrings my husband gave
me.”

What had she talked about with
Mrs. Ford? “Our children. My older
son Paul and her daughter Susan are
the same age, eighteen. They both en-
tered college this year. Paul is a fresh-
man at Ithaca. Mrs. Ford said ‘Susan
is just like her father. She has tre-
mendous energy. In addition to ev-

erything else she is working at pho-
tography. A girl has to keep busy.’
Mrs. Ford said this with emphasis!”

Roberta took a little time out to
drink a glass of orange juice and to
start her chicken salad, then returned
to her story. “The President always
introduces you before you sing and
President Ford had done his home-
work. He knew all about me and my
career! Afterwards there was dancing
and the President danced with me for
almost half an hour—mostly fox-trots
and things like that. He’s a good
dancer. He didn’t leave until half
past one. We talked about Vail,
where he always goes for his vacation.
I had been there last year with my
two boys. Since it was right after the
attempt on his life I told him we were
all concerned about him. He said:
‘There are many kooks around. Don’t

worry.””

Did they mention music? “Not
really. He says he leaves ‘such classi-
cal things’ to his wife. The song I sang
which he liked best was I’ll See You
Again; it was a song he knew. Mrs.
Ford particularly liked Mio babbino
caro and the Laughing Song from Fle-
dermaus.” Roberta summed up her
impression of the President in what
she obviously meant as a compli-
ment: “He’s Mr. Average Man.”

She had sung twice for President
Nixon. “The first time was on the oc-
casion of a State Dinner for British
Prime Minister Wilson. The Presi-
dent was relaxed and talkative and
Mrs. Nixon was most kind. I had had
a long rehearsal and no time to get
my hair done. When Mrs. Nixon
heard this she offered me her own
White House hairdresser. She is a
lovely person. The second time was a
dinner in honor of Prime Minister
Tanaka of Japan. It was the begin-
ning of Watergate and Nixon was
very tense. But for me the evening
was marvelous. When the marine
who always escorts you to your place
at the dinner table brought me to my
seat I found myself next to Henry
Kissinger. It was so exciting. With
him you could talk music. He loves
all the old romantic Viennese songs,
like Wien, Wien, nur du allein. He said
his favorite composer was Mozart.”

The chicken salad, nibbled at, was
removed by the waiter. Over a cup of
tea Roberta Peters informed us with
mock seriousness. “I have a Nixon
tape—hisintroduction to my concert.”

During the Johnson administra-
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tion Roberta Peters was invited
twice. “The second time was the best
because I didn’t have to sing. It was a
Christmas party. Van Cliburn was
there, too. After dinner there was
dancing and Johnson loved to dance.
My first partner was Van. No sooner
had we taken a few steps than I felt a
tap on my shoulder; it was Vice-Pres-
ident Humphrey cutting in. A min-
ute or two later there was another
tap. This time it was Johnson. The
next thing I knew the President was
leading me upstairs to his library. He
said he wanted me to see the view of
the big Christmas tree on the lawn
from their private quarters and to
show me the Lincoln bedroom. My
absence did not go unobserved. Next
day I had a call from columnist Jack
Anderson who asked: ‘Where were
you?’ They are really vultures, those
White House watchers!” We had also
become a little curious. “Were you
nervous, alone with the President?”
“I tell you, I'm not talking,” Roberta
said demurely.

The very first time the soprano
sang at the White House was in 1961,
after a State Dinner that President
Kennedy gave for the President of
Peru. “It was much more formal in
those days. Now it is black tie but
then everybody wore white tie. I wore
a strapless dress—that was the fashion
then—and long white kid gloves.
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Roberta Peters, with Jerome Hines, meets the Kennedys: “He was gorgeous!”

When I met Kennedy I almost died.
He was so gorgeous! He had light
blue eyes and sandy hair and such
charm. There I was, a little girl from
the Bronx—it was like being in a fairy
tale.” And Mrs. Kennedy? “She was
pleasant and cool. But she did have
the most beautiful taste. The tables
were set with exquisite china and the
fresh flower arrangements were works
of art.”” Roberta added regretfully, “I
could have danced with President
Kennedy all night. But I didn’t have
the chance. He didn’t stay. He went
upstairs as soon as the entertainment
was over.”

“Then that was your most memo-
rable White House experience?”
“No,” said Roberta, “the time I en-
joyed most was the time I sat next to
Kissinger.”

Kissinger postscript

That very night—it was Monday,
September 29—we went to a concert.
It was a special occasion. Eugene Or-
mandy and the Philadelphia Orches-
tra had returned to Carnegie Hall
and the soloist was the hall’s presi-
dent and saviour, Isaac Stern. Boris
Sokoloff, manager of the orchestra,
had invited us into his box. After-
wards Julius Bloom, Carnegie’s exec-
utive director, and Isaac Stern were
hosts at a small, informal party in the

Carnegie Café. The violinist and his
wife Vera sat at a table with old
friends Marit Gentele Gruson and
her husband, New York Times execu-
tive vice-president Sydney Gruson,
and with a tall long-haired woman in
black silk whom we recognized as
Nancy Kissinger. We also noticed a
number of men standing about, all
wearing earphones. We realized they
were secret service men. In fact, we
left our coat on a bench next to one of
them and asked him if he minded
keeping an eye on it! When we picked
it up later he told us he had heard the
concert. He said. “I never heard Isaac
Stern before. He’s wonderful!”
Suddenly we noticed from across
the room that Eugene and Gretel Or-
mandy, escaping from backstage ad-
mirers, had arrived and had joined
the Sterns. Then Kissinger himself
appeared. He had come directly from
the UN. We watched him talking
animatedly with Isaac; both eating
stuffed cabbage rolls. Eventually,
when everybody got up from the
table, we were introduced to Dr. Kiss-
inger. We said: “I was talking about
you just today with Roberta Peters.”
“Alovely girl,” he said. *“And she told
me that your favorite composer is
Mozart. Is that true?”’ For once
Henry Kissinger had the freedom to
give a simple answer to an important
question. “It is true,” he said. A
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on
education

CHARLES B.FOWLER

MERICANS, practical as they
are, have never lavished the
public schools with the arts. If
you want a fine music education for
your children, you might find it in the
schools, but chances are, you will
want to supplement what is offered
there with opportunities available
outside. One can study music at com-
munity schools of the arts, participate
in classes and productions of commu-
nity amateur and professional per-
forming groups, enroll in preparatory
departments in conservatories and
colleges, study with a private teacher,
or attend special programs sponsored
by community organizations and in-
stitutions. Among the latter are arts
education activities that are offered
by museums.
Museum programs have expanded

y

greatly during the past five years as
museum directors have become in-
creasingly aware of serving the broad
interests of their growing audiences.
Perhaps the Smithsonian Institution
in Washington, D.C., one of man-
kind’s great storehouses of history,
science, technology, and art, best
exemplifies what museums can and
are doing in out-of-school education
in the arts. The museum’s music pro-
grams, in particular, provide unique
educational opportunities for people
of all ages.

A “living” museum

S. Dillon Ripley, Secretary of the
Smithsonian, views the museum not
as a repository of static objects but as
a “living” record of culture that
breathes life into the past and edu-
cates people’s perceptions in the
present. While the Smithsonian’s col-
lection of musical instruments is one
of the world’s largest, it took Ripley
to make them sing. His idea of a mu-
seum is to restore the instruments to
operating condition and play con-
certs with them. Each year, the Divi-
sion of Musical Instruments produces
concerts, demonstrations, and record-
ings of restored instruments that
show how differently music sounds
when it is played on the original in-

!
Al

American-German band demonstrates Old Ways in the New World
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struments. During October 1975, for
example, a Haydn Festival [see page
MA-31] featured thirteen concerts
performed on instruments of Haydn’s
time. In one of these Lili Kraus
played the late sonatas on the
Dulcken forte-piano (c. 1780).
Through this approach, people par-
ticipate rather than simply look in
scholarly silence. The difference en-
gages. And educates.

The Institution’s Division of Per-
forming Arts, operating with a man-
date for cultural conservation, gives
recognition to and preserves living
cultural traditions. James R. Morris,
Director of the Division, explains the
approach this way: “Museums can-
not tell the tale of America’s cultural
history using artifacts alone. To com-
plete the record, living performances
of creative human expression are nec-
essary. It is that role we are dedicated
to filling.”

Preserving jazz traditions

One way the Division attempts to
accomplish this is through a series of
concerts and demonstrations. The
Jazz Heritage concerts, funded in
part by the National Endowment for
the Arts, bring to the public those art-
ists who have been definitive leaders
in various styles of jazz. This year’s
program includes an evening of jazz
tap dancing, solo piano with Teddy
Wilson, John Lewis, Hank Jones, and
the music of Bix Beiderbecke per-
formed by members of the New York
Jazz Repertory Company. Another
series, devoted to the Jazz Connois-
seur, features The Countsmen (Basie
alumni), the Heath Brothers (Jimmy,
Percy, and Albert), and Sam Rivers.
The concept behind these concerts is
to bring to audiences a true picture of
the importance of jazz in the Ameri-
can musical heritage.

According to Martin Williams,
Jazz Program Director, “When you
talk about Ellington, you’re not
speaking simply about a ‘jazz’ com-
poser, or bandleader, or songwriter,
you’re talking about a man who is
among the greatest composers Amer-
ica has produced. Jazz should not be
thought of as an isolated form of mu-
sic, but rather as part of the musical
mainstream.”

To help preserve jazz traditions,
many of which are improvisatory,
the Smithsonian in 1973 issued
a Collection of Classic Jazz record-
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The Smithsonian: Teaching our musical heritage

ings. This collection of six LPs in-
cludes eighty-four original recordings
from the archives of seventeen record
companies. Included is a forty-eight-
page booklet of jazz history, photo-
graphs, and a discography by Martin
Williams. The music ranges from
Scott Joplin’s own rendition of his
Maple Leaf Rag, through the work of
John Coltrane and Ornette Coleman.
These recordings are available only
through the museum or by writing
Smithsonian Collection, P.O. Box
5734, Terre Haute, Indiana 47802;
$24. Fall 1975 releases included the
King Oliver Jazz Band (Louis Arm-
strong and his second wife were mem-
bers), Louis Armstrong and Earl
“fatha” Hines, and Classic Rags and
Ragtime Songs conducted by T.].
Anderson. Through recordings, the
concept of the jazz series is extended
to the public at large.

Mabel Mercer & others

Mabel Mercer, that grande dame
of song styling, will headline the
1975-6 American Popular Song
series. Whenever possible, the settings
for these programs, like the jazz series,
are informal and the artists are in-
vited to share anecdotes, give demon-
strations, provide explanations, and
otherwise converse with the audience.

People and Their Culture, another
concert series, is designed to bring to
life, through music and dance, the
folk instrument collections at the
Museum of Natural History. This
year there will be groups from Tibet,
Japan, Czechoslovakia, and.Burma.
Other series are devoted to chamber
music and music from Marlboro.

In addition to these concerts there
is a concert of American Band Music
from 1876, programs of American
banjo music, and an evening of Mu-
sic and Dance from the Age of Jeffer-
son. The latter program has been
carefully researched—the musical as-
pect by James Weaver, Associate
Curator, Division of Musical Instru-
ments, the dance by Shirley Wynne,
Director of the Baroque Dance En-
semble, and member of the faculty at
the University of California at Santa
Cruz. They found that Jefferson and
his daughters took dancing lessons,
and that his music collection con-

January 1976

tained minuets, country dances, reels,
the Duke of York’s march, waltzes,
the Spanish Fandango, an ‘“Al-
maine,” a “Corant,” and a quick step.
This program of authentic music and
dances of this period, with costumes,
scenery, and lighting, was premiered
in Washington on November 14 and
then toured to four states. Again, the
music is available on recording.

Festival of American Folk Life

Undoubtedly the most educational
of the Smithsonian’s arts activities
will be the 1976 Festival of American
Folk Life. This tenth annual festival
will be held on the fifty-acre Mall be-
tween the Lincoln Memorial and the
Washington Monument from June
16 through September 7. Extended
from two to twelve weeks on behalf of
the Bicentennial, the festival will con-
stitute the largest free public event in
the United States and the major Bi-
centennial event in Washington.
Over five thousand performers will
appear on the ten stages. Thirty
countries will be represented in addi-
tion to folk artists and artisans from
throughout the United States.

The festival will present the music,
dances, crafts, foods, and other folk-
ways of ethnic populations in the
United States in direct comparison to
these folkways in the country of ori-
gin. The plurality of American cul-
ture is represented by the festival
themes: Old Ways in the New World,
Native Americans, Working Ameri-
cans, African Diaspora, and Re-
gional America. Through lullabies,
songs of work and celebration, and
other folkways, the public is invited
to leaf through the many fabrics of
American life to gain an under-
standing and appreciation of the
multiple roots of American culture.
For those who cannot attend any of
the events in Washington, the foreign
folk groups will tour to ninety cities
throughout the country.

In perpetuating national and fam-
ily folkways, the festival also gives
recognition to them and thus helps to
preserve these traditions. There is no
question that the festival is, above all,
educational. As James Morris states:
“The living art that the American
people make of their own experience

/ - a
Utah Phillips sings railroad songs

is not taught in our educational insti-
tutions, performed in our concert
halls or housed in our museums. Folk
songs and dances may be taught in
schools and interpreted by profes-
sionals in concerts; material culture
appears in museum exhibitions and
collections, but living folkways are
drenched with rich, vital style which
only the living tradition-bearers
themselves can impart to the per-
formance of a song, to the execution
of a complex craft technique, to the
telling of a tale. The Festival cele-
brates folk cultures as they persist in
thousands of styles among millions of
people who inherited folkways as
part of their life styles.”

Museums—and the Smithsonian is
by no means alone in this kind of ef-
fort—are supplementing and extend-
ing the arts education available in
schools. For a quick and engaging
look at what other such institutions
are doing, send for a free copy of the
112-page booklet, Museums: Their New
Audience, published by the American
Association of Museums, 2233 Wis-
consin Avenue N.W., Washington,
D.C. 20007.
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the

dance

JACQUELINE MASKEY

HE BEST 1s last in Gerald Ar-

pino’s Drums, Dreams and Ban-

Jjos, his new ballet for the City
Center Joffrey Ballet. Almost the en-
tire company is on stage in the sort of
organized explosion which in pieces
like Trinity has become an Arpino sig-
nature. The dancers, all in white,
charge the stage as though it were a
territory to be taken, regardless of the
cost to life and limb. They dash, leap,
turn; they throw or are thrown and
are miraculously caught. Regrouping
into a compact little band they move
in accelerating unison downstage
with a kind of cheerful insolence, ev-
ery swing of every hip accentuated by
the smart rap of a tambourine. At the
height of movement on stage and vol-
ume in the pit, both dancers and or-
chestra stop dead and a shower of red
and blue ribbons descends from
above to put the final period to the
ballet. Needless to say, the audience
goes wild.

A theatrical stew

Drums, Dreams and Banjos is the Jof-
frey company’s Bicentennial ballet
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and like the events which so far have
commemorated that national birth-
day it is entertaining, embarrassing,
confused, lively, yawn-making, senti-
mental . . . a thorough theatrical stew
in which somehow the company and
the choreographer rise bubbling to
the top.

One can admire Arpino’s boldness
in making a ballet with so wide a
compass: the piece not only salutes
the American composer Stephen Fos-
ter (1826-1864) but attempts to distill
and contrast the peculiarly American
vigor and vitality found in such songs
as Oh! Susanna, Camptown Races and
Ring de Banjo with the sickly, Euro-
pean-derived romanticism of I Will
Be True to Thee and Ah! May the Red
Rose Live Alway. Arpino also makes his
ballet a kind of survey of the social
dances (high and low) of the period—
the waltz, polka, jig, et al.—inter-
polating vignettes of the theatrical
dancing styles as well. Unexpectedly,
there are no portrayals of either sla-
very or the “brother-against-brother”
aspect of the Civil War. There is,
however, one delicate reference to the
conflict when, at the end of a pas de

deux as a young officer leaves his be-
trothed, a mourning party strings it-
self out in silhouette across the back
of the stage and a single female figure
detaches herself from the group to lay
flowers on what is presumably a
grave.

To bring off his American cav-
alcade, Arpino throws in whatever
comes to hand. Some of it works, like
the minstrel-flavored finale, a sweep-
ing company cotillon, and a rowdy
Oh! Susanna, and some of it doesn’t. I
think particularly, in this context, of
the jolting insertion for Paul Suther-
land and Ann Marie DeAngelo in
which neither the choreographer nor
the dancers seem quite to have de-
cided whether to play it straight or as
a tongue-in-cheek comment upon the
absurdities of the classical pas de deux.
There is also rather too much made of
Foster’s languishing ballads, one of
which supports a particularly silly
trio for Erika Goodman, Kevin
McKenzie, and an interferring third
party who carries a violin and point-
lessly pantomimes playing it.

The support which Arpino receives
from his collaborators ranges from
the adequate to the inspired. Peter
Link’s orchestration of his variations
on Foster’s songs is varied and well-
paced and brings into the ballet the-
ater some fresh sounds—banjo, har-
monica, and tambourine—not usu-
ally associated with Terpsichore.
Rouben Ter-Arutunian’s contribu-
tion is a useful drop depicting foliage
in full leaf which dissolves from fresh
green to autumnal gold to vaudeville
glitter as required. Stanley Sim-
mons’s costumes are a delight, partic-
ularly his bouncy-skirted ballgowns
in delicate pastel shades and a rain-
bow-hued butterfly outfit for Starr
Danias, complete with wings and an-
tennae. The dancers, of course, give—
and give—and give—with that combi-
nation of heart and energy which is a
Joffrey hallmark. There are out-
standing performances throughout
by Pamela Nearhoof, Denise Jackson,
Ann Marie DeAngelo, Russell Stulz-
bach, Chris Jensen, and Kevin Mc-
Kenzie.

“‘Offenbach” back

While the impetus for Drums,
Dreams and Banjos is clearly the Bicen-
tennial, it is hard to imagine what
prompted the Joffrey management to
revive Offenbach in the Underworld, or
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even what prompted Antony Tudor
to choreograph it. It is set in a Pari-
sian café in the 1870s and it chiefly
concerns romantic encounters in
changing combinations between A
Debutante (Starr Danias), A Painter
(Burton Taylor), His Imperial Excel-
lency (Paul Sutherland), Queen of
the Carriage Trade (Denise Jackson),
A Young Officer (Russell Sultzbach),
and The Operetta Star (Francesca
Corkle). Since it is basically Gaité
Parisienne bereft of its comic center
(the Peruvian) and set to another or-
chestration of that ballet’s score, you
spend most of your time regretting
that it is not, indeed, Gaité. Tudor’s
choreography is smooth but bland
and singularly uninventive in the
mélée which is the climax of the bal-
let. The Can-Can is the only part of it
which rises above the routine. Tu-
dor’s Local Ladies, led by Sara Yar-
borough, Alaine Haubert, and Mi-
yoko Kato stripped down to their
camisoles, are presented as a thor-
oughly disheveled lot. Unwashed and
tousled, they look as if their under-
wear could not stand even the most
cursory inspection. They come on like
a DeMille parody—aggressive and
knowing, with lots of pelvic thrust.
Besides its essential feebleness and
a drab black-and-blue set by Kay
Ambrose, there are examples of gross
mis-casting in Offenbach. Francesca
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Offenbach in the Underworld: it prompts a wish for Gaité Parisienne
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Corkle—a cheery little body who was
born to play a number of Dickens’
minor female characters—is saddled
with the part of The Operetta Star.
Hair-do and make-up contrive to
make her look on the ungrateful side
of forty and although she is a marve-
lously talented dancer with a number
of endearing qualities of her own, nei-
ther in personality, looks, or tempera-
ment does she display any of the
characteristics of a belle. Russell
Sultzbach as the Officer meets a simi-
lar Waterloo. The pity of it is that this
is Tudor’s only representation in the
Joffrey repertoire; better a blank in
the company catalogue, I say, than a
lemon like this one.

Why “Opus 1'"?

Another imponderable high-
lighted during the season was the Jof-
frey’s continued infatuation with
John Cranko’s ballets. The company
already performs the best of his
shorter ones, the gay Gilbert and Sul-
livan Pineapple Poll, and it has neither
the resource, personnel, nor inclina-
tion to attempt his full-length pieces
like Eugene Onegin or Romeo and Juliet.
So why trivia like last season’s Jeu de
Cartes and this season’s Opus I? Opus |
is another of those ballets where Man
(Burton Taylor) grapples with birth,
existence, death, and Woman (Ingrid
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Fraley) while an anonymous corps
looms up now and again to interfere
gloomily with the principals. The
piece is set to Webern’s Passacaglia,
Opus 1, which is about its only dis-
tinction.

Nancy Hauser Dance Company

Among the modern dance concerts
which took place during September,
one—the Nancy Hauser Dance Com-
pany from Minneapolis at the
Hunter Playhouse—seemed in its un-
familiarity to promise something
rather out of the way. This, alas, was
not the case, with the company
presenting some warmed-over
Humphrey in Hauser’s Partapartita
(Hauser, who does not dance herself
any longer, was a student of Doris
Humphrey and Hanya Holm) and a
long, self-conscious and obscure essay
by Heidi Jesmin called Dal-A-Bye.
The most entertaining piece was from
a guest choreographer, James Cun-
ningham, whose droll consideration
of human relationships in Moose Lake
was loose in construction, puckish in
humor, and suited to the varying ca-
pabilities of the small troupe. Miss
Hauser did have one surprise in store
in Beginmings, an evolutionary cav-
alcade which began in the Void and
ended up, logically and without sen-
sationalism, in the nude.
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NEW MUSIC
Continued from page MA-2

area, where he teaches at Mills Col-
lege. But this year he has been on
leave and has been spending much of
his time in New York. I went to see
him, hoping to be able to find some
general attitudes which would help
me to present a clearer picture of his
work as a whole. It didn’t help. The
more [ tried to pin him down, the
more Ashley resisted any kind of cate-
gorization.

For Ashley this kind of labeling
and image-making is not a natural or
healthy thing for a composer, because
it forces one to oversimplify his work
and limit his scope. There are, of
course, disadvantages in Ashley’s at-
titude, career-wise. He spoke quite
openly about the kind of public rela-
tions practiced by artists, and about
how many composers want to be-
come known as creators of a very spe-
cific type of music. Naturally it is
much easier for a composer to make
an impression on critics, foundation
officials, and the public at large if his
work presents a direct and relatively
consistent image and an easily identi-
fiable style.

“There is a lot of pressure on artists
who take a double role or a multiple
role,” he said. “The way music is
being produced is becoming more
and more centralized around certain
funding agencies, most of which have
a vested interest in certain types of
music. There should of course be sup-
port for the arts, but the danger of
bureaucratic support is that it threat-
ens diversity. That’s particularly un-
fortunate for artists when they are at
the beginnings of their careers and
should be trying a lot of different
things. I've always resisted the idea
that composers should all have sepa-
rate roles. I see myself in many roles.
Even composing itself is not that im-
portant. [ also teach, I talk to friends,
and so on.”

A critical work-in-progress

Ashley’s latest project lies in yet an-
other area. For this he has selected
eight composers: David Behrman,
Philip Glass, Alvin Lucier, Gordon
Mumma, Pauline Oliveros, Roger
Reynolds, Terry Riley, and La
Monte Young. All are Americans, all
are about forty years old, and all have
similar concerns, at least from Ash-
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Robert
Ashley:
not to be
categorized

ley’s point of view. The plan is to in-
terview each of them, collect essays
about them by younger writers, and
compile everything in a large volume,
which will clarify many things about
an important segment of new music.
Primarily, then, the project is a criti-
cal work, but at the same time it will
be a creative work, not terribly differ-
ent from some of Ashley’s composi-
tions. As in many of his performance
pieces, he is carefully laying the
groundwork for the execution of the
project, but once the interviews and
essays start to come together, he plans

to let the chips fall where they will,
with little editing or rewriting.

Also in preparation is a series of
European performances, which he is
giving this winter in collaboration
with a few other composers, known
collectively as the Sonic Arts Union.
And meanwhile, he is forming a small
record company in order to be able to
issue some of his works without rely-
ing on the whimsies of larger, estab-
lished companies.

And next year? Well, artists who
play multiple roles are not predict-
able. We must wait and see.
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General News

The Saint Louis Symphony
Youth Orchestra will be the
first American orchestra to be
in residence at the Fifth Inter-
national Youth and Music Fes-
tival in Vienna in July. ... The
Music Teachers National Asso-
ciation and the Texas Music
Teachers Association commis-
sioned composer Karl Korte of
the University of Texas to write
anew work in honor of MTNA's
100th anniversary. His Con-
certo for Piano and Winds
will be premiered in March. . . .
James Drew’s string quartet,
Lux incognitus, received its
premiere by the Concord
String Quartet on October 5 at
the Albany Arts Center.

Lewis Dalvit, Jackson Sym-
phony music director, served
as conductor of the Ballet Rep-
ertory Company orchestra on
its midwest tour in November.
... The Symphony for United
Nations, with Joseph Eger as
music director, has been
founded to "'mobilize the en-
ergy of music for improving
communications among the
world’s people in these crucial
times.”” Co-chairpersons are
Marta Casals Istomin and Gen-
eral Indar Jit Rikhye, president
of the International Peace
Academy.

Duo-pianists Richard and John
Contiguglia, along with Je-
rome Rose, participated in a
Franz Liszt birthday celebra-
tion over National Television in
Budapest last October. . . . Pi-
anist José Iturbi turned eighty
on November 28. . . . Baritone
Julian Patrick recently sang
John Proctor in Ward’'s The
Crucible with the Pittsburgh
Opera and appeared in Bern-
stein's Trouble in Tahiti on
N.E.T.

Pianist Byron Janis has com-
pleted a television film on Cho-
pin for world-wide distribution.
... The Chamber Orchestra of
New England made its debut
performance in November un-
der music director James Sin-
clair. The New Haven-based
ensemble consists mostly of
Yale University School of Music
alumni.

Appointments
Nicolas Roussakis succeeds
Charles Dodge as president of

the American Composers Al-
liance. Mr. Roussakis is assist-
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ant professor of music at Co-
lumbia University and
executive director of the Group
for Contemporary Music. . ..
Former principal conductor of
the American Ballet Theatre
David Gilbert is the new assist-
ant conductor of the New York
Philharmonic. Mr. Gilbert, who
won the 1970 Dimitri Mitro-
poulos Competition, is also
music director of the Green-
wich (Conn.) Phitharmonic.

Walter Klauss, organist and
choir master at the Broadway
United Church of Christ (N.Y.),
is the new conductor of the
Brooklyn Phitharmonia Choral
Society. . . . James Edwin Ogle
Jr. has been appointed assist-
ant conductor of the North
Carolina Symphony. Mr. Ogle
won the Symphony's 1974
Young Conductor's Competi-
tion. . .. The Barrington (R.l.)
Boys' Choir has appointed
Charles C. Mello musical direc-
tor. ... Violist George Gross-
man has been named musical
director and president of the
Chamber Music Conference at
Bennington (Vt.) College, a
workshop and performance
center for professional and
amateur musicians.

Harpist Susan McDonald suc-
ceeds the late Marcel Grand-
jany as head of the Juilliard
School's harp department. . . .
Composer/pianist Malcolm
Williamson succeeds the late
Sir Arthur Bliss to become the
ninteenth Master of the
Queen’s Music in Great Brit-
ain.

Awards

Twenty-five-year-old  violinist
Elmar Oliveira has won first
prize in the Walter W. Naum-
burg Competition. ... Kazu-
yoshi Akiyama, former con-
ductor of the Tokyo Symphony
and now conductor of the Van-
couver Symphony, has won Ja-
pan's Torii music award for his
contribution to the develop-
ment and advancement of
classical music in Japan.

At the 1975 International Mu-
sic Competition in Geneva,
New York pianist William West-
ney and cellist Frederick Zlot-
kin of the N.Y.C. Ballet Orches-
tra won top prizes in their cate-
gories.  Twenty-five-year-old
Staffan Scheja of Sweden has
won ltaly’s Busoni Piano Com-
petition. ... The following
were awarded top prizes at the

here & there

International Singing Compe-
tition in ‘'s-Hertogenbosch,
Holland: soprano Maria Ve-
nuti, U.S.; mezzo-soprano Pa-
tricia Price, England; bass-bar-
itone Viadimir Pankratov,
U.S.S.R. There were no first
prize winners in the tenor and
counter-tenor categories.

Detroit Symphony music direc-
tor Aldo Ceccato has received
an honorary Doctor of Music
degree from Eastern Michigan
University. . . . Composers Joe
Ambrosio and Philip Hough,
both of New York City, won
first and second prizes in the
first annual national competi-
tion sponsored by New Music
for Young Ensembiles, Inc. The
prize works will be performed
at Mannes College.

Competitions

U.S. citizens under thirty with
conducting experience but no
affiliation with a major orches-
tra are eligible to enter the Bal-
timore Symphony’'s Young
Conductor’'s Competition. For
information, write to Ann Gold-
berg at the BSO, 120 W. Mt.
Royal Avenue, Baltimore, Md.
21201. Deadline is April 30.
... For information concern-
ing the Southeastern Compos-
ers’ League Arnold Salop Me-
morial Composition Contest,
write to Charles Knox, Music
Department, Georgia State
University, Atlanta, Ga.
30303. Deadline for entries is
January 6.

Deadline for application to the
BMI Awards to Student Com-
posers is April 1. The compe-
tition is open to students

twenty-six and under. For in-
formation, write to Oliver Dan-
iel, BMI Awards, Broadcast
Music, Inc.,, 40 West 57th
Street, New York, N.Y. 10019.
... The New Music for Young
Ensembles 1976 composition
contest will close in April. Write
to Claire Rosengarten at
NMYE, 490 West End Avenue,
New York, N.Y. 10024.

The 1976 Augusta Symphony
Young Artists Competition for
pianists will take place in June.
Deadline for application is
April 9. For information, write
Mrs. Leland Stoddard, Au-
gusta Symphony, 619 Bourne
Place, Augusta, Ga. 30904. . . .
Pianists twenty-nine and un-
der are eligible to enter the
University of Southern Colo-
rado’s National Piano En-
semble Competition (two pi-
anos and one piano-four
hands). Deadline is March 12.
For information, write to Mar-
kowski and Cedrone, Univer-
sity of Southern California,
Music Department, 220 Bon-
forte Blvd., Pueblo, Co. 81001

Obituaries

Walter Felsenstein, director of
the East Berlin Komische
Oper, died on October 8 at the
age of seventy-four. (His last
interview will appear in HIGH
FIDELITY next month.. . .. Tim-
panist Karl Glassman, formerly
with the NBC Orchestra under
Toscanini, died on October 11.
He was ninety-two. . . . Soviet
ballet master Leonid Yakobson
died at the age of seventy-one
in Moscow. His death was an-
nounced on October 21.

MA-13

2
o
!
0
>
-
»
2
m
a2
0
>




THE MET:
WHAT NEXT?

HE WORD THAT most accurately describes the status

of the Metropolitan Opera as we go to press is

“flux.” Flux as to finances, flux as to union con-
tracts, and flux as to artistic policies. The new “-umvi-
rate”—whether “mon-” of Anthony Bliss, “du-" of Bliss
and conductor James Levine, or “tri-” of Bliss, Levine,
and productions-head John Dexter—has simply not had
time enough yet to establish a pattern. How long this pat-
tern will take to emerge is unsure, for much of it depends
upon the over-all financial situation, which in turn de-
pends on the specifics of the contracts with the various
unions involved in the Met.

The fact is that the contract situation, which was on a
tightrope all summer, is still unresolved. Two of the major
unions (the stagehands and the orchestra) extended their
bargaining periods until December 31, 1975, but even
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Louis Mélancon

John Dexter

should they decide to extend further, the AGMA contract
negotiated last summer expires in the summer of 1976,
and it is thought that the other unions will not sign con-
tracts for a term longer than the AGMA one. Thus, the
whole bargaining process will begin again next summer.

This situation puts pressure on management in two
ways: it must divert time from long-range plans (both ar-
tistic and funding plans); and it prevents management
from knowing the parameters of its financial burden,
since it does not know the specifics of what it must spend
in the coming years.

The addition of Richard Rodzinski on the artistic side
and Edward Corn for special projects will doubtless aid
both short-range and long-range planning, not only of ar-
tistic main-stage matters but in the area of what has come
to be called “community out-reach,”—the mini-Met (now

HIGHFIDELITY / musical america



dormant), the Met Studio concept (now defunct), as well
as the hunting up of new sources of funding from private,
business, and governmental sectors. The fact is that, un-
less ways are found to bridge the ever-widening gap be-
tween costs and the amount of contributions raised, the
last monies the Met has (from the sale of the old opera
house land) will be spent in two to three years’ time (by
current projections), and the Met will be as bankrupt as
the City of New York.

It is known that a variety of plans are being actively
studied—the moving-in of a ballet company, extended
touring, etc. Just how radically the Met will change will
depend upon financial figures, but there seems no doubt
that the management has at last realized that the situ-
ation cannot be patched over indefinitely. It must be re-
thought from the ground up.

January 1976

Christian Steiner

Anthony Bliss

This thinking has extended to artistic main-stage activ-
ities as well. The current management has lost the Bing-
years enchantment with lavish productions at lavish cost,
and moreover is actively studying ways in which nonre-
pertory operas, which should be seen at the Met, could be
staged for a limited number of performances at very low
cost, either through cannibalization of existing sets or
through ingenious use of lighting and other techniques.
Smaller companies have set occasional examples in this
area that the Met might do well to emulate.

But the whole picture is extremely cloudy. The thought
is that by next summer, when the present management
will have had a year to settle in and to plan, the outlines
will be clearer, and given a settlement on a minimum two-
year contract with the unions, the shape of the Met in the
later Seventies will be evident.
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ROBERT SOUR

THE COPYRIGHT
REVISION BILL:

For about twenty years now, various revision bills to the U.S. Copy-
right Act have been tossing around in Congress. The lengthy deliber-
ation is not unusual, perhaps. What is unusual is that the present
Copyright Act—that sacred epistle which allegedly “protects” in-
tellectual property—was enacted in 1909. Xerox machines, cable
TV, and multi-million-dollar recording companies did not exist at
that time. Herewith, a brief description of the resultant pandemo-
nium, and its effect on that sometimes-heralded but rarely-rewarded
soul, the creator.

O MANY CHANGES in the economy and in technology

have occured since the U.S. Copyright Law was

enacted that a revision is being sought by the crea-
tor/writers—composers and authors—and their publish-
ers. As we go to press, action is being taken by the Senate
Judiciary Committee, and it is hoped that a Revision Bill
(Senate Bill No. 22—the McClellan Bill, and House Bill
No. 2223—the Kastenmeier Bill) will be enacted before
the spring of 1976.

The Bill has taken an inordinately long time to come to
fruition. On several occasions when it seemed on the verge
of getting through both houses, other legislation, more
pressing and immediate (and perhaps more in the “public
interest”) side-tracked the bill. More importantly, there
has been fierce lobbying, particularly by the recording
and jukebox industries and (hard to believe) by the Na-
tional Education Association. All of these lobbies are
working against the best interests of the creator.

Reprography

Reprography (the Washington term for Xerography and
the like) did not exist in 1909. The present widespread

M. Sour, former president of BMI (Broadcast Music Inc.), cur-
rently serves as a consultant to that organization, as well as to

AGAC (the American Guild of Authors and Composers).
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SOMEBODY’S
LOSING

practice of Xeroxing sheet music and scores, convenient
and inexpensive, is tllegal and eats into the composer’s roy-
alty substantially. Only the owner of the copyright (usu-
ally the author or composer and his publisher) has the
right to copy or give permission to copy a work. Take, for
example, the case of the Pulitzer Prize-winning composer
whose work for orchestra and chorus of one hundred was
programed by a highly regarded eastern university. He
was invited to dinner before the concert by the dean. Be-
fore dinner he asked the dean over for cocktails. He dis-
covered that the chorus had purchased one copy of the
S.A.T.B. choral arrangement and had Xeroxed one hun-
dred copies. The school’s budget was spared, but the com-
poser’s royalties from that performance didn’t even pay
for the drinks. If this practice is allowed to continue,
writers whose sole source of income is residuals (royalties)
from educational works will continue to lose the small but
Jjustly-due payment for their efforts.

But the strong National Education Association lobby
has won this one: the Senate Judiciary Committee has de-
cided—in the Association’s favor—that for classroom us-
age, complete musical works and portions of books may be
copied. Libraries may copy items in their collection, but
not “systematically.” But no practical means of policing
schools, colleges, libraries, or individuals has been decided
upon to prevent full-scale duplication, and the writer or
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composer is sure to suffer a considerable loss of income
therefrom.

Mechanical royalties

By the Act of 1909, when a commercial recording is made,
the author/composer/publisher gets a statutory fee (me-
chanical royalty) of 2¢ per side, maximum. Normally this
fee is divided equally between the publisher and the
writer. The publisher gets 1¢ and the composer gets the
other penny. The Revision Bill, as first approved by the
Senate Judiciary Committee, raised the rate to 3¢. (The
creators had pressed for 4¢, but were forced to back down,
defenseless against the powerful lobbies of the record com-
panies.) In October, “liberal” Senator John Tunney (D.—
California) proposed an amendment reducing the 3¢ to
2Y%¢. Marvin Hamlisch—composer of the Broadway mu-
sical A Chorus Line and an Academy and Grammy Award
winner—testified at the time that the million-copy sales of
Barbra Streisand’s recording The Way We Were produced
but five thousand dollars for himself. The record com-
pany grossed more than one million. In spite of this and
other testimony, the Tunney amendment was adopted.
The record companies won; the creators lost.

Term of copyright

Aside from being out of date, there are factors of the 1909
Act which compare unfavorably with all other countries
in the Western world. Every Western nation, save the
United States, belongs to the Berne Copyright Conven-
tion, established in 1886. The term of copyright, as drawn
by the Convention, runs for fifty years after the death of
the longest-lived collaborator. The U.S. Act established a
period of twenty-eight years with a right to renew the
copyright for another twenty-eight years—a grand total of
fifty-six. After that, the work falls into the Public Domain;
it is, in essence, up for grabs. By a vote of one, at this time
the term of copyright in the Revision Bill was made to
conform to that in the Berne Convention. But if the inter-
est groups prevail, this could change.

The performing right

The 1909 Act called for the payment of fees for “public
performance for profit.” In other words, when a musical
work is performed on a broadcasting station, at a hotel,
night club, etc. the user must pay a fee to the owner of the
copyright. Almost every user is licensed to perform the
works by ASCAP, BMI or SESAC. Most users have li-
censes with both ASCAP and BMI.

The Berne Copyright Convention omits the words “for

profit.” Thus a performance at a college or a non-profit
radio station must be paid for as well. And why not? The
musicians, electricians, stagehands—everyone but the
composer—is paid. The Revision Bill conforms to the
Berne principle and omits “for profit” at this moment but
that, unfortunately, doesn’t mean that all is well. The Na-
tional Education Association and educational television
networks fought this section of the bill all the way and
haven’t finished yet. Their latest argument is that nego-
tiating a fair fee would be impossible. Additionally, city-
owned stations have already been exempted from paying
by this Bill.
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The jukebox

In every country is the Western world but ours, jukebox
operators have always paid a fee for the use of music.
When the Act was written in 1909 the jukebox (in those
days a phonograph with headphones in a penny arcade)
was not considered a public performance for profit. So the
jukebox owners have had a free ride for over sixty years.
The revision stipulates a payment of $8.00 per box per an-
num to be administered by a tribunal, which at ten-year
intervals will determine whether the fee should be
changed. The payment of any fee at all has been fought
all along by the powerful jukebox lobby.

Cable TV

Cable television, certainly a new form of broadcasting, as
yet has made no payments for performance although the
cable companies have been operating for years. The Revi-
sion Bill calls for the establishment of a government-ap-
pointed tribunal which, three years after the passage of the
new Act, will set rates for payment. Thereafter the rate
will be reviewed at ten year intervals.

The American Guild of Authors and Composers, long a
defender of the rights of all authors and composers, has
been fighting for a decent Revision Bill for twenty years.
Now that a bill is almost sure to emerge, the Guild, to-
gether with the other music industry writer-organizations
(National Music Publishers’ Association, the Music Pub-
lishers’ Association, BMI, ASCAP, and SESAC), contin-
ues to fight to improve it and to remove some of the re-
strictions mentioned above. How good it will be remains
to be seen.

The lot of the composer has never been easy. We urge you to
help by writing to your Congressman or Senators to make cer-
tain that the Copyright Revision Bill will not only be enacted,
but will equally and justly serve the needs of both the creator
and the music industry. As the Revision Bill stands now, the
creators stand to be grossly short-shrifted for the following
reasons:

1. The practice of reprography of creative works is not only
sanctioned by Congress, but any limitations placed on it via
the Bill have no effective means of enforcement.

2. The Tunney amendment gives a tremendous advantage to
the recording companies. The creator/copyright owner is, in
essence, still required by law to accept but token payment for
the privilege of having his work recorded. The recording indus-
try is one of the most financially powerful interest groups in
this country. And this, of course, means that they are more
influential, politically.

3. The performing right allows the composer's work to be
publicly performed for no fee when there is no claimed profit
motive by the broadcastee. Although this stands to be revised
in the present bill, we fear that the National Education Associ-
ation will be successful in reversing such a decision.

4. No royalties whatsoever are paid to the composer when his
works are played on a jukebox. Jukebox owners are almost as
powerful a group as the recording industry. There are more of
them, and they are more widespread. They have organized,
and exerted pressure on their local Congressmen. It has
worked.

5. No royalties whatsoever are paid to the composer when his
works are performed over cable TV. The Bill's plan for a tribu-
nal to administer fee payments, low that they are, will not go
into effect until three years after the Bill goes through.
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Hon. Barbara Jordan, Foster

Members of the After Dinner Opera
Company surround Leonard De
Paur, an official of Lincoln Center,
after a performance there. . . . Con-
gresswoman Barbara Jordan chats
with Houston Symphony conductor
Lawrence Foster after narrating
Copland’s Lincoln Portrait with the
orchestra. . . . Eugene Ormandy dis-
cusses Philadelphia Orchestra
Diamond Jubilee performance last
November with piano soloist Tedd
Joselson,
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CINCINNATI

Cincinnati Sym.: Clementi premiere

The name of Muzio Clementi
(1752-1832) is unshakably connected
with the piano. As a composer he pro-
duced volumes of sonatas and sona-
tinas for the instrument, as a virtuoso
pianist he toured Europe and en-
gaged in a notorious “play-off” com-
petition with Mozart, and as a busi-
nessman he was involved with piano
manufacturing in England. Al-
though he is known to have written
some twenty symphonies, his orches-
tral music, for most people, falls into
the heard-of-but-never-actually-
heard category. That situation is
likely to change, due primarily to the
musicological efforts of the young
Italian pianist Piedro Spada. Cle-
menti’s Symphony No. 4 in D, as
edited by Spada, was featured on the
opening concerts of the Cincinnati
Symphony Orchestra’s 1975-76 sea-
son on September 19 and 20.

The performances, led by CSO
music director Thomas Schippers,
marked the first time the piece had
been heard since Clementi himself
conducted it in Leipzig in 1822. Not
only did the U.S. premiere shed light
on an all but unknown facet of this
important classical composer, but it
revealed a symphonic work of consid-
erable stature. The forty-minute sym-
phony is a mature piece of writing. It
contains no padding, no repetitive
accompanimental figures, no ex-
tended sequence patterns. Its melodic
substance is rich and varied, its har-
monic content—similar to that found
in the later Beethoven symphonies—is
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full of surprises. The most interesting
movement is the third, a dark colored
Scherzo that ironically sets skittish
dance rhythms against a grim back-
drop of minor chords.

The manuscripts of Symphony No.
4 and three other symphonies can be
found in the Library of Congress
(portions also are in the British Mu-
seum collection). The scattered pages
were long thought to be disconnected
fragments: the two Clementi sym-
phonies which Alfredo Casella re-
constructed in the 1930s (one of
which was recorded by the Haifa
Symphony in 1965), were actually
patchwork composites of movements
from all four works. But Spada’s re-
search proved the fragments to be
more unified than anyone had previ-
ously realized. Spada’s edition of the
complete extant works of Clementi,
the keyboard pieces as well as the
symphonies, will be available from
Edizioni Suvini-Zerboni of Milan by
spring of 1976. Jow.

COLUMBUS

Columbus Sym.: Laderman prem.

The Columbus Symphony Orches-
tra, under music director Evan Whal-
lon, opened its twenty-fifth anniver-
sary season October 10-11 at the
Ohio Theatre with the world pre-
miere of Ezra Laderman’s commis-
sioned work, Columbus. Though an
appropriate means by which to
launch the orchestra’s Bicentennial
season (and on the eve of Columbus
day) the twenty-two-minute mono-
logue for solo bass and full orchestra
failed to do justice to its imaginative
text. The scene, adapted from the
play by the late Nicos Kazantzakis,
deals with Columbus’ vision of a new
voyage as confessed to an abbot, and
with his subsequent request for help.

History is stretched by poetic li-
cense, and some of the lines—“I do
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Ezra Laderman: a Columbus commission for Columbus

not shut my eyes to see God, I open
them” or “Let me reach the islands
that drift in my mind”—beg to be set
to imaginatively soaring music. La-
derman (1963 Prix de Rome, Gug-
genheim fellowship, multiple com-
missions, now composer-in-residence
at the State University of New York
in Binghamton) chose a rambling
recitative style that was both angular
for the soloist and too slavish in the
orchestration for the programatic
nature of the text. The resultant
patchwork abounded in repititious
vocal gyrations of over two and a half
octaves, and a steady orchestral
thrust which, though at times win-
ning, could not sustain itself. There is
no real climax, for there are many
constant ones; the piece lacks a sense
of dramatic curve and arch.

Under the strong baton of Whal-
lon, the orchestra played for the most
part with tight control. Bass Ara Ber-
berian was outstanding in projecting
the illusion of the somewhat bewil-
dered and bewitched sailor pleading
his case. He did superbly in giving life
to the at-times semi-cantorial tessi-
tura, and his enunciation was perfect.
The reception by the full house was
polite. Beethoven’s Ninth, also on the
program, received a fair if somewhat
chopped up reading, with the Colum-
bus Symphony Chorus (James Gal-
lagheer its conductor) emerging as
the best part. The strings of the or-
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chestra sounded weak and mushy,
and there were some strange tempos—
the Adagio much too slow—but on
the whole a decent rendition. The au-
dience was completely taken by it.B.N.

HOUSTON

Shepherd St. Qtet.: Haydn, Cooper

Four Houston Symphony princi-
pal string players made their debut as
the Shepherd String Quartet on Sep-
tember 21 at Rice University’s Ham-
man Hall. The quartet’s premiere
performance also marked the inaugu-
ration of its residency at the Univer-
sity’s fledgling Shepherd School of
Music.

Three of its members are already
familiar to Houston audiences, hav-
ing played with other professional
string quartets for twenty years or
more. Violist Wayne Crouse and cel-
list Shirley Trepel are performers
with long experience as members of
the Lyric Art Quartet, which has
since re-formed with new personnel at
Rice’s sister institution, the Univer-
sity of Houston. Violinist Raphael
Fliegel is a pioneer chamber musician
in Houston as former leader of the
now-inactive Music Guild Quartet.

Under their new director, sym-
phony concertmaster Ronald Patter-

son, the Quartet offered rather
brilliant performances of some very
familiar music and some that was
brand new. At this youthful point in
its existence, the Quartet does not
maintain the tonal unanimity one
might expect to hear from it a
year from now. Basically, the contrast
lies between the pure, silvery tone of
Patterson and the richer band of mu-
sical sound produced by a wider vi-
brato from the other three players.

The Shepherd Quartet achieved
some of its warmest, boldest playing
at the outset of the concert with an
appealing performance of Haydn’s
Sunrise Quartet that was tinted with
gorgeous suggestions of romantic
feeling. Interest centered principally
around the premiere of the Fifth
String Quartet, subtitled Umbrae, by
faculty composer Paul Cooper, a
work that shared some thematic ma-
terial with his new Fourth Symphony
(premiered by the Houston Sym-
phony at another inaugural concert
two nights earlier). As its title implies,
Umbrae is a work of shadowy musical
expression, sometimes conveyed in
muted string colors. Fleeting accom-
panimental patterns weave into a
complex texture that suggests aleato-
ric rhythms, and melodic fragments
unfold from initially tight chromatic
formations into themes of more
diatonic implication. Although emo-
tional restraint was the keystone of
Cooper’s musical thought, the quar-
tet that emerged is a lovely and
deeply felt work.

Though Ravel’s F major Quartet
was to be the capstone of the concert,
the Shepherd Quartet produced a
rather lean tone with occasional
abrasive attacks during the first two
movements. However, this gave way
to a warm tone in the Adagio and a
Finale of surging exuberance. c.c.

IOWA CITY

Univ. of lowa Sym.: Scriabin in color

A new experience has been added
to the University of Iowa’s collection
of distinctions. On September 24 at
the bright new Hancher Auditorium
in Iowa City, the music department
gave Alexander Scriabin’s theosophi-
cal fifth symphony, Prometheus, The
Poem of Fire, a splendid performance
replete with multi-color light projec-
tions from a laser deflection system.
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“The Sony TC-756 set

new records for performance
of home tape decks.’

(Stereo Review, February, 1975)

Hirsch-Houck Laboratories further
noted, “The dynamic range, distortion,
flutter and frequency-response per-
formance are so far beyond the limita-
tions of conventional program material
that its virtues can hardly be
appreciated’’

The Sony TC-756-2 features a
closed loop dual capstantape drive
system that reduces wow and flutter
to aminimum of 0.03%,logic controlled
transport functions that permit the
feather-touch control buttons to be
operated in any sequence, at any time
without spilling or damaging tape; an
AC servo control capstan motor
and an eight-pole induction motor for

each of the two reels; a record equal-
ization selector switch for maximum
record and playback characteristics with
either normal or special tapes; mic
attenuators that eliminate distor-
tion caused by overdriving the micro-
phone pre-amplifier stage when using
sensitive condenser mics; tape/source
monitoring switches that allow instan-
taneous comparison of program source
to the actual recording; a mechanical
memory capability that allows the
machine to turn itself on and off auto-
matically for unattended recording.

in addition, the TC-756-2 offers 15
and 7% ips tape speeds; Ferrite &
Ferrite 2-track/2-channel stereo

three-head configuration; and symphase
recording that allows you to record FM
matrix or SQ* 4-channel sources for
playback through a decoder-equipped
4-channel amplifier with virtually non-
existent phase differences between
channels.

The Sony TC-756-2 is represent-
ative of the prestigious Sony 700 Series
—the five best three-motor 10%-inch
reel home tape decks that Sony has
ever engineered. See the entire
Sony 700 Series now at your near-
est Superscope dealer starting at
$699.99.

SONY Brought to you by
SUPERSCOPE.

*SQ is a trademark of CBS, Inc. ©1975 Superscope, Inc., 8150 Vineland Ave., Sun Valley, CA 91352. Prices and mode!s subject to change without notice. Consult the

Yellow Pages for your nearest Superscope dealer.



Ten years
after the revolution.
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In 1966, Sony brought you

the world's firstcommercially

available turntable witha DC

servo motor. This effectively
slowed motor speeds from 1800 to
300 RPM, producing the lowest
rumble figures measured till then.
The servo system also drastically
reduced wow and flutter, thus
giving you a chance to hear what
33-1/3 records sound like at
33-1/3. Quite arevolution.

But we haven'l been sitting
on our laurels since then.
Introducing the PS-4750.

Overlooking the fact that the
PS-4750 is so pretty we could sell
it through interior decorators,
here are its technical innovations.

It has a direct drive servo
motor that gives you incredibly
low rumble, wow and flutter levels.

Plus total immunity from line
vollage and frequency variations.
That's because the PS-4750 has a
unique system that, in essence,

consists of a sensitive magnetic
head (with eight gaps instead of
the norma  one) which monitors
platter speed by 2icking up a
magnetic coating on the outerside
of the platter. This speed data goes
through a small computer con-
nected to tne motar, instantly
compensating fo- variations.

The PS-4750 is also ultra
insensitive to outside vibrations
(which causes intermodulation
distorticn and acoustic feedback).
Sensitivity to outside vibration
shows as “Q’" And the PS-4750 has
a platter and case made of SBMC,
a Sony developec compound
which has one third the “Q" of
aluminum or zinc.

We've even done something

aboul the resonance caused by
warp in the record itself. Those
round doohickies on the platter
are rubber suction cups that
actually provide greater contact
surface, reducing the longitudinal
vibration caused by warp. The end
result is a cleaner sound.

So, allin all, our engineers
think the PS-4750 is pretty nifty.
But don't take our word for it. Just
stop into your Sony dealer and
show your independence by
tistening for yourself.

SONY

©1975 Sony Corp. of America Sony, YW, 57 St.. N.Y. N Y 10019

SONY 15 a trademark of Sony Corp.




What Is a ““Vertical FET''?

With the announcement of the Yamaha power amplifier
(see “‘Equipment in the News,'” June '75) and previous
Sony products using ‘‘vertical FETs,” yet another new
phrase has entered the high fidelity lexicon. Readers pre-
sumably know at least that FET stands for tield-etfect
transistor and that these devices have certain technical
advantages over the more common bipolar transistors;
but what does that word ‘‘vertical”” imply? Thereby hangs
the story of the FET amplifier as a practical reality.

Field-effect transistors, like vacuum tubes, are the elec-
trostatic field of an applied, fluctuating voltage as a valve
to control the quantity of current flowing, on an instant-by-
instant basis, through the device—from power supply to
output. In conventional FETs the current path in the con-
ductive film of the transistor passes between elements
that hold the static *‘control’” voltage, which alternately
blocks off the current’s passage or opens it up by means of
the voltage's field effect within the conductive path.

There are limits to the physical size of the conductive
path if it is to be kept within the control voltage's field,
however; and this severely limits the current—and hence
power—conventional FETs can handle. That's why, until
recently, there have been no amplifiers that made use of
the FET's performance superiority in power stages.

In the vertical FET the current passes through the thick-
ness of the conductive film—which therefore can be made
as large in current-carrying cross section as it need be for

studded with control-voltage elements, spaced so that
their electrostatic fields will cover the whole cross-section
area. The current passing through the field riow is moving
vertically through the thickness of the film, rather than
*horizontally’ along the film; hence the name and its im-
plied importance where current and power requirements
are high.

This model suggests construction of Yamaha vertical FET.
Dark ‘'screening, " visible in center area and (in cross section)
at the edges, is the control element. Current must thread its
way through this grid in passing from one surface to the other
of the main conductive element, the medium-gray upper layer.
Lighter gray portion below represents nonconductive substrate

the intended power capacity. The conductive film is to support working elements.

Equicent

B.E.S. shuns cones, pistons, and enclosures

Aline of loudspeakers operating on a novel principle and avoiding tradi-
tional types of cones, pistons, and enclosures is available from Bertagni
Electroacoustic Systems, inc., of California. Multiple drivers (two to
four, depending on the system) activate separate regions of a **pulsat-
ing plane,” a pre-tensioned diaphragm made of a proprietary material
called Soniflex. The units, which are relatively compact, are claimed to
produce a wide spectrum, flat frequency response, low distortion, and a
virtually spherical radiation pattern. Known as Geostatic speaker sys-
tems, they range in price from $129 to $499.
CIRCLE 152 ON READER-SERVICE CARD

Spectro Acoustic introduces graphic equalizer

The Model 210 equalizer divides each channel into 10 frequency bands
and allows 15 dB of boost or cut in each of the audible octaves. The unit
uses active filters that avoid passive inductors with their sensitivity to
magnetic fields and current saturation. The equalization settings, ac-
cording to Spectro Acoustics, do not affect signal to noise ratio or in-
crease distortion, and each channel is provided with over-all gain con-
trols. The S/N ratio of the Model 210 is claimed to be greater than 90
dB below 2 volts rms, and the dynamic range extends over 100 dB be-
low full output. A high voltage output stage is said to eliminate the need
for meters or LEDs for input-output adjustments. The suggested list
price is $275.

CIRCLE 151 ON READER-SERVICE CARD
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Dynamic range expander from Pioneer

Pioneer High Fidelity has announced that its RG-1 dynamic range ex-
pander is ready for marketing. The unit, which restores transients and
dynamic range to approximately those of the original program material,
reduces the audibility of low-level noise at the same time. A switch al-
lows the user to adjust the degree of expansion between 6 and 14 dB in
2.dB steps to tailor the expander for any program material. If uncom-
pressed material is to be played, expansion can be shut off. The RG-1
can be connected to any high fidelity component system via the tape-
out and tape-monitor jacks. An input control matches it to the com-
ponents with which it is used. The cost is approximately $175.

CIRCLE 153 ON READER-SERVICE CARD

Class D output is Infinity’s new switch

Infinity Systems, Inc., has announced that its DSP (digital signal proc-
essing) switching amplifier is finally available for the consumer market.
This unit employs class D amplification, in which the output transistors
operate as high-speed switches, spending most of the time fully on or
off. In class D the output transistors develop virtually no heat except
during the off-to-on and on-to-off transition times—and these are ex-
tremely short. Thus the DSP amplifier is very efficient and can operate
with a smaller than usual power supply and less heat sinking. And non-
linear behavior of the output transistors cannot cause distortion. The
new model, compact and weighing a mere 35 pounds, is rated at 250
watts continuous power per channel and is credited with improved relia-
bility. Its retail price is $1,850.
CIRCLE 154 ON READER-SERVICE CARD

Community Electronics’ new tower speaker

This four-way floor-standing speaker system features a ducted-port en-
closure design. Its drivers, according to Community Electronics, reduce
failure and distortion due to excessive power at the frequency extremes.
The CEI 124's piezoelectric supertweeter is claimed to improve tran-
sient response as well. Also including a 12-inch woofer, 3%-inch mid-
range, and 1-inch dome tweeter, the model can be used with amplifiers
rated up to 400 watts continuous power per channel. It has an imped-
ance rating of 4 ohms. The speaker, which comes in an oiled walnut ve-
neer cabinet, carries a per-unit price of $295.
CIRCLE 155 ON READER-SERVICE CARD

Audio-processing components from Robins

The Integra 3 system from Robins-Fairchild consists of audio-process-
ing components constructed on printed-circuit modules that can be in-
terconnected so as to serve a wide variety of uses. The line includes fil-
ters, mixers, preamps with compressors or limiters, oscilloscopes, and
remote gain controls. The Integra 3 modules can be purchased sepa-
rately or as part of a factory-engineered console. Price differs according
to the type of console, which may also be custom-designed. Separate
modules can be used with standard mounting hardware.
CIRCLE 156 ON READER-SERVICE CARD

3M markets cassette storage system

The C-Box cassette storage system featuring stackable and interlocking
boxes and pushbutton drawers for quick cassette access is available
from the 3M Company. An index label is provided on the front of each
box, and there is a drawer insert card for detailed recording identi-
fication. Also available are a wall bracket for permanent mounting and a
handle for easy toting. Scotch Classic C-60 and C-90 cassettes can be
bought prepackaged in the C-Box components (or, for 30 cents less
apiece, in the traditional Philips box). Bought as accessories, the C-
Boxes cost $1.99 for a sleeve-pack of three empty units, and the wall
bracket and carrying handle are 99 cents each.
CIRCLE 157 ON READER-SERVICE CARD
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BSR Silent }- 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 yet 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 turntable
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by William Petefsen
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Solution to last month's Hi Fi-Crostic appears on page 4.
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In the development of our $4000
state-of-the-art Servo Statik 1A we
came across new principles which we
determined to incorporate into less
expensive speakers — principles
concerning crossovers, and particularly
the phase relationships of component
drivers in a system. By properly
balancing the phase leads and lags of
each driver, and by scrupulous design
of the drivers themselves, we are able
to reproduce recorded temporal
information absolutely accurately in a
speaker of modest size and price.

Stated simply —there’s a depth
perception about the Monitor Jr. that
is much like being in an acoustically
perfect concert hall.

Listen to other speakers —even

very expensive ones. In any one
microsonic moment, generally the
tweeter will speak first; then the
midrange; then the woofer.

Listen to the Monitor Jr. It delivers
the temporal information precisely i
phase: first the transient attack, then
the first echo, the second echo and the
subsequent reverberation. You hear
the natural, undistorted depth and
ambience of the concert hall!

And note the spatial relationships
of the instruments. If the tymps were
on a riser to the left rear, they sound
that way. If the clarinet soloist was in
the second row just to the right of the
podium, she sounds that way.

Our crossovers are greatly
responsible for this dimensionality.

Each of the six drivers of the

Monitor Jr. system—our two sets of
12" transmission line woofers, our
1¥4" dome midranges and 1” dome
tweeters — speaks with a temporal
integrity and an individual accuracy of
depth-information in a way that can
only be called startling.

And note the optional $25 set
of pedestals. They position the
Monitor Jr. off of the floor for optimum
reproduction; yet it functions beauti-
fully on the bookshelf.

Our Monitor Jr. brings you the
life-like warmth and accuracy of our
Monitor II. And its price is roughly
half —about $225.

Not a bad investment —to own
your own concert hall.

Step into Infinity’s little concert hall:

The Monitor Jr.

Nolrfinity

We get you back to what it’s all about. Music.

©1975 by Infinity Systems. Inc., 7930 Deering, Canoga Park, Ca. 91304 - TWX 910 949-4919



Every Dual, from the 1225 to the C5701, is
designed to fulfill one basic concept: to provide more
precision than you are ever likely to need.

Perhaps this is why more component owners-
audio experts, hifi editors, record reviewers and
readers of the music/equipment magazines —own
Duals than any other turntable. These serious music
lovers, whose investment in records typically exceeds
their investment in equipment, prefer Dual for only
one reason. Quality.

Until recently, Dual quality has been available
only with fully automatic turntables with both
single-play and multi-play facility. Now the choice is
much broader. Of the seven Dual models, three are
single-play only. Two of these are fully automatic: one
Is semi-automatic. Dual turntables also use all three
types of drive systems: belt, rim and direct.

The way a tonearm is moved to and from the
record is not critical. Nor is the type of drive system.
What is critical is how faithfully the tonearm permits
the stylus to follow the contours of the groove and
how accurately and guietly the platter rotates.

If precision performance and reliability are
of primary importance to you—as they should be—
you'll find them in every Dual.

Dual 1225. Fully automatic, single»ploy/mulfi-ploy. Viscous damped
cue-control, pitch-control. 10%" platter. Less than $140, less base.
Bual 1226, with cast platter, rotating single-play spindle, less than
¢ N $170. Dual 1228, with gimballed tonearm, synchronous motor,

4 illuminated strobe, variable tracking angle. Less than $200.

Dual 1249. Fully automatic, single-play/multi-play. Belt drive.
12" dynamically-balanced platter. Less than $280, less base.
Full size belt-drive models include: Dual 510, semi-automatic,
less than $200. Dual 601, fully automatic, less than $250.
(Dual CS601, with base and cover, less than $270.)

Dual CS701. Fully automatic, single-play. D.C. brushless, electronic
direct drive mator; tuned anti-resonance filters. Less than $400,
including bose and cover.

Dual 1225

ited Audio Products, 120 So. Columbus Ave,, Mt. Vernon, N.Y. 10553

Exclusive U S Distrebution Agency for Duol
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Ampzilla as we built and tested it. As currently

supplied it has a pushbutton on/off switch and a more restrained logo.

Ampzilla—A Monster with a Silken Touch

The Equipment: Ampzilla stereo power amplifier with out-
put-level meters for both channels, in metal case. Dimen-
sions: 17%2 by 7 by 9 inches, plus clearance for connec-
tions. Price: $799. Warranty: five years parts and labor.
Manufacturer: The Great American Sound Co., Inc., 8780
Shoreham Dr., West Hollywood, Calif. 90069.

Comment: Some of us may have become just a bit jaded in
dealing with the subject of superamps and their capabili-
ties, so we will begin this report, perhaps naively, by noting
that the rated power output of Ampzilla (400 watts total
with both channels operating) is in excess of one-half
horsepower, enough to run most washing machines. Of
course, this is not an unusual power capability for a super-
amp, but it is an awful lot of power, just the same.

The allusion to driving an electric motor with an ampli-
fier is not really facetious, for loudspeakers are just that—
motors. And they are not particularly efficient either. Add
to this the fact that each doubling of the subjective level of
a reproduced sound requires a tenfold (10-dB) increase in
power, and it becomes clear that 200 watts per channel—
tar from being wasteful and ridiculous excess—at times
may be indispensable.

Ampzilla surely cannot be described as your basic shy,

«— CIRCLE 17 ON READER-SERVICE CARD

retiring stereo component, ready to fit smocthly into every
decor. Frankly, it is not even discreet. The front panel vir-
tually leaps forward, dominated by a pair of meters (cali-
brated for O dB at 200 watts and including both scales)
with the aggressively stylized name inscription between
them. Below these and at the left is a pushbutton (push
on, push off) that controls the AC power to the amplifier
and switches the cooling fan. Toward the center of the
panel is a switch that increases the sensitivity of the me-
ters for full-scale deflection at 0, -10, -20, or -30 dB (200,
20, 2, or 0.2 watts). The holders for the loudspeaker fuses
(a necessity with an amplifier such as this) are stacked ver-
tically just below the aforementioned switch and are
flanked on the right by the manufacturer’s logo.

e e e ——————————— e e

REPORT POLICY Eguipment reports are based on laboratory measurements
and controlled kstening tests Uniess otherwise noted, test data and measuremants are
obtained by CBS Technotogy Center, Stamiord, Connecticut. a dvision ot Columbia Broad:
casting System Inc one of the nation's leading research organizations. The choice ot
equipment to be tested rests with the editors ot HiGH FIDELITY Manutacturers are not
permitted 1o read reports in advance of publication, and no report, or portion thereof
may be reproduced for any purpose of in any form without written permission of the
publisher All reports shoulkd be construed as applying to the specific sampies tested
neither HiGw FIDELITY nor CBS Technology Center assumes responsibility for product
performance or guaity
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The back panel, by contrast, is simplicity itself, bearing
only pin-jack input connections, binding posts (accepting
bare wires or spade lugs) for loudspeaker connections. a
power-line fuse, and a hefty AC-power cord of the three-
prong grounding variety. This is a massive unit (it weighs
about 45 pounds), and it gives an impression of great rug-
gedness. The ventilation chimney for the output-stage
heat sinks is large and provided with a cooling fan de-
signed to protect the unit when subject to severe use or
high ambient temperatures.

The sample of Ampzilla that we had tested by the CBS
Technology Center was built from a kit, a form in which—
unfortunately for do-it-yourself enthusiasts—it is no longer
made. (You may still find kits at some dealers if you hurry.)
Though the kit was somewhat difficult to assemble, its per-
formance sets a high standard for factory-assembled
units.

Trying to drive this amplifier into audible distortion is
simply a waste of time. Something always intervenes
first—the protection circuitry, if the amp is driven grossly
beyond its ratings or, more likely, distress signals from
one's ears or the loudspeakers. Distortion specifications
(which are unusually rigorous at 0.05% THD or IM for full
power or below into 8 ohms, 20 Hz to 20 kHz) were met
handily with two almost insignificant exceptions: THD for 2
watts (1% of full power) at 10 kMz and above (where 0.1%
was the highest distortion recorded) and full-power IM at 8
ohms (where the excess is a minuscule 0.013%). Power
bandwidth for 0.5% THD was checked only at 1 kHz as this
is strictly an “‘abuse’” condition that drives Ampzilla con-
siderably beyond its clipping point.

As far as our own listening tests are concerned. Ampzilla
just isn't there—it seems to have no effect whatever on
program material passing through it. While this cannot be
literally true, the lab data insists that it very nearly is.
Rather than waste time in trying to describe the indescrib-
able, in trying to delineate near absence of coloration, we
will let the lab data speak for itself. The unit is, of course,
not cheap. But, considering its outstanding performance,
its price seems very reasonable. If you are in the market for
a monster power amplifier, you would do well to consider
Ampzilla. 1t is, in a word, superb.
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POWER OUTPUT DATA

CHANNELS INDIVIDUALLY
Left at clipping: 250 watts for 0.22% THD
Left at 0.05% THD: 240 watts
Right at clipping: 250 watts for 0.29% THD
Right at 0.05% THO: 240 watts

2 CHANNELS SIMULTANEDUSLY 2
= Left at clipping: 220 watts for 0.29% THO 3
& Right at clipping: 220 watts for 0.26% THD S
2 =
2 =
[7¢] P
= =|
POWER BANDWIDTH 7
+2 320
+1 — 250
0 200
= For 0.05% THO: below 10 Hz to 43 kHz 160
-2 — For 0.5% THD: (measured at 1 kHz; see text) 126
=3 100
FREQUENCY RESPONSE
+5 (1 watt output)
0
=4 +0, —Y dB, below 10 Hz to 100 kHz
Ampzilia (1)
10 20 100 10K 20K 100K

1K
FREQUENCY INHZ

Square-wave response

Ampzilla Additional Data

Damping factor 100

Input characteristics (for 200 watts output)

Sensitivity S N ratio
1.65 mV 110 dB
0.2 .
INTERMODULATION CURVES )2
=
=)
[
S
%
(=]
=
-
&
& 0007 8-ohm load: <0.072% to 227 watts
S5 101005 S S = 4ohm ioad: <0.18% to 226 watts
{overioad protection trips before 246 watts)
0.003 —— - — 16-0hm load: <0.047% to 127 watts
0.002
Ampzilla (3)
1 2 5 10 20 50 100 200 500 1K
OUTPUT IN WATTS
1.0
07 HARMONIC DISTORTION CURVES
0.5
03 200 WATTS OUTPUT
P ————— Left channel: <0.043%, 20 Hz to 20 kHz
02  —------ Right channel: <0.043%, 20 Hz to 20 kHz
0.1 100 WATTS QUTPUT
. ———~—— Left channel: <0.028%, 20 Hz to 20 kHz
007  ——--—— Right channet: <0.032%, 20 Hz to 20 kHz
0.05
0.03
0.02 ..
a 0.01
=
=
g 0.5
a 03
02
0.1 2 WATTS OUTPUT 1
) Left channel: <:0.092%, 20 Hz to 20 kHz =
0.07 B = Right channel: <0.10%, 20 Hz to 20 kHz 7
0.05 J
0.03
002 Thers . | S el it
Ampzilia (2)
0.01

100 200 500 1K K 5K 10K 20K

FREQUENCY IN HZ

20 50
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Uher’s Most Luxurious Cassette Deck

The Equipment: Uher Model CG-360, a front-loading
stereo cassette deck with Dolby B notse reduction and bidi-
rectional playback, in molded high-impact plastic case. Di-
mensions: 15% by 4 inches (front); 11 inches deep plus
clearance for controls and connections. Price: $1,066.95;
optional W-319 amplifier module, $75.50; optional F-113
remote control, $110. Warranty: 90 days parts and labor
Manufacturer: Uher Werke Munchen, W. Germany; U.S.
distributor: Uher of America, Inc., 621 S. Hindry Ave., In-
glewood, Calif. 90301

Comment: Uher has done it again—come up with a model
that is signally unlike any other on the market. The CG-
360's personality is luxurious, convenience-conscious, and
extremely Continental. Hence it is not a personality that all
American recordists will take to immediately, but any cas-
sette-lover owes it to himself to explore it.

The Continental element makes itself known immedi-
ately, in the trilingual owner's manual and in the DIN-only
connection jacks. The manual makes it quite clear that
Uher has little patience with the pin jacks that U.S. audio-
philes consider standard. (The unidiomatic English, unfor-
tunately, doesn't make everything else equally clear.) But
Uher supplies two DIN-to-pin stereo interconnect cables.
One is used (for recording) from the output pin jacks on
your receiver or preamp to the so-called PHONO input at the
back of the deck. (This is a 5-pin jack that bears no rela-
tionship whatever to the low-level RIAA phono inputs on re-
ceivers and preamps.) The other is used (for playback) be-
tween the RADIO output (another 5-pin DIN jack, next to
the PHONO jack) and the tape-monitor connections of your
receiver or whatever. The RADIO connection actually is an
input/output jack; the input section goes unused with
American systems, because it is too sensitive for the volt-
ages to be expected from them.

In addition, the back panel has a 6-pin DIN jack marked
ACCESS that is intended for sync-pulse use with accessory
equipment for slide-film work. (It puts the sync track on
what otherwise would be Side B of the tape, leaving both
stereo tracks of Side A free for audio.) And there is a multi-
conductor contact strip for use with the optional F-113 re-
mote control. Next to this strip is a removable panel cov-
ering the opening into which the owner can mount.the
optional W-319 power amp module, rated at 10 watts per
channel into 4 ohms. We did not test either of these op-
tions. The power-line socket, fuse, and line-voltage switch
complete the back-panel features.

There are three more DIN sockets, with varying pin con-
figurations, at the left end of the front panel. One is for ear-
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phones. one a RE-RECORDING jack for dubbing between the
Uher and another deck, one the stereo microphone input.
The microphone and RE-RECORDING inputs both override
the RADIO input; either can be mixed with the PHONO input.
The first two sliders beyond the tandem peak-reading me-
ters are accordingly marked RADIO/MICRO and LINE (which
corresponds to the PHONO input). Each of these sliders
controls both channels of the stereo signal; a RECORDING
BALANCE slider below the meters adjusts the channels with
respect to each other.

Another group of sliders toward the middle controf BASS.
TREBLE, VOLUME, and BALANCE in the headphone and acces-
sory amp circuits only—that is, they do not affect line
feeds. Near these sliders is a three-position switch control-
ling the playback/auto-reversing feature. One position
stops play at the end of the cassette side, one stops it only
after the second side, one offers continuous repeat play-
back. At the right is the cassette slot. The cassette is fed in
end-first with Side A up and the head opening facing to the
left. A lever just below the slot lowers the cassette to play-
ing position and releases it when you're finished. The me-
chanical design is quite complex and proved balky in one
sample we tried, though in working with two samples of
the CR-134 (HF test reports, January 1975), which has a
similar design, we had no such problem.

The counter is next to the cassette LOWER/EJECT lever.
When a cassette is inside, a light shines up through its win-
dow, which can be seen through a small window in the top
of the deck above the tape slot. This allows you to check
the remaining tape, which some slot-load designs don't. [t
is the only operating feature on the top panel.

Recessed along the bottom edge of the front panel are
the transport controls: a series of concave square push-
buttons, each with a small pilot lamp—red for recording
and green for the remainder. Since this is a bidirectional
unit, there are two PLAY buttons, only one of which can be
used in recording, of course. The main ON/OFF button is to
the right of these controls. Farther to the left, between the
two balance sliders, are similar buttons for poLBY and SEN-
SITVITY, the latter adding gain in the RADIO input circuit
when it is engaged. These switches, too. have pilot lamps.
That for the Dolby circuit is above the poLBy button; that
for the SENSITIVITY option is near the bottom of the meter
window. Above it, along the right side of the meters, are
similar pilots for FE,O, (ferric oxide) and CRO. (chromium
dioxide)—referring to the bias and equalization needed for
these tape types. The setting is made automatically by a
sensor in the cassette slot (encountering, or not encoun-
tering, the extra “well’" at the back of recent chrome cas-
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settes); there is no manual override, so older chrome cas-:
settes (without the well) can't be used successfully on the
CG-360.

The unit was tested with Maxell UD as the ferric tape
(Uher supplied some with the test sample, though the
manual remains mum on the question of recommended
tapes) and BASF Chromdioxid as the chrome. Response is
quite flat with these tapes (as is the DIN playback re-
sponse) and is notably free of “fringing” effects in the
bass, but the range is not particularly extended at the top
end. While some cassette decks we have tested will cap-
ture as much as an extra half-octave in the overtone range
at the top of the spectrum, few are as smooth and linear
between the frequency extremes—where, of course, most
of the musical information lies.

Note that the Uher stays very close to the DIN O-VU
standard in its metering, but since it uses peak-reading
meters this does not presuppose the severely overloaded
peaks that normally would result from a combination of
averaging (*‘true VU"') meters and so high a 0-dB point.
Noise and distortion figures are within the ranges repre-
sented by today's better cassette decks, with the harmonic
distortion curves approaching the measurement limits im
posed by noise. Channel separation figures (at about 20
dB) are much lower than those we've measured on any
cassette unit in recent months except Uher’'s own CR-134;
they are not poor enough, however, to threaten audible
degradation of the stereo image. This is to say that most
cassette decks these days have far more separation than
they really need. Speed stability measurements all are very
good; wow and flutter are only a hair short of the very best.
All the printed specs, where they allow for direct compari-
son with the lab data, are met by the unit.

And the deck sounds very good. But in view of several of
the CBS measurements on our sample of the CG-360 we
wonder about Uher’s claim that this is a ‘‘cassette tape
recorder with the performance characteristics of high qual-
ity open-reel tape equipment.’’ In our view it is, rather, a
convenience-oriented deck that will ease the path to good-
sounding recordings and automatic continuous playback
for the user who doesn’t want to fuss with equalization
switches or cassette flippings. 1t is easiest to integrate into
DIN-oriented systems, and American recordists may find
themselves fussing with cable adapters—for the micro-
phone and headphone circuits particularly—unless they
spring for Uher accessories as well. But, within its unique
concept of what a cassette deck should be, Uher has
shown itself truly inventive. This model fairly bristles with
distinctive touches, from the many interlock micro-
switches of its ingenious transport to well-engineered feel
and utility of its solenoid controls.

CIRCLE 144 ON READER-SERVICE CARD
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Uher CG-360 Additional Data

Speed accuracy 0.13% slow at

105, 120, &127 VAC

wow and flutter playback: 0.06%

record/play: 0.08%

Rewind time (C-60 cassette)
Fast-forward time (same cassette)
S/N ratio (re 0 VU, Dolby off)

playback L ch: 53 dB

record/play L ch: 49%; dB
Erasure (333 Hz at normal level)
Crosstalk (at 333 Hz)

record left, play right

record right, play left

Sensitivity (re DIN 0 VU)

PHONO input L ch: 350 mV
mike input L ch: 0.28 mV
RADIO input L ch: 1.8 mV
RE-RECORD L ch: 90 mV

Meter action (re DIN 0 VU)

38 sec.

38 sec.

R ch: 53%; dB

R ch: 49% dB

71 d8

20 dB
19 dB

R ch: 350 mV
R ch: 0.28 mV
R ch: 1.9 mV

R ch: 110 mV

Lch: 0dB R ch: % dB low
IM distortion (record/play, -10 VU)
L ch: 6.0% R ch: 7.5%
Maximum output (re DIN 0 VU)
L ch: 0.85 V R ch: 0.80 V
Cic
DIN PLAYBACK RESPONSE
0 dB = —20 VU)
+5
0
=2 Left channel: +1%, —1% dB, 315 Hz to 10 khz
—————— Right channet: +3%, —1%2 d8, 31.5 Hz to 10 kHz
RECORD/PLAYBACK RESPONSE
+5 0 dB = —20 Vi)
a 0 _________ T N
f=1 == W
Zz -5 CHROME TAPE
Led Left channel: 4%, —3 dB, 25 Hz to 10.5 kHz
g ------ Right channel: +Y%, —3 ¢B, 30 Hz to 105 kHz
& +5
&E 9 ==
=5 FERRIC TAPE, DOLBY OFF
——— Left channel: +1%, —3 dB, 25 Hz to 10.5 kHz
------ Right channel: +1%, —3 dB, 28 Hz to 113 kHz
+5
0 e ————TTN Ny

— FERRIC TAPE, DOLBY ON \
Left channel: +¥2, —3 d8, 24.5 Hz t0 9.5 kHz L

Right channel: +2, —3 dB, 28 Hz to 10.5 kHz

100 200 500 1K
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Yamaha CR-400: A Spartan Receiver with Class

The Equipment: Yamaha CR-400, a stereo FM/AM receiver
in wood case. Dimensions: 172 by 6 5/16 inches (front
panel); 113% inches deep plus allowance for controls and
connections. Price: $330. Warranty: five years parts, three
years labor; shipping paid one way. Manufacturer: Nippon
Gakki Co., Ltd., Japan; U.S. distributor: Yamaha Audio Di-
vision, P.O. Box 6600, Buena Park, Calif. 90620.

Comment: At first glance the front panel of this receiver
seems almost bare, partly because of the very clean styling
and partly because of the contrast between its highly re-
flective brushed aluminum surface and the warm finish of
the attractive wood case that houses the unit. But this ap-
pearance is deceptive, for a closer look shows that the CR-
400 has a well-chosen (though not luxurious) array of con-
trols and indicators, all of which do their jobs quite well.

Extending across the top half of the panel is a slide-rule
tuning dial, flanked at the left by signal-strength and tun-
ing meters and at the right by a hefty tuning knob. Slightly
to the left of the knob are indicator lights for FM STEREO
and POWER. The lower part of the panel holds (from left to
right) a POWER on/off switch, a stereo headphone output
jack, a SPEAKER selector switch (for either or both of two
sets of 8-ohm speakers, or off), a phone-type microphone
input jack (mono—feeding both channels), BASs and
TREBLE controls, and a voLuME control with separate, con-
centric friction-clutched elements for the two channels.
Continuing to the right, one finds switches for LOUDNESS
compensation, MODE (stereo/mono), and TAPE MONITOR,
followed by a FUNCTION selector (for Aux, PHONO, FM [with]
MUTING, FM, or AM. A Hi filter might be a welcome addition;
the TREBLE control can do stand-in duty here, of course,
but its action is broader than one might like.

At the left side of the back panel are the antenna inputs
for FM (both 300- and 75-ohm impedances are provided
for) and AM. These connections are made via knuried plas-
tic-capped screws that are easy to turn with the fingers.
The eight loudspeaker outputs (for two 8-ohm stereo
pairs) are spring-loaded and accept bared-wire leads. Be-
low the antenna connectors are two neat rows of pin jacks
for PHONO, Aux, and TAPE inputs and REC and PREAMP out-
puts. Two AC convenience outlets are provided (one of
which is controlled by the front-panel POWER switch), each
rated to handle 200 watts. In addition, there is a protective
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fuse at the far right and a centrally mounted rod antenna
for AM.

In our listening tests we tried everything short of down-
right abuse to embarrass the rather modestly rated (16
watts per channel at 8 ohms) amplifier section—to no
avail. The power bandwidth curve suggests that, had Yam-
aha gone the route of many manufacturers, it might have
claimed 20 watts per channel at 0.5% harmonic distortion
(some of its ratings are for only 0.1%), from 40 Hz up, if
not from 20 Hz. As it is, the amp section in our sample falls
slightly short of Yamaha's more-rigorous 0.1% rating point
at 20 Hz. This can hardly be accounted a failing since the
rating point is so low, since the unit meets the 0.5% rating
with room to spare, and since even at 40 Hz—at or below
the approximate limit of response for many speakers ap-
propriate for use with the CR-400—the unit is well within
the spec. Intermodulation also narrowly fails to meet Yam
aha’s rigorous 0.1% spec (at 8 ohms), though it (like the
THD figures) is well below the 0.5% or so more commonly
specified for receivers in this price class. The upper end of
the power bandwidth is a different story: The -3 dB point
is simply beyond our test range; O dB is at 100 kHz!

The preamp section shows itself a worthy partner, with
good sensitivity and excellent signal-to-noise ratios at all
inputs. There is some droop in the RIAA equalization for
the extreme bass (-4 dB at 20 Hz), but few records have
program material at this frequency, and the error helps to
counteract turntable rumble.

The FM section is, of course, no match for supertuners
(like Yamaha's own CT-7000), but it is a creditable per-
former and an apt counterpart to the amplifier section.
Mono quieting exceeds 50 dB for all signal levels above 10
microvolts; stereo quieting reaches 47 dB by 25 microvolts
and falls off somewhat after that, reaching 53 dB only at
very high levels. Capture ratio is respectable at 2 dB, while
alternate-channel selectivity is an astonishing 82 dB.
There is no stereo filter or blend control—which might have
been nice, though weak stereo stations can be partially de-
noised by flipping the MODE switch to MONO of course. The
19-kHz pilot tone is not quite as well suppressed here as it
is in some tuners and presumably contributes to the
slightly high distortion readings at 10 kHz. This s a trouble
spot for many tuners, and the CR-400 actually beats many
costlier units in this respect. Frequency response is good in
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Yamaha CR-400 Additional Data

Tuner Section
Capture ratio 2 dB

| Alternate-channel selectivity 82 dB

S/N ratio 67", dB

THD Mono L ch R ch
80 Hz 0.32% 0.88% 0.87%
1 kHz 0.19% 0.44% 0.48%
10 kHz 0.40% 2.2% 2.1%

IM distortion 0.14%

19-kHz pilot -46 dB

38-kHz subcarrier -55 dB

Frequency response

mono +'2,-3dB, 21 Hzto 15 kHz
L ch + %, -2dB, 20 Hz to 15 kHz
| R ch + %, -2% dB, 20 Hzto 15 kHz

>40 dB, 300 Hz to 3.4 kHz
»30dB, 35 Hzto 7.7 kHz

Channel separation

Amplitier Section
Damping factor 74

Input characteristics (for 16 watts output)

Sensitivity SN ratio
phono 2.6 mv 72 dB
mike 65 mv 65 dB
aux 125 mV 85 dB
tape 125 mV 86 dB

RIAA equalization accuracy
Y2 dB, 40 Hz to 20 kHz
+ 2, -4 dB, 20 Hz to 20 kHz

R — L 4

POWER QUTPUT DATA

CHANNELS INDIVIDUALLY

Left at clipping: 23.5 watts for 0.29% THD

Left at 0.5% THD: 24.0 watts

Right at clipping: 24.0 watts for 0,33% THD

Right at 0.5% THD: 24.2 watts
o CHANNELS SIMULTANEQUSLY o
3 Left at clipping: 21.0 watts for 0.33% THD =
= Right at clipping: 21.0 watts for 0.40% THD g
w =L
g =
= POWER BANDWIDTH v
+2 256
+1 2

0 For 0.5% THD: below 20 Hz to above 100 kHz 16
=1 3 12.8
—2 106
=5 8
FREQUENCY RESPONSE
+5 (1 watt output)
0
—5 +0, —3 dB, 20 Hz to 80 kHz
CR 400 (3)
10 20 100 1K 10K 20K 100K

FREQUENCY IN HZ

Square-wave response

TOTAL HUM, NOISE, & DISTORTION IN D8

PERCENT THD

0
10 FM SENSITIVITY & QUIETING CHARACTERISTCS
“\ MONOQ SENSITIVITY STEREQ SENSITIVITY
0 | it 08 g
- 9 pv 4 2 .0 uv 3 2
\ 19 (moro) v al B Mz 65 pw at 98 MHz
30 A\ 6.5 pv (stereo) 2.2 uv at 106 MHz 8.0 v at 106 MHz
—40
—50
—60
CR-400 (1)
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RF INPUT IN MICROVOLTS
1.0
07 HARMONIC DISTORTION CURVES
05 16 WATTS QUTPUT
Left channel: <0.14%, 20 Hz to 20 kHz
(.3 RN SEREES Right channel: <0.15%, 20 Hz to 20 kHz
0.2 8 WATTS OUTPUT
’ ——————— Left channel: <0.087%, 20 Hz to 20 kHz
N —~——— Right channel: <.0.90%, 20 Hz to 20 kHz

0.5

03
0.2

0.1
0.07
0.05

0.03
0.02

0.01

0.16 WATT OUTPUT
Left channel: -<0.05%, 20 Hz to 20 kHz
------ Right channel: <0.044%, 20 Hz to 20 kHz
______ I8 1 = s
CR-400 (4)
20 50 100 200 500 1K 2K 5K 10K 20K

FREQUENCY IN HZ
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INTERMODULATION CURYES
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both stereo and mono, and stereo separation is extraor-
dinary for a relatively inexpensive receiver.

The CR-400 has tape outputs for disc dubbing and
recording off the air, but, if you wish to add announce-
ments via the microphone input, the audio must be taken
from the output of the preamp. This is at a point after the
tone controls, so these can be used to improve poorly bal-
anced program material. The AM section, an afterthought
in many receivers, is a good deal better than one might ex-
pect. It proves quite listenable—although it welcomes help
from an outdoor antenna.

But a receiver, like any composite, is more than the sum
of its parts, and the CR-400 is no exception. While it is bare
of frills (except, perhaps, the mike input) and cosmetic
features, the features that it does have complement each
other and work very well. An attractive and fine sounding
unit such as this is a challenge—and a fairly formidable
one—to receivers in its price class.

CIRCLE 141 ON READER-SERVICE CARD

Shure’s New Second-Place Contender, the M-95ED

The Equipment: Shure M-95ED, a magnetic stereo phono
cartridge with elliptical (0.5 by 0.7 mil) diamond stylus.
Price: $59.95. Warranty: one year parts and labor, stylus
wear excluded. Manufacturer: Shure Brothers, Inc., 222
Hartrey Ave., Evanston, Ill. 60204.

Comment: Shure calls the M-95ED its new No. 2 cartridge,
indicating thereby that it has been dropped into the line
between the V-15 Type Il and the old No. 2 M-91ED (HF
test reports, July 1973 and October 1972, respectively),
both of which still are available. Central to the design of the
new cartridge is an improved pole piece that offers re-
duced magnetic losses and improved frequency response
by comparison with the M-91ED. In addition, the stylus tip
is a nude (that is, mounted directly on the cantilever with-
out intervening ‘‘setting’’) diamond, which allows a sig-
nificant reduction of effective tip mass and, consequently,
better tracking.

The tracking improvement was readily in evidence dur-
ing tests at the CBS labs, for a vertical tracking force of
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only 0.6 gram was needed to pass the *‘torture test.” This
compares with 0.8 gram for the M-Q1ED. Witha VTF of 14
grams, which was used for the balance of the tests, the M-
95ED exhibited no mistracking, even at the highest groove
modulation levels used.

Channel separation is very good, remaining in excess of
20dB from 20 Hz to well past 10 kHz. Frequency response
1s without dips and contains just a modest peak in the re-
gion of 16 to 17 kHz (confirmed by a slight overshoot and
ringing seen atop the 1-kHz square wave), with the right
channel a little flatter than the left. The output level of 5.3
millivolts from the left channel and 4.8 from the right
should pose no problems for any phono preamp, and har-
monic distortion is acceptably low. Lateral inter-
modulation distortion is somewhat lower than that of the
M-Q1ED at 0.6%, while vertical IM is the same at 3.3%. In-
spection of the stylus shows its tip to be well aligned, with
good polish and geometry, and reveals a vertical tracking
angle of 22 degrees—reasonably close to the nominal 15-
degree standard.
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The M-95ED is simply a delight to hear: its sound is
smooth, clean, and natural and has a solidly anchored
stereo image. At high modulation levels there is just a trace
of veiled quality that begins to obscure details. but this is
noticed (and just barely) in contrast to the extraordinary
clarity at lower levels. The retractable stylus guard is a wel-
come feature, as is the new body shape, which allows
warped records to be played without making contact with
the cartridge. Audiophiles, especially those who don’t want
to spend the extra $15 for numero uno, will find Shure’s
new No. 2, a happy addition to the line.

CIRCLE 143 ON READER-SERVICE CARD

Square-wave response

Audio-Technica’s
Excellent Electret Headset

The Equipment: Audio-Technica AT-706, an electret con
denser stereo headset with impedance-matching/switch
ing adapter unit in metal case. Dimensions: (adapter unit)
3%s by 3!s inches (front), 7'a inches deep plus clearance
for controls and connections, with 5-foot amplifier cable:
headphones have 6-foot cable that plugs into adapter.
Price: $129.95. Warranty: one year parts and labor, ship-
ping paid one way. Manufacturer: Audio-Technica, Japan:
U.S. distributor: Audio-Technica U.S., Inc., 33 Shiawassee
Ave., Fairlawn, Ohio 44313.

Comment: This design obviously is intended to rival elec-
trostatic headsets. and as such it is a success. Its adapter
box resembles those of typical electrostatics. as does its
price; its performance in at least one respect outshines
that of typical electrostatics.

The adapter box doesn't have quite the function of
those used for electrostatics, which derive the necessary
polarizing voltage from the audio signal itself (frequently)

Shure M-95ED Additional Data

Maximum tracking levels (1% grams VTF; re RIAA 0 VU)
300 Hz -+12 dB
1 kHz + 15 dB
10-20 kHz -5d8
+3 FREQUENCY RESPONSE
-5 - Left channel: 44, —1% @B, 20 Hz to 19 kHz

—————— Right channel: +1, —2 dB, 20 Hz to 20 kHz

CHANNEL SEPARATION

RESPONSE IN DB
3

-3 Left channel: >20 dB, 20 Hz to 13 kHz
-—— Right channcl: >20 dB, 20 Hz to 15 kHz
M-95ED (1)
20 50 100 200 500 1K 2K 5K 10K 20K

FREQUENCY IN HZ

or from AC-line voltage (less frequently). Since the electret
elements in the Audio-Technicas are permanently self-po-
larizing, the adapter box is required only for impedance-
matching and switching. The leads connected to the
adapter are attached to a stereo set of speaker terminals
on your amplifier or receiver. We used the REMOTE termi-
nals on most equipment, saving the MAIN terminals for our
speakers; if you must pre-empt normally used speaker ter-
minals, you can reconnect the speakers to spring-clip con-
nections (appropriate for bared leads) at the back of the
adapter.

The front of the adapter has two European-style sock-
ets. so it will accommodate one or two AT-706 headsets
whose cords are terminated with the mating plug. Next to
the sockets is a three-position lever: LOUDSPEAKERS, STER-
EOPHONES LOW, and STEREOPHONES HIGH. The first position
obviously is used for the speakers connected to the back of

Continued on page 67
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New Times.

The mouse that roars.

i

Superman we are not.

But that doesn’'t mean NEW TIMES isn't
busting evil in the chops, fighting for the
little guy, stripping the pants off phonies
and generally shaking hell out of the
establishment.

Like a mighty mouse, we are small but
powerful feisty. Out of all proportion to size,
we make waves. Strike fear in evil hearts
Give the tremble to fat cats. Shake the
rafters. The Mouse that Roars, that's us

Some recent roars.

Every two weeks, NEW TIMES comes
along with a stick or two of dynamite in Its
fist.

There was our story on 'The Ten Dumb-
est Congressmen,” with NEW TIMES'
nomination for King of Dumb. You should
have heard the screams on that one,
including a welli-attended press conference
called by the King himself. There was "'The
CIA and the Mafia™ concerning the inevita-
bility with which gentlemen who wished to
be killers gravitated to killers who wished to
be gentlemen. There was our “*‘Rendezvous
with Abbie Hoffman' —a trip on the under-
ground railroad that really caused an
uproar

In “The Greatest Cover-Up of All"" we
looked at the new evidence in the JFK
assassination and concluded it was a con-
spiracy. In “"Under Control,”” we got inside
Silva Mind Control. Is it just the latest psy-
cho-chic or can it really give you the power
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to look inside other people's bodies? In
‘The Divine Recline of Miss M'* we sought
an answer to that heavy question—Has
Bette Midler shot her bolt? In "The Prisons
of Qur Freedom,"* we visited a nightmare
called Camp Pendleton where a lot of
South Vietnamese were starting to ask,
“When can we go home?”’

“Women Who Murder"” showed how male
sexist attitudes can work to the benefit of
women—especially if they shoot or stab
somebody. “Not with a Bang but with a
Pssst' asked what's being done about
those killer aerosol cans. Answer? Abso-
lutely nothing. “Selling the Black Vote™
made a lot of blacks and whites mad with
its unblinking look at some new ethnic
hustlers. "“Victims of a Desperate Age”
examined evidence that the Rosenbergs
could have been framed. "Prisoners of Psy-
chotherapy' was the last word on escaping
from your analyst

Is NEW TIMES mad all the time?

Gully, no. Don't get the idea we do noth-
ing but dredge up embarrassing facts and
tweak important noses. NEW TIMES is the
magazine of what's happening and that's a
spectrum that includes love and mdsic and
lilestyles and movies and all manner of rare
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new ideas. For instance, we reported on
Erhard Seminars Training (est), one of the
most fascinating of the new life experi-
ences. We got inside the world of bisex-
uality. We published our own medical
research on pot—"Attention. Smoking
Grass May Be Good for Your Health.’

And of course we continue to report on
the eternal battle of The Little Guys vs. The
Big Guys. Like the story on Sam Lovejoy,
who toppled the big bad nuclear tower. And
the young hillbillies of Mendocino County
who were damned if they'd let their houses

be torn down for lack of city plumbing.
Our bright, brash, talented writers and
columnists—like Robert Sam Anson, Jesse
Kornbluth, Marcia Seligson, Larry King,
Amanda Spake, Jim Kunen, Mark Good-
man, Frank Rich Janet Maslin and Nina
Totenberg—have one thing in common.
They're unafraid. They'll plunge into any-
thing, take chances and stands, crawi way
out on limbs. Sure, NEW TIMES may fall on
its face sometimes. But never on its knees!

We're plugged into now.

Whether you like it or not, you're living in
a time of shattering transitions. Nobody
knows where the world is heading and if
they claim to, they lie!

NEW TIMES—more than any other maga-
zine on the American scene, we think—is
plugged into this difficult, exhilarating age.
Do we understand what's going on? Do we
know The Answers? Hell, we consider our-
selves lucky when we know The Questions.

But we don't lie. We don’t pretend impos-
sible knowledge. Our minds and eyes are
open and our promise to you is firm: we'll
pin as much of the truth to the page as we
know how.

Does NEW TIMES sound like your kind of
magazine? If you've read this far, you're
probably NEW TIMES® kind of person

You can have 17 issues of the magazine

of what's happening for only $4.97. That's
$4.84 less than the regutar subscription
price—$7.78 less than the newsstand price.
Or save even more! Take 26 issues—one
year—of NEW TIMES for only $7.50, half the
regular subscription price—$12.00 less than
the newsstand price. The attached order
card will do the trick. Or write to NEW
TIMES, P.O. Box 2948, Boulder, Colorado
80302.

Join us. Start to roar a little.

For immediate service 24 hours a day
CALL TOLL FREE 800-327-8912

The Mouse that Roars
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After twenty years of rumors concerning a mystery Soviet pianist
of enormous power, Americans are finally about to hear him. Here is
an exclusive HF interview with the Russian musician.

by Barry James and Vadim Yurchenkov

IN 1955, WHEN SOVIET P1ANIST Emil Gilels first ap-
peared in the UJ.S., he brought word of a young col-
league who was capable of the most marvelous pi-
anistic feats. Thus, sprouting from this august
source and nurtured by a sparse handful of diffi-
cult-to-obtain recordings. the legend of Lazar Ber-
man, pianist of the grand romantic style, took root
in the West. But through the years Berman has re-
mained an enigma. partly because of his meager

discography and partly because of the limited
scope of his rare visits outside the Soviet Union.
He has been to Italy several times. and enthusias-
ticreports of his appearances there filtering slowly
to the U.S. have contributed to the sense of awe
and expectancy that seems to surround him.
Beginning this month, American audiences will
have the opportunity of hearing—and seeing—the
legend unfold into reality: Lazar Berman, at age
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ol Lazar Berman

forty-five, will tour this country for the first time.
The shy and introspective pianist seems acutely
aware of the importance of the occasion, calling it
“a big unknown and perhaps a b{g changing point
for my career.”

Coincident with Berman'’s tour, several of his
new recordings will become available here. CBS,
through an arrangement with Melodiya, will re-
lease a two-disc reissue of the Liszt Transcen-
dental Etudes (re-recorded in 1963 to replace a
1958 version) and a recently made recording of the
Sonata in B minor, the Mephisto Waltz, and Ve-
nezia e Napoli, all by Liszt, Deutsche Grarimo-
phon will release new recordings of the Liszt Con-
certo No. 1 and of the Tchaikovsky Concerto No. 1
made with Herbert von Karajan and the Berlin
Philharmonic. .

Born in 1930 of a Jewish family with an artistic,
intellectual mother and a working-class father,
Berman was barely two years old when he began
to study the piano. His teacher (who was his
mother) entered him in his first talent competition
in 1933. Leningrad cultural authorities, recog-
nizing an unusual talent, assigned Prof. Samari
Savshinsky as the boy’s teacher. Shortly afterward
Berman was placed in a special group of children
who were to be trained in music under the aegis of
the Leningrad Conservatory.

In 1937 he appeared in a festival of young talent
at the Bolshoi Theater in Moscow and at just about
that time made his first recording. (He still owns a
copy of this rare 78-rpm disc: Fantasy by Mozart
performed by “Lialik” [a diminutive] Berman and
Mazurka by L. Berman—one of his few attempts at
composition.) After the Bolshoi appearance, au-
thorities insisted that the youngster and his family
move to Moscow, where, at age nine, he was ac-
cepted into the Central Music School as a pupil of
Alexander Goldenweiser. Goldenweiser, an arch-
romantic who has been the largest single influence
on Berman's playing, remained his mentor for the
next two decades. In 1948, Berman entered the
Moscow Conservatory, spending eight years in
graduate and postgraduate studies, still under
Goldenweiser. He then entered international com-
petitions and won first prize in Berlin, third at
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Budapest, and fifth at the Queen Elisabeth compe-
tition in Brussels—an experience that prompted
him to become a founder of the U.S.S.R.-Belgium
Friendship Society. He joined the Moscow Phil-
harmonic [not the orchestra, but an agency that
operates orchestras and other ensembles and rep-
resents artists] in 1958 and begdn making concert
tours throughout the Soviet Union as well as occa-
sional appearances in the countries of Eastern Eu-
rope.

Today, Lialik (some of his friends still call him
that) is a large, portly man with a shock of sandy
hair, penetrating gray eyes, and a Mephisto-type
beard that makes him resemble a Russian Ortho-
dox priest. He is quick to smile, with a flash of
gold-capped teeth, and speaks easily with a mel-
lifluous voice in Russian, French, and a little Ital-
ian, which he is now trying to learn. Despite the
impression of passivity—or even laziness—that
Beriman makes on a casual observer, he is.at times
a virtual wellspring of energy (during his last tour
of Italy he gave twenty-three concerts in thirty-
two days). But as with many artists, these peaks of
fiery temperament and passionate tension are tem-
porary, set off and sustained by inspiration. With-
out this, his creativity and enthusiasm seem to
flag.

Berman’s private life (which he prefers to keep
private) centers around Valentina, his second
wife, his five-and-a-half-year-old son, Pavel, and

‘their home. His hobbies include stamp- and coin-

collecting. The small circle of friends that he and
Valentina share consists mainly of conservatory
teachers and people he has met through the
U.S.S.R.-Belgium Friendship Society.

On tour, Berman likes to walk the streets and
visit the museums of new towns. “I try to see as
much as I can When traveling,” he says, “‘new and
exotic things, different people, different customs.
Life is not music alone, and one should not be sub-
merged completely in one’s profession. Only by
being an all-around person can one be a good mu-
sician.”

These are the basic facts about Lazar Berman,
but they do not tell enough. What kind of man is
he—really? How does he approach music? What
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music does he best like to play?

To dig deeper and explore questions such as
these, we visited and interviewed Berman several
times. This is a composite of those interviews:

HicH FIpELITY: How did you get started playing the
piano?

Berman: My mother began to teach me when [ was
a little past age two.

HF: Then your family was musical.

B.: My mother was. She had studied piano at the
St. Petersburg Conservatory under Isabella Venge-
rova—at the same time Prokofiev did, by the way.
HF: When did you first play in public?

B.: It was in 1933, as I recall. I was about three and
a half—still too young to read and write—and
Mother entered me in a talent competition.

HF: How well did you play at that time?

B.: Oh, well enough that the authorities in Lenin-
grad wanted me to have training. There was a spe-
cial group for children at the Leningrad Conserva-
tory, led by Prof. Samari Savshinsky, and they put
me in that. I remember I played by ear; I couldn’t
read written music until [ was eight. Incidentally,
my son Pavel is just five, and he plays the violin
and can already read music. Our group was much
like a children’s music school today, though it was
quite a collection of prodigies. Daniel Shafran, the
cellist, Yuri Levitin, the composer, and Mark
Taimanov, who is a chess grand master besides
being a pianist, were in the group too. Unfortu-
nately we were all dispersed during the war. It was
a hard time, and many of us gave up music.

HF: What happened then?

B.: In 1937 I played in a talent festival at the Bol-
shoi. After that my family moved to Moscow, and |
went to the Central Music School. That’s when I
started studying with Prof. Goldenweiser.

HF: What happened to you during the war?

B.: Well, Moscow was very close to the front, so
they moved us to Penza. I studied with Prof.
[Theodore] Gutman there. Things were not so bad

" for us considering the circumstances—we were

safe, and we ate decently, although I sometimes
had to practice with no heat. But what else was
there to do?

Anyway, they had moved some government of-
fices, some embassies, some theaters temporarily
to Kuibyshev, which isn’t very far from Penza, so |
got to play a performance there. I remember I
played the Grieg concerto with the Bolshoi The-
ater Orchestra.

HF: Was that the first time you played with a sym-
phony orchestra?

B.: No, that was a little earlier—in 1940. It was the
Moscow Philharmonic under Grigori Stolyarov;
we played Mozart’s Concerto No. 25.

HF: And after Kuibyshev?

B.: I returned to Moscow in 1943, after the siege—
again with Goldenweiser’s class. From 1948 until
1953 I studied at the Moscow Conservatory as an
undergraduate, then in postgraduate status until
1957. Since then I have been a soloist with the
Moscow Philharmonic [the concert agency], tour-
ing the Soviet Union and sometimes Eastern Eu-
rope.
HF: When did you first play abroad?
B.: That was in 1951 at the International Youth Fes-
tival in East Germany, and I was fortunate enough
to win first prize in the pianists’ contest. Then I
had a concert tour of Czechoslovakia and partici-
pated in competitions in Budapest and Brussels. |
really enjoyed Brussels.
HF: What did you do during the 1960s? It seems
that you were a good deal less active than before.
B.: Yes, that is true. The '60s were slack years for
my artistic activities. I did not sign with Melodiya,
I had no concert tours abroad, I didn’t perform
much at all in public. I was very much involved in
contemplation and thought, and my artistic out-
look changed.
HF: Your mention of Melodiya brings up another
point: How is it that a pianist of your stature has
recorded so little?
B: T have mixed feelings about recording. A record
is like a piece of paper—easy to fill, but difficult to
fill well. I only want to record what I do best. Then
again it’s hard for me to retain concentration and
interest when I'm recording. For example, in 1967
it was suggested to me that I record all the Rach-
maninoff preludes. I went to Melodiya with the
idea, and they approved. But somehow I just
couldn’t keep it going—I lost inspiration, I guess.
The playback is another hard thing. I cannot lis-
ten to myself playing. It’s too strenuous—like hear-
ing myself as a stranger. There is too much of my
soul in it. It's easier just to play the music.
HF: Can you think of any music that you partic-
ularly want to record in the future?
B.: Well——yes, the Liszt concertos, Prokofiev’s
First, Rachmaninoff's Third, Beethoven’s Fourth,
and the Scriabin. I have never recorded with an or-
chestra, and if I could do all this [ would be happy.
[As of now Berman has recorded Liszt’s Concerto
No. 1 and Tchaikovsky's Concerto No. 1 with Kara-
jan and the Berlin Philharmonic.]
HF: What about travel? Why haven't you per-
formed more outside the Soviet Union?
B.: I wasn'’t invited. It is not usual for Soviet artists
to travel abroad without a specific invitation.
HF: Is that how your trips to Italy came about?
B.: Yes, as far as | know. There was a group of mu-
sic lovers in Milan who had heard some of my rec-
ords and liked them, so they arranged for me to be
invited.
HF: Were your performances in Italy successful?
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Berman records the Liszt B minor Sonata before the
organ pipes of the former Anglican church that is
now Melodiya's main recording studio in Moscow.

Berman Before the Mikes

When, on the hot evening of May 26, 1975, I en-
tered the Melodiya recording studio on Stan-
kevich Street in Moscow, Lazar Berman was
already there, ready to record the Liszt B minor
Sonata. Since the workday at Melodiya ends at
6 p.m. and the session was scheduled for 7,
most of the staff had gone, leaving just record-
ing engineer Valentin Skoblo and his assistant.

The building that houses Melodiya’s main
recording facility is an Anglican church that
was built seventy years ago and converted for
recording in 1960. In its 500-square-foot hall all
sorts of recordings have been made—sym-
phonic, chamber music, choral, and pop. Ray
Conniff, incidentally, recorded here late in
1974 with a Russian chorus and band.

Skoblo, who is forty-three, has been in the
business for over twenty years and is an old
friend of Berman's, the two having worked to-
gether many times. The engineers attached to
this studio are generalists, able to record prac-
tically all genres of music. Each, however, has
his own predilections, and Skoblo is predomi-
nantly for classical music. He has handled
most of the piano recording in Moscow in re-
cent years.

As Berman was warming up, Skoblo and his
assistant were arranging microphones around
the Steinway grand—two Neumann mono M-
269s and two stereo SM-69s. Then they began
to surround the pianist with a “Chinese wall”

of panels. When questioned about this, Skoblo
replied that high and low frequencies do not
record very well in this studio and that, while
this is acceptable for pop music, different cir-
cumstances are needed for classical. “Over the
past fifteen years we've learned to compensate
for it pretty well,” he added.

With the pianist properly surrounded (it
looked awful, but audio quality is the main
thing, after all), Skoblo stopped for a last quick
word with him: “Shall we record in segments?”
No. Berman wanted to record the whole sonata
in a single take.

1 left Berman alone with the piano and made
my way to the control room, which was
equipped with a twenty-four-input Neve con-
sole and Swiss-made Studer C-37 recorders. He
took the first three notes—and stopped. He
seemed disturbed, as if he had heard some
noise. Now we too could hear the noise, which
seemed to come from a duplicating room un-
derneath the studio, and the assistant went
down to stop it. The time was 7:40.

Once again Berman put his hands to the
keys: single initial notes—the B minor Sonata.
Berman truly loves the music of Liszt, and he
was playing it as only he can: quietly, yet seri-
ously, with just the right tone, his grand piano
singing. Passage followed passage. Then there
were a few minor slips, an arpeggio missed in
one place. But on the whole—good. It was 8:10.
He had played the sonata in exactly thirty min-
utes.

Skoblo invited the pianist in to listen to the
take, and Berman entered, his forehead shining
with sweat. He joined Skoblo at the console,
and the playback began with the two poring
over the sheets of music before them. Skoblo
pointed out each fault as it occurred, whether
in playing or recording. Berman nodded his
head and said, “You know, the second take is
always the best; it is somewhat of a rule with
me. Let’s try the whole thing again.” Then he
added, “I'm glad there is no vocal of mine on
the tape. Sometimes I get carried away and be-
gin to croon.”

Recording resumed, and surprisingly enough
it went a trifle differently. But that trifle was
worth a lot: touch became freer and more natu-
ral; inaccuracies disappeared; things became
easier and more human.

Another playback session. Skoblo, more en-
thusiastic now, asked him to play the middle of
the sonata again, just to be sure. Berman re-
turned to the keyboard and started to play, but
he could not stop and so played right to the
end. He looked tired and sweaty. But, satisfied
with his playing, he was laughing and joking.
The time was 10:30; in just one three-hour ses-
sion, Berman had recorded the entire thirty-
minute sonata. V.D.Y.
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B.: Very. They liked me, and the invitations kept
coming. In 1971 my usual concert audiences in
Italy numbered 300, perhaps 400 people. Three
years later, | was getting about 2,500 at every con-
cert. Italy has become almost like a second home.
HF: And what of your tour to the United States—
was it arranged the same way?

B.: Just about. Jacques Leiser [the New York con-
cert manager who is handling Berman'’s U.S. tour]
somehow got hold of a record of mine [a recital al-
bum of works by Chopin, Debussy, Ravel, Rach-
maninoff, and Scriabin, reviewed by HiGH Fi-
DELITY, August 1962). Then he came here to Mos-
cow and arranged for the tour. I am delighted
about the whole thing, of course—and a little ap-
prehensive too. It’s a big undertaking and a big un-
known, perhaps also a big changing point for me.
One thing that worries me is that Steinway pianos
[of European manufacture, slightly different from
those made in the U.S.] may not be available ev-
erywhere in the U.S., and I am not familiar with
U.S. and Japanese pianos. I worry a lot about pi-
anos.

HF: Let’s talk more directly about you and your
music. What about your career—are you happy
with it?

B.: Well, my artistic way is quite uneven. I am a
nineteenth-century man, a virtuoso, so to speak.
For many years I was carried away with virtuosity,
with naked technique, particularly while at the
conservatory. My speed became a legend, and 1
really could play the coda of Chopin’s B minor So-
nata in fifty seconds. My friends checked it with a
stopwatch. It was unfortunate, but we really set up
contests, made bets, etc. The only excuse for this
was our youth—we thought music was like soccer
or something. I thought little about sound, only fin-
gers, speed, perfect notes. The harder a passage
was, the more it appealed to me. Of course, after a
while, the machinery began to vanish. Then I be-
gan to learn and practice sound. I studied record-
ings of pianists and even singers. I wanted to ap-
proach the cantilena as closely as possible; I
winted melodiousness of phrase. By now I can do
a great deal of this. When an Italian critic said my
piano was better than my forte, I was happy. [ was
overjoyed when my playing was compared to bel
canto. I had been working for that for ten years.
HF: Would you say that you have one favorite
composer?

B.: No—no single favorite. But I do have a favorite
style of interpretation. For me, the best style is the
one with the most heart and the least possible aca-
demism. As arule I love contrasting music—the in-
terplay of soft and loud. For these reasons I am
more than anything a lover of the Romantics, par-
ticularly Liszt, Schumann, Rachmaninoff, early
Scriabin, Prokofiev. And of course there is Beetho-
ven. To my way of thinking he is usually inter-
preted far too academically, too smoothly. Every-

one stresses Beethoven'’s classicism. I try to show
him as a man of passions. After all, Beethoven and
Mozart loved, suffered, enjoyed, became de-
pressed, joked. Why is their music to be inter-
preted in a framework? And why go crazy when
playing Liszt or Chopin? Allin all, I try to interpret
the Romantics more sternly and the Vienna clas-
sics less so. And what is classical, anyway? When I
read the old authors, I see that fashions have
changed—hairdos, dresses. But people are the
same.

HF: And what about modern music?

B.: Well, for me modern music ended with Proko-
fiev. I don't say that other new music is bad, but
frankly it is not my métier. Perhaps it all depends
on the music one was brought up on. My back-
ground was Bach, Mozart, Chopin, and
Tchaikovsky, Rachmaninoff, and other Russians.
Today seven-year-olds play music that seems aw-
fully complex to my ears—Prokofiev, Kabalevsky,
Bértok. Personally, I prefer finding new things in
old music to playing new music.

HF: All right. What did you discover in Liszt, for
example? ,

B.: Once, thirty years ago, I was a slave of my
hands. They could do anything, so I played Liszt
much too fast. Audiences got caught up in the ava-
lanche of sound and would forgive other short-
comings. Liszt wrote real virtuoso music. Now I
try to spiritualize this element; I am the master of
my hands. There is even some reserve in my tem-
pos. I try to leave time for the work to be heard, for
its contents be digested.

Likewise I've changed my views about Tchai-
kovsky. I've dropped the bravura interpretation of
the First Concerto. I've read a lot of his writings,
and I think I understand his soul. Tchaikovsky was
not a pompous composer, but a lyricist. So that’s
how I perform his First Concerto. He didn’t put all
that grandeur there—it was Biilow. Tchaikovsky
devised a modest beginning, with the sound grow-
ing from there. In the original autograph score the
opening is to be played lyrically and heartily, and
that is the way I try to play it. The usual inter-
pretation of the middle of the second movement
also, to my mind, goes against the composer’s
wishes. It becomes a phantasmagoria, with a lot of
[E.T.A.] Hoffmann in it. But it is first of all a waltz—
pretty and cozy, easy, sincere and hearty. Liszt
might have perceived that piece in a fantastic way,
but not Tchaikovsky.

HF: Do you have any idols in the world of the pi-
ano?

B.: Of course. Every musician has. I could name
many, but keeping it short—Sofronitsky, Michel-
angeli. And by her devotion to art (so unattainable
for me), Maria Yudina. I do not seek to become like
them. I simply know that there have been such
phenomena—that it is possible for human beings
to play that well.
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the quill pen) did not deter the Ludwigomaniacs
from overdramatizing the event.

But there are other indications that Beethoven
kept sound respect for his great contemporary.
(Napoleon was born a year before he was.) In a let-
ter to his publishers several months after the
proclamation of the Empire, Beethoven referred to
the Eroica as “eigentlich Buonaparte genannt”
(really called Buonaparte). Some fifteen years
later, when Napoleon was in exile on the island of
St. Helena, the publisher Peters paid a visit to
Beethoven and mentioned the fact that the Vienna
composer Eybler was commissioned to write a
Mass for Napoleon to be performed at his chapel
in St. Helena and added that the work should have
been commissioned to Beethoven. Thanks to the
composer’s providential deafness, all communi-
cations with him had to be in writing, so this con-
versation has been preserved in the Konversations-
hefte. That such a proposition could have been
made at all, and that Beethoven countenanced it,
shows that in his heart he never ceased to admire
the fallen emperor.

Triskaidecaphobia is a morbid fear of the number
13. Rossini had it, and like so many Italians he also
regarded Friday as a bad-luck day. Indeed, the
chronology of his life would provide a numer-
ologist with a lot of intriguing speculation. Rossini
was born on leap-year day, February 29, 1792. In
the year of his death, 1868, he joked that he was
only nineteen, for he had celebrated only that
many birthdays in his life. He approached every
13th of the month that fell on Friday with super-
stitious apprehension. He died on November 13,
1868, which was a Friday!

Casals was proud of having in his possession the
original manuscript of Brahms’s String Quartet in
B flat, Op. 67, a gift from a Vienna admirer. He
called it “my personal quartet,” for, he said,
Brahms began its composition on the exact day
Casals was conceived and finished it nine months
later, on the day Casals was born, Alas, the chro-
nology does not support this affinity. Brahms com-
pleted the quartet in 1875, and Casals was not born
until more than a year after its public perform-
ances. And besides, the date of conception has
never been scientifically verified.

In 1899 W. |. Henderson listened to a performance
of Till Eulenspiegel and wrote in disgust: “No gen-
tleman would have written that thing. There are
places for such music, but surely not before musi-
cal assemblages of ladies and gentlemen.”

Major Higginson, the founder of the Boston Sym-
phony Orchestra, an amateur musician, and & suc-
cessful banker, held it as an article of faith that
only Germany produced good musicians and that
no conductor could lead an orchestra competently

except a German. Since he was the main financial
supporter of the Boston Symphony, the orchestra
had a succession of German conductors from its
founding in 1881 to the time of the American entry
into World War I, when, as a result of an agitation
among superpatriotic New England women, the
dignified and socially impeccable Karl Muck, con-
ductor of the Boston Symphony for several years,
was placed in a detention camp as an unregen-
erate Hun and a self-confessed friend of the kaiser.

The first conductor of the Boston Symphony,
Georg Henschel, was actually of Polish-Jewish ex-
traction, but Major Higginson was not concerned
about racial origin as long as the incumbent was
born and educated in Germany. The concerts of
the embryonic Boston Symphony were gemuitlich
affairs. At one concert, on November 9, 1882, Hen-
schel, who began his musical career as a singer,
performed with his wife, a duet, “Oh that we two
were Maying,” of his own composition, “for the
benefit of the widow and four children of a Ger-
man musician and composer of merit who suc-
cumbed to fever in Texas in the thirty-fifth year of
his age.” The identity of the beneficiary remained
nameless.

Turgenev, who spent long years in Paris, was peri-
odically in love with young actresses, while living
on a fairly permanent basis with the French singer
Pauline Viardot. He wrote to one of his loves: “My
passion for you is like a chromatic scale mounting
in crescendo.”

In a similar vein, so the story goes, Haydn became
friendly in his youth with a charming lady of the
Viennese aristocracy. Years passed, and he met
her again. “Do you remember me?” she asked him.
“You wrote this for me,” and she sang:

“Oh, yes. Unfortunately, now the tune is,” Haydn
croaked: > . T
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In Haydn'’s oratorio The Creation, there is a pas-
sage in pizzicato that precedes the sentence, “And
there was light!” According to a plausible report,
attributed to Haydn himself, this pizzicato repre-
sents God striking a piece of sharp flint against
whetstone, producing a spark that illuminated the
primeval darkness.

The key of C major has for centuries represented
the exaltation of the soul and triumph of man.
Beethoven expressed this quality in the finale of
the Fifth Symphony, and Scriabin in the orgiastic
joy of the concluding pages of his Poem of Ecstasy,
in which he holds on to the deep pedal point oni C
for fifty-three bars. But the modernists of the Vien-
nese school of composition renounced C major as
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the petit-bourgeois product of Biedermeier cul-
ture. Alban Berg used the C major triad in his op-
era Wozzeck to illustrate the lines, “Da ist wieder
Geld, Marie” (Here is money again, Marie), with

the obvious intent to emphasize the vulgarity of

money.

Dissonance is the mustard of music. “Discords
mingled with concords not onlie are tollerable, but
make the descant more pleasing if they be well
taken,” Thomas Morley declares sententiously in
his famous treatise, A Plaine and Easie Introduc-
tion to Practicall Musicke. Alexander Pope said,
“All discord, harmony not understood.” And Jean
Cocteau extolled the aesthetical value of ugliness:
“La laideur est toujours la forme le plus récente de
la beaute” (Ugliness is always the most recent
form of beauty). It is probably possible to train a
child to react favorably to a series of unmitigated
discords, and to be repelled by triadic harmonies.
The experiment is worth trying in kindergarten.

An apparently nonapocryphal story concerns
Paderewski’s last years of life. After the destruc-
tion of Poland during the Nazi invasion of 1939
and the fall of France, he came to the U.S. and
lived in Westchester County. Still vigorous in his
eighties, he used to take daily walks. Once he
passed by a modest cottage from which there ema-
nated a familiar tune, his classical Minuet in G.
But, oh horror, the player neglected the essential F
sharp. Paderewski approached the cottage and
saw a shingle: “Helen Springle, Teacher of Piano."”
He knocked at the door, and Miss Springle—it must
have been she, for the music stopped—appeared at
the door.

“My name is Paderewski,” the great man de-
clared. “May I ask a favor of you?”

Overwhelmed by this unexpected honor, Miss
Springle muttered, “Why, Maestro Paderewski,
anything, anything at all!”

“Will you please play F sharp in my minuet?”
Paderewski requested.

A few days later he happened to pass by the
same cottage, and once more the familiar strains of
his minuet resounded from the music room. But
this time F sharp was firmly in place. There was
also a new shingle on the door, which read: “Helen
Springle, Teacher of Piano, Only American Pupil
of Paderewski.”

Reading the same words in the wrong language
may convert a sincere sentiment into a gross in-
sult. During his professorship at Columbia Univer-
sity, MacDowell received a testimonial from his
students with the inscription in large letters: “O
singe fort” (O sing forth), quoting from the line of
Flosshilde, one of the nymphs of the Rhine, in the
first act of Das Rheingold. MacDowell was mo-
mentarily shocked, for in French the words mean
“0 powerful ape”!
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I[saac Stern was asked his opinion about his own
position among the world's violin virtuosos. “I am
the second best violinist in the world,” he said.
“And who is the first?" he was asked.
“I can't tell,” Stern replied. “They are all friends
of mine.”

An orchestral librarian asked the conductor for
the exact duration of a work he had on his pro-
gram. “With feeling,” the conductor replied,
“twenty minutes. Without feeling, fifteen min-
utes.”

Max Reger used to take his students to the nearest
Bierstube for pork sausages and beer after his
classes at the Leipzig Conservatory. “Pigs and
composers have one thing in common,” he re-
marked. “They are appreciated only after they are
dead.”

A lady admirer of Reger complained that she
could not see his face when he conducted an or-
chestra. Reger reassured her that he looked
exactly the same from the front and back, just like
his name, which is a palindrome.

A sampler from college examination papers:
Lieder are leading German composers.
Arpeggio is faster than allegro.

Classical music is sonatas, cantatas, and tra-
viatas.

Boris Godunov was a modern composer who
wrote the opera Faust.

Rimsky-Korsky wrote The Golden Cockle.

The real name of the Moonlight Sonata is
Beethoven’s Ninth.

Basso ostinato is a mechanical device used by
the Italian castrati.

Rossini used to address his letters to his mother as
follows: “To Signora Rossini, mother of the cele-
brated Maestro.”

Moritz Rosenthal boasted that he could identify
any Chopin piece from only two bars. Another
Chopin specialist stumped him by sitting down at
the piano and playing nothing for three seconds.
The quotation was two bars of rests in Chopin’s
Scherzo in B flat minor.

From an old advertising column:
Piano for sale, the property of a lady leaving the
country in a remarkably elegant walnut case.
Piano wanted for a young lady, a beginner with
carved legs.

Piatigorsky helped Stravinsky to fix the details of
the cello part in his Suite italienne. He advised
that in one spot a pizzicato should be followed by
a staccato. Stravmsky made the correspondmg no-
tation, murmuring, “One belch, one fart.” ()
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Continued from page 48

the adapter; the other two positions drive the headset at
different levels, with finer level adjustments made at the
main system's volume control.

The headset itself is light (9 0z.) and has more possible
adjustments than most—even the spacing of the two head-
bands can be varied. It may take you a little longer than
usual to adjust the headset to your head, but you should
get a better fit when you're done. Even so, we judged the
comfort of the unit only average to good (opinions vary).
The vinyl ear cushions are quite soft, but they are not as
efficient at distributing their pressure as the larger, fluid-
filled ear cushions on some models, and some users com-
plain of perspiring ears—a common complaint with head-
phones.

The seal they offer may be called moderate. Room
sounds are attenuated but not severely muffled. The
wearer doesn’t experience the sense of isolation that some
complain of with high-seal sets, but by the same token he
can't “‘shut out” a really noisy environment. He should
have a lot to distract him from that environment, however,
since the sound quality the AT-706 presents him with is ex-
ceptional: very wide-range and smooth. Fundamental
tones stand up very well indeed, with minimum doubling
and no audible rolloff, to the neighborhood of 30 Hz. From
there up the response is extremely flat to about 8 kHz,
where some minor roughness occurs. Response seems to
slope off a bit above 10 kHz but holds up well to beyond
audibility.

Within this excellent operating range the sound is ex-
ceedingly clean and open, with an unforced quality that

—

The Equipment: KLH Research Ten CL-4, a three-way com-
pact loudspeaker system in enclosure. Dimensions:
26 13/16 by 14%4 inches (front; can be used vertically or
horizontally), 12 13/16 inches deep. Price: $189. War-
ranty: five years parts and labor. Manufacturer: KLH Re-
search & Development Corp., 30 Cross St., Cambridge,
Mass. 02139.

CIRCLE 13 ON READER-SERVICE CARD

has none of the *‘sizzle” or other symptoms of strain that
can creep into electrostatics at high levels. When the AT-
706 is overdriven (which happens only at very high sound
levels—higher than for typical electrostatics, particularly in
the bass) the sound acquires what might be described as a
mellow buzz that is distinctly less objectionable than the
raspy quality we’ve encountered (again, at lower output
levels) with some electrostatics.

If all this interests you but, for practical reasons, you
don’t want to bother with the adapter-box setup of the AT-
706, Audio-Technica offers basically the same transducers
and physical design in the less expensive ($79.95) AT-707.
which has the matching transformer right in the headset
and is driven—via a coiled cord and conventional stereo
phone plug—from a normal headphone jack. The straight
6-foot cord between the AT-706 and the adapter does re-
strict the wearer’s movement somewhat, but the practical
advantages of the AT-707 (which we did not test) appear
to exact a price. Since the matching transformer system
built into it must be tinier than that in the AT-706's
adapter, dynamic range and bass response are somewhat
restricted by comparison, according to the manufacturer.

In a sense, then. the electret condenser design offers a
good deal of the best of two worlds: the extreme frequency
range and flatness of electrostatics combined with the dy-
namic range of good dynamic headsets. Add to this the AT-
706's freedom from distortion, and you have an extremely
fine stereo headset—one that (like other extremely fine re-
producers) may at times afford disconcertingly clear per-
ception of the shortcomings of your system and your
recordings, as well as their virtues.

CIRCLE 146 ON READER-SERVICE CARD

CL-4—Top of KLH’s

Research Ten Group

Comment: The KLH CL-4 is the top member of a new line
of loudspeakers built with newly designed drivers, cross-
overs, and enclosure—in short, freshly engineered from
the ground up. And, as a ducted-port system, it runs
counter to the acoustic-suspension designs that many
readers may think of as traditional with KLH.

The 10-inch bass driver (given the proprietary name
Megaflux Woofer) has a configuration meant to minimize
stray fields, to the benefit of both efficiency and linearity.
This crosses over in the region of 500 Hz to a midrange
driver housed in a separate aluminum enclosure and de-
signed to bring forward musical material in its portion of
the spectrum. At about 5 kHz the 1-inch dome tweeter
takes over, handling the balance of the audio range out to
a claimed 22 kHz.

The CL-4 is housed in an enclosure of dense %-inch par-
ticleboard faced with an attractive walnut veneer. The
brown jersey grille cloth is